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CHANGING AN AWKWARD
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TIN CANS PILED ON A SHELF
ARE DULL TO LOOK AT-AND
SO IS THE DRAWING ON
THE LEFT, DESPITE THE
PRETTY GIRL. (SEE HOW
STIFFLY SHE STANDS)

iIF WE PUSH THE CANS OFF
THE SHELF, NOTE HOW THEY
BECOME MORE INTERESTING —
NOT JUST BECAUSE THEY
ARE MOVING, BUT BECAUSE
THEY NOW F—ORM A CHANGING,
DIVERSIFIED PATTERN.




POSE INTO A GRACEFUL ONE

IN THE SAME WAY, THE
FIGURE ON THE RIGHT IS
MORE PLEASING TO LOOK
AT THAN THE ONE ON THE
OPPQOSITE PAGE.

THE DIAGRAM BELOW SHOWS
HOW THE OUTLINES OF THE
FIGURE ON THE RIGHT HAVE
BEEN SHIFTED SLIGHTLY TO
IMPROVE THE DRAWING.

NOTE HOW SHOULDER-LINE
AND HIP-LINE IN FIG.2 ARE
SLANTED IN OPPOSING
DIRECTIONS.

FIG. 2 IS THE SAME DRAWING
ANATOMICALLY AS FIG.1: BUT
THERE IS A GREAT DIFFERENCE
BETWEEN THEM. THE DIFFERENCE
IS IN THE ACTION.




~AT1ON

IN YOUR FIGURE
DRAWINGS WILL
MAKE THEM MORE
INTERESTING TO
LOOK AT.

THESE FIGURES
ILLUSTRATE ONE
TYPE OF ACTION
FIGURE,

THE FIGURES ON THIS PAGE
ARE DRAWN S0 AS TO GIVE
THE ILLUSION OF THEIR
BEING IN MOTION, WHILE
ACTUALLY THEY ARE NOT.




BUT THERE 1S ACTION IN
THIS RELAXED, STATIC
FIGURE, ALSO.

THE ACTION IS IN THE
LINES FORMED BY THE
CONTOURS (OUTLINES) OF
THE BODY.

AN \\«f\‘i:f




THERE ARE TWO THINGS THAT WILL
CREATE ACTION IN A FIGURE DRAWING —

THE FIRST IS VARIETY. @\
REMEMBER THE TIN @/\

CANS ON THE FIRST TWNO
PAGES? THE CANS THAT
HAD FALLEN MADE A MORE
INTERESTING DRAWING, BECAUSE.
THEIR OUTLINES FORMED VARIOUS

ANGLES WITH ONE ANOTHER.

YOU REMEMBER TO APPLY
THIS PRINCIPLE TO FIGURE

IT 15 IMPORTANT THAT
DRAWING. . ﬁ

ON THIS PAGE YOU SEE
DIAGRAMS OF FIGURES SHOWING
VARIETY IN THE DIRECTIONS OF
THE LINES THAT FORM THE FIGURES. -
NOTE THAT THE LINE THROUGH THE
CENTER OF THE UPPER PART OF THE
TORSO (@) CROSSES THE LINE '
DRAWN THROUGH THE LOWER SECTION
OF THE TORSO. (b)




THE SECOND FACTOR 15 THE LINE OF ACTION. THE LINE OF

19 THE MAIN DIRECTION IN WHICH THE BODY BENDS OR STRETCHES

2 ACTION 15 THE SWING OF THE BODY IN A PARTICULAR POSE: IT

OR LEANS. IN THE DRAWING BELOW, THE LINE OF ACTION 15 FORMED
BY THE CONTOUR LINES OF SEVERAL PARTS OF THE BODY. THESE LINES
FLOW INTO ONE ANOTHER S0 AS TO FORM A CONTINUOUS LINE OF
ACTION. NOTE THAT HERE THE LINE OF ACTION 15 THE LONGEST
CONTINUOUS LINE IN THE BODY.

NOT ALWAYS 1S THE ACTION
AS OBVIOUS AS IN THIS CASE-
8UT THAT DOES NOT MEAN
THAT THERE IS NO LINE OF
ACTION.

o] /x\
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THE ARTISTS JOB 1S TO
MAKE THE IMPORTANT BUT
SUBTLE THINGS MORE EVIDENT
TO THE OBSERVER. THE
IMPORTANT THING ABOUT A
DRAWING 16 THE MAIN IDEA
THAT THE ARTIST WANTS TO
PUT OVER. IN THE CASE

OF MOST FIGURE DRAWINGS,
IT 16 THE LINE OF ACTION.




DON'T MISS THE
L/INE OF ACTION/

DRAW IN THE
LINE OF ACTION
FIRST, THEN FILL
IN THE CONTOUR
LINES OF THE
FIGURE AROUND
IT.

IF YOU MISS THE
LINE OF ACTION
YOU WILL PROBABLY
BE DISAPPOINTED
IN YOUR DRAWING. /




IT 16 PARTICULARLY IMPORTANT THAT YOU FIND THE SWING OF
THE BODY IN SEATED POSES. |F YOU STRESS THE LINE OF
ACTION IN SEATED FIGURES, THEY WILL APPEAR MORE LIFE-LIKE.

TO THOSE WHOSE KNOWLEDGE OF ANATOMY |S NOT YET TOO
ADVANCED 1 WOULD SAY THAT THERE IS NOTHING THAT WILL
DO MORE TO IMPROVE YOUR FIGURE DRAWINGS THAN TO
STRESS THE ACTION.

EXAGGERATE THE ACTION IF NECESSARY/




IF YOU ARE LUCKY ENOUGH TO
HAVE A MODEL, POSE HER SO AS
TO SHOW A DEFINITE LINE OF ACTION,
OR ELSE EXAGGERATE THE ACTION
THAT YOU DO SEE IN THE POSE.

~ACTUAL POSE—
NOT EXAGGERATED

EXAGGERATION

AS YOU CAN SEE, IN THIS

POSE T EXAGGERATED THE .
LINE OF ACTION THAT WAS e
NOT TOO APPARENT IN THE S
MODEL'S ACTUAL POSE. N
I MADE HER BODY LOOK (¢22/aN\ 4

x
MORE RELAXED BY & \5////
DRAWING HER AS IF SHE 7
WERE REALLY LEANING ON
THAT ARM.
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DECIDE WHAT IS MOST CHARACTERISTIC
ABOUT A POSE, THEN MAKE IT DO MORE.

7 A i S

= L
s \
N \

ACTUAL POSE
NOT EXAGGERATED

ON THE OPPOSITE PAGE,
THE MOST OBVIOUS
CHARACTERISTIC OF THE POSE \\,
5 THAT IT 15 A RELAXED POSE,
A "4LEEPY* POSE - THE MODEL
COULD FALL ASLEEP IN A POSE
LIKE THAT. THEREFORE, 1 DREW IT 50 A5 TO GINE THAT
EFFECT,

ON THIS PAGE, THE POSE 15 INHERENTLY AN ALERT ONE.
$0 I'NE MADE T MORE ALERT-|'VE PUT 'PEP' INTO IT!

IT 15 UP 7O YoU TO JUDGE WHAT THE ACTION 15 IN EACH
POSE THAT YOU DRAW. BUT PO MAKE 50ME DECIIION - AND
MAKE IT OBVIOUS IN YOUR DRAWING. RIGHT OR WRONG,
DON'T BE HESITANT. DRAW IN THE LINE OF ACTION YOU
THINK YOU 4EE, THEN 4TICK TO IT AND EXAGGERATE IT
IF NECESSARY.
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EXAGGERATE

THE DIFFERENCE IN
THE EXAGGERATED
POSE 15 SLIGHT,
BUT VERY IMPOR-
TANT,




FOR EFFECT/

IS



NOTE THAT THE ARMY AND LEGY FOLLOW
THE ACTION EXPRES4ED IN THE TOR%0O
AND HELP TO ACCENTUATE THE ACTION.
THINK ABOUT THAT FACT WHEN YOU DRAW
A FIGURE, AND CHANGE THE POSITION OF
AN ARM OR A LEG IF YOU THINK IT
WILL HELP,

DON'T BE AFRAID - BE BOLD/ AN
ARTIST WHO 19 A 5LAVE TO WHAT
HE ACTUALLY 4EES BEFORE HIM
WILL DRAW STIFF ~LOOKING
FIGURES.




IF YOUR DRAW-
INGS ARE STIFF
AND LIFELESS,
TRY LOOSENING
THEM UP BY
MAKING QUICK,
CAREFREE SKETCHEY
LIKE THIS ONE.

BEGIN DETAILED
SKETCHES IN

THIS MANNER,
ALSO ~ FILL IN

THE EXACT CONTOUR
ONLY AFTER YOU
HAVE PUT DOWN A
COMPLETE IMPRES-
S5ION OF THE
FIGURE AND ITS
ACTION.

17




[ ] @
STUDENTS USUALLY HAVE DIFFICULTY '
DRAWING THE FIGURE IN RECLINING
POSES. THE RESULTS OFTEN LOOK
LIKE A CAKE THAT HAS FALLEN IN ]
THE OVEN. [

NOTE SWIRLING ACTION LINES IN
THIS DRAWING. TRY TURNING YOUR
DRAWING ON END, AS IF THE FIGURE
WERE STANDING: YOU MAY FIND IT
EASIER TO SEE YOUR MISTAKES IN
DRANING FROM THAT ANGLE.

IF YOU 4TUDY THE DRAWING ON THE RIGHT
CAREFULLY, YOU WILL NOTE THAT THE LOWER
PORTION OF THE TORSO 15 DECIDEDLY TIPPED,
WHEREAS THE UPPER PORTION LIES FLAT.

TO EXPLAIN IT MORE CLEARLY, $EE THE
DIAGRAM ABOVE. THE BOXES REPRESENT THE
UPPER. AND LOWER SECTIONS OF THE TORSO.

18
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- DON'T BE "FINICKY " ABOUT

SHADING YoUR DRAWINGS/
A QUICK SIMPLE SKETCH




...CAN BE DEVELOPED INTO A FULLY RENDERED
DRAWING LIKE THIS.

B




YOU WILL PERHAPS FIND THIS HARD TO BELIEVE, BUT
IT'S CLOTHES THAT MAKE ..

fl ]
=2
\

TO CHANGE A NUDE
TO A PIN-UP, YOU
MUST ADD SOME
CLOTHES.

-V

THERE 1S NO MYSTERY

ABOUT A NUDE: THERE
IS5 ABOUT A GOOD
PIN-UP,

THERE 1S ANOTHER ANGLE
TO THIS TYPE OF DRAWING,
OFTEN IGNORED. COSTUME
DESIGNERS FOR FLOOR-
SHOWS ETC.,WILL TELL

YOU - DRAW ATTENTION TO
ONE THING AT A TIME! IF
IT'S LEGS, THEN MAKE IT
LEGS ONLY-COVER UP

THE REST!

THE PIN UP GIRL/

22




| BATHING SUITS THAT THESE GLAMOUR PROPORT-

GLAMOUR GIRLS ARE USUALLY DRAWN TO SLIGHTLY
DIFFERENT PROPORTIONS. SOME OF THE BEST
PIN-UPS ARE REALLY AMAZINGLY EXAGGERATED-
LONG LEGS, TINY WAIST, AND SO ON. THE CHART
BELOW WILL SHOW YOU IN WHAT WAY TO DISTORT
THE NATURAL PROPORTIONS. YOU MAY HAVE
NOTICED IN THE BETTER ADS FOR GIRDLES AND

IONS ARE USED.

Note short
thighs, long
calves, tiny —

waist and
ankles.

Proportions to which
a girl is usually drawn.

Ve

Pin- up gQ]/propor'tions.

23



THINK UP CUTE
COSTUME IDEAS FOR
GLAMOUR GIRLS. PLACE
THE FIGURES WITH THE
APPROPRIATE PROPS,
AS ON THIS PAGE AND
THE ONE OPPOSITE.

l:‘ h \'f‘l h/t
[«
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NOTICE THE PROPS IN PIN-UP
DRAWINGS THAT YOU SEE. THEY
ARE SURPRISINGLY IMPORTANT
10 THE IMPACT OF THE
DRAWINGS.

25
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ARE STANDARD EQUIPMENT
FOR THE GLAMOUR GIRL.
BUT THEY'RE DIFFICULT TO
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YOU'VE PROBABLY HEARD THAT ONE BEFORE.
WELL, WHY DON'T YOU FIND OUT? TRY
PUTTING CLOTHES ON YOUR FICURE DRAWINGS.

YOU FIRST AW THIS FIGURE ON PAGE 11.
ON THE OPPOSITE PAGE, T HAVE PUT
CLOTHES ON HER, ATTEMPTING NOT TO
LOSE THE EFFECT OF THE FIGURE DRAWING
UNDERNEATH.

DESPITE THE FACT THAT THE LEGS DO

NOT SHOW, THEIR, POSITION 15 SUGGESTED
IN THE WAY IN WHICH THE SKIRT 15 ARRANGED,
ALWAYS DRAW IN THE LEGS UNDER A

SKIRT, WHETHER THEY ARE SEEN AT ALL

OR NOT.

USE REAL FASHIONS ~ DRESSES YOU HAVE
SEE OR SEEN ADVERTIZED. IT WILL MAKE
YOUR DRAWING LOOK AUTHENTIC: VERY
FEW PEOPLE CAN JUST “THINK UP"
FASHIONS.

TO C}HAN GE THIS

5
\\(

IT 156 PARTICULARLY IMPORTANT THAT YOU FIND THE SWING OF
THE BODY IN SEATED POSES. IF YOU STRESS THE LINE OF
ACTION IN SEATED FIGURES, THEY WILL APPEAR MORE LIFE-LIKE.

TO THOSE WHOSE KNOWLEDGE OF ANATOMY 1S NOT YET TOO
ADVANCED I WOULD SAY THAT THERE IS NOTHING THAT WILL
PO MORE TO IMPROVE YOUR FIGURE DRAWINGS THAN TO
STRESS THE ACTION.

EXAGGERATE THE ACTION IF NECESSARY/

A% YOU NOTICE, 1 CHANGED THE POSITION

OF ONE OF HER ARMS. THIS 15 NOT RS
DIFFICULT TO DO A% YOU MAY IMAGINE. URAW
CYLINDERS FOR THE PARTS, A9 SHOWN, THEN ADD
DETAIL. A FORESHORTENED ARM OR LEG 15 JUsT
A FORESHORTENED CYLINDER- DON'T LET IT
SCARE YOU.

DRAW CYLINDERS, 7HEN FINISH.

28
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OF YOUR FRIENDS, TO LEARN
HOW WRINKLES ARRANGE THEM-
SELVES INTO PATTERNS ON THE
Bovy.

NEVER. SLAVISHLY COPY A
PHOTOGRAPH. HOWEVER , FASHION
PHOTOS ARE USEFUL TO SKETCH
FROM AFTER. YOU HAVE DRAWN
THE FIGURE A GREAT DEAL. USE
THEM FOR. THE LATEST STILES,
IMPORTANT DETAILSY OF WOMEN'S
CLOTHING.

THERE 19 AN EXCELLENT BOOK
CALLED "DRAWING DRAPERY
FROM HEAD TO TOE," BY CLIFF
YOUNG. IT EXPLAINS HOW
WRINKLES TEND TO FALL ON

A FIGURE.

30




TRY TO KEEP THE ACTION
OF THE FIGURE UNDERNEATH
IN YOUR CLOTHED SKETCHES.

IT IS SUGGESTED THAT EVEN

IN QUICK SKETCHES OF CLOTHES
YOU DRAW IN THE FIGURE FIRST,
THEN THE CLOTHES.

4 1|
2
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WORK ALL OVER THE
FIGURE AT ONCE!/

NOTE STAR-SHAPED
PATTERN WHERE KNEE
JUTS FORWARD,

31




Study (ﬂafééy Posea.....

WALKING POSES EXPRESS
PERSONALITY AND MOOD -
KEEP YOUR EYES OPEN FOR
IDEAS !

\

L
N

%2




ON THIS PAGE, THE WAY AN
THE DRESS IS DRAWN, AS AN
WELL AS THE FIGURE DRAWING \_/A‘\
UNDERNEATH, MAKE HER LOOK. ‘7}
AS IF SHE WERE IN A HURRY, Wy

NOTE THAT THE WRINKLES X

IN THE BLOUSE ARE DRAWN '

SHARPLY, TIGHTLY, EXPRESSING  ~ ‘\
K

TENSION IN THE MATERIAL

33




'ON THE OPPOSITE PAGE IS A
PICTURE THAT IS MADE BY AN
ACTIVE FIGURE DRAWING.

Take a figure shketch:

Tighten up the lines
DO THAT ON A PIECE OF

TRACING PAPER LAID OUT
OVER YOUR DRAWING.
Think of an idea of
what she could be doing
IN THIS CASE IT IS ALIGHTING
FROM A CAR AND PETTING A
DCG.
Make any necessary
changes in the pose to

fit the idea.:

Get authentic
costume ideas:

Then go to worh ! 7 /

YOU WILL PROBABLY -
e el

L .
DO WONDERS FOR
YOUR FIGURE DRAWING. (suPForT>

NOTE THAT THE BALL OF

HER RIGHT FOOT |15 NOT
DIRECTLY UNDER THE PIT
OF HER NECK, AS IS UsUALLY
THE CASE IN STANDING FIGURES.
THIS 1S BECAUSE HER WEIGHT
1S NOT COMPLETELY BALANCED
BY ITSELF, SINCE SHE |5 LEAN-
ING AGAINST THE CAR.

34
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Study diffenent matcrials and
how to draw them. for instonce.

STARCHED COTTON FORMS SHARP- TRANSPARENCY -
CORNERED FOLDS. oiLK AND RAYON ON THE PAGE OPPOSITE
YOU SEE A sTUDY IN

FALL LOOSELY, SOFTLY. SATIN HAS
STRONG LIGHTS AND DARKS THAT TRANSPARENCY. NOTE
MAKE [T SHINE. WOOL FORMS BIG, THESE FACTS
ROUND FOLDs. /7

curtain proport -
ionately lighter

curtain darker than attern of light !
light area behind, > figure. ) thage‘:]?:'j .I%bJECts
ekcept for highlights. J J/ .

high-lights

on dréss

dress darker
N g ored bods ehows through
) shows u
snind ! w?le%e druéss touc?hes the skin\

/ \ ) dress lighter
. than dark
: ; background
N~
dark tone of the

36
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LINE OF ACTION

ADD INTERESTING BACKGROUNDS TO
YOUR PICTURES. CLIP THEM FROM
MAGAZINES, TAKE YOUR OWN PHOTOS.
BUT ONCE AGAIN - DON'T COPY RIGIDLY
FROM PHOTOS/ 1 USED THIS SNAPSHOT
L HAD TAKEN FOR THE DRAWING ON
THE RIGHT. NOTE THAT I DID NOT USE
THE PHOTOGRAPHIC PERSPECTIVE, BUT
A MODIFIED VERSION INSTEAD. NOTE
ALSO THAT I OMITTED MOST OF
THE DETAIL.

I \

THE ACTION IN THE FIGURE DRAWING
FOR THI$ PICTURE 15 VERY SUBTLE.
BUT IF L HAD NOT DRAWN THE
FIGURE UNDERNEATH, MUCH OF THE
EFFECT, OR IMPACT, OF THE PICTURE
WOULD BE LOST.

38
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