


$35.00
ISBN-10: 0-615-27281-9
ISBN-13: 978-0-615-27281-8

“ H“ “l” [l
9780615272818 H i






“;f!_::\)‘“ﬂ‘f’-\}- Bof s T B

ey i 4‘9 = )
| <

Copyright ©2009 by M."Hampton

No part of this book can be reproduced in  ~..—— S
any form without prior written consent. P{ -~
www.figuredrawing.info -b

Published by M. Hampton

Layout and Design by Hollis Cooper \_/
ISBN-10: 0-615-27281-9

ISBN-13: 978-0-615-27281-8

Printed in China

mh@figuredrawing.info / \ :

#






























Here are some examples of one-

minute gesture drawings.
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Similar to the diagram to the right, all of the
wrapping lines are volumetric contours, or lines
that travel across the surface of a form from side
to side. As a form changes direction spatially,
the lines will reflect that change.

However, keep in mind that you will never be
using a straight line. Using a straight line will,
at this point, start to become a reference to a
shape and begin to fatten out your drawings.































Economy of line is
yet another way to
clarify themes relating
to gesture. Read
through the diagrams
for suggestions on the
economical use of the
drawing medium.
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Economy of line will help sensitize you
to the development of different textures
needed for a convincing depiction of
realisin (i.e. bone vs. muscle vs. fat).

Analyze the drawing to the left for the
types of lines used to depict hard and
soft areas, and note that there is an
alternation between the two.

.7, GESTURE DRAWING










So far, you may have noticed that there has been no discussion of measuring the figure or
proportion. In this particular approach, there is an emphasis on achieving proportion through
overall quick assessment of size. Work through the gesture lines from the head to the foot, then
take a moment to decide if what you've done looks correct. This is not to say that this approach is
better than another (because, ultimately, all should be considered); however, this approach allows
for the emphasis to be placed on capturing the feeling of movement and position. One of the
negative aspects of measuring is that, at times, it tends to produce static, stiffened poses with very
little fluidity.

The figure should be
drawn using the straight,
“C”, and “S” curve lines
to quickly capture the
story or intention in the
pose. Proportion should
be judged based on the
overall appearance of
what you have drawn.
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Consider the gesture as the your animated way of capturing the lyricism of the entire figure.
Do your best to keep the fluidity of the gesture, but still include the mechanics (skeleton,
anatomy, perspective) in order to give believability to the overall figure.

The next chapter will discuss using the gesture as a framework for developing a functional
design for the skeleton. Adding the landmarks is the first step into a rigorous demonstration of
how that gesture is possible. Regardless of the chapters and information to come, it is crucial
to begin with a gesture.
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This diagram details the process of how to use your knowledge of the landmarks to show volume.

The first drawing shows the shape of the rib cage
and pelvis in the gesture stage.

The second drawing shows how to begin
developing the landmarks. This is a full-

frontal pose, so all of the landmarks are shown
symmetrically. The problem with this type of
view is that it is very flat, emphasized in this
drawing by the box drawn around the rib cage
and pelvis. In making drawings that show form
and volume, try to avoid focusing on shapes,
such as the boxes, that only have two points
(outside to outside).

t g
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If the line of symmetry
is approaching one side
of the figure, it means
the side plane (of the
perspectival box) is on
the opposite side of the il
figure.

The third drawing shows the landmarks in a slightly-rotated view. Notice that the line of
symmetry (found by placing the landmarks) favors the same side of the form as the direction
that the figure is turning. For example, as the figure turns to the right, the line of symmetry
moves closer to the right side of the form.

The fourth drawing shows the separation of front and side planes.

The fifth drawing uses landmarks to find the line of symmetry, keeping the front flat plane. A
side plane has been added to reinforce the idea of the figure is turning in space. Note that

all of the planes are based off of the landmarks. For example, the front plane of the figure is
based off of four points: the ends of each clavicle and the two ends of the thoracic arch.




This illustration shows the perspectives you will want to emphasize based on
the view.

On the left, this front view shows that the rib cage should
always be pushed back in space to show the viewer

the underside of the rib cage. To balance the
rib cage, and reflect the spine’s influence, the
pelvis is seen from above.

The three-quarter view (second from
the left) shows the addition of the side
plane.

The side view (third from the left)
shows the rib cage balancing on the
pelvis.

The back view shows the reverse of
the front. When drawing the back,
always show the rib cage from above
and the pelvis from beneath.
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These are drawings that use boxes to \
describe the landmarks of the rib cage \
and pelvis. Study the drawings for i

the ideas and steps discussed up until
this point: finding landmark points,
establishing the line of symmetry, and
developing volume.
















When showing depth using a “T” overlap, you
need to be especially clear about what form goes
in front or behind another. The diagram to the
right shows a demonstration of this idea, using
spheres. Notice that every time a form comes in
contact with one that is either in front or behind
it, they meet at a “T™.

If you were drawing a figure foreshortened

or in a reclining pose, this would be a tool to
emphasize in a drawing. Because of the large
amount of information needed in describing a
figure, the “T” overlap will constantly be used to
help organize the major and minor forms.

The “T" is used in many types of images and is a main tool for showing recession and depth
in landscapes. Study how the “T” overlaps are used to place one form in front of another

causing the eye to experience a sense of depth.
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This stretch or pinch is still a variation on a “C” or “$” curve.

Observe how the “C” curve becomes suggestive of the flesh between the two areas
of bone compressing, and the “S” more clearly communicates an elongation or
stretch between the two areas of bone as they move away from one another.

This use of curve will take place at every intersection on the body - the neck,
midsection, between the pelvis and legs and the rib cage into the arms.
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These are 3—5 minute
drawings done using pen
and prismacolor. Study these
drawings to see the process
as described up to this point.













While including the skeletal structure
and the geometric volumes, the
drawings may run the risk of becoming
rigid. In every stage, you want to be
reinforcing the story or gesture. The
landmark stage should be a re-telling of
the gesture, describing the pose in space
and bringing more realism through the
skeleton.

Look for the simplest explanation of
how to connect parts. A “C” or “§” is
used at every transitional area on the
figure to secure a connection as well as
indicate the distribution of weight.
















SUMMARY

The preceding chapter can be summarized by thinking through these four steps:

1. VOLUMES

O

2. MAINTAINING THE
VOLUME WITH LINE

3. COMBINING VOLUMES

4. ADDINGTO &
CONNECTING VOLUMES

The entire figure will be constructed out of spheres, boxes, and
cylinders — get comfortable with these volumes and become as
familiar as possible with drawing them.

If the sphere, box, and cylinder are your building blocks, you will
never want to work against the effects they develop. In order to
support these effects, become sensitive to how line enhances or
destroys these surfaces (wrapping lines).

Combine the sphere, box, and cylinder together in order to
develop organic forms that can more easily approximate the
forms of the figure.

Adding and connecting volumes involves maintaining the first
three steps while integrating the complex volume into others.
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This step introduces perspective
into your drawing. Before

this point, everything has been
organized through the use of
shape to arrange the placement
of the larger forms. Perspective
is now added to create the
illusion of three dimensions.

Drawing a more complex form like the head
requires a strong familiarity with the skills and
exercises discussed at the beginning of the
Form and Connections chapter. If your head
drawings look a little off, try to pinpoint errors
within the six skill areas so you can practice
those specific skills.

The first step in deciding on a perspective is to simply determine whether you are
underneath (A) or above (B) the head. lllustration A shows what a head looks like when
seen from underneath. Note that the “t” has changed — it now tilts back across the face.

To the right. note that this perspective is simplified by the cylinder. When wrapping the “t”
across the cranial mass, always draw through and around that sphere as if it were made of
glass. The dotted lines on the drawing show how this appears. It is important that this line
bisects the sphere at its equatorial center — think of this line traveling around the sphere like
the line of the equator traverses the surface of the earth.

The two drawings in the center show how to easily place this “t” or eye line. By relating the eye
line to the brow and top of the ear, you will more accurately describe the perspective angle.

lllustration B shows the head seen from above. The cylinder to the right of the head shows how
all the line work is still geared toward describing a basic perspectival idea.

T AT YD ASATIAT
HEAD DRAWING









[l The base of the nose is half-way between the brow and the bottom of the jaw.

From the base of the nose to the brow above, the face is continually broken into halves:

B The first mark is the bottom of the eye sockets, which is half-way between the
base of the nose and the brow.

B Halfway between the bottom of the sockets and the brow is the center
of the eyes and the bottom of the keystone shape (shown in blue).
The shape in the upper right corner shows the basic appearance of the
keystone shape when seen straight on. This keystone shape is the area of
bone that separates the eyes. This is the most important area to closely
observe in order to create a likeness.

The area between the base of the nose to the bottom of the jaw is divided into three equal
parts. The two marks that separate those three equal parts determine:

I the separation of the lips
the top of the chin

The last point of reference is the hairline. While not an area of bone, the hairline will help
in transitioning to the next step. The hairline’s placement will change depending on the
particular character type — some will have one and others won't.

Keep in mind that once these proportions are learned, their
manipulations and exaggerations give endless possibilities of
character, type, animal, etc. Currently, you are building the
foundation that will allow later inventions to be grounded
in reality and solid draftsmanship.































) 2N
' r_.gﬁ r_’/_-_/_.\:_‘_—:‘.; <

ol Nt A

A@\ VNDEEKTATH LIPs

ABeur Lurs

The lips, which are drawn on top of

this form, always occupy the same
perspective as everything else on the face.
Note the difference between the drawing
of the lips seen from beneath versus from
above. To simplify, think of the lips as
an “M” above a “W" (example in the
upper right corner), However, unlike the
example, never place the “M” and “W”
on a straight line. The “M” of the upper
lip and the “W" of the lower should be
drawn around the perspective of the
head’s volume.
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This is an example of how your completed line drawing should look. Before moving on to
any finishing work on the character or head, make sure there is a fundamental development
of the basic forms. These forms are what give your drawings the feeling of believability,
naturalism, and volume.

The development of the features should, at this beginning stage, be a tertiary concern.
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Developing the profile view can be handled with a slightly different set of tools. The first
steps, however, should be the same. It is still most important to establish the shape, tilt, and
perspective. In doing this, your drawing should look like example B (straight on), C (view
from beneath), or E (view from above). Depending on your intention, it may be easier to
demonstrate the feeling of volume by cheating or exaggerating a perspective viewpoint (in the
case C or E).

After finishing this step, and using the same proportions, the profile for an individual can be
introduced as a design. Try likening your characters profile by thinking of how much the
forms of the face project out from the front line (F) or push into it.

.
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Similar to the profile, the back of the head also offers a unique set of problems. However,
you will always begin with the first four major steps. Having set the placement up, the design
for the back of the head is one predominately structured on the “T” overlap. The forms you
are looking to overlap in this position (the anatomical forms will be discussed in the following
chapter) are the Trapezius (1), the form of the neck (2), the sternocleidomastoid (3), the cranial

mass (4), and ear (5). Simplify your drawing of the back of the head into an organization of
these major forms.
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The following examples illustrate how simple the job of lighting the
head can be when simplifying the major forms. Having these basic
forms as the foundation for your head will make the difficult job of
inventing lit figures much more approachable. Use the construction-
based approach to the head for only as long as it takes to familiarize
yourself with the primary volumes and their perspectives. Once you
have this knowledge and are comfortable with it, feel free to develop
a short-handed version. create your own variation, or use it as an
imagined structure for the creation of longer “finished™ looking studies.




Keep in mind that although we are working
through underlying principles of construction,
perspective, and form, that they are all geared
towards the realistic/ organic presentation of

a “finished” looking head, portrait, character,
etc. The process delays gratification through
focusing first on the inside of the forms in order
to increase the understanding and depiction of
the outside.
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Notice that in the organization of the face,
and consistent with the rest of the ideas
discussed so far, that there is always a
balance between hard and soft forms




ANATOMY

The most important step in
developing a drawing that
includes anatomy is to first
work through a process.
Working through gesture,
shapes, landmarks, and then
volume gives your drawings
a sense of solidity that

the anatomy will need to
respond to.

The muscles pointed out in
this section are only muscles
seen or affecting the surface
of the forms.

This chapter is not meant
to act as a reference manual
for anatomy. This is a
highly simplified approach
to anatomy meant to

serve as a foundation of

a working process. In
understanding the muscles,
the same approach to the
figure is implemented: first,
gesture and shape, then the
development of volume and
perspective.
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FRONT VIEW
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The color-coded drawings on these pages show the
placement of the different muscle groups according to
a simplified idea of their
shapes. Study them

for an understanding

of how to use “T”
overlaps. Because

there is so much going
on, it is extremely
important to use the
“T™ overlaps to be clear
about relationships and
placement.

PROCESS

Following this step, every muscle is looked at in
isolation, as a shape. First, you should be concerned
with a muscle’s shape and its placement; second,
how that shape changes in relationship to the gesture
or an action; and third, how to use the shape to keep
a constant sense of volume and form.

ANATOMY PROCESS:

1. SHAPE

2. PLACEMENT
3. GESTURE

4. PERSPECTIVE



BACK VIEW

It is important to keep in mind the
overall process at this point. Remember
the progression:

Gesture

Shapes

Landmarks/ Volume
Anatomy

Value

Think of these as all being related.

Any time you move to another step,
that step still needs to address all that
came before it. For example, when we
start to develop anatomy, we have to
address the three steps that came before
it in order to stay true to the original
intention or gesture. Additionally,
remember that drawing the pecs or
deltoid is the description of a smaller or
micro-gesture that is a smaller argument
in support of the larger idea (the initial
gesture).

Consider the simplified shapes and their ‘
placements a map. This can be later used e
to help in identification or to create figures,

animals, or other creatures,




ANATOMY AND MOTION

Active shapes of anatomy will take
the basic design of the shape and
show it squashed or in a compressed
state. Extreme activity has more
exaggerated compression, while a
less extreme action may only have a
slightly compressed appearance.

A non-active (passive) shape will be
stretched or shown elongated. This
active vs. passive demonstration of

anatomy is incredibly important for
keeping the believable asymmetrical
quality to your drawings, as well as
accurately describing the mechanics

of the body.

Learning the anatomy allows for an understanding
of general shapes and connection points, limits
and range of movement, and what the anatomical
shapes allow the body to do. The following
studies/diagrams describe activities of the body by
designing the anatomical shapes with one simple
rule (active/passive or squash/stretch).

“S” Curve = Stretch or
passive anatomical shape

“C” Curve = Pinch or active
anatomical shape










STERNOCLEIDOMASTOID — VOLUME

The volume of the sternomastoid should be shown wrapping around the cylinder of the neck
while moving back spatially to suggest the distance from the manubrium back to the base of
the skull.
















Remember, this basic anatomical
design can be changed to develop
likeness, gender, animal, or creature.

For example, the shape of the
pectoralis can be altered (see diagram)
in order to portray the female by
overlapping a sphere (for the breast)
under then over the initial pectoralis
design.







TRAPEZIUS — GESTURE

The trapezius rotates, lifts, and pulls the scapula. Its origin is at the base of the skull and down
to the twelve thoracic vertebrae. The trapezius inserts along the lateral third of the clavicle, the
upper edge of the spine of the scapula, and ending at the tubercle of the spine.

TRAPEZ]U S = SHAPE The trapezius can be more easily used and

remembered by simplifying it into a basic shape. The
complex shape of the trapezius can be thought of as
an upside-down dagger.

The top or handle of the dagger is the portion of
the muscle inserting into the base of the skull. As
the wings of the trapezius swing down to the top of
the scapula, the handles of the dagger can be seen.
Where the muscle pulls in a point to the spine, the
blade of the dagger can be seen.
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. | e DELTOID — GESTURE

The deltoid consists of three separate heads. The first is the anterior portion, which raises the
arm in front of the body. Second is the acromial portion, which pulls the arm away from the
body. Third is the anterior portion, which pulls the arm backward.

The origin of the deltoid’s shape is a continuous line passing along the last third of the clavicle,
the border and top of the acromion of the scapula, and the lower edge of the spine of the
scapula. The deltoid inserts outside of the humerus about half-way down the arm.


















OBLIQUES — GESTURE

The external oblique attaches to the lower eight ribs
of the rib cage, running downwards and to the back,
inserting into the pelvis.

The function of this muscle is to bend the trunk
laterally. to twist, and when both sides are used
simultaneously the rib cage will be pulled down
towards the pelvis.

OBLIQUES — SHAPE

The shape of the obliques can be thought of as two elongated

rectangles, similar to two columns supporting the rib cage over the
pelvis.

When drawing this shape, attach the obliques to a wrapping line
lower down on the form of the rib cage, while relating them from
the side to the back.




As discussed earlier in the section on Connections, the
goal after wrapping these shapes to their corresponding
perspectives is to design them with a “C” or “S”
depending on the activity they are engaged in.

OBLIQUES — VOLUME
Q/‘ When assigning

o volume to the
obliques, make the
shape wrap around
the existing forms,
but also think of this
shape as having a
depth similar to a
flattened box.
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SERRATUS ANTERIOR - GESTURE

The serratus slides the scapula forward and aids in elevating the shoulder and the arm. It
originates on the outer surfaces of the first eight or nine ribs and inserts into the underside of
the scapula.

SERRATUS ANTERIOR - VOLUME

The volume of the serratus should show the muscle as a sphere or ovoid form. Additionally,
this muscle should appear to be a smaller form sitting on the larger form of the rib cage.

SERRATUS ANTERIOR - SHAPE

The shape of the serratus can resemble an egg form
with three legs or tabs coming out from the bottom.
The top portion of the egg represents the muscle
pulling under and to the bottom of the scapula,
while the feet or tabs shows the muscle pulling into
and between the ribs. Additionally, these feet can
be shown connecting into the upper portion of the
A , obliques in order to develop a strong connection

B between the two anatomical shapes.
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Study the diagram for the
shapes and planes of the
anatomical features covered
so far. Strong knowledge
of the anatomical planes is
the best tool for creating
believable light and shadow
in tonal drawings.
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Study these drawings
for how the erector
spinae changes

form with different
perspectives.

115






117






119




ANATOMY ano ARCHITECTURE

Many artists throughout history have let their studies of the figure inform their architectural designs
(and vice versa). One of the many benefits of this is the sharing of strong perspective and spatial
principles.

Additionally, thinking of the anatomical shapes we covered in a more geometric, architecturally
informed way can result in endless design solutions or more memorable shapes and patterns.

The following drawings exaggerate
the use of perspective in order to
present architectural influences
in the study of the figure.
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Study anatomy for the complex planar structure it
gives to the figure.

Use the remaining drawings as examples to study £

the views of different anatomical shapes, their
actions, and how they contribute to the perspective.
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When drawing the arm, the
first thing to consider is its
relationship with the large
form of the rib cage. The

structure of the shoulder
girdle, introduced in the
anatomy of the upper torso,
should serve as the transitional
form between the rib cage
and the arm.

The following information
contained in this chapter
should be added to this
structure.






The points to look for in the construction
of the shoulder girdle consist of:

1]

This drawing illustrates how the
shoulder should sit on the rib cage
(front and back), and how it relates
to the arms. Don’t forget that this
structure is flexible, and has the

One line through the top of the pit of the
neck. This should be your starting line
because it will also determine the tilt of the
shoulders.

One line, of equal length to the one above,
drawn through the 7th cervical vertebrae.

At the ends of the clavicle, two lines that are
perpendicular to the first two and construct
a top plane.

At the bottom of the pit of the neck. a “C”
curve that folds over the surface of the rib
cage and joins the two structures.

Parallel lines that angle the structure back
and join the top plane to the side and front.

same range of movement as the
scapula and clavicle, just defining that
movement more clearly in 3-D.
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The elliptical shapes on the larger triangular form of the scapula represent:

The supraspinatus. This is

S a muscle which Abducts
T 7 and helps stabilize the
< N shoulder.
" ¥
&

The infraspinatus. This
muscle will laterally
rotate the arm and help
stabilize the shoulder.

7]

B Teres minor. Laterally
F rotates the arm and
weakly abducts it.

e ———r) I Teres major. Adducts and
e il medially rotates the arm.

2 Be sure to know the
function of these muscles
in order to properly
interpret their designs
(squash vs. stretched
shapes).
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When working on the arm itself, it is again very important to follow a process. This process
will help you organize the most important qualities first, and will aid in invention.

1. To start the arm, it is first most important to position/work out the gesture. On top of the
more lyrical, overall gesture (demonstrated in Chapter 1), place a straight line to give a strong
feeling on the bones as well as 2-D position.

2. Second, build your perspectives on top of the straight. These cylinders (demonstrated in
the Landmarks chapter) are the most important element to provide a believable sense of space
and form. The anatomy will need to be wrapped around these cylinders using the two main
ideas of transitional volumes.

3. Place the asymmetrical design of the anatomy of the arm on top of the cylinders.
















The drawings on the following pages are included to give a number of different views and
positions of the arms for study. In many cases, the arms have been isolated, so remember to
always include the working of the rib cage and shoulders.
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By looking at the skeleton of the hand, you can take away important proportional
information. The hand is primarily made up of three groups of bones: the carpus group, the
metacarpus (the bones of the palm), and the phalanges (the bones of the fingers).

The drawing below is a diagram of the bones in the hand. The circle shown near the top
of the hand represents the carpus group. The carpus group is a collection of eight bones
organized in a bridge-like form.

The diagram below shows this
bridge seen as if the fingers
were pointing directly at you.
The carpus group is carried
through every stage of the
hand drawing. This area, and
shape shown below, are the
design theme for the hand.
Because the shape of the hand
is dependent on this form for
its effective use and function,
you should integrate its effects
into your depiction of the
hand at every stage, from
proportion to the design of
perspectives.

Note that the wrapping line
drawn over the carpus group
(orange circle) suggests an
apex or high point to the
form. Because of the bridge-
like quality of the carpus
group, a vacancy is created
beneath. This area is known
as the carpal tunnel, and is
occupied by tendons that
branch out into the fingers.
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PERSPECTIVE

The second step in developing
the hand is to conceive of

the separate elements in a
perspective-based way.

In constructing the palm, all
of the information taken from
the skeletal structure and
anatomy should be applied.
Notice that the basic form of
the palm is a simple box with
a few adjustments.

The most important
adjustment continues the
major design thermne of the
carpal tunnel. Notice that
the top of the palm is raised,
or comes to an apex, roughly
around the area of the middle
finger. The top of the box is
more like the roof on a house,
having its peak at the knuckle
of the middle finger.

Instead of being a basic box, again notice the front plane
(shown in orange). The front plane of the palm is sloped
forward, creating the appearance of a wedge or angled plane.
This is to show that the top of the hand is shorter than the
palm. Look at the diagram on the first hand page to see that
the webbing on the palm side (shown in green) continues the
palm further than the top portion of the hand.
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This diagram shows a simplified approach to organizing the muscle shapes in order to make
these complex ideas more practical for the drawing. Remember, the goal of knowing the
muscle’s activity is so you can represent that state in your drawing.

The majority of shapes in the leg are variations of an ellipse. To make remembering the
anatomical design of the leg a little simpler, envision and memorize the way these elliptical muscles
of the leg tumble down the form.

Throughout the chapter, refer back to this page for simplified views/conceptions of muscle shapes.
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The calf muscles (here, the soleus
and gastrocnemius are grouped
into a common shape) raise the
heel and prevent the figure from
falling forward from a standing
position. The calf muscle has its
origin at the fibula and inserts into
the calcaneus bone/heel block.

The shape used to design the calf
is a large ellipse that trails into a
more square/block-like bottom
(Achilles tendon).

Try to remember the muscle
through a simple abstraction of its
shape. For example, this muscle
may look like a lollipop, corndog,
or simplified tree shape.
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THE FOOT

The process of drawing the foot begins by studying the design of the bones,
looking at the placement of the anatomical shapes, and then using this
information to design volumes and line. The main design focus of the foot is
that it provides stability for and supports the weight of the body. The design
of the foot is similar to a shock absorber, in that it can support the body’s
impact as it walks, runs, or jumps. It also can work as a lever to push or help
propel the leg (and body) forward.

Before beginning our study of the foot, remember that whenever you take
the time to study a part of the figure's anatomy, there is always much more to
learn and get out of it than just the remembrance of muscle names, textures,
and origin/insertion points (which have mostly been omitted in this study

of the figure). For example, the foot, hand, and rest of the body are perfect
lessons in the idea of form matching
function. In other words, in
addition to being a lesson in

how to draw the foot, studying

the foot will instill in you the
natural principles of how a form
(the foot) is designed in order

to match its needed function
(supporting/absorbing weight,
movement, etc.). Thinking this
way will sensitize you to creating
characters, crafts, architecture,

and so on, with the correct
functional aesthetic.
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The diagram at right shows a view of the foot

seen from beneath. Note that the half-way point

is the beginning of the fifth metatarsus (little toe).
Additionally, this diagram includes the main areas of
padding on the bottom of the foot, which give us the
recognizable footprint shape.

Use of padding is a great resource when describing
gesture. The gesture here is consistent with the
principles used in every chapter so far — squash vs.
stretch. The foot has qualities that we have been
studying all along, mainly hard vs. soft. Notice that
the top part of the foot is primarily made of bone,
while only the bottom is heavily padded.
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This arrangement makes
perfect sense for our design,
and the study of form and
function, because the bottom
of the foot is responsible for
supporting so much weight
that it is given a significant
amount of padding. It is here
that the squash and stretch
can now be used for the
presentation of these ideas in
the actual drawing (remember
the hand has a similar design
with some variation).
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Here are examples of how to render
the padding on the bottom of the
foot. The padding is described as a
softer area, in order to transmit the
idea of its potential to support weight.

The diagrams in the upper left
show some simple egg shapes to
help determine where the squash
or stretch may occur, as well as
this area’s perspective structure.
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When drawing the foot, or analyzing a difficult form in general, |
start by taking the lessons, ideas, or major themes from the bones
and interpreting them through a combination of the major three

volumes discussed earlier (cylinder, box, sphere).
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Look through the following examples for how these major ‘;\.
perspective shapes can be thought from different angles.
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The big toe is handled somewhat differently. Instead of three
joints, like the smaller toes, there are two. The quality of the
bone is much flatter and closer in perspectival description to
a box, and it has a separate orientation of placement. While
the smaller toes point downwards, the big toe faces upwards,
towards the sky.

PROC
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The process for drawing the foot can be thought of in a similar way to the one used for the
hand. When beginning the drawing of the foot, start with a very simple idea for an envelope
— think of the foot with a sock still on — as this highlights the big activity while deterring you
from focusing on contour or details (look at the drawings in the upper right of the diagram
above). This step is done to show simple action, and also makes describing movement and
weight much easier. Also, notice at this point that the enveloped shape for the foot is, in most
views, very similar to a triangle. As the triangle is one of the more visually stable shapes, it
reinforces the idea that the foot is a form built for support.
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Having established the envelope, just as with the
process for drawing the hand, the next step is to
break up the shape with one or two proportional
measurements, and then proceed with the
distribution and construction of the volumes
previously discussed, ending with the toes.
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When designing the
organic qualities of

the foot, keep hard,

crisp lines on top (to
signal a harder bone
exposed surface) and soft
gradated lines towards
the bottom (to depict the
soft, fleshier cushion of
the padding of the foot).



Additionally, keep the line work in the foot

as economical as possible; too many lines
drawn to describe bumps or smaller details can
destroy the overall design.

Remember, when drawing the foot in
extreme or awkward positions, there is
a great deal of stretch and flex that can
take place in the bones.
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The second fold is called a cylinder fold. The cylinder fold is characterized by a consistent
placement of tension points. This consistent placement of tension points results in the fabric
looking as though there are a number cylinders lined up next to one another. Apart from the
figure, you can see examples of this fold in a shower curtain, window curtains, or anywhere
else where there is a consistent grab to the fabric. In addition to the fold or fabric as a static
form, keep in mind that this fold can change shape through gesture, just like the anatomical
shapes. This fold, as well as all the others, stretch or pinch based on how the figure pushes the
tension points.

The third fold is a “U” fold. Notice the “U” fold is caused by the drapery being suspended
between two main tension points. Additionally, notice the squash and stretch of the fold
is still designed with “C” and “S” curves. This fold can potentially appear between tension
points (landmarks) that have fabric suspended between them.,

The fourth fold is called a pinch fold. A pinch fold can take place between any two tension
points in close enough proximity to pinch fabric between them — for example, the bend of
the arm or leg, between the neck and shoulder, the rib cage against the pelvis, etc.
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