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Welcome...

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
essential reading for aspiring or
pmfessmnal artists aILLE WE cuuldn 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
vour traditional art skills into digital using Photoshop and Painter.
Full of unmissable advice, they start on page 86.

If you've enjoved 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!

Claire Howlett, Editor s g0 D A I:X
c]ahwe@imaginefximm.
Wie'te the only magazine
dedicated to fantasy and sci-fi
art. O aim is to help artisis to
improve both their traditional
and digital art skills,
WVisin wwwimagine s .com
te find out more!




Subscribe to ITmagineFX today and save
money off every issue!
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The fimest artsss inthe world offer viou the best guldance,
share their echnigues and affer inspiratian in our anatamy,
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Practical advice from professional
artists in 15 step-by-step guides

Learn the methods of memorising anatomy

22 Draw the shoulders
28 Drawing and posing
the back
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in motion

Draw curvy, strong
hips

Drawing the body
in motion

Mastering drapery

in figure drawing
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Paint a faun using
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The Gallery
6 Imaglnathre ﬂgures

The masters of imagined
anatomy share their work,
including Frank Frazetta

Q&A

Portrait and figure techniques...

Lauren K Cannon

The American painter share's her
techniques for adding freckles wa face
and rendering dark complexions.

Joel Carle
Core art terms such as siumato and
chiaroscuro are just some of the

o guibjects explored by Joel.

Marta Dahlig

Here Marta explains how 1o create
lively portraits and add skin wne
highlighis io vour paintings.

~% - Cynthia Sheppard

Waried colour shading in your painted
figures and I‘olcshul tening Ups are

W ackled by Cynihia,

H Mélanie Delon

The French artist explores ways to paint
realistic flowing hair and facial
proporticns in profile,

Jeremy Enecio

Same easy ways 1o add texiured
atmospheric effects w your digital ar
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 Resuurce flles

BAEEmE " Presents Anatcimy *




Gallery

o sV that Frank Frazelia,

whio died i 2010, was an

insparation is 1o und erstare
bits Drmpaact, mod just on are bur on
popular culire. His visons of
harbarnzns, Erastical creatures
and the female form breughi a
new realiemn and boldness 1o
fantasy art that cast an influence
an boales, comics, film and mmasic.

From the oueser, Frank had a
koose, vet bold and dramatic stvle
In 1265 Frank painted the cover of
Robert E Howard s Conan The
Adveniurer. i was visceml, iconic
and exploded the preconception
of whar faneasy an ghould be
Lot see detail, just 2 cerain
armasphere,” e once iodd us
Betwern 1965 and 1973, Frank

produiced moss of hils mone
farmaus illustrations, ineluding

Cat Girll, Silver Warnor and the
scomic Death Dealer. He aften
megarded himself s painting "y
inscince” and would “draw almosr
unconscioush™, T like my mind
s ome place and my hand is
anather,” he said, “Somehow in all
s1aT1s i come rogerher”

Im the 19805 his ar feaurned
an album covers, T-shires and in
films. Linfinished shetches sold
for thousands and the original
Conan palncing for 1 million,
“Frazetta revitalised Fangasy an
with a fresh sense af the iconic
image, drawm from his awn wivid
feellng for drama and conflio,”
sxaid artist lames Gurmey

Frank was a unigue talem whio
bridged the gap between the
Gokden Age and the madem era.
et i b

v Wi
“Tnever have & salid image in my
head betfore | start dravwing, just a
certain feeling abaut it On Yery
rare occasians | soe the images

wery cheary onoe | start skeftching,

b they're usually Just wery
simpde soenes.”

- FREEN Presents Anatomy




Frank Frazetta

66 1 think I'll be
remembered for
my imagination,
' drama and not
being afraid to
take a chance

Wise words
“Once I'm happy with
the caimpasition, 1
wark an the fareard
figueras first: they're
the most Important.
There's an interaction
af shapes that
provides a feeling of
atiliness. | think that's
why poople react to
il &L, even if They
can't figure ouwt why."

TEEmE . Presents Anatomy #




on Faster has done coneers for
somwe of the biggess comic hook
serbes oul there, including
abrnamn, Skar Wars, Alien Vi Predator
and Bubty: The Yampire Slayer, 1o
nam 3 few. In's a world where fan
expeciation ks inense, amd because
af the momey imeaheed, the art
direction zmd commercizl pressares
can b daunting
“I doses makee nmore challenging,
it deent make it more interesting,”
says lon. “There's a huge expeciation
on the Fans' part for the characrer eo
ook a corain way and, especialby if
i's an actress ke Sarah Michelle
Gellar - she can have final sqe”
Bady language is 2 main inleresz,
hie says. “The quirky e ways that
woun cam ok vour land, or th a
sholeder is tipped, or a head cocked
or mimeed, or ome shoulder up 2nd
anee sheilder down, What inrerests
e ol ks heow o meakoz ln seem a
littde Jess seatic, 2 ligtle less gemeric”
He comes up with poses and
compasitions by dmwing mimerous
thimbnails, ahways searching for
sornething different. For refevence
images, he'll often set the tmer on
hias dignial camera and pose himsell.
Today, ilhstrating covers for
bk almed a1 children and young
adhualts is Jon's Frvouriee kind of wark.
Thiat, and storyboanding, an amea he's
become: fascinated with as he fecls
e gets oo use his sooyrelling skills
whtile creatimg a kot of anwonk in a
shore space of time.

Wise words

“Learn to guiet down your mind,
eapecially the keft temiparal kobe,
Learm ta have some peace in yaur
miind, to not ligten 1o Dhe self-
doukt ar procrastination woices
that yau meght sear up thera.”

* FAEEmE . Presents Analomy




&6 I was doing all different
kinds of subject matter with
young adult books — with adull
books, it’s the same themes 99"

“Ulwa




Gallery

Donato
Giancola

Tvou meed 2 label,” says

Donato Ciancola, “then

I'm a classical-absiract-
realisn workd ng within the scence
factian and fantasy gene”

Domzto is a man extremsely
passiongee abou his work, His
palmiings transcemd generations
as well as genres - mixing Pre-
Raphaelite realism with hotarstic
themies - and rying them wogether in
UL, emolve compositons, Bul then
e puts the howrs in.

*[ty pacally spend two o six hors
an [preparation], Om a major project,
thar means finding the perfect
model to pose, looking up vapue
deseriptions of olbgects, o taking a
few hours o browse through creaiinee
solrce hiooks or references that have
onby the slightess tangenlal
relationship wo iy cominission.”

It certainly works. Buol Diomaen
almiast had avery differem career,

*I began college majoring in
elecirical engineering,” he says,
“Iwasn't until iy second year that
lenmdled in an are course.”

His passion for ar inchides
musenms “F'm obeessed with
wisiting them,” be smiles. ©1 mosed
o Mew York o be near misenms. 1
spend many afternoons visiting my
favouriee ambses - Hans Memling,
Tan Van Evek, Waterhouse, Vermeer
Ingres, Mondrian, Rembimndt, and
Titian. | serve to comprehend ther
complexiny” Like the anises who
imsprive him, there's no doubt Denato
B 3 modern miaster

“Ome of iy favaurite ways af
nspiring new concepts s to leave
i slsdio. Mary Beautind,
imaginative and inspiring cvents
Fappen arauwnd we = The beal way
1o rech arge criative energies,”

- FREE Presents Anatomy




Donato Giancola
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John

Howe

legend in the fanizsy an
genre, lohn Howre has
hecomme Lhe eyEs 0’ liolkchen's
waoads. Since he discovered The Lord
af the Rings in 1974, [ohn has been
drawing and painting the world
of Todkien, on book covers, posters,
sl ehvem in L Peter

lackson Hlms.
“It vwas 2 unigue experience - very
i fum, |l"|_‘g’|'5.||f'[IJ d

weork = Im Mew Fealand,” & v lcaburs.
It wars very, wvery diffesemt bo work
with ahuge team of 12lented pecple
on a colossal project. There, it was
really Hke bel NE asma Il coeg in s hage
| & i all rrundle
forwands until the final movie.”
Merhaps the appeal and
authemiciy of John's work groses

machine o e

+asa

fromm hils Jovs

if history.
great appreciation for aehaeology
ods,

venis from

and codlects znd makes s
shields and mbher imple
rlu- I'ru-du*.',.]' rl-,'l'llld

"We don'’t wear cloaks any more,
we don't wear hose, or kezther boots,
we dom’t wear chainmail or armaur
T remder it properhy s useful o
Enory how 5t Functions,” he says.
*Howw 1 wears, whai boos ook Ble
ifyou walked a whole dzy inthe
dus, howe wou have o swear a ssornd
yorder 1o swalk com forabke - all of
those things ane [anle tiny helpmates

o give you a [ile more access ko
somicthing convimcing.”

Tahim bs noee back bn Mew Zealand
working on the filin of The Hobbit,
his adventure siill in full stride.

[l TP, £ 1

Do things you don't knowr oy
ko dravs, and you' [l gronee™

* ETEERE ™ Presents Anatcimy




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




Gallery

Lucas
Graciano

ith n fwmmal eraiming,
Luseas Giaclano began
painting caricalures at

loral theme pars in San Diegn.
After winning multiple awards @ the
2002 Warlonal Carfeatirist Merwork
competition, hewas direced
towands the Watts Atelier i hone his
drawing skills. Since turning
professiomal the awarnds hawe kept
commibngg, bur of them all Lscas says
eniry imto Spectrumm fon the fizst time
earhyon in his career still mnks asa
ot i fregse, “10d been
collecting tha hook for a long time
anel [new it wias the baok to get
your woak into, " s2ys Loczs, as he
recalls che micmemt be heand the
good news, ©1 rememiber e riend
Erd Glst, brobe the news 16 me in
class ome night. 1 had a smile onoimy
face for the mest of the evening.”

sdore aconlades followesd,
incleding a Chesley Award im 2010
for his painting, Silverwing, fon Sony
Cinline Engertainment’s Legends al
sorrath wideo game. “Oh man, that
win was unexpected | There were
soane major eomtenders for that
awand,” exclaims Lucas

shhiongh b alse works in the
video games indusiry. Lucas is one
of the: few artises in the feld who
shll wonks tracdnsomal k. His
hackground in drawing and
traditienal an rechnigques ensures
his palmiings have a stong
groundimg w0 bauild ideas around.
*[ strive to push the quality of my
woak in compasition, rendeting and
storyrelling,” savs Licas

Mo izaching as well as
freelancing, Lucas has one manima

thar halds true; “Thene is no shioriom J BUi]d aﬂ. Sﬂlid
o enperhence” Follony this, and you 1 -
could be plcking up the awads a b‘ a5 pﬂﬁﬁlh]ﬁ
‘and it will keep you
Wise words more stable down

"Make sure you have a strong 5] - i
partfalo, Guakty s Bether than lht— rﬂdd a
quantity when it cames o

your portfolio.”

# ETEERNE . Presents Anatomy




Lucas Graciano/JP Targete

JP
Targete

or the likes of N 5o,

Wizands af the Coas and

Farasy Flight Games, 11
Targete joumeys deep inm his
imagination, cuns off chunls of the
rworkl and drags them kicking
and screaming imo this one. Ar beast
thiat's what it loaks like frean his an.

“It’s extremely Bberating working
with fanastic chemes,” says I B
there’s a rlsk inherent: “lcam detach
i e reality an times”

Sure enough, these 1imes of
detachment are when vou produce
grear work, bun [P maimaine one eye
on the everyday too: “1 iy to abserve
the real world with both 2 sechnical
and physical mindser, bur also in an
emational and spidal way "

1P s a digieal and waditonal
illustrator, concept artist amd art
directar lar baaks 2nd videa games
Bt wee all had eo stan off somewhsene,
and 1* used 1o palng romance novel

neth

covers. “When [ ook back its pretty
horrifying. [ ean't believe Lacwally
did tha twpe of woak! ™

*Be yourself. on't mimic your
haraes' art = mimic Dheir work ethics
and successes, but not thelr work. i
you're going to do your own beand of
fartasy art, da it ke no othier. Put
your mark an the genre by belng as
raw and afginal bs podsible”

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

BFEETE . Presents Anatomy




Gallery

Jeff

Stmpson

ontreal-based arvist [eff

Simpson bs nothing i nom

patssiomate about his ozt
For him, digial pzinting isn't abm=
heimg decoracive; it's abow phambing,
the murky depihs of his imagination
i oader to challemge the viewer.
sdamy of his mourniul, vacant, ohen
romured -looking, porirais are
FEpUEsET i ons of real pecple
“lalwiays peeler a photograph bo base
1 on,” he s2ys. ] lilee b have 2
realistic srvle,”

Though Jefs sivle has deseloped
i variows directions, the snse ol
dark beanty that pervades his
praimings was present o an carly
age, "My older works sere much
e rosied in fantasy or ech-, b
usually with a very macalwe
element.” This was largehy down o
thie fact ehar hie haned bis joboat the
thme and o channelled this
frustration inte creative enegy.

While he generally keeps his
commercial work, which inchodes
the viden game Assassin’s Croed
Revelabons, amd personal work
separate, he says it's the Lager that
really delines him 2s an artist. *Bui
| think if my persenal work becams
oy crial work, |would Be a happy
man. dMaybe it woukd completely
murin it for mee, bt I'd like to Find ot
foor s el Fise,

B e does he get the
inspriration for his uniguoe outlook?
*I'm a fan of gritey, post-apocaly peic
jumk punk.” he says, “[ get o play
with russry merallic texmures and
cloth, 1 like things thae lock lived in:
Layers o history caked onto things.”

"Using references i a huge help
o make pieces more interesting:
yau're exiracting, inerpolating
and creating irforrmaticn from
rieal lite, You wan't grow
artistically without fresh sources.”

- FREE Presents Anatomy

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 **




Jeff Simpson/Ralph Horsley

Ralph
Horsley

alph always had an
enhiisiasim for painring

- amd drawing, bunt it was
reading The Lord of the Rings and
siumbling across Dungeons &
Diragons thar focused his many
doodles. 1 began depicting mighty
warriars, enigmatic wizanls and
fearsome beasis,” says Ralph,

Working freelance. Ralph has
sought aut like-minded clientele:
ane af his first chenes was Games
Wirdshiop, and eomics, illustmions,
proters, concept an and covers
followed from there

Ralph's clieni list has since
capanded 1o inchuds EA, Paizo,
Famneasy Flight Gamss, Green Ronin,
Upper Deck - and Wizands of the
Coast, “which gives me ibhe grea
pleasure of working on Dungeons &
[rragons and Magic: The Gathering”

I feel very formunase working on a
range of preduces that emable me e
evoke and dwell in those faneastical
il ds [ Firse explored during my
childhood,” he adds

wralphhoial ey coukb

& I'm very
fortunate

to work on
products which
let me evoke the
fantastical **

N lSE VWL LS

T affaet (a0 the detail in the
painting, keft] and provide a focal
paint, | chase & dominant light
soUFce, The wamplre's staff enalbiled
the strong shadow. It also provided
drasma, which | amphasised with the
law viewpaint and tifted harizon”

B . Presents Anatomy #
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Justin

1 was 15708 comics Conan,

Tarzan and the Hulk that got

|uisnin Sweet inio art - "guys
that didn’e really have a supenposwer
bt wwere just wough guys,” he says,

Af junior school Justin and a
friend cveated thelr com ole-playing
game, called “Treasiares and Traps”
“We playved D&D and that kind of
thing, and we tended o drasw our
charzcrers,” he explains, Bulthen
smerican football veok conteed of
his passioms for sixyears. Flaitening
opponenis like an oug-of-comaml
juppemanm was beyond Justin's
welght class, bun he did make some
pragress. "1 begam (o ligure oul wha
it meani to be aggressive, what it
meant not 00 hesitate, and | think
[ve Brought that with me through
iy career in art,” be says. [f
something cziches him it gets every
bt of blood in me”

w'hen It was e for college, an
was back on the agenda and, over
the nest Five years, ustin developed
an inberest in sponizneity and mood.
“ost of the siuffvou doasa
concept artiss lsn't really finkshed,”
explains [ustin, "so my sayle was
abways quick 2nd sponizneous”

Tustin's ideal inodves a crosso
betveeen media: "y beser digleal
stunfTis libe wagercalowr in away,
beecanse it has thae same quick and
rushed comml, When vou mix
spomianeiry with deliberaeness in
the righn balanee it can ezl w5 a
difficult one 1o talk o e says.
“I conld paine about w1, though ™

“The computer |s 8o cheap to
make art on, peopke neglect haow
Lo really deaw, The gaad camie
bcak artists from way Eack, such
a4 Jabkn Baigcera = all thesd guys
rially Kivkw how Lo draw.”

W WEagimel . Presenmts Anatomy
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digital art products

8 Every issue delivered direct to
your door - FREE!
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Ron Lemen .

A TECTHREE N anal oy J
and figure drawing, Ron

Lemen 5 a passionate

teacher and here he

shiares hig techaicues

and methods for ‘
drawing accurate hueman ]

figuras from memnony.

T ti Bo Pulige 37

Workshops

How to draw human anatomy

22 Draw the shoulders
b #  Learn the anatomy of the shoulders,
\ | simple shapes and symbols 1o make

life easier and how to apply them,
- 28 Drawing and posing
4w the back
B0 How o construet, pose and deaw
the human back.

=t Discover the technigques to describe
how the wrist mowves,
LE .\ 40 Draw curvy, strong hips
i Hmﬂbmmuncksmﬁdcingﬂ:ls,
L how to draw strong, realistically

Yy proportioned hips.

46 Drawing the body

in motion

Driscover how to make your figures
move with line ar and anatomy tips,

.52  Masterina drapery

" . Infigure drawing

T Diraw clodhed figures and how o
understand the anatomy beneath.

= 58 How todraw

imagined figures

.= Techniques to help draw figures
1= from memory and the imagination,

Remember that figure drawing
should be learned from life
Ron Lemen, page 29

T Laftrn, HT dates SorThe

Ly TrE]

l BEmE . Presents Anatomy




Ron Lemen's anatomy

PieT PomT

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

shapes together ©%

The skelesom is thakey compoment for
getthnghia | Jom rsethood 1o vk,
Knirwing b the bomnes are shaped and
inwhat positicn they're in, based upon
their shape and the actiom taken, is
Irnvaluabilie. Cimee these positions hawe
been abserved, the Tandinask’ shapes
ideneified, we can see the places o
connect many other shapes together.
These landmarks of the shoulders are the
acvomial shebves or edges (AS), the splnes

Per Tomr

DRAW THE
SHOULDERS

Learn how to make cne
of the more difficult
areas of the human form
easy to decipher and to
AS  draw, with Ron Lemen

of the saz.lr-ul.]'sl:frb:n and their medial
edges (ME), the clavicles | C) thelr stermal
e (SEjand the scromion process (AP

These lzndmars do not always appear,
because of body weight and phyvsique, the
activity and pose raken as well asviewer's
peostion. Regandless ol whether they ase
seen o net they exist and hawe a place in
space. We want 1o find these land marks
500w can put the rest of the body together
with ease and speed.




We can estimate agd find °
MEZEITEmEnIS, m el propontions
s a stanting rn#lu any pose, Thes
are several different appmoaches 1o
measuring, but all of therm imaolve
onler and memory. kdealising has aset
of tooks that cam be memorised,
althaiigh yoas have i learn and
meimarise this by drawing from life
and net just leaming formulas. The
figuines will ahways end up seiff and
formulaic ifvow don't welace them o
realicy amd bearm how so diston and
push the idel inte asalid lkeness,

The head is two-thirds the heighe of
the ribcage. From our ideal of the skall
as & 2:3 ratho, we can establish a helght

il wisdth of the skull. The width of the
X .

WV At

3. MEASURING

widdest part of the skull is roughly the
same width as the distance between the
scapulas, The height of the scapulas s
roalghly halfthe helght of the ribeage.
This makes the gpace between the
scapulas and the size of the scapula

roanghly & squane unit of measure, This A
edquals three units of messure AT0ss _—y
Frioim Ackombon process Lo acrommlon
pracess. From this ideal you can then
twezk the width of the shoulders to
accommodaie a malke or female, a god
o goddess, Bero or fool, weak or
posweriul, The pectorialis is connected
ter twrnsthirds the length of the clavicle
andd the delioid is connected o the
furthest ome-third of s own bength,
tezchiig oul B ils Senimien process.

FFs

e

Draw the shoulders

THE SCAPULA

** . From the square unit of mezsure estahlished zhove,

s cam divide this square diagonally in half, and o
this ks our ldeal shape and space for the scapula,

Froam acmoinial shelf to medial edge, wop o bottoam.

Mo, the scapula is ned a perfect square unit of
measure, howerer, ue confidentby dvaw such a ‘ |
complex space we meed a starting poin. This |
diagram to the right that shows the process for

designing a scapula from a square.

byrhims occur in every way within cur process of
drawing, from thythmical starting abstractions 1o
the rhythms we design for thie folds in the skin.
Bverypthing wa dras relating the hurmam form will
have some thythimical assockaion berween the
parts in every action we consciously take.
Mdovement is Thaid, finding the linking shythmic
lines can make constructing the human fomm fiam
IMEMOry easher,

- o
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Ron Lemen's anatomy

5. SHOULDER MOVEMENT SIMPLIFIED

- - -
The seapula is a vegy fluid arsy af the bady and
affects hiow other pans move, for example the
arms, Knowing how the scapula maoses and
Inneraces, learning s pavems and mothons, will
e o to draw other bady sectioms, such as
arms, more easily. This can even offer more insigha

inno foreshorening,
A fo e e i
Fiest bet's Inok ot bosy the scapals moves Hene
i Trvve e aroinvd & s v U 2 s il i dirmpdin

s s S0 desigresd in rangies, the amoaws
bkt ribea L o il 1 shu las £an Irieeid in

e diagram
£an moae al Whﬁmnhﬂn rmtthdlnd
A Ay SurTa oo obfr than ot the

= the only anchor for the scapuls, and becsse lhu-uu'rnluul'k
attached at the stomum by S claici, this ghes: tha amgute 3
ok of freedom ko move ahout the side of the bocy, B alows the
A L R0 e tha froel and Back of tha toeso with easa and
Iess chetruction from the nbeage., It s caser tomes B

CONMECH N I Ui DES seclhon driing.

The ﬂmddlr.nd foreshortenin
Thewm ce e B or n.lhu'\wllh&
P O N AT, m:mm:mmmn:mm noteasly
rotaie A full 350 degrees. Todraw: this momsmert we reed bo leam
Perna LT Honoindng thad e Unisar ST 15 Thi Rangth of the rbcogs,
et £an startahasrs tha shealder and elow e in s neutral pasticn (celled
“raference’) in take ameasurement of the unpers amn's lergih, How from
theprmt pont ofwhers the shouicer wil ke posiioned we canrotain that
leregih elipscal by undi| we find what we an looaking for, and then solidily
themaes sround that line s s cylinder,
Thee chart abrsn might beok conlusing st fiest. Bul kean in mird thai al
off the arcs ceman are the pathasye the: srm mig ht follrew slorg thas
‘irack. Skt with alne prodecting from the haad of The humens,

wrherme of the mem (B Ther drmar e ol pan that senmaents the pitch of
the armn cylinckar ol cond nos densing oot yourmosde dorms on thie

cymeder foem.




Draw the shoulders

A key way 1o make drawing the hn'dl,' and ;15 annmTy
casierwhen, particulary, drawing from memory is i
Bk the firms down bnito slmple shapes and
symibols, Drvwing the shoulders is no different,

drlinid o both s ol the arm,

' an inverted soft

&6 The deltoid
can be seen as

G Cylinders
The: mma.can be desigred mcyirder or

Bk Ik fonre. This shape desgn starts inthe
shoulders and brads dmam imin the hand. insither
e, the acromion peneess Sis i the middia of the
| o I

B+

BT’ . Presenis Anatamy *




Ron Lemen's anatomy

angle that bridges the amm o the body is
dedinid, the supi@spinats, the made up of both the latisimus and the
infraspimasus, the ieres majwr and the teres major, The tenes major is the
teves ininon. These misscles weave, along il end extemding oar oo the

with the latigimmues, around the arm, and the lattisinmus is the tail
corambrachialis and the tricep end extending oneo the ribcage.
complicating mateers in designing the Below is also a diagram o shose ihe
apence wihen draseing che figure. idealmed strerching movements of the

O ihis page are soime images o belp dedinid. These are for drawing big, buffed
simplify a complex area. Whenthe armis | hero types, abvays leep the anatoamy
fully extended 1o the side of the body, the | cormot when drawing superheroes

DIELTCH

INFRASPINATUS
TERES MINOR - i THAPEILS

INFRASPIMATUS

TRAPEZILS

LATTISIMUE D0Es] 18

EXTERMAL OBLICUE

THAPEZIUS

FOSTEROR
(Bht-)
| SYRATOH BHTERON,

[Fiowai T )

—Ll -:'l'-| "'" ‘J‘-’

SERAATUS

EXTERMAL

ORLIQUES

. LJ
-."u_ ;-.— T‘_‘Il‘ﬁ ._.vv-?'-
ACAOMIAL
{31DE)
TLTRIATIONS

&6 Keep the
anatomy correct

when drawin
superheroes ©

EXTERMAL
OBLIOUES

LATTISIMLIS
DIORS!

| ABCOMINAL
TRACT
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Draw the shoulders

The: deléoid motates and raises the anm. The
Fircimt head prualls the g forward and
rintanes it irmwand, while the back head
pulls the arm backwards and rotates it
outward. The supraspinatus Bfis the arm
laerally and heldps wich the owweand
rotaticnn. This miisebe is also biaried wumndes
the trapezius and antached to the wop of
the humeTus, The infraspinatus moes
the arm Laterally and extends the raised
arm, This ks ateached to the wop of the
Bumerus, The teres minor pulls the ann
im anad rotates it outwaed, while the enes
mejor pulls the armm towards the body and
ronaes It fmwand, lowering the ralsed amm.

9. PLANES AND
4 SURFACES

The back cam be broken down ingo
a series of thoee larger planes in
hath hovizomeal and vertical
directhons. The middle of the back
will ot have the angles thar the
mnascles izke when firse sketched,
just thiee simple flat planes

help visualize the bigger Excers fon
strongen relatable praportions,
hefiore the detzils disguise them.
Once these planes are built out, we
then subadivide the surface into
smaller facets. The scapalas, the spinal
raseles and the spine all ge their oan
surfaces as we can see inthis diagram. The
lime drawings are cross sectinm drawings
af the planes 1o bever visualize thelr
dimension and depth.

L N
| The skin ooty slides cver the musebes bones
| and tendoms. [t is attached by a fascia oran
under laper thar s connected 10 the surfaces of
thie Bromes, mmisches and vemndons.

! When the arms ane active, the skinom the
shoulders stresses depending upon the action
and its directiom. The skin folds perpendicolar
ts the miiscle Fibres, 1 the arm (2 diawn Back,

| the shoulders will stress and folds will fonn.

| These folds can be drwmn asing aspiml, the

. i intense the spiral. the mose drasen back
the arm will ook,

When the anm (s Nfted above the shoulder

| line the skin folds aver the acromial shelf and

the acromion process. This creates a crezse

that softhy squares oue, generating a box-like

U imserthon into the deliodd mscle, 8

| end of getting the pose
o bl active. That pliow

EXERCISE

‘Whan dezming the back,
shetel suvaral pillaw
shapes and then fird the
rbcage dhaps within the
Pl Dol this s pe I
hall This is the height af
o Soapalas i thie back
How divide yaur pillow
shinize Ihla thirds Tram
shoulder ta shoulder, You
whll ssw Ehe space Nor th
sCapUas i Ehe g e ak
o skinn o Ehe body,
Inslde the shoulder
sramres, o ivice The saace
It T i Ik 5 ke e
dingenal from corner o
carmar, the poinky end

THE SKIN AND SUTCACE

INFRASPINATUS
TERE: MIKCH
TERES MAJDR:

PEHPERINCLLA CHEALE

thould be towerde whare
‘Ut af gk Draw a limse
et 50 Ehe boshy attached
Ty L il i o
triangle, and then place &
litta line al the end of thiy,
nEfparoular i ks
lergith, making an upside
Ao capdnol T. Ditvide thi
lzragth of Ehe arn Ina inks
kv, Pt the shoulder

think you cam do it by
MEMArY, thes, draw
arathar page of pillows,
ribcages and arms.




. Ron Lemen'’s anatomy

Back bo beies there's 3 big cilferene bebaren f
rarvang amale ared & limae hack ihape.

6 Fi drawing
shmlidbe learned from

life - to understand the
process, memorise the
formulas and poses ©

* el Presenis Anatomy




Posing the back .

DRAWING AND
POSING THE BACK

The back is a complex space, sc Ron Lemen breaks it down into
conceptual formulas to make drawing and posing it easier

= = L n this worleshop Fm aiming

Eﬁ' B 10 help clear up all the

- O confission the back, a
T mimplex area of the body,

CAN SOOMerimes cause 1s ariises, [ve alsoe
inchuded 2 step process and some
egertives that | hope you'll e Fm going
0 go over twa different technicues thas
| find are idenrical i so marnmy ways,
amd ver each Ands something very
impor it in figure drawing thae | think
your' 1l fimd imieresting,

After weading this tutorial - alomg with
the show Mers worlshop (see page 23) -
| o voun understiand where 'm golng
with 2l of this and ¢an vse new
techmigues and thought prmocesses toyoar
advantage. Remember that figure dimmwing
ghould be learmed from life. To better
understand the process, memorise the
formulas and poses, and work through
A FRoTEs Tepetitious process o fully
develop ourskills. =

.
|

UNRKSHOP EILES
s bl b i o

o o, broe=a s By Hissimi s o=, sxieenasl
bbb, thi dairs
o ol B ol the,
analermy Theugh
of o3 hickogy O

Bbde Lo pand i wel

PR . Presents Anaiomy #




Ron Lemen's anatomy

1. BACK MUSCLE GROUPS

- . & h -
First off, let's book gt the musckes and eome up with some smple |
shapes o help .em'bgr what they Jook like and how they fit ingether. |
Thie back muscles or groups of muscles we antises ame interessed inare
the thombekd, irapezius, laissimie dorsd, extermal obliques and the
sacrospinalis group.

The muscles of the hack are broken up inte groups. Combining the
lefi and the vight side of the body together o create the shapes we will
e wisdingg no design the biack with. These ane the basic shapes of our
Fguire constii ction. The poings of origin and insention points ae
painted with red on the charns provided,

Everything can be broken dewn into basic gy
shapes and the hody is no excepticm
Cimog we learn how o control thess
hapes, shade them, disr them In
pergpertive and averlap them with each
other, we can apply them to any figure

we g of imagine — the ultimase goal is

to el vase wpon bdeas from the imaginathe
pricess. I we stick with basie
consiTiction concepts, the mest coonplex
of designs cam be simphy draswn again and
again, B this is a process. and each stage,
st be completed befiore the nest can
suecessiully be apphied. Omee you have
practised the process enough, then
hopefully youTl find a way tomalke the
proscess irmudtive and your osn - or rather
than sticking bo every dep, pour'll find

a crEATVE WY L0 overslep of combine

the steps and make the process your

o Ehar way

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




| .
5. GESTURE DRAWING

The firs step in this drawing
pracess is o start with a gesture
draswing, Ioose and rhythmical.
Thits Iz a worsgh rendichon of the
pose, allowing us 1o play with the
action and the gravity before
imvesting time in measuring and
shading. The gesture shoukd
reseimble the fimished drawing,
using all the eooelds we will be
digcussing, b with no deliberae
intention of making amyihing
aolid and dirmensiomal.

Meszsy lines

nimaln’} o correct
hi gesiure, which
AN Yok e Frering
i Body pErts to o
boiter poaticn dor nithar
& moks forineing actich
o for rrecra clastty o the
Bilhaouetie.
et Hime In o wor,
ning samathing that
ol timie b0 rerder is

Simple Shapes

The elipges | drag

Bk help me see the
velumai o The bocdy with
grmalar clarity. i

THS ConVmCing and
| dow't 5iress out as

shapes |

ard wokeEs

i1 TORS

Ny,

b e

The uian c1mbe gesired in usite a chape
resembling a pillosw. The top two corners
represent the acromion processes. o the
Tieele banimps o the shoulders The
batham bwio carners epresent the greater
tmochanters, or the bumps that stick out
on our thigh bones, The crease in the
prhl b bl beaanes wilabe by direcriom the body
is bending, and also represents the
hattom of the ribcage. When drawing this

A

PR Y Presenis Anatamy *
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Posing the back .

) DRAWING

ehspe make both bakves ofthebentgde @
equal in length. The figure abstraction is
similar, in that it finds the top and the

boctoin of the worsc, ssing crkangles o

comnect Lhe same polms of anascnmy.

The neck is a part of this absiraction, and

fram the frant the nipples 2re mapped

it the lines: From the Back, the

seapila, The key vo elther of these torso
comcepls working well is animation.

g

W+




Ron Lemen's anatomy

- L o
Frsousmg oof the back, let's take some measurements that will help i
building this space. Firm, the back of the skull, or the cranial mass, is Mghly the
same width as the separation between the scapulas. Each scapula can fitinio a
perfect squane amd inclisding the space berween the scapalas, the back ls thiee
of these squares from shioulder to shoulder. The scapulas ave raughly ane half
the height of the ribcage from the C7 (where the bottom of the neck meets the
shaubdien] to the 10 rib. When aitaching the lower back muscles direct by firrm
B, 1o the sacmumm amed ks crest, the d ivislons between these spaces are
rauighly thiee-quarter between side {oblique). ssemnm and other side | oblague).

Trapezius

I
e
Lattisimus I
Dorsi P
5 2

4 "

In addition e the |:|nmi‘ﬁg_.
we also want to place 2 few
points where the bones ane
st vislble under the skin -
we eall these subeistaneaus
Endmarks. From the back these
points are the CT of the spine,
the acroimiom prodesses, the
spiines o0 Wiigs of the scapulas,
the inskle edges of the scapulas,
and the dimples of the saomm,
In addivion tothese belng used 2 ]

as land marks to attach museles, “ WE a]su plam a fw 4 nts whem

they are 2lsa useful to help you

mepsure. expecially perous the the bones are most visible under the
figure, for symmetrical

evaluation, too. Sl{ill — SllbﬂltaIlE{}llS ] \'
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Posing the back

¥ 7 DRAWING BACK POSES " © MALE AND
5 _ FEMALE BACKS

Fui A

- Dirawing the difference berween
genders oomes dosm o the choice
of deshgn triangle (abstraotion ) you
enhance, The upright triangle is
enhanced when drawing the female
form, fream the glovens muscles into
thie saciosphmalis group. For males,
the downsand pointing trianghe is
the most appropriate. [1starts at the
acromion processes and ends in the

7 N - )
“—Iﬁ the comstraction stages, it's now time for the onal sage. Mow our focs s e

Dmpltr and assemble any pese, simplifying it down inen the most basic ahstracis thae .

can easily be intenpreted visualh:

Difare tha Figguine
e T Thow using the
D this p lhoid abapes of This 2 barn riryt hme just
Earka at swmry phich, i sesd eiplaraed, Praking sore the
turn withoul Bl aitechoed. knat wed ba find the reck
Mgt pull 3 P of Hes morne o s find the scapulas
imterasling draswicegs from tha
bunch ard aitech legs arad anms

PR  Presenis Anatamy *




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 shows how to draw it in rmotion
- . b swrist meay be g small pan of umdersiand the wriss vou need oo first
p%lm the by bust 8 can casse Jooks ax the: hower amm - 1es shvwehims amd
e soine bag problemms for artists. | how it conneds with the wris. Hene Fll
It jodns the loweer arm and explain the make-up of this part of the
hamd, and camn mcee imall manner of ady, hanwr it inteTcommects with ather
ways and formatbons thar effect how the pars, amd break in up ingo simple shapes,
aren aned hand behave and look. To comections and movements.

The foreanm is made up of two bones, the radns and the ulna. The
ulna is fixed whilk the radius rotates around it. as the name suggesis
The wrist iself s made up of elght carpal bomes plus the scaphold and
hunate bones, which ardoulate with the radies
and ulnz o form the wrist joing.

ﬁr
il

e st & L bsehy £ b
Rumiedd bndn shrmnle sha pes
mgch ms broang e o minks

. | 1 .

\f=ing basic shapes ana symbaols, such as s
B A S ———
sherd einn and mas e strachures Eesie,

et LTS LT |

gud




The wrist in motion

| There 2re tlrk; that can help you when

dr.a.unnp;llwmm For example, the hand
l s the lergrh of the face plane fiom the
| halrdime 1o the chin, The foreanm (with
| the hand clesed in 2 fist) is the same : ka‘l
lengeh as the upper arm, which in tum is b :
the same lengeh as the ibcage, When the
arim ks resting at the ghde of the body, the
st will st upon the greater mochames
of the femiur.

Another handy trick io remember is

thee golden varka: the Joser arm ls abou

two-thirds of the length of the upper anm, 5
and the hand is about two-thinds of the

lemgih of the kewer arm, The fingers are

twe-thinds of the length of the palm, and

exch phalang (section ) of the finger is

twe-thirds of the lengeh of the previous

phalanx. Remembering these simple

rathos will sawe you a lot of grief when
drawing figures.

There are hanc
the golden ratio, :
when drawing the arm °

The rhythms qf[hgvfgmfmm are The: rhyythms. of the forearm
commected 1ol miseles n the upper hac It OTAEE B L
armm. T begin tracking the rthythms, the To:biagin bracking the
. . . . rhythmns, start vath fhe

arm has to be designed. Sear with the ol R
acison Ene. which comes from the iorso
— this is the lamgest morement and nesds
1o b foumad Flven becanse & links the
movement i the s, and will gake
away the 'hard comers’ that can
atherwise develop when building the
fgure plece by plece.

O the action has been found and
ithe characier line is established, the widih
of the Fimd and then wis rhyihms ane
traced over these two edges. Typlcally, the
thythins iravers Lhe limb, CrEsng frin
the matside o the insade.

Rhwthmg should mex be isolaed o dmy
channels of informathon - a soyehm
shoudd tie everything logether by
swinging threnagh it and adapting a par
of each section 1o the Tmplied pathweays’
that the anist establishes 1o belp read
the image and find is focos, ¥




sl i
part of bhe body with several
ehiferari funteens and
el e rnced cbeious
By il Sirrurmed lian, &
= ml-:r maoesmen, The wrist

apabdi of Tisen,
e«lnwnn.m\:uaﬁ el

abakictiar, oflirre Teur palar
:

- Hand
Thas hared i ales retale
bt thoae positions. cresting
whal seami libeii i AR AT ESre

aeaurlmandhmdnlhn
" ﬂaﬂah comsidered by some o
as difficult io represent asthe | into its composite parts (see on this page].

G Thumb

I akdition Lo the complesily of the hsrd, we slso haae the thume
and its meraments of ¢ reumection, Wb the thuemb s sdduc led o
euteraied, thene (5 8 100 of v tion in the wist (afere the sdductor

{3 Lower and upper arm

To compdic sie mpthers Tur "\-cr wez hepwe e | ower sem rodsion,
i afd Galendion, sceisra thal an regulaled By tha upp s s
-\-a"\-d' olan mmlake«omxhlmclnsb.tbﬂsnsln‘l.'\-ehad,

R =

%5 This area is considered to

be as difficult to represent as
the face, and the expressions
even more tricky to capture *"
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The wrist in motion

“‘11-!‘.“ 1 l.tE!I:HI.‘I the banes of the wrist, [
think of them as 2 plahle plank of wond
thas merges inen a cylinder, or [ usea
Baoling pin or damsscich-lke shape io
start with. This bosling pin-like shape
groups together all the complex anatonmy
of the: forearm but gives no indication of
aurface divection. We need o draw the
fonar palar axis paints on an ellips bo

©4 We need to draw
the four polar axis
points on an ellipse
to assist in finding

the surfaces °"

assat in fimding the surfaces, using a
perpendicular =" shape to repeesent the
ellipse’'s major and miner axes.

W'here it joins ro thie haned the serist is
am elHpsodd jodm, similar o a ball and
sockel joint such as the shoulder, and
allowing the same ty pe of movement to a
lesser magninode,

Liging ahatrsct shapes snd
SyTEads in shmiia stages
AN MBKE Cormpl cirseng
Ry B0 Manage

Thez amaroamy of the forearm is
very comples, bue bere we shall
Took at 2 basic sz and some
rough illustmations 1o help youw
remember the placement and
function of the msscles
In fts rmost simplifhed
form, the farearm has four
groups of muscles, with
each group performing a
sprexcific funethon and
assisting in wtabilising the
opposite motion. They fall
N Twn TATn groups -
 flexospromator group
and an extenson s pinaso
gronap — phus the thumls
adductor gromap.
The flexors flex the fingers,
the extensors extend the
fingers and the adductos
muscles of the thiamb extend
the thumb or dranw it away
frowm the hand. B

BT Presenis Anatamy *




Ron Lemen's anatomy

I planewt the anm, we have 1o Think of this line like 2n aevaoplane
transform our cylinders o blocks. Find | propeller spin the prop oncil it s in
the centre of the cylinder and, 20 the wrist | posithon, then Boeiin o the blockshape,
end, drin a line from one edge of the miaking it the centre line of the long axis.
cylinder to the othes, through the centre. | Label the thumb side 0 qvpid confusion.

Start simple anc keep |
Yo image welntered

— i in povainr B el ve the
sctheity of a pose without
wutra linet sverymhars.

A oo g bur i Wil v
muore bie to o deersing
i il i e I B g i,
Tia keaps g ashares |oose,
find a plecn Eo ntinch

it - thisk of the bores |
sl terclans or the
strabghier limes im the

st sl lnge and toesc

ack Ehe gguasbur lirech.
Resirain your urges ta
ALart with U harngry,
bumpy kiks - thise

3 wlema ntk cam wait usail

Transfomm vour Cylinders inko loc ks by . Wi are Fesdy to

fireking Lhe cirdni and hen drivingalg A | - FP T T L | Do e b besskd yeur el i il Bleck
iy ores g 50 Hres obfer, = shapes, Isbe| the trumb sicke i gwnid confusion




The wrist in motion

Aty the: west is benl, 5 msjor fold emsraies
from the boress in the weist, crsating sren sl
ricfges of skin trest koo bk siars

The Al miscles movee the fingers either homg: in l:hem'i.sr.crearingse"rwﬂ

through cord-likeexensions called ridges of skin {like seairs), When the

tendons, and (e skin will crease acioss thumbs ks exvended., the mwotendons

the penclons in a perpendicular disection. | abave and below the thumb cneate the
When the wiast is bent in either iriangular snuft b, 5

directien the skin acrnss it will orease in

several places 1o alleviase the pressure of i‘ N Fow
the stressing taking place. These creases . :
have a major fold that emanates from H S

% When the wrist E%TEHI}&I}
is bent, the skin PEvﬂ - :
will crease to ":H
alleviate the
pressure of

the stressing ©*

EXERCISES
In rdar o train your eyt ta find
geshores, wou cas start by tdng over
phetagraphs. Lok far the tight
Ind entathons of the arms, leas, torso, aed

nack and draw a line theough all o them ta
Eir Tharim bageter. Halies how T mchs

ek cut swayin little Enangular or teapot
lidlibar shagasi. | third ol the agan uppaer
case B that is applied bo the Cylincers atter
Ehe nctian ix faund,

‘\\- SHUFF BOK Mo redram what vou traced frechand, Practise misicking the ines
i wou genarabed and lnam o mave your arm in a flid iashian, from the
shoalder to the wrist, Peaboling tha Dl on 108 sk 1o ston your hard
Thas bam Seradone sk sed briow froim 2cting 25 an anchor (a5 it does when you kold a pendl 1ownte),
W thumity oreabe & T argular K o o Mearv maenls larg e, leode and fmeaping. Finally, memorisieg o
inderkation called the wrwff box. kesy 10 beComing an artist, 0 every ime you copy or frace something,
drira it @ humbser of teees (rom Memory Lo practios this skiil
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Ron Lemen's anatomy

DRAW CURVY,
STRONG HIPS’

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

: et’s siop thinking zbout the
ﬁ%FILE T L
thinking of them as the

shauilders for the begs. This
wany wee think of the mechanics differently

k- and we will design this space based upon
JJ a function thar ls greater tham juss sindng
el or reclining, The vound booey is really a

small block of bone underneath those
miscles and has nio resemblance i whae
w phvsicallby see, This is why it can be so
ifficulr 1o dras this space without
making it ook sttached to the rest of the
badcy. We are going to keol: at the
mechanics of this space, amd the artistic
ahapes we will need o memarlse to make
this part of the bedy rock solid and
lnoking good without it being carcatured
o carenony, This is o surprisinghy complex
area 10 get right, butonce you undersiand
the structures, symbals and shapes
needed it an be incredibly fun and add
niw character io your figures

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

* WRgine! . Presents Anatonmy




Draw curvy, strong hips

The hlp bﬂm:s are erazy contoured shapes
thas as artists we beeak doswn inbo
rhythims where possible, This shape
destgn, ar shvpthmbeal division of space,
is a shoreu o the otherwise difficult
1o translate curves, pockets and
transitions the hips oeane.

o Hm hpﬂ:mhm

b an cel. Thnm.lihh
W““mm
Troams thie abdormenal irac i Cnoamale, the
il eranl aned U Pk run verticnl e
b rther, vl e o b Femali thee Tws
Erarvih e Bl el LS ik Stk

L'seasar o urokersiand the
A fororees balweon mala
and female hips when
wiswand in prallo ol ahiiret,

rhgthamical shapes.

Al

- pur eyes hard snd imagiee, Dhersss,
this i thil we we ane an i ed
‘rapemid e smplfy the structuee The

- trapaeinid & i easer b trackin e piich
and L we remember the parlis
mdatiarsbin of the top ard boisam.

Ao -

G Know your muscles
H‘nphﬁnnlnmvnnlmumﬁrhmﬂlm
thi skin, i these are the orgin o inse oo ponts o

L b vt whal wn o bssbirg Ter hl-flutm

\nciking for el che ric hoth [T
mmmmnmmmwm U b el B
mﬁmhhﬂ:mmhﬂmhﬂnmdﬂnm Fosi ol |
Uk harow i, wiibe e |
I bk 10 irack from bhe bacic

&5 The bones take Pleting thatandert

on a shape that e
might closely
resemble a
butterfly “*

B
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Ron Lemen's anatomy

T B s e s ke
L i B B sy ey L
ENSUFE WOUF DrOportions
sl o LS Sdrulng.

oJTSIDE
. RAWTHMS
AT wif NECK

£ FlLow INTO THE

* el . Presents Anatomy

AALAT

+n
GELTL
ije, sTes T 4 &

¥ you prachoe these
Fhegahmical Bne

lrmraenge e well fired
crarsing the: Tigusa an
easer iask

The pelvis & roughby the beight of the skull.
From profile, with the pehvis tipped
forwand, it is also close to the same widih
as the shull. 1F e turn the skl sldewinys i
wolild fit snughy between the iliac cresis of
the petvis. The sloull and the pelvis are
moghly the same height. From the side, the
prrosblean ds thiat the glureus mascles dhangs
shape and seale, so these is seally no
ahsalute for judging proportion to work
fromn, This is where we use comparacive
megsuring vo find another pan of the body
thial messures i oo the wideh and for the
heighe of the pelbris.

Compamtive measuring comes from
imense sighe training, or sight size, i is a
tood thar requines a keen sense of
relationships, 1o elate o thing o
anather, Its a2 way of measuring one thing
from another; a foolproef ool 1w gain an
understanding of proportiomn. Look m
lemenaic Mogspot for the video an caneful
mesuring with 2 stick.

“% A foolproof
tool to gain an
understanding
of proportion

Findiing the pelris in the pillow shape, we
can milize the abstraction rhythms from
the great trochanter o the neck
silhonetee, and from the acromion
proscesses 10 the base of the croich, The
divigiom berwesn the two sets of lines
defines the ribcagevolume, the Ioseer halt
af the pillow shape designed For the
abiliques and the pelhvis,

From the side profile the hips ane found
with a circular sfythm thae goes up and
o the iliac cvest and dovwm beloa the
roaso and can loop ineo the leg thye b of
the quadiiceps.

From the side of the body, the hips can
b fomined By @ continaes sthythmical line
that sanis 2 the skull, goes roumd the
ribeage amd contimes circling the pelvis
into the thigh mascle 2nd back intae the
calf musche. This is one of the trickier an
wtonthimes. b it helps find a figume in bess
tham seven limes.




- " 1
. . :
e Ll
. - 5 . 2

Draw curvy, strong hips

R
Thie are 2 good number of spmbolic shapes
in help define the shape and struciore of the
pehvic regiom, Scone of the maore useful
atarting shapes, arthe generallzed shapes of

Ercabing the body ko simgli shapss
e ksl s el ideriily propoenion

5 ANA

B+
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Ron Lemen's anatomy

Thae temsar faseia late avts s che flexar for the thigh and stabilizes the
outside edge of the knee The gheetens mecdius is our walking stabilizer
and assists in the nacation of the leg and adduction of the: kg, The
pliseteiss maximis is the power musche, rotating the leg, adducting the
leg, abaducting the leg and tilting the pelvis.

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

e il elearky delined in

Step 3

Japanis for Light/Dark |
done In fat tones), Thisis

From | of the body the kegs start from below the ilize crest bae
—ﬁ?ﬂﬁ « when we draw our systemaiic way, we place the legs under the pillow
fight soerre. Thin dniines swihen they are extended and inside the pillow when seared. Bur the legs
tha chimansicnal camiet staart Pl unader the iliae crest as the leg muscles ane atached, 2 this
paint, on the bane strscture. The TFL makes a triangular division that
is 45 degrees in the side and front of the hody: The zbs have thoee
planes as do the Obliquies. Cmily reo of the planes ane visible from the
ot viewe while fromn the side all three planes ase visible,

SLuThs

TN:'I-I'E-'- %
TE kg

AIF an qap




Draw curvy, strong hips

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

. ir's time b0 add skin, Linderstanding hoes
akiin acts, fobds amd cresses across the
muscles and bomne of the hips, 25 the hips
mioe, will give your figure drawing maore
credibiliny and hedp you with your
Irnaginative an. 8

W"
g ertst

feremses and fokds cocur
acrgs the Fips ano pol s
s the bocy mowes

Far avary draswiceg vou capy itam an ghoto of a mocde, drrs it again from memary. Put seay

the drawing atter studying i 1or some= time and, remembering the evperierce of drawieg it

urgin Uhen Rl froossd Uied 1o drng U inilial skelch Thae mors vou dris fro memarny the

THORE WA e UEng MEMOry rather than refererce. Rub=ens, Michelargelo, Tiepolo, Titkn, the

fiarte of interiar mural painting, ware man of imag inatian. Groen, By used modals to 601 0p

e Feslism to Studhy Tromm, Bt whser the pdebore wWas enecuted Th innsgieg tor ook over and

the peinted sketchas ware all thet guided the painting nea misrence. Imagice memar ing all

‘tha clriei ng s you have aver dore s Baing able 1o recall them Mor inspiration. Draw wits

méent and punpose, remember the evperiences and the metods you esed to approach them, Whasn you urders tand the

i1l b carv Al et b This el i . uredarfing sinaciureof the

Fipes, renclenng i ko bas

s Fua (s Bk,
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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...

very antist has their saen | 5
. . : |
wersiom of 30 rendering, | %FIE
soifwane in thelr head b, [

wilhout the cormect traiming,
that program will lie dormant.
Whark om your 30 ‘musck” by doing

.
repeared exerclies invourmenal gy | S

= these muscles will buald wp and the [ W |
camera, the aniast’s mmer wisaon, will come |

o lifie, Life drawing demands a rich visual
libwary, which should be memorised by
drawing the same exercises and muoscle
fonims e rhytbims cver aned over again.
These lkkinds of mental exercise will
ARET1 im turming your mental Tamera” aon
and helping you intenprer how the human
machine works aned appeans. Read my
wrmds in this workshop carefulhy, oeer
and oreer - they descoribse speci fic mations
and will help vhe nformachon o stck
the more You revise it

T suart with, Jets look o hos different | Shoulders,
sections of tHEBody move and bend. ' ankles and
Dividing the hady into pans like this | fingers...
offfers a detailed underscanding of hosy we I Ll =
e hen wie can pat i all wogether

I'I'Mrl - aleraian
ook Hhor ano sbdcbctinn, sndlis
| atmriuied s parts of thi bedy

A rigers o boes, aral the
P o' i o v LR,

' wireen, wiralineg U p Bor something
It Rl guleh of dvingirg
B e racket

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

* TS . Presents Anatomy




Torso and core

Tha runi or core of the body feees, eetenc snd berds 1o the side, The
oo nataen 5 cal led solabion or drcumduction, which & usually appded to ball
AL, bl ol s Ba Ui e ag each vorbebes i &t and @t peinl

c

The foot

T At iroiart aned
Ewrrts. oy sialehoeed, then
s weill irvsgr £ thie feot boda
B ol v the aser Hineg
Toad Brings th sider backtn
B normal stance. The oot
sl s chorsifbesi on Lo BIL

« e bors: Imanechs the shin,

e plantar oo L pesinl
ther bors In Bhe floae

TR
o prarts of thas hoc St canbe

'f':’T,'-fuu T HMcwll b capau: Becorakily.




Ron Lemen's anatomy

Ak with amyvthing that we create from
imagination, it is impomane 1o firs
practise it Froem life, Looking at reality in
the Firs instamce belps make 3 conmecton
with the imagined images we have in our
minds. We are atempling to mimic the
homan machine and its aovities driven
b einothons, o bt e good practice to stamn
with veality as pour guicde.

There zre seme useful concepts | leep
in mind when inveneing figures in action
First, the entine body reacts 1o the action:
there ls no pare af the Body that does mo

Treating joinis anch as shoulders and
elfra Al proals ralhr e hirges
willmone: sour image brom & 2T spsce
8 & Crgsied] rrsin dicral S

& Circumduction is circular,
so the shoulders, wrists, hips,
the neck and the spine can
all act as pivot points “"

w ITEinel . Presents Anatomy

comtribute insome sy Sinee all the
diffferent parts of the body ame attached o
the movement, thene should be some

ey thim or parallel vekachonehip to the
divection af the primary action. The

rhyy thm lines and paints of mdiation tie
the entire body wgether through

abstraction and implied line design, thus
making a mach stronger overzll pose.

The: muscles of the body are woven
together rather like a rope, so they will
eact toggetber 10 an action, and will also
have a spiralling or winding relationship
to each other.

The muscles of the body are woven
together rather like a rope, so they will
react together to an action ™~ -

e

Aninfation technicues aee warred inan
avempt vo fwee the mind of the need fior
referengegStarting with shimple shapes
hedpas distonnect the artist from the need

should be simple and locse 2ned if youw call =
it animarion, it will no longer he

shencling bun something more dvnamic
in the mind, Chamge the woad amd it can

o commie eedetails, Animation practise | change our perception i.yhr: tash.

Sihee cireumduction is cieular, we can
use the shoulders, wrists, hips, the neck
and the spine 35 piaoe points for our
animations. Treating them like a hinge
inhibits most of the ceumduction, and
treating them like a swivel allows us a
threg-dimensional space (o mowe anomd
In. Al of these concepes ave comtrolled by

drwing ares friom the sutermost poing of
the limb thet we are animating around
the pived poant. Diraw & perfect ellipse,
which comtrols the acthon very
specifically. A perspective exercise will
helpwith this: move a shape in s pace and
ohserve hosw the planes relare i each
ather by volume, disance and overlap




5. GESTURE DRAWING

.-tl'ter?ryhgm animase something
mechanically, discard the ellipses and
pivads ' 1Ty 10 animane using gesiral
Times amed gvelft C- and S-curves 1o convey
muvement. Also comsider the optians of
compression and streeching, or squash
and stretch as it is knowm in animation,
“Thiks means thinking about oy an object

&4 Consider
how an object
can stretch
out to support
a mnttl;un, or
squis ,
into itself ©~

Draw the body in motion

- *
can strebeh ot o su ppon a comvincing
miotion, or squish up into iself o sho
aneiciparion or coseardice, All ofthese
devices were used by Rubens, Tiepolo,
Michelangedo aned oher great masters,
amad Morman Rockwell is 2 greas
comtemporary example of how i Y.
exmggerale he human expression. =+ . “
4

THECTOM OF
GRANITY |
Dion't foeg el w0 oorskder culsoke:
acbong that coukd sk it

ihe form, suchoas theeflect of
gravsty on 8 fallng bady.
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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 "~

Crganic frme raturaly b s

| combination of Swedrd ng and
sirmigd lres, el B me of haed
fdgess ared solt, rounden Shapses.

believable forng convincing b,
optically correct perspective, and with
animagion and movement, In facr, these
artises can be considered the first
aniimagons. [Fyou are wondesing how b
bring a realistic picture o life and make iz
animzeed withoue lessening the qualiy of
the woolk:, the anises [ have mentioned
here ane worth Investigating

Accombination of sweeping Bies and
sturchy stmights ar rigkl corners helps i
crearg 3 mione reallised, realistic image. In
Phonoshop, Impor 2 Bubens o
Michelangels image and paint over the
strzights. The image gets very rubbery,
very animated, not so realistic kooking,
These artists understocd how 1o bring
something o lfe usbng colous, with

* el . Presents Anatomy




Draw the body in motion

Anpther type ul'rlv'lhrn and movement is line mowement over and zround the forms. [
hawe inchaded examplies here done in charcoal, all five-mime skerches. Fach is a
different an an genting a pose tha can often feel stavic and brimging it eo Jife, of
adding excitement, 10 something that we do not see as active, Thess images are not
made up, they are inspited by live models.

o6 Sketching
from memory
can free you from
reference and
make your mental A A o
notes clearer " & RN, oo eme i 4

EXERCISES

Stratch ymur mantal mascles. Waiching s video, capbors a pose in your mind than  IF yons o mecess ban e drawieg cinee, try theee menrcices. Sot up yor aneed o

Ik clormm and draw It Tos check the pose, revwind tee video aed watch again, woul are stand ing with wour hack o the mod sf oF you can set upyeur pad in snothes
fresging it on the momant you ware s Ssmaling 1o captern, This (e s form of memory roomentirely. Taks in st much informaticn axyow can, than ga and dema without
sketching. By doing this from acthe motlon, we can confldently go out Inio the real loodiies back. This s amodher way of cxerclsiesg memory. The Tense betwesn viewieg amd
workd and do fhe same Bhirg with Bhe people around us. Mental sketching can free you drves ire wiseen dacineg Ehe myadel |5 wery shork, aeal we do rof noBice that we are working
i fre rafarenca; iLcan alic make your memlal hotes semuch charar, and Make Ui From meseory. Wi you Seelcs et that 1 e, vod s fiai g yout mantal musdes
il able for IUture projects - not just e one wou ane working on now which will sharpen your photagraphic memary, This (s an evtremely valushle ez,

v,
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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 2n amalgamation of many ditferent topics
regarding folds, hosw they are formed, thieir
design and 2 way of examining and process for
studying them. All the drawings yo see are
stidies from images found all over the inlernes. Stody keads
10 COMESEENCy in your fgure drawing. which in morm leads 1o

mgmensation amd them reflex,

. sl
Yo = & - .Jr‘-‘—-.
FIReR We3ve

* TS . Presents Anatomy

@ very archdectural

Let’s hegin by undersianding material.
saretial is made up of fibres traveling in
tvis divections, kaseralhy called the wefi,
and kengnudinally called the warp, These
twor directinns, very mechanical by
design, help influence the archiectane of
the fold. The bridge or the link thar
comnects ane fold 1o another is infuenced
by the warp threads.

Folds are a pipe shape by natume
although the omes tha spread oo wide,
aid the ones formed by a tight thread
connt will not appear like 2 ppe fold, n
by nature they are ralling pipe Iorms
misch like a wave i the ocean that has
oo et ourled

)

(&

When folds switch back, orhalf lock on
themsehves, the emds where the migienal
mraverses back 1= called the eve of the fald,

| amel hag ies own e billow shape o it

This is caused by the warp and wefi
creasing im three spods causing the end 1o

1
open up like a lener T,

The spaces betwesn the papes ane
pobygon o triangulardike and can be
meechamnical and rigid, or crganic and
curvilinear, The flats and the pipes are
conmected together by a transition or a

| mamp that varies based upon whether it is
o sidle or on the boteom, what type of

| material, and how loose or tight the fit of
the clothing.




wint i recognize the special properties material
has om s surface o generare stronger sions in
our art. Highlights on ditlerent types of material
ane tricky, expecialhy when it comes in
differentiaring velaet fiom silk, Imagine a light
source directly facing a mode] wearing a silk shin
aind vebvet pamts. Becavise velvet is inacde up of

dal

Drapery and figure drawing

thousznd s of hairs facing upward, the ones Bxcing
directhy rowards the light absort the lighe, while the
o faclng mway act ke mdrmors reflecting the
samie light. S0, the centre where the light should be
is now dark while the Sdes of the figune Inok 13,
Silk s the opposite. The cemine will shing
brightly, and depending upon the thiead count, the
sl b will havee 2 more or bess reflective surace b it

There are several different oy pes of materials. We

o frisen s
lq{:.’lv'\'ii' -
Surfaa :‘:;

We want to recognize the
special properties material
has to generate stronger
illusions in our art

| emulating a metallic surface. So, 25 we can see, light
will behawe differenthy across the same model iF
wearlng both Exbaies,

Cotbon is the leass rellective and more o ke
absorhs the light. This material gives us very dull
highlighted edges, Below is a diagram cha giees a
e comprehensive explanathon for these
mmaterials amd how they react o lighe.

This is & sofl, beoeslwd malonal with
a bradilinnal waod and wam wems
pefpenokcubyr o the Kght Soueco. | Fas ne
refieciner properlies, as the malin susface
absorke Kght, and s an be ind ks ncod by
tre cokour of the bght source,

Silk

This bas & glossy surisce
an s ance sl s el and e weaan
perpencicular to the ‘commaon’ Highd
srsuren This is highly noflsstve, bul means
e shadosy spaces absorb moee bight so

" e e o Sy

I R—
suritacr bke s metalic mateisl,

Velvet

This has & wrmdbional base werae
Bt tha il i wersir inls thi sk
permenckoulbar ok, 5o the Bibees sl (sce
upwards al & hisght Thosn ara
semiransparend Hibres that sbaorb e
Tl % s ek e o Thes L g It AL thai
eges, Felkschions ane cont roled by She
v chricte, Trial this dirilady Lo elk
bt softer,
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Ron Lemen's anatomy

“LIAPER ToLls
Dmapery wirn has distinct architecture to it
due 1oy is comtimuous or tubular manare. The
seams are cansed where the folds occur and
depending upon the thread size and
numiber of stiich lines, the seams will have
more or less of an influence om the folds
These are seven fokds types o remember, .

bt b

i v i sl i i T ki Kicd,
ﬂmﬂwhﬂm chepe nding on the malerisl
okl Pl e T el i s wesual Feaming o of
o thesy showld be e,

 Diaper folds

Doz Tedeli euir bida i ol Do Rordian

drmaing this often com ples piece of choffing easer
e v e bk,

- [T
e uncd m form Fwan mpiral
o b et T
( Fous rhrthms as the matenal falls
\ - Inert fold

It Medeli ane fal ok that hiraa na actealy
urecker neath Bhem, Ususlly She msberialis the
b st Ter th matoe ial w seo in & umbsed
me=ss, such as & messy dothes plie, B sorunc hed scarl
o0 & erusnsd Fanei ol

- Half-lock fold
o Thi B SEEr i maieaial thal 1 me Dk on
el Fsl-loc ks nocurm elhows, ke and the
i ps when these paris of the hody are bent and
Aemmen forms at the joing.

THNEKT FoL

feld
~ Thizcaninockpmity muchlie s pipe ok,
[t i b veriecal by raviune, dinoped ng with grandiy
Anwwrch the fioor, ks found in by febrice, such
a6 Tomaldresses and curiaine

# el . Presents Anatomy




Drapery and figure drawing

The sleeves are

) curvilinear enough to
. define the cross contour
of the arms

Dizapery is influenced by what is undemeath it The body influences the
cloehing by putting tension on the active side of the motion, while the other
side of the limb, or the irailing side of the action, is the slack side

Tension folds

Ir the fisgram shomeng the seated
rousees, the rear ared the bree Faedds the
rrajor poinie of tension, The back of the
b anad the: anderior shde of Hhe pebvis ane
he sk mde of the trouser whees the
raaierial gaihars and the most eirems
pipes coour, The slack o s made un of

nabaral

L] oamire) Fromn the ense side ol
Ehe Iroumer, thus Bhe ines of ind
paent 16 the tereon
Drapery is one of the clements
Slack folds that helps define the volume of
Thais Faoct wocart frh i i wavaalads m .- ¥ i
et binth strestsnd puted up. Pul led the b'—'_'?h;' '-*'T_Ih'-'m needing any
up s ana a lew Tobds thal ame cawsend vahie The linear nature of the
by thee e o e idige mausd es il .
influancing e surface, bl nothing ton maierizl l:i.lptl-iﬂﬂ CTOHS COrionar
significant or demanding by desigr 1x the eylimder forms of car body,
e 1y Qranaily kg cact, vz 5o all soris Mot b 1o T o
o rterrebng ¢ ksiers of maera) sarich wWhether It s a sheeve, a collay, the

B sl e U e B o ng th o tha
armrmwith mrrewmal mrd hal - eoks wethin
heim £ trcam the shod dior thern

wiaist, the leg {shoats), the ankle,
thie cooss comiour we drme;, or the

meveral crop fodds descencing s sairsl ellipse as a draw through, will
..,ﬂh:- i o help define the body mass and
| pive believabiliy to the drapery
‘on’ the figure.
Combined folds

b S s Lhil s owosls hirl, ealy
oz | haver: drawn L in & seouene of thee
e, e sl Lo D aerad eve st i Lakinng
place arcund the el e, Due in e derae
Pertune o e rratorisl with & ks of waight
atirinuted ko & the msterisl falls oukky bo the
invie & U elbera and as e arem Moo
further, more matesdsl blaters around she list
Fisa hisl ki, Mt hava domi y Nice arls with
= peirary (okd that Fak-oc ks, Fen secondary
ok Term, ared ok pinedng UiE=on Lhi Lyea of
rrvaberisd and tre 1R of thee clothing wil
SLETITH N N IRy 1P Toioks o hiree
clenan the pipes become se thesy form,

This tremch coat is a great example
of the elliptical nagure of the codlar
and the botsom of the com. Mote
v the sheeses, while full of

| zig-zag Iolds, are curvilinear
enpugh to define the cmss
comuour of the arms giving them

rvore visual welght.
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Ron Lemen's anatomy

' TIPS +" Husele -mf,.m

..fmﬂ 15

Fagpy clothing has so mamy variables involved that igis ! m,"“

easy 1 ose the figue in the noise very quickhy
Remembering thae the flat pairs betswesn the pipes ane T D:J
pressing against the bady, we have two distinet contourns
| om the outside of the body to think aboue. The contour
of the body, and ihe comoour of the maximuom widch

the clothing can expand ot io, These contours trasel !

ip thie Jength of the body ar with the Do of the legs. Bﬁﬁ:‘j =

Also keep in mingd that becmise baggy cleehes are not TLETrE 4
| phomgraphically groomed 1o ook phowgraphically FEAMEE RAORE

pleasing, the folds will appear om of control. To T-H‘ﬁfhﬂlf-m—

embellish am the deslgn vise cross oomtar lines acnss E@&AN LTaTion

the panis fram ane leg o the other, canying the
thythm of one set of folds imo the next, visually tying
all the noise wgether into a patern,

I like to

The hody in motion is very tricky, [ like to | .:fql:rn:e]ﬂmu‘li!dmnn see where the mference I
weference video, and like a devectiveg, [ like | tensiom poines affect the sirface and haow ﬂdm I_lke a !
1o ecamine photos and declde wha oype thee radkating fiodds pokne at the tenshon
af maotion might be taking place by points generating the fold. 1§ the body is dEtECth\E
wiatching how the folds mowe over the in flight orworking aginst heavy wind
hindy as am action aocurs, resistance, the magerial cver the badywill
Depending upon the natare of the flicker ower it like a Nag waving in the
rnoverment, the folds will both react tothe | wind, or like wives crashing up onio the
tension poings forcing the matenal to shiore, ala the back of the body.
stress with the action, and flos behind These three different images show hme
Fike a smake erail, [The body is tacked in | differene folds react o differem 1ypes of
tlghtly like a shaeboarder spinning a 340 | body mosements. These are deshgned

degree stune, the fobds will all compress io
the cenine of gravity amd radiate outwarnd
fromn thae paoint, IFehe bady carmwheels,
thie fiabds will floay across the bady In the
direction of the fovee of action.

The hody moving in a straighn line will
produce fohds thar iravel from the fromt of
thie By 10 the back of the body. [n the

with the folds reduced vo simple line

‘ pathwways o describe the spiral or linear

mcrvement of the folds around, down or
ouiweard from the core of the action




can. It is e drawing an inflated
manneaquin awer the top of the
primany body
O top of this new shiape desgn |
woirk on finding the tension points
and the slack areas, or the areas
whiere the material will radiare from
ot B | Dok for &y iraversing lines
that might pass through more than
| ome Bmb and tie them ingether via
the byt lime. [ ook for any
rael faricim im the fodds amd posh thar
| dynamic as misch as possible to
| make the pose really active and
lrvehy, | ey ogvering every diveciion [
! cam, Jater eliminating any counter
rhythimical limes o at besst iy to tie

[ start my images for this drapery
workshop with a templase, that is s
aay | srart with a manmedquin undes
all the drapery. It heldps me decide
upon how much radiation the
cloghing has away from the body
amid bow 1o get the falds o flow
with or describe the action unde
the material, Whether male or
female, single 1ot of cloghing or
layered drapeny., the process begins i
with che mannequin.

Mext [ losase the mass of the

e ——

cloehing, or how much its
maximum £xpansien is, and tie as
much of the body space relased o
theat garment with these giices as [

o
“‘hf"&‘;* ;

Drw marraquinead your cwn ineention and than 'inflate”
Tham. lentily Che lensien poiets and maks Them s mpsh
2l descripene ko the undersurtace. Dras this tension b
alack relaticnship wdng simahs straight Bned. Tie the freat
i the back, the tof ba the hottom using thess Ines, Bext,
attemip! 1z buld cut b folds usiog the pipas, or
Cleaders 35 b SEartieg pod it foF this mees comples shaff
skaad. Orwnrk on fimding camvindng chadaw e within the
T ds 2] apeeriermoe rmaking these patberns as & way of
developing your visual library, the ore i pour Read,

Drapery and figure drawing .

.

them back inio the bigger mesh |
am weaving,

T Fimeal stage cam ke fouind in
o of two ways: The ourlines serve
as one edge, or the centre ling, fion
the pipes that will be drawn over
the surface to desoribs: the saloms
of the fold amd the surface distorthon
redquiired for the pppe of material we
ame drawing,

The: other approach is v use the
ahador parterns and map oul thels
triangular designs over the action
rhythims; what you might see versus
what wou interpret mighe b wery
different due 1o pushing the deslhgn
far the sake of the diswing. These
patterns will be aheved to betver the
design of the image by either
enhancing the underhying
moerment o by showing offwha
vienld newrmally be an obsoured
part of the baody.

wie diess i the fguve. We imus
cross comdonrs of the maderials and

I[:m.l mrl’.m: are aleo incluaded s
remember to taloe advaniage of ¢
o bend the lines a little in the perspective of the direcion the wolume
Is wravelling acress the Body This will ensuare no confusion o the
viewer and belp ‘maximise’ the mass of the gue draswn, This drswing
isn't realistic but feels believable because it follows the rules. 8

BT Presenis Anatamy *




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

rtis old, realhy old: we ame
tapping inn a universal

Allthe technigues used now by artisis
fior diawiing the figure will have their

language. This ks a wisual | roots in odd, dme-tessed comeepie, Ouy
lamguiage that can be | shape-swapping method, for example
understomd by others with whomwedno | - drawing a bowling pin for a forearm, 2

not share a comoman wangue, We take hlmck for a hip and so fath - i noahing
advancage of this language throvgh slgns, | new, While the symbaols may be newes,

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

symibols and athet nypes of graphic thiese concepis. are nothing mase than a

communicatbon, often suboonsclously, simplified means to convincingly achieve
The systems of art are ancient. The a diffscuibt end resub.
Reilly method and the shape method, for | 1fyou can master the methods thae
| instance, bath dase back e ar beast the | have stood the test of time and have been

fAfveenth century, and two notable mames | used by the great mascens throoghou the
in the hitory of art - Villard De by af art, oLl will then be able 1o
Honnecourt and Luca Cambiase = have communicate with the clarity and verve
used both of these concepes 1o grear effecs, | that chey did

Urcdorstarading and cammuricaling the atruciuns
that yisdis pi esery thing will helpeyod 80
S MU L e ndan with yreur aud

Let s Josok at 2 process for punting
fopgether a figtan foom life or fien | \
reference, such as 2 photo, then moving

[ comsldier the process of drasing so be Thls I the process | use for studying
sirmilar 1o breathing - inhaling and froin e or woaking from a photo, 1 you
exhaling, 2 back and forth effort. When | were o watch me work, you'd notice that

drafting, the mosement is from loose | 1 shifi aroumd between stages and

1o tght, or gestural to anabybeal and | methods as | drasy, but chats becanse

back again, The process of drawing 1 arm extremmely combortable with these

evolhues in several stages: the gesture processes now = and ance you have wotally
¢]. comscruoien (tighe), contour | mastered chem oo, vou can choose the
¢]. notan (righth, gradation miethads that wark best for yog
[loose], and accernfhghlight {ght). Sovather than kabelling and findshing
This process can then be broken each step in a deliberate manner, [ am

awiy fom the original refernoe point
Fimally | will explain s 1o drsw a
figure fram memory and make it
rhythmically animated

[ am struciuring the process in this
way becase | often read about hos 1o
creabe an mmage, it nod abouit how 1o
make decisions an the processes of

drawing and execuring an image
Instead, the fsous is umualhy on the
jorrie fronm thambmail 1o
finished image. This tstorial will
lood 21 howe e0 construo your

doawn inko more siages = stanting with | mome able to ‘react’ = | am exploring more
the comstrociion and the notans/ immediate methods that can eliminate all
pradations per degiee of scale, or the the steps ance they have been mastered
bigges shapes fira, then working down | Take as much time as vou need 1o master
intn medium shapes and finally ending | the stages, make them 25 intuitive 25

1 I

Lze o bodose, prganksifyTh
l e clemf irvg, midar o e 3
breath, o keen your lnes duid. | woukd call details

drawings. amd whan skills 1o
practice to strengthen your crafi

with the smallest shapes - what most possibde, and then forget them in order oo
miake prear, responsive inages

* RS . Presents Anatony




T By e el i o v o
of the srtiches 5o far i this
Gurde: '8 vy fiahanc Al
measirable sndl a5y o sier
et kel iU irwa e Thid
ofrarrs, sl he: bynom arks
i Boaky @ Dreis
retstinnstips (o esch other,
e reuscle rakses aeed B
thary flvas and wean bogether,
ared T harmoring e

Motan

Peotan s Janarsh for
e cancigal of lghl e dark.
The= siage seis up hire bright
o arrbianl wour gl seunce @
b i et - Hres clarlrer the
M cores o i alad e, and
the brighter the light, The
Lk should Wl ba kept the
s urk] ol the shaded
spacui harsa boaar al
pesagred, bakanced and
rrmpennd 16 i ling.

Highlights
Tha BCiks and
hghdighis e tha carkr=t and
Bighebees b winbsees b thas pdciune.
The: highlight = the highast
edge Mcing tha light and tha
sorent s umusly an pociysion

bt o mone s faces. | harse
graen B fea portrat sesmples
s a cdose-uplock ai the
hghbghis ancd ncrents. B0
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Ron Lemen’s anatomy

W To e away from references, we
& need exercises to help understand
the: scEne you want io capiune. Asa
portial painter | prefer lve reference,
It 1 don't alwways get the haxury. As an
ithastrztor | prefer not to 1se reference,
because | am mad capiuring the same
atillness in time. The practices are
diffesent but the resibis in the end shoukd

+To move away from references,
exercises to understand
you want to CEIPUH'E

b samilan: a biving, breathing surface. It is
all an attempt at suspension of
dishelief, o rake the viewer away and
comvince therm this moment bs real.
Tix chis thiis, veference & only 2 pant
of the pipture, the rest has to be
“felt” = does it “feel” right when
youl lock a ie? The feeling ks
sommething deep inside that stirs

youlr senses inio belleving
whal it sees is really
happening. Rubens was one
of the measters of this, as wene 8
Glambarbsia Tiepolo, Dean
Comwell and Morman
Rochowell, among many
ohers. These artists Tnvenied’
thedr paintings while using
liwimg Inspiration as the basls for
thear exeatioms. This applies o
bath Figures and (o portraits, and
[ have provided several of each
1ype as examples. These are all =
Fraen life, of course.

L
'3

v &,

e

Tis brrealswriny From using referendes, you
e o understand dransing from lie.
You kool up you take in information, you
Toeode diowm, you remember, and you react
[car it whian yodr thought you saw
This i memorisation. You are alresdy
doing it, bu it's just that the time between
Inoking and curputting is so short that it
goes unnoticed

* e . Presents Anatomy

Omice youl have tried the
times, best yoursell further: set up and
draw from one pesition then, when yog™
g home thas nighe, start the draswing,
again, this time enthrely from memory
Recall as much as you can from the image
you created eadier. The more you do this,
the more you will rememibser - this is a
miwscle O AFE RCUIVATENGE, MOl A COMCE DI

Mo 10 teat thils, set your pad up in |
amather part of the ram from yous
mode], or in another room. Fand a spot in
it room you favour as vour view, take in
bt o cam, them go and drase e As you
learn hos 10 retain infoamation for longe
perinds of time, distance yourself further
andd further Fromm the reference o hold
onbo that dara longes.




© A good memory exercise is

to sketch from life and flip the

MEWORIZE &
~ WIDTHS [ HE VTS
~MATOR BHYTHMS

—HinoR, BHUTHMS
A ENT BHUTHMS

= WEEHT T=sTRIByuTion

— FooT oRIENTATIOW

— PILLOW DYNAMICS

A good memory exerclse b wskench from |
life and flip the image fmom what pou see. |

Thee reversed image can then be checked
and corvected nsing a minmor, Anv skench
o froim ey that you can then
commpare with a reference is useful for
correcting your judgmen: and sharpening
FOUT EMmOry.

Anceherexercise thae [ like io give 1o
oy stucenis s he roam INE Camera
sechaigue. S3t in 2 room in one position

Thaa rORMnED LT
tchnigue imshms

raore it vourselin
ey el drwarag thes
k| g from the
W VAT

four quadranis amd then drasy a line
aetaching bath beels and another line
artaching either big toes or little toes.
Redraw the circle and mark vour pasition
an it frant and cenire. and redraw the
imterlor information of the drcle with
regarels to your new position. This will
be the inlormation motated from where
wod Firsr stared,

[ Moy sranting with rhychim and hoose
| e b af o kimed, gesture aut the

Compare a sketch done from memory with the
initial reference to help correct your judgment

o the model, Mow imaging a cincle drawn
arawind the model o the oo this s dhe
carnera back. Make a nate of whene you
are an that circle with 2 hash mark to
inlicage vour locaion — it should be acthe
frome centre of the clicle.

Om that same circle, place a secomned
miark in a dilferent place on the circle
thiis will be where vou sit for vour second
drawing, From the original position, s
up a grid in the chicle dividing leineo

figure thinking of the pillor-shaped oo
amd ies bent and seretched sides. Think
abvoin the Nk and the clinder forms
they make when simplified. Gestue in
the pose from this new pesition, and then
compare the new drawing with the
ariginal ene, D chey feel Hie they bach
belang to the same 360-degree view? |s
the balance correct? [s the weighting
corrgct? Are the limbs cormect 1o the

| actiom, or did vou weverse them?
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Ron Lemen's anatomy

In addition to the circle cn the Moo, we cznelevate or eser oar view with 2 cincle

Drm dan lmaglnary Sphere drasem all the willy arcund the model, at amy distamce. This cincke is really a sphere. and
ﬂmund ﬂlE S“bi'Eﬂ ﬂnd just QS | fustaswith cur plvonrotation diagrams, you will use the model as the pivor. Rotare the
i . ! . * | camera’ amywhere anound the model, aned project a come from the virtal camesa's lens

WIth our plvﬂt/mtatlﬂn o determine what you will be viewing. [n addition 1o the camen, you qn also do this

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

dlagmms, Yﬂu WI“ use the Thhuehmg Arvvembon. I 2 sy, we are comseruoting fiom memony a vimaal 30 epace in cus

baaiin. This is what it ineans bo have an sctive imagination and a photographic memony.

-
mﬂd‘El ds tl]E p]‘ : Dt‘ 3 You are ned just MeEmarising an instance, Yo AR Memorising an emie mement, Sene

THE CIRCLLE &
REALLY A
PHeke

Q
3

RoTaTe

LA GHT

STAGE oz
T LOOK

megning your subjectin s sphere, and
P lisning yous camara’ G ight at
diferent poinks on e s i o wey of
craalng &30 shata ryeur brar, and i
an extremiedy usefil bechninue o pracse

* e . Presents Anatomy




Drawing from imagination

This last techmique will be useful for
thase ofyon swho ane trying ot your
composithons ogether berer

The Reilly Alstraction, which we have
discussed previously, is actuzlly a pare of a
bigger concepi. To constnoct or ‘abstract’
an Irnagge thirough the wse of Tmpled
thythims that link o one another,
wezving a langer tapestry of inlormation
together, & aprocess thae comes from the
ancient ant of tapesines, an exoemely
techinbcal artforim thed rogether with
hidden geametry and complex
caloulatioms. This artfonm was at it height
in the Renaissance, and Peter Maul Rubens
ls a grear example of this rechndgue as he
masteved all the grid stmichures, from
musical to mathematical, and applied
therm all in some way or anather,

CONIRUTE OF Exlarkors 10 W i ion,
u=ineg imipli e rhegthms &0 bnks the
Tl o & SO RS S R

Sty Ineenithon withghis mugorial i e gve
you 4 liele tasegll ehe technicuie of
drawing with 2bstractions - it would take
2 whele series of aticks dedicaned solely
1o thils conceps 1o get this absiract toolser
o really mean something. [ leave yau
with this because | want you to think
harder about the: piciures you malee, and
what they are eally trving o say, | want io
offer you a set of tools and then ghre you

Your canvas is 2 sacred square,
designed in an ancient razio that has sdeal
diwistons Bukh it it with regards o the
corners and their distance 1o each ather,
Thee great Renaissance painters obsessed
o ihese grids and straciures: i is licile

andeT thar we mareel over their
palneings. SCruomre Was s imporiang
that details such as the mimber of blades
of grass, and their orientation in wegards
o other elements, would be carefully
wioikoed o,

The figuire abstraction is a tipping paint
o your understanding of this great toal.

' It ties together the comeours or exterions i

| the interiors, fmom shadmw patterns o

anarpmical relationships and back and

foith berween all of these eleiments.
Thee e you engage In this pracice,

Our canvas is a sacred
square, designed in a ratio with
ideal divisions built into it
thie moe v will see it im everything,
everywhere. It is ke a magical matiix,

which is another name fior the gridding
process of painting

L‘-"'l =] f’S OW o=

f

T':}P ‘&C}jﬁ adwe .'_"‘".1{.-»

| a4l me el a
4

' =

£ wl e

a2t

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

the chamnee o st themn oin, thno them
2gzinst the wall, stomp on them, and
prove them right or winng, The fact is thae
making picares is nos casy, I is a scienoe,
amd I requines & bod of learnimg amd

practise. 1t is part sport, pan phdlosoply;
bz the more vou are avare of what goes
intno your craft, the more yor'll push
vourself and the better vour work will
become as a resulr.
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& ol as being a A
leading concept artist, §J "fﬂj 4

Chris Legaspi alse nuns J
the Fresh [eslgner I’
website, devabing his i ;\
time to sharing I /
techniques for better i \'
figure drawing. oy 1\I

Worksho s

Improve your figure

Diiscover the techniques wo draw
dynamic figures in motion,

70 I.Ifltandfnlm
“ Leamturm:le rﬁgu:ednwmgs

\ with realistic light and shade

E
J ,-r;-m- u-’r Wﬂg

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

Chris Legaspi, page 70

IS . Presents Anatomy *




Figure drawing techniques

PART ONE

DRAWING GESTURE

AND MOTION

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

PROFILE

Sem more of

Chrbss figure

‘mrrk thops
ol bid waldite
wrarer freghsdsinnes r o

WORKSHOP FILES

v bt heifz-gesture

exture can be defined 25 the
thist, aciicm, iment or life
fowce that diives the prse of
the: figure. In other words,
gesture is the action af the pose, “What is
the figure dodng? © is the key question the
artist muss answer for the viewer.,

I figuire drawing, gestures serves o
give onxr Figguanes life aned movement, even
in astill, two-dimensicnal drawing.
Eecause of this, we must ghwe gestune
primary consideration if we wane our
figrives 1o oo alive.

* RS . Presents Anatony

Gesture is niot anly the first eoncept ar
idea e consider in figure dwing, but it is
also the initial step - the comerstons:
frorim which an ardlen can bulkd thelr
image. Therefore, the foundstion of all
great figure drawings is gestume!

[ this workshop, will share soms
slmiple and elegant sirateghes for
underadanding and imastering this crigical
first step in figure drawing. These will nce
onby 2dd mowement and flzir i oyoar
Figures b will also bring your drawings
o Jife. Le's ge sramed!




Drawing gesture and motion

Firse, .m;e and takee a few momems o simply
nh:enrg. Ohserve the head amd torso. Sote the
curvaie of the spine, the direction of the model’s
gaze. the dissribarion of welght, and the directon
the limls are painging in. Since gesture is the thust
or action of the pose, the key question (o ask
yourselfis; “What is the model doing? * Learning
Fuor 1o e praperly s key o unlocking the
commplexities of figure drsing.

2 KNOW THE % % THE LONG AXIS 7/ -
B T ANDMARKS & ACTION LINE /A 4 RHYTHMS

_ _ _ : OF THE BODY
[andmarks are key points on the bady The Reilly Method breals down figure

I
thas [ use to meeasure, constroot or bocate | drawing ingo lines, gestures and forms, Rhrhims ane the natoral Mo of anatomy

|

|

|

caher key poimts of anatomy, Some ofthe | and uses lines represent the axis or that runs thraugh the Baody, For examplie,
ke landrmarks 1 use zre: the pit of the direction of the major foring, and expeess a lime drasm fiom the pivof the neck o
neck, the prints of the shoulderbones. | the action of the figure. To diaw the the erotch is the centreline thythm, There
the bottom of the ribcage, theiliac crest | action of the pose, first [ locate the long are also siopthms that run from the neck
{peaks of hip bone), the Botmm of the axis, The long axis, o action line, is the 2 tovthe hip, st like knosing how e look
crotch, the kneecaps, ankles aind bigtoes, | Jongest uninterrupted lime chat mons fowr boey Ramsd myawes, | e sboyehims as

the seventh cervical vertebme (upper ither through the farm or at the edge of anather tool to locate key anatomy,
back), the scapulae [shoulder blades), it. | Bke 1o make the long axi or action emphasise the gesture and kengthen the
and the sacrum (ofien seen from behind line as long and fluid as possible, Every actiom ling, which adds a sense of

a8 1w back dimiples). | form, even the smallest, has a long axis. £ | morverment and bellevabiling

PR Y Presenis Anatamy *
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Figure drawing techniques

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

Gestue is dzﬁlwd as movement along the form. For -e'.xan-qp]-r, a luw
drzmwn from the chin down eo the pelvis is gesture. Stnicturne i also
RESLUTE OF movement, ban in is movement across or over forms, For
ﬂample a line drawn from the righe anmpd eo Jeft slde of the riks ls
structure. Becaise gestune is fhiid and moves,
siriacture gives us solidity, form and
balance by creating a container for
thee fluld manire of the body o

arty |iving forin.

| n:n.,lnlh_.r omby make three
types of marks: araights,
Ccurves, amd S-curves. Even
though straight lines genemlly
dan’ exist in organic fsms,

1 Hikoe: ushngg ehemn po measure,
on show weight and the feeling |
of speed. C-curves are |
everywhene im the badwy, ' |
arodind B0 per cent of the

marks [ make in figure

drawing will be C-cunmes. ! r
Sepurves ave when fwo : i
Coourves are joined ogether,
and s also known a3 a twis \
S-turves ave great for long,
Muid acticn lines and
indicating movement

Tor add :l.!.?:nfweighl and gravity, [ like
o exaggerale the gesiune of certain forms.
For example. instead of a using a straighi
line om ehe welght-bearing leg, [ will
slighely bend it imward which makes the
eorso feel meally heavy. 1 also like o
exagreraie the aneas thar balge o when

reating om a giound plame - for example,
the buttocks an a chair oo fat around
the mid-section ane great for increasing
the sense of weight

The torso is Importzm e consider because it is the lamgest
miss of the buman hody, and all of the imbs onginane
from b The sorso also has rwo kev bone straciires - the
tibeage and the hipboise - which drive and dictage the
movement of the limbs. When drawing a figure, [ first
ohserve how the torso is bending; either forwards, back or
sideways, Ohserving wher it bends or sereiches is the firs
place [ book to bocare the Jong axds.

v el Presenis Anatomy




Comtrapposto is an Nalian word that
means ‘opposite” or ‘tountenpose”. [t is |
causad when bodyweeight is distribaed
umevenly, which causes the angle of the
hips b oppose o toumter’ the angle of
the shoulders. [ use comtrapposto 1o add a
dynamic tension or a relaxed, realistic
feeling. [ also wse comrapposio s a ool
o |ocate either the angle af the hips o
the shoulders when one or the other is
hidden fiom view,

&6 Use silhouettes |
to design the big
shapes that
emphasise the
pose’s action ©%

e A

L

10. RELATE TO
THE HEAD

The Reilly Methad suggests starting with
known quantities, such as where the
e Bs b relahon vohe rest of the body.
I don't just rekate bo the head with the
lomg axis, but also ey 1o elate every pare
or action back to the head. | conneo
everything, from the hips and arms 1o
fingess and toes. Since thought precedes
zotion, this is a great tead for adding an
extra layer of life and believability: | also
use this conceps to measurne and design
almpler, bolder shapes.

Lifedrawlng

Dl Troen e as peoch

| as prasible. The meakt
| edwial gstting baf ths & a

digure drawin g workson
“wiith & Bve rodal. If

| sketching a live moded is

o poalble, ks
shrbe b boad T yolr

| dwwnurite cafe Bockoioen

WEN FESTBUR ITE = 3y
b place is gread for

| your environmest. There
| in sbschutely nosscuse
| ot drawe from life.

Drawing gesture and motion

Salhunsette s the auber edge of the figuse
ar form. It is the visual space that 2 I"qur:
takes up in a pictore plane. | use
silhowsete 10 design big shapes tha
emphasise the action of the pose. For
example, a triangular shape can add
stahilivy, weight or a powerful upsvard
e, | aleo use silhouetre o ghve the
viewer an instant ‘e’ as w0 what the

figure is doing.

k12 MANY WAYS

Theere are many wiys i drvw gestures and
fw.uq. I'was irained in znad use the Reilly
fethod, which uses a ot of dwithmic
lines and aberact shapes to deshgn and
construct the fgure Same antisis like
scquiggly. calgmphic lines. Some ariasts
File tx viger v, Theere is no right or wrang
way g draw the human body - |say bearn
all the methods and choose whar works
best forr you amd the pose. 8§
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Figure drawing techniques

LIGHT AN

wrw bit b 2-fight

v el . Presents Anatomy

D FORM
SKETCHIN

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

ight is hinwr wee see forms. and

by we see ol wiorkd;

shadow is the absence

af light. Where light and
shadiow meet is where the human mind
Interprers a form. Because this
phencmenon resomates so deeply in the
human mind, creating the feeling of light
amed shade, and doing it well. can have
profioumd effect on the viewer,

In the netuiral workd the effect of light
znad shadow is a very meal, three
dimensional phenomenon. An arntist
can only create the illusion of light and
shadow becauss of the limbarions of our

meedim and marerials, This is especially
ke wien we are dealing with a far,
vwa-dimensional picture plane.

Because laght is such a massive and
impaortant subject, | have atrempied o
highliglit a fesy of the principles relared
fo Figuive drawing. [will first agtempd to
show hoaw light and shadow wark, and
then shosy some straeegies thar can be
applied vo figure drmying from le and
driawing From imaginacion.

These principles and sirategies will help
o miakee your forms and figures feel solid,
three-dimensional, and add a layer of
Brellevabiling so let's ger starmed |




&4 Where light and shadow
meet is where the human
mind interprets a form ©"

1. YOUR FIRST PRIORITY

When | begi lhEl'ghiinapmoq:. my first prigrity is 10 separate IEH

and sh ask moyself, “What is in light, and whar iz in shadow! ™ As
thiese are the Impormant questhons | wam answer for the vlewer, | Hke
| b finst abserve the direction of the light and then squint g0 help find
f ﬂl}bmd.ﬂlnrinminn}.mnlﬁhemh}'dmm‘alighwmadim
* tome on the shadows 1o give them clear separaion.

mﬁ Presents Anatomy *




Plames are a formy
principle thar deseribe
how the surface 2

form reacts o a Ii;
aoapice, Hioy mich lighe
anobiject or area reoeives
depends on the varying
degron 1 which planes
face the light. Inserseby,
o dark an abject or
anea is depends anthe
degree towhich the
Planes turn away from
Tighe. [m slrmpler terms, 2
change in valise meais a
change in planes.

Figure drawing techniques

Tusst a5

each ot

shapes

¢ figure has a cleardy defined shape o silhoueste, Tight and shadoe pacterns .

"l also have théir own shapes. The light and shadow shapes, and their relationships 1o
the wlewer away o quickhy idenehfy form. In face, |Hke o use shadione

desagn element. As we'll s fater in this warkshop, shadow shapes can help

1o define frrm and even add gesture and movemend.

T

ialue refers 10 how Nght or dark
something is, and is often measuved on a
scale numbered From 100 [or 0-10). In
this model, the numbser 1 reprcsenis
elther pure white for Back), and mimber
10 sepresents the inverse [either pune

back: o whine). In betwesn these two
these is an infinfe range of valses,
expecially when observing naturne bug
hecause of limiations of mediz and
matetiaks, it is niot possibbe e have an

Inflndee range of values as natore does,

Lising clhearty o elired light
e shacke shapes help the
W Ol kil idend ity Tnom

&4 In between )
pure black and

pure white there

is an infinite

rawe of values

5 PLACEMENT =8
i< THE KEY g

- - &
Becatse it is impossibli (and impractical |
oo requhr am infinite value range, | focs
an wittoes relate o each other. For
example, a &5, midvahe tone on the
wahse scale cam look really dark nexi to
pure white. The saime #5 grey can also
Boarke really bright sureunded by pure
black. Knowing whas values to use, and
whete 1o place them s how | creare the
ilhusion of 2 full vahue scale.




Assigning Ghe value for light 2nd ane
value for shadow is the firg value

jnd gl ake. | often use the whine of
the paper as the value ofthe light shape
and a medinm one a5 the vabee of the
shadow shape. Simplifying things 1o only
twao vahues makes a chear and poserful
staternent tha | .fl||-!'.'l!.“b ERFIVE BO TR AATHAAT
thraughout the rendering process, sven
when adding maore values. The key is 1o
stay within the established value range.

Edge describes
how quickly the
planes of a form
turn away from
the light

Edige describies howe quickty the planes of 3 form
turn away from che lghe, and s defined using a
rarage fvoin soft, g0 firm, o kaed. The human fomm
has multiple edges. especially in the joints. An
ohiject’s surface material and the ingensity of the
lighe cam also affect the gqualiey of the edge. fn the
same way that I limit my vahees, 1 Ekoe v it my
edges as well and focus on good relationships.

Sofredgls [aka Jost” edges) indicase a slow, gradal
mowserment asay from the Hght, Any round or epg-

likee fogin fin be described perfectly with soft edges.

For example, [ like to use soft edges on round,

| Peshy parts of the Body like the buotocks, the far of

thse chieeks, or the msean of the thighs, Sofi edges can
also be wsed po blur an asea 1o create the illusson of
aitmosphene and depih.

;1 {1

Light and form

Simplilying Dhing i o jusl e il il il
A Cher s porserfi | stabement aboutTorm

‘ Hard edgés (also knosyn as ‘orisp’ or ‘sharp’ edges)

Indbcate a rapld plame change. For example, the
cormer of a bok of table can be deseribed with 2
strmight, hard edge. With the exception of cast
shadows [see below), sharp edges generalby don’
exist i cogandc forme, g0 proceed sith caatlon,

I like 10 use hare edges for emphasis, oo add

! dramatic contrast éo the shadow patiemn.

BT . Presents Anaiomy




Figure drawing techniques

Firin edges lie somewhene between the extiemes
of soft and hard edges. Used properdy, they can
describs: either rapid or gradual plane
changgs. Becanse of theirversatility, [ often
start iy rendering with firm edges and then
adjust znal vefine acccadingly by either
softening or hardening depending on the form
bing mndellied, [use firm edges mostly for core
shad owe {see below], especially when they f21l on
hasder siarfaces like bone o defined musche.

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

% When light strikees an object, 2 varying range of Innu |s '

£ cheared that describes honr ligha Exlls and eransitions o

shados, These varying tomes are often referred 1o as:

highlight, light, halfione, werminagor shad o eone shadins)

reflected Bght (aka "bounce light'), coclusion shadew and

cast shadow. [ames Cumey refermed 1o this as the form

principle’, because idendifving and understanding bow
these tomes velare ks vinal 1o renderimg 2 form.




The s

v Bies ait the border, or imtersection, of light and .'sh.ld::';w.

Value-wise, the core tends s ke nuch darker tham the shadow because

it s ot AFREEYE] by reflected lighe. T odten begin the cone with a firn

edge and then soften as needed when tmnsitioning to roun

parts of anatomy, By simphy darkening the come, | ean quickhy Padicane

reflecied light and heighien the m_!ing of a three-dimensicomeal fomm
MR

hier

A cast Shadow is created when 2 form
comipletely blocks direce lighe, which
profects on cass 3 silhonsetre of shadio.
Ax a2 general rale, havd, exisp edgesare
best for indicating cast shadoss. The cnby
exceptions are when lighe is diffused or

I famther sy 1 Hke o use cast ghadow
a5 a design element. For example, 1 can
intentiomzlly curve the shadow cast by an

arm over the iorso io heighten the feeling
of form and strucrre

14. ANGTE ON
HALFTONES

Halfanes am between the vahue of the
form in direct lighe and the value of the
shadow, and indicate a lighe-facing plane
thar ls shightly rurmed away fiom the Hghe:
it is wighin the values of the light, bug a
dark light. Because the difference between
halftones and light values are so subtle, it
takes a Jot of skill, practice and good
observatbon o render them well,

| Reflected light, or Bouncé light' is-l:n:m;d
| when light bounces off nearby surfaces
! amdbaﬁ

BOUNCE LIGHT

niy thee shadiny, Because
Ercamsce light appears relaively brighe
coan parex] with the shadosw, a comimcom
mistake is to make it brighter than it &
which kills ehe illusion of light, shadow
and fomme. | ahways e cauthon with
boriatace light bo maintain the inegrity of
thie value strscture, When in doub, keep

| it dark or leave it our,

6. ANOTEON -8
HIGHLIGHTS |

lthLlight.h oeeur when e or inore lghi-
facing plapes intersect. As cove shadows
indic#giplane changes, so do highlights,
IF 1 get bost km the ligha side of 2 fguee, [
ook for the highlights to help bocate
hxdden anatomy or plane changes
Highlights can also move in relation o
the viewer's ¢y, 5ol always use canrion
and care when placing them. &
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©* Drawing skills are at the heart of
illustration. Without them, your
inal illustration will be weak “*
Justin Gerard, page 82
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e ———
ance-llustratar

Justin Gerard uses his
traditional teckhniques to
create stunning faritasy
art, Behind his imaged
creatures and charactars
are thie core skills you'll
learm to draw from [fe or
frafn yoUr irnag inatian

Turs b page 80

Workshops

Put drawing theory i mtu practice
?;rf‘- The art of drawing:

Diiscover eory behind perfect
dmvmg fmm ].lfe and imagination,

82 The art of H
B drawing:

Put Justin's ideas 1o the west as he
shows how to use drawing theory,
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. Core drawing skills

THE THEORY |

MNeglect your traditional drawing skills at your perill Master

artist reveals how they can improve your art
- ) here ame pwo sicdes b an: the Divawring is the fundamental core of
" %IE ‘ emotionzl and the technical. | good ilhastration. Without competent e
- ] They are both equally drawing. an illusiration may have a log of
important, kot heve we're hean baw no biains, [n the development
concerning cursehves with the technlcal of mry partlcular approach oo (lestration,
aspect of ant, which is objective and can Py firinel the Jollowiing two books bo be
b tanghi wiith precisaon o almosi of immense value: Bridgeman's Life
aryeme, The emeational aspect is hess Drawing by George B Bridgeman, and
sclentific and berer lefim be discovered Diviawng Course by Charles Bargue and
by ehe artist, rather than taught. lean-Léan Gértane.

WHAT SHOULD | DRAW?

What v dvaw will b determined mostlhy by what each artist is intenested
Im, b whatever thils may be, there are some things tha every anist
shiald be extremely familiar with drawing, The most important thing o
knw hiowe 1o draee is the human form, and specifically the hands and
face. The stidy of these elements is extreme by imiportang if you're
planining on commminicating with humans; iTvoune doing art for semi-
aquath: reprilians then It may not be as nevessany.

= [TEine  Presenis Anatomy




Building a visual vocabulary

WTEN i draw from —r’.—"_.‘i:-ll Sl 0 WO VIS
vacabulary, made up of all the thirgs vouhve ever draswn
A5 wau draw a face, your mind remembers the lines and
shapes. Later, as you draw from your imagination yau’
fird thiat wail can recall thege lnes vou've memiorised

I waure an artist who erjicys draswing from their
imagination then drawing from life is even mare
rmportant, to ensure that the ideas youwre
COmmUnicating are groncded in realify

The importance

of human faces

The haimas Fface i5 The
miest mportant stedy for
artlst. The hieman braln
g A consicderable
armipUnt of eferdy to
recogrising the patterms of
miuse kes an other human
faces, to Interpret the
deerer aspechs af what
prople are saying and o
gauge their responses.
Because of this Inhierent
shedy of faces, a face wi

w5 be the most
irterasting

i

Cecl of an

will e the first
Frlace TRt mcsl e
ook at. Therefore, knowing
hicw b draw faces

properky is paramount
among e todls every
arfish needs

\ 26 Knowing how to draw faces
4, properly is paramount among
: ' the tools every artist needs “™

Mastering the
human form
e Frnian Farmn S also an
important study far the
serious artist. Artists who
can render b affectivaly AL the Pite it e
henre always been in BT
dermarnd, Da Wing made .
drawings of groups of LA At By
people he saw, ta capture g
i | ) thelr posbures arnd how
they related [o one
anatkar. This attantion
o the human form is
part of what sets
aqreat artist

from a

. jawcm:rﬂ‘
f i oree

The importance
of animal forms
Hurmang are all well and gooad, bt
sormetimes yvou Tind yoursall
drawing things that aren't quite
fiman. In a word, aliens. When
daireg this, it's still Important to
ground your work in reality: you
wart your ideas ta be believable,
ar at least anatomically possikle
Orne of the best ways ta da this s
tix miskie sbudies fram animals. By
miermicrising the forms of animals
from this plarnet, ywou
be better equipped to
dAraw thase frarm

ather planats, B —

-

I
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. Core drawing skills

HOW DO | DRAW?

“Thewe's no single correds way to drasw. Hossever, cerain methods have been esied
ovver time and hae proved vo be effecthve s prodscing good ar, These methods
aren't mysteries. They're readily available, and all pou need i tiine, dedication and
2 few Bhbrary late fees to master the technical aspects of drawing,

ou draw
-

~Draw what you
‘see in front of you
Wihesn drag rom [ife,
try 1o remain true o what
you're actually 5eeing. Latar
Qrk ol can o wlld frorm your
imagiration, but wour art wi

alwinys e stronger iF youw have
wigked hard to be as faithiful as
possitle to your subject matber in
your studies. Rememiber that wou
want - and need - [ graind your
creations in reality.

BTRESTR  Presents Analomy

= Committing to memory
Cane of rr-ff-.;ﬁx 5 of draw g Trarm
ife s to memorise the details and
the genaral construction of your
subjects, which then allows you ta
ressall e |ater when crealing your
images, Yaur drawings
to be perfect photographic
represernt ris, bt they shouldn't
e cancatures either, W K
finished, you shadd
with a better niderstanding of the
construction of the fomns and thelr
clebails, You will ther be able to
commuricate them with ermolicon,
and not Be hampered by a lack of
techinical shills.

o't meed

2 K

~

46 When drawing from life,
try to remain true to what
you're actually seeing =

= Why not just trace photographs?
Somie artists trace photegraphs to achieve these ends.
15 usualhy dorie in the nterest of ¢
Fi i this rodihe D n wou w

Fiis
Hving Hone, i you decide
cerive some understandng of
shape and detail, Howewar, | think the firnal results are less

interasting and have less personality than freehand
drawings = tracirg a photograph is never going tobe as
helpful in truly understanding the construction of the forms
The drawings where e had Bo Aght sy way Theaigh are
always the strongest and miost wiswally interesting.




Part one: theory

Knowing when to stop rendering -

05 nit e |'“.s'3.- T FEreder e eri) re i "fl.igl' = A
camera woulkd The illustrator’s pureose in thesa life
studies is not to compete with chotagrapkn = what
wiould be the palnt? It's mare Important to capture the
Wea of a thing, its shape and foem, ancd the averall sense
aof 5 surface and details, ather than recreale a phote,

Reﬂne an Image fram
a-previous study

A5 waLd warks and rework o solve a
difficull problem i an image, you
miay notice that your drawing
becamies quite messy. There are
rmiary things artists da to soke this,
tut | prefer one of two couwrses of
action If the unnecessary lines are
ight, erase what's unnecessany
and bulk o the lines that are the
miost imgartart to minimise the
stray lines. However, if the
unnecessary lines have hopelesshy
avertaken the drawing, then
fransier the Crawing - either by
wallum, seral graphite or light
table. When retracing an image
sirmgdify the shapes dowr ba what
5 sl essential The god 15 T
crealte fewer, stronger lines as you
refine your draming

Simplifying shapes . 66 The sharpest details in your
kniowing what to leave aut of your drHWing S.hﬂuld be rESEWEd for thE

age. We anily have so muck e rhllj i
seorope o e nae o be - fOCAl areas, such as the eyes or hands ©°
made on what detais we add or
eave aut, Sne small shadow may o g R R
bee witally imniportant, while another ': o oF T u“ Sh!dﬂm to Y

iy JUAT e sl by confusing et B CrLOREE }'ﬂlﬁi" ﬂd'."ﬂl'ltﬂgﬂ i
%}
L

Simplifving wour shapes will give L . The irside af shadows skhould
=11l "'I'Iﬂ""ul'? more C -&3"":"..' e + pilndt 17 o Ydgue and transparent, ndat
e cluttered and detalled. o' }h_-.
notice that in a final image, the
shadows always support
tha facal pont they
recede sa that the faca
areas inthe light can carme
forward, Learning to frarme
your key areas with shadows
in this way brirgs great
renwards. If you get this right,
ther your image's focal areas
will stand out &
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. Core drawing skills

| TTEIR AR QJF IDIRA

IN PRACTICE

reveals how drawing skills can be used on a

practical basis, in the concluding part of his workshop series

wrd

wansbitlv/ifz-oractice

0 o thirt wie've discussed the
theary of drawing in part one,
Ters talk about the practical
slde of thimgs. How does
drawing work in the grind of 2 real-
lafe illustration job?

Drrawing skills are ar the heant of good
illusrrariom, Without them, your final
s ratiom will be weak. Mrawing
prcwides the inbellectuz) Framessark af an
illustration, znd is the primary means by
which your keas will be commumicated
[0 abes affers an excel ke way of exploring
an idea, and slowly refining it down 1o

sommething truly beaintiful, eliminating
the ervmors amd weaknesses, and
maximising the impact of its strengths

Picturing the idea

Eelnne beginning your illusimation, you
have 1 knose what ie is you wani o dio, 1f
wouree working for a client then this may
alveady be taken care of Yet often even i
voui hawe been given a brief, how you’ll
show the ddea is still a mysiery locked
insicle your head, and we muose find 2 way
10 beaingg it cue, When's the mood of the
scene! Who or what are its inhabitants?

. o g L
Produce thumbnails

Whese & the tenson? Wander avound in
your imagination first. Exploae the
possibilivies menralhy

While vechnbcal skill represents the
sedentific half of art, the idea is part of the
emastianal half of art = the sde that's
persanal to o, It's this parethag can't be
taughit scientifically, The technical aspeos
that we've discissed can be learned by
anyuie, given enough tine amd
dedicatiom. The sdeas, though, are your
v and they arise o of owery
experience vou have ever had, %o think

| hand on them befoe you begin.

e
. 1] i i"'l,!';r




Diving for ideas

Thie aim fhiers 50T necessarily [a
prift aut exacthy what's in your
head The human mind isn't a
desktop printar that can spew aut
what It sees on the mandtar
are lyers of ermotion, feeling and
disconrecked ideas that must be
assembled In a logical farmat for
L [ mheaninghil by express themn
Thie idea is thare, and our purpose
is to carve down thirough these
ayers to find It

Theere

Refine thumbnail
After Pwe drawn a thurnbna
ke 1 Fecdo IF Sesderad Time
it slightly differently sach t
also bagin to explore the
expressions of my charactars.
warnt to home Inoan the idea's
signal in my bBrairn, arnd to separate
what shoud ke ther from what
shiculdn’t. | now switch fromn Ink to
pend 5ol can refine the warls |
w0 T ledne This stage unftil | nave a
clear represertation an paper af
wihat was originally n my mind

First is often best

never leave tha thumbnailing
stage until | have a composition
that I'm excited about. Cftern | find
that this Durns out to be the very
first thumbBnail that
Howeaver, even if yau're vary
excited about your first thumbnal
put down a dozen or sooothers Just
To rakie sure that wols hiave
explored all the possiities

that |
rking
I

put down

N "
A
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55 The human mind isn't
a printer that can spew out
what it sees on the monitor ©

i Digital comp

Occazranaly, | find [t helpful to

flesk Gut the barebones idea
containaed within the refinec
thumkrail, This happens mostly in
compkex scenes ivohing
architecture and perspecthve. For
rhcst projecks | prefer to da this
digitally in Phaotoshop
iy thiemibniails and sketches, and
then paint aver therm digitally,
CuUtting and moving elemerts as
necessary. | enjoy working digitalhy
Cecauss it allows for a great deal
af fast experimentation, and | can
try out different Ideas In far less
tirre than it wiodld Take b reciaw
them seweral times by hand.

= "

s&an
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+~Sketching the details:
,i“.rl_u:'r?)mrg eling rmy thumbnails
| mowe on ho explorative sketching.
Irs this phase | step away fram
any proader concerns ouver
composition and arrarngement,
and instead try aut ideas for what
thirigs mlght ook ke with somme
detalls ' st working piunedy
froam iy Imnagination ab [his oint,
with no reference excepl what's
in iy head. | try out differernt
pasitions and expressions ta
SOntinue T carse Gown To the

core of the dea that™s hidden
inside my brain




. Core drawing skills

Photo reference

| oy miat tos rey foc heavily on
phote refarence. Wher | dao, it
begins to lock too eerily parfect,
and there's a dangerous line that's
crogged where an Fnadge no longer
loaks like ib's Been drawn from
imaginaticn, But rather like the
product of a camera. However,
photo referance 5 ndispensatle
for good ilustration and it's
important that you're familiar in
detall with all of the elemernts you
inkend to llustrate, To co this, |
prafar o draw' and memorise the
majar elaments of my reference
s that | can recall the
construction more naturally
later cn, Fhoto refereance s
al its best wher i's serving
a5 an inspiration; | gather a
great deal of [t for every
profect, | study it and then

| st it awary uritil the vary
end, where 1l Bring it back aut
to rake sure | haven® made
some tenrble mistake!

~~Studies from reference and from life

o help memarise farms and yet avold having our Images
Aok fao perfect, we da shud
wi discussed in part ane. this helps give us a salid
understanding of the construction of the elemeants we
Fape to commundcate inoour [lustration b also enakbles us
O comiminicate them with a more natural feeling, It makes
sense to do studies primarily on detall areas and foca
points. Elements such as faces, hands, and objects or
designs that'll kiave to withstand a cartaln amount of
sorufiny are the most imparfant areas o focus on

4 frorm our reference A5

&% Photo reference is at
its best when it’s serving
as an inspiration ©*

- Experimentation_

Thera ore a thougand different directions you could take
wiour illustration in and each subtle change will make it tella
rieay story. This experimentation can be a source of
pracrastination - a way of putting off tackling the fina
draing - bt it's warth it in spite of the danger. It's good to
try different ideas at this stage, where youre more engaged
in thie details and the nuances of expression onyour
charachers. But keep an eye an your orginal thumbrails;
firud wihat & is abaolt that original idea that you faund 50
appealing, and try to play it out in these different ideas




“Rough drawing |-
e & et T o

tranisler our comp and a

our stedies inka the rough drawing.
Wia're still canddrg down to aur
ariginal ided, S0 00nT spend Do
mich time trying to refine lithle ines
and shadows. Your rough
shauld still laok raugh
Yalr mae alm here s to
fil dowr progortions and
placemeant and give a suggestion

of averal detall. You should finish with a
more detalled, clearer wersian of your
eacky ta doyour finad tight drawing
Altar having Tinished your rough you shaukd ™
anby be altering small details = there should
be na drastic chianges after this step...

O,

“Drastic changes

but sometimes disaster strives!
Arnid this 15 exactly why we doa
rough drawing, 80 that these
rroments of terfinle disaster don't
Happen in the final painting, The
rough reveals the proklens in our
campasition and helps us to
carrect e, In his case | finished
my rough drawing and realised
that something was wrardg: | had
somehow drifted from my arlgina
cheg, The dragan sormehow |acked
presence, He was looking off to the
sicle, and for some reasan this was
pulling me dawn and out of the
campasition. After having done miy
shuclies, | knew whiat | swould reed
to dio to fix this.
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46 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

llEtraton Mcole Cardiff
craates har digital
paintings with the same
approach as her
traditional work, Read
hiow she uses phato
reference for better
results and uses leamed
kel eclge of figure
drawing o create her
moagired art.

Workshops

Find a newappmachtnwurart

hlm el T PRI Al
Artist Dave Kendall shows how w
mcwve between art mediums,

% 94 Paint a faun using
- mixed media
Starta painting traditionally and
finish in digitally with Justin Gerard.

: 96 Convey the feel of
4 natural media
a0 Achieve the look of traditional
¥ painting in Photoshop and Painter,
100 Learn the secret to
painting skin

Achieve a flawless skin blend in
H‘nohs]mpwiﬂl Anne Pogoda.

%t&am of artists share their qu

tips to mmng traditional and dlgna.l
art skills in your waork.

\ s w..:f- vt T
] rr-"lh:v'r”ﬂ-l’-f!'
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Traditional to digital

MIX DIGITAL AND
TRADITIONAL ART

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

PROFLE |

i

raditsonal art can be daunting
in the age of the digieal
canvas, [t means gesting your
hamds dirry and abandoning
thae unde ke, This absence, however, can
he the mosi liberating 2nd enhancing
thing for vour are, Be F
painting with traditional paines yon mst

| Eisodw hiow the el scheme is goang o
wonke. Digitz] cam eneble you to neglent
this, which is not ahways the best for amy
arthsr's development

Yo'l Fimel younsel§ floumndering around
in the Hue/Salumtion swamp before vou

| ko . Adthough | v waaking dighally

I Dstareed off mwe an with radnienal

Part One: Getting ready

wlension your work comforiable and rewanding

COMFORTABLE SPACE

IFlike me you nesver [ed Being
todd b b

r't nead to
afber youtwe finisned

W A carmer of

mitial thal Ared
pcan find a Morth fz

D, Tha

I e ldeas

seritia

PAINTING PLAC

Artists throwgh the ages F

L]
But comfart

urface
thirn 20 ¢

ainted an evern,

angles, 111§
."
draughtsman ta

foar this ntrod
and a Iz
e surface of a painting

x ;;r.._"! r.-.l-,-. top
=

> large | Canocarey pantings
upE ko fou

v BTl . Presents Anatomy

paints. For speed [ mostly wiork with
acrylics, but Dwill ke trying cue Antisan
Warer Mixahle (ils for this article

Senting up a professional digial arcls
sutite can get you back thousands af
poumnds. To produce pro-standasd
rradiviomal painting can b a considerahbly




Wooden and mechankal
Stsaciller and Prntal

Makeabie patty usetul for
Ferarding fa hite drarn most aelaces

| bvows ehe Faber=Castell art pans
For Bne and wash

Rawmey, Winsor
& Himton, afe Maliikine.

I uki Langtan
satin-smaoth hot pressed tor most
of my wark. Althcugh sy emooth
wateroolour paper Con be used

Eazly purchased and cut
to sipe svilable from timber or
hardhwars marchanle

Can B baoighl resdy of
Custom msche from reost o shoms, Wit
time s nrpsrience wou wall be sbile 1o
Ol FOuUT oV

| i P Pl A0
trat's nesded 158 A plece of rounded
dewling e a salt cudored amd.

Licpaitex and Fisiny fram
AR SoF and Mewiom aee the makes |
unn the maoet.

Wide rarge fram iracifioral cale
Lo fast drying Cgrillin alkyd) ahd wa bt
miwakd & { &riizan)

They came in tubes
and as dry cabe versicns.

Bridliant colaur. Useiul for glazng
IT dramsarti c cokour bs needed

Theat i Pl [k
avallabde; your chadce should be based
i e Fhisch Foo ard mohey you
haee 1o spend.

Tiles, plaies, sSay wet
palked b o acric fram Winaor &
Heston and Dale -Rowney, tradilonal
waoaden paleites for als.

Soeptre-gokl symtheticfsable
il and Pre Aste for acrylic amd oili
Isabaey wateroolour beushes are my
favaurite wain reolour boole

G ook arad mavlEe LicpaBes
B iy Tt fof eorvlic

Mix digital and traditional

6 Cetting your hands dirty and
abandoning the undo key can
be the most liberating and
enhancing thing for your.art 99




Traditional to digital

3 BRIGHT LIGHTS Parl Twu. Chnosmg the correct materials
| usg an angle poise for ,

most of my worlk. It dossnt
rmatter how you get light on
wyour work as long as it's
good and strong. | always 1 SKﬁETCHIHG PENCILS
wark with a blue-coated Evar sinee 5

davylight bulb. TrJ..r Using & beautifu slo.
normal bulb after using one | try ta apply =i
and you will see how yvellow | awn sket
the lightis. Mot only does it | K
give you accurate colour,

what's needed ©
aild fill baoks, kut this is

perials and their uses

an appetiser

| ks i
Wi boaks containing
w cartridge paper. They wi

but it's also less tiring on take presty rawgh treatrrent from
WOILIE 24aS, Qnoe adalr, mist media Whern frey're finished
comfart comes into F'J|EJ\.-' they get nembered and put ama

£, which | use often as visua
diaries. | hiave a persana
preferance far 2B pencils. | use
P Pl ancl g 1 sl

ShiE

\'Jur-\ 2 WODsEn H[;-\.rl'g '
! % PAPER
| 2 CANVAS AND BOARD ' Arathier surface | use to paint o s
| Thisisone area whpare Lacgiy-a bt pressed watercolaur paper, |
do-it-yourself philosops gel | stretoh it by sooking iEina batk of
miasaonite board cut ta size at a | W ardd then stick it o a sturdy
acal timber merchants. Lising | board using gurmemed seallrg tape
artish acryl gesso | coar the Conee ey L opat it ina layer of
Board evenly with a« nary |

Liguitex matte medivm, This seals

ke brush, allow ry and tha t the paint
then apply another caat inan | saakirg into rn'.' bacoming du

appesiie direction Ber i GO S Coan be used far Gils ar acrylics
e wal and dry ¢ hean | . ) )

be bought from any car accessary | ] [ ”'“j H_ g | IJ I‘L,';[" eCOn( ’J]‘IT\,'

shop. This canghe a very smaath
! surface to wark on. s very sturdy, - 10 buy cheap paints, though

4 INSPIRATION IS KEY fargiving, yel eeonormics
T e BreTorr o b B student-quality paints are okay

and DVDs. I've been buying books if you are experimenting 29

frorm a very early age 5a My

Caplestion Thy [arge, IF 1 arm
Il-\"’l"
the images arcund me hi o
falled ta pull rme out of ry slumip.

5 STORAGE

You'll need somewhers to put
yalr raw materals ard finshed
raritings - safer than the floo.

IF you have roam for a lanning
chest try to pick one ug, though
thesy are sought after so ywow may
struggle. Maloe sure you profect
WOLIF aberials any wiy yols Can

A sturdy port 'u = AlWiTys -:_;ur-:_;

ARG W T

P-C.“. RyLIC

4 PAINTS AND MEDIUMS
| like o use good quality paints, such as

Liquitex.and Finity acrylics. They have a

high pigment vield and ther'i:'fun_ the colour

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

bury cheap paints, If you are experimenting

it doesn't hurt to go for student-auality :
paints, though.

W BTEimel . Presents Anatomy
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@H

£ paper Yersions. Far

7 PALETTE KNIVES ANMD
EOL:OUR SHAPERS

il mark-making taols

iUt ary extra help
calour, and to pu
& yoUr paing, lmagir
| paintireg bark ar

g r"u' F shape

: CLEANING MATERIALS

Goodd cuality Drishes ard p

hakily the mast iImportant

SOPTEA S0, TR

¢ Brushes, IF ywald are

W

Part Three: Hints and tips

1 GENEH‘AL PFIINCIPLES
SNMErTing W Ith as I'Il.'l'l_,'l lny:
W Oy iy To learn, Mistakes and

Whater Mivabile Ciilg 1ol

ll.n'rr to ke r.|lh| T i

a0l Cangisrency, with the e

Mix digital and traditional .

Ll - — — -

I VARNISHES AND PROTECTION
Alrrugh not strictly wital, warmishees fulfl an mpormant [asr
- e woyou'l| find that the s
rert textires s 55 and m

rrish ecualis

el e LalAl T

heas ¢
Intensities because af this, Va
the surface, GIoss unifarmiy infersifies e

A pratects
aur while
1 wwigh

rraatbe [‘n"'n'r ts reflections and is

top thatog rag o scan the |‘:|'|vl'|f-r 4.

FOUNDATION WORK -

Frieser wark fram white when using olls ar acrylics, Create
an uncerpainfing eatablishing &5

5 anc] values with

¥

brnt urmber or a mix of burmt r'..|.|'.|‘.|':l'I..|ul-||| = M
Acrylics are probably the best | = gt this sta

ey k drying and permarnent. v

aryy mesd i on fop of aceylic, but nal pils .

up Trom thin to thick, especially wher using slo
maints Ibwil be impossible toowark |.r.1r,-.JfI.|.|.
i vy, wiork up ko highlights addir
brigkitest and usually heavier paint at the end. I'.J'l'r:".': [1s]
of Kirekien towel 1o hard . 105 wseful to clean Drisnes and

1 take excess paint off the surface if a mistake is made. =

L
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Traditional to digital

of a brush
h wet pai
ar sirmilar

Z BRUSH TYPES
Brushies came ina number of shapes and with different ficre types.
Combinations of these wil ghve very different results, The key 18 fo ey a [
of them as you paink. The most versatile of these are the syrthaeticfsable
mix. These brushes can be used with most of the different paint types '
Brushes come in flat and round bypes and it pays to have a selection of |
b, Dwark with o range af Brusnes. For mast of The earky weark 1 Tina
AT using larger flakter and broader brushes, A filcert is a good
genaral brush for Blacking in form and paint. It has a dual nature
cambining the aspects of fat and rourd Brashes sa can caver detall as
well a5 larger areas. | find myself using smaller brushes anly at the end
af thes painting process dvushie ool frireaRional | ¥ GLAZING

harichy fo snak Ieeing wour | The process of laying a coat of

- " . . | i vtk panl transparent paint ocver a dry part
b \" [ III_‘H_"I'l 15 4 E—T,‘IH- 'd H“fncr']] ' of T'.-Fr::: ritinig. LIsed far !
brush for blocking in form and Atensitying shadows and

paint. It has a dual nature and can

Ty

medulatifg
transparent Blue cwver dry yellow
Wil af course create green. Lse
SUCCEAS e glazes repealedly

ohour & light

4 TEXTURE

Hawe adey flat Biush that you can
use to blend and create smaoth
trarsitions, | do terd to like lats of |
texture and |IKe B0 588 Drush mar<s |
Fi Ty e Twors Alrmast anything
can be uged to acld Texture fo your
paiet, There are reacy -made
texture media avallable, But | have
seen iterms such as egg shell and
sand used to add Interest ta a
painting. Lse an old foothbrask o
spaltter your ir with paint. This
| can ke remarkably effecthae at

f suggesting nclse and grain.

el =
5 DRY BRUSH ; £ PAINTING MEDIUMS

his s a method of appling colour Tuse that onby partially covers a | Mediums are filids that can be added to paint to modulate g *
previously deied @yver You should use very [ittle palnt on the brushand | thelr consistency, deying tirme and texture. In the case of
aprdy [Ewith very quick, directional strokes. This methcd tends bo work ryllcs you get differart mediwems that make the paint
st wihen apphying lght pant ceer dark areasSdriec paint anc s usefi | Fnatte oF gloss, Howeser ry greatest use of matte mmedium

in depicting rock and grass textures. | is sealing paper and board, 50 paint doesn't soak inta it @

dEmel " Presemis Anatomy




Dizrap crparieed this Coath
Diesder image 253 trbute
to Frank Frazetls o
cnlchrabe B artist's




Traditional to digital

Orls D poloshof

PAINT A FAUN
USING MIXED MEDIA

Justin Gerard combines oils with Photoshop and produces a
compelling and traditional, mythic wood-dweller

v always emjoped the bdea of rdsshapen wizand with horms, Bomdgh I dresw the kmage 2 full size, adding
Fmrins. They'ie crealuses that bie & cod e o s cowm, bt I wasn’ { detalls m rhis stage mher than laser on.
in some mvthologies ane whiat | wias afiter, Diang this ensures thiat the underpainting
lighthearied, ar ane with the S [ dreww a tiny thumbnail sketch of stage will hapefully be as pzinkss as
counirvside, and unsephistcaed a classical faumn as a kind of anchorpoint | possibde, Then, in Mhaotcshop, [ added
This inmage was coiginalbye | foa mepself, nwas thils skech than the | soame digial magle,
conmmisioned as an enudite, keamed IimagineFX team decided on. Hwas i Trevery piece [ereate Dwant o find
faun. [ camee up with several kleas for exciting berause it gave me achance 1o and overcome - a new anistic ohstacle.
whiat this might Iook like, and as | was work with naruaral formes, such as mossy | This helps me produce a compelling
drawing, I found mysedf sraying ino rocts, s hrooms. and gnarled homs | image and weaches me something new
soanething that looked too mmsch like a It also edfered a lot of lighting challenges. aloag the way as well g

|_sann Inhr-ﬂlng pln-i
| and e "

Reference material | .

1 eallect agrea deal of velerences i
hefone staning worlc. Most are from my
phiotas, which provide decails thar | mighn |
oahersise overlook, and 2o as placecards
for memories. They enabde me to journey
back to when the phowwas taken and
immerse myselfin the emaromment. | |
miry no look ot the acrual references | |
gather before starting a piece more than |
omce, but the process of rollecing it helps. |
It's nice tox kenew 7' dhere if [ need it and

Technical lighting thas [ won't have to break comcentration

[ wanned this scene 10 hove a grea 1o Find something the scene needs
deal of ligh that would baeunee anoumd
the subject and creae warm shadows
thmough diffuse reflection. From the
bBeginning, | established the angle and
divection of the sunlight so that the
shiadows would be consistent {(shown by
the wed arrow), Bue the dimect lighe isn't
the anby Bight source. There's amblent
light Fromm all the small patches of
stnlight in the forest aronnd this creatare
oo, Furthermore, there's the reflecied
lgh {shonwm by the blse armow), which
il Bronnece back up foom susfaces aind
projent diffuse light. This can all become
rather confusing, so keeping a consistemnt
rule is really impomant when irving, o
panduce 2 successfal lmage.

Paint textures

The underpainting is in 2llowd oil
paints, which have a symehetic binder, so
they diy very quickly. With alkyds, you
can achieve strong lexiuses inyou
underpzinting te help year finzl image
ook more natural, When painting
digirally ower this rexrare, awold using roo
iy opacoe kayers excepl in focal aress
such as faces. [nthe backgramel, this
cexturne tells the eye thas thene ane

comwincing details thew, withom

| detrzcting fiom the focal points

WREine! . Presents Anatomy




LIGHT AND COLOUR

1 Toning

Iscan the image inte
Parloddai i hd adfiuan it until
i loodes ke it did om my aased
| warm it upwith Salt Light
kyers and Color Balance

vt The scane lnin

2] oUF figere's

t by morlight coming

through the camopy. | ercure
| gt theaimosphere righd af
thik Pl = ethir il curs wil
b aftectad by It lsder, Then |
~Rardily Soma af the ook of
ght with a Color Docae layer,

T
F )
N

Y.

'I‘

e

2 Colour

A5 1 polkoar the image
| 'mrk i difberanl Uppai al
|agars. In s=naral, | bege wigh
savaral Calsr livers an lus
opEchy Bacaes I've al ready
warmad the pince, F'm rmanm
Inbepested inth
andkncekng

Wil e, | usE MuRiply layers o
St Ligih layars N irasfaake
the Ivtensity of the cokous

3 Adjusting
s time o add hard
ligtl sboraity. The Hard Light

T Pt e, v ) v s il
wrnm poualy intense. Thie
roi Lhr g ared kel

al Lyt la
refire areas whers tecture s
Leser sk heary i Niz il s b
ERAEF PSR DOnEL




Traditional to digital

CONVEY THE FEEL
OF NATURAL MEDIA

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

|

Micole Cardiff

| COUNTREY: US

_Micols
Fiecafved hir
» BEAn
Blustratian
R/ e the {
| Savannah College of Am |
| And Desigrim 2006and |
| _hasbesnfreslancing |
| inoe then, Working omn |

= | _ gama achand marknting. |

1 e Il | R

DIRECT LINKFOR







Traditional to digital

i ff.; A
- . ] |

Switch to Painter

['m fomd of blodking in at this level
with Cainner’s Marker brish, sol 2o0m in
anl stare sweaking om the anasommy here,
It's important io spend time getting the
focal poing of the composition right, so |
weck: for a whike on getting the anaiomy of
the Figuve the winy | want it. [ also generally
lean toveamls exaggerating the light a it
an using a sketchy roach go mark
anatombeal land marks, sothat the bone
strisctiine i in place.

Emphasise

the shadows
1 samplifiy my vahes a litthe
bat by mowing the midpoint
of the Levels inan
Adjustment layerio 24,1
find that dodmg this early on
tends 1o keep e chad o
areas distinc from the 2reas
in the Bght. [ also add a new
liver st 1o Overlay with o
flat mvec] i -blue fill, which
intradisces a bt mone of a
miocd v the Tighting,

Finalise the composition

This s where 1 make decisions abauit hos the amaller pieces
of the compasition should fit tngether. | generally flip the piece
horizoneally a fesw times while checloing the overall value strsctome 2med
Teposiioning picces, such as the bird, Flipping the picce is an easy way
10 see it sith mesw eyes.

w WS Presenis Anatomy

 soft, since [ paine in a firy opaque style.

Blend in Painter
[ blend in Painder with Dion
Seegmiller’s Blender brush - which [ got
with his book Dégleal Characrer Deslgn
amad Painging — and genevally soften aneas
in shadow, areas that are behind other
objects and kess-important aneas, The goal
Js oo get 2 balance of soft and hard edges,
although few of my edges are completely

Detail the fabric

I usinally twist an old sheet inboe an apprasimation of what the fabrics deang in
any given piece and take some reference photos before | stare degailing the fabric oo
mosch. This way, | can uge the folds of the real fabric {in simplificd fam) 1o add
authenticity in what oy painding - in this case, the shadowy cloak, I'm alse adding
colours other than Bae ine the fabrie, because Large aneas of similar colowr and valae
usually benefie by having lietle ouches of complementary eolours added oo them.

" BY

i

Srrall Colar

Blend and detail
I take the piece badk inio Paimer
amd blemd vy amy aneas that
Boarke crvetlly sherchy: In
general, I'm aiming te
have the most decgil in
the area just before the
oo shados, as the
form trns 2wy from
the lighe. [ blend and
detail areas such as the
hamds amd gaumiles ot this




Anatomy checks

This ks the podnt whese | gpend
2 Jotof time checking my references and
furthes refining the anatoamy: Seill
wonking im Painter, [ concentrate on my
characeer’s face using a mixuare of Don's
Elendes and the Round Camelhair in Oils
2t 34 per cent Opacity, taking several
passes to chedk thae the: Features wrap
correcthy arpund the fem of the skull.

Architecture

I bring the piece back inbo
Mhonashop o daoche hand archisecore
detailing. [ use the Shift key i make sure
l'im getting straight lines, and go o wown
clezning up the columns and adding
detail, [ keep patches of nom-kocal colours
sith skmiblar values om the background
aneas of the painting at this stage; they
2 tox thie ewverall traditicma] effect.

Make digital look traditional

al point

EErs Here | add meose detail oo the characrers
face, perurning v the main focal poim ar
this Jate stage 1o ensure that it remains the
key element of the piece. | ahways male
sume o touch the focal poine 2t the
beginning and a1 the end of a piece. Tha
way, [ ean make sure that the rest of the
painting is subservient to it

More facial work
Theere seill st quite enough detail around the characer's face,
50| el a subile parterm imo the edge of the cleak hood with a custom '
beuish 1've made in Photoshop, then painted over it in Paimer bo
integrase the pattern. [ also print the piece te chedk if there ane any
areas still in need of Wending or more deail.

Flip and check
[ comeimue Mipping the piece
horizomally i cheds the amaomy of my
character, [wark om the bind in Painter o
get it maoee finalsed, refining the feathers
amnd anatomy, and albso tweak the
archieecmure in Mhotoshop, This |5 the
michwiry poing for me - from bere, it's
peetty much 21l detziling.

RKSHOP
BRUSHES.

e T

[ revisat the bind's anatainy because

the front wing |ooks wrong, Even if [ haee
a mefrence of something in the pose Ive
painted, sometimes i1 Jook odd or
incorvect and feed adjisting. [detail the

i L7 . Last bies of his gauntles, do the final bits of
architeciune detailing, and twezk the
Livels and up the Sauation slighthy in
Adjustment Eapers.

e Presenis Anatamy v




Traditional to digital

LEAR

THE SECRET

TO PAINTING SKIN

Do }“DLJI' fantasy characters suffer from bad skin? Then it's a good jo
L 1S on hand to remedy this unfortunate situation..

wvi. bokt by z-paentskin

B it this worlshop F'm going o
L abos w0 Ty wiorking
¥ technicie for painiing soft
" skin. All we need are
standand broshes, one texoe biash and
o fller From Fhooshop - we'll be
aithrushing most of the time
Sy experience intelevision has tzught
mie thar the good rhing abom siarting in
r-l,};'l- and '.l,'|'.|||, 1= th \ '\l,|4_|u||I hl_'[ullll_'
distracted by wibrant or badhy placed
rolmrs. | z2lso learmed thas the colours you

apphy later ool much mase nanaral when
paali] .'J.|l1 I'|'||_'||| |'|.'||f'.¢'.]‘, ||illll|‘.|"|'| panlbl}
painting and continue working with them
This way vou can avoid the megallic shine
present in many black and white paimtings
thar ave colotred i ar a kae s
start with asimple skeich om a dark
background, Because the eyve focuses on
righit areas first. this method makes the
AN work for e

What's imporant about skin is not so
much the iexiure itsel, bug the use of

age. | usually

codors, Skin can have many differend and
imEresring cobours, de pemding on the
surrounding light. | ke working with
ookl and warm contrasis, So, for example,
| lone i i vellows and bhees together
because this makes the skin look more
iteresring B usualby, Before | scan
mixing the codours, |ty ot besic colour
schemes 1o gzin a betteridea of what the
figure mav look like, This also belps me i
e I chee colous scheme e ||'|II|[E_["IT-"E'I'\_\,
it Fact, the best fit For the figure

Basic sketch

Dstart offwith fwo lavers. One is
my dark background Lzyer, while on the
second Laver | make a reugh sketch using
ome of the I;J,'||'|U;,|._| ||||n|'-_'~ Bz
b five and number six in Photoshop
55 are the hard and soft boushes [ prefes
[im versiom £54 and earlier they are called
alrbrushes]. Here | usualby wiork wich the
second group of airbmushes, using the 19
Rough and 300 Soft.

w Tl Presents Analomy

First shapes

[hegin by blocking in sough
shapes with a soft airbrash at around
30 oy come opaciny. My dark canvas helps
me 10 s2e the s as | worlk from |||||:I|I
1o dark. Wou cin best see this working
process on the faoe: | groe it mose
definiriom a this stage, wsing
—.'\{||_l|_'|_1 alvbaash o make the n
anul Lips muore abwious with regasds o

their shape and position

Define the structure

[ define the structuse of the
shoulderwith a lar,
18 arcdind 30 pe oo

soft-edged airbrish
paciey, | outline
the mowth, eves and 1 = THILECH e

no, using a small airbrush 21 apouned
80 per cent opacity

sketch of the ea

Then | arough
b s i1 Tilke 15 ¢
and posiclon, Arthis srage, it doesm’

muatter that the only brush being used is

the soft airbrush




Painting skin
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Traditional to digital

Adjusting the pose

| make the first adjustments 1o iy
charatier's pose by bending her back
mare, | also become a linde chearer abom
bveer headr, Bur don'’ commie 1o s length
becanse I'm mod sure at this point how
much of her hare back should be on
display, | alsa stam w correct her face hene

and there by making the nose smaller and

.'Il] JUEDng 1 |'-_' [POSI R Ul- 1 |'b,' YR

Correcting the arm
| A oL 0§ f,l\.li'u:-,ﬂl: more
i b0 her body. [ fix ber arn and
: comirast by pinting in somse
dark grey, 1 usualby never worlk with pure
wihibie o |'||||-,'|’|l.1|,'|v. bevause | chink tha
imakes any painting look o antificial 1
i 10 heer hiead and defing the
shape of her ear. [ also make her lips and

then go

nach sofiet looking ba adding some
dark grey 1o them with the soft airbrosh

Make allowances for the light
The light is eomiig in fom the right and so her back needs io
e mach darker, especially around the shoulder blades. | achieve this

using a dark g

with a big soft hrosh, again set w around 30 per cent

opacioy. Lising the same alvtsash | define her breast a Hole more
1 then paint in the ear and frame her face better by defining the hair

around it 2 ligtle maore.
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What to wear

Vien sl umsure how oo dress e, 0
1 shetch mough clothing on a mesw Laver and
Jezve it for nowe | dirase somee strandis o
hair om my dark base: [usually put hairen
a mew kayer so | cam push back parts with
the Eraser. [ eomtinue 0 define ber syes [
make some minar changes to the face that
add & bt 1o the shape. The lips and nese
are softened, the eyebross are darkened
amnd the skin avound her cheekbones is
mxch clearer nowe s brighter armaind her
mouth amd on top of the cheek, and
darker at s kower end. The face appears 1o
b nuch moumnder this way

A cold colour

| palette...
This % where it becomss imemrsting. I'm
gaing o experiment with ool ours, 5ol

| make anew laver and set it Color, st
with 2 blue background around the Fgure;
hecause the background light usually
influences the fgumne, [k some of the Blue
corer hier b
wer¥ cold and almost undead now

w, Herskin seems o be

‘ . ...and a warm
colour palette
In coriLrast o the cald cobour approach s
this swanm dolour test, Which could be
used as part of 2 comventicnal faerie
theme et in a forgst, for example, The
EreEmn af the h-,'|[L!_|'IIIl|I'IlJ amad the soft red
af her bady are significantly enrched
with yellow, which makes the whale
theme very warm. Her skin zlso looks
more appealing n - |'ve given
at cold, mombie book the heave-ho!




Mixing colours

Torcreaie &n inkeresding colous
paleite | decide o mix the two This isn'e
mitch af a problem because
on s own lawer, [ erase ["f|ll'>-.¢'l|'lt'
background amd her lower bady from the
warm enlour paletee, then [ set the Emser
0 @ 50t airkeush and wse it an am Ckpaciey
of 40 per cent

Refining the colours

For this stéep | have io merge the
figure thae [ve already painesd on one
|,'|l, (4] with I|'.|; l'l.'|l:|n.5_|'llll,|i‘ld boer ,,]ll-'J Il'u;!'l
save the different versions of the painting
25 PSDs. The adjusiments | make here are
done on a duplicace of oy merged layer,
using Ill-.'l:_'llllll |'.;,|' lII,—_'.JII\_l 1
functions. From ssep 10, the fgure sill
has a Jot mowe of the warm [yellow and
red | tomes i her face, which [ keep to
creare a definne focal polnt. The ove yall
irmnage no fonkains moe magenta and

SLIOMEEr ConiTasls.

cach paletne s

The hair

T's dinme do Tind o solution fos e
hair. Tmake a new layer 2mel rough by paim
ina
aivhrsh, wsing dark blue, [want the hai
1o Jook alimost swebghitless because the dark
backgronma could alss suggest an |
underwater soeme: 2 water aerie is

Meating seroire with a big, soft,

something we don't see often. You can
dorenload o creare a spackled brush o
achieve a handpaintbed look on your skin.
[1e's haghlighted in white in the piciure
ahowg ) This binash comes from Linda
Bergboaisr’s hrush pack, and i ideal i
giving the painting a less clean, traditiomal
leaale after yonve fimished airbrashing, You |
can apply 7t Incsely all over vour fgue.

vl I's excellenn for palnting halr,

[ and things thar

Painting skin

Add some interest

I nonwr try tex birainstorm on what
con I lonls imeresting, fig
ranioo o interesting makeup would be

a her skim, A

| saitable, sl paiml some random shapes

crver heer Eare using a new layer, and push

pams back with the Eraser oo e the

Y pattem matches the shape of her head,

The Eraser can ke a big belp when
paiming clements cntae a figuare, like hair
are supposed torest on
the skin's surface. The Eraser method
works well as lomg as all parts of the
tation thae coveer dartker anezs, like the sade
afthe cheek, are pushed back, The a

thar cowver brighee ike the tp
cheek are onhy slighthy adpsted. This
creates the ilhasion of the tatoo fonmning
niself 2long the skin.

Add some final
cover-ups
| coreer beer body with some sort of
underwaser fancasy leaves and creaee
amather kayer IguIre
o which 1 only add dadk wiolet wo it che

i e very fop of the

lezves better omo her hody. This way of
painting is a big timesawer and conainly

| helps o add & soft, render feeling w the

Flip the image

Flipping your work
everyhour, say — Jets yons see youT an ina
s light, as well as highlighting e In
this instanoe it bevomses cleaser where the
final figure should go. A good wrick o
nearhy merge a figure into the backgroumd
I8 1o sy coliour on top on a nes laver,
using a karge, soft aitbrush with around 30
per cent opacity. Mainting with low opacity

about ance

enables vou roomdx colour directhy onyour |
carvas [also adjust et lips sothey'e as
red 25 her eve makeup, again to catch the
viewer's eve. To use the Moise filler o
regte sonme soft skim sexoarg, [ make a
selecthon of the skin and copy It onto a
new layer. | access the Modse Fileer and
chorse how intense [ want it to be. The
filter might darken the painting a linle,
Tt vom can readjust the skin with Lewels
anad erase pans you don'e Hke.

averall hguse. i

Presents A nalomy




Traditional to digital

Artist

Our panel of experts shows ways to paint parts of the

human body with realism, dynamism and atmosphere
The Question

| lF.L‘-'I.\ﬂ'& SC1FI [HICITAL ART

ne I understand how to paint liiht skin but struggle
panel with darker complexions. What are the keys to
understanding dark skin tones?

Lauren replies
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Step-by-step:
Painting darker
complexions

. Ehaose yi

¥ Eoasic shapes, Remember that the

war palette and block in the

colaurs wou use will be dependant cn the
nackaround - here, I'm using the green
and pale grey af the background as a bage
far rmy heghlights, The mid- 5 | choose
are a nch reddish-brown, whach
camplerment the green very well.

v Refing yaur farms belfore you starl
e sciding ary strang highlights, and
rafpember that some parts of the body will

higve differant pigments. The most chvious
discrapandcies are the palms, soles of fest

andd the insad the lips, wwhich el 2l be
ighter and pinksr than the rest of the skin
Jeg warm Lenes o bring oul these areas,

. 9 Rioeer it's Lime to 2dd the bold
highlights, They don't fall amy
differently on darker complexionz, but
tHey re much Brghter than the rest of the
skin. Bear in mind that dilferent parks al
the face will heve different tones, 20 you
ub using a wvariety of light
colaurs to create a realistic loak

mmercd b Hhink 2

Question
My character

Artist Q&A

portraits always look very dull

and artificial, just like dolls. How can [ make

them livelier?

Answer

Thee easiest way o aded a spark 10 any

chamcier, whether you'se painting,

a st porirzit or a full hody peece,

& the cormect definition of the Face,
That's dome on two levels - theoretical and
technical, of which theory is the moss imporeant,

Firgthy, you have o decide on your chamoter's
facial expression, It doesn't mater whether it's
an exirenme emotbon ke anger, sadmess o
haprpiness, or sumething meee calm such as
regret or apathy = vou should always define every
face with thre elemenis: eyes with cvebiows,
and the ineraction of the mouth (o onke the
lips, bt thie wihiode jaw) with the face imuiscles —
for example, griting the teeth will strengthen the
jasw ling, opening the mouch will cause the
cheeks 1o change thelr conveiny, and soon
A far as technical poinders go, these are a few

tricks that can realhy help e bring out that spark
in your characters. Firstly, if you're going, for
arealistic effect, concentrate your effores om the
focal poant area {which bs usually the eves ). You

Dot ailineg presocu sty dedired eyes subomatic sty Creates a
wtriedielul Mo al paant ad heds of e e | gree anmd
TR ST

can do this by adding an eve-caching elermem
[rarch zs vivid mabe-up), or perthaps by sone
thaomough detailing

In 2my case, always use the fnllowing tip: when
definimg the iris, remember 1o add soms oolour
sprints o Lo of I0eo break the mbd-tone colowr
Fiust mmast immportantly, paint in 2 small lghi eflex
with the Airbmush tool. This is an incredibby easy
task, bun can result in amazing ¢ffecis -
bser g v comipare the diference.
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Traditional to digital

I want to give my character
freckles but don’t know
Any tips?

Answer

Freckles and other marks on the skin help bring a
new level af realism to an image regandles of the
siyle. Remembering to add these marks = whether
iust a few “heauy marks” or a whode face full of
Freckles - ks aslmple devall thar sill add vexmure o your bmage
aiul moe persomality o your character.

Some people hoe toms of very light freckles: others only have
oneor two dark freckles. And of course, Freckles can appear
amywhere, not fust the face,

When paiming freckles, you can e 2 combination of hamd
painting and custom brisshes 1o get any look you need. Hand
painting is ideal when you onby wani a few freckles: just take a
amnall round brush, darken the skin eolour slighely and e low
Orpaciey. But if you want bots of freckles, this method rapidly
becomes. tedious. A quick sohiion is to use a custom Phomwshop
brush made up of several dots and set it g0 Scagter. This swill
instantby giee che illusion of many freckks random by splashed
across the skin, However, It may not look comvimcing up dlose
. w  because the dots will

» Inok pasted on o the
skin and lack varety, To
fleehis, go back with
yinar norimal Round
brush and paint in some
wanety of yourown,

Pranrelieng Trans ke By
hanal {top) con ke
Lisefias s Brurt winisl b

Bre mone v ieol

s & cusiom brush lor
lioks of frekies
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Question

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

Thi= image desly correps asen se ol mossement
Tha in
muscy
L e e L s ALy

Answer

There are srveral ways you can

corvey a characeer's speed amd
v movernent in an illustation.
The most common example is
gesnnre — there are specific morements and
posivions within the subject’s muscolase
amd anatory thar beave a viewer with an
i|r||J|-:55iLl|1Ufiusl o Fast on slon that
person is moving. Asense of thythm is also
creaed along the comtaurs of a charaoer's
mmusculamare, and being able to exagperane
this thiy than ean help emphasise the feel
of mowement in an image.

sation Blur is ancaher rool yom can se
1o comvey speed and movement, 11 oocurs
when a camera captues 2 single image of

Cormir books ancd manga arbwor kuse sacbon nes
Nl oy Lo mpha § e feral D ents. Dl ko o ok
m e of e mnd mcusement

2 mawving ohject over a perind of time. The
best examiples of motiom blurcan be seen
in images when a camena & used with a
alow ahuiter speed and long exposure,
which creabes a recognisable streaking
edfect on meoving ohjects.

otiom limes are also an effecrive way of
creating asense of movement, as they tend
1o el s thie Visswer's focal point from one
area of an image 10 another. Comic book
and marga artists fiequent by s action
lines as a way of exagReraing a sense of
speend and movement

Question

Can you give me the lowdown
on foreshortening please?

Answer

Foreshodtening s a technlgue
thit tses perspecine 1o aeale
the illusicon af three
dimensiomal depeh in a pwn-
dimemshomal space. The rules of perspective
tell us that abjects appear smaller as they
recede into space; likewise, long objens
sran 1o appear shorer s they'we tilied
towwand s on mway Froen the vieses,

Viour' I netice the effect used alonin
coamics whien, say, 2 hem has his (5t
punching towards the reader and the fist is
drzwm three times the size of his head,
Tha's because his head fs receding in space

Im velatbon o thie flsc, and his aimm s nios
taking up much less space on the page
because we're viewing much less of its
surface area and mass, B hose does our
lero arrive arsach unseemnby propoiions?
Bdany student artists [and no just
these interested im fangasy aned science
fiction! | srruggle puning the thegry of
foseshormening Invo praciice. ve found thae
the Bt wiay b e bow it woakes is
through ohservation and tons of practice
with life drasing, bt there are a few quick
methods that can help us Agure om the
distortion using limes. .




Question ,
I know that when

unnatural. What am I doing wrong?

Artist Q&A

n painting skin tone highlights it's wise to
use a turquoise shade. However, my results look awfully

=

h &

Apakyirg subike ghighis
2] oo of & bt

A LD kUil ra vy
raglursl feesh elect

Answer

A comimaon mistaks
s theat thee nupguclse
highlights are oo
dark or applied with
g prepaned skintone basis
wlake your highlight shade
ligheer amd mwsore (khoeishhy)
saturased than your micd-tane.
Do mor pick anything oo dark,
o it will creaie a blhue light
sonrce effect Instead of a fresh
skin highlight. Wihen yoi blus
highlights and mid-tones
together, you'll ges a slightky
bluer vershon ofvour indcal skin
e, Apply it an 2 very how
apacity arcund the areas that
v imeened oo bighilight. Omby

e e !

seew

‘ Artist'’s secret

rAERIAR FICTER FOR DeETTHE

e .
o

- L

| B e B

o

Frapan ng T shin tona bass means
i your mid-Larn vtk tha
highlight on ol ferent brssh modes.

whien the basis is ready should
vl apply the highlight on the
oL Convex areas, darting
with loest iranspanency and
gradually making the brush
T CIPLC)UHE 25 B IO O,

- g

Step-by-step: Three ways to figure out foreshortening

L3

» The easiest way [o demonstrale haw
the illugian s 5 with base

my favounte ald

gaomeatnc shapes, One
[}
at a wheel Treem the side. Ina rlat view, the using the Tranaltorm>Persp
whes| is B W thi

ada eg 5w hat happens wihen you ook I

central line raceds

perfect circle. Bul

rownd if, Ehe shape Became

that becomes slimmer as you keep moving the arm is foreshartened

. 9 Lo, haw much of that arm should we
see in the image? Ancobher method
a plane with a central line drawn
ugh the elboay. When we Lt the plane
e e s s

where the elbow point should be when 5

nffec

pialal

lengths -

- Thers's also & benefil (o seeing the
i revverses, Dire

w your hand from

lifié. Make a mark at each of the knuckle

and dray a line between

ach poant
sUdirterence in ling
wheen the finger segment

aticoned toward wou, and longer when

it's parallal to your 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 most important thing to do is 1o think abomx the

genetal appearance of the hair, which should som the

charactei’s face | always skerch different ha

settling an the vight ome. You must also

nzture of the hair: is @t carbyor semigha, thin or beavyd
e vour've decided on the hair cype vou can ¢

Teuits befime

|

colour schemse, | alwavs stare with a mid-tome; o's &
and shad ows oo one, Don't forget than haly s
alfected by the environment's light and colouss, so don't hesitase
to add, w2y, some touches of Bue if the chamcter is ooiside
Regarding the decails and the wxiume, [ always paint the base
et This |'n_'||'|5 1%}

with a baslc Hard Round Edge set 10 a large dian

achieve the genenl shape aof the lair. Then | switch o a cistom
Spackled brush o woak the strands and primarny details. Onee I'm
happy winh i, [ focus om specific areas and add deails whene
approprime, | never overwork and tesmre the entire head of halr,

- = - a

.. a - . E = - ) ) = h ) = - = I
‘ Artist'’s secret |

TEXTURED HAk Boure

. 9 P now refining the
strands. Qiding them an
and shape. The
hdir af this charscher & sy
and 56 the curves need o be

=oft and light. The main ligh

. o "start the painting process
. By Ch g the shaps
=L Te i ur af the
: Fi hair. Yo San See
the main strands that will inject
a natural and realistic ool to

appealing loo

the hamwrcut. | use a very large wil come from abowve the top

aruzh, | dan'l want o laoe ol hesr D, ahich means

smvyself i the debals ab Hhis

tage. =0 | keep evarything

must increase the lighting an

wacific area and add more

simple for the maon

o 9 5 tirne ta woek in the
d=tails and the texbure
Af-the hair. For this stage | s

ad brush a
ronaned eedage sek to Dynamic

ent s an the bottom

- 6 frepeat the techreques
Fresm presin

f ihe charactss's hair where

vant details to ke visible, &and
B medd dots af light an those
Shape for the biny details particular strands, to maks
LE strand Cideally cne thern stand aul that much
rmare, | aleo 2 12h
5 with the

the focal goint ol
the piece, where | want o
akbract and carefully

naint a few kengths of hair

b aded mmore refinement
o the hair
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Question

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

Question
How should I paint skin that
looks light and translucent?

Slumate - meaning "faded
awzy” in ltalian = is a technicue
thar irmechees layering thin
translucent layers of paint inonder 1o creare
very subike transitions in wne and colour,
These transtaons ase so slight that they
create a saft, smokey-edged effect alomg
the comnrs of a subject

Shumare has Been pracrised exmensively
thraughout art hissory and some of the
wrrkl s best-lenown paimiings, such as
Leomardo da Vinci's Moma Lisa, were
creaned wsing this iechnlgue,

Wil Can 30 Use e

LF o Lok s ik by

I order vo create the shamato wchnkgque
aligigally, pay close anention go how you lay
dowm your colours and tones. Since the key
1o sfumarn is crearing a very subtle soft edge
along the comours ofvour subject, vou
ahoukd ook v toods like the Soft Edge
brush 1ol in Photoshop o belp you
achiewe this eHect.

slso, varying the Opaciny of your Soft
Eadge Brushy, alomg it che biush's Flow
settings, can help you keep comtmol of the
amount of paing low and z2lso assist you in
lavering waur colours in bheeh a careful and
subele manner,

Question

Can you help me make my colour
shading varied, so it looks realistic?

Answer

Whether vou begin with a line
skeich or valoe drawing, the key
i realistie colour shading an
Wy anface s consisient
blending. In Photnshop, stan with a single
colour somewhie e inibhe midd be valose
ramge of the objecr. Om rop of thar indial
ol add 2 highlight and shadow calons,
keeping the direction of vour light source in
mined. T blend berween the three shades,
topgle your Eyedropper ool (Aon 'C,
Owpicin oi Mac, while the Brush ool is
engzged ), and s2mple from within the area.
LIsing a bowr flowe or opacity, boush over the
hard edges of each shade, CGnce you have
the bsshe thres colours blended, add

Liming the bk of myy handl, 1ve orested =
dbing -yl ki - Blired g e,

stronger colours and detalls with finer
brushes where necessary. To add extra lile
1 a fabric, for instance, you might use 2
cross-hatch pattem to sugges) a weave, or
paint over areas with background coloos
10 SLIEREsT slheeT s,

Answer

Thee secret haeme lies in thee colour scheme, Skin is
never onby pink or beige, light is never pure whine
amd shad ows are mever black. To achleve the effec
thit a baight ealour has on skin, you have to mix
different colours.

Thez best way v nderstand this is vo stody it From real Fife
yot' Tl mothce ehar skin ls composed of mygriad colours, such 28
green, vellow and even blue for the lighes, while vioks, gold,
brown. or med make up the shadomws. The hamlest pari of the
soluion is finding the balance between thase calouars,

Transhucens skim lsexacthy the same: you need 1o play with
saturated codours such as orange, red or vellow o simulae the
thinness of the skin, i achieve the right effece. So don't be
afraid 1o wse those somes - just add them on a separaie layer o
see ffhey vk or ot
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Traditional to digital

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

A |
p ’ 4

BTy CAre o pembiomeng
% anod i ghlghis whir
will bl you B0

ackiean a hgher degree of realsm

LT

Answer

Al s byvlsualising the nose as a 30 object that casts

sharlows. s well as its anatonsy, many of the shapes
we think of when we imagine 2 nose are created by
shadimas that give form s the nose iself,
I s simplest fomm, the nose s a criangular blodk thae's wide
In the back and rapers iossards the front. You can use 2 visoual
miode] o determine where the major cast shadows will Rl and

see how its bridge woukd change shape from straight 10 angled as

the head ooms. OF course, noses don't hinee sharp angles, seowe
heawe o imnagine the cp of the nose as belng more Hke a sphere
and the bridge like a cylinder when shading.

When painting the nose, keep these things in mind. Sgan
with a lime drawing om a fla skin tone, Bearing in mind the
geomeiric shapes we've alresdy disoussed, apply pour
brushatrobes following the contours. Soame noses are shimy and

=0 they often pick up colour from the sumounding envimnment.

Reserve the lighest colour om the skin of the face fior the
highlight on the nose,

e &
=] o o~
‘v | Iu'rl- I -—-l-' —h/
Ji (D o M O

FEe
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Question
Can you clarify what
‘chiaroscuro’ means?

Jloel replies

Question
What are the best brushes to doodle
with digitally?

Answer

[ Tuss Jike sketching with pencil,
('I_’,I{ll_’,l o |'II.'II.JII|,| Imk,
keepang the materials simple
is the key. Most of the time |

s just a Hard Boumd brpsh with Pressume
Senaniving enabled For Size and Opaciy
Lately, hovwever, Pve added abaof e w
the brush 1wo: in the Brush Mreset manages, |
turn on the Dual Brush option. This keeps |
thie shape of the Brush the same, bur adds
sevomdary bexhure as vou pis less pressune
on the sivhas, This gives the atherwise
smoth digical surface a bit of grainingss,
wihisch b= good Wy enjony whechl g wilh
charcoall IFyou're a pen-and-ink v pe, iy
the Hamd Round hrush, g uncheck Chber |
Dymamics in the Brush Freser manager.
Howgwer vou work, expetimeni with the

||||n|'.--1'|lu||r-\. ||||r||','\|u:|‘\:'l' IIJ|'L|I.'|| l'-_\_ | but that's p=t my mestselic




How can | recreate a realistic watercolﬂur
effect or style in Phntushop? . A

A[ l ‘
Joel replies

Creating a traditional
41 wterolour in Photoshop is
& fairhy simple. The firss thing
b comslder s the kind of
watercodour effect pau want bo achieve.
Water media such as watercolours and
gouache can be applicd in avery diluted

manner or s & drv echnigue, similario
Tt yionns okt woik wiith aciglics. It
shoukd be nosed that there is really no
right o wrong wiy of doing so, as each
techmiguie will give 3 diffesem look and
feel tovam mage. I skmphy a marter

of preference; bt knowing the effect
you want io achieve will make things

a Jon easier,

IF i usding a set med i in a
trzditiomal fashion, | generally like 1o
keep my paints very dihsed because
of the trmnshicen effect thar ocours a5
the medium dries. Once s diy, |
sometinmes opt go work aver the
image using 2 dry technicue for
things like highlights. The key o
achieving this ¢ffect in Photnshop
15 v acfuss your brosh opaciog. A
ot epacity ensble you o lay
your colour over your image while
retaining rranshicency and meanoes of
presious brugh mrokes. A higher opaciy

lets you wiark in colour in a more opagque
manner, which is great for fixing ermoss or

adding highlights,

Step-by-step: Getting l;l]iit -

Fhegin by scanning in 3 orso Shudy

W vreated using coloured pencil on

-white paper. |

set the blend mods of the

sktetch layer to Multiply and create a

backaraund
layer
urnddernaath the
sketch layer.
Here | fill in the
backgraund
lagrr with a
light beige
tone to give
thve enveral
image & leely
st bant

mﬂhhﬂhntw
foreade tham by arasng |

r;bet:;_wﬂeunm
- hone
R e Righight s need r.:.;i?f

In this pemmin e, | chocme§0 part nsome

ol thi gl 2 ofadpe (ash e

‘miri e b s trachtioral dry Brush echrinue,

wrabbng me i sepamin the figune Trom
thay baciground bt e

1

L

. Meswl | ereats
grhe shetch lang
-sde colour ma
uging a Rownd Hard

)

inally,

layer just De
Shc begin bo
k and loose

br,i:hcl:

drap in 2ome watercolour
textures U ng a s of cusbam

he trick here is not to
tHis effect. as it can tend bo maks your

owerdao

Iimage ook
convedubad and
crverwcrloed
Remember to
lEag T
bruskwcs ke light
and simple and
wiou should
atkain the
desired effect
ol a digita
wratmrealaur,
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Traditional to digital

Question

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

Answer

Diefining the shape of the eye

is the first step in creating
emadion, fust by manipulating
the wany the Hos ourse and P
msch af the irs and pupl & showing, you
can poriray a near-anfindte range of
expressions, [ ecommend oreating sketches
of YOUr % €S TN a IArTor, or using
friends as live refevences o really kearm how
the muiscles in the faee affect the eyes.

Ty girve several examples of how differem
emotions in eyes might look in shetch
formn, 'l scare sith a meutral nelaed shape.

For an excited, airprised or stantled
expression, curve the upper lids mio almost
a perfect semi-circle, leaving soms: of the
white of the eve berween the lris and the
upper lid. As a general rule; the more white
that shows ahove the iris area, the more
wildly intense the look will be

|

l
For a cunning or deceftfial glare, bring |

the upper lid down to avound the top of the '

pupil. and bring the lovwer bid up to cover

part of the iris, This manoe almond shape t

sugRests the eve muscles are being

PeobermeS

= HEWTILAL "
S PE @ *

wWHITE yisaBlE
ABVE RIS

=pounogs SHARE /@ W
g/ >
=y RIT

il e i

- M REps SeARE

= powilk LD m
EsgpuiF3 1S i

= FvE Luhs

TR HED b ¢

[ :"'I o f \’
M R D i

SLep® EVEWID
T=nuifd 115

— G

EaukOg D

Chansirg the shape of the fyos
i the first step In determinrg

FTGEine . Presents Anatonmy

tightemed, which could be represemative
of heavy thought or strain

For a tived, disappoinnad or sad
expresafon, wrm bath eyes down rowands
the outsade of the face. The divnwarnd angle

| suggests the tightening of the mascles

betwern the eyehnoss, which is
characteristic of woarry and woe

Then thene's the cheerfial smdbe, inwhich
the eheek muscles foace the eve's lower Jil
upwarnd o engulf the kweer pare of the iris
For a mowe exciied smile, curve the upper
I e dramaricalby

Bevond shape, these ave a couple of tricks
0 Making eyes CApitme WL VW S
aeniion. Most peopke ane suboonscioushy
Tured in by langer eves, so ome way 1o grab
attention is (o enlange them slightly. Most
people don’t notice when they're anly a tiny
bt bigger, I sorrowful scenes you might
sl soome teass poaling up, or some redness
in the whites of the eyeball. For intensity,
keep the colmar in the iris very light
aopposite the highlight, as this can wiork
@ d bobd ness 1o even very dark eves

F HEPTRAEL
L Ereom o
- FEEiTED
‘\ - Luk PRIED
F @ - STRRTLED
= REEDY
= oyt
= BECENT FuL
= ShD

- — ol Cn PR TED
! &\ -TRED

ErEREF UL

VL, - ) St

How do I draw face
proportions in profile?

aMhiu-ul

Artist'’s secretl




Question

Artist Q&A

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

Answer

There are several wiays io add
natural-dooking e s imo
vour digitzl work. [ apprmach
TN IEXTIITES i T Ways: LIsing,
a range of Brushsmoke tech nigues and
crver layaig scanied textines,
tdost of the time, [use a Hand Round
birush, with Shape and Oypaciny dynamics
st 10 Pressure Sensigiviy and a Jicde Doal
Biash action. | never use Blurmy brushes o
remder forms becwse they always just book
o "cligital” for me. | layer brish strobes
ot the iap of each other and colour pick
the overlapped colours 25 1 go using the Fye
Diopper ool This prodisces a nice gradiem
while still allowing the brushstrobes 1o
shinw through

nanurally sourcad
teafures ared pvedmn
b5 irobass, Frn abie
b iene downamy ey
digital Ao ol gy an.

Step-by-step: Get more from your textures

When It eomes o scanned-in teoiiies,
yint cam Bitemally vse whatever you swant, as
long as it fits om your scanner. Mosihy |
stick with tradmional things such as old
prainy papers, ink and watescolouy
splatches, charcoal ruls, messy 2erylic
bBrushstmkes, and soon. Onee seanned in,
Vo Can go tn iowm messing with layer
mades and oparcities. Fren i youee dome
thils a il llbon tmes, this seage will always
e experimental to some degres.

Sometimes, 1 like o invert the Layer and
gt the Laver made 1o Screen for sems:
lighier speckling and gralniness. This can
add a bot of stmosphese 10 a painting
because you can develop pleasing eflecs
that emulare smoke and dust

Through e wme of Y - i

: '
‘ Artist’s secret
CTATIMG COMECIDU] OF YOUR. EDGEL

by

» 0 w'hen creating textures
mith natural medi

SOImpars
different la
dld it
wae theern into

far wse in future pieces

Dwerlaying scanned

textures 18 of Hhee last

a painting for me

wir placed the
,explore all the
e what

sCan

end up with t2n

ard, biul keap

£, s=lect the texture layer
i magerAdiustment s> - | R

affect of @

faux surface texture

n with the Marques tocd,

e the texlhure

ch the edges of the
Eclit=>

This wall

= zarlmcsti
Define Br
ad it select
Ear paletle. Select the brush
ard cgen your Brush Pre
k just St

wcattenng ana
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Website

TAKE A BREAK AND VISIT
www.imadginefx.com

o s i
T HOPAL, BT -0 P [0
RNT AHO SEEEH
AEETH "
P R L
ESLH AMELL R TR

O P e, F
et Mbb' ¥ recyle

¥ recycie
e Muﬁ&"l“'lm k
SUTHO B Thresaire, o e e ey
B 2 o m b o [ace i b womme
| s Lol W Il ol ol L, i e
i T [ s g A
PHEHE o v W ik e Futuret e EU LR vy L, M ik, CHL 1Y
T Y wvA L ELTR e T s T Fummemamcl e eyvimeree s daposs o
i whand s | S iy

W Wi . Presents Anatomy




lFANTASY & SCI-FI DIGITAL ART

The Ithagine X 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!

PAIRT ARAZING ST & o

VBT M Qs WK,
T

ol want a print
e provlde a much arg

r nhy the previous six
ssg:cﬁ catal cgue with our

Issue 99 5eptember 2013

To celabrate Magic The
el Gatharing's 20th

. birthdany, 'we talk to
50Me amazing Cand
artists, such as Jason
Chan, Scott M Fishar
and John Stanko, while
workshop artias include
| Alaksi Briclot and vollan
Baga. Eloew here. Sparth
‘seulots a selhl vista ard
Dave RapsEa pamis a
dark, broading scene,

Issue 1ﬂ2 Det:ember 2013

Tradithonal SH"S rheet

Sébagtien Rossmach's
cowar art, which also
heralds a rew section in
s the magazing that's

- Oovoted ta bringing you
the kst in traditional
fantasy art. We talk o
Kaith Tharmpsan and
Daran Badear, whise hirm
Pavies brings an Esre

©  gothic craation to life,

l Issue 1nu Qctober 2013

Cr pumper W0tH
arfiversary issue looks
back fo our past and
CAELE AR aye aver the
artists af tha futura,
There's & countdown of
yizUr 100 greatest artists
of all tima, a review of
WL Favourite Covers,
plus workshops from
Jasaen Chan, Rayroond
Swardand and the
mighty GeEnronan!

Discover tha shifls ywol'l
need to breal into the
viden games industry, as
wa speak to the peonka
bBehind The Witcher 3!
Wild Hunt. STar Wars:
The Farce Unleashed,
Rarmember Me ardd Mass
Effect Traditional
fartasy artist Tom Kidd
pants a book cover, and
e Kerdall puts Hangs
Shucho 5 1o the tast,

h—mu-g‘“ nnel

AN ATrf’ MY

BS&*‘%ﬁﬂups

Anatomy: Volume 1 .

low) are available.
igital editions®

i —————a

| Issue 101 Nnvember 2013

Let aur sei-fi artists tabe
yiou to strange, new
worlds: John Barlay,
Peter Elsomn and Chrs
Picstre visit & galaxy
cated 'Inspirationa’. Cur
wiorkghop sechion

i luckas art Troem Keith
I'hrompson, Emma
Vieceli and Tham
Tenery, and we chal o
the artists of imaginary
Frignds Stucios.

| Issue 104 January 2014

Thiz morth's articts wil
help you push your
painting kil inta
prenvinusly untanped
areas with sdvice on
devieloning wour artistic
woice, creating art from
e pruskes, and
rmore. Simaon Dominic
Ereathes lite inte an old
concapt, and wa revaal
the wirmers of this year's
Rising Stars contest,

isit hittp://beta.imaginefx.com/shop




———p-0-4 HOW TO DRNLHJ\.ND PAINT »-o-te———

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.
A f——

ll'.’t NTASY b] SCI-F1 DIGITAL A ITK
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