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GLOSSARY

fimbient lioht The soft, non-
directional lighting present in a scene,
as if from an overcast natural light
source. See also diffuse light.

finalogous ¢olors similar colors that
sit beside each other on the color wheel,

such as blue, blue-green, and green.

Atmospheric perspective The effect of
distant objects appearing pale and hazy
due to the natural scattering of light in
the air. Also called “oerial perspective.”

Bounce light lumination created by light
bouncing off a nearby surface and onto
the subject. Also cailed “reflected light”

(ast snadow The hard-edged shadow
created by an object blocking the light.

Color NArMONY This refers to the theories
of color combination and how to achieve
visually pleasing colors. Complementary,
analogous, and triadic color combinations
are common color harmonies.

Color palefte The selection of colors
present in an image, especially if
chosen to create a specific effect.

compiementary colors Contrasting
colors that sit opposite each other on the
color wheel, such as red and green.

Composition The process of arranging
the elements of an image, or the
results of such a process.

Contrast The quality created by
juxtaposing different or opposing
elements in a scene, such as light and
shadow or hardness and softness.

Core shadow The darkest part of a shadow.

Diffuse light Light that has the
quality of being softened or scattered,
either by environmental elements

or matte surface materials.

Focal point Also called a “point of interest”
An area of an image to which the viewer’s

gttention is intentionally drawn.

Foreshortening The perspective effect
of an object becoming shortened as it
is pointed in the viewer’s direction.

Form a subject that has shape
orvolume in an image.

Gesture a simple sketch that
captures the essence of g subject’s
form, pose, or movement.

Goiden ratio a mathematical formula
that can be used to measure the
“perfect” proportions for an image.

Grayscale The range of monochrome
shades emcompassing black, white, and
grays (or an image made using these).

Half-10N€ The tone that is halfway
between light and dark on a range
of values. See also midtone.

High-key lighting a lighting setup that is
evenly illuminated and does not feature
heavy contrast or very dark shadows,

HiohliORt The brightest area on
an illuminated subject.

HUE A color’s fundamental category
or type, such as red, blue, or green.

Key {ight The main light source in a scene.

Local color The basic color of a subject when
it is not lit or influenced by external sources.

Low-key [iohting Alighting setup
that features dramatic contrast and

predominantly dark values.

Midtone The tone or range of tones
that are neither bright nor dark.

Negative SPace The “empty” space around
and in between the objects in an image.

Perspective The effect of objects appearing
smaller as they recede away from the viewer.

Plane A fiat surface with corners and edges.

Plein air painting outdoors as form
udy. From the

“outdoors”).

of observational st
French en plein air (

primary fNlig One of the three hues
(blue, red, ond yellow) that cannot
be made by mixing other hues.




Hgzskolen

3 A Image @ Dave Santillane:
iInriandet g §

HOGSKROLEBIBLIOTEKET HAMAR

3dtotalPublishing

Our Pledge

From 2020, 3dtotal Publishing has pledged to
plant ‘one tree for every book sold by partnering

with ond donating the appropriate amounts

to re-foresting charities. This is one of the first

steps in our ambition to become a carbon neutral

_ company with carbon neutral publications, giving

MIX - - s . : our customers the knowledge that by buying from

Paper from

FSC responslble eources 3dtotal Publishing, we are Wofking ‘Ogethef to

oy FSC® C022612 i [
— - balance the envirenmental damage caused by the

publishing, shipping, and retail industries.




Image @ isabel Garman

Gontents

Introduction

Light
& shape

By Sean Layh & Gilles Beloeil

- Art history: light in time
- The language of light
- Lighting shape

Golor
By Sean Layh & Gilles Beloeil

- Art history: a color primer
» Hue, saturation & value

- Color harmony

- Combining color & light

Gomposition

By Andrei Riabovitchev
& Dave Santillanes

+ Compositional tools

+ Compositional devices

» Enhancing compositions
» Planning compositions

* Your subjective opinion

10
16
38

92

54
56
62
70

90

92
100
114
124
125

Perspective
& depth

By Roberto F. Castro
& Dave Santillanes

« Art history: the past
in perspective

« Perspective

« Depth

Anatomy

By Matt Smith, Mario Anger,
Sylwia Bomba & Rita Foster

« The head

« Expressions
« The torso

- The arm

- The hand

+ Theleg

« The foot

Glossary
Contributors
Index

132

134

136
156

174

176

192
206
220
234
240
250

216
278
282



INTRODUCTION

Welcome to the second edition of 3dtotal Publishing’s bestselling Art
Fundamentals. No matter your skill level, chosen medium, personal
style, subject matter, and aspirations, understanding the universal
theories of art is essential to your success. With this in mind, we’ve
assembled yet more experts from the worlds of sketching and
painting to demonstrate these concepts. Although the theories and
fundamentals of art never change, there are always new ways to learn

what they are and showcase them in action.

We begin with probably the most basic subject - light, without which we
would be unable to create ort at all. Learn how a strong understanding
of light enables you to emphasize shapes, create a particular mood,

enhance composition, and even influence the viewer’s mood.

Of course, the vast topic of color comes next. With many updated
diagrams in this edition, novice artists have the opportunity to work
through the subject in an easy-to-understand and visual manner.
Advanced artists will also find much to take away, thanks to detailed

case studies of new artwork.

The theories behind composition involve sciences including
mathematics, physics, and even biology. This chapter now features
many cleverly annotated overlays that demonstrate not only how
these disciplines work in the context of your work, but also how they

can enhance your artistic intuition for impressive results.

Meanwhile, throughout history, artists of all skill levels have strived
to convey our three-dimensional world on a two-dimensional canvas.
The tools to help you achieve this are perspective and depth, both of
which are discussed alongside updated and insightful diagrams and
images. When combined with the other tools in this book, immersive

scenes are always within your grasp.

Whether your style of art is fine, stylized, or even concept, a sound
understanding of anatomy will serve you well. New artworks, including
planar models for drawing the head and face, add even more practical
information to the chapter for a more confident approach to decling

with figures in your art.
Whether read in order from cover to cover or dipped into for advice

when needed, mixing the fundamentals with your own creative flair

will result in art that continues to improve and impress.

Marisa Lewis
Editor, 3dtotal Publishing

FUNDAMENTALS APPLIED...

To take your knowledge from theory to
application, look out for the “Fundamentals
Applied.." pages throughout the book.
These feature detailed, professional case
studies of works in progress and finished

pieces, discussed bythe artists themselves.

Image © Lorentd tantranconl’




hape

One ofthe first key concepts to consider When creating an image is the impact
of light. Itis not just another alement ih the- canstruction of an artwork. It js:the
fundamental element - the fundamental of fundamentals. Without light, thera is
no image. It is what makes everything we see visible and forms the basis of our
perception aficolarand shape. Lighting can be bold and striking, or o more subtle
Pott afa compesitian Eitherway, it is crucial to undetstand how to Use, reptoduce,
and manipulate lightto create differant effects.

In this chapter, we will first explore sanie notable Hitorical milestones in artists!
22€ of light. We il then delve into the terms and

principles that artists use to
understand lightini,

intreducing  you to essential visual!coricepts stch as value
ond shape. By the end of this chopter,

of light, hey it can influence animage
artworlc By plunning.wlt_hlIljghg'iﬁc'i]hé;.

Youshould have a stronger understanding
and the viewer, and how to strangthien Lour
and shapein mind,

) aptel
Images © individual arlists as listed throughout 1he €1




Light & shape

ART HISTORY: LIGHT IN TIME

There are many lenses through which art history
can be viewed, one of which is the use of light in
art. Appreciating how light has been portrayed
in different periods helps us, as contemporary
artists, to make critical decisions about how
we use light in our own work. We will begin our
exploration of the topic by briefly considering
two radically different approaches to light in the

history of European art.

Caravaggio: bridgi
an old and new Europe

To look at a painting by Michelangelo Merisi
da Caravaggio (1571-1610) is to be struck by his

ng

use of light, Luminous shafts cut through his

paintings and focus the viewer on their dromatic

content while plunging the surroundings into

near-darkness, as shown in image O1, Judith
Beheading Holofernes (c. 1599). In compatrison to
his contemporaries, Caravaggio’s use of bright
lights and pitch blacks was radical, and to our

eyes can appear very modern,

So, what prompted this stylistic innovation?
Although much of Caravaggio’s life remains
a mystery, some insights into his aesthetic
development can be gleaned from the context
in which he painted. The acceptance of his
radically contrasted canvases by the public and
the religio-political establishment indicates that
some larger movement was unfolding at the
time - one that allowed for bold departures from
tradition. This movement would become known
as the Protestant Reformation, an upheaval that
sent violent shockwaves through Christendom

and stimulated a Counter-Reformation in

Catholic enclaves, In Italy, a Catholic stronghold
and home to Caravaggio, the expectation and
the challenge of an artist was to counter the
advance of Protestantism by engaging the
devout public emotionally in the drama of the
Gospel. The pre-Reformation focus on didactic
biblical scenes gave way to Caravaggio’s
visceral depictions of contemporary humans

living the grit of the Christian saga.

In this sense, the genius of Caravaggio’s use of
light, and its modern appeal, lay in his portrayal
of the psychological drama of his human
subjects (image 02). This approach stood in
strong opposition to the timeless and somewhat
detached works of his predecessors - a feat
he would hardly have achieved so strikingly

without an inspired use of light.

-

A7 Caravaagio's oy sitten by g 11797 (c. 1600)

AT istory: Hoht in time




Light & shape

1=

A D4 None's Vetheui! (1879)

Bnism: an
al realism

Much like Caravaggio and his followers, the
Impressionists When the
movement emerged in the last decades of
the nineteenth century, the trend of Paris’s

academy painters was to depict historical and
mythological scenes.

divided opinion.

The Impressionists, whose members included
Claude Monet (1840-1926) and Pierre-Auguste
Renoir  (1841-1919), moved away from the
controlled conditions of the studio to study and
copture the nature of light and its ever-changing
f§fm& Their focus led them to paint en plein air
(outdoors), shifting themes from the grand and

:l_}lsf:oricql to the postoral and everyday (images
03 and 04).

One way to appreciate this shift from the
mythological to the everyday is to understand
that the Impressionists belonged to o time that
had been transformed by developments in the

A 03 Monet's Woman with a Parassl - Madame Monet and Her Son (c. 1875] ==

Art history: light in time

natural sciences. The nineteenth century saw a
proliferation of hobby-naturalists investigating
the world as it stood before them. The nature
and behavior of light was another natural
wonder to be observed through new eyes and
dissected for new knowledge, In the case of
the Impressionists, these investigations were
undertaken with the paintbrush in place of the

naturalist’s toolkit.

Impressionism can be viewed as a paradigm
shift for representational art; o shift where
the artists, perhaps for the first time, applied
a scientific level of scrutiny to light and how it

illuminated the world around them.

Light in our time

Taken together, the two previous examples help
us to appreciate that we also use light in a way
that reflects our times, whether we are conscious
of it or not. A good question to ask ourselves
as we begin this chapter on light is, “What

influences our own use of light?”

How might our smart devices and love affairs
with cinema and photography subtly - or
forcefully - influence how we represent light in
our work? Much like the Caravaggisti and the
Impressionists, the answers to such questions
will be highly individual but may reflect larger
trends in our world. Image 05 (next page) was
created with digital software for a video game,
rather than with pigments on canvas, but the
goal of immersing the onlooker in a scene
through the engaging use of light and dark

remains the same as ever,

To an artist, light is important both conceptually
and practically. This chapter will consider both of
these perspectives. You will learn how light can
be understood in theory, how it plays into the
practices of both traditional and digital artists,
and the practical skills you need to apply these

ideas to your own work.

13



Light & shape AT history: fight in time

“To an artist, light

is important both

conceptually and
practically”

Many painters today can be found working in various entertainment industries, creating artwork for film, animation, tetevision, video games, and publishing

Image ps; y ;
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Light & shape

A 06 An atmospheric landscape scene by Giles Beloell

THE LANGUAGE OF LIGHT

While part of creativity is freedom from rules,
there are general guidelines and universal
concepts that can help artists to create stronger
images. Knowing these guides and principles
enables you to develop a better understanding
of the creative process, and will become the
basis for your artistic experimentation, helping
you to achieve your own methods of thinking
and painting. Before discussing any specific
techniques, this section will define the common

language used to describe light.

Value

The first concept we will consider is value. When
discussing art, the term value describes the
range of brightness and darkness within your
image. In terms of describing light and creating
an image, value is actually mere important than
color. You need to understand value to be able

to paint an image, whether or not it is realistic in

16

style. Any type of rendering requires you to think
in terms of value and how to allocate lighter or

darker areas.

If you toke a colored image that features a
clear value range (image 06), and remove all
color from it, the image will still be completely
readable in grayscale (image 07). Inversely, if
you were to take away from the image’s value
range and leave only the color palette behind, it
would be very difficult to distinguish its content

(image 08).

The fanguage of light

requires you to

think in terms of
. Valueand how to
> allocate lighter
or darker areas”

A7 i -
A U7 Wnen viewed as pure grayscale, Without the colar, the scene’s values are still fully Iegible

A 08 Wiyt 5
S 0ul a
———— 83U000G value arrangement, tng gogne would be illegible

Ot Glises
Eloell ® 2010 Ubisp i
TLENtertainment Al pi
Rignts Ae in" I |
Served. ASsassin's Creed, Ubisot and the Ubisoft 1ogo afe trademarks of Ubisalt Entertainment n the U S. and/or other countries ]7



1he language of light

Light & shape

A 09Tnis illustration by Giltes Beloeil snowcases a strong and distinct balance of ignt and dark

In compari ima
isan, i 3 co i m
ge 13 contains light and dark areas that are si ilarly

shaped ang set out in o

ﬂ.ﬂ@l E'ML WIBHSUE; {Lﬂarﬁ{ Edﬁ‘ﬁf‘?ﬁg completely into black and white, the organization of light and dark

. : A
becomes even clearer (image 11). gmmetrical manner. There is no dominant

value or variety, so the w
and bBoring to look at. T
between Volue ang shap

Value is also essential regarding the overall design of your painting.
You have to organize your subject matter into rational patterns of light hole image becomes too regularly proportioned
and dark if you want to achieve a certain atmosphere or visual impact. ifthe black and white version is simplified even further, almostinto abstract his highlights the importance of the relationshi

shapes as shown in image 12, the use of light and dark masses is still cled® & which e will explore further on page 47 ;

Image 09 shows a more complex example of a painting with a distinct
. . . = L
varied, and impactful. The dark areos are dominant, guiding the yiewer

palance of light and dark patterning. When this image is converted into

grayscale (image 10), the scene is still fully legible. if the image is converted

A 13 Introducing too many similar elements weakens the value sfapes

look toward the light, detailed areas.

||ﬂ§9809-13l1 | rademarks of Unisoft Entertainme
¥ Gilles Beloei © E B Uhis d
eil 2010 Ubisor ertai R
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Light & shape

Poor value setup

Strong value setup

20

Apove images bY gille

How value affects
animage

When starting an image, you should ask yourself
the following important questions regarding the
atmospheric conditions you want to depict with

your use of lighting and value.

« What are the lighting conditions? Day
or night? Is it overcast or foggy? Is there

any dust or pollution?

« What is the light source? For example,

is it a torch, or the sun?
« How strong is the light source?

« What kind of mood do you want to

create?

« What kind of feeling do you want the

viewer to have?

Answering these will allow you to develop a
solid mental image from which to start your
illustration. It is strongly recommended to create
a few value studies of the image you wish to
paint before starting to create the actual artwork.
This will help you to understand and control the
balance between light and dark, and allow you

to test out different value relationships.

three shadows

The human eye loves to be entertained with
well-balanced value relationships, and incorrect
or messy values have a massive impact on the
believability and appeal of your artwork. It is
important to clearly identify large, simple value
shapes in your artwork - they will form the heart

of your design and give it visual power.

Your value design should clearly identify the
differences in light and shadow; a helpful rule to
follow is that the lightest values in your shadows
should still be darker than the darkest values in

areas of full light.

Image 14 shows two versions of the same scene,
with different control over its values. The top
version has poor value control; the light areas
are too dark, the dark areas too light, and the
overall impression is dirty and disjointed, with
a murky atmosphere that does not fit the well-
lit outdoor setting. The bottom version is the
same scene with more unified lights and darks;
the shapes are distinct, the transitions between
similar values are smoother, and the image is

easier to read and more engaging as a result.

Value scales

As you will have gathered, it is imperative to
choose yourvalues based on the effect and mood

you want to convey in your image. Therefore, it

three midtones

one half-tone

The language of light

is useful to have tools and terminology at your

disposal to measure and analyze values.

In reality, values exist along a gradient that
shifts in imperceptible degrees from darkness
to light, but when it comes to art we tend to
discuss ranges of values that cluster along this
continuum. These ranges can be thought of
as shadows, highlights, and midtones - these
being the darkest, brightest, and in-between

values respectively.

To help visualize this, many artists use what
is known as a value scale (image 15). This is a
useful tool when considering the range of values
you will use in your image. Think of a value scale
as setting the upper and lower bounds on your
image’s highlights and shadows, and in the

process defining the range of your midtones.

A traditional value scale consists of nine values,
ranging from the image’s darkest to lightest
values. These can be broken down into three
shadows, three midtones, and three highlights,
or four dark values and four light values with a

single midtone at the center.

three highlights

four lights

2




Light & shape

The term “value” is not restricted to defining the gradient of tones

between black and white - it is just easier to demonstrate this way. In

fact, every color or object has its own value; for example, a lemon has perception of reality.

/. Examples of colors with values ranging from dark to light

High-key, low-Key
g variance

Let’s explore how nine-value scales can be used
to plan and analyze a painting. We will look
at examples of images that feature high-key
and low-key lighting, to borrow terminology
common in cinema and photography. High-key
lighting scenarios are brightly and evenly lit,
without many deep shadows, while scenes with
low-key lighting emphasize high contrast and

dark, dramatic values.

These work in balance with variance, which is the
amount of difference between the lightest and
darkest values in an image. An image with high
variance features both dark shadows and bright
highlights in its value range, while an image with
low variance uses @ narrow window of values
that are more similar. Variance is key to creating
contrast, which is the use of opposite values
or qualities in an image; an image with high
contrast juxtaposes extreme opposites in value,
while an image with low contrast has a softer

feel and a less dramatic difference in value.

The following four illlustrations will show that

by restricting the variance in your value scale

22

and clustering the most common values into a
high or low key, you can generate dramatically
different moods and levels of contrast. The
central power of this approach lies in defining
which ends of the value scale you are going to

omit from your work.

We will now explore some of the potential

combinations of key and variance:

« High variance and high-key

« Low variance ond high-key

« High variance and low-key

« Low variance and low-key
Each of these approaches creates o very
different balance of light and shadow. Knowing
which is which will help you to use value more
effectively in your paintings, whether digital or

traditional, to capture different moods or create

different levels of drama.

to be aware of its value in orde

ayellow color and a light value. When you paint with a color, you need

r to ensure that it fits with the viewer’s

The language of light

High variance, high-key
Image 16 has a high level of variance: its value scale has core shadows that

are verging on black and highlights that are near to bright white, so nearly

all possible values are available to use within the artwork. The image is

The result of this value setup is an image with an overall bright appearance
but a few areas of intense dark value thot are made all the more impactful
. = by being limited in use.

also high-key, so the majority of its values are of the midtone or lighter, as

indicated on the red bell curve.

Original

Grayscale

Low-key values
High-key values

Full value range

23




Light & shapse
1he fanguage of light

Original Original

Grayscale

Grayscale

A 13 This image by Gilles Beloeil uses values from botn extremes of the spegum, but with a majority of low-key values to create an intense, shadowy scene

= High variance, low-key

R

\ 0 ™ Image 18 achieves a dark, dramatic atmosphere

> . - P through the use of mostly low-key values, while
I drawing from values at the other end of the scale

to make limited areas of high brightness and

create the vivid, fiery light source.

'

-
A 17 Tne entire spectrum of values n s painting i limited to a range of light grays, Greating & brignt but low-contrast SCene

9 Most common value
Low-key values

Low variance, high-key

In comparison, image 17 has a lower level B

High-key values

of variance. There are still nine values, R
but the shift between them is subtle; the RAEE . T 00 0 —oen

darkest value is a middle gray and the B g

brightest is a gray-white, excluding a i =

N
-

Jarge number of possible values from the [
artwork. The resulting image’s values are , " 3
1 1 1
bound between these two similar tones, e e — = J'L I . . _rrrrrerrc ¥

creating a pale, misty appearance. .
Low-key values Half-tone High-key values

il | s o 65 of  most control ~ block the highest an
g - : d of yourwark. Ty and nine of on empty value scale. S¢
andthen completethe scale byfi

Excluded values

Full value range
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Light & shape

Pre [I 0 Hn | n a nt the bell curves. The majority of values in a given

. artwork (indicated by the curve’s bulge) will
m I dtu ]I.ﬁ es usually come from the middle range of the scale,
In the previous images, you may have noticed  roughly equivalent to the image’s midtones. The

how each piece uses values unevenly from  extreme values on either end are usually used

across their chosen scales, as represented by  sparingly, as represented by the bell curve’s long

Full value range

A 19 Te Drightest value in this painting is @ medium gray, S0 Even IhB_mUSI contrasting areas feel overcast and dark

. Most common value
=
%

S Low variance, low-key

=8 Image 19 has a similar narrow range to

A image 17 (on page 24) except the most
A common values are low-key. The darkest

value is near black and the brightest

is a fairly medium gray; values from

the brighter end of the spectrum are
excluded. This creates a dark value range

! i n s that results in a brooding illustration with
P R

a heavily overcast atmosphere.
Low-key values Half-tone High-key values

Excluded values

Included values

The fanauage of light

tails. Exactly how this bell shape is distributed
will differ from image to image - for example,
skewing to the left orright - and impacts heavily
on the artwork’s mood. You can see below where
the value ranges of each image correspond with

the full range of values from black to white.

High-impact
contrast

While the most popular value scales
involve a gradient of several values,
you can use even fewer values for a
powerful, stylized effect (image 20).
You can make massive contrast a key
feature of your image by choosing
extremes of value, such as near-black
and near-white tones, and use this
approach to highlight and dramatize
your subject.

Full value range

RUE abiove ang (i
B b e 20 by g i ;
 L1B8I Unisnty gy g Unisunﬁu':]eme" © 2010 Ubisoit Entertainmeny. g Rights Reserved.
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ihe language of light

Light & shape

Lighting types

Different environments, lighting scenarios, and even aesthetic styles

will often feature different qualities of light. As discussed on page 21
(“How value affects an image”), these factors will influence the key and
value range of the image, and will play into your depiction of shadows,
highlights, and colors. We can draw on some common terminology used in
photography to describe these lighting qualities, Depending on the scene,

there may be more than one type of light source at work.

Hard light

A hard light source - such as intense sunlight or an artificial spotlight -
casts dark, hard-edged shadows. This is ideal for creating high contrast

and dramatic impact (image 21).

Soft light

A soft light source creates shadows with soft edges, unlike the starkness
of hard light. It is a flattering lighting scenario that gives the subject an
appealing glow (image 22).

Diffuse light

Diffuse or ambient light is very soft, non-directional light that seems to
cast no shadows at all. Natural lighting on an overcast day is heavily
diffused (image 23).
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FUNDAMENTALS APPLIED...

B e -

Axel Sauerwald

“A Storm is Coming is an homage to the great Russian realist

painters such as liya Repin and lvan Shishkin. | studied a lot of

the Old Masters’ images and tried to learn what made their work
distinct and how | could add certain elements to my personal
work. | tried to tell a little crime story using their visual vocabulary;
a fisherman dragging a lifeless body through the wilderness while
a storm is brewing in the distance was a promising start. There are

so many ways one could continue this story, and | reafly liked the

ambiguity of such a scene.

Light and mood should serve the story of the image and keep the
viewer wondering and engaged. My main concern was to create a

sense of believability, and one way to achieve it was to use light

sources that could only exist in the scene. | tried to avoid the use
of ambiguous light sources that would not really exist in the scene
and are just there to light the subject in a certain way. Using just
sunlight and ambient light from the sky creates the illusion that

the viewer is part of the scene - a passive observer.”

Al 53 UErwalg
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FUNDAMENTALS APPLIED...

There are some amazing Hindu and Buddhist cav
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FUNDAMENTALS APPLIED. ..

Andy Walsh

“This is part of a personal project where | am trying
to create my own Cthulhu story, set in a turn-of-
the-century Cornish town or village, before The
Shadow over Innsmouth but perhaps connected
to it. | wanted this scene to look Cthulhu-esque or
‘Lovecraftian’ without showing anything but a shot
of the harbor. | dlso wanted it to look like an old oil
painting - | was quite inspired by John Atkinson
Grimshaw, the Victorian painter. In general, my aim
was to create something very moody and brooding
that might set the tone for the rest of the project.

| did a lot of research before starting to paint.
After my initial sketch, | thought, “That looks like a
Grimshaw painting,” and then | researched his work
and focused on capturing a similar nocturnal mood
in the final painting process. The setting is an eerie
old fishing village tucked inside an estuary near
the south-west coast of England, which provides
many opportunities for atmospheric lighting and
value details: the moon, reflections on the water, the
silhouettes of sails and buildings, and lit windows in
the dark. The strange fog rolling in helps to amplify

the unsettling mood.”




FUNDAMENTALS APPLIED...

Lorenzo Lanfranconi

«This was an image | made formy art book, Evolution, Volcanoes,
wide environments, animals - 1 could paint these subjects for my
antire life. In this scene, | wanted to show an animal, anibexin this
case, admiring the sunset. The dead tree is not a random choice,
but chosen to create the feeling of a special and ancient place
that this animal wanted to visit - a kind of natural shrine for the

local fauna.

After painting Paradise Shore {-/(:! ), | wos trying to evolve
into a more pictorial style, taking inspiration from some
contemporary and classic traditional oil painters. | researched
many oil paintings and wanted to capture the same feeling;
i do not think | have fully succeeded in this goal yet, but this

illustration was o key point in my artistic growth,

| painted this scene in sunset light for two reasons: The first was

that | envisioned a palette with dominant yellow hues contrasting

with the light blue shadows of the background mountains.
The second was that this type of low light would help with the
composition, As you can see in the final result, the image’s values
lead the eye to the ibex and tree, using light and shadow and the

curved shape of the rocks.”




LIGHTING SHAPE

We now have a vocabulary for how to describe
light itself in terms of value, and we also
understand why we might wish to constrain

our values or adjust an image’s tonal variance.

The next set of useful terms are interconnected
and help to define the content of an artwork
itself, These terms are object and form, Light
reveals the objects (such as people, buildings, or
mountains) within our artwork. Form describes
how light falls on the object’s surface, giving it
visible depth and shape. In this section we will
explore how light and shape work together to

represent objects with three-dimensional form.

Lighting a sphere

If you wish your artwork to be a naturalistic 0

realistic representation of a scene, then you

need the objects within the image to interac
rationally with each oth
scenario. Here,
the objects behave in an intuitive, believabl
way in respo
light conveys form using a simple sphere as d

exam
used for each aspect of the light and shadow.

Local color

The local color of an object is its flat, unlit color,

as we will cover in the «Color” chapter {(page 53).

Without lighting, this sphere appears as a fl

circle with a red local color (image 24).

Shadow

Applying a slight shadow to the circle instan
makes it more three-

the area of an obj
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Lighting shape

Key light

The key light is the primary light source in a

scene. The value of this light will depend on the

Key light

Local color
nature of the light source itself, such as rays of

sunlight in a daylight scene or lit windows in a
night-time city scene. It is important to identify
and establish this light as soon as you begin,
to ensure you have consistent lighting in your
image, The color of the key light will affect
the object’s color, as you can see here, but the
sphere’s local color is still visible in the midtone

(image 26).

Cast shadow

This is the shadow cast from a lit object onto
another surface. The shape of a cast shadow
is particularly important because it hints at the
shape of the object it is cast on. In this example,
the sphere is sitting on a smooth, flat surface

.
(image 27).

t

A 76 ! key lioht adds greater depth and Deging to alter

the object's color

A 24 Without lighting, this shape anpears flat, and Its local color is clearly diseernible
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by light. Every value in the shadow must be
darker than the darkest value of the light
source, and the difference between the light and

shadow should be obvious fora better reading of

the image (image 25).

Shodow.

Castshadow

18 the shaggy e —
Greated y ap oBject hlocking the light

_A 95 Adging a shadow immeriately prings the shape into three dimensions

el




Lighting shape

Reflected light

Reflected light or “bounce light” is an indirect

light source created by the key light being

bounced off one surface and reflecting onto e Highlight Midtone:
another. The value of this bounced light is

determined by the shape and texture of the

object that is reflecting it; for example, @ bright,

mirror-like surface will reflect a stronger light

than a coarse, dark surface. In the case of this

sphere, the reflected light illuminates its darker

side, lightening the value of the shadow and

introducing some more color into that area

(image 28).

Core shadow

This is the darkest part of the shadow, where

the shadow is not affected by the presence of
reflected light (image 28), Its value is sampled
from the darkest end of the value scale, and it is

usually used sparingly. Core shadow, Reflected light

Highlight

This is the brightest light on an object or in a ! B
scene. This bright volue may be used to depict _A 728 Reflected liont hounces Off nearby surtaces and up into Shatowed areas _Aj@ﬂmlﬂ' concentrated highlight can Indicate a smooth, shiny object
the light source itself, such as the sun or a bulb, ; l
but more commonly it is used to indicate where
the light source touches or reflects off a subject.
How sharp or diffuse the highlight is depends on
the texture of the object. For example, image 29

Highllaht
depicts a shiny, yet diffuse highlight with some i
indication of rough texture; image 30’s small,
concentrated highlight suggests a smooth,
glossy surface; and image 31 has a very diffuse,
non-reflective highlight that gives the surface @
dull, matte finish.
Light does not justilluminotethe shape

Midtone

These values are sourced from the middle of
the value scale. Inimage 30, the midtone starts
immediately after the highlight, as the surface
of the object pans away from the light source.
The midtones are usually where you see the
local color of the object, between the highlight

and the shadow.

M stgge a0 unreflective,

A 29 The highiight is the

and texture of an object; it also affects
its ‘perceived’ color. Alwolys consider
the qualities of the [iaht sotice itself,
dnd how these inevitably affect its
interaction withthe ohject. for-ekqmnle,
as well as different lighting types {see
Lo i) allight 'source will also have
its‘own color This color may be subtlé
orintense, such asigentle-sunlight ora
vivid neon light, but it will alter the local
colors ofithe abiectsiit falls .on: You (OI'.I
ledrn more about the interplaly of light
and coloron [« -7/




Rim light

Rim light or “edge light” is a highlight created by
a light source behind the object, illuminating a
contour around the exterior edges of the subject.
If it is used well, the effect is very powerful. It
helps to create a three-dimensional feeling and
is very useful for lighting a subject in the dark, or
for differentiating two overlapping objects that

<hare the same values (image 32).

Adding reflectéd light is very important:in'a painting; os the delicate
highlights It creates contribute toward the subject’s sense of form
and reality. Be subtie'and only paint them in logical places, or you

Keu light

Subtlereflected light

Lighting angled forms

When painting objects with
Rim light 9 ob flat planes and
angles, remember that all planes that face the

light source should be lighter in value than the

. cest volues

A 32 A light source benind the object creates rim light around its contours

will lose the balance of lighting Iniyour image; Avoid makind the
botinced highlights as bright'in value as the lit side of the objectior
the authority of the keu light will be compromised.
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planes that face away from it, Image 33 shows
three objects lit by a key light from above, Every
plane facing the light source has the brightest

values (1), the planes oblique to the light source

I [lﬂ planes of angular shapes

Lighting shape

have mid-range values (2), and the surfaces
facing away from the light - in the absence of

reflected light - have the darkest values (3).
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Lighting shape
Light & shape

Light and
shadow at work

Now that you are able to identify and name

the key elements of light and shadow, let’s see

them at work in a scene. Image 34 is set in a

cavernous underground space with firelight as

\4- ' the main light source, giving the scene a warm

Key light glow with long cast shadows and many deep,

| dark crevices that the light cannot reach. The

main character is almost in silhouette, with

some reflected and rim light to expose the

Core shadow details of his costume and make him stand out
: S against the environment. The lighting is high-
contrast in the foreground, near the key light

of the burning torch, but the values in the far

background are hazy and less varied, creating

the illusion of distance and keeping the viewer’s

focus around the character.
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45 Sean Layh creating a
@ian Lorenzo Bernini study
{n Gonté and charcoal

FUNDAMENTALS APPLIED...

On , we touched briefly on object and
form, and how these are keyito portraying a lit
subject; on you also saw how essential
the shape and distribution of light and dark
are to creating a strong composition. Let’s
delve deeper into how the concept of light is
inextricably tied to , and how to plan the

shapes of an image.

When approaching any practical application
of light, you must consider what the light is
interacting with. It is the objects that populate

any image that make light sensible to us.

Whether they are tables, mountains, or human
figures, they can be interpreted visually as o

compilation of different abstract shapes.

and show a charcoal rendering
of Gian Lorenzo Bernini's famed marble statue,
The Rape of Proserpina (1621). shows
the statue in situ in the Galleria Borghese,
Rome, where there are two light sources
directed onto the statue, which constitute the

drawing’s primary light sources. The first source

of light comes in from the top left, striking the
hands of Pluto and the thigh and shoulders of
Proserpina. The second light source comes from
the top right, filling out most of the image with
a soft midtone and an occasional concentrated
highlight courtesy of the marble’s silky finish.

Let’s consider this drawing in terms of the
shapes that make up what we see, breaking the
subject down into its smallest and most easily
sketchable elements. To start with, let’s focus on

a small section of the drawing.



A 38 Focusing on the head of the charcoal study

A 39 Establisning the anole and main features of the face

A 40 Placing secondary features such as the cheek and lip

A 1 Blocking out the rest of the head with basic shapes

In ‘'you can see the final version of
Proserpina’s head sketched in charcoal. The
head features several nuanced forms that
can be lit more easily if considered as simple
geometric shapes, as we will explore here. You

can learn more about the forms of the head on

In , the face can be visualized as a
simple flat disk, an oval, rotated to match the
angle of the head. On that plane, a triangle

represents the nose -~ the most prominent

feature of the face - and a circle intersects with
the disk to indicate the eyeball.

builds up the face with some
additional shapes. An oblique line describes the
point of the forehead, where it dips down toward
the ear. A flattened semicircle corresponds with
the upper cheekbone, with the eyeball resting
at its apex. Below the nose is a small bowl, like
a tiny mortar without a pestle - a very useful
shape for giving form to the bottom lip.

Finally, adds the main bulk of the head

in the form of an oblong. Though the ear IS A%

visible in the actual statue, it is useful

here, just as a reminder of how the head is It
A cylinderis added as a placeholder for the

and another oval shape under the nosé

the curve of the upper lip.
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Planning midtones

Judging midtone values can be challenging, and beginners can have a

tendency to render them too darkly. A good way to prevent this from

Wh ixing real paints in particular, you can test your values by Now that we have seen how shapes con be used
en mix 4

painting swatches and comparing them to the relevant tones on your to build an image, let’s consider how light gives

them form and life in the final drawing, referring
value scale.

occuning is to have your value scale iRl back to the lighting terminology introduced on

. As mentioned earlier, Bernini’s statue
is illuminated by two light sources when seen
in real life; we will explore the effects created by

that lighting in and

Highiight

Thisis the brightestvalue and it is used sparingly,

Shadow

concentrating the light on points facing the light

source, such as the details of Pluto’s hands.

Midtone

These values generally correspond to angles
that are oblique to the light source and sit
adjacent to the highlights. These tones help to
‘convey the light color of the marble material,

‘even though the drawing is created on a base
ofiblack charcoal.

Rim light

asyto run amok with rim lighting, so always

Core shadow

410 Use it with restraint. In this drawing, the

Rim light =~

depending on how many light

illnd'ob]ects are in an image, The smooth

Reflected light

1€ statue reflects quite’t strong light
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A 15 Sean Layn using a paper blending stump to soften the lighting In a slightly shadowed area

Core shadow

Like the highlight, the core shadow is used
sparingly, and is mostly sampled from the
lowest value in your scale. The core refers to the
darkest part of the shadow that is not affected
(or lightened) by the presence of reflected light.

Light is the fundamental element in every two-
dimensional artwork that seeks to create the
illusion of three-dimensional space, This chapter
has demonstrated the role that lighting plays
in creating an image, and has provided you
with a vocabulary - both visual and linguistic -
for understanding how light is used in art. You
have leamed how to describe the character of
light using values, and how these values create
contrast between spaces and objects. If these
elements conform to the simple laws of how light

and objects interact, then g rational, naturalistic
result can be achieved.

Try to apply the concepts and processes from
this chapter throughout your work, from your
first sketches to your final pieces. There are as
many individual approaches to light as there are
artists, both past and contemporary, but these
general guidelines will give you food for thought
and help you in your own practice. In the next
chapter, we will expand into color, including the
close relationship between color and light.
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Golor

ART HISTORY: A COLOR PRIMER

The color patetie
of prehistory

prehistoric paintings ore awash in earth tones

The history of art can be seen as a pageant of animal fat to make workable pastes. The artists

colors, building in complexity as time goes by. of prehistory used this limited palette to paint

Prehistoric artworks from the caves of France of hurnan figures and their animal counterparts, or

the escarpments of the Australian Qutback were o spit onto sheltered rock walls to leave ghostly

rendered in earthy ochers and burnt blacks. The for o very good reason - the materials used handprints. These vivid artworks are some of

artists of antiquity added azure and malachite  to create them were abundant and ecsily  the only heirlooms left to us from another time

to this staple of earthy tones, reserving the manipulated. Red and yellow ocher, umber,  in human history, and the color palette is of a

vibrant blues and greens they produced for and lime-white were all sourced from mineral  people close to the earth.

depictions of royalty and the gods. But not until  deposits, ground-up clays, and other commonly

the Industrial Revolution, more than twenty found rocks. Complementing this red-brown

The color palette of
early civilization

As civilizotion and the structuring of society

thousand years after prehistoric artists painted polette were the stark and enduring blacks of

the caves of Lascaux, did many of the colorsthat  the epoch. Both carbon ond bone black, as

contemporary artists covet come into existence. their names suggest, were products of fires and

Before we enter into d discussion about the charred animal remains. These pigrments were

use of color in art, let’s consider color from a  groundup using rocks oronimolbonesfoshioned became more complex, SO did the materials

pesties, and mixed with water, saliva, or  that the ancients used to create their artworks.

historical standpoint. into

 Although the palette of the prehistoric artists
remrfmed (as it remains today) a staple of most
Art ainumber of new colors became accessible
Eguptians, as far as we can tell, were thel
MI.(;:?ethZ(czurite). and green (malachite)

i Y scraping off oxidized layers
e ore and synthesizing them into
4es and paints, Qver the Mediterranean
On secs, the Greeks were also using

ound i i
ht Interest in metals to discover the
ite
9 te lead and req lead - two colors
early Grecian earthenware

I[;QZZI:_&:MQ source of new colors, The
" work &xtracting vegetable

- q”zquvi:rld f)ftextiles and paints
e thnmson and crimson
so,ﬁ . €N used os o suffix to

b cogkl)r::s aplont extract. Byt

i o \r/vere still being found
ocks were rarer than
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Ochers sq abundant to
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ol ymage 01 DY D
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A 02 The ancient Egyptians were likely the first to use biue and green p

igments

the prehistoric artists. Lapis lazuli, for example
was exported from the mountainous mines 01,‘
Afghanistan, to be ground up and made into
one of the most sublime colors in the ancient

and modern world: ultramarine blue.

The mo
revolution in color

Many of the metal- and plant-based colors of

the ancients, which augmented the mineral
colors of the prehistoric artists, remained rare
and hard to acquire until modern times. The
spl)eed of discovery and the global circulation of
pllgments accelerated from the fourteenth to the
eighteenth century. This period, bookended by
the Renaissance and the Industrial Revolution,
so'w a flourishing of chemical investigations
driven by the demands of the textile industry.
In the world of color, this frenetic atmosphere

lead i
to the discovery of the cobalts (blue, green

Art history: & color primer

yellow, and violet} and the beautiful but toxic

chromes {both orange and yellow).

Alongside the new pigments came the invention
of the paint tube, and with it a sweeping change
to the world of the visual arts. Up until this stage
in the early eighteenth century, painting had
largely been conducted in the studio, but now it
took to the streets and hills, With plein air (open
qir) painting came a new appreciation of and

demand for a range of more natural colors.

Since that fevered time, much of the innovation
has come in the form of the mass-production
of pigments, with the twentieth century only
adding one giant color to the field of traditional

painting: the indomitable titanium white.

Present-day artists now have access to an
infinite color palette thanks to the availability of
digital tools, but whether you paint traditionally
or digitally, the following concepts will apply.
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HUE, SATURATION & VALUE

covers all of a color’s characteristics, including

Color, like light, existsona continuum; our names
for colors are simply shorthand for describing
sections that exist along that continuum. As one
of these sections gives way 10 another — from
green to blue, for example - it is impossible to
tell where one color ends and the other begins.
In situations like this, simply calling a color
by name is too vague and open to confusion.
Instead, a color can be broken down with three

descriptors:

* Hue
= Tone

« Value

This section will define those qualities and
introduce you to the color wheel - a useful tool

for any artist.

Hue: a color’s family

Hue is one of color’s most useful attributes. It is
its identity, its family. Often the term “hue” is
used interchangeably with “color” but in color
theory it has a more specific meaning. “Color”

can be thought of as an umbrella term that

A 03 A tolor whee representing he primary (), Secondary (2), and tertiary (3 Wes

96

its tone and value, which we will define shortly.
“Hue” on the other hand, is a measure of how
similar that color is to a reference point on the

color spectrum.

The color spectrum can be split into twelve hues.
Traditionally, there are three primary hues:
red, blue, and yellow. They are “primary” as
they are not created by mixing any other hues.
Following these are the three secondary hues -
green, orange, and violet - which are achieved
by mixing the three primary hues. For example,
mixing yellow and blue creates green. Lastly, the
tertiary hues are created by mixing primary and
secondary hues (image 03). For example, blue

and green combine to make blue-green.

The color wheel

When arranged in o radial pattern, these twelve
hues make the color wheel shown in image 04.
A color wheel is a visual representation of the
color spectrum that is particularly useful for
identifying similar or contrasting colors, which
we will explore further in the section on color

harmony on page 62.

A 047he color whee! i3 8 valuaule reference for visual artists

The wheel could be divided into fewer or more
slices, but dividing by primary, secondary, and
tertiary hues is sufficient for discussing most
artwork. You can find many examples of color
wheels online or in books, but you may find it
beneficial to try creating your own wheel by
hand. It is a good way to get a strong grounding
in hues, while also familiarizing yourself with

your medium of choice.

Tone: acolor’s
intensity

The term “tone” is most common in the world of
traditional painters. In the world of digital media
it is usually discussed as “saturation” When
we adjust an image’s saturation in a program
such as Photoshop, we are either increasing or
decreasing the image’s tone, giving its colors

more or less richness and intensity.

In traditional media, a color's intensity 1S
decreased by mixing it with gray - mixture
of white and black. The portions of white of
black determine if the tonal shift makes the

o’\"(\ge

Red-orange

Hue, saturation & value

_A_Uﬁ There are areas ursﬂrateﬂ yellow and red, but the majority of this painting uses heavily desaturated tones of those hues

o

[ the crashin
i 0 Wave, you can seg how a yellow hue has been reduced to a pale, near-white tint S
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In contrast, to change a color’s shade, you mix
the hue with black. However, this is not advisable
in practice, as pure black will often choke the
original hue. Instead, to achieve a more nuanced
shade, painters often mix with dark colors such
as Payne’s gray, burnt umber, or Prussian blue.
Knowing how these mixes will affect your color
can only be learned with practice. If mixing with
pure black, do so carefully and monitor how it

is affecting the luster or liveliness of your color.
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Visu a I i Zi ng nu e y and bottom edges of the triangle. Adding pure tones and values when determining your color's

black or pure white would move the color along characteristics. Try not to think about what is

tone & \’alue the triangle’s top or bottom sides. However, to described above as a series of rules - they are

You may dlready have gathered that tone navigate within the triangle, you would needto  intended to be an aid to thinking about the VELLOW
and value are not discrete categories, but add a mixture of both black and white to adjust practical application of color in the process of (Primary)
instead they describe how to arrive at different  the color’s tone. making an artwork. |

coordinates on the same map. in image 07, you
can see how tints and shades simply describe This is where the categories merge, so itis best  The color wheel in image 08 summarizes the

how to make your starting hue traverse thetop  to remain flexible with your understanding of terminology and color types shown so far.
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FUNDAMENTALS APPLIED...

Jacob puncan

“The idea for this piece was based on a painting | moade many
years ago. | wanted to take that idea and see how much | couid
improve upon it with the skills I'have learned along the way. In
terms of lighting, | was hoping to bring some of the beoutifully

subtle light | have observed while plein air painting into a personal

piece. Regarding the brushwork and overall feel, | looked at James
Reynolds’ work a lot while painting this, just trying to capture
some of the magic he created in his work. | am nowhere near the

painter he was, but maybe someday I'll get there.

For professional color work, |1 usually design the fighting
around the emotion that | am trying to convey with the scene.
However, for this personal piece | chose @ lighting scenario that
| really wanted to paint purely for the sake of it. | did still remain
conscious of designing the light in such a way that the viewer’s
eyes would naturaily land on the focal point of tree’s head. | saved

the highest points of contrast and saturation for thot area.”




Color harmony

concepts to guide your work, but do not adhere This juxtaposition tends to add depth and

Color harmony refers to the principle that certain
dynamism to an artwork. Keep in mind that

| arrangements of colors are more pleasing to the  to them too slavishly. Nonetheless, when left
it is very easy to overdo such contrasts, with HUES

ORIGINAL

I eyethan others. There are three broad categories  to their own devices, artists who are interested

omplementary, analogous, N representing naturalistic scenes tend to the resuits

of color harmony: ¢ becoming a little kitsch or over-

| I and triadic harmonies. These categories do  convergeon these three types of harmony. calculated. The ability to avoid this and strike
{ not represent hard-and-fast rules, but they are a good balance of hues comes with practice SELECTED
| ] useful for analyzing a finished work to learnwhy  Color harmonies work on the basis of dominant  and observation. The following pieces will have EXEImDIB Ila|ﬂne mllB ﬂﬂﬂ ﬂrﬂﬂge COMPLEMENTARY
| ] it is pleasing to the eye, even more soO than for  hue, or set of dominant hues, complemented by their color harmony and hues indicated on color This coastal scene by Sean Layh also features HUES
i ¢ ] building an image from the ground up. Use these  hues from the opposing end of the spectrum. wheels and round swatches beside each image. palette that s balanced and pleasing o th:i::levr;:;t:u
i e

warmer orange hues of the foreground dunes complemented by

the cyans and blues of the background sky and distant cliffs

| Complementary colors

| ] Complementary colors occupy opposite sides of the color wheel.

Elements of mauve in the dunes and pink in the sky add further

complementary nuance to both areas.

Opposing hues, such ags violet and yellow, are considered to
complement each other. If juxtaposed, they jump out in vivid
contrast to one another while not being displeasing to the eye.

Among the most masterful historical uses of this concept were the

complementary color daubs used by the impressionists (see page

13) to create the effect of shimmering, moving light.

SELECTED
COMPLEMENTARY

Example palette: purple and yellow HUES
This illustration by Gilles Beloeil uses a palette that
is predominantly yellow with @ complementary violet

hue. Note how the violet is not used in its purest form,

ORIGINAL

and is used in the shadows and background areas, SO
HUES

that it does not overpower the overall golden cast of

the scene.
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Artworks with analogous harmonies use a range of hues that sit
side by side on the color wheel. A minor complementary hue may
be included as well, but a limited range of immediately adjacent
hues will dominate the palette. This is a straightforward way to
find a color scheme that is harmonious and vividly captures a

particular mood.

ORIGINAL

HUES

Example palette: cold hues

In this example by Gilles Beloeil, a purely blue-based palette

creates a chilling nocturnal atmosphere. The blues vary in both

hue and value, with the darkest shadows verging on black and the

lightest hue moving toward bright agqua-blue.

SELECTED
ANALOGOUS
HUES

ORIGINAL

HUES

Example palette: warm hues

Inthis illustration, a hot, dusty, golden-hour atmosphere is created
with the use of yellows, oranges, and browns. Dabs of cool shadow

add subtle depth to the palette, but the overall impression is one
of warm, sunlit hues.

SELECTED
ANALOGOUS
HUES

Color harmony




Golor

Triadic colors

Triadic harmonies come in d variety of forms, each following the
same basic formula. You can have primary, secondary, or tertiary
triadic harmonies. In any of these arrangements, there will be three
dominant hues within the artwork, sitting obligue to one another
on the color wheel, forming @ triongle. A primary triad would have
mainly red, yellow, and blue hues, while a secondary triad would
have orange, violet, and green. Tertiory triad harmonies, as you
might guess, fegture more of the mixed hues, such as plum or
terracotta. Secondary and tertiary triadic harmonies are used
most in naturalistic artworks, s they give greater weight to hues

that are more complicated and subtle.

Example palette: secondary hue triad

This painting by Gilles Beloeil features triad of secondary hues:
green, orange, and purple. The green foreground and orange
buildings give the scene a predominantly warm palette, while a
cool, light purple tint simulates atmospheric perspective (see page
158) in the distance. This secondary triad harmony is often used
in landscape painting to recreate the feeling of warm light, cool

shadows, and green foliage found in nature.

ORIGINAL

HUES

SELECTED
TRIADIC
HUES
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ORIGINAL

HUES

Example palette: dark secondary hues

Sean Layh’s painting The Passage uses the same secondary triad
harmony to a very different effect. The muted violet and green

tones of the landscape are offset by the areas of warm light and

the relative vividness of the character’s orange hair.

SELECTED
TRIADIC
HUES

Color harmony




FUNDAMENTALS APPLIED...

Jacob Duncan

“The story of this image is of a child possessed with
a love for the natural world around him. It is a bit
of a self-portrait, as | was and still am that child,
constantly omazed at the beautiful world around
me. For this painting, | wanted to paint a child’s
bedroom filled with books and critters and all of the
things | thought were fun and interesting at that
age. | also wanted to try out some lighting that | had

recently studied from life on an imaginative piece.

it is definitely o challenge to paint a room with
a myriad of differently colored objects and yet
somehow maintain harmony with your colors. For
this very busy scene, | chose a single warm light
source - the golden light of the lamp - as a means

of unifying all of my colors.”




COMBINING COLOR

Light and color are particularly fascinating

elements in the process of image-making.
In reality, light allows us to see color and the
world around us. In art, light and color allow
us to express o certain mood or atmosphere.
Color is a powerful way to depict feelings and
emotions and, if used well, can be one of the
first things people will talk about when looking
at your illustration. At the same time, it can
be a daunting subject for a painter; color is
both subjective to the viewer and relative to its
environment. Depending on the room and how it
is lit, an object may appear as yellowish-blue to

one viewer and turguoise to another.

Because color and light are so important in
interpreting reality, itis crucial for artists to learn
about both. For new artists, the use of light and
color can appear magical and muysterious in
well-developed paintings, but it is possible to
break down all of these processes and decisions
simply, enabling you to reproduce them in your

own work.

Local color

As we first encountered on page 38 of the
“Light & shape” chapter, an object’s local color
{or “native color”) is its base color without the
influence of any others. For example, the local
color of a lemon is yellow, but simply painting a
lemon with any yellow will not create a realistic
result, os there are other material attributes and
lighting conditions that will define how you paint
it. As a simple example, image 09 shows two
spheres with blue and yellow local colors. You
cannot discern their forms or surface textures, as
they are unlit, but keep the concept of local color

in mind for what follows.

Color temperature

The color wheel that was introduced on page 56
can be further divided into two hemispheres, as
shown in image 10. One side contains what are
generally considered “warm?” colors (such as reds

and yellows), while the other side contains “cool”

A 09 Tvo unlit spheres showing blue and yeilow logal colors

. o

& LIGHT

BLUE LOCAL COLOR

WARM COLORS

COOL COLORS

/A 10 The color wheel can be divided into colors that are broadiy warm or cool In femperature s

colors (such as blues and greens). Being aware of
color temperatures will help you to achieve very

different atmospheres in an image.

While it is good to be aware of warm and cool
colors when comparing hues on the color wheel,
it is important to remember that hues do not
have absolute warm and cool characteristics
in an image. [nstead, they have relative
characteristics that can make them appear
warmer or cooler than their surroundings or other
colors with which they are interacting. Any color

can have a cooler or warmer variation.

Gombining color & light

You can alter th

. r . e temperature of a color by  yellow light, and the “warm” yellow sphere lit b
moving clockwise or counterclockwise around s
the color wheel (image 10). If you wanted to

paint with a cooler red hue, for example, you

a cool blue light, The lighting has the effect of
warming up the blue sphere and cooling down

the yellow sphere, moving both colors toward a

would add some blue to it. The more blue you  greener hue

add, the cooler the red would appear, until it
ceases to be red and becomes violet. Likewise
if you nudged the red toward yeliow, it would

appear warmer, until it eventually changes hue.

To demonstrate how environmental colors can
influence the temperature of a subject, image

1 shows the “cool” blue sphere lit by a warm

COOL COLOR, COOL LIGHT

WARM COLOR, WARM LIGHT

COOL COLOR, WARM LIGHT

WARM COLOR, COOL LIGHT
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magination, you should
try to allocate the colors that you think the
{magine the color of the

decide the temperature

illustration should have.

key light and use this to

and palette of the scene; for example, a night

scene might have a variety of blues, while a

daytime scene might have a warm, welcoming

color palette.

There is no pressure to decide every aspect of

light and color immediately, but as with values,

planning and testing out potential colors at an

early stage is valuable. You are more likely to

have good color harmony in your final piece

if you begin with it. Try to ask yourself these

questions:

! s Top image by Gilles Beloeil © 2010 Ubisot Entertainmen

« What and where is the light source?
« What is its color and intensity?

« What colors and surface materials
are in the scene -~ such as warm wood

or cool metal - and how will the light

affect them?
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A 13 Haung a background color makes It easier o ¢hoose colors for the subjects

Cool key light from upper left

Base object hues

the impression of washing out and cooling the
objects, and dramatically heightens the contrast
between the light and dark areas. Image 15
shows the final still life with some refinements
to the objects and shadows, with warm reflected
light bouncing into the shadows to complement
the cool light source. Darkening the sides of the
image focuses the viewer's attention on the
most vibrant subject - the lemon - and adds to

the mysterious, subdued feeling of the scene,

A 14 Compared 1o the warm background, the key light is cool and stark

Coloris a deeply personal thing. Your use of color
will ultimately come down to your tastes, your
influences, and what you are aiming to achieve.
Worrying about technicalities and theory can
cloud the fact that color is highly intuitive - the
best way to learn is simply to practice and enjoy
the fun that color can offer, This chapter has
supplied an introduction to the subject that can

be immediately applied to your own work.




FUNDAMENTALS APPLIED...

Isabel Garmon

“| painted Margarita - based on the daughter of King Felipe IV -
as an exploration of how colars react closely to each other. Color
produces emotions in us; the color palette used for a painting will
give the viewer a feeling in itself. It is important to think about
what we want to say in our work and what story we are telling

with the scene,

Most of the time, | paint through instinct. Sometimes the work
ends completely differently than how it started. At the beginning,
| wanted to convey the fragility of the human being; | began a
beautiful painting with soft transitions and a very atmospheric
environment. But one day, everything changed. The painting took
a different direction, and all the soft transitions were transformed
into a more expressive application of paint where the viewer could
‘see’ me directly in action. As a painter, | am constantly exploring
the expression of my brush marks and lwant to have a connection

with you when you look at my pieces.

Experience and developing an understanding of color gives you
power. For this painting, as always for me, | thought about one
of the discoveries of the Old Masters: how to work with light
combining cold and warm tones. | always think about the color
of the light and how it affects everything in the painting. This
painting is primarily yellow, but | also like to add biue in my
paintings. Blue makes me feel closer to nature because it is the
color of the sea and sky - | think the viewer unconsciously feels
that relation to nature when blue is usediin a piece. The energetic
combination of yellow, orange, blue, and green makes it feel
as if the particles of the scene would be moving, even if only a

snapshot of the moment is captured in this painting.”




up With the idea of gn olg Cambodian temple that had been
tﬁ"::::‘(‘,";‘3‘:0:V:.rgrown.with plants and lily pads. There is an old

_ ade this temple his home, and in this image, he is
dsit. The bogt is inspired by colorful Thai fishing boats.

FUNDAMENTALS APPLIED...

".Qchie
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feeling of peacefulness and calm. I'wanted the
1S€1€Ne and gt e
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€ Presence, ang

pheric, but still epic. The temple has a

the boat seems small compared to it.

Jessica woulfe

Oment of
eq
nd - Peacefulness, | wanted to create atmospheric

£rm

Ing fr
T hc.’m the water in the early morning. The focal
is
boat, 5o | made the light cast down to hit the

columns and draw the viewer’s eye toward him. The background is fairly

dark, so it makes the streak of light stand out in the composition.

| decided on o complementary palette of turquoise and orange. Though
the water in jungle temples is typically brown or green, [ made an artistic
decision to create turquoise water and bright green lily pads to contrast
with the warm, neutral stone temple. This is a fantasy image, so | was
able to exaggerate the color in that way, though ! still tried to make
the turquoise look natural within the scene and not artificial or garish. |
combined the use of light and color to make the boat a bright orange,

contrasting with the darker blue and turquoise colors surrounding it.”




A 16 This painting features subile tanes of0range and purple, with t

ne subjects [uminated by a faintkey fight on the upper |eft of the scene

FUNDAMENTALS APPLIED...

The Calling by Sean Layh is @ traditional

painting featuring a misty, dream-like palette

and lighting, requiring o careful and restrained

this effect

use of hue and tone. Let’s explore how

was achieved.

The process begins by deciding the position and
hue of the key light. If the key light is coming

A 17 The painting uses hues ranging petween

SELECTED
ANALOGOUS
HUES

ORIGINAL

HUES

purple and Orange-yellow

from the sun, for instance, where is it in the sky?

it the morning or evening, is the sun low in

and is it direct or diffused by clouds of

Is

the sky,
objects? Even the hemisphere an image is set in

can influence the quality of the light.

In the case of The Calling ( ), there is |

a cool, weak key light slanting down from the

top left, illuminating the central figure of a girl
sitting on a rock. This could be a late-afternoon
autumnal light with shafts breaking through

a low bank of clouds, suffusing the whole
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Narrowing in further still, we can see that the

orange color of the girl's hair.needs to interact
coherently with the light itself. The figure is
backliit by a burst of sun, making the side of her
head that foces us darker than the rirn of her hair
( ). I order to represent this, a/wider

range of values is needed.

The main hue for the girl's hair is ‘@ medium

bumt brown, the tint and shade of which need

to be adjusted to achieve the required valies:

.
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hair colors @ rich variety of hues, as well

required lightness and darkness.




FUNDAMENTALS APPLIED...

peter Polach (Apterus)

“This image is a simple portrait with an element of motion. it
started as a practice drawing with no particular goal, but when |

decided that it could be something more than an everyday sketch,

} wanted to keep it simple, focusing mainly on the colors and
materials, and rendering the few shapes as well and believably

as | could

The color palette is the resuft of an experiment | was conducting
as the picture was being made. The brush | used to paint the base
values used 100% random hues, instead of just pure grays, so it
created a base containing the entire color spectrum without being

too distracting.

After the shapes were more or less in place, | gradually added
subtle color overlays that accentuated a specific color in a few key
areas, but otherwise | kept the pearlescent effect of the materials.
Towards the end of the process, a warm color overlay was used to

unify the palette more.”




FUNDAMENTALS APPLIED...

Iris Muddy

«| had wanted to try my hand at an underwater scene for
a while, but avoided it out of fear. The day came when |
decided | would allow myself this experiment, and | knew it
would be as challenging as it would be fun. | could picture
the several elements and the feeling | wanted to capture.
The freedom and looseness it would allow, compared to
illustrating anything above ground, was exhilarating.
There is something otherworldly about marine life, whether
animate or inanimate — not only the coral, fish, and other
beings, but also the rocks, water, textures, erosion, maybe

even ruins, and feeling of the absence of gravity.

It is that magic that inspired me and still awakens in
my imaogination whenever | daydream of such scenes.
Back when | made this, | had a loose grasp of the various
technical ideas at play. In some ways, | think that adds
to the image (giving it some naiveté), and in some ways,
detracts. | followed my intuition strongly, and still do, but
now | definitely think more about what scenes like this

involve, and how to improve on those concepts.

For me, this image works because it relies on a nebulous
blend of grouping, ratios, and hierarchies to manage the
chaos. An image like this can get quite visually noisy, so
you need to know where to hold back, and how to tie things
together. The flattened value ranges for each ‘island’ of
color are a huge contributor to this being pleasant on the
eyes. The image relies less on form and lighting, and much
more on shape, texture, and color. The viewer’s eye can hop
around because of the shapes and flows in the image, and
because everything is rendered with a coherent treatment,
this is not jarring. The saturation of the colors, as well, has

some ‘world logic’ to it, despite the stylized approach.

That is something | think each image we create is
strengthened by. We create a set of rules, and the
reality portrayed suspends disbelief when we follow that
structure. That may sound boring to some, but | promise it

is not! Images like this one have loose, fun rule sets.”




FUNDAMENTALS APPLIED...

Iris Muddy
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was originglly mych more
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tself. The worlg around it went on changing with time and
it was 90ing to be more closed off, and have more normal

Und eye-jevel, | really enjoyed the mental image of the shape

thought of how awe-inspiring it would be to come upon
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h feeling of looking up at something from below,
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8 ist(]rt things out wit
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Ot of the Process
I

am always fighting against
h @ plain palette. | would begin with,

dle, so it )
i should be quite green..” However, it matters

more to me that | paint something that is an exaggerated depiction of
some mood, air, light, oridea, than paint something that looks accurate or
true to life. This is inspired by the type of art | enjoy. Visual development
for animation is an especially strong example of that; every aspect is
designed to be a part of the whole. [ love and aspire to that, as it is so

effective and expressive.

Every once in a while during the process, | stop and ask myself, ‘Could this
say something more, if I pushed it in a different direction?’ In the end, this
purple and yellow color palette felt best. To me, combined with the values
and light | wanted for the image, it felt warm, whimsical, and romantic
somehow. In addition, it is a@ complementary color scheme that | had

enjoyed using in o few other paintings.”




FUNDAMENTALS APPLIED...

Maxim Kozhevnikov

«Second Sun started as a simple photo study, but as always, |
very quickly got buried under a huge pile of references. | began
by exploring old ziggurats and other ancient ruins, and at some
point | designed a couple of concepts that merged into one
composition. My goal was to explore d new setting that | was
fascinated by. | do a lot of that kind of research and exploration
on a daily basis, sometimes resulting in a finished image like this
one. Most stay in my folders forever, or until the day | rediscover

them and use them for some new tasks.

The most difficult task for me was to translate my initial black
and white sketch into color. It is easy to design using only line or
value, but | then faced the challenge of translating those shapes
and values into a finished painting. | experimented with different
techniques for this piece. For example, | tried to colorize the

sketch with blending modes in Photoshop, and put photographs

on top, but none of these approaches worked.

In the end, a classic approach produced the best resuit. 1 simply
started the color painting from scratch using my grayscale sketch
as a guide for the forms and lighting. The complementary color
palette of oranges and purples created a sunset atmosphere,
with the cool shadows forming a striking contrast with the warm
rocks and sky. The bold, stylized shadow shapes added to this
contrasting effect. Slowly, everything come together, and | ended
up with an image worth showing. Every paintingis d battle forme

and there is no single sofution. | simply use all the tools that are

available to me, until 1 produce a desirable result.”
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composition
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A 1] The focal

Before we look at all the visual elements that can
be used to strengthen your compositions, we will
first look at some specific devices that can be
applied to the process of creating an image: the

golden ratio and the rule of thirds.

Since the days of Leonardo da Vinci, tools like
these have served as guides for placement of
important items in a painting, such as focal
points and other design elements used to
direct the eye around the canvas. All of these

compositional tools are set up to avoid static

point in this image is placed according o the golden ratio, aiing it greater com

or boring compositions. One weakness of these
“perfect” systems is that there is no “perfect”
way to use thern, and the “how” of using them
is open to a lot of interpretation. Nonetheless,
studying the origins and applications of these
tools is crucial for adding an extrd level of

strength and believability to any composition.

The golden ratio

Throughout history, artists have sought ways to

reproduce the peauty found in nature; seeking in

Gompositiona

iools
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e —— o
Dl!smﬁﬂﬂ'- weight

o 3 Werezecllou
particular to apply some level of sto Cdlously protected, stored |
4 in secret letters

al ked
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composition, involving division and sym

it was found that artists could create
gh the:

. )
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to compositional forms. SEVEl i only accessiple
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emerged from this study of P with no underlying logic. There are many

any struc
tures in ou ironm h
ren
VI ent, ways to do this, applicable to a wide variet
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cts, desj
gners, mathematicians, and

alist: o .
s have researched its yse f shapes, but in the following pages we will

reproductions of nature throd focus on two of the most useful shapes for an

e subject ¥ . 1 brain

artist: finding the i
i J golden ratio on a rectangular

c -
lonvas, and finding the golden ratio using the
time-honored “golden spiral”
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continuous division 3] B i
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GCompositional tools

gomposition

The golden ratio ina rectangle

d shape for a canvas, SO let us begin by  The gray lines indicate

the golden ratio on this
rectangular canvas

The rectangle is the most commonly Use

outlining how to calculate the golden ratio forit. ltisone of the easiest combinations

of equations and measurements, so it forms a good base before attempting more

complex shapes.

ertwined with the

The history of the golden ratio is int
cording to the golden ratio by finding its

isa, or Fibonacci, image 02 shows @ rectangle divided ac

proportions along the red line from Ato B.
ts of quite simple measurements.

Italian mathematician Leonardo of P
whose book Liber Abaci {“Book of Calculation") detailed
cal problems of the Middle Ages

The process shown in images 03 to 06

all the known mathemati appears complex but gctually consis

and brought Hindu-Arabic numerals to Europe.

« Megsure half of the length between Aand B, indicated by the dashed red

One of these problems asked how many pairs of rabbits line (image 03).

would be born from one pair over the course of one year.

Working from this, Fibonacci built an infinite series
of numbers that began with 01123 5, 8,13, 21, 34.
y the sum of the previous

« Draw @ perpendiculcr line of that length at point B, forming a right angle.

C shown in image 04. Create a

t C, indicated in orange.

This creates the green line from B to

Each number was created b friangle by drawing a line from point Ato poin

two numbers in the sequence. Dividing any of the larger

one before it yields the golden ratio
of both spatial line (alternatively,

point D in image 05.

« Swing the green C-B line to find @ point where it intersects with the A-C

numbers by the
number: 1.618.This formed the beginnings swing haif of the A-B line, shown in L_;el'.ow}. This creates

awareness of numbers and the theory of the golden ratio.

Researchers in other academic fields began noticing « Swing the A-D line down to reveal the golden ratio mark on the red A-B
similar sequences in noture. Interest in the golden ratio line. This is point E inimage 06.

grew and it began to be used as the basis
)

0 Begin by measuring the
y point of the A-B line

for scientific,
e on the left of the picture, it would be located at the:

same distance from the left side as the right-hand line is located from the right side;
lished the as indicated by the solid and dashed gray lines in image 02. This meusurer‘n'

¢ an image In d rectangular landscape format; for @ portxcit-erieﬂ'
ht instead of its width.

If the golden ratio line wer

1/ breate a triangle using
half the length of A-B to form
the short side

geometric, and even architectural projects.

The Italion mathematician Luca Pacioli pub!

Divine Proportion") works well fo
simply begin by halving the canvas’s heig

book De divina proportione (“The
featuring illustrations by Leonardo da Vinci, which rectangle,
helped to dispel a great deal of
the golden ratio. At the same time, t
mathematician Albrecht Diirer began to introduce the
first treatise about proportion and scale, furthering this

on between art and mathematics.

the mystery surrounding
he German artist and

ge, you can see these principles applied to' I

in image 07 on the following pa
h will help you get @ feel for how the gol

painting on @ rectangular canvas, whic

ratio affects animage in practice.

new connecti

G {05 Swing the A-D line to find
the gotden ratio (point £} ; G
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| i, o = | “The golden spiral,
|| R | or Fibonacei
| |'. | spiral. is often
| g _ . ,, \_Nnatcomesto
Y A, e mind when artists
Il think of the
| golden ratio”

-
e

S =o e ———am =

A [/ A composition can pe strengthened by placing @ major focal polnt, such asa character, according 0 the golden ratio B

1
| ,|| I| |1 When you first see image 07, your eye is drawn Tne gu‘den [ﬂtlﬁ |n a SD"aI N
': || i first to the woman standing by the tree. This  The golden spiral, or Fibonacci spiral, is often Image 09 shows the spiral pattern prese
'. (| is because she is located on the line of the  what comes to mind when artists think of O painting, where it subtly guides the p!::l
'| 1 !|- | golden ratio, forming a proportionally pleasing  the golden ratio. It is a spiral that increases curve of the landscape and is used to 10
|| composition with a clear focal point. proportionally according to the growth of image’s key focal point.
!1 1l l numbers in Fibonacci’s infinite sequence. The
'ﬁ |II| I|| This was achieved by measuring the golden ratio sides of each square in image 08 match the
\' A early in the sketching process, using the method Fibonacci numbers mentioned on poge 94; the
||J II II !|| | previously shown, and positioning the figure  sums of the squares create rectangles, and an
' | | | and tree over the line. The figure in the resulting ever-increasing spiral shape can be extrapolated -
!. | .|II || image, aided by contrasting light and color, by drowingocurvethroughthe resulting squares i
1 holds a strong presence in the environment. and rectangles.
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lllﬁn_nu,n
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gcompaosition

The rute of thirds

The rule of thirds is another mathematically
derived tool used for composing images. The
golden ratio is said to be the perfect proportion
and the rule of thirds is a sort of abridged
version — an easy-to-estimate approximation

of it. Ultimately, composing @ painting is about

Focal point is directly central and lacks dynamism

Lowering the horizonto show mare skY
makes the:envi ronment feel more sp aclous

The best approach for implementing these compositional tools is not. way you are trusting and developing your own in

balancing shapes and other design elements  To create a guideline for the

without placing the fulcrum directly down divide the canvas into equ

the middle. Shifting the weighted elements  and vertically, resulting in

according to the rule of thirds or the goldenratio,  OF rectangles. Placing your

as we have seen already, enables you to balance intersection of these lines wil

them on the canvas in a much more dramatic composition.

way {image 10).

to lay them down as d grid on your canvas to serve os a roadmap to  and do not become over-reliant on systems that mi

a “perfect” composition, but instead to use them as a way to analyze blueprintin all of your images.

your designs afterward - especially designs thot fall short. In this

stincts fof

a

ght not work @

rule of thirds, simply
al thirds horizontally
grid of nine squares
focal points on an

| create @ dynamic

The focal point now falls
on an intersection of the
rule of thirds grid

GCompositional tools

de&'ig“

Final placement of the horizon and focal point




composition

Now that you are acquainted with the tools
and formulas that can be used for plonning
a composition, this section will explore the
hroader visual elements and features that can
form @ compasition. Some or all of the following
glements can be found in any imMage; being
able to identify them, and discern whether they
are successful, will help you to make dynamic,
effective compositions that entice the viewer

into the scene you have created.

Balance

In terms of composition, polance refers to the
visual equilibrium created by the plocement
of the major shapes within the four corners of
the canvos. The ideal is to have visuol weight
evenly distributed across the canvas. In order to
achieve this, itis important to understand what
constitutes a shape in a painting and what gives
it “visual weight We often confuse “shape” with
“object”; while every object has its own shape,
three distinct objects when grouped together
might merge into one shape rather than three.
Grouping separate objects is one way to increase

visual weight.

Visual weight

The visual weight of each shape is determined
by its color, value, and size. Regarding value,
higher-contrast areas will carry @ heavier visual
weight. For example, a small, dark shape on
o white background will have o heavy visual
weight. Conversely, @ larger shape thot is similar
in value to the bockground would have a much

smaller weight.

A shape with highly saturated color, surrounded
by desaturated colors, would have more visual
weight than o desaturated shape on the same
background. A larger shope, all other things
being equal, will have a heavier visual weight

than a smaller shope.
Achieving balance does not necessarily mean

grouping the same size and number of shapes on
both sides of the canvas. While this might create

jd weight to the upper left

A1 Drganic landscane elements su

a bolanced composition, it would probably

not be a very interesting design, @s no single
element would dominate, resulting in an image
with no focal point. Instead, balance is better
achieved with different-sized shopes grouped
together on one <ide and one large, light shape
on the other, Or perhaps one small, heovy shape
can be bolanced by the large negative shape
it creates. Combining shape variety with visual

weight offers infinite ways to create a balanced

cormposition.

o as (e \ree and stream balance e COMPD

Stream adds weight 10 the lower right

Images 11 and 12 show a foi
of balance, but you will noti

are not identical of stotic.

through the convas to cre

on either side thot share equal Me=> -
o the lower "ght i

flows slightly off-center L

balanced in the upper left by

trees in the distance.

stion of i mage___—

fly uniform exd
ce that the elel
The stredf ¥

ate two large Shid
ass. Thes

[he s-hd pe ¢

12 The Ieft and right sl

§ tal sides of this

lﬂ[lﬂ:.l)lﬂllﬁ seem similar but are u?aigjnt:neln
by & variety of environmental details

4
Loming fane ol




Gomuosiiional devices

Focal points are centers of visual interest in @
painting. While there may be multiple focal
points in a composition, ideally one will be
dominant while others take on more supportive
roles. If you have too many focal points, it
will be difficult for the viewer to distinguish
petwsen their levels of importance in the scene,

as the eye cannot look in two or three places

Positioning a focal point

The position of a focal point within the four
corners of the canvas further describes its
visual importance, according to composition
guidelines such as the golden ratio and rule of
thirds (see page 92). Focal points can be used in
conjunction with other compositional devices to
guide the viewer’s eye through the canvas and

help tell the story.

beyond. Its sharp edges contrast with the soft
edgeé around it. The size and weight of its shape
set it apart from any other shape in the scene.
It is also placed roughly using the rule of thirds.
There are other supporting focal points, such as
the mountain in the background, but while its

shape and size are very similar to the barn, it

carries very few of the same contrasts,

simultoneouslg.

. In images 15 and 16 the main focal point is
Tvpes ﬂf fUGaI []lllnt obvious - the barn to the right contains several
Focal points are created in a variety of ways contrasts that help draw the eye. Its dark value
using the elements of design - particularly  contrasts with the bright sunlight behind it. Its
shope, value, color, and edges, The human eye  reddish hue contrasts with the muted colors
tends to focus on differences - or contrasts - in
an image. When we create such differences in
an object relative to its surroundings, we have

created a visual focal point.

For example, if all the edges in a painting are
“soft and you paint an object with a very hard
edge, it will become a focal point. If you have a
I i'éht-volued object surrounded by dark values,

or a vertical shape among horizontals, you will

areate an immediate focal point, intentionally or

not. Color can olso play a role - if you have a

alorful object surrounded by muted grays, it wil | 1] o i o i'— I—1 l
l:::—_ . | — t. -

demand the viewer's attention, |
AllThe tontrasting qualities of the barn make it the clear focal point of this painting

" e i (o
1 this scene pecupies relatively smail area compared 1o the misty backdrop

A 17 Tne oid boat |

e ——ind

B
|

in images 13 and 14 the heavy shape of the

boat is palanced in the composition by the

vast negative space around it. This space

is made slightly heavier with some value

changes at the horizon and the focal point of

fight breaking through in the upper left.

808 W81 s o 1w tand out
OFhe bam stand out against the cool Softness of tfe snow and sky

iti is isolale
A 1/ The vast space ot oty balances the composition put also tetls the story of th

el Samillaneg
o DOV
""""""""""""""""" ot 1t [)’nUﬂc“””SH




compasition

is o unique cloud pattern, it would not be

divide the canvads petween different elements
priate to devote three-quarters of the

size and visual weight in order to

Proportion

As it applies to composition,
onship between different

appro

based on their
nvas to the earth, if o mountain lake occupies

proportion
establish focal points and levels of importance.

ca
more than half of the painting,

describes the size relati
{ on the canvas compared ~ One example of proportion would be how to it would be

areas of visual interes
divide the canvas between earth and sky in difficult to convince a viewer that the painting is

her but to the entire canvas.

not just to each ot
put another way, it is the ratio with which we o landscape painting. If the painting’s focus about anything else.

$ jandscape scene

A 17 The fiery, billowing cloug oeeupies a proportionaly large arsa inthi

Dramatic cloudsoccupy
theimajority of the canvas

Ground and buildings are small
in proportion to the clouds

A 17 The proportions used create a Sense of vast scale and drama, making the around and buildings appear even smaller

gt
peanty anll HEZISI(D

ﬁ

Gompositional devices

pividing the canvas

How much to allocate to each element is a
matter of what the artist finds pleasing to the
eye, but there are some guiding mathematical
principles that can be used to help determine
this, such as the golden ratio and the rule of

thirds, which we explored on page 92

In images 17 and 18, the sky filled with smoke
and fire occupies two-thirds of the canvas,
while the land occupies the remaining third,
The farm on the right is a key focal point which

is accurately proportioned to the landscape

but is disproportionately tiny compared to the

immense fire, All of these size relationships serve
the purpose of describing the vulnerability of the

farm in the path of this ominous wildfire

Proportions of other elements

The principle of proportion can also apply to
the relativity of design elements within the

composition. For example, the ratio of saturated

to non-saturated color, the ratio of hard edges

-:to'soft edges, of light to shadow, or even of cools
towarms,

Al i i
& proportion of light to dark draws the viewer’s eye 1o the back of this snowy scene

e

'!or:m_lges 13 and 20 show how proportion can

ItF;:i itriszf:orndtetsigdn elements. In this painting
3 o i

‘QfdeVOtE i Iighettzrrr:lne how much canvas

tﬁe‘ s as T]nd how much to

. ividing line between light
25had ed up following the golden ratio

94), and th ;
- 2 e design itself wa I
s rem
N golden spirql, niscent




Gompositional devices

composition

Directing the eye “

position, you have the |

When developing a com

ability to visually walk the viewer through your

painting and control the image's message. This

is what is meant by

placement of certain design elements,
anvas that

«directing the eye’” Through

the you

can create a visual map through the ¢

tells the viewer how the sequence of visual events

should unfold. This is important not just to lead

the viewer to the main focal point, put ultimately

to control how the image’s story is told.

Directing with focal points

One way to do this is through the placement
points. As

of dominant and subordinate focal

discussed, focal points aré made up of contrasts,

and the human eye is drawn to these areas.

You can use this human tendency and your

esign elements (such as shape,

knowledge of d
value) to tell the viewer where to look.

color, and
rest,

The placement of these points of visual inte
ndary, will

and whether they are primary or seco

determine the ultimate sequence.

nirectingwithsnane&line - —

an also be used o direct the

ontal rocks lead the eye to the
cloud formations last

Shape and line ¢
Primary focal point

eye between focal points, as our gaze tends to

hese visual cues subconsciously. These

follow t
he edge

directional lines can be real, such as t

of a stream, Of perceived, such as the gaze ofa

rider toward a distant mountain. Many types of

directional lines and shapes can occur naturally

within an environment -~ roads, rivers, rocks,

s the one-point perspective of a

logs, or perhap
t - and all can be helpful in guiding the

city stree
viewer through the scene.

e

1 the object of the cranl's altetiun

m——
EHEFWIII nalurallv look towar,

In image 21, the eye is directed along the path
e right. Then it is sent

of the river — up and to th
immediately back to the left along @ distinct

angle of willow shrubs, where the viewer arrives

ot the primary focal point of this painting, which

is the light on the distant mountains.

Image 22 shows an example of a perceived

directional fine, in which the viewer follows the
d the mountain. |
,.-q'.r.r.'!

rider’s gaze back towar
L

gwer's eye to the mnumams B

A Features of the neary environment are used to guide the Vi

101 © DY
winter on 10e san ige!




Martina Fackova

“The inspiration for this personal piece came while
{ was skiing in the snowy High Tatras mountains.
| imagined|@ peosant girl who was in some watl
different, and for that reoson; was beind hunted
through the winter forest as @ monster. Her dead
father's sword was the onld precious thing she

managed to grab while on the run.

{ always try to paint images that make the viewer
feel as if the character is @ real person. With this
painting, | wanted the viewer to feal the cold snow on
their skin and the hot blood in theirface: | aim to tell
pelievable stories and always try to use elements

that grab the viewer’s attention and hold it.

There are a few compositional elements that | used
to help me create the best visual read. The most
obvious is the big white snowy bush behind the girl
that frames the primary focal point of her head and
torso. The branches also help to create the feeling
of being trapped. This placement of darker values
against lighter values creates d tonal structure in
the painting, and that is always the first thing that
the viewer sees, even if the painting is very small or

in grayscale.

Color was the next tool | used to help guide the eye.
The red hair naturally grabs attention and brings us
to the girl’s face. Then the ege can follow the pattern
down to look at her wound or her freezing fingers.
The orange leaves help to connect the figure with her
surroundings. The whole image is carefully designed
to keep the eye wandering around the scene and not
lead the viewer outside; such as branches pointing
at the girl, the big bush ‘grabbing’ her, and her head
turned to the center of the image. One last thing
that | consciously designed was the four hands. The
monstrous nature of the girl was not meant to be
the first thing that the viewer notices, which is why |
‘hid’ the hands within her silhouette.”




Composition

Rhythm

As our eye moves through @ painting, we maoy
discover a certain visual tempo to the movement
from one area to another on the canvas. This is
the rhythm of the painting. Rhythmisa principle
usually applied to music and writing, and is not
as easy to define in art, but as noted, it works

very closely with “directing the eye”

The difference is that while directing the eye
provides the map to travel through the painting,
visual rhythm provides the tempo at which
we travel between areas of visual interest. S0
whether the rhythm has a regular, random,
alternating, flowing, or some other pattem, it is
a useful compositional device to help convey the

overall mood of a painting.

A 77 The viewer's gaze naturally moves up the stream toward the bright trees in the fistance

In images 23 and 24, for example, the repeating
pattern of rocks along the stream creates an
underlying rhythm as the viewer travels from
one group of rocks to another, toward the bright
crescendo of the focal point at the end. This
compositionol structure is subtle and organic,
embedded into the environment in o way that

the viewer will not consciously notice.

When composing an image, consider how you
can place objects or other elements init- suchas
similar shapes or recurring details - to immerse
the viewer and pace the eye as it travels around

the scene.

Gompositional devices

focal point

«yisual rhythim
provides the tempo
at which we travel
petween areas nj-‘
visual interest’

Mentioned qt inni
i purt:l:mbsglnmng o_f this section, some or all of these
L o ei pre?ent in any image, whether we consciously
i idenﬂf.g :::Tk_mg at paintings by your favorite artists to
g L o S .sc r:hlements and analyze how they serve the
gYyour own images, consider if there is a device that

YoU could

Pay closerattenti

3 Erattention to, ori i

et ; , or if there is potential to i

- ppron 0 introduce a new

4 900d compogit 15 could help to make your image more effective

- g ve o
ition the extra push it needs to become great r




FUNDAMENTALS APPLIED...

Valera Lutfullina

“This image was an exact case of not knowing at the beginning
what the end result would be. First, | thought about the khorovod
- one of the oldest Slavic dances. | thought that there should be a

lot of goats, with one big white goat leading the dance on its hind
Jegs, but this tore the picture apart. | decided to move away from
the white goat idea and make a more human-oriented scene,
with a woman in charge and ali of this wild pagan festivity here

because of her.

| wanted to create the effect of watching something secret or
dreamlike, something not intended for prying eyes, whichis why i
allowed so much space for the meadow. It puts distance between

the viewer and the procession.

| used the simple rule of thirds to break the image down into
sections: the dark ground and the light sky. The tonal contrast
is the greatest contrasting element in the image, and helps

to clearly single out the woman and her retinue as they are

sithouetted against the sky. The color scheme and lighting could
be either night or day, dream or reality - there is no certainty

about what is happening.

To encourage the eye to explore all this distance between the
viewer and the procession, there is o kind of S-shaped rhythm in
the composition, created by the lighter values of the creek and
umbelliferae plants. This leads the viewerto the big goat and then

to the woman, whose sightline is angled slightly towards us, as if

she has noticed the viewer.”

Vg
i I“”"mﬂa




tihiancing composiiions

uitiple elements ineluding Hiahting, scale, and perspective work together 10 make this composition successtul

bOMmbini
what! _,. nlng W“]’ Skl"S
d alsoV  9Msts understang that u

e canvas will have 0 pearing on the uch as the horizon line, an
os these vill

color palettes you will use,

bearing on your com osition too = elvj| . an immersi -
e " i mersive composition, such as linear and

Now that the foundational elements and tools  onyour whit
ntil a

of compasition are more farniliar to you, you can composition. Image 25 use ;
, s multiple elem
ents to creat
e

begin to combine them with your knowledge of
light, value, and hue, and to play with extreme  Artists are often led by feeling and spontaneity e i the picture: oy
a1 dic > even if separate

though this can have the draw- Composition, in generUL ot i executed well, th
. Withou ' » Ihey lose their

repeated elements, as discussed on pages 106
and 0. It also features contrasting light and
sh j

adows, and objects of different scales, which

we will explore further in the following pages

compositions to create visual drama or an in creation,

intriguing narrative, Even if @ picture simply  back of resulting in visual errors. Before you feeling to some degre

picture, it is important to visualize  fontosy, and inspiration ol g
ecessary 100 28 ) help oy,
P e to create

. LEOrning

consists of cloudless sky and green grass, the  sketch your
f imoge,

horizon line that divides the picture comes under  an overview of your final piece. Envision where impact. However, itism

ompelli
in your picture will be placed, — use formulae to support pelling

N many levels.

the banner of composition. Any object placed each component




gomposition 1

Enhancing compositions

compos‘ng Wlth "ght visible in its location near the golden ratio {(page o Light or dark objects on @ midtone

As you Saw in the “Light & shape” chapter (page 94), but because the light and shadow contrast background (image 28)

8), light is perhaps the most powerful force for  sostrongly.

creating atrmosphere and focusing the viewer's . A dark object with a light background
gaze on specific areas of a composition. No artist can create an image without a variety (image 29)

of values, whether these are light, midtone, or
A high—controst shape, whether light of dark,  dark. There are many ways thot lighting and
stands out vividly to the viewer as an important value can play a part in the composition of
element of the composition. In image 26, for  an image, and you should typically consider
example, the light values create the effect of  organizing on image in one of these three ways.

an “object” in the scene. The viewer’s eye is

immediately drawn to the bright shape with the « A light object with a dark background

silhouetted figure, not only because it is very (image 27)

A 77 You can create a bold composition with a light-on-dark arrangement of values




composition

A This image has a 1argely SVMHGN compositl

Playing with symmetry

Perfect symmetry is rarely encountered in organic life,

creating dynamism that expresses activity, motion,

to express organic matter in paintings. However, too much disturbance
of symmetry can be perceived 0s incorrect or even deformed. The goiden

ratio is based on finding a point that is slightly off-center on @ given line,

on but the figure and shape

and so is rarely used

and development. It

creates variations in the division

If you consider the realism depicte

of objects, exu

and asymmetry without being displeasing to the viewer’s eye.
Images 30 and 31 show compositions that are roughly symmetrical along

the vertical axis. However, they contain differences in either side, and off-

center figures that make the scenes look more organic and engaging.

composition conforms to static symmetry and

d in images 32 and 33, it is clear which

ding a sense of movement

which is more dynamic. As

organic subjects are never completely symmetrical,

it is also clear which

version has more

pelievable proportions.

Enhancing compositions

100 of th o :
Image retaip i
5 i
Laij alem_emi 0f symmetry without both sides being completely identical




composition

Enhancing compositions

Experimenting
with scale and ratio

scale

Many compositions are carried simply by the use of scale,
which enables you to allocate importance to certain objects
overothers. Image 34 shows some rock formations of unknown
size; the viewer has no concept of their scale until human
figures are added to the scene in image 35, This enables the
viewer to judge the size of each object by the way they relate
to each other proportionoug. To give the foremost rock an even
larger presence, it could be extended outside the borders of
the canvas and beyond the limits of the composition, giving

the impression of incredible size (image 36).

Ratio

In image 37, the viewer automatically glances at the vast
empty space, then at the cliff, and up to the rider. This whole
process only occurs for a fraction of @ second and is entirely
unconscious. The drastic ratio of sky to cliff creates perplexity
and tension in the viewer, and they begin to question what is
happening in the picture. Is it on end or a beginning? Is the
rider in danger or admiring the scenery? Consider how you can
balance the relative sizes of objects or spaces in your image

to make o greater impact, such as in image 38 where the lone

warrior is the focal point of the open forest space. A 37 The sky dominates this scene, adding drama 1o the presence of the oliff and rider

— =

’ o T s e P
A 3/ Without a smaller eiement for context, the viewer A 75 Tiny human figures instantly put (e vastness ofthe A 36 Thescale of the rocks caf ﬂ: “::%3@
cannot gauge the size of the suiect (0cK formations into a clearer context further by extending them 0 né &

i

218
(1l




A 39 The angled perspective in this scene affects e [‘.Uﬂllﬂ_smﬂﬂ and El_ﬂEﬂ‘anl of the eharacters

considering
perspective

Perspective refers to the position of the viewer
in relation to the objects in the scene. We look
at objects with two eyes, but only see an image
from one perspective; this perspective is from an
angle located at the bridge of the nose. From
this point, the viewer's principal line of sight is
directed toward one main subject, and can be
angled upward, downward, oron @ jevel with the

subject in the scene.

Perspective is linked to composition because it
considers the subject’s visibility from a certain
ongle in your image. The distance and angle
petween the viewer and the objects in the
image directly correlate to the composition of
the piece. Perspective addresses the limitations
within your frame of sight, and because of this,
it is important to consider perspective and

composition together.

Images 39 and 40 show a composition with a

slanted, angled perspective that distorts the

proportions of the figures by elongating the
figure and shortening the final oné. 50
characters’ fimbs are subject to foresho
(see page 151), which affects their ploce™

the page.

ccurately dete

0!
the precise distances petween any
ssible to

It is possible for artists to &

a scene, and it is always PO
manipulate the
view. This will be covered in

«Perspective & depth” chapt

med!

key influence for ﬂlauinﬁuuﬁes arin ]ud_uin

g distance In ths scene

Enhancing compositions
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""""" e Planning compositions

| oo USE HMITEL values

Even experienced artists are unlikely to compose This will encoura
d, avoiding extraneous detail. You ~ Shapes are defined by areas or tonal value,

a perfect image on the first try, with no prior shape-oriente
can also build coverage more quickly, though SO using fewer values forces us, in a very

planning, Creating thumbnail  sketches is
udy, the fonger this can take,  direct way, to find the shapes that make up

common practice for visual creatives in Many the larger the st

industries (imcge4'l).These small, loose sketches depending on your medium. Between four and our composition. Three or four discrete tones

help artists from many creative backgrounds t0 eight centimeters is a good working size, are more than enough to capture a basic

test ideas for a composition, explore different compositional structure. Too many can lead to

too much complexity and muddle the clarity of

stgetatiached e

As o thumbnail is so small and rough, you are

unlikely to become too gttached to it. When you =
o an idea, you are free 10 be %i%%m En%m gam@a@

Each new concept requires @ personalized are less attached t

ways to tackle @ subject, and see whether an

image will work on its most fundamental level

before investing time init

h is the spirit you want to  Adding more detcilneversolvedacompositiongl

compositionol solution, and each time the experimentol, whic
problem that would be better worked out with

A Tis

artist must search for it, or the idea will die. invoke in the thumbnail stage.
basic shapes. Keep with the broad, shape-

Simply fulfilling all the laws of composition will
not guarantee an axcellent picture — Yyou must oriented approach and avoid drawing fine

also have a creative approach to your solution, E%W@E EE%%S? details. Drawing is useful, but only insofar as it

selecting the most relevant ideas and methods help us to define the placement of major shapes.
for the picture, in order to achieve suCCess. m % S%@@%S

Composition, figure placement, value, contrast, Working with shape and tone does not mean the

and color all contribute to the idea’s SUCCESS. complete abolition of lines, Lines are @ natural

Here are five useful rules forcreotingthumbnoils. way to gain control in drawing, but as much

as possible, focus your thumbnails on major

shapes and tones. Avoid ultra-fine pens or hard

K%@@ Em%m %m@% pencils; instead, use drawing tools that make

uch as a dark, soft pencil,

Although thumbnail studies maybe larger than bold, decisive marks, s
the one or two centimeters of an actual human a broad-nibbed marker, or even d brush.

thumbnail, it is still best to keep them small.

| —— | | ' ? hihis
| | Il 1 4 ch
. | ODject; apter has dealt with some

Ve cql
Culation
o s, let us e :
nd
ity It is s with a note on

tso
Methin
I 9, we
| all se
but the i5n € the same color or

ot the i
case. Our vision gives

Even though objectivity i
ec i i
o jectivity is possible in terms  attracted to the
object placement and composition, a final S i
image will always be based on your subjective

opinion, particularly when addressing color

Y to assume
that wh -
o ost as much as beauty. Albert Einstein noted

th i
at man’s deepest, greatest experience is that

reflection of ot
" y. While measurements and formulae

which i
ich is affected by so many external stimuli

‘ [ i e Objects we se
€| e, and . .

| i of THUth, but in reqlit wedo  (images 42 and 43). are useful, an artist must use their intuition and
| . that informa ity our brain fills imagination to fill in the gaps that obj

O see |t : 'on based ) at objective

it on wh
'[ ] _ 1 'S - g oy __ - P d mg IS the artispg ob to : atwe  Excellent artists frequently ask themsel calculations cannot, That is how masterpieces
e e et 0 T BRSNS s e € thej see be « o ves, a
A | Thumbnails are an essential {00! for planning compositions SIrown judgment yond  “Why is this picture so interesting? What i e made.
i e - —— 1 ! at is it
that makes it stand out?” People in general
are




Iage wiej 7 : iy .
==WGSone of o serjes oF illustrations | creoted formy graduation to achieving this was the elimination of unnecessany elements. My early

! Art Center | Was trying to depict a'stord from the everyday . ideos included o camel-like animal to helpcarryloot through the desert; |

FU ND AMENT ALS APP“ EI] L. i e Nomacs. These two men make a living by selling avery also had allot of ideas forfioral elements ond different typas of trees that

-ei_i-'- Scqired from a special type of bee that nestsionthe  might flourish among the ruins. However, these details were not essential
anci i . ML W ; : s r

CIent ruins, One of the hordest parts was to comelup with  to the story, and were competing too much with the architecture,
Ontop of that was the additional challenge of using

WAt that time was nota partof my pipeline. The light and mood were also difficult to resolve, as it wos very easy to lose

s “ i k[]“ = et the feeling of lightness and adventure, turning the whole piece into a dairk

M aX| m ann ev & Mostimportant part of this piece, liwanted not enly  and dirtycomposition that l didinot want. Trimming excessive detailsfrom
ESUal care et ) omi e e e : ]

_. : ual SOmposition, but one that would convey some of  the concept, even if | liked them o lot, ensured that the final composition

ifd the , . : ¢
EWorld | was tyingto depict. The biggest challenge:  was bright, open, and dppealing”




entals applied

Rinat Knabirov

“One summer | went hiking in the Altai Mountains,

a very beautiful place in Russia. | was inspired by

the gigantic stones scattered throughout, the forms

of the sharp rocks and mountains, the stormy

azure rivers, and the flora and fauna. | especially

remember the shadows cast by the stones, which
inspired me to use long, contrasting shadows in

my work. All these impressions served as o great

impetus for this project.

| wanted to create @ composition with a striking

shape contrast between the large stones and small

person, using scale to show the power and greatness

of nature ond to encourage @ greater emotional

impact in the viewer. Bright rays of sun would reflect

off the stones to create a dazzling effect, lighting

the figure with a strong glow to create @ focal point.

A complementary color scheme gives the image

even more contrast, balancing cool blue rocks with

small oreas of warm hue. Many books have been

written about the perception of color - | recommend

those of Swiss painter Johannes ltten and illustrator

James Gurney.

| often use @ Mix of traditional and digital media,
and for this image, | used traditional monotyping,
scanning the resuiting patterns and adding them

to the scene. This use of texture ensures that the

t look monotonous and, along with the

stones do no
creates variety and

different shapes in the terrain,
detail that engage the viewer in the composition.”
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Flindame

Axel Sauerwald
Tools: Adobe Photoshop

"The idea of a multi-figure composition had been on
my mind forawhile. When | made a quick cloud sketch
for a live stream, it offered the perfect opportunity
to begin realizing my initial idea. The aim for this
artwork was to create a simple but striking multi-
figure composition, with the Pre-Raphaelites being
a big inspiration for the characters and the overall
feel of the painting. Projects like this are always a
great learning opportunity. There is much to learn
by leaving your comfort zone and tackling scenes

and subject matter that are not very familiar.

One of the challenges of creating a striking
composition is achieving a strong impact at first
glance, and then inviting the viewer to explore the
image further. It was very important for this image
to have a clear separation of the value groups of the
foreground and background. The characters have
a strong, readable silhouette while the background

remains hazy and light.

Within the main shapes of the foreground, | could
then place shapes and details in a way that guides
the viewer’s attention to the focal point of the
main character, Balancing the range of values of
both foreground and background was also very
important to create believability in the scene, giving

it convincing atmospheric depth.”







perspective & depth

Although the first attempts to represent the

real world are visible in early, rudimentary cave

paintings, such as the Lascaux paintings shown

earlier in this book (page 54), the illusion of

three-dimensionality was absent frorn Western

art before the fourteenth century. It was the

artists of the Renaissance who solidified ideas of

ective in art that we still recognize today,
mages

persp
and introduced methods of constructing i

that are still valuable for contemporary artists.

The rise of perspective
it was not u
began to experiment with perspective

ntil the Renaissance that artists

clearly
and depth to create more obviously thr
dimensional imaoges;
artists had not aspired to repro
space in their images. Arti

di Bondone, an ltalion painter and architec

before that, European
ducing realistic
sts such as Giotto correct and app!

from the proto-Renaissance era, began

to develop perspective in their artworks,

introducing foreshortening and depth to the

architecture and figures in their scenes (images

01 and 02). These artists paved the way for
phisticated portrayals that we associate
(image 03), and over the

the so
with the Renaissance

years that followed, perspective be
popular art.

came more

polished and more prominent in

By now, we have further developed our ideas

of perspective and depth, and gained greater

awareness of its impact in images. We have

n able to apply this knowledge to the benefit
and the

bee
of many different fields in both fine art

wider design community. In any image, we can

clearly see any discrepancies in the portrayal

of perspective and depth, and therefore try to

y believable dimensions in our

t  own artwork,

134

Art history: the past in perspective
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Perspective & depth

Before explaining ~ how perspective is
constructed, we should address the nature of
space and how it is interpreted on the basis
of three dimensions. Capturing the illusion of
these three dimensions on paper of canvas is
what gives a realistic feeling of perspective to d
two-dimensional artwork. in this section, we will
compare and contrast axonometric and conical
perspectives, explore different sub-types of
these two respective groups, and see how these

can be applied to shapes and compositions.

The three dimensions

Perspective assumes that space is structured
along three orthogonal (perpendicular) axes that
provide a spatial reference system. These axes

(X,Y, and Z) are based around three dimensions:

+ Length (X}
« Width (Y)
« Height (Z)

When creating perspective, everything is
referenced according to these three axes.
Simple shapes such as spheres and cubes are
much easier to draw than complicated and
curved geometry, as their dimensions are easily

adapted to the three axes.

There are many different rules and techniques
when it comes to creating perspective. Images
04 and 05, for example, show the same shape
represented in different types of perspective.
They both project the length, width, and
height of a cube along those respective axes,
but in different ways. Let us begin by defining
these main types of perspective ond how to

distinguish between them.

A cube
in conical
perspective

e

A cube in
axonometric
perspective

Axonometric perspective, also called “parailel
perspective,” is fairly easy to construct. This
type of perspective is not based on reproducing
reality, S0 is not reliant on creating a natural
sense of three-dimensional space. It does not
necessarily show objects as the eye observes

them, but simply gives an idea of volume

Unlike conical perspective, which we will cover
on page 140, axonometric perspective is cregted
by projecting an object along lines that are
parallel on a plane (image 06). Objects drawn
in this manner do not recede naturally from the
viewer, as there is no “viewer” relative to the
scene. This type of perspective is very commonly
used in technical drawing for the representation
of individual parts and volumes. The parallel
perspective lines are very useful for fast, hand-

drawn work that is intended to quickly visualize
the form of an object.

AXonometric
CISPEctive in
L history

Whil i
lle Renaissance artists in Europe
emphasized the

importanc
naturg| ennt

Perspectives, [ike the

onj.

"tncl;ool;t:) Srepectives we will ook
. Y this was not the case
'i'r.‘:nt'.ltil A"““Ometn‘c perspective
. fm‘nlnrominentiy in' Chinese
i t{;:’um.ple, where it allowed
i i Epict numerous subjects

¢ equally,

letters Ato E
indicate the corners of
the cube that are being
projected in a parallel

diregtion l Raere

F

AR BO

2 =

B o

o o

A A0 illustration with axonometri i
eric perspective from the chi
inese novel Aomance of the Three Ki
ingdoms (c. 15th century)
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- e B o - Perspective

\ .
| .wpes ui 3Xﬂ“0mﬂt"0 In addition to these three main groups, there  Once the angles of the three dimensions

DE[SDBBIWE are some variations with more extreme angles have been defined, you have everything you
need to build an object. As mentioned before,

Axonometric perspective is classified according (image 08):

to the angles that form the three X, Y, and Z axonometric  perspective does not give a

« Oblique: The X (length) and Z (height) realistic depiction of an object. In many cases,

axes. These three spatial dimensions define
the objects appear to have false proportions

the dimensions of the object, and all three axes form a 90-degree angle
due to the optical effect produced by parallel

axes (length, width, height) are represented by

« Military: The X (length) and Y (width) projection. This becomes particularly evident in

straight, parallel lines, as you saw in image
the more extreme perspectives such as oblique

06. Within this form, three main types of axes form a 90-degree angle
axonometric perspective exist (image 07): or military. To reduce this distorted effect, you
These perspectives are often used in technical ~ can reduce the angles of certain dimensions so An architectural
« Isometric: The axes’ angles are equal and architectural drawing, as they ore easy that the object becomes more proportionate. Ve L ¢ — Bl 3 drawing in military
to project. If we observe the perspective in this - S 1 i NN I_ axonometric
« Dimetric; Two of the angles are equal image of the Templete de San Pietro in Rome, perspective
we can see that it is drawn in military perspective
« Trimetric: The three angles are different (image 09).
z z z
The primary
types of axonometric
perspective, with A,
B, and C representing
the three spatial

Yy »
A=B-C=120° Y AiB=C K4 AiBiC
|SOMETRIC DIMETRIC TRIMETRIC
PRAJECTION PRQECTION PRASECTION
z
z
oblique and
military DETSDBGYNBS ( w
Dmlem at a mare 900 °
~—
gxireme angle - o
=

138
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perspective & depth

conical perspective

Conical (or linear) perspective is the type of

perspective that serves to represent our three-

dimensional reality ina two-dimensional image.

In contrast to axonometric perspective, this

perspective is based on a conical receding point;
all objects are formed and placed in relation to

that, and become smaller as they get farther

away from the viewer (image 10).

Axonometric perspective

Conical perspective/

This means that the same object can have an

infinite number of forms, as we can observe it

from infinite positions in space. Therefore the

proportions of an object can vary significantly

depending on where we choose to place the

vanishing point {image ).

10 A comparison between shapes
in axonometric perspective {above]
and conical perspective (below)

11 gonical pe
countiess ways 10 mpmsem RLL

rgpective urﬂ‘"””sa i-’

Perspective

'.‘ E
‘The “visual cone” defines th
.___ e paramet i
ers of the |Ight rays that reflect hough it can be used to
Create exuggerated effects, it i i
f f T - . ff , it is advisable
ot to create or place ob]ects outside of that 60-degree cone of visi
II . . : Ision,
as those ObjeCtS will become deformed and give rise to distorted
(=]

perspecti i
pective. When planning a scene, keep these limitations in mind

and reframe your com osition if lleCeSSGlg to avoid distorted edges.
I C P

ff objects in our environment into our eyes. Aithough the human
a cone of visi 3
% y of vision of 90 degrees, our actual range of vision is limited
gl_aroun 60 degrees. Any vision beyond this point can b
blurred and confused. T

GROUND PLANE

Bxtend aulside the somfortahle rangs ot Human visian




Perspective

perspective & depth

Flements of conical
perspective

To explain how conical P
plane between the

erspective works,

imagine placing @ flat
observerand @ three-dimensional object {(image
12). The lines of sight that lead the viewer toward

the vertices A, B, C, D, and E intersect with

the plane, creating @ two-dimensional image

of the shape. This is the underlying logic of

representing a three-dimensional shape on @

flat canvas. We will now jook at the important

elements that create conical perspective.

We are going to define the important elements

that serve to build conical perspective, which you

can see lobeled in image 13.

« Point of view: The point of view (often
abbreviated as “POV”) is the point at
which we, the viewer, are positioned -
that place from which we observe the
scene. It is important to choose a good
point of view when trying to create
interesting perspective.

« Picture plane:  The picture plane
is the plane on which we draw the
perspective. it is the transparent
plane perpendicular to the observer

~ the canvas on which the image is

constructed. The viewer's line of sight
starts at the point of view and finishes
at the vertices and edges of the seen
objects, allowing the flat image on
the picture plane to emulate a three-
dimensional reality.

In image 12 you can see an example of this

“picture frame” concept. You can follow the
point-of-view lines from the observer to the
four vertices of the shape: A, B, ¢,D,and Eona

\magine the

square behind the picture plane. The intersection
of these lines with the picture plane is shown on

the corresponding biue shape.

« Ground plane & ground line: The
ground plane is the horizontal
reference plane from which vertical
measurements are taken. The ground
line is the linear intersection between

the picture plane and the ground plane.

canvas as a flat

“picture plane”
petween the viewer
and the objects in
{he scene

ynderstanding tme

gomponents jabeled
nere will help you

1o construct conical

perspectives

Horizon line

This is the horizontal line in the picture plane
that is located at the height of the point of
view. In the real world, you could compare it to
the line that separates the water and sky when
observing the sea. The horizon line is where the
image recedes away to (in other words, where

the “vanishing points” are).

In image 14 you can see a cube placed at various
heights in a scene, When the cube appears below
the point of view, below the eye-line created by
the horizon, the viewer can see the majority of
its upper side. As the cube rises, this upper side
becomes less and less visible, “disappearing”
into the horizon as it reaches the viewer’s eye
level. When the cube exceeds the horizon, the
viewer begins to see its underside and can no

longer see the top.

HORIZON LINE

The visible dimensions
0f an object depend on
its position relative to the
viewer's eye-line

Vanishing point

-The vanishing point describes a point in the
image at which all lines of perspective converge.
jA very simple example is that of train tracks in
lm.age 15.The rails converge to a single vanishing
point on the horizon. Both rails are parallel in the
space, but when perceived in perspective, they
shrink toward the horizon. When creating conical
perspective, parallel lines in a scene generally

c
onverge toward one or more vanishing points

However, not all parallel lines in a specific scene
converge toward the same point. Lines that are
parallel to the sides of the picture plane do not
hcx.ve a common vanishing point; they continue
being parallel to the borders of your page or
canvas. In image 16, you can see this effect in
the sleepers on the tracks and the vertical posts;
they are parallel to each other, but also porolle;
to the picture plane, so do not converge toward

the same point as the long rails in image 15




perspective & depth

perspectives with

yanishing points

In theory, there are an infinite

vanishing points, as you can caleul

number of

ate one for

each group of parallel lines in a space. However,
in art, there are three main types of perspective,
which we shall discuss here. Depending on where
the object is in relation to the observer, oNg, two,

or three of the three spatial axes (X, Y, and Z) will

have vanishing points. The number of vanishing
points depends on how the subject is positioned

relgtive to the viewer, as you can see inimage 17,

Three different views of

a cube using one-, 10~
and three-point perspective
Red indicates the edges or
faces that are parallel 10 e
picture plane

T

-

Perspective

when the cube is parallel to the picture plane,

with one static face of the cube facing directly

One-point perspective

This i -
his simple perspective is often used for scenes

toward the viewer, the
rest of the cube recedes  where the viewer is looki
ooking down a corrido
r,

toward a single point. If the cube is turned on

) ) tu el, or street that shri ks towa d one po t
rtical axes so o y one edge S Tacing the o] € norizon. g 8, the wa oofr, and
Vts e N In image 1 t

) ”S, |
eWel, the I way Hing verg Wi
he two adjacent aces recede g cellir [0 e corridor conve e toward a smgle

tOWGl’d tw i i i
0 po tS, offering a more dg amic and vanis Ing pOl tin the di
e distance.

'H real effect. When the cube is tilted on its corner

toward the viewer, so none of the three axes are

parallel to the picture plane, its sides and height
recede away toward three points, This is ideal for
more extreme perspectives, such as a bird’s- or

worm’s-eye view.

There are other types of perspective, because a

potentially infinite number of vanishing points
exist, but in principle you can attain a strong
result with any of these three options, We will

now look at each type of perspective in practice
on an image.

I /

“. 4 l l l ’
i

-




perspective & depth

A 11 Introducing 66000 vanishing point Creates 2 more subte, naturaliste U

Two-point DB[SDEG’[NB

In image 19, two vanishing points are used at either
side of the horizon. They are sO far apart that they are
outside the canvas itself, which creates @ subtly receding
perspective effect; if the vanishing points were closer
together, the objects in the scene would become more

visibly distorted.

Three-point perspective

A third vanishing point introduces verticality to a scene’s

perspective, creating an impression of depth or height. In
image 20, the third vanishing point is situated far below
the canvas, resulting in o dramatic bird’s-eye view of the

architecture and landscape (image 21).

A 0 Notal n_ara[uil'u_\gs_'m the Scene converge toward the horizon

1 Derspann
w30e
ina I.‘E‘E[WE Gan adg 10Werin
4 0epth loa stene ! _
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Perspective

| | o e EULURLE .
‘I I. ||I cﬂnstructing The second thing to consider is the form of the \,anlsnlﬂg polnt DUSItlU“ | - S el

objects you want to show. It isimportant to know  As mentioned previously, the placement of the

I'II .II | perspect“’e that the same three-dimensional environment vanishing points depends on how you place
:. |||| The artistis the one who ultimately decideswhat ~ can be much more interesting if you choose the objects in relation to the observer, ds well as
l'. | |\ the best point of view is for a scene. The choice  correct view. where the horizon line is situated (in front of,
' I\ | l of perspective is crucial and clearly influences . . above, or below the viewer). Lines parallel to the — _ & HL
.II il \ the impression left on the viewer. Following on Helgnt DUSltIOI\ ground plane will eventually converge fo the - = F
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A 77 Foreshortened subjects appear flattened or shortened from e on

150

g's point of view

certainly apply to other subjects as well. It
is closely related to scale and perspective,
and is used to render objects coming directly
forward in space. Creating this illusion involves
a “shortening” of the length of the object in

comparison to what its length would be if viewed
from the side or above,

For example, if the object in question is the
arm of o figure pointing directly at the viewer,
the length of that arm from shoulder to fingers
would be rendered much shorter in terms of
actual canvas space, in comparison to an arm

resting by the figure’s side. In addition, the hand
itself would be rendered larger than the hand
that is farther away, giving the impression of it

being closer to the viewer. You can see examples

i 20
h _r_a'snum NG
“ENed stregm Would appear mugh longer If viewed fro

Foreshortening is a technique most often

associated with figure drawing, but it can

Sy
Al

£ fﬂr_ﬂsﬂﬂﬁﬁﬂﬂ] SHB[]B_DT the stream compa

of dynamic figures in the “Anatomy” chapter
(page 174) to see foreshortening in action.

In a landscape painting, this technique could
apply to objects such as logs, rivers, or roads,
A river or stream will appear to “lie down” if
its length is rendered with shorter lines that
converge farther into the landscape. In images

23 and 25 for example, the lines of the stream

m HDDVB_

TB_[I foa ﬂHI overnead view Wm]l]_UI IJBISEGUVE

are shortened and they converge to a single

point. This foreshortening leads the viewer's eye
farther into the composition.

One helpful tip for tackling foreshortening is to
see objects purely as shapes instead of specific
things (image 24). Trust that an arm or a river

can really be rendered that short and still appear

to have sufficient length to the viewer,

i

b TR WS i




FUNDAMENTALS APPLIED...

“i |oye pirates and SaW someone create o shipwreck
using the Oculus Medium virtual-reality sculpting
softwore | thought | would makean old ship in the
Geulus Medium teo: Mine would be aninterior scene
inspired by the kind of human-hybrid sea monster
chardcters seen iny Pitates of the Caribbean; Dead
Man'’s €hest.

With that in mind, | wanted the ship to look damp;
cavered in bamaocles and skulls, with decauing
woodwark. | wanted the erivironment to feelislimy
and decrepit, like the-ship sughtto sink butforsome
strange and' pestilent supernatural force, ‘Candle
fight would add to the mood and provide:d contrast
with the cold atmasphere.

Miyinitial sketches:for the composition were guite
primitive; | eriginally intended this scene o just
bera digital painting, but now | knew:| wanted to
be able to move around it and light it in 3D. Using
this virtual-redlity sculpting methad, | did niot fully
know!the exact ongle | wanted until the scene Was
textured and it | tried to remnain open to whichever
perspective was best and not get wedded to d
particular angle. Eventually, | chose this low angle
because it felt strong and dunomic, adding to
the cerie mystery; of the scene and leading the
viewer’s eye fight into'the piece.Any other angles |
considered were all fairly similor, pointing down the
length of the room toward the focal character”




FUNDAMENTALS APPLIED...

Konstantinos Skenteridis

“For this image, | wanted to capture an adventurer
preparing to go on a dangerous quest. The scene that
came to my mind was that of him at an inn, planning
his journey, surrounded by maps, notes, and books to

enhance the feeling of researching and taking notes.

As with all the personal work | do, | had a technical
goal in mind -~ practicing and training specific skills
while exploring an idea or object. | want to be able
to create the images in my mind as effortlessly as
possible, so any time things da not go as | planned,
that is due to a lack of knowledge. Identifying this lack
of knowledge gives me a clearer idea of where to focus
my training next. By ‘effortlessly,’ I mean being able to
create the desired image without worrying ot all about
the technical aspects of it. If | imagined this character
ina certain pose, but could not execute it due to lack of
anatomy knowledge, that would be a sign that | have
to keep working hard on learning anatomy, or at least
introduce some tools or resources to the process that

would help me with that aspect.

Unless there is a very clear image in my mind, there
is always an initial exploration phase of a scene. |
considered other ‘camera’ placements for this scene,
but it was quite clear from the beginning that it should
be from a low perspective. This angle adds a more
dramatic feeling to the scene, showing the character’s
concentration as he works. | always tackle this by
imagining myself o photographer, asking myself,
‘How wouid | take a photograph of this scene or story?
What would be present in the scene - maps, books, a
window? | let that thought guide me when composing
and choosing an angle. If the scene were viewed from
a different perspective, it would feel different from

how | would like to photograph it if | was there”




perspective & depth

As mentioned near the beginning of this chapter,
manipulating perspective is not the only tool
that helps to add depth to an artwork. Many

other aspects exist that we need to master in

order to attain a feeling of depth.

In a lot of ourimages, we do not need to have an
exact knowledge of how to construct perspective
in order to create a feeling of depth. While it is
important to have a good understanding of the
theories underlying perspective, you also need
to be aware of other visual aspects, such as light

and color, in order to depict a sense of depth.

You will already have encountered some of these
aspects in other chapters of the book, but we will
look at the main elements here and how they tie

in specifically with creating depth.

/¢ Not alt geometric forms
¢an be discerned from
auttines alone. Light and
shadow are needed 10 elarify
them for the viewer

Basic lighting added

Light & shadow

learned

h us how to fashion

Everything you have regarding

perspective serves to teac
and place objects correctly in a scene, but thatis
the extent of the concept. To create atrue feeling

of depth, you must utilize other visual tools
~ value in particular, As shown in the “Light &
shape” chapter on page 8, lighting your objects
with bright and dark values is essential for

communicating their form.

in images 26 to 29 you can see how adding light
and shadow to line art can enhance the viewer's

understanding of a scene’s depth.

« Qutlines only: The objects are described

with line art and no light or shadows.

Outlines only

Bepid

Castshadows added

« Basic lighting added: Adding two or
three lighting values makes the objects

more clearly legible.

» Cast shadows added: Adding shadows
cast by the objects gives them further

depth and context.

« Final rendering: The line art is reduced

but the lighting ensures that the shapes
are still fully legible.

Even though all the images are drawn in the
same perspective, the lighting clearly defines the
viewer’s perception of the shapes. Knowing how
light falls on an object is fundomental. Values
create depth and are the difference between a

flat circle and @ three-dimensional sphere.

Final rendering

)7 Introgucing two o tnree
gifferent values indicates form
and gepth much more clearly




perspective & depth
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Atmospheric perspective

Like linear perspective, atmospheric perspective
is a method used by artists to create the illusion
of depth in a painting. Where linear perspective
uses lines (real and perceived) converging at
the horizon, atmospheric perspective relies on

modifying both color and clarity to create depth.

Atmospheric perspective is also called “aerial
perspective” (or “distance fog” in the realm of
3D graphics) and has a firm basis in reality. Air
contains water and other particles that cause
light waves to scatter, which affects how we see
color through different layers of atmosphere.
This generally causes an object’s color to become
cooler and less saturated as it recedes into the

distance. Its value will become lighter and there

A 1 Atmospheric perspective lightens and suften objects as they recede into the distance

will be less contrast between light and shadow
the farther the object goes into the atmosphere.
Distant objects tend to take on the color of the
sky, which is usualiy blue on a sunny day, but in
the evening the sky takes on a warmer hue that

bleeds over onto distant objects.

Atmospheric conditions also affect the clarity of
objects as they recede. As the edges of distant
objects are not as well-defined, one object
can be hard to discem from another. Painting
distant objects with softer edges and blurred
distinctions can add further to the illusion of

depth in a scene.

Image 30 shows several important effects of

atmospheric perspective. One is the relative

intensity of color in the foreground compar

the background, as well as the

in foreground objects compared

The painting also depicts warm evenings

bleeding over onto the most distant hills; U]

the cooler blues of the distant

hold up until the last hills. Finally, the
objects in the foreground aré hardre

softer edges farther into the landscape:

Image 31, similarly, has @ warm,

crisp-edged foreground that
paler, cooler, soft-edged backg

atmospheric depth.

higher cof
to distant!

shadow
edd

. vnd
|ative t°

50
recedes inte

round 1€

kylight

e ——

bepth

=

03herig
—E Derspective 1g
Ly Bfﬂ_ﬂlﬂ 8 pat_urai IE_EIJI'{H__I_]!' UE_[JITI and distance between elements in your scene
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perspective & depth

o -

A7 Consider how your scene 62 b8 givided into foreground, mid

Foreground, middle
ground & backaround

Adding a range of volumes to your image is one of the simplest ways to
introduce depth into your composition. By adding different elements to
the scene, strategically placed on different planes, you can transform o

flot, one-dimensional environment into one with three-dimensional depth.

Image 32 hos @ clear foreground {the near shore and figure), middle
ground (the rocks and water farther out), and pbackground (the distant

mountainside). These three planes are separated with the use of color, light,

and shade.

The foreground is bright, detailed, ond colorful; the middle ground features
less detail; the background features less detail still, fading into the blue

haze of atmospheric perspective (see page 158).

160

BT ot T - -

; A . : :
die ground, and bagkground planes 19 e it believable depth A T3 Combing perspeive fies with compositional and atmosph .
e oo Wil LONDasitional and atmospneric elements to create de o
SPNGTIC elements 16 create depth

iAposition

Compositi

Nposition is not

ot just about creati

; eating a vi i

9150 be a ysefyl - g a visually pleasing design; it

Digital layers

If you are a digital artist, most painting programs such as .nllg in conjunction

Photoshop and Procreate will enable you to organize Y
into separate, editable layers. This is very useful when
different elements of your composition and 5

multiple planes of an image.

in
eS to d[o“r the vi

, Ample, in image 33
Wirgy
Nment converge jn ¢

Perspective guides

S o

i

f_or creating the illusion of depth in a painting
“E-e.foml i sh:;:: :;h:r atmospheric devices. How and wherei
e e o t,h other design elements in a painting can
inthe oo "e scene from foreground to background, as

ion” chapter (page 90)

~ bBSt wa h @)
ys to is

B - do this is to lead the viewer’s eye GIOﬂg lines of

u ng EIements within the scene -

ks T

T Mver

* S, orclouds. The key here is not to
Bar Contrived and

in a landscape, these
be too obvious or the
unnatural, Instead, use subtle hints along
&wer in and lead them right through the

an imi
» @ number of subliminal perspective lines




perspective & depth

Golor

As you may have gathered from the use of ORIGINAL
HUES

atmospheric perspective (page 158), another

way to create depth is by playing with color.

Complementary colors, as covered on page 62,

| " SELECTED |
can help to separate the objects in a painting.

HUES

As you can see when comparing the tv'vo ver.sion:
of image 34, the impression of depthis od.ueve

with the use of color. The monochrome iMmage
seems flatter than the image with color, though

their value structures areé identical.

Scale

“SSmentioned on page 120 in the “Composition”
. ter, scale s the relative size of one object
Mpored to other objects in a scene. As it
S to perspective and depth, an object
Boear to diminish in size the farther it is
the viewer. We can use this knqwledge of

HiVe scale to enhance the illusion of depth in
= Painting,

Shective Way to do this is to use similar
N differen planes of the scene. For
% ifthere are rocks in the foreground, you
7€ the lusion of depth by placing the

S of rock farther into the landscape.

titi N
ton will g5 create rhythm in the

______ 0 41

162

painting, as well as guiding the viewer through
the composition.

Scale can also apply to unrelated objects, such
as in image 35. If you have a detailed rocky
cliff on one side of the canvas and a tiny boat
on the other, the viewer’s perception will be that
the boat is far off in the distance. You can leamn

more about creating depth with detail on the
next page.

Other commonly seen examples of using scale
to create depth include placing a small human
figure in the foreground of a landscape, or

adding tiny, distant birds to make a sky or
environment feel vast.

163

Depth




perspective & depth

Color, temperature, and value are not the only
elements that vary across different atmosphere
planes. The amount of texture and detail in a
subject will alsovary relative to distance. “Detail”
is usually thought of as finear detail (edges and
drawn details), but also includes variations in
shape and color, “Texture” pertains not just to
individual surfaces, but to the overall variety of

surfaces, such as trees, shrubs, and rocks.

Creating atmospheric depth in a painting is all
about how different design elements relate to
each other from foreground to background. As
we move from foreground fo background in a
scene, we invariably see more detail and texture
up close. For example, individual flowers in the
foreground become fields of color in the distance.
Individual rocks form mountains farther out, and
trees become hillsides.

in order to paint these elements  with
atmospheric accuracy, try to use relatively
smaller, more intricately detailed shapes in the
foreground, and broader shapes with less detail
in the background. This is not to suggest how
detailed or impressionistic your painting should
be overall, but is about relativity - if you have
a lot of detail in the background, you will need

relatively more in the foreground to create depth.

Notice the amount and variety of detail in the
foreground compared to the background in
images 36 and 37. Compare the texture of the
grasses from foreground to middle ground, and
the rocks from the foreground all the way back
to the mountains, Also note the color variety and

other details that only exist in the foreground.

A

Reduced detail and variety

+ Areas _l]f l_BXILle and ﬂet_ail are positioned [}_‘METENV 10 give the

Least detail, color, and object variety

Most detail, color, and ob]ect_v_q(iéfg b

‘

L

SCENG depth and distance

fin tl

o DY
i \'.’IIUEHIESS o0

J ganll_"f*“"s

| HBWEH ’
SInthelforenry
Und.of the Iandscape create depth when compared with the distant mountains

L]
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Konstantinos Skenteridis

“This image was part of a daily training series | did with some
friends. We would suggest a theme a little outside of our comfort
zone and create it that day. The theme that day was ‘statue! |
knew | wanted to show an ancient structure that was part of
the surrounding environment, and that was more than a simple
statue - more like o place of worship. This led to the addition of
candles and fires, as if this place was visited by worshipers who

took the risk of reaching the area.

| wanted the viewer to feel as if they had finally reached this
ancient dragon altar after some adventuring. The low-angled
view helps to make the viewpoint more personal, as if at the
eye-level of someone who has just entered the area. I try to paint
images as if | were toking a photograph of the scene, as this
forces me to try to improve in all aspects of my work. To create
three-dimensional objects on a two-dimensional canvas, } have
to constantly update my drawing skills and my knowledge of how

light interacts with matter.

To convey the depth of the scene, | had to make a clear distinction
between the foreground, middle ground, and background. To do
that, | added mist to separate the rocky ground and adventurers
that are closer to the viewer. | also added an extra cave-like
area behind ond around the dragon altar to create another area
indicating depth. Atmospheric effects, fog, shapes, and textures
that are in perspective can easily add a lot of depth to an image.
Any time you show a recurring shape in receding size - such as the
jagged background cliffs - you create the feeling of depth, and

this is where practicing your perspective skills is essential.

To convey scale, | added some marks and objects that the viewer
could identify and use to make a size comparison. This is easy to
do by introducing a human figure to a scene, as the viewer can
compare everything to the character’s size. if you cannot place a
human figure in your scene, then remember to include some other
element that will be familiar to the viewer and can act as a scale
indicator. Other elements in this scene that provide important
cues for scale are the candles, the rocks in the foreground, ond
the birds.”




FUNDAMENTALS APPLIED...

Maxim Kozhevnikoy

“This image was part of an exploration into the simple emotions

| | of small, cute creatures. | was experimenting with mixing frogs,

| | lizards, cats, and in this case some panda-like fur. | wanted to

depict o creature that was playful and hungry, with realistic fur.
| The most important part of the image for me was the interaction
| between the character, Sebastian, and the object of his desire - a
small white butterfly.

‘ | tried to use all the possible tools such as materials, lighting,

and atmosphere in order to correctly translote the emotions of
the scene. For example, the foggy forest in the background helps
to emphasize the intimacy of the moment, ensuring that the
foreground character is the focal point. The sharp white shapes
‘ of the fur and butterfly help to prioritize them in the scene.
| The fur was a particular challenge because it is so close to the
viewer, and | realized at the beginning that the believability of
I the scene would depend on how realistically | could render it. The

| background, in comparison, is less detailed and lower in contrast

to create distance.”




Lorenzo Lanfranconi

ha Dhnfnchnn
o Y |,f [|=_

“This scene was painted as a bonus artwork for my

environmental art book, Evolution, My goal was |
to capture o scene from the daily life of g group of

baboons in thejr natural environment. The result js |
obviously not a req environment, but the art book’s
theme is a future where things have changed - this o
premise allowed me to drcwwhatlwantwithouttoo |

many restrictions.

¥ - — A - A = 'il—’_"":
4 il a7 el h bl TRt ] : )
—~ Wy e v T T, - = In terms of my technical goals, | was simply trying

to take my technique to a higher level; | did not
have a specific goai, simply “try to paint differently
ond better’ When painting personal work, | always
cansider what | have done before and how | can

U T hggpy et 0 = B - : . e e 3
P - = —— - - ; .. 2 'Mprove on it in some way, The only certainties in

my mind were that | wanted to paint transparent
water, which required me to think of what kind of |
natural elements | could use to compose the image

in the most effective way.

I decided to use a wide perspective to emphasize the

whole environment instead of just the baboons, The

protagonist is the landscape, the ‘paradise shore;

while the animals gre just an element to il it with

life. To give the environment depth, | used different
organic elements. | composed the image using the
ponds in the foreground to lead the eye into the
painting toward the cliff in the middle ground. | then

used lighter values and colors to show the distance

between the middle ground and the background,
using the greenish light as my key color to create

atmospheric perspective”




FUNDAMENTALS APPLIED...

Joshua Cairas

“This image depicts one of the Silennus, a race
of forest dwellers with magical powers. They are
capable of communicating  with, healing, and
passing their knowledge to plants. These creatures
are rare and delicate, living in the treetops and only
coming down to the ground when it is absolutely

hecessary to look after the forest and maintain its
balance.

From the start, | wanted to include magic in this

illustration. | wanted to use complementary

in this case, green for the forest and pink
to create a magical quality. The perspective that |
chose was based on my need to create a powerful
illustration: a low viewpoint that empowers the
main chdracter and emphasizes the action taking

colors -

place. Working from this point of view also enabled
me to draw most of the trees, where | wanted to add
some elements that would explain a little bit more
about this race, such as the ramps that they use
to climb up into the treetops. The ambient lighting

colors, such as the blue in the background, helped

to emphasize the depth of the forest and create the

magical, mysterious mood that | was looking for”
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Anatomy

There are several ways to start out drawing the
human head. You may start by drawing a circle
and adding a jaw, or even drawing the basic
shape of the head. Another approach is to draw
a basic shape that matches the model you are
drawing, and after you have that baosic shape,
to locate the sections of the face. We will explore
that approach here before looking at specific

facial expressions in depth.

Dividing the head

The human face can be divided into three
sections: the chin to the bottom of the nose; the
bottom of the nose to the brow; and the brow
to the hairline (image 01). These sections are not
always divided evenly, as everyone’s face has
different proportions; for example, some people
may have a longer nose, making the middle
section longer. These proportions all depend on
your model’s face type or the characteryou want
to portray. Nonetheless, there are some basic
guidelines that can pbe followed for drawing any

human head (image 02):

« The eye line falls roughly around the

center of the face
» The bottom of the nose falls halfway
between the eyes and chin, and is 0S

wide as the distance between the eyes

« The mouth falls halfway between the

nostrils and the chin

“These proportions
all depend on your
model’s face type
of the character you
want to portray”

01 Divide the nead into
three sections to heip
you place its features

(12 The eyes and nose
gensrally align with the top
and bottom of the ear

implified perspective

Perspective is always important when drawing, but more so for the head, such as when

locating the ears onthe sides of the head. Ifyou have a hard time lining up the ears covrectly,

try visualizing the head as a cylinder or cube with the three dividing lines wrapping around it

eclive

show the head drawn

fehes (

! imuge 03)
I
ety of angles,

Is Important to note

.
Wings With more

or below where you

M|
Y e
Xpect them, Typically, this

S

1he head

03 Drawing the head at
exireme angles becomes
easier with knowledge of
perspective and anatomy

can be difficult to draw, but understanding the
structure of the head will make it much easier. In

the i i
following pages we will explore the structure

f
of the head, rather than the anatomy; specific
anatomy will be covered more thoroughly in the

Facial Expressions” section on page 192

77




Anatomy

The skutl

Much of the structure of the head is influenced

by the shape of the skull. These drawings show

the human skull from various perspectives. it is

and draw from

highly recommended to study
| make understanding

real-life skulls, as this wil

the head so much easier.

Many of the structure lines shown here can

also be used when drawing heads, as the skull

effectively determines the contours of the head.

Note the domed top of the skull, with slightly

concave depressions on the sides of the dome

at the front. This bone then funnels out a little

toward the front to form the eye sockets and

Brow ridges and cheekbones
flow around the eye socket

A - — - Frontal bone

Lower jaw is more or less
angular depending on subject

178

-~ Nasal bone

Zygomatic bone

Cheekbones are a noticeable
feature in three-quarter views

Slight depression on
either side of the skull

cheekbones. The bottom of the skull is more
angular. The exact shape of the jaw will largely

depend on the gender of your subject and their

natural bone structure.

(12 The Jandmarks of the
skull influence the shapes
of the face and head

omparing structure

These three drawings show the head in profile
On the skull rendering, you can see some of th;
key features discussed on the previous page
such as the prominent brows and cheekbones,
The image in the center demonstrates the.
structural rhythm lines of the head. As you saw
on page 48, it is these major shapes that dictate
much of how lighting affects the subject.

When comparing these drawings, you can
see how the cheekbone of the skull affects the
cheeks on the face. On the skull, the cheekbone
fNrops around to the front of the face and moves
into shadow; the cheeks of the face do the same
as well. The bones of the brow, eye sockets, and
chin create noticeable shadows on the skul‘l; the

same shadows are visible on the face

Fldlial arl
Later in this chapter, you will see
examples of “planar” heads, on which
the anatomy has been simplified to
gleo.metric planes and blocky structures
similar to the structural drawing shown'
:;iij::f_ging planar models is useful
' INg the overall shape of q
subject, especially in different lighting

conditi
ditions and at different angles

R ETETE L ————

The head

Note how light falls on
prominent bony features

{5 Three different renditions of
the human head in profile




Anatomy

csmeEs S e e The head
M@g@mauﬂ% Images 06 and 07 show a side and front T —— =t

There are many muscles of different shapes,  diagram of the facial muscles that are important
lengths, and angles that interconnect across the for an artist interested in creating portraits and

face. All of these muscles help to create avariety  characters. Study these to get an idea of the

As well as m
of different facial expressions and movements,  key muscles that help to form and shape the W ot uscle, bone, and cartilage, the face is al h
N ) ) y fatty deposi A ’ so shaped
bringing life and character to the geometry face. It is crucial to understand how the muscles Y deposits under the skin. These occur all over the f ’ EVEIY Body type, but will vary according t
) ) areas such as e face, in 1o ing to fact
of the head. Before you can begin to show the  contract and change to create expressions and the brow, cheeks, chin, and jowls, and are subject's age and physical build. Make E schios your
’ present in  fatty - : sure you keep th

y areas in mind p these softer,

face in motion, however, you need to consider its convey emotions, as we will cover on page 192. when drawing and rend
endering the fac
b e.

muscular structure.
I B WY W Frontalis
e Frontalis Corrugator supercilii - — - —
Auricular = = = = -8
Auricular - - - _ _ __ _
L e e Proc
______ Orbicularis oculi "
““““ Orbicularis oculi
Zggomuticus I‘\'li !
_ Zygomaticus i
o @ _ _ Y, LA Orbicularis oris
Masseter - - - _ . _ _
_ _ - ~ Triangularis
i Bucci
B an uli oris R ./
————— "4 g b = == Orbicularis oris
_ ~  Mentdlis T”OngUIuriS T
R $ T 0 o Depressor
~ Buccinator
———————— Mentalis
A 06 A reakdown of facial muscles in profile view =




Anatomy

The mouth

Now let’s explore the features of the face: the
mouth, nose, eyes, and lips, starting with the
mouth. You may have noticed that the structural
head drowings in this section have o circular
shape around the mouth. The mouth is a very
rounded area, largely due to the cylindrical
pattern of the maxilla and mandible (the upper
and lower jaw bones, image 08). To demonstrate
this, image 09 shows a pair of lips on a cylinder
to indicate how they naturally wrap around the
shape. It is important to remember this if the
mouths you draw look flat or unrealistic, as the
approach can be applied to drawing mouths

from any angle (image 10).

e . ‘3;%_);». ’_
& N

~

AL
Mandible

A 06 The upper jaw (maxita) and lower au (mandibie influence the shapes of the mouth and lps

Mandible

“The mouth IS
avery rounded
area, largely due
to the cylindrical
pattern of the
maxilla and
mandible”

_ - Maxilla

Simplify the jaws into
a cylinder to achieve a
naturally curved mouth

(19 The jaw bones create a naturally gylindrical
shape, Visualize the mouth and ips curving
across {nis surface instead of making them flat

Aline can help place

e the center of the I
p
P The muscles at the corners of the

J mouth create a shadowed dimple

= ~ - The lower lip will have
arounded cushion shape

When shading the lips, keep in mind

that they have
y a darker value than the Orbicularis oris

rest of the face, due to the thinness of
the ski ;

: e skin. When lit by o typical overhead
ight source, the upper lip will also

Appear darker than the bottom lip,

0s it is naturally angled inward. A

tick bor R Triangularis - - - _ _

lip will have a noticeable
shadow below it.

Depressor - - . . W

Muscles

The upper lip angles inward,
so is often in shadow

»
The cylinder of the jaw is
Noticeable from this low angle

10 g
Mmember g
; R
g oy C!:jnﬂ_erlvmg Cylinder shape when drawing the lips from
» BUIVing the mouth around it to create believable form

The head
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The nose

Noses can be difficult to draw, but they can be

simplified by imagining the nose as a cylinder or Procerus

cone shape with a flattened top.

To guide your drawing, remember the underlying Nasal bone

nasal bone, which creates the “bridge” of the
nose (image 1). Attached to the nasal bone
are the pieces of cartilage that form the rest of

the nose, including the ball of the nose and the

nostrils (image 12).

The sketches in image 13 show the nose in d
Use bright highlight and

to note the planes of the nose, particularly the ; E ] X S dark shadow to suggest
> AL the ball of the nose Orbicularis oculi

series of different perspectives. It is important

balled bulge at the bottom of the nose and the
wings of the nostrils. The wings of the nostrils
Nasalis

come out from the front of the nose and wrap
13 Simplify the complex shape of the

nase by visualizing it as a flattened
cylinder or cone

around the ball to fold back in and reattach to

the face.

u o Y

n f e Skl orms e bony rioge of the nose . :

Nasal bone o)

Nasal bone

Cartilage

13

i

1

i

1

‘ The bony bridge

. catches th i

‘ s the most light
Shade the sides of the

nose to give it depth

W from below

The view

of the
. the nose from underneath

no the rj h S
g gi
t, Jives a clearer view

the & nostr
" ball of the no

of hoy th
IS bulge out around

.qut.ngin S€. This angle can be
N 9 to gt right, so make su e

‘@ 50 i f
e Me time to) consider and
Structure of the nos

Wocheg e and how
€510 the foce, how

184
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The head

The eyes

= indicate the curved

Eyes are a lot of fun to draw; they can tell the P ' e - surfaces of the eye areq 15 Part of the eyebalr's curved
viewer @ lot about the person or character you surface protrudes from the sockat
are drawing, as you will find out when we cover Which is more apparent from Orbicularis oculi

facial expressions on page 192. The basic shape AKX o NH Some angles than others (orbital)

Corrugator

for an eye follows the spherical shape of the supercilii

eyeball, and you have to be careful not to draw

Procerus

it flat. Even though the eyes sit in the sockets
of the skull, part of them still protrudes from the

face; you need to remember this spherical shape ;A ko , 14 Rememher that no part
o § _ of the eyeball or socket is

flat. The brow, eye socket,
eyelids, and eyeball form

when drawing both the eyeball and the eyelids

wrapping over them (image 14). Notice how the

render lines in these images follow the pull of

skin, wrapping around the eyes. Grevices and curves
When drawing eyebrows as well, remember that '
1
they too are not flat, instead wrapping around = Brow bone The eyeball and eyelids

catches the light protrude from within

the socket cavity

the curved brow of the skull. Always keep the
skull in mind and consider how the features

interact with its structure (images 15 and 16).

The eyelids and eyeball

; = — - catch the light compared to I

the recesses of the socket Orbicularis oculi Musclﬂs
(pretarsat)

< _ Thelids have some thickness
and will cast a slight

Tear duct

shadow on the eyeball

m I U | ‘ Nasal bone :

When rendering the eye it is important to remember that it is @ Inreality, the human eyeball is not perfectly sphericaliin'shape, but it

5 o X . . ! — f Orbit i
spherical object, so there will be darker shadows at the corners, as you is easiest to visualize it as such for the purposes of blocking out and ital cavity R

can see below right as the eyeball turns away from the light source. lighting a drawing.

The eyeball is not a

perfect sphere, but can be
sketched as such for art

4 Nasal cavity

’

| The bones of the
| BYe Socket will remain
. Horl brominent on the surfage
Make sure 0 accou 2N I
The wet surface of the eyeball the sphl.‘licu! shape whi ; 5 =2 2
creates a bright highlight lighting the egehull' ; Y i PN - i
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The ears

Ears can be difficult to draw, as they are made
up of complex, intertwining shapes. Look at
each shape of the ear in images 17 and 18, and
take note of how the structures interact with
each other. See how the earlobe splits into two
sections; one section wraps all the way outside
the ear and then back in, and the other section

curls around to make up the inside of the ear.

When drawing the whole head, it is important to
keep in mind that it does not matter how well
you can render out an ear - if the perspective is
off, your drawing will look wrong. A useful rule of
thumb is that the top of the ear lobe aligns with
the eye, while the bottom of it aligns with the

bottom of the nose or the corner of the mouth,

Lobule

The outer ear

17 The outer ear consists of
intertwining shapes within an
approximately bean-like shape

The antihelix and triongular
fossa form a “y” shape

The outer shape
resembles a bean or

Ji i

{ a question mark
fill

i

Concha

Structure lines and shading
for the concave and convex
shapes of the ear

188

s R The hea

If you are havi i
y aving trouble getting the perspective of the ears right,

think of them as a three-dimensi Keep in mi
ree-dimensional “D” ind that these shapes do not fie flat against the sides of th
o e

shape, as sho
wn here, and  head, but angle outwards slightly

ad -
d them to t e structural dICIWIIIg OT your heads to check tt ern

Triangular fossa

! Antihelix
1

18 When drawing the outer ear from
other angles, remember that it is not
flat, but has curves and ridges visible

from the front and back

“It does not
matter how well
you can render

out an ear - if the
perspective is

off, your drawing

will look wrong”

~ The antihelix can often protrude
more than other ridges of the ear

Do not forget to include the -7

curved back of the ear in this view
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|| || - - - - - - .- - .- .- L - - B e - - - - - i it T
Il | S ISR e he head
il Eh @ fu E a he a Image 19 demonstrates the structural contours  and the eyes and eyelids are distinctly spherical,
[
!I Once you understand the structures ofthe head,  of the head. Image 20 shows a sketch of the  Image 21is a finished pencil render with fleshed-
|_ | your drawings will feel more believable. These  same head with guidelines indicating underlying  out features that give a softer, more natural 21 The refineg pencil
|. |'| drawings show how all the fegtures are brought  flow and structure; the mouth follows a rounded finish to the structural blocking. drawing with features
| | together to create a fully rendered head. cylindrical pattern around the front of the face, an surface details fully
il | The forehead is closest I
I| |I to the light source, so endered
; |'| is relatively bright
|
!I || 19 This structural drawing indicates the

key forms and shapes that comprige the

portrait and influgnce its shading
il || The rounded AN ; - ! A
| I | muscles and A . %X \ < : P o . Nt i A oS 25 WA '

structures of the

| The concave sides of the skull
I R 4
\ Zl | all three versions ; g N b and face are an easy starting
| '\ " N i 8 .- \ ) LS _ -~ point for blocking out shading
/|

|| | mouth are visible in
1

\
1 A\
1| ‘| o \ ’ A Vg \ ¥ ; : x Y Accessori
| ) . | ') : . iRE Ay < ssories such os glasses
!l The indentation between the == ! : : are added to the head last
chin and lower lip becomes a

\
‘ | major feature when shading

Glasses cast shadows that
follow the shape of the cheeks

‘] 90 The roughly shaded contours
|

Soften the corner of the jaw so it

shadow onto the neck

of 2 human head, mapping out : . o .
|| | | . pping . The basis of the eye is s sitions naturally into the neck
Il gssential shadow areas % T e rough sPHEr®
|| | I \‘\ M4 The lower lip typically protrudes
j : = and casts a shad
|| :l g The jaw and lower lip cast shadows g N oW
||' /;" downward in this lighting scenari® 'S
N
| X
“ |' /J)‘ The chin and jaw cost a hard
il
Il

191
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| — SR Fxpressions

Muscles in motion

Now that you are acquainted with the anatomy

of the face and head, we will look at how to Orbi .
rbicularis oculi contracts,

infuse your drawings with emotion by creating _ - harrowing the eyes

believable expressions.There are, of course, more

ossible variations than the nine ex ressions in i
P P Zygomaticus muscles

this section, but these are solid basic examples

raise the mouth

that are useful to master. If you observe more

complex facial expressions, you will see that

many of them are based on these, with subtle

changes in eye or mouth shape.

Relaxed brow

Hapniness

Image 22 shows a hoppy, smiling facial

expression with a closed mouth. The eyebrows

are reloxed and the main muscle in action is the

zygomaticus, which stretches the mouth out /
Cheeks push -~

and up, creating creases from the cheeks to the
upward

chin. In more intense smiles (image 23), creases

form at the comers of the eyes, and the teeth

3 The narrowing of the eyes ang g oc e

EXposure of the teeth depend on

- M
the intensity of the smie o Z:Z: ian :e closed
0 show teeth

may be exposed as well. When creating happier Lips stretchout ~
facial expressions, try to think in round and soft

forms; the face should look inviting.

%9 The facial muscles are refaxed
and at ease, with only the mouth
creating noticeable creases

Key shading points

Eyes narrow slightly

. as cheeks raise
~  “Crow's feet” wrinkles

form beside the eye

Nasolabial folds
(“laugh lines” ) appear

~ ~ Furrows form around £
rom nose to mouth

the mouth and nose




e T ——

Anatomy

___________________ o Expressions

Sadness g | SR

In these sad expressions (images 24 and 25), the

orbicularis oculi brings the inside eyebrows up,

Muscles in motion

creating the wrinkles in between the eyebrows

and on the forehead, as well as pushing the : - o - s AR . _
4 o ; R E . ) ‘ “% - = Frontaiis contracts

rest of the eyebrows down, making the eyes

narrower. The orbicularis oris pushes the comers 1 4 o G . g | v Orbiculari )
. 0 - AL < T—— — aris oculi pushes

of the upper lip down and stretches the mouth the eyebrows up

out, which pushes the lower lip out to create a
pout. The mentalis is pushed up, creoting the
bulge on the chin.

_______________ Orbicularis oris turns
the mouth downward

Wrinkles form ~

on forehead
= - = Triangularis contracts

Eyebrows push -~
together to
form creases

Age will also have an impact

24 The brow becomes
on the amount of wri
creased and the mouth b ofwrinkles R
{urns down at the Cormers to THere may b creases Bright highli
around the mouth as t ght highlights on
Express sadness z . Ty, - g ] § the eyeball can suggest  — - - - - ~
Lips stretchout -~ R Nk i i O lips are stretched and tears or wetness _

and down turned downward

Key shading points

i
I
I
i

Creases form on brow = Eyebrows pull Muscles less distorted
and between eyebrows toward each other for a more subtle
expression

Visible bulge forms
. Allfacial aspects seem
to droop downward

as chin creases




Anatomy

Anger

Images 26 and 27 show angry expressions. The
facial features here are all being pulled inward,
distorting the face. This is what makes angry
expressions unpleasant to see. The orbicularis
oculi pushes the eyebrows down and in,
creating wrinkles and narrowing the eyes. The
zygomaticus pulis the mouth up and pushes it
in. The nostrils are pulled up as well, along with

the mentalis, creating the bulge on the chin.

Eyebrows lower :
and push together

Furrows form
75 An angry expression around the nose
compresses and distorts
the facial features -
Lips are tight
and narrow

Key shading points

Deep furrows form
between eyebrows

“ .  Creases appear
around nose

Mouth forms a
severe line

196

Forehead wrinkles and
brows push together

e e Expressions

Muscles in motion

_____ Procerus and corrugator
supercilii create furrows

Orbicularis oculi tightens
around the eyes

_____ 5 Orbicularis oris
compresses the mouth

________ foe

]

I

Lowered head enhances .
)

the scowling effect Crease:
s may deepen

around the nose

Lips become tense
and compressed

27 Distinctive brow
creases form as the
BYEDrows push together,
creating a frown
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Fear

Images 28 and 29 show expressions of terror,
Similar to the surprised expression (page 200),
the eyes are wide open due to the frontalis
pulling the orbicularis oculi upward. This raises
the eyebrows and creates the wrinkles on the
forehead. The masseter pulls down slightly,
opening the mouth. The zygomaticus pulls the
top lip up and out, while the triangularis and the
depressor pull the bottom lip down, exposing the

teeth in a fearful grimace.

Forehead wrinkles =~ ~

as eyebrows raise

Eyes are wide with
entire iris visible

o Widen the eyes and bare the
1eeth 10 create an expression of fear
and dread

Key shading points

~ ~ Brow creases as
eyebrows raise

~ ~ _ _ Whites of eyeballs
now more visible

Creases may appear
as mouth drops down

Dark inside of mouth
may be visible

Lips pull back to
expose teeth

~ . Creases form@s
jaw pulls down

IS I

Expressions

Muscles in motion

Frontalis raises eyebrows

Orbicularis oculi
opens eyes wide

Zygomaticus opens

mouth upward

________________ Masseter and triangularis
open mouth downward

Forehead creases
and eyebrows raise

2Ty using different mouth
BXpressions to show varying levels of
horror or fearful shogk

Eyes open wide

1
[
Extra eyeball highlight :
can suggest tears :
Face may slacken
and droop down
as if stunned

Teeth may be
exposed in a grimace
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surprise

In a surprised expression {images 32 and 33),the

Muscles in motion

frontalis pulls the orbicularis oculi upward. This
brings the eyebrows up, widens the eyes, and
creates wrinkles in the forehead. The masseter
Frontalis raises
the eyebrows

lowers the jow, opening up the mouth, while

the zygomaticus stretches the mouth, making

it wider. )
------- _ _ . _ _ Orbicularis oculi
pulls upward
37 The mouth and eyes apen wide
A _ [ zZ i

ooeeamorsupise WEEEEEEPCREES L TRAES AT B0 |\ Ty 00 e f______ “Y90Maticusand

masseter open

the mouth wide

Creased forehead

Eyes wide and bright

Brow muscles raise

with raised eyebrows

33 Turn the corers of the mouth
Up or down depending on whether
the surprise is pieasant or not

Dark interior of
mouth is visible

Key shading points
Eyelids open wide \

0~ in el WaYeTale
Gonveying mood:
When drawing a “pure” facial expression, such as a happy or angry  more relaxed, try to think of round and so

n, try to capture thi v
will helP yv

Jaw drops down,
ges T openi

ft forms. With angry ¢ pening the mouth

< cngulll'

Mouth may be smiling

face, the features are most likely going to be symmetrical on each  where the muscles are being pulled i
with teeth exposed

side. When drawing a more mixed emotion, such as confusion or an  sharpness instead. Keeping all these factors in mind
evil smile, the muscles will interact differently on each side of the face.  create realistic portrayals of each emotion.

When drawing happier facial expressions where the muscles can be

EXDIessions
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gonfusion

Image 30 shows a confused or unsure face.
Like the skeptical expression (page 205), the
muscles interact differently on each side of
the face. The frontalis pulls up the orbicularis
oculi on each side of the face, but more on the
left in this example. This creates more wrinkles
on the forehead, and as the wrinkles travel to
the right, they lessen and then disappear. The
zygomaticus on the right pulls the mouth out
and up, creating more distinction on the right
side than on the left, giving the mouth an
asymmetrical twist of puzzlement. The mentalis

bulge is more apparentin this expression as well.

Lips have an

asymmetrical twist

Chin bulges visibly

Muscles in motion

Frontalis pulls up
the eyebrows

Zygomaticus
twists the mouth

Mentalis creates
a buiging chin

30 A twisted mouth and furrowsd

brow create d look of confusion

Deep furrows form
on forehead

Muscles in motion

31 A grimasing mouth ang Wrinkled
Nose create an expression of disgust

jé";l«'\
S T S
ot .

“"

. Procerus and
corrugator supercifij
furrow the brow

Muscles of the
nose contract and
pull up the lip

Brows lower and
eyes narrow

Muscles around
the nose pull up

1 Upper lip pulls up
and corners of the
mouth pull down

‘

EXpressions

lisgust

An expression of disgust (image 31) has some
features in common with one of anger. The
brows are lowered and the eyes are narrowed.
The muscles around the nose pull up, wrinkling
the nose and flaring the nostrils. The upper lip
pulls up and the corners of the mouth turn down

creating a grimacing or twisted mouth
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Eyes crease shut

E,a u @ ht% i‘ as cheeks raise
_ : Muscles in motion Frontalis muscte

Image 34 shows a laughing expression. Here,
raises one eyebrow

the orbicularis oculi pushes the eyebrows down,
closing the eyelids. The zygomaticus brings the
corners of the mouth up and out, creating crease
lines in the cheeks. The triangularis is pulled up
by the zygomaticus, creating the crease lines

from the cheeks to the chin. The masseter lowers
Orbicularis oculi

The asymmetrical raised eyebrow
and quirked mouth convey 3 disbelieving "
exXpression ~

the jaw, opening up the mouth. Muscles around
the mouth pull up, exposing the upper teeth and

causing the nostrils to pull up as well.

34 The eyes close and the
mouth stretches and opens up
wide when laughing

Muscles in motion

]
]
[}
[

Zygomaticus muscles
distort the mouth

One eyebrow js
raised while the
otheris lowered

Mouth opens to
show teeth

Mouth is relaxed
_ -~ ononeside and
tight on the other

Zygomaticus

widens the mouth Creases form as

jaw is lowered

Masseter lowers
the jaw

Im i
age 35 shows a distrustful or skeptical

expression, The first thing to note is how the
n?uscles on each side of the face interact
differently. The orbiculgris oculi on the left side
pushes the brow down and up, making one eye

s
3 narrow i
and creatin i
g wrinkles on the brow, On

the
t the right side, h
, Nowever, the frontalis is pulling

Expression tips

Creating believable facial expressions can be tough, eve

nd or model W

if you are drawing d frie
to 9

n for good visual reference -
to direct them

particularly good at acting, you may need i ‘
e orbicularis oculi up, raising the eyebrow and

making the eye wider. The zygomaticus on the

professional artists, but there are a number of tips you can use to help
effect you want.
N TN left pulls the mouth and triangularis up.

creating
crease i

lines from the nose to the chin; however,

f

the i
z4gomaticus on the right is more relaxed

f )
urthering the asymmetry of the expression

you. Study artists who are great at depicting facial expressions, such

as animators who exaggerate and contort expressions. Always use
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THE TORSO

The torso or main trunk of the body is often

drawn as a static and solid block of flesh by
t is important to understand

beginner artists. |

the anatomy of the torso so you can realistically

depict the dynamic stretch and movement of

this section of the body.

Trapezius

Pectoralis

Deltoid - =-~-=--==="F

Latissimus dorsi

Serratus anterior

External oblique

Rectus abdominis

Front view

Image 36 shows a front view of th
omical diagram

e male torso.

The left side is drawn as an anat

with simple lines to indicate the form, ond the

right side shows how those muscles look when

rendered with pencil. Let's explore some of the

key landmarks and muscle groups visible here.

Pectoralis

Next is the pectoralis, This large muscle starts
along the breastbone (the sternum) and
collarbone {the clavicle), and wraps across the
chest to connect to the humerus bone of the
upper arm. This muscle can be complicated to

visualize at times due to the range of motion

36 A front view of
the male torso

that the arms have, Image 37 shows a diagram
of radiating lines to help you visualize how the
pectoralis connects to the humerus, Notice
in images 38 and 39 how the top part of the
pectoralis connects to the arm over the bottom
part of the pectoralis, which tucks under the
deltoid on the arm. As the arm rises up, the top
part of the pectoralis is barely visible as the

bottom part overlaps the top.

Latissimus dorsi

The latissimus dorsi covers much of the back
and connects with the pectoralis underneath
the arm to form the armpit. Underneath the
latissimus dorsi is the serratus anterior. Much
of the serratus is connected to the rib cage and
covered by the latissimus, so is often hidden by

the more prominent muscles.

External oblique

Th .
]:toexternal oblique starts underneath the
Ectoralis and connects to the top of the pelvis

| I- Cage, and min n n
3 ge, rectus abdomi is. O a lea
)

ular

- pe.rson, you may see the serratus and
- obligue more clearly; they will form a
SSUNCt “stair step” pattern.

Ctus abdominis

rectus ini
h abdominis starts underneath the
t.o ccmd moves down the front of the
A .
NNect with the pelvis. This muscle

wral|
un&.wy Segmented into eight sections by
15 When sufficient|

. y developed, they form

‘Washbog
i »
d abs” appearance.

, the o
X .
N ttemol oblique, rectus abdominis
ate '
@ smooth, wide “U” shape that

rtists
use
to create constructions for

the!

Trapezius

o large muscle

The trapezius iS It ¢
oortialy visible in this front weW-d o Wings. Often de| .
ion of the pack and’  parts of o S o
the serratus, oblique, and

of the top port

neck. It cuts th N.Ominis wi
il form one shape

back of the
shoulder bones
tte tO

smooth!d’

the ¢!

neck and

@ more rounded silhou€

Clavicle

37 The pectoralis
radiates outwards
from the humerus

The torso

Humerus

when the arm is lowered

Humerus

39 Motion of the pectoralis
when the arm is raised

Humerus

30 parts of the pectoralis overlap

207
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Back view

Image 40 shows back view of the male tor.so.
Here we can see the whole shape ofthe trc?pezms
as it comes down from the neck, spreading f)ut
to the shoulders and then meeting at the spine,

»
i ) hape.
creating an “arrowhead” shap

-
Trapezius

-
Infraspinatus

. -
Teres minor

P
Teres major

Latissimus dorsi ~

External oblique ~

The torso

sShoulder muscles

Next are the muscles of the shoulder blade: the

infraspinatus, teres minor, and teres major. This

section of the back can be very complicated
A1 The teres minor

and teres major wrap
around the humerus

to discern, so a closer view has been provided

in image 41. There are essentially three layers:

the infraspinatus covers the shoulder blade and

pulls up under the collarbone, The teres minor is

40 A back view of
the male torso with the next ring of muscle, wrapping around and
arrows indicating attaching to the front of the humerus. Finally,

the flow of surface the teres major attaches to the underside of the

forms humerus. These muscles are most exposed when

the arms are in a raised position. You can see the
light ridges they create in the skin contours in the
rendered half of image 40,

Back muscles

From the back, we can see more of the actual

" Infraspinatus
shape of the latissimus dorsi. Notice how it N

~  Teres minor
attaches underneath the arms, wraps around Ed
the  back,

trapezius and farther down in the pelvic area. If

underneath the Teres major

and attaches
“You are having a hard time visualizing it, think
of lines radiating out from the arm and deitoid
ea that wrap around the back. This muscle )

47 Tne shoutder muscles ang
deitoids in a relaxed position

tieates g flattish triangular pad of muscle with l
" light ridges that indicate how the muscle is E
9 pulled toward certain bones to which it is
thed.

30 noticeable from the back is a smali portion
i '_e bottom external oblique, which forms a
9 Pad of flesh that makes the outline of the
9 SMoother and less triangular.
The fibers of the
|atissimus dors!
fan downward
Arge shoulder muscles will be covered
: detail on, Page 211, but for now, image
WS the deltojds in a relaxed position.
ed with image 40, you can see how the
.muscles all rotate back and forth with
tt"ds Itis important to capture a sense
ity with these muscles. One should

h
€ other ang there should not be any

cal bulges tha

t realistj
it iIstically would not

any other part of the body.
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Angled front view

serratus anterior
& external obliques

Image 43 shows the interaction between the
serratus anterior and the external obliques.
From this view you can see how they knit
together to create a series of interconnected
ridges and valleys down the front and side of
the torso. This creates a little complication when
rendering, simply due to the sheer number of
small ridges you may be giming to capture in

your shading (image 44).

43 A threg-quarter view
of the male torso

Pectoralis major

Rectus
abdominis

Pectoralis

Also take note of the pectoralis; as the arm
is raised up, only the bottom portion of the
pectoralis is visible, and the whole muscle is
pulled up and elongated. This transforms the
muscle from a flat slab that sits across one half
of the chest, to an almost tube-like protuberance
that will likely change the type of shading and

rendering you require to capture it.

Latissimus dorsi

This is also a good angle to see how the

|atissimus dorsi and the elongated pectoralis

~  Serratus anterior

= ~ . . .
Latissimus dorsi

= External oblique

meet to form the armpit. As these musclies are
very large, they create deep valleys in the skin
when tensed upward like this. Be sure to capture

the depth of these valleys in your rendering.

Rectus abdominis

The rectus abdominis can be difficuit to draw at
times. Depending on the subject’s body type, it
can be easier to view these eight areas as either
o flatter or a rounder shape. Here they have g
rounded but built-up and tense shape, so have

been drawn and rendered prominently.

44 A pencil rendering
of the male torso in an
angled view

Top of the shoulders

The shoulders can be g particularly challenging

feature to capture, as there are so many different
muscles attached to the bones in this areq, as

shown in image 45. It can be difficult to discern
and draw them all realisticaily.

Trapezius

Ir'nu.ge 46 shows how the trapezius forms g
distinctive “lip” or edge from the neck to th

shoulders, and creates o dip either side of th:
:eck. This is often overlooked in beginners’
Igures, which makes them appear too blocky. It

isi
mportant to note that as this areq becomes

43 The muscles of the shoulder
area can be complex to draw

Latissimus dorsi

46 The trapezius muscls is a
key Jandmark to remember

he torsg

m .
ore muscular and begins to bulge, the len
of the neck appears shorter. o
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Angled back view

These images show a three-quarter back view of

the torso. This is d good perspective for studying

how the latissimus dorsi overlops the obliques,

serratus, and the pectoralis. As shown in images

47 and 48, it forms d flat, protective, shield-like
block of muscle over the rear side of the chest.
dentinthe

The bulge of the pectoral muscle is evi

rendered side view (image 49
the latissimus dorsi.

), as it protrudes

slightly in shadow behind

Trapezius

4 An angled back view of the
maie torso, leaning forward
with a raised arm

> External oblique

> Rectus abdominis

A7 An angled hack view of the
male torso, leaning back with a
lowered arm

_ Infraspinatus
-

~ . )
Teres minor

~ Teres major

~ Pectoralis major

15 The (atissimus
and pectoralis are oleel!
nistinguisned in

The torso

fhe female torso

The basic anatomy of the female torso, shown in
image 50, is very similar to the male torso. The
biggest differences are the size and subtlety of

the form; generally speaking, the female figure

is smaller in the shoulders and waistline, and
' Breast tissue sits on top

widerin 1':he hips. You can slim down the muscles ofthe chest muscles
and cut in more obviously at the waist to create
an hourglass shape, but as with the male torso
the extent to which you emphasize these shapesl
will depend entirely on your model or subject
In these sketches, you can see that though the'
breast tissue sits on top of the pectoralis, the
underlying chest muscles are actually the same

as we have previously seen

90 The female figure may
differ from the male in some
proportions, but the muscle

structure is the same

Wide hips and slim
waist create a classic
-
L hourglass shape
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Drawing gestures

Drawing the torso is a little different to drawing
arms or legs. Though you can still create the
movement and shape of the body by starting
out with an overall gesture line, it can be easier
to find the tilt of the shoulders and hips first,
and then bulk out the rest of the figure. These
images show torsos in various poses, in order
to demonstrate how the muscles stretch and

contract depending on the pose.

The gesture thumbnails shown with each pose
are based on the Reilly Abstraction method of
figure drawing, which will be explored in greater

detail with full-body poses on page 257.

Straight torso pose

Images 51 and 52 depict the torso in a straight
back and front view. To achieve this, you need
to find the placement of the shoulders and hips,

and indicate them using straight lines. Next, find

51 Back view of
the torso with
the spine ina
straight posture

\

52 Front view of the
10rso with the spine in a
straight posture

the gesture of the center line, following the line
of the spine; in these examples, the gesture is
straight. Finding the torso’s center line tends to
be easier from the back, as all you have to do
is follow the spine. When you are satisfied with

the shapes, you can more easily construct forms

around them, adding lines from the shoulders to
the crotch and the neck to the hips.

thing ang pe
S S Ows the torso
p

b
€ 9 gentle
to from the sho

nding poses

) in'a more d ;
| nam
acing the houl y ic

Blery,
ne t
| he center Jin

rs and hips as
&, which in this
shaped curve. Add

ulders to the crotch

93 Angied front
View of the torsp
stretching upward

34 Angled back
view of the tarsp
arching forward

and the neck to the hips to complete the base
shape of the torso,

n i
N Image 54, the torso is bending forward

creati
ating a C-shaped curve as the center line

The shoulder-to-crotch rhythm lines will always

follow the form of the center line, so they form
C” curves here gs well. You can see that this
angle uses boxier construction lines for the pelvis,
as o?posed to the rounder construction lines fo;
the ribcage areq; this is due to the shapes of th

muscles prominent in this view, )

The torsg
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VARIOUS LIFE
DRAWINGS

Tools: Graphite and charcoal
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I “This one was even quicker than the previous
at a total of two-and-a-hatf hours. With such
little time, the goal was to capture the gesture
of the pose, add form and anatomy on top,
and then shade it to a believable finish mostly
with quick shorthand indications, capturing
the essence or illusions of the light on the

anatomical forms.

With such a lean model, you must choose which
details to leave and which to simplify to create o
figure with a clear focal area. | chose to add a lot
of information in the torso and face with many

small midtone shapes and contrast”

“This drawing was made for a video

demonstration for my online anatomy course.

| wonted to pick a pose that showed clear
anatomical forms on the torso. The most
challenging part was getting the forms of the
armpit to clearly and accurately illustrate the

muscles in that area.

When doing a longer anatomical rendering like
this, | like to start by studying the anatomy of
the pose by tracing it. | imagine what is under
the skin and ensure that | understand every

form before starting the drawing.

This was especially helpful to clarify the forms
of the armpit, biceps, triceps, coracobrachialis,
pectoralis major, teres major, latissimus dorsi,
serratus, and a neurovascular bundle right in

the middle. You can see the tracing | did in my

lesson How ta Draw and Shade the Human Torso

on YouTube.”

: “My goal for this drawing was to capture
an elegant pose with the rhythm flowing
through the torso, hands, hair, and neck. Also
to render the three-dimensional forms without
overstating any anatomical details to keep the

youthful character.

| kept the muscular areas soft and mostly
rounded while contrasting them with obvious

points of hard bone. This adds structure to the

figure. The knees are hyperflexed in this pose,
which is not a common position to draw, But it
reveals the bottom of the femurs as simple flat

planes and sharp edges along the condyles.”
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THE ARM

Now that we have established the torso, we can
explore the limbs, starting with the arms. This
section will help you to really see the shapes of
the muscles under the skin, and imagine how they
would relax and contract when moved into certain
positions. It is important to understand the muscles,
as the contours of the body and skin over the top
will shift depending on which muscles are used.
Knowing how to portray this effectively will help you

to create realistic figures.

Front view of the arm
Deltoid

Image 55 shows an arm in the basic frontal view and
a fairly relaxed pose. The main muscle reaching over
the top of the arm is the deltoid, which is divided
into three sections or “heads” In this view of the
arm, you can only see the first head and part of the
second head of the deltoid.

The next muscle down is the bicep, which sits on top
of the next muscle, the brachialis, which is attached
to the humerus. Attached to the back part of the

humerus are the triceps.

Forearm muscles

The forearm is made up of the brachioradialis,

pronator, flexors, and extensors. Only the
brachioradialis, pronator, and flexors are visible
from this view. Take note of how the brachioradialis
originates on the upper arm in between the

brachialis and the triceps.

The pronator and brachioradialis are the muscles
that rotate the arm back and forth, as shown in
image 56. The rotation of the forearm is what makes
tracking the muscles very difficult and can be hard
to decipher when drawing from life or from reference.
Image 57 shows the forearm after it has rotated
inward, so the thumb side of the hand is facing
toward the body. From this view, the brachioradiafis
is pulled down and around the forearm, and the

extensors are turned to face forward.

59 Front view of the

arm rotated outward

with the palm facing
the viewer

Deltoid

Deltoid

Triceps

Pronator - - — -

Flexor
-

Extensor
P Flexor

“Itis important
10 understand the
muscles, as the
Contours of the
body and skin gyer
 the top will shift
Uenending op whigh
Muscles are ysed”

96 The bones of the

forearm twist as the

arm rotates in towarg
the hody

37 Refined Shading
and muscle flow of the
forearm rotated inwarg

Bicep
Brachialis

= Brachioradialis

Extensor
-
Extensor Extensor
- -
N
Extensor
%
.
~
N
N L.

The arm
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Back \”BW OT the arm image 59 shows how the forearm can rotate relaxed, the wrist is seen from the side and

To get a better idea of the muscle network,  outwardsothe back of the hand is facing toward  appears thinner. As the forearm rotates, you

image 58 shows the back of the arm with the theviewer. As the forearm bones do not overlap  seethe back of the wrist, which is wider, and the
wrist rotated so the paim faces back toward the  in this pose, all of the extensors become visible ~ muscies change position as the arm is turned.
viewer. From this view, the third head and part of  and the flexors rotate out of view, as shown in

the second of the deltoids are visible, as well as  image 60.

the three heads of the triceps. On the forearm,

only a small portion of the brachioradialis is ~ Notice how the silhouette changes between

visible, with part of the extensors and flexors. these poses. In the first pose, which is more

Deltoid — - - - -~

Triceps Radius

~ — - Triceps

Brachioradialis - - - - — f

Extensor - — - =~

Brachioradialis
Extensor

Extensor
Extensor — -~ = = § f

Extensor

Extensor

Extensor

Flexor

59 A back view of the
arm with the paim
facing downward

60 The arm with the
paim facing forward

39 The bones of the forearm
overlap as the arm twists
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The flexed bicep

Now that the basic muscle structure has been
established, we can start to pose the arm and
take a closer look at how the muscles bulge or
slacken. In a relaxed position, all of the muscles are
relatively flat, but when lifting the arm or clenching

the fist, the shapes of the arm begin to change.

Fiexed bicep

Images 61 and 62 show the arm muscles with the
bicep flexed. The most obvious changes to the
form occur in the upper arm as all of the larger
muscles become more pronounced and begin to
bulge and round out. The bicep forms a distinctive
ball shape and significantly changes the contours
of the upper arm. The triceps are also tensed, but
less so than the bicep. The tricep under the arm is
stretched out and pulied taut as the arm is lifted
up, though it still retains some prominence in the

arm’s silhouette.

Be sure to capture the deeper crevices created by
the gaps between the tensed muscles, and change
the starkness of them depending on how muscled
your model is, as shown in image 62. In the
forearm, notice how the brachioradialis is pushed
out as it is compressed between the extensor and
the brachialis. This creates a moderate bulge
around the inside of the elbow, and exposes the
shape of the bone (the ulna), which brings the
outside corner of the elbow almost to a point. The
extensors become taut and twisted as they thin

out, moving toward the wrist.

Bicep &tricep

To give a better idea of the interaction between
the bicep and tricep, image 63 shows basic
line drawings of the two muscles in varying
states of being flexed or extended. As the arm is
straightened, notice how the bicep is flat and the
tricep is flexed. As the bicep brings the forearm
up, the bicep becomes flexed and forms more of
a ball shape, and the tricep flattens out. The third
drawing shows where the tendon of the bicep
connects to the bones of the forearm that move
the forearm up and down. At certain points while
flexing, this tendon can become pronounced in the

shape of the arm.

224

61 Muscle breakdown of
the flexed bicen seen from
the rear

Deltoid

Deltoid Triceps . )".:_: L |

67 Bulges and
Crevices are more
pronounced in the
rendered drawing

Deltoid

————— Extensor !

Extensor !

Extensor - - - ---- -

Extensor - - - -

Brachialis

Y

Brachioradialis ¢

Triceps

Humerus

b3 The bicep, triceps,
and undertying bones gf
the forearm in various
positions

Triceps

Triceps
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The raised arm

Images 64 and 65 show the arm in a raised
position that exposes the underside of the arm.
One of the most obvious muscles here is the
pectoralis as it wraps over the arm and attaches
to the bicep/tricep area. The biceps and triceps
are visible, as well as the coracobrachialis, which
is near the armpit and was not visible in previous
poses; all three are easily defined as quite

separate bulges of muscle in this pose.

Again, the ulna is visible, forming a sharp point
and adding an angle to the arm’s silhouette.
From the elbow bend, there are three main
sections to toke note of: the prominent
brachioradiclis; the pronator, which causes a
stark depression just after the elbow bend; and
the flexors, which cause a gentle swell on the
underside of the arm from the elbow to wrist

{(image 65).

65 The twisting of
underlying bones in the
raised forearm

Flexor

Flexor -

Triceps

Flexor
"~ Brachioradialis
Triceps

Pronator

6 The musele
flow of the raised
arm with the paim

facing upward

----- - - - - Coracobrachialis

£6 The pronator creates @
deep depression near the
elbow, which is a useful

fandmark for shading

Triceps .

18 arm wity the paim
fating bagk

Triceps

~

Deltoid

Brachialis

" Brachioradialis 67 The muscies of the arm
_____ — With the forearm rotateg ang
the paim facing back
j ~ - - Extensor

The arm

Rotations of the arm

Images 67 and 6g show the arm with the
fore.arm rotated so the palm js facing backward
Notice that as the forearm muscles are twisted.
the upper arm uses a different combinction,
o.f muscles to those we have seen so far The
bicep is clearly flatter ang less pronounced and
the underside tricep bulges a littje in its plloce
The brachioradialis tenses as it Wwraps around
.the forearm angd therefore protrudes a ittje
in the 'crook of the arm. From the uina toward
tfu? wrist, the extensors and fiexors are more
visible, creating one or two ridges in the natural
contours of the forearm (image 69).

69 The fiexors ang extensors
become more pronounceg in
this position
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Drawing gestures

When drawing an arm, always start out with
some basic gesture lines. These will establish
dynamism in your figure and keep your drawing
from becoming stiff. These sketches show
a range of simplified gestures based on the
arm poses we have previously studied. When
attempting gestures such as these, be sure
to keep in mind the form and contours of the

muscles, even in your initial rhythm sketches.

Bent arm facing back

The gesture in image 70 shows the arm with a
simple C-shaped curve, If the elbow is visible,
as it is here, you need to find the perspective of

the arm first. The structure lines will follow the

70 Side view of the arm
bent at the elbow with
the palm facing back

perspective of the elbow, so it is important to
clarify which angle you will be depicting. The

structure and form lines will follow.

Back view of straight arm

Image 71 shows a diagonal, straight arm pose.
The elbow is locked, which makes it hard to see.
in this case, look at the box shape of the wrist to

figure out the perspective of the arm.

Front view of straight arm

The gesture in image 72 shows a subtle curve
in the arm. The elbow is behind the arm, so
you should look at the wrist to find the correct
perspective. You will find that some parts of the

arm are foreshortened the closer they get to the

eye-level of the viewer. It is important to notice
these proportional changes and reflect them in

your work.

Raised bent arms

In the final two poses (images 73 and 74), the
arms have a tighter bend. The elbow is more
apparent in these, and so the sharp angle of
the arm is more emphasized. These gestures
contain three C-shaped curves: one to establish
the inside bend of the arm, and two for the
outside (elbow side} of the arm. After the initial
rhythm sketches of the gesture are made, next
find the perspective of the elbow and wrist, and

then add structure lines to indicate the muscles

and contours.

71 Back view of the
arm feld steaignt out
with the paim facing
the body

72 Front view of the
arm with the paim
facing forward

“When attempting
gestures such as
these, be sure tg
Keep in mind the

73 The arm bent ang
raised with the paim
facing back

74 The arm flexed and
curied with the hang
facing downward

The arm




FUNDAMENTALS APPLIED...

charfie Pickard

1 “Much of the specific challenge of this life drawing
related to the model’s body type, with more body
fat covering up the superficial areas of the form.
Special attention needed to be given to properly
represent the more structural elements that are

always present.”

“The model for this drawing was particularly
slender, which gave me a lot of opportunity to
explore superficial bony landmarks. The main
challenge lay in expressing these bony moments
without taking away from the model’s femininity.
Choosing what to emphasize and what to omit
was the main concern; things con often be far
more engaging when suggested instead of stated

outright.”

. “This academic figure study was painted from life,
with the goal of creating an exacting likeness of the
model with a pleosing gesture. The main challenge
here lay in representing the back, a notoriously
difficutt element in figure drawing. In order to tackle
a subject such as this, | always start with carefu!

observation of the bony landmarks.”

|| «This is another academic figure painting where
capturing o precise likeness and pleasing gesture
were high priorities. Expressing the fuliness of the
ribcage was something | had to pay particular
gttention to in this pose, considering it was hidden
by the arm. It isimportant to have an understanding
of the figure such that you can picture the body
parts you cannot see. Thinking through the form in

this way is paramount for any draughtsman.”




* “This portrait was created with an alla prima
approach - painting wet on wet for a fast result.
| was interested in the mysterious quality in
the past-profile posing of the head. | wanted
to achieve a characterful likeness of the model

| | without relying on conventional portrait posing.

The main challenge of this image lay in
‘: conveying a believable sense of structure in
the head without the typical landmarks used
for this (such as the center line of the face and

brow). The main help in controlling this lay in
how | handled the refationship between the ears
and brow, along with a careful observation of

the zygomatic bone.”

“This is an academic grisaille {monochrome)
figure study, painted exclusively from life. As
well as capturing the model’s likeness, the main
goal of this painting was to explore the use of
values for the creation of form - a core element

of all painting.

This model had an athletic build that provided
a particular challenge in expressing the various
sub-forms of the body. Many times these forms
can become overstated, leading to a busy,
broken-up look. The main way to deal with this

is to prioritize the large planes of the form.”

“This is an alla prima figure painted in
grisaille. | was largely interested in the thythm
of the pose in this image. The foreshortening of
the head and torso were the biggest challenges;
paying close attention to the overlaps as one
form wedges into another can/be a huge help in
describing the fullness of the form in scenarios

like this.”
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THE HAND

The paim of the hang

o _ Drawing the paim s;
75 Visualize the finger a5 4 . i Paim side of the hand can also be simplified into
. bt or tute-Ike shape for a box shape, but you have to take into account the great
The hand can be a very complicated structure to draw, but ) ) peaks and valleys of the pql greater
gasier blocking out paim. Image 79 shows the hand

74 The open hand mapped
out with boxy shapes

as with drawing anything, it can be simplified into forms that o
€ Up. From this angle, the pu
5 ges of muscle

are easier to understand. In this section we will look at how in th
in the palm are blocked oyt using box-like protrusions

to approach the challenging anatomy of the hands and see The large muscle leadi
eading to the thumb q i
most sits on top

some examples of believable poses. of the palm. The )
: ore organic construction st ;
yle of image

80 shows how to round out those boxes to Create o more
muscular, human feel,

The fingers

First, let’s look at the anatomy of the fingers. As illustrated When rendering the hand

. it Is helpful to think in both ¢
circular and more box-like manner. To simplify the hand
approach it in a box-like way :

in image 75, you can visualize a finger as a round, tube-like

shape or a long, box-like shape. Always start out with simple, )
creating straight strokes that

basic forms and do not let the complexity of the fingers get go across the form. To achieve Bie comidhty

in the way. Little details can always be added later when more organic approach Breatnosees us take the
the basic form has been established. Image 76 shows the the form. The rendered hang i es that wrap around
In Image 81 shows how the

underlying bones and placement of the finger joints. strokes should fol
ow the construction lines, ej :
, either with the

form or against it, to realistically depict the pull and stretch
of skin over the muscles and bone structyre

Tne DaCk Uf mﬂ hanﬂ 76 The underlying bones

Image 77 shows a drawing of the top part of the hand, broken of the fingers create
three segments

down into basic geometry. You can see that the structure can

be simplified into a broad box shape, though the top of the
hand curves a little, peaking at the middle knuckle. Thumb casts strong
shadow in this lighting
Ball of thumb is a
prominent shaded form

In the rendered version of the hand (image 78), pencil strokes
80 The open hang

mapped out with
curved forms

pass across the hand from the pinky to the middle finger.
From the middle finger to the thumb, however, the strokes
change direction to follow the underlying forms. Construction

lines and rendering can be used in this way to suggest the
81 The thumb muscig ang

skin between the fingers
become key details when
adding lighting

\

subtie muscle and bone variations under the skin.

77 The back of the hand can be

visualized as a slightly curved block /\x\
\\'.

78 Directional shading
can help to convey the
anatomy beneath

Shadow between
fingers indicates
looser skin there

=S S 1he hang
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Image 82 shows the way the tendons come down from the forearm and
branch out in the hand. When the hand is arched in extreme emotion, or
when the skin is drawn (as in aged skin), these tendons stand out vividly
in the hand and bulge over the knuckles, Be sure to capture the intensity
of these ridges, as they can have a massive impact when you are trying to

convey an emotion or personality through your subject’s hands.

Image 83 shows the hand as a bosic outline rather than a block of

constructions. From this point, the tendons can be sketched in to show how

Rhythm lines

A valuable technique for drawing hands is using rhythm lines.
Pictured below are two drawings demonstrating the use of rhythm
lines to create dynamic hand poses. Arhythm line is simply a way
to create o sense of flow in your work, keeping the proportions of
the structures correct while transferring them into a new position.
This is essential when trying to gauge the lengths of the bones
between the knuckles, for example, which can have o massive

impact on the believability of the hand.

You can invent any rhythm lines when it comes to drawing,
but following the lines of the knuckles always works well when
drawing hands. For example, in the second pose shown here, the
rhythm line of the knuckles flows smoothly into the thumb, which

helps when drawing its length and direction.

A Use rhythm lings to draw dynamic hand poses without losing proportian

236

the surface of the hand would be broken up by ridges of tendons (image
84). Many artists like to include a line down the center of each shape, in this
case flowing down the fingers, to add a three-dimensional element and

help with understanding the forms of the subject

The finished drawing (image 85) shows how the sketched tendons have
been incorporated into the skin texture of the hand. On the index finger,
you can see how finding the central construction line of the subject helped

to draw the tendon and the crevice in the middle of the knuckle.

2 Depending on the pose of
the hand, the tendons can be
a distinctive feature

This contour line
indicates surface ridges
created by the tendons

The skeletal finger has

o
three distinct sections square offth b

fil
the (01‘“9]3- o

3 The base of a posed hang
Gan be sketched very simply

The hang

This faint tine indicates

knuckle placement

| “When the hand is
\ arched in extreme
._ emotion, or when the
skin is drawn (as in aged
skin), these tendons
stand out vividly”

The rendered hang
with pronounced
tendons and knuckles

Finding the flow
of tendons on the
back of the hang

Center lines help
to keep the fingers
in perspective

Natural groove in
the knuckle follows .
the center line

237
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Greating hand variety

The same construction rules apply to most
hands, but when drawing female hands, you
may wish to be more subtle when designing the
features. Think elegant and simple, as shown in
image 86. When drawing male hands, you can
exaggerate the joints more and make the fingers
look more muscular; playing these features

down will create a more feminine look.

It is important to study hands in a variety of
forms, trying to depict how the muscles create
bulges and the tendons create ridges, as shown
in image 87. This will help you to get a strong
idea of how all these aspects are placed in the
hand, and to create realistic and proportionally
correct results for any type of character or
figure. Notice how even the hands with minimal

rendering have a solid, three-dimensional feel.

A good test of your progress in understanding
form is to create a basic line drawing and see ifjt

still reads as three-dimensional.

Slender wrist

4
#
»
#

-

87 Practice drawing differsnt
hands, experimenting with
Droportions and surfaces n 4
variety of poses

Smooth surface - - - - -

Tensed wrist

86 Downplaying the prominence of
the foints and tendons creates a
more delicate hand

Skin stretches
and cregses

Subtle knuckles:

o

.
"WOys include webbing
between fingers

Look up references
for holding objects
when in doubt

The hang
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In this section, we will look at a full-length
breakdown of the leg's muscle structure. The
leg has a large amount of muscle, and those
muscles are directly related to the contours and
shape of the leg, so it is important to understand

how they interconnect under the skin.

The upper leg

The upper half of the leg features several
distinctive masses and bands, which we will

explore from the top of the thigh to the knee.

Top of the upper leg

Image 88 shows a front view of the full leg.
Starting from the top of the upper part of the leg,
you can see the sartorius, tensor fasciae latae,
and part of the gluteus medius. The sartorius
connects to the hip bone, wraps down the top
part of the leg and around the inside of the leg,
before finally connecting to the top part of the
lower leg just above the gastrocnemius. This
muscle is particularly prominent in the rendered
drawing (image 89) as a long, tube-like ridge

that wraps across the upper leg.

The tensor fasciae latae has a similar shape to
the sartorius; it starts from the hip bone and
rests on the top outside part of the leg. This
muscle is overshadowed by the large muscles
below it in the rendered version, yet is still visible
by the slight valleys created between it and the

surrounding muscles.

Ingide of the upper leg

The next three muscles from the inner top of
the leg are the iliopsoas, adductor longus, and
gracilis. The iliopsoas and adductor longus
connect to the pelvis and go underneath the
outer muscles of the leg, and are not as visible
as other muscles. The gracilis originates from
the pelvis on the inner leg and links up with the

sartorius.

“Muscles above the knee

The last three muscles of the upper leg are the

vastus lateralis, rectus femoris, and vastus

89 A breakdown of the lliopsoas
muscles of the upper and P _ X
ower leg Sartorius &

Gluteus medius

Tensor fasciae latae

Rectus femoris - - -

Vastus lateralis -~ - - - -
Gracilis

— - - Vostus medialis

Soleus - - - — -

Peroneus longus - - - - -
- - - -~ - Gustrocnemius

Extensor digitorum longus — —

Tibialis anterior - - -~ — - - -
89 In tnis example, muscles

such as the vastus muscles
and gastrocnemius remain very
pronounced under the skin

_ — - — Flexor digitorum longus

The leg

medialis. The vastys lateralis is bi

th(.Jt shapes much of the outer side o? tr:usc'e
In image 89, you can see how it bulges oui 'Ieg.
above the knees and tapers off as jt moJUSt
.under the muscles at the top of the e ltw?S
Important to use your shadowing andgr;encl'sl
marks to create an impression of solidity in thle

bulgi ; this wi
ging areas; this will make your bodies se
. . i
more realistic. "’

The rectus femoris is the main muscle that runs
from the knee and over the front of the upper
leg, cormecting to the pelvis. It has a split down
the middle of the muscle, which creates the
apf)earance of two muscles, If you look closely
at image B9, you can see where this light split

has been added using slightly darkened pencil

strokes. The vastus medialis is wedged between
the rectus femoris and the sartorius, creating a
teardrop-like shape above the knee.

The lower leg

The lower half of the leg has fewer masses and

fe
'atures, but these are essential for capturing its
distinct shape.

Outside of the lower leg

'Storting from the outside of the lower leg in
Image 88, we can see the soleus, peroneus
Iongu‘s, extensor digitorum longus, and tibialis
anterior. Other than the soleus, these muscles
are rather straightforward; they attach to
the large head of the tibig bone, sweep down
th.e leg, and attach to the foot. The soleus
originates from the back of the leg and wraps
or(.)und it, making it visible from each side
This combination of muscles creates a smooth,.

cylindrical contour on the outer lower leg

Inside of the lower leg

On the inside of the leg is the gastrocnemius, the
aforementioned soleus, and the flexor digitolrum
longus. Only part of the gastrocnemius is visible
here, as it Wraps around to the back of the leg
though it still creates g prominent bulge in tht;
silhouette of the lower leg (image 89). The flexor

diai
igitorum longus forms underneath the soleus
and wraps behind the ankle.




Anatomy

Unlike the arms, there is actually no twisting or

The inner leg |

i i in image 91 \
i Versjlon (;ft;:elel:gbcl)r:\es Due to  knotting of the muscles, so the muscle structures
shows the positioning o :
Extended leg pose

Image 90 gives a better view of the inner leg in
a slightly extended pose. The important thing to
note here is how the muscles wrap around the

g . IS, 1
the size a positio t e are eq C S, In
d t Ing O the le uscles, Itis e sier to track a d understa d ]

ing the leg easier (image 92),
hat these will be visible under the skin  turn, makes rendering
unlikely tha
- barring the kneecap - but it is useful to know
where they start and end, so you can correctly

position the angles of the leg joints.
leg bones.

Tensor fascioe lotae

- — — ~ lliopsoas

4
e
Gracilis .
p
Z
Rectus femoris

917The underiying

Semimembranosus
bones of the leg

Vastus lateralis

Gracilis

Sartorius

Gastrocnemius
. Gastrocnemius
Tibialis anterior

Soleus - - _ |~

Flexor digitorum am

Extensor

digitorum
longus

longus
Soleus

Flexor digitorum

longus

- - = Peroneus longus

90 A view of the inner
leg muscles

88 93 gp o an i

€ foot planteq fiqr
Nale,
il i

S

g9 4 pencil rendering

nside view of the leg with
H
of the inner leg MusEIe

on the ground. From this
*Many of the Muscles from the front are

Sible. o, the upper back side of the lég, we
e three New muscles: ¢

: 'Imembmnosus, and adductor magnus, The
Uctor Magnus i g sm
SCle, Which conne
2imus (¢

he semitendinosus,

all, wedge-shaped
Cts underneath the gluteus
k muscle)
Nthe gracilis gng thes

he buttoc and tapers down

emimembranosus,

43 The inner leg muscles
In a standing positin

lliopsoas

b

Sartorius

Rectus femoris

Vastus mediqlis

Tibialis anterior

The semimembranosus comes  out from

underneath the semitendinosus gnd connects to

the front inside of the leg where the gracilis and
sartorius connect.

The leg

94 & pencit Tendering
0f the standing leg

On the lower leg, no new muscles are visible, In
image 94 You can see the tibialis, soleus, and

gastrocnemius from previous images, and get

a better view of the two-headed shape of the

The sartorius starts at the top of the outside
of the leg, and wraps down and around to the
inside of the leg. This muscle can be used to
create appealing rhythm lines when it comes to
drawing legs, so always make sure to get a good
flow to it (image 94),

dimension and becomes smoother.

gastrocnemius, Take note of how the muscle
changes shape from each angle; in profile, the

bulges are evident, while from atop view, it loses
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Back view of the leg
Back of the upper leg

Moving around the leg, image 95 shows the

Gluteus medius

back view of the leg in o slightly bent position.

Here we have a full view of the gluteus maximus,

i X Gluteus maximus
gluteus medius, semitendinosus, ond a new

muscle: the biceps femoris. The biceps femoris
wraps around the gastrocnemius and attaches
to the head of the tibia.

On the outside of the upper leg, the large vastus

lateralis is visible above the biceps femoris. As

the vastus lateralis wraps up toward the front

of the leg, the two muscles separate from each Adductor longus

other, as you saw on page 242, Biceps femoris - - -

Back of the lower leg

On the lower leg, we now have a clear view of

Gracilis

Vastus lateralis - - ~ -

- - - Semitendinosus
the gastrocnemius. Notably, this muscle has
two separate heads, and though similar in - - - - Semimembranosus
shape, the inside muscle is slightly larger and

travels down the leg a little farther. Image 96

shows a simplified demonstration of how the 93 The musces '| -
muscles connect from underneath the muscles or IH-B back UT-UIB 1
of the upper leg, creating a distinctive blocky lég in a standing J

position

shape that is very pronounced in the final pencil

drawing (image 97).

L

Finally, at the bottom of the leg, you can see the

soleus emerging from the gastrocnemius and

Gastrocnemius { _ - — Gastrocnemius

tapering down the back of the leg to the heel.

Soleus

Soleus - - - -

"

Peroneus brevis - - - =

Peroneus longus

Flexor digitorum
longus )

96 The upper and Jower
Ieq appear to lock together
1N 2 Squarish shape at the

biack of the knee

57 The finat peneiy
rendering clearly shows
the distinct planes of
16g muscle
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98 A muscle
pyerview of the
outer side of the

standing leg

_ - - Tensor fasciae latae

Rectus femoris

Gluteus
maximus

Biceps
femoris

Vastus lateralis

| A Tibialis anterior

- - - - Peroneus longus

Extensor digitorum

, longus
; p
Soleus
¥
Peroneus =
brevis \‘j

The outer leg

Images 98 and 99 give an outside view of the

leg. Here we can see all of the vastus lateralis.

The iliotibial tract - which is not a muscle, but
g reinforcing fibrous band - connects to the
gluteus and the tensor fasciae latae, covers
much of the vastus lateralis, and connects to the

head of the tibia bone.

We can also see the biceps femnoris protruding
slightly as it moves down the back of the leg and
over the peroneus longus, which in turn flows
down the side of the leg and wraps around the
ankle. The overall effect is d series of different-
sized vertical ridges that flow down the length of
the leg and taper in at the knee and ankle. Be
sure to capture the different sizes and contours

of the muscle in your drawings (image 100).

09 The bone strugture of
1he standing leg viewed
from the outer side

100 The final drawing
of the outer leg Shows
the flow of vertical
muscle ridges

The flexed leg

The leg in images 101 and 102 is so flexed
that you can see the iliotibial tract on top of

the vastus lateralis. The gastrocnemius is also
flexed, showing off the two bulged heads of the
muscle. Image 103 shows the underlying bone
positions of the flexed leg, and how the lower leg

appears to slot into place beneath the upper leg
as was introduced in image 96. '

Gastrocnemius - - - -

Soleus - - - - - _
-\ .

Peroneus longus - - - .

103 The upper and

lower leg appear to lock

together with a squarish
joint in this position

Gluteus maximus

107 Muscles of
the flexed leg

w Semitendinosus

N

Biceps femoris

Gastrocnemius

Extensor
digitorum - - - - - Peroneus
longus 7 brevis

107 The heads of the
gastrocnemius are
distinetly visible in the

final rendering
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................... e leg

Drawing gestures

This page shows a series of different leg poses

to help you understand how some of the

aforementioned muscles adapt and change. The .
105 Back view of the

key to remembering these gesture techniques .
leg in a bent stance

is repetition. Find the knee and establish the
perspective, add form to the gesture, and then

add structure to the form.

Front view of straight leg

Image 104 shows a simple straight leg. Oncethe 104 Front view of the
rhythm lines have been established, form can leq in a straight pose

be added to flesh out the lines, considering the

bulges and refined areas of muscle.

Back view of bent leg

Image 105 shows a bent, C-shaped curve. The

110 With practice you will be
able to interpret and simplify
the leq in a variety of poses

knee is pointing away from the viewer, so the
structure lines naturally taper away from the

viewer. There is an overlapping line that shows
106 Back view of the

standing leq

how the lower leg bulges over the upper leginthe

bend. From a different angle, this overlap may

appear different or not exist at all.

Front and back curved leg

Images 106 and 107 have a subtle C-shaped

curve. Though the knee is not visible in the 107 Inside of the 1eg

former, there is still a bend in the leg to be i an extended pose

aware of, noting how the structure lines change

perspective in the upper and lower leg.

[nner and outer standing leg

The gestures for image 108 and 109 drawings

are a little different as they use an S-shaped
curve. When drawing the leg closer to profile

view, the gesture will always be an “S” curve,

Practice
dVaristy of poses

While th i
e leg contains a lot of muscles, many

this is due to the shape of the bones in the leg.
109 Outside view of

the standing leg

108 inside view of the
standing ieg

Incorporating the feet in your drawing will add to

this S-shaped curve.

of the

~ ®M may never ;

appear in a nat

ern Certain b L ios

. 0dy types. The sketches in i
;Fg Show <o etches in image

. . me simplified constructions of the
OCUs on the big masses of muscle,

turin
9 these notgble bulges of muscle in

" silh )
! Ouettes will make the legs you draw

~Pheqr

b Stucg;]:z::[“mc than simple cylinders, Try

op your jUdy of people and poses to help

Mk to g, gment of which muscles and
Wnplay or emphasize.
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Anatomy

When it comes to drawing feet, the foot can 111. The foot simu!itied 114 The toes can be
be simplified down to a wedge shape, like a into 3 wedge with rouanly sketched out
eylindrical toes as planar blocks

doorstop or a slice of cake. Obviously a foot is
more complicated than just a wedge shape, but

when starting a drawing, this approach can help

you achieve correct perspective for your feet.

Overview of the foot

Image 111 shows the wedge-shaped base of a

foot with cylinders for the toes. This can be built

up into a more complex structural drawing of the

foot, as shown in image 112. The toes themselves

are still cylinder shapes with “bumps” that
indicate the knuckles of the toes. Notice how the
top of the foot slopes down from the inside (the
big toe side) to the outside (the little toe side);

the foot is not a flat, level plane.

Finally, image 113 shows a fully rendered foot. 112 Tng top of the
Note the sheer number of pencil marks used to footis sioped rather )
carve out the forms. Many of the marks follow than flat [

the structure lines of the foot, indicating solid
fleshiness. This level of detail is important in

capturing the finer contours of the foot.

The toes

I .
f'fndge N4 is o planar structural diagram of the
Irst
4 ktwo toes to help you visualize their basic
o
Ck mass. These blocks can then be rounded

and refj i
fined into q more organic drawing,

osin image 115, such

N im
age 116, a structurql drawing of the toes

With guider:
thJ;]dehnes shows how the joints line up with
2ach .

er. Notice how the smaller toes protrude

f o :
. Separate line than the big toe, which
- "Uinates slightly farther back.

and padded com
- pared to
T also unlike f; a

Stk ngers, the toes do
they reqch the 1 not taper

p.

119 use varying pencil g
pthe ge 117
strokes 10 caﬂfllll;e o deing OfShOWS structural sketches and o 117 Toes widen towarg the
many planés 0 one of the smaller to ,
toes are thicker es. The ends of end rather than narrowing

like the fingers

115 The biocked-out
108 can be refined
With rounded lines

116 Flow lines such ag
these can help you to
place ali the toes
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Anatomy
The foot

The sides of the foot

Now let’s look at the inner and outer sides of the

foot in more detail. Images 122 and 123 show the
| inside of the flexed foot. At this angle, the top 122 The shape of the
of the foot and the other toes are largely hidden fout viewed from the
from view, though it is still important to have the Inner side
correct proportions of those smailler toes; see
the smaller ridges that indicate knuckles and

how they realistically pan backward and down
toward the outer foot.

116 Structural drawing
of the foot viewsd
from the front

123 The knuckles of
the toes are distinctly
shaded in this pose

In images 124 and 125, the foot angles
downward as it moves from the inside to the
outside. Compared to the inside view, you can

see most of the foot at this angle. The toes are

119 pencil rendering of
the foot from the front

curled downward, showing the hidden joints

mentioned previously, and the pencil rendering
helps to indicate the slope in the foot and each
of the bony knuckle protrusions.

The front of the foot

Images 118 and 119 show two straight-on front

views of the foot to demonstrate how its shapes 120 Tne contaur fing across the

foot indicates the first joints of
the toes

shift when posed. As mentioned earlier, notice
in the sketch how the structure lines from the
inside of the foot slant down at an angle as they

reach the outer foot. The four smaller toes line

up with each other and the big toe is somewhat mtwt
S e outer side of
the foot, showing the
10¢ joints prominently

Images 120 and 121 depict a top-down view with
the foot stretched out and the toes slightly bent
out and just touching the ground. The structural

drawing shows how the smooth flow of muscle

moves down the leg toward the big toe. Since the
four smaller toes are bent away from the line of
the big toe, they create a slightly dipped plane
in the rendered drawing where the four toes

protrude from the foot.

In image 120 you can see @ cross-contour line
that starts at the big toe and moves across this
plane, finally wrapping around the little toe on
125 The creases and
veins of the foot are
especially noticeanie in
this clenched pose

the outside of the foot. This line indicates where

191 thg foints o ne lul_.’im
are not very nmmlneq:ll i
felared pOSe such 315

the first set of toe joints occur, though they are
often hard to see as they are placed deeper
within the foot; the joints are more noticeable
when the toes are bent downward, as shown on

the opposite page.
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| The foot

il | The back &
l sole of the foot

Image 126 depicts an angled back view of the
flexed foot, showing the valleys at the bottom of

the foot. Note how the interaction between the

Whe dep ct lgtleowel egand t sremerr rthattheinside e, h C s det a mme: to the
g 00 ,GIWCIQ berthatth insid below. In Iudlng his detail will add y
1 1 diate belleVOblllt
t

ankle sits slightly hi i
e ghtly .|gherthan the outside ankle. This asymmetry has  silhouette of
en highlighted with a contour arrow in the construction drawings e

ankles and the Achilles tendon (which runs down
the back of the leg to the heel) creates almost
stair-like folds at the back of the fiexed foot.

Image 127 shows a direct view of the sole of the

foot. You can see that there is a lot of padding on
Inner ankle

this side, especially around the toe and heel. The

contour lines change as you move from the heel

to the toes, with a noticeable valley appearing

down the center of the foot.

126 The skin creases created
by the Achilles tendon become |
prominent in this position

- ' B Inner ankle

Inner ankle

= = Quter ankle

127 Shading makes the
bulges and concavities of the
sole clearly distinguishable

Ieg
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The Reilly
@hslra‘cliun metn_uu

1741 simplified Reilly
Abstractions in action

eilly raction is t
LS f rhy
= image 128 -
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Anatomy

Place spine and
connect shoulders
to the center of
Shoulder and e bip ine
hip lines

,,—""'_'---
-

129 How to bufld up a pose Using
Reilly’s method. The head and
[imbs are added 1ast

How to use |
the method

| [l image 129 | [

258

Join neck
lines to hips

H5(image130)]

The method i__n gctinn

Allimpgest

Leg rhythm line
extends up through
torso to neck

FUndamentals applieq

Construction method
can be adapted
to any angle
Neck and torso
are barely visible
but construction
lines still apply

Torso becomes
narrow in this
near-profile view

130 The Reitly methoa
6an be used to map oyt
fioures from reafity or your
imagination

Extremities such
as feet and hands
are simple blocks

-
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131 Laying down basic
Reilly Abstraction lings

137 Adding depth with
additional contours

137 Muscle breakdown
of the pose

Front view of a i f s et e
seated woman T T R

image 131 uscl Jappil n to sl i how the es change.

Y in Mus in fro f the al i - R — ——
| £ Where some pa he body ove {11720 box has been & -
lvis, This is not a NeCes El0ping

; e 5
Ol | = drawing process, but | an "

£ th l,,gjm‘;.-ini! | AT _, :

| { - S QUi gree (n;‘-gl'.’-‘il»ﬂ‘éj'%:?‘-‘ ine B J e : AGENZ3Le]
image 132 “gid and uncomfortable-1ooK! '
image 134

Allimaes
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Side view of a
seateu man 125 Laying down basic

Reilly Abstraction lines

image 155

Mg 136

Haplals =

137

e 138

262

Fundamentals apiied

146 dding depth with

additional EO[]I[]UFSl

137 Muscle breakdown
of the pose

piimages o
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Flndamentars applied

i
139 Laying down basic | _ .
| Reilly Abstraction fines A 1 ] 140 Adding depth with
] - ' Y additional contours
i

ll |

|

\I

.I |i /

i I 141 Muscle breakdown
i‘ \ of the pose

|
‘ . Bﬂ[-‘l( \”BW ﬂf a image 140
" seated woman B

pagelsi

‘.I image138

A} [mages b it
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Fundamentals applied

4% Laying down basic
Reilly Abstraction lines

142 hgding depth with
additional contours

147 Muscle breakdown
of the pose

Frontview of a : n spocssanseeabieo ol 000

seated ma el T D
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All images oy M
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FUNDAMENTALS APPLIED...

Gaboleps

“| created this oil painting as o change from focusing on
commercial work. At the time, | felt like a robot, so had this ideain
my mind for a figure that appeared both dynamic and static. The
result was a jumping pose making a contrasting precise gesture

with the hand; in my mind, this represented the idea of ‘crafting’

| took many photos to make sure | had reference material
available, and to help me approach the muscles’ shapes on the
torso. The way | like working on anatomy in a painting is not
just taking reference photos, but studying shapes from other
references, such as books or even in a mirror, to get a deeper

understanding of what is going on under the skin.

First, | created a digital sketch to plan my color palette, and
then 1 began to paint with oils and brushes. Painting with oils
is o test of patience and love. | worked by adding contrast and
layers very gradually, working from fat to lean areas, starting
with o few tones of medium gray with two or three base colors.
It was difficult to achieve a realistic contrast to define the many
transitions of the rib cage, which is where reference material was
key. To keep the painting process organized, the most saturated
colors, background details, and rim lighting around the figure
were added last.”
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T

e mm—————— = s emmm e mememmeemo

';_‘- This image is part of a sketchbook series
called Square. | have been truing to explore
the line between the weird and the ridiculous
in some of my personal work, and this is one
such project. One of my motives with these is
exploring shape design and pulling or pushing

anatomical forms until they break.

L | Thisisa penciled page from my latest yet-to-
be-released graphic novel with the writer Ram
V (ram-v.com). This book has themes of horror,
jazz, and body dysmorphia. Unlike most of my
work, | have kept to a fairly ‘realistic’ approach
with this book, so that when | do stray away

from it, the exaggeration is striking.

e m e ————————
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FUNDAMENTALS APPLIED...

Peter Polach (Apterus)

“] often start my personal projects with just one face and no
particular plan. | work out the story and composition based on
the expression | see in that face, trying to guess what could be
causing it. In this painting, my attention was focused on the
woman’s eye, which looks both concerned and excited. A second
character was added and positioned behind it, so it appears that

he is looking through the same eye.

| wanted to have some fun and ideally learn or try something
new. The male character has some irregular anatomical features
to consider - he has six fingers on his hand and wings that are
basically modified arms. The hand was easy to do, just adding

three fingers between the index and pinky finger instead of two.

The anatomy of the wings is a hybrid of a bird’s wing and @ human
arm. The middte finger is massive and elongated, fused with the
fourth finger to provide structure. The fifth finger is transformed
into a hook, while the index finger and opposing thumb still look

like a human hand, adding to the imoge’s unsettling atmosphere.”

e




GLOSSARY

Ambient light

The soft, non-directional lighting present in
a scene, as if from an overcast natural light

source. See also diffuse light.

Analogous colors

Similar colors that sit beside each other on
the color wheel, such as blue, blue-green,

and green.

Atmospheric perspective

The effect of distant objects appearing
pale and hazy due to the natural scattering
of light in the air. Also called “aerial

perspective.”

Bounce light

lllumination created by light bouncing off
a nearby surface and onto the subject. Also
called “reflected light”

Gast shadow

The hard-edged shadow created by an
object blocking the light.

Color harmony

This refers to the theories of color
combination and how to achieve visually
pleasing color palettes. Complementary,
analogous, and triadic color combinations

are common color harmonies.

Golor palette

The selection of colors present in an image,
especially if chosen to create a specific
effect.

Gomplementary colors

Contrasting colors that sit opposite each
other on the color wheel, such as red and

green.

Composition

The process of arranging the elements of an

image, or the results of such a process.

Gontrast

The quality created by juxtaposing different
or opposing elements in a scene, such as

light and shadow or hardness and softness.

Gore shadow

The darkest part of a shadow.

Diffuse light

Light that has the quality of being softened
or scattered, either by environmental

elements or matte surface materials.

Focal point

Also called a “point of interest” An area of
an image to which the viewer’s attention is

intentionally drawn.

Foreshortening

The perspective effect of an object becoming
shortened as it is pointed in the viewer’s

direction.

Form

A subject that has shape or volume in an

image.

Gesture

A simple sketch that captures the essence of

a subject’s form, pose, or movement.

Golden ratio

A mathematical formula that can be used
to measure the “perfect” proportions for an

image.

Grayscale

The range of monochrome shades
encompassing black, white, and grays (or an

image made using these).

Half-tone

The tone that is halfway between light and

dark on a range of values. See also midtone.

High-key lighting
A lighting setup that is evenly illuminated
and does not feature heavy contrast or very

dark shadows.

Highlight

The brightest area on an illuminated subject.

Hue

A color's fundamental category or type,

such as red, blue, or green.

Key light

The main light source in a scene.

Local color

The basic color of a subject when it is not lit

or influenced by external sources.

Low-key lighting
A lighting setup that features dramatic

contrast and predominantly dark values.

Midtone

The tone or range of tones that are neither

bright nor dark.

Negative space

The “empty” space around and in between

the objects in an image.

Perspective

The effect of objects appearing smaller as

they recede away from the viewer.

Plane

A flat surface with corners and edges.

Plein air

jonal
Painting outdoors as a form of observationd

study. From the French en plein all

(“outdoors”).

——*

Primary hue

One of the three hues (blue, red, and yellow)

that cannot be made by mixing other hues.

Proportion

The relationship between differently-sized

sections or objects in an image.

Rendering

Refining the appearance of an image

by adding detail, texture, shading, and
blending.

Rim light

A fine contour of light created by a light

source catching the edges of the subject.

Saturation

The intensity and purity of a color.

Secondary hues

Ahue created by mixing two primary hues.

Shade

The result of darkening a hue with black.

Shadow

One of the darker or darkest values in an
image, or the darkness caused by the

subject being turned away or blocked from
reach of the light.

Tertiary hues

Ahue created by mixing a primary hue with
a secondary hue.,

Thumbnail

A very small, rough drawing used to quickly

explore an idea or composition.

Tint

The result of lightening a hue with white,

Tone

The result of mixing a hue with o shade of
gray.

Triadic colors

Three colors that sit in a triangle on the color

wheel, such as orange, purple, and green.

Value

The quality of lightness or darkness in an
image, with the lightest value being white
and the darkest being black.

Glossary

Vanishing point

A point toward which a scene recedes when
drawn in perspective.

Variance

The level of difference between an image’s
lightest and darkest values,

Visuai weight

A subject’s visual impact or importance

dictated by factors such as its size, color,

value, and relationship to other subjects in
the image.
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CONTRIBUTORS

Mario Anger

Mario Anger is a character artist currently working at Image Engine Design Inc., with credits including Spider-Man:
Homecoming, Jurassic World 2, John Wick 3, The Mandalorian, and Game of Thrones.

artstation.com/marioanger

Gilles Beloeil

Gilles Beloeil has been a Senior Concept Artist at Ubisoft Montreal since 2007, working on the Assassin’s Creed
and For Honor games. He is also a teacher at the online school CGMA.

gillesbeloeil.com

Sylwia Bomba

Sylwia Bomba is an art director for the film and game industries. She has worked for Warner Bros., Marvel, CD
Projekt Red, and Disney, with credits including Loving Vincent and Ask Dr. Ruth.

shomba.com

Joshua Cairos

. ) "
Joshua Cairds is a Spanish illustrator and concept artist. He has worked for Disney, Legendary Entertainmen

and Netflix, and for franchises such as Game of Thrones, Star Wars, and The Lord of the Rings.

artstation.com/joshuacairos

Roberto F. Gastro

ive fi its i i - Infinity War,
Roberto F. Castro is a concept artist and architect with extensive film credits including Avengers: Infinity
Star Wars: The Last Jedi, Dumbo, Doctor Strange, and Guardians of the Galaxy.

robertofc.com

Jacob Duncan

i i lor work, with the
Jacob Duncan works in the animation industry, mostly doing visual development and co

occasional bit of illustration work.

jacobduncanart.com

Martina Fackova

Martina Fackovd is a freelance illustrator from Slovakia, creating fantastical i

with clients including Wizards of the Coast and R. Talsorian Games.

L o,
magery heavily based in realis

martinafackovaart.com

Gontributors

Rita Foster’s medium of choice is charcoal pencil on toned surfaces. She uses a certain technique of crosshatching
in which lines wrap around three-dimensional objects. Her favorite subject is the human figure.
facebook.com /ritafosterart

Gaboleps

Gaboleps has been working in the creative industry since 2005. He is currently a freelance illustrator and concept
artist for films, advertising, and video games, as well as being an amateur ojl painter.
artstation.com/gaboleps

ISabel Garmon

Isabel Garmon is an academically trained traditional painter who creates colorful artwork full of expressive
brushstrokes. She creates work for commissions as well as teaching in her studio.
isabelgarmon.com

Rinat Khabiroy

Rinat Khabirov graduated from the Stieglitz Art and Industry Academy in 2075, majoring in graphic design, and
now works at the Skills Up school of computer graphics while freelancing in his free time.
artstation.com /rinat_khabirov

Maxim Kozhevnikov

Maxim Kozhevnikov graduated from the Art Center College of Design with o degree in Entertainment Design. He
has worked in illustration and AAA games, and today works in concept art for films.
artstation.com/graphmaximus

| Lorenzo Lanfranconi

Lorenzo Lanfranconi is a freelance environment concept and background artist who has collaborated with clients
such as Epic Games, West Studio, Tatai Lab, Sun Creature Studio, and NetEase.

artstation.com/lorenzolanfranconi

Sean Layh

Sean Layh is a Melbourne-based multi-disciplined visual artist. Working across oil painting, charcoal, and digital
media, Sean creates narrative-based art series dealing with themes of transitions, searching, and loss.

seanlayh.com




Valera Lutfullina

Valera Lutfullina is a freelance artist from Russia, experienced in concept art and illustration for video and board
games, with clients including Paizo Publishing and Wizards of the Coast.

artstation.com/jortagul

Iris Muddy

Iris Muddy is a forest pond creature and freelance visual development, concept, and illustration artist working in
games and animation, particularly interested in storytelling, nature, and adventure.

irismuddy.com

Charlie Pickard

Charlie Pickard is a fine art gallery painter and academic painting teacher whose work exists in collections
worldwide, He currently lives and works in London.

charliepickardart.com

Peter Polach (Apterus)

Peter Polach is a freelance illustrator and concept artist specializing in all things creepy and colorful, creating
fantasy, sci-fi, and horror-themed illustrations, mainly for card games.

artstation.com/apterus

Stan Prokopenko

i , and
Stan Prokopenko is world-renowned for teaching life drawing. He has taught workshops and atelier classes

i i j i is teaching.
has a library of over a thousand online video lessons. Making art education enjoyable is at the core of his t 9

proko.com

Anand Radhakrishnan

Anand RK is a visual artist based in Mumbai. His work is an eclectic mix of illustration,

iti iuggli jects on the side-
and comics. He is currently drawing his second graphic novel, writing, and juggling personal proje

painting, sketchbooking,

behance.net/anandrk

Andrei Riabovitchey

A ] i try, with cr
Andrei Riabovitchev studied engineering before moving into the film and VFX |ndusI y o
i anc .

Aladdin, X-Men: First Class, and Harry Potter and the Deathly Hallows. He is now a free

edits including

artstation.com/andrei

———t

Gontributors

Dave Santillanes

Dave Santillones is o self-taught painter whose passion for the medium has led to a number of recent awards,

including first place in the Landscape category at the 12th Annual International ARC Salon.
davesantillanes.com

Axel Sauerwald

Axel Sauerwald is a concept artist and illustrator for games and print, working on many titles, including Mortal
Kombat 11 as part of the team at Atomhawk Design in Newcastle, UK.
artstation.com/tithendar

Konstantinos Skenteridis

Konstantinos Skenteridis was born in Greece and currently resides and works in Corfu. He currently works as o
freelance concept artist and illustrator, mainly for NetEase and other clients on various projects.
artstation.com/kingkostasart

Matt Smith

Matt Smith was born in upstate New York and now lives in San Diego. He creates figurative-based art and is
classically trained artist and teacher at Watts Atelier.
mattksmith.com

Andy Waish

Andy Waish is a freelance digital artist who has been working in games, and sometimes in illustration, for around
a decade.

artstation.com/andywalsh

Jessica Woulfe

Jessica Woulfe has a background in classical animation and concept art, and now works as a visual development
artist for animation, with clients including DreamWorks, Amazon Prime, and Titmouse.
artstation.com/jessicawoulfe




INDEX
A

abdominis (muscle), 206-207, 210, 212

ambient light, 23-30, 79, 173

analogous colors, 49, 62, 64-65, 78

anatomy, 49, 151, 155, 175-180, 182, 184, 186,
188,190, 192,194, 196, 198, 200, 202, 204,
206, 208, 210, 212-214, 216, 218, 220, 222,
224, 226, 228, 230, 232, 234, 236, 238,
240, 242, 244, 246, 248, 250, 252, 254,
256-258, 260-262, 264, 266, 268, 270,
272,274

angles, 33, 48, 51, 63, 94, 106, 122-123, 138,
148, 152, 155, 182-183, 185, 189, 210, 215,
226, 228, 235, 243, 248, 252-253, 258,
260

animation, 14, 87

ankles, 241, 246, 255

architecture, 127,134, 146

asymmetry, 118, 202, 205, 258

atmosphere, 18, 21, 25-26, 28, 33, 55, 64-65,
70,79, 88,116, 152, 158, 164, 168, 274

atmospheric perspective, 66, 158-160, 162,
7

axonometric perspective, 136-140

B

backgrounds, 36, 45, 62-63, 72-73, 77, 8],
100,103, 116, 131, 157-158, 160-161, 164, 166,
168,171,173, 268

balance, 18-19, 21-22, 33, 42, 62, 98, 100,
120,173

Bernini, Gian Lorenzo, 46-47, 50-51

biceps (muscle), 218, 220-221, 224-227, 244,

246-247,262

Bondone, Giotto di, 134-135

bones, 54, 175, 178-179, 181-182, 184, 186-187,
206-207, 209, 211, 216, 218, 221-227, 234~
235, 237,240-242, 247-248

bounce light, 40

brachialis (muscle), 220-221, 224, 227

brachioradialis (muscle), 220-224, 226-227

brightness, 16, 25, 57

brow, 176, 178-179, 181, 186, 192, 194, 197-198,
201-203, 205, 232

buildings, 35, 38, 66, 104
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C

camera, 33, 155
Caravaggio, Michelangelo Merisi da, 10-11,
13
cartilage, 181,184
charcodal, 25, 46-48, 51, 216, 230
cheekbone, 48, 178-179
cheeks, 179, 181, 191-193, 204
chin, 176, 179, 181, 190-192, 194, 196, 202,
204-205
collarbone, 207, 209
color, 9,16-17,19, 22, 33, 38-41, 51, 53-60, 62-
68, 70-74, 76-80, 82, 84, 86-88, 91, 96,
100, 103, 105-106, 108, 112, 114, 124-125,
128,133,156, 158, 160, 162, 164, 171, 268
color harmony, 56, 62-63, 72
color wheel, 56, 58-59, 62, 64, 66, 70-71, 78,
80
complementary hues, 33, 62-64, 77, 87-88,
128,162,173
composition, 9, 32, 36, 45, 47, 77, 88, 91-92,
94, 96-100, 102-106, 108, 110-112, 114-118,
120, 122-128, 130-131, 141, 148, 151-152,
160-161, 163, 274
conical perspective, 136-137, 140, 142-143
construction, 9, 215, 207, 234-236, 238, 249,
255
contours, 42, 51,178,190, 209, 220-221, 224,
227-229, 240, 246, 250, 252, 254-255,
257,260, 262, 264, 266
contrast, 22-24, 27, 29, 51, 57, 60, 62, 73, 77,
88,100,103, 112, 116, 124, 128,136, 140, 152,
158,168, 218, 268
corrugator supercilii (muscle), 181, 187, 197,
203
cube, 136-137,143-145, 148, 176

D

deltoid (muscle), 206-207, 209, 220, 222,
224,227,262

design, 18, 21, 25, 60, 88, 92, 98, 100, 103,
105-106, 134, 161, 164, 216, 272

detail, 19, 122, 124, 128, 133, 160, 163-164,
209, 214, 250, 253

diagram, 58-59, 180, 206-207, 209, 251, 261

dimensions, 138, 140, 142-143, 156-157, 160,
189, 243, 260,

distance, 30, 45, 66, 94, 100, 110, 112, 122-
123, 145, 148-149, 158-159, 163-164, 168,
171,176

distortion, 122-123, 138, 141, 146,

drawing, 25, 47-49, 5], 82, 94, 96, 124, 133,
137-139, 148, 151, 166, 176-179, 181-184, 186,
188-191, 200, 204, 214, 216, 218, 220, 224,
228, 230, 234-240, 243-244, 246, 248,
250-252, 257-258, 260-262, 266, 270

dynamism, 19, 62, 72, 98, 100, N8, 125, 133,
145, 151-152, 162, 175, 206, 215, 228, 237,
268

;

ear, 48, 176,188-189

elbow, 224, 226, 228

emotions, 58, 60, 70, 74, 168, 175, 180, 192,
200, 236

environments, 29, 36, 45, 70, 74, 79, 93, 96,
98,106-107, 110, 141, 148, 152, 160-161, 163,
166, 171

expression, 74, 175-177, 180, 186, 192-201,
203-205, 274

extensor (muscle), 220-224, 227, 240-242,
246-247

eyeball, 48, 186-187, 195, 198-199

eyebrows, 186, 192, 194-202, 204, 205

eyelids, 186-187, 190, 201, 204

eyes, 10, 13, 25, 60, 84, 91, 112, 122, 141, 148,
176, 182, 186, 190, 192-194, 196-200, 203-
204

f

face, 43, 48, 80, 108, 144-145, 176, 178-186,
190, 192, 196, 199-200, 202, 205, 218, 220,
222,232,274

feet, 49, 192, 241, 243, 248, 250, 258

femoris (muscle), 240-244, 246-247

Fibonacci, 94, 96-97

figure drawing, 151, 207, 214, 230

= 51,
fingers, 108, 151, 216, 234-236, 238-239, 2

274

flexor (muscle), 220, 222-224, 226-227,
240-244

flow, 91, 178, 190, 208, 221, 226, 237, 243,
246, 251-252, 257, 260

focal point, 33, 60, 77, 92, 96-100, 102-1086,
108, M0-111, 120-121, 128, 131, 168

fog, 21, 35, 77,158, 166, 168

forearm, 220-227, 236, 262

foreground, 45, 63, 66, 131, 158, 160-161, 163-
166, 168, 171

forehead, 48,191, 193-194, 197-200, 202

foreshortening, 49, 122-123, 133-134,150-151,
228,232,257 264

frontalis (muscle), 180-181, 195, 198-202,
205

G

gastrocnemius (muscle), 240-244, 246-247
geometry, 48, 91, 94, 136, 156, 179-180, 234
gestures, 214-216, 218, 228-230, 248, 268
gluteus (muscle), 240, 243-244, 246-247
golden ratio, 92-98, 103, 105, 116, T8, 161
gracilis (muscle), 240, 242-244

grayscale, 16-18, 23-26, 58, 88, 108

ground plane, 142, 148

guidelines, 16, 51, 98, 103, 148, 176, 190, 251

H

hair, 67, 79-80, 108, 218

hands, 47, 49, 51,108, 151, 218, 220, 222, 229,
234-239, 268, 274

head, 48-49, 60, 80, 108, 143, 176-183, 185,
187-192,197, 220, 222, 232, 241, 244, 246,
258

highlights, 19, 21-23, 27, 29, 33, 40-42, 44,
47, 50-51,185-186, 195, 199

history, 10-11, 13, 15, 54-55, 92, 94, 134-135,
137

horizon, 98-99, 102, 114, 143, 145-146, 148-
149,158

hue, 36, 56-59, 62-67, 71,73, 78-81, 103, 114,
128,158, 162

humerus, 207, 209, 220, 225

iltustration, 18-19, 21, 26, 36, 62, 65, 70, 72,

137,173
imagination, 72, 84, 114, 125, 259, 266, 270
Impressionism, 13, 62
inspiration, 36, 108, 114, 131
iris, 84-87,186, 198

J

jaw, 176, 178, 182-183, 190-191, 198, 200-201,
204
joints, 234, 238, 242, 251-253

K

knee, 240-242, 245-246, 248
knuckles, 234, 236-238, 250, 253

|

landscape, 16-17, 28, 66-67, 78, 94, 96, 100-
107, 104-105, 125,146, 151,158, 161, 163,165,
7

Lascaux caves, 54, 134

latissimus dorsi (muscle), 206-212, 218

legs, 112, 214, 243, 249, 258, 260, 264

life drawing, 216, 230, 270

lighting, 9, 21-22, 29, 33, 35, 38-39, 41-43,
45, 49, 51, 60, 68, 70-72, 77-78, 80, 84,88,
112, 14-116, 128, 156, 168, 173, 179, 186, 190,
235,268

lines, 49, 93-95, 98, 106-107, 124, 137-138,
142-144,146, 148, 151, 158, 161, 176, 178-179,
186, 188, 193, 204-207, 209, 214-216, 228,
234-235, 237, 243, 248, 250-252, 254,
257-258, 260, 262, 264, 266

lips, 48, 183,190-191, 194, 198, 202-203, 211

M

mandible, 178, 182

masseter (muscle), 180-181, 198-201, 204
mathematics, 91, 93-94, 98, 105

matte, 40-41

maxilla, 178, 182

mentalis (muscle), 180-187, 194, 196, 202

midtone, 21, 23, 25, 27, 39-41, 45, 47, 50~51,
ne-n7

mixing, 50, 56-57, 79, 81, 168

monochrome, 63, 162, 232

mood, 21, 25, 27, 30, 35, 45, 64, 70, 87, 110,
127,152,173

motion, 82, 118, 180, 193, 195, 197, 199, 201-
205, 207

mountains, 33, 36, 38, 47, 106, 108, 128, 160,
164-165

mouth, 176, 182-183, 188, 190, 192-205

movement, 10, 13, 110, 118, 206, 214, 270

muscles, 175, 180-181, 183, 185, 187, 190, 192-

193, 195, 197, 199-207, 209-211, 213-216,

218, 220-222, 224, 226-229, 235, 238,

240-244,247-249, 258, 264, 268

N

narrative, 114, 127

nasal bone, 178, 184, 187

neck, 48,197, 206, 208, 211, 214-215, 218, 258,
262

negative space, 102

nose, 48, 122, 176, 182, 184-185, 188, 192-193,
196-197, 203, 205

nostrils, 176, 184-185, 196, 203-204

0

obliques, 210, 212, 216

observation, 62, 230, 232, 266, 270

oils, 35-36, 74, 230, 268

orbicularis oculi {muscle), 180-181, 185, 187,
193-202, 204-205

orbicularis oris (muscle), 180-181, 183, 194-
195,197

283




Pacioli, Luca, 94

painting, 10,16, 18, 20, 22, 24, 26, 35-36, 42-
45, 50, 55, 57, 60, 63, 66-68, 70, 72, 74,
78-79, 87-88, 92, 94, 96, 98,100, 103-106,
108, 110, 131,151-152, 158, 160-164, 171, 230,
232,268,274

palettes, 16, 36, 54-55, 62-67, 72, 74, 77-79,
82, 87-88,162, 268

palm, 220, 222-223, 226-229, 235

parallels, 137-138, 143-146, 148

patterns, 18, 56, 96, 104, 108, 110, 128, 182,
190, 207

pectoralis {muscle), 206-207, 210-213, 218,
226

pelvis, 207, 215, 240-241, 258, 260, 262, 264

pencil, 25, 124, 190-191, 206, 210, 234, 241-
245,250, 252-253, 261, 263, 265, 267,270

perception, 8, 22, 71-72, 91,128, 156, 163

peroneus {muscle), 240-242, 244, 246-247

perspective, 66, 91,106, 114-115, 122-123, 125,
133-152, 154-156, 158-164, 166, 168, 170-
173, 176-177, 188-189, 212, 228, 248, 250,
260, 266

photography, 13, 22, 29

Photoshop, 30, 32, 35-36, 56, 76, 82, 84, 86,
88,108, 112,126, 128,131,152, 155, 160, 166,
168,171,173, 274

pigments, 13, 54-55

planar, 179, 251

planes, 43, 48, 137, 142-145, 148, 160, 163-
164,179,184, 218, 232, 245, 250, 252

portrait, 68, 82, 94,180, 190, 232

pose, 155, 207, 212, 214, 216, 218, 220, 222,
224, 226, 228, 230, 232, 236-237, 242-
243, 248-249, 252-253, 257-258, 260-
262,264,266, 268

prehistory, 54, 59, 66,

Pre-Raphaelites, 131

primary hues, 56, 59, 66

pronator (muscle), 220, 226

proportion, 91-92, 94, 98, 104-105, 121, 237,
257

psychology, 58, 91

R

ratio, 84, 92-98, 103-105, 116, 118, 120, 161
realism, 13, 73, 118-119, 270
rectangles, 49, 94, 96, 98

rectus abdominis (muscle), 206-207, 210

rectus femoris {muscle), 240-247

reference, 56, 72, 88,136, 142, 204, 220, 239,
258, 268

reflected light, 40, 42-45, 50-51, 73

Reilly method, 214, 257-260, 262, 264, 266

Renaissance, 55, 134, 137

rendering, 16-17, 47, 82, 156-157, 179, 181, 186,
210, 216, 218, 234-235, 238, 242-243, 245,
247, 251-253, 261, 266

research, 35, 58, 88

rhythm, 97, 110, 112, 163, 179, 215, 218, 228,
232,237,243, 248, 258, 266

S

sartorius {(muscle), 240-243

saturation, 56-60, 84

scale, 21-23, 25, 27, 40, 48, 50-51, 94, 104,
114-15, 120,128, 151,163, 166

secondary hues, 56, 59, 66-67

serratus (muscle), 206-207, 210, 212, 216, 218

shading, 183, 188, 190, 192, 194, 196, 198,
200, 210, 216, 221, 226, 234, 254, 262

shadow, 21-23, 28-29, 33-36, 38-40, 44-45,
50-51, 63-65, 72-73, 88, 105, 115-116, 128,
156-158, 179,183, 185-186, 190-191, 212, 235

shoulders, 47, 151, 206, 208-209, 211, 213-
215, 258, 260, 262

silhouette, 28-29, 45,108, 123,131, 206, 222,
224,226, 241, 249, 264

sketching, 96, 262

skin, 108,175, 181,183, 186, 203-210, 216, 218,
220-221,234-236, 239-242, 254, 268

skull, 152, 178-179, 184, 186, 190

sku, 30, 33, 63, 74, 78, 88, 98, 103-105, 112,
14,120-121,143, 158,163

soleus (muscle), 240-244, 246-247

spheres, 38-40, 71,156, 186, 190

spine, 208, 214, 258, 260

structure, 19, 49, 84, 97, 108, 110, 124, 166,
177-180, 184-186, 188, 190, 213, 218, 224,
228, 232, 234-235, 240, 246, 248, 250,
252,274

sun, 21, 33, 40, 45,78, 80, 88,128

sunlight, 29-30, 39, 41,103

symbolism, 32, 58

symmetry, 91-92, 118-119, 125

I

technique, 88, 136, 151, 171, 216, 237, 248

teeth, 182, 192-193, 198-199, 201, 204

temperature, 63, 70-72, 164

tendons, 207, 224, 236-239, 254

teres (muscle), 208-209, 212, 218

tertiary hues, 56, 66

texture, 40-41, 70, 84,128,164, 166, 236

thighs, 47, 49, 240

thumbnails, 124, 214

tibia, 241, 244, 246

tint, 57-59, 66, 80-81

tones, 21-27, 50-51, 54-59, 67, 72, 74, 78-79,
124, 268

torso, 108, 206-216, 218, 220, 232, 258, 264,
268

traditional media, 13, 21-22, 36, 55-57, 78,
128

trapezius (muscle), 206, 208-209, 211-212

trees, 36, 60, 87, 96,100, 110, 127,164,173

triadic hues, 62, 66-67

triangularis (muscle), 180-181, 183, 195, 198-
199, 204-205

triceps (muscle), 218, 220, 222, 224-227

V

value, 9, 16-27, 29, 35, 38-40, 42-43, 50-5],
56-59, 63-64, 72-73, 81, 84, 88,100, 102-
103, 106, 114, 116-117, 124, 131, 156, 158, 162,
164,183

variance, 22-26, 38

viewpoint, 148, 166, 173

vision, 124-125, 141

W

water, 35, 54, 77, 84, 143,158,160, 171
weight, 66, 92-93,100, 102-104

[

zygomatic bone, 178, 232
zygomaticus (muscle), 180-181, 192-193,196,
198-202, 204-205
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3dtotalPublishing

3dtotal Publishing is a trailblazing, creative publisher specializing
in inspirational and educational resources for artists.

Our titles feature top industry professionals from around the globe who share their
experience in skillfully written step-by-step tutorials.and fascinating, detailed guides.
lllustrated throughout with stunning artwork, these best-selling publications offer
creative insight, expert advice, and essential motivation. Fans of digital art will find
our comprehensive volurnes covering Adobe Photoshop, Pixologic’s ZBrush, Autodesk
Maya, and Autodesk 3ds Max. The dedicated, high-quality blend of instruction and
inspiration alsa extends to traditional art. Titles covering a range of techniques, genres,

and abilities allow your creativity to flourish while building essential skills.
Well-established within the industry, we now offer over 60 titles and counting, many of

which have been translated into multiple languages around the world. With something
for every artist, we are proud to say that our books offer the 3dtotal package:

LEARN - CREATE - SHARE

Visit us at 3dtotalpublishing.com

3dtotal Publishing is part of 3dtotal.com, a leading website far
CG artists founded by Tom Greenway in 1999.

“While part of creativity
IS freedom from rules,
there are guidelines
and universal concepts
that can help anyone to
Create stronger images™




Pronortion The relationship
between differently-sized sections

or objects in an image.

Eandeilig Refining the appearance
of an image by adding detail,
texture, shading, and blending.

i 1ighl A fine contour of light created by a
light source catching the edges of the subject.

2aturalion The intensity and purity of a color.

Sergidary 1UBS A hue created

by mixing two primary hues.

$hAate The result of darkening
a hue with black.

§i1ad8W One of the darker or darkest
values in an image, or the darkness
caused by the subject being turned away
or blocked from reach of the light.

Tertiary RU8s A hue created by mixing
a primary hue with a secondary hue.

ThUMBAAil A very small, rough drawing used
to quickly explore an idea or composition.

Tint The result of lightening a hue with white.

TBINB The result of mixing a hue
with a shade of gray.

Triadic colors Three colors that sit
in a triangle on the color wheel, such
as orange, purple, and green.

Valle The quality of lightness or darkness
in an image, with the lightest value being
white and the darkest being black.

Vanishing point A point toward which a

scene recedes when drawn in perspective.

\ariailce The level of difference between
an image’s lightest and darkest values.

Visual weight A subject’s visual impact
or importance, dictated by factors such
as its size, color, value, and relationship
to other subjects in the image.
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