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_/4 SA{H‘:{ C?Lﬂ-f with the /[e&m{zﬁ

How roxrunate it is for the human race that
EVERY I, Wammian, anel child is t:zgf__;cd with an
individual and identifialle face! I all faces were
itlentical, like the labels on a brand of tomatoes,
we would be living in a very mixed-up world,
When we think of it, life is mainly a continuous
flow of expericnees and contacts with people,
different people. Suppose for a moment that
Jones, the egg man, was the exact counterpart
of Smith, the banker; that the face acrioss the
table mlght baee that of Mrs. }..-[1_::'1::]11.-'. Mrs, Cold-
blatt, ar Mrs. *I"rcrtsk}*m}'m: counldnt be sure
which. Suppose all the faces in the T EAZINCS
and NEWSPANers and on television were reduced
to one male and one female type, what a dull
thing life would bel Even if yvour face has not
been vour fortune, even if it is far from beanti-
ful, still, nature really gave us all a pretty good
break, for at least we are individuals and ean
each be thanklul for lmu‘iug a face, g{md or bad,
that is undeniably our own,

This individuality of faces can be an intensely
mteresting study for anyone, and especially for
anyone with the slightest talent for drawing,
Chice we hegju to comprehend some of the rea-

sons for the differences, our study becomes all-

absorbing, Through our faces, nature not only
identifies us but tells the world a good deal mare
about each of us.

Cur thoughts, our emotions and  attitudes,
even the kind of lives we live, register in our
faces, The mobility of the flesh—that is, the
power of expression—adds more than mere
identity. Let us give more than casual attention

‘o the endless procession of faces moving in and
out of our consciousness. Setting aside the psy-
chological and emotional phases of expression,
we can express in simple language the basie
technical reasons for the smile, the frown, and
all the variations that we call facial expression.
We say that a person can look guilty, ashamed,
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frightened, content, angry, smug, confident,
fj'uslmlc-{l, and a host of other WHEVE ton no-
merous to tabulate, A few embedded muscles
attached to the bones of the skull provide the
mechanics for every expression, and these mus-
cles and bones are not complicated or difficult
to learn! What a wealth of interest lies within!

Let me say at the beginning that to draw a
head effeetively is not a matter of “soul search-
ing" or mind reading, It is primarily a matter of
interpreting form correctly in its propertion,
perspective, and lighting. All other gualities
enter the drawing as a result of the way that
form is interpreted. I the artist gets that right,
the soul or character is revealed. As artists, we
anly see, analyze, and set down. A pair of eves
drawn constructively and in correet values will
appear to be alive because of craftsmanship,
net becawse of the artist's ability to read the
sitber's soul.

The element that contributes most to the
great variation of identities is the difference in
the shapes of the skull itself. There are round
heads, square heads, heads with wide and flar-
ing jaws, elongated heads, narrow heads, heads
with re:::ﬂd:ing jaws. There are heads with high
domes and forcheads, and those with low, Some
faces are comeave, and others convex, Noses and
chins are prominent or receding. Eyes are large
or small, set wide apart or close together. Ears
are all kines of shapes and sizes. There are lean
faces and fat faces, big-boned and small-boned
ones, There are long lips, wide lips, thin lips,
full lips, protruding lips. and equal variety in
the sizes and shapes of noses. You can see that,
by cross multiplication of these varying factors,
millions of different faces will be produced. Of
course, by the law of averages certain combina-
tions of factors are bound to reappear. For that
reason people who are not related sometimes
closely resemble each other. Every artist has
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hae the experience af hu::in__s:'; tald by someone
that a head he has painted or drawn looks like
thmt person or like an :_iu[;u:aiutam_'r: or roladive
of the speaker.

For the artist’s JrLrHISL, the simplest plan is
first to think of the skell as Leing pliable and
|'r;.p.l:||1_1[=_rI taLJ_ o ]'|;i'|.l]| b]'lkl_Elli‘ ias m5ult -:lf pres-
5::1’_{_*._57..;:1_1}' one: __!‘_nﬂt_lr_f-l_..".."._lTli]__ @ J_Lli:lbl..]‘ ].ﬂ[l into
VELFIDLS a'|1 apes W itlmul L]'I-i.'l]'lg[ﬁh its aLILmi ‘-'IJ.]-

i,

hhdl}l’.ﬂi. actual measurements l:ﬂf}-‘ ey ::]-:m:]},
which means that the volure is about the same
and only the shape is different. Suppose we
model a skull in soft clay, then, between boards,
press it inte various shapes. Thus out of the
same voluome we can make a narrow head, a
wide head, faring jaws, and all the other types.
How heads got to be this way is not our preb-
lem, which is only to analyze and thus deter-
mine the type of skull in the particular head
we wish to draw. Later, when you become
more familiar with the construction of the skall,
WO will he able to show these variations 2o suc-
cessfully that vouw will be able to draw practically
any type vou choose and make it convineing.

12

THE HEAD ANID HANIDS

At the same time vou can set down understand-
ingly any type before you. By the time you
understand how the flesh is distributed over the
bones of the face, vou will be able to vary the
expression of the same head. The thing to re-
member is that the skoll is fixed in position, and,
with the exception of the jaw, immovable, and
that the flesh is mobile and :_ﬂ'qar-:,hm_tgl_ng. il
also affected by health, emotion, and age. After

“the skull is ﬁl!i:,' matured, it remaing the same

throwgh life and is a stroctural Foundation for
the varying appearance of the flesh. Therefore
the skull is always the basis of approach, and
all other Edt_'lzlt:if:rriug Features are built into or
upon it

From the skull we get the spacing of the fea-
tures, which is more important to the artist than
the featores themselves, The features muast taks
their proper l}]:u:-l.::-t in our construction, If they
da, we have little trouble in drawing them. Try-
ing to draw the features without having located
them properly is an almost hopeless task. Eves
do strange things; maouths leer instead of smile;
faces take on weird and unhely expressions, In
trying to correct a face that appears to be out
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of :]r:t'wing, the chances are that we will do
just the wrong thing. Instead of moving an eve
inlo its socket, we trim down a cheek; if o jaw
line &2 out, we add more forehead. We showld
know, in first laying in the outline, that the
whole head is in construction. This I am sure
you ean learn from the pages that follow,

The big difference between the completely
amateur attempt and the well-grounded ap-
Pn:‘.-:mh ix that the img:inncr sbarts b:.f sctti]]g
CVES, CArS, MOSES, amd months into blank white
space, surrounded by some sort of an outline
for the face, This is drawing in the two dimen-
sions of i]:‘:ight angd width urll}-'- Woe mest somme-
b get into the third dimension of thickness,
which means that we must draw the whole
head as it exists in space and build the face upon
it. By doing so we are able not only to place
the features, hut also to establish the planes of
light and shadow, and, further, to identify the
bumps, bumps, and creases as being caused
i:}f the 1|[L[i::r]}'i1tg structure of muscle, bone,
and fat,

To help the beginner to start out with this
third dimension, many approaches are suggested
by various teachers. Some use an cpe shape;
others a cube or block., Some even start with
one Feature and start building the form out
around it yuntil the whole head is encompassed.
However, all these involve many chances for
error. Omly the front view of the head looks
lke an eEL, and even that giw_-s na line of the
[:al'.\'].'rtl:m:. In 1':mﬁ]:: the head is not like an egda.
As for the cube, there is no accurate way of
setting the head into it. The head is totally
unlike 2 cube from any slug]u- The r,ml}-' value
the cube has in ﬂl‘z‘t'-.tr[ng bieads is to ]13][& set the
construction lines into perspective, as you will
leamn later,

It seems more logical to start with a shape
that is basically like the skull, one that is simple
te deaw and is accurate for purposes of con-
struction. This can be dene by drawing a ball
resembling the cranium, which is round but
fiattened somewhat at the sides, and attaching
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the ;nw!m:nu and Features to i Some VEArS g
1 hit upon this P'E'.'m and made it the basis of my
first book, Fun with a Pencil. 1 am happy to say
that the plan was received with great enthusi-
asm and is now widely used in schools and by
professional artists, Any direct and elficient ap-
proach must presuppose the skull and its parts
and its points of division, It is just as reason-
able to start drawing a wheel with a square as
it is to start drawing a head with a cube. By
entting off corners and further trimming the
suare you could eventually come out with a
[:ii.l.'i:.-' gﬂnd wheel. You could also c:'|ti[_|- away
the cube until vou had a head, But at best it's
i ]ﬂng WLy aroungl. 'I.,J'i,fh},- nob start with Hee circle
o Lall? If VL can't draw a ball, vse a coin ar
a compass. The sculptor starts with a form of
the general shape of the face attached to the
ball of the eranium. He could not do otherwise,

I present this simple plan in this volume since
it is the only approach that is at the same time
creative and accurate. Any other accurate ap-
proach requires mechanical means, such as the
projector, tracing, the pantograph, or using a
squarcd-off enlargement. The big question is
rt*:ﬂ]}* whether VO wish to {lq:'.r{:iul} the al_‘rilil}r ko
draw 2 head, or whether you are oombent to use
mechanical means of projecting it. My feeling
is that, if the latter were the case, yon would not
have been interested in this book. When your
breaed and butter depends upon ereating an abso-
lute likeness, and you do not wish to gamble,
make the best head you can by any means pos-
sible. However, if YO wark is to give you jov
and the thrill of aceomplishment, T urge you to
aim at the advancement of yvour own ability.

The drawings on pages 14 and 15 show the
possibilities of develaping all kinds of types out
of the variations of skulls. After you have learned
to set up the ball and plane, vou can do almost
ﬂﬁ}’t]lil:g VoL p]easr_' with it, ﬁttiltg all parts into
the construction h}' the divisions Yo make
actess the middle line of the face. You have at
yvour disposal jaws, cars, mouths, noses, and
eyes, all of which may be large or small. The
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DRAWING THE HEAD AND HANDS

cheeklomes may be set high or low, the upper
lip may be long or short, the cheeks full ar sig-
aing. By different combinations of these, you
oLk l:mtlu:rﬂ an almost endless variety of char-
acters, It will be great Fun for vou to experiment.

Although the eonstruction of any head in-
volves more or less the same problems, this book
is divided into scetions on drawing men, women,
and children of various ages. As we shall sce,
though the teehnical differences are slight, there
is considerable difference in approach and feel-
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ing. The technical problems are explained in
Fart One, and the knowledge acquired from that
is applied in the later sections on heads.

To be able to draw hands convincingly is
alsa very important to the artist, and in this
field too there is little material available. So Part
Five has been included to help you understand
the: principles of comstruetion on which realistic
rmu!m’[ng of hands must be based.

Now let’s get to work in earncst.
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Ler vs seciy by establishing our common ch-
jective. You may be interested in drawing as a
hobby. You may be an art student attending
drawing classes. You may be a young profes-
sional, out of school, striving ta better your work
s0 that it will bring in more income. Perhaps
you studied art many years ago and now have
the time and incentive to take it up again, Per-
haps you are well established in the field of
commercizl art, where competition is formi-
dable, and are looking for something that will
help you hold your place and, if possible, keep
you moving forward. Whichever category you
are in, this book will be helpful to you, because
it provides practical knowledpe of the tech-
ﬁiques of drawing heads, both for the complete
beginner and to help the more advanced artist
in those most frustrating moments when the
head he is drawing seems to refuse to do his
work justice.

There must be a genuine basic motive be-
hind any genuine effort. Ask yourself quite
honestly, “Why da I really want to draw heads

cand draw them well?” Is it for the satisfaction

of personal accomplishment? Does it mean
enough to you to give up time from other things
in order to learn? Do you hope someday to sell
your work and make it vour means of liveli-
hood? Would you like to draw portraits, girls
heads for calendars, illustrations for MAFATING
stories, the people in advertisements? Do vou
want to improve your drawing of heads to help
sell your work? Ts drawing a form of relaxa-
tign to you, helping to relieve tension and clear
your mind of worries and other problems?
Search quietly and thoroughly for this basic
mative, because if it is powerful enough, it will
give your efforts the strength to withstand dis-
eouragement, disappointment, disillusionment,
or even seeming failure.

May I add one suggestion? Whatever your
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motive, try not to be impatient. Impatience has
probably been & bigger stumbling block in the
way of real ability than anything else, Doing any-
thing well, IT'm sure, means hurdling obstacles
of one kind or another most of the way to the
goal. Skill is the ability to overcome obstacles,
the first of which is usually lack of knowledge
about the thing we wish to do. It is the same
i anything we attempt. Skill is a result of try-
ing again and again, Lip[}[_':.*in_g our wbility and
proving our knowledge as we gain it. Let us Fel
used to throwing away the unsuccessful effort
and doing the job over. Let us consider obstacles
as something to be expected in any endeavor;
then they won't seem quite so insurmountable
or 5o defeating.

Our procedure will be a Little different from
that of the vsual textbook. Tn general, texthoaks
seern to confine the material solely to problem
and selution, or to technical analysis, That, in
my own belief, is one of the reasons why text-
books are so difficult to read and digest. Every
concentrated creative effort involves a personal-
ity, since skill is a persomal matter. Sinee we are
dealing not with organic material like nuts and
Lolts, but with human qualities like hope and
ambition, faith or discouragement, we must
throw out the textbook formulas and consider
personal achievement as the basic element of
our planning. An instructar would not be very
Lelpful if he gave his students only the words of
a textbook, all cold hard fact, without feeling,
without praise or personal encouragement. I can-
not particvipate in all your personal problems,
but I can certainly remember my own, and
assume that yours will not be greatly different,
Therefore this book anticipates the solution of
these problems even before you meet them, I
believe that is the only way to handle this by
of subject effectively.

There is an element of joy in doing what you
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have proved to yourself to be right, It is my job
here to give you the v.‘:":rl;ilig materials with
which to make YOUT DWIIL effort successful rather
than to show that anyone can succeed. Success
comes only with personal effort, aided by what-
ever knowledge the individual can apply along
with the effort. If this were not true, we would
e able to do anything in the world simply by
reading books, We all know this is not tme.
There are books on almest any subject. Their
value depends upon the amount of knowledge
they contribute and on how well it is absorbed
andd put into practice.

To draw heads well, the artist must detach
his mind from the sitter’s emotional qualities
angl develop an objective viewpoint, Otherwise
he could go on drawing the same head forever,
almost each moment noting a subtle change of
expression, or a different mood in the subject.
One face can vary in a thousand ways, and a
driwing must show the effect of a single instant,
Let him think of the head as only so much form
in space, like a piece of still life rather than
as an ever-changing personality.

To the beginner there is a certain advantage
in drawing from a cast, or from a photograph,
for at least the subject is not moving and he can
regard it objectively. It is logieal that our book
begin purely from an olijective approach with a
form most like the average head, with average
features and average spacings. Individual char-
acteristics are much too complicated until we
are able to He them into a basic structufe, one
that is reasonably sound and accurate. Let us
fix in our minds that the skull itself is the strue-
ture and all the rest merely trimmings.

Anatomy and construetion can appear dull,
bt not to the builder. It might be dull to leamn
how b use a saw and hammer, but not when
vou are making a building of your own. It may
be hard to think of the head as a mechanism.
But if vou were inventing a mechanism, it would
never lack interest. Just realize that the head
must .I',!II;,! i g':,:ll:ld IJJL'{!iT-ill:IiSI“ il] {?f{ll‘:"l’ Ly I:H." a ﬁl]ﬂ-‘
head, and yiu will draw it with as much interest

as you wonld have in Elut'tiug a part nta a motor
which vou wanted to give a good performance.

It is evident, then, that we need to start with
a basic shape that is as nearly like the skull as
we can get it. Looking at the cranium, we see it
maost nearly like a ball, Hattened at the sides and
somewhat fuller in the back than the front. The
bones of the face, including the eve-sockets, the
nose, the upper and lower Jaw, are all fastened
tar the front of this ball. Our first concern is to
be able to construct the ball and the facial plane
o thiak !.hu}' operate as one unit which Ty b
tipped or turned in any manner. It is of utmost
importance that we construct the head in its
complete and solid form, rather than just the
visible portion of it. Naturally we cannot see
more than half the head at any time. From the
standpeint of construction, the half we cannot
sec 15 just as :i]'l'l._i]f:li'tﬂ.n!' a% the visible half.

If you look at Plate 1, you will note that I
have treated the ball as il the under half were
transparent so that the construction of the whole
ball is made evident. In this way the drawing
on the visible side of the head can be made to
appear to go all the way round, so that the area
wi cannot see can be ir:::lgim::{l a5 a {h]p]:i-::;tte
of what we do see. An old instructor of mine
once said, "Be able to draw the unseen car,”
which, at the time, puzzled me no end. T later

realized what he meant. A head s not dreawn,

until vou can feel the unseen side,

It must be obvious from the preceding that
it is impossible to draw the head correctly by
starting with an eye or nose, oblivious of the
skull and the placement of features within it.
One might as easily try to draw a car by starting
with the steering wheel. In all drawing no part
can be as important as the whole, and the whole
is always a fitting together of proportionate
parts. We can always subdivide the whole into
its parts, instead of guessing at the parts, hoping
they will go tegether in the proper proportions.
For example, it is casier to know that the fore-
head is one-third of the face, and what its posi-
tion is on the skall, than to Ledld the skall from

)




PLATE 1. The basic shape is a lattened ball

The eranium is more like 2 ball than anything else. To represent the ball
as @ solid sphere, we must establish an axis, like the nail through the ball
at the top. Through the centers established by the axis, we can divide the
ball into quarters and again at the equator. Now i we were to slice off
a fairly thin slice on cach side, we will have produced a basic shape that
very closely matches the eranivm, The “eguater” becomes the brow line.
One of the lines through the axis becomes the middle line of the face.
About halfway up from the brow line to the axis, we establish the hairline,
or the top of the face, We drop the middle line straight dewn off the ball.
On this we mark off two points about equal to the space of the forehead,
or from brow line to hairline. This gives us the length of the nose, and
Below that the bottom of the chin, We can now draw the plane of the face
by drawing in the jaw line, which connects about halfway around the hall
on each side. The ears attach along the halfway line (up and down) ot o
distance about equal to the space of fram the hrows to the bottom of the
nose, The ball ean be tipped in any direction.

21



PLATE 2. The all-important cross on the ball
The “eross,” or the point liwhqr_u_tlg:_b_mﬂw__l_in_e crosses the middle ling of

t_i_qg_f_r:_n_;;;'is the key point of the construction_of the whole head. It deter-
mines the position of the facial plane on the ball, or the angle from whieh
we see the face. It is easily spotted en the model or copy. By continuing
the line up and doewn, we estallish the middle line of the whale head,
We draw the two sides of the face and head from this line. By continuing
the hrow ling around the head we can locate the ears.

22



MEN'S HEADS

ﬂ'l[! Fﬂmhl:,.".’l.d. FE‘FEIE'I.E]E Wk I];l'l.-'{! H].W.'l}'!'i ”Il:lllg]'l.l'.
of the head so much in terms of belonging to a
definite individwal that we bave never considered
i in 2 mechanieal sense. It i:l:rri:l;tp_t; TEVET QOIS
o us that a smile is a mechanical principle in
action, as well as evidence of a beaming per-
sonality, Actually the mechanics involved in a
smile are the spme as those vsed inoa drawstring
ont a curtain. The string is attached to something
fixed at ome end, and to the material at the other,
Pu"ing the string buckles the material. The
cheek plamps out in the same way, The working
of the jaw is like a hinge or a derrick, but the
hinge is of the ball-and-socket type. The eves
roll in their sockets like a ball bearing held in
place. The evelids and the lips are like slits in a
mubber ball, which naturally close except when
I:I'Lﬂ:,' are E]:H"L’H;E apart. There s a mechanioal
!‘Jrj]:lﬂi!_}lll: bencath every expression pub into
action by the brain, Underlying the flesh of
the face are muscles which are capable of ex-
pansion and contraction, just like all the other
muscles of the body, We discuss this interest-
ing material in more detail later.

We start {Imw[ng the head h}a ﬂﬁt:!]}li&hil]g
points on the ball and on the Facial p]:‘u]:r. Both
the ball and the facial plane must be subdivided
in order to establish those points, No matter how
much you draw, how skilled you get to be, how
well trained your eve becomes, you will abways
have to begin by building the head correctly,
just 25 a carpenter, no matter how long he has
worked, alw;t:.'s measures a board before he cuts
it. Construction of the face and head depends
upon establishing the points of measurement.
Any other way is bound to be guesswork, which
is a gamble any way vou take it. For the one
time you guess right, there are many inevitable
mistakes,

The most important point in_the head from
which to build the construction of the face is
l;he E:n:nnl: :|111mc {h Lh_]:, ﬂEJU"r[ tln ]:I]'I{IE!_ of tlu,
]'H.'IEBr between the |:-r£‘m~: This pm:nt TeITLRITS
always fixed and is indicated by the vertical line
of the nose and the crossline of the brows. On

thee Brall this i the junction of the “equator” and
“the prime meridian,” the twe lines that cut the
Ball in hialf 1'r:rti-’.-:ﬂl_1.* and ht.ll'i'-:ﬂ]lh" v. All meas-
Abont half-

3p;1.c:r-r_l off tlm f{n{ehe.uf- I}rl::p;:rlng___-:_l_g}‘_ﬂ-_'_:!; an
:r{]u'L] distance. bLlﬂw the crnssfnint we get t the
np of the nose to ti:e bmws is, on an average,
equal to the height of the forehead. Measuring
the same distance down, we get the bottom of
the chin, for the distance from the bottom of
the chin to the base of the nose equals the space
from there to the brows, and from that point to
the hairline. So it's one, two, three spaces, all
equal, down the middle line of the face. See
Plates 3 and 4. 1 suggest vou take paper arcl
I:r:m:::i] anl start ﬂmwiﬁg these heads, tipping
them in every possible direction. This can well
be your first real period of study, What you do
now' will affect everything you do from here
on. Plate 4 will give vou an idea of how to place
the features properly, The placement is more
important than the drawing of the features
themselves, At this stage ib 5 not too important
that the details of the features be correct. Get
them to fall within the construction lnes, so that
the two sides of the face scem to match, what-
cver the viewpoint,

The next time you work with this beok, turn
to Plate 5, which is a simplified statement of the
bone structure, No one detail of the bone struc-
ture is of great importance, but its total shape
is of paramount importance. Within the shape
we st locate the E}'ﬂ-ﬁﬂckﬁ‘tﬁﬁ sPa-l:ing them
carcfully on either side of the middle line. We
locate the two cheekbones opposite each other,
and the h:ritlgf: of the nose, which muost lie on
the middle line at the top aned extend aut from
the middle line at the bottom. We loeate the
corner of the jaw and bring the jaw line down to
the chin. Every head must be constructed so
that all the features balance on the middle line,
Plate 6 gives you mare of the actual appearance
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and placement of the bones, Nate b in these
drawings you are aware of the comstruction all
around the head. | personally try to get the
f{'cling that these are not outlines, but the t‘.dgi::’-
of solid forms that 1 could slide my hard around.
Do vou feel as if you conld pick up these heads
with vour twao hands and that you wonkd fud
them just as solid in back as in front? That is
what we are working for just now.

Plate 7 shows the action of the head on its
pivot Pmlil i llm- top ﬂ[ IhL Splﬂﬂ ’ll‘ld E-t the
b*qse a:n-f th:, L.Llull: We must remember that thH

[ — B

a ][lt]@ﬁlﬁkﬂk.ﬂf_ th¢. _:t_i-lx_ty_z_;'_ ]13_11_:;. E"E _t_];t I_J_eck S0
when the head is tipped backward the neck is
sejueczed and bulges somewhat, forming a crease
at the base of the skall. When the head is tipped
forward, the larynx or Adam’s apple is dropped
down and hides itsell within the neck. In the
lateral movements there is a stromg play of the
long muscles which attach to the skull behind
the cars and down in front to the breasthone
between the collarbones. At the back are the
twa strong muscles which attach to the base of
the skull to pull the head backward. To get a
head to sit properly on the neck requires some

HEADD AND HHANDS

knowledge of anatomy, which is discussed later,

Some artists like to think of the head as being
bwilt of pieces which will fit together and fall
irntcn P]ur_'cr 4] ;_;l'rr: the wnderstructure of the
head. See Plate 8. This is especially helpful in
suggesting the third dimension, that of thick-
ness, i your {lr_:.lwing. Much oo often the face
is drawn as .~i-:J|:1|:!h|':|1g flat. We must consider
the rovedness of the muzzle—the two jaws as
they come together, Becavse it is lost in the
Heshiness of the face, we may forget the sharp
curve of the teeth behind the lips. This is even
more pronounced in animals, to which a sharp
deep bite may make the difference between
life and death. Think of the front teeth as chop-
pers and the back teeth as grinders. The fangs,
or what we call :r].rut{:»::l'll i hewrnan 1}1‘:5:1;;3, are
what an animal uses to hang on with, or to slash
andd tear. To impress upon yourself what the
roundness of this area really is like, take a bite
out of a piece of bread and study it. You will
probably never draw lips fathy again. We must
also remember that the eyes are round, though
most of the time we see them drawn flatly, like a
slit in a picce of paper. The eyes, nose, mouth,
and chin all have this three-dimensional quality,
which cannot be sacrificed without losing the
solidity of the whole head.




PLATE 3. Thecross and the middle [ine determine the pose

Cet oul your pencil and pad.

It is most important to begin at once to practice setting up the ball and
faeial plane. Do not worry too much now about the features, This is simply
construction, which vou will probably use for the rest of your life. Estaldish
the cross. Try to think of the construction all around the head, so that the
jaws attach halbway around on each side. Remember that the eyes and
cheekbones ave below the brow line. The ears are about parallel with the
lines of the brows and that of the nose. The cross almost suggests the face
below, With this approach we can start drawing the whole head in any pose.

o



PLATE 4. Establishing the middle line
Srarf p!:ﬂ{.‘fﬂg the features carefully.

Ii you have worked out the ball and plane and its divisions you will not
have too much trouble in placing the features. However, you should
realize that a feature will never fit on a head wntil it is placed correetly
and in line with the construction lines of the whole head, Every artist must
e prepared for & certain amount of struggle with construction, so de not
allow vourself to get discouraged. Every head anyone draws depends on
construction, just as much as every building, every car, every other three-
dimensional object does, That is what the artist’s job really is in learning how
to comstruet things in three dimensions on a two-dimensional surface. We
have to think of each thing we draw in its entirety and see how its dimensiens
appear to us from our particular viewpaint. Representation in three dimen-
sions calls for knowledge and stedy, But such knowledge is no more difficult
than that reguired for any other field. No matter how great your talent,
talent has to work with knowledge to do anything well, When the search
for particular knowledge becomes pleasant as well, half the battle is won,
- Construetion need not worry you; it comes with practice.

26



PLATE 5. Simplified bene structure

Ar this poist it will help a great deal in eonstructing the head 1o have a
f:ll':‘t'lj* elear ides af the bone stracture, Though we do not see the bones
i detail, we must think of them as the friomework of the head. All the
division points of the head are related to the bones, not to the flesh. The
reason we chose the ball and plane as an approach now becomes apparent,
for our approach is the skull itself, simplified and made understandalle.
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PLATE &. The bony parts within the construction

Here we look at the bones more {:!-nsﬂl}r, Tr:alizin_g that, tﬂ!hﬂtheumktﬂn
of the cheeks, all the flesh of the head lies over bone and is influeneed by
the shape of the bope, This simplifies our problem considerably, for except
for the jaw the bones of the skull are all in a fived position and move only

ER =

as the whole head moves. Onldy the Hesh around the eyes, the cheeks, and

the mouth are capable of separate movement,
28



PLATE 7. Action of the head on the neck
29



PLATE 8. Building the head out of pieces

If we think of the head as made vp of separate pieces fitted together, we
find the pieces shaped and put together as they appear in the deawings
i the top row. Note the rounded piece which would contain the lips. We
refer to this part of the skull as the "muzzle.” In drawing the mouth we
must make it it around the corve of the upper and lower jaws and the
front teeth. Too often the mouth is drawn as if it were Hat against a Hae
surfaee, In the bottom row the three drawings at the left show the lips and
the structure under them. The eyve must alse lie in its socket, as shown
at the right. The eyvelids operate mueh like the lips in closing over a
rounded surface.
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MEN'S HEADS

FLAMES

We began by considering the head as round.
This is inginu], becaunse it is much more rovnd
than sguare,  However, one aof the leter dis-
coveries i oart was the fact that incessant rouned-
ness can beeome almost imring, andd that o eam-
binatien of roundness with sguareness ean pro-
tuce & vigor of excoution which many of the
old masters lncked. The effect of ronmdness teneds
toward  the “slickness” w0 frowned upon by
modern artists and eritics. Although the round-
ness exisls, a8 [ﬂmt{:gr::]:-h}i show, this tvpe ol
rendition never seems to have the vigor of a
drawing or painting in which the planes are
stressedd, For this reason a photograph of a head
cam never hope to compete with a ool chraw-
ing as far as vitality of execution is concerned.
It seems ta me that the ideal lies somoewhere -
tween the two extremes, A drawing that is too
square can look as if it were chiseled out of
wood or stome, with more hardness than the
subject warrants. On the other hand, & drawing
that is too round ey have so much sweetness
and smoothness that it seems to have no struc-
ture at all beneath the sarface; everything is
pﬂ]isltud sunnel :cl:n'n_'r..r. QF the twao, 1 p:'efcr too
much character to too little, Artists have Found
that by squaring the planes, softening them anly
enough to relieve their broken-stone effeet, they
achieve solidity and vitality without going to
extremes. It also has been discovered that flat-
tened planes tend to merge into an effect of
mere raundness at a distance. When you inspect
a projection on a large screen from elose up,
it is surprising how flat the image is. However,
if you step back, this fatness disappears and the
full roundness seems to take over. The truth is
that the halftones which model a surface are
really much more delivate than they appear
to be, and this truth has been a boon to
painters.

For the time being, however, let us draw the
planes as we feel they would really lie on the

31

form. Through these planes we can interpret the
true solidity as in no other way. It is better to
learn te durn the form in its true structure than
to omit the tuming entirely so it may appear flat
andd without form. Remember that in a drawing
the planes may be stressed considerably more
than they can be in a painting, since we are
dealing with fewer conflicting values, Just now
we are nob coneerned with values, or "511=1di11g_”
as it is often called by the Jayman, We simply
want o know what planes will give the basic
torm the general shape of the face and head. T
other words, we want to get out of the round
into more blocky forms, for this blockiness gives
much more character, especially to men's heads.
Turn to Plate 9. 1 suggest that you study this
page carclully in order to fix these planes in
vour memoery, They are like chords from which
you build music; they are basic, and almost any
head ean be bailt on them,

After you have memorized these planes, try
tilting the head and incorporating the visible
plancs, as shown in Plate 10, From these planes
o can g0 on b perspective, as demonstrated
in Plate 11, When vou have mastered the con-
struction of the ball and planes of the face,
learned to use correct spacing and construction
lines, and have assembied the planes, you have
come a long way toward good drawing of heads.
You should now be able to spot many of the
difficulties that arise, and make the corrections
in your basie drawing, Many a portrait has been
started, ondy Tor the artist to discover after days
of work that the basic construction is at fault.
Something must be moved—an eve, the nose, or
the mouth—and a likeness or the desired expres-
sion simply refuses to come about, A very good
way of studying construction is to draw the
comstruetion lines on a clipping of someone
else’s picture of a head, so that vou can see the
exact placement of all parts. Onee vou under-
stand the construction yourself, it becomes
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woefully apparent to you when the other lel-
low does not. Some very clever artists do not
really know how to construet correctly, and they
spend many houss of added difficulty as a result
No “knack” of drawing heads can compete with
sound knowledge,

In Plates 12 to 16, I have plarned a little fun
for you, We start taking some liberties with the
basic ball and planes. You will do this better
without copy. We do some experimenting with
types, as | promised early in the book. To pro-
duce different types we can vary the ideal or
average measurements, The three divisions of
the middle line of the face can be made un-
equal, or exaggerated as you wish. Then we can
vary the shape of the eranium and bony under-
structure. I suggest that you play with expres-
sions and characterizations, It is interesting and
sometimes amazing what vou can produce in
the way of characters by variation in the spacing
and basie shapes. You hardly know before fin-
ishing what type you will end up with. On the
other hand, vou can actually plan a given type
and come very close 1o achieving the result you
want. You will find yoursell drawing heads that
are most convincing, that have even a profes-
sional look. T supgest you try beards, mustaches,
high or low, thin or heavy eyebrows, big noses,

a2

little noses, jutting chins, rl.'ﬂ:{iing chins, nar-
row heads, wide heads, flaring jaws, and what
wot, Have some real fun while you are at it
You may or may not be interested in cartooning,
but it is fun to draw characters, and vou will
finel that vou can do better than you might have
thought possible. Wateh the perspective and
construetion as carclully as you would in draw-
ing any head, but exagaerate all you ean. A good
wary Lo experiment is to jot down beforehand a
little deseription of the character you wish te
draw, then brv 1o draw the head Yo have de-
serilred, Next, ask someone else to give yon a
description of a character. Try that. Such prac-
tiee means that you can, at an {:;1:'!}' slage of
vour knowledge, begin to ereate, as yon would
if you were an illusteator. Stick fairly close to
autline heads just now, but try to ereate the
type you wint.

As an example, your description might be
something like this: "Joln is big and raw-boned.
Mis eyes are deepset under shaggy brows. There
are hollows under his cheekbones. The has a big
nose, heavy jaw and chin. His hair, though thin
on top, is bushy around bis ears and the back
of his head. HMis eves are small, dark, and
beady.” Now try to draw John with the knowl-
edye at vour present commung.



FLATE 9. Basic and secondary planes of the head

The planes of the head should be memorized, for through them we have a
fovmdation for rendering the head in light and shadow, Begin with the
hasic planes (top, left), and study them until they are fived in vour mind,
Then take up the sceondary planes. From these sets of planes almost any
head can be built. The surface varies with the individoal character, Tt
with the planes shown here you ean preduce a wellproportioned, manly

hesd,
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PLATE 10. Tilting the head

Planes help us to maintain construetion throughout the faee and head,
within the construction lines or divisions of the basic ball and plane, The
muzzle hecomes easier to draw i all sorts of tilted positions. The slant
of the cheeks and the rownded rectangle of the forebead full into place
within the three divisions of the face. By thus representing the head in
bleck form, we determine the angles thronghout the head. This is our Brst
step toward the perspective of the head.
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PLATE 11. Perspective in drowing the head

The handling of perspective marks the difference between the amatewr
and the professional. Every objeet dreawn bas to have an eve level or
horizon, felt if not actually represented. On the Jeft we see the planes of
the head as seen feom above or below the eye level, If & head were as big

as i building & would be affected b perspective in the same way as a
building is.

33



PLATE 12. Variety in spacing creates types

In order to create differénces in type and character, we may decide not
tor Follow the basic measurements or divisions too meticulously, By varying
the proportions of the three divisions of the face, we come up with a good
. deal of variety in the results. There are thousands of possible combinations.
It is fun to experiment with them.
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PLATE 13. Always build on the middle line

Alwwys remember when deawing a head to balanee the forms on both sides
aof the middle line. The bony parts stay fxed, and the expression fits in
between, All the jaw can do is open and elose. The expression lies in the
eyes, cheeks, and mouth, with some wrinkling of the forehead and around
the eyes. What we do on one side, we muost do on the other.

a7



PLATE 14. Creating any desired type

There is no reason why vou can't take all the liberties you wish with the
ball and plane. The variety of types mentioned in the early part of the
book are drawn simply by building an understructure that is wide, square,
long, narvow, or anything you wish, You have the basis of construction,
s0 now just try some variations,
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PLATE 15. Types are built by varying the ball and the plane

Look about among the people vou know and these you see around you.
study them with a new understanding. See the combinations ereated by
mature, Look from hairline to brow, then at the middle area from brow

to bottom of nose, and finally to the bottom of the chin, Look down the
middle line of o fnee: study what you sec on each side,
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PLATE 14. Indicating character

Onee you know how the lines of construction are set up in a head, vou
can guickly analyee faces and shulls. Always look first for the bony shapes,
and the location of the features. Then look for the Hesh formations in the
cheeks, around the mouth, and areund the eves. Such formations can be
casily indicated, See if the checkbones are prominent and accented by
shadow shapes under them. Look at the nmose and the formation of the
nostrils, the lips, and the ereases between the lips and cheeks, Follow the
shapes down into the chin and along the jaw line. These general character-
isties, along with the whale shape of the head, are more important than a
photographic delineation of each square inch of surface. Older people are
more interesting than the young for this sort of study, since the char
acteristics have had a chance to develop.
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MEN'S HEADS

RHYTHM

Bhythim in dreawing is something vou feel,
Rhvthm must be closely associated with design,
and every head has design. There is a related
flow of line, one line working with or opposed
to-anather. Rhythm is freedom in drawing, free-
dom ta CX]ICSS E:]'LH[]::E, iyt n]tfiﬂltlinlﬁ]}-‘, bt in
harmony. Rhytlim is the hand working with the
brain more than with the eve, the feel of the
thing rather than the look of it In drawing,
r]:}l'ti:u:n COMEes w[_th pmut'm-l: just as it does with
a golf elub. No one can tell you how to acquire
it, but as you become conscious of i, you begin
bor recognize it when it is there,

To try ta describe rhythm in drawing let us
say that the artist is feeling the simplified shape
of the whale thing as he draws every parl of it,
You see his hands swinging over the paper be-
fore the pencil goes down. He feels the stroke
before he makes it. Rhythm need not always be
curves, Curves may oppose blockiness, Rhythm
might be an accent where it will do most good,
It is more often the suggestion of the form rather
than the closely scrutinized detail of the form,
Here again the artist leaves the camera far be-
hind, for the camera must record detailed fact,
and only when rhythm is set up before it can
it cateh this elusive quality. The onlooker senses
rhythim in your work even if he cammot con-
seiously define it You sense rhythm in some
handwriting, while other specimens are cramped,
jerky, and serawly,

Some people have matural rhythm; others
must strive to acquire it. Take the pencil in the
palm of your hand between the thumb and fivst
EngCr rather than hnhljng it asg W wald to
write between tight, cramped fingers. Swing it
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keeping vour fingers still. That is the way to
draw a rhythmie line. You can train yeur hand
to draw, instead of using the hngers. Move-
ment hecomes associated with the whole arm
rather than with the fingertips. Draw things
large for a while. Geerge Brigman, the famous
anatomy teacher, used to illustrate his lectures
by drawing with a eravon on the end of a four-
foot stick. Some of his anatomy drawings were
many times larger than life, and they were
beautiful.

Bhythm is all about vs, but we must train
ourselves to see and recognize it It might be
described as the longest line, straight or curved,
that you can make before the direetion of the
edge changes. A long divect line is more expres-
sive than a myriad of little whiskery lines. An
arrow in flight is a perfect example of rhythm.
The movement of water or waves is another,
The arc of a baseball in the air, the way a ficlder
drops his hands in the line of Hight as he catches
the ball, the movement of the forms in a wao-
man's hair—all have rhythm, We might call it
the 1|nint¢mlpt¢|;] How of line which scems to
refleet the movement of the artist’s hand.

T canmot tell you how to acquire it, but T do
IH.‘-'.E[I'_'".-'E _'!.-I'}'Ll AL IJLW]-:'I.‘.'ilId]'I.II:'SEi COMmes fl'ﬂ!l] ]H.C'k
of training; rhythm from trained organization,
or coordination, perhaps both—knowledge and
ability working together. Rhiythm is one thing
no cmers or projector can ever give you. You
feel it and strive to express it, or you don't,
Swing that peneil over your paper just to draw
a free line, Nobody ever does it too well the
first time he tries.



PLATE 17. Rhythmic lines in the head

It is interesting to search for the rhythmic lines in faces. You will find
rounded or curved lines in opposition to angular and blocky lines. The
blocky treatment helps to get away from the tight photographic approach.
Then the head looks deawn, not traced. There is charm in corves but
sipuiaee Jovens have weight and solidity, You can preduce happy results
by combining the two instead of merely copying every waver of every
edge in exact outling. In this way you set a feeling of design, and at the
same time render solid form,
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MEN'S HEADS

THE STAMDARD HEAD

Heads will naturally vary in measurement
and proportion. However, any artist will find it
most practical to carry in his mind as basic
measwrements a scale of proportions, built on
averages and simplified. The front view of the
head fits quite well into a rectangle that is three
units of measurement wide, and three and a half
deep. This scale leaves a little space beyond
the ears on each side. The hall measurements
of these units locate the eyes and nose and help
in placing the mouth, and also put the line of
the eyes at the halfway division of the whole
head from top to bottom, as it should be and as

it averages out in a large percentage of actual
fmces. This method of unit measurement locates
the hairline and the three front divisions of the
face. The side view of the head fits exactly into
a sqquare three and one-half units in each direc-
tion. You can establish your own unit; it is the
proportions that are important.

These proportions, shown in Plate 18, have
been worked out after a great deal of research
and are offered 1o meet the need for a simple
and practical scale that is readily usable. This
scale fits perfectly with the ball-and-plane ap-
proach,

PLATE 18. Proportions of the male head

The standard proporticns for a man's head are worked out here for the
front view and the side view. The scale may easily be memorized. The
hexd is three and one-lalf {optional) units high, nearly three units wide
rto include the ears), and three and one-hall units From tp of pose to
the back of the head, The three units divide the face into forehead, nese,
and jaw. Ears, nose to brow, lips and chin are cach one unit. So vou may
start in this way to draw s head in any size you wish, using your own unit

of mensurement,
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PLATE 19. Drawing the head in units

Here you see how the scale works out in practice. The eircle represents
the ball, and the width is the width of the ead, including the cars, We
find that the face is about two units wide and that the eyves fall between
the middle halves or at the guarter points af the two units {see upper
right). This coincides with the divisions of the ball and plane with which
vou are already Familiar,
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MEN'S HEADS

MUSCLES OF THE HEAD AND FACE

I[ do not see any material advantage to the
artist in knowing the names of all the muscles
and benes of the head, but it is of areat impor-
tance Lo him to know where ﬂ:u::}-' are, where the:,.r
attach, and what []H’J}' do, It is important to
know that some muscles are attached direetly
to bome at both ends, while others are attached
to bone at one cnd and to other bands of mus-
eles at the ether, The former have the function
of moving the bony stracture. The latter move
the flesh. Plate 20 shows the museles and how
they are connected.

The most important muscle of the head is the
powerful muscle that eloses the jaw. You feel it
at the corner of the jaw, just below and in front
of the ear. Cirews acrobats have been known to
dangle the ".'r'r_'ight af the whole bady at the end
of a rope by biting a bit of hard rubber attached
to the rape end. The jaw is also attached to a
musele that spreads out over the side of the
eraninm. These two museles give the power to
crunch and grind foed in the mouwth.

A very marvelous mechanical principle func-
tions in the eves and mouth. Both are slits in a
circular sheet of musele. I you wok half of a
kollewy rubber ball and eut a slit in it, without
stress on the rubber, the shit would close itself,
Under tengion you could easily pull the shit open.
The tlmppl'ug of the wq:[ght af the jaw opens
the mouth, To Oppei the mouth wide is & con-
seious effort. To keep the mouth closed really
requires very little effort—a picee of knowledge
that can e used to great advantage at times.

Very important are the little ribbon-like mus-
cles which open the lips laterally, pulling at
the corners of the mouth, These are the “smile
mseles.” They are the ones that puff the cheeks
by contracting within the flesh. When they pull
:|i&gﬂ1m|i}' 1|E:|1.v:m;| and a smile flashes, oreat
things may happen, far bevond mere mechan-
ics. Remember these as the “happy muscles.”
They attach at the cheekbones and ran diago-
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nally down the cheeks to the museles around
the ]:ip.s:-

Nate the muscles which run dovwn the side of
the nose past the corners of the mouth (o the
chin, These are the “tmh:lpp}-' mnscles.” E{ting
attached to the bone around the nose at one
end and to the jaw at the other, they can pull
the lips upward in a snarl or dewnward in 2
leer, Working from both ends, they expose the
teeth the way an animal shows its fangs, These
muscles are operating from both ends when
vou brush vour teeth, They seem to pull down-
ward when you are lifting a heavy weight, or in
extreme museular effort of the body, like run-
ning. They make round comers at the mouth,
where in the smile the corners are pulled owt
and upward. Try to associate the happy and
the unhappy muscles, for they are the basis of
mast facial expressions. The wrinkles at the cor-
nets of the eves are simply caused by the flesh
of the cheeks ]:Lmk]:ing h}' the I!l‘.i'n-'i."".u't] pu“ of
the “happy museles” below the checkbones. The
bulging of the cheeks also eauses the crease or
fold of Hesh under the eves in a smile, It is more
pronouneed in some faces than others, As the
“happy museles” pull st exch side in the smile,
the nostrils may flare a little and Become more
evident, which is one of the things that help to
make a face smile,

The dimple or downward line pecurring in
the lower part of the 5mi|iug cheek is cansed
by the little open space between the “unhappy
muscle” and the jaw muscle. Tn old age this de-
pression becomes very evident. In the young
face it is a dimp!c.

The rest of the face muscles are simply what
we may call "wrinkle muscles.” There's one at
the inside corner of the brows near the nose.
This one lifts the corner of the evebrow as in
worty or in an expression of pleading, The "un-
happy musele” pulls down the inside corner of
the brow in a frown. The twe “wrinkle muscles”
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above the brows also wrinkle the forehead, since  point of the chin. The depression between these

they are contracting hencath the flesh, but are muscles may aceount for a dimple in the middie

also attached to the fesh. of the chin, They also cause the chin to buckle
There are two small “wrinkle museles” at the  into little bumps in some expressions.

PLATE 20. Anatomy of the head

When yvou are studving the museles of the face, get in front of 2 mirror
and give them a good working over. From that and from these deawings
yeu will learn 2 great deal about expression and the why of it,

Give some consideration to the muscles of the neck, for you usually
have to draw a head on a neck. The two diagonally placed muscles that
turn the head ave attached to the skull just hehind the cars at the top,
and to the breastbone, which lies between the twe collarbones, at the
bottom, Two strong museles attached to the back of the head underneath
the hack of the skull hold the head up or tip it backward. The head drops

- forward mostly of its own weight.
To know these museles will help vou tremendonsly in drawing heads,
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PLATE 21. How the muscles funclion

The drawings heve, though not very pleasant, are important to the artist
if he intends to give his characters expression, The smile is most impartant
in commercial art and advertising, In illustrating fietion vou may have {o
draw an angry face oceasionally but the great majority of the faces you will
draw are pleasant oncs, However, it is much easicr to deaw 2 “dead-pan”
face than & very happy one. What we want to do is to keep the face that
shouldl reflect happiness from appearing as dead-pan or even leering. So
study this page well,
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PLATE 22, The muscles from various angles

After vou have learned the muscles of the head, try placing them within
the head in various poses. Tip and turn the head and line up the museles
to balance on each side of the middle line of the face, You will be surprised
" to see how easily they will begin to fall into place within the construction
plan you have already learned.

48



MEN'S HEADS

WHY YOU MEED AMATOMY TO DRAW HEADS

ﬂn]:..r a few artists seem to have more than a
hawy idea of the anatomy of the head, or of how
the museles funetion. If faces were expression-
less we :l]:igh! IR with m:l]_',.' a little of this
knowledge. It is argued that we can depend
upon photographs for expression. Frankly, many
artists do just that. My contention is that one
can learn the necessary principles of anatomy
in two or three short periods of study, say three
evenings. When so little effort is required, why
not spend it to learn something that will always
be valuable to you.

Every expression is entirely dependent upon
a very few museles lving under and embedded
within the flesh. Kimw:':ng where the museles lie
and what thn:::,.r do is the difference bebween
muesswork and knowledge. An expression must
carry conviction, and it's easier to convinee when
Yot know the facts YOU A -;i{::llzing witlh,

For many years I seemed to have great diffi-
enlty in drawing smiles. T had taken it for
granted that the smile creases began at the nos-
trils and ran straight to the comers of the lips,
Actually the smile creases run well outside of
the corners of the mouth and around them and
point for a little way toward the side of the
chin. This iz because the lips lie in an owval-
shaped sheet of muscle and the ereases form at
the outer edges of this muscle, The small ribbon-
like muzcles which lead down from the cheek-
bones are attached to this sheet of muscle at the
outer edge and cause the smile creases. In some
smiles the pull of these little muscles actually
causes the corners of the mouth to round out
rather than to end in a sharp point, For some
reason | had not grasped this in my early studies.
The experience proved the value of going back
to the source when you are in trouble.

One t]‘ting that is important in the smile is the
way folds of flesh appear under the eves. Some-
times these add a good deal of mirth to a smile;
somnetimes ‘l‘]‘LE}' do not, T cannot tell Yia w-h:,'.
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Some faces have this characteristic to a pro-
nounced degree, while in other faces it is hardly
evident, The difficulty is to make the folds ap-
pear natural and a part of the smile rather than
to have them look like pouches under the eyes.
These folds are easier to paint than to draw,
because in painting they may be rendered in
light values, but in a drawing we are usually
using a black medium, and the folds get too
black. The same is true of the wrinkles that show
at the outer corners of the eves in a smile. If
these are too black, t]u::.' look like crow's feet,
Many smiles are spoiled beeavse the lines around
the nostrils are too heavy and black, sugzesting
a sneer more than a smile, or making the face
look as if it were smelling something unpleasant.

Another valuable hint about the smile is that
it shows more of the upper teeth than of the
lower ones. That means both a greater number
of teeth, and more area of the teeth themselves.
The corners of the lips are pulled away from the
teeth, causing a hole or dark accent within the
corners of the lips. The teeth should never run
right inte the corners as if they were pressed
against the lips all the way around, The pull of
the muscles stretches and flattens the lips, but
the inward ¢urve of the teeth is still there
and becomes even more evident because of the
shadows cast inwardly by the lips at the corners.
There should be some toning down of the teeth
as they go back. The two front upper teeth are
the ones to highlight. It is better not to try to
maodel the teeth too much, or to draw lines be-
tween them. This again is because almost any line
may be too black. The lines between the teeth
are really very subtle and delicate. Often the
teeth should be suggested rather than drawn in
detail—unless you are selling toothpaste. Anders
Zom was a master at painting teeth in a smile.

Plate 23 shows the mechanics of the mouth.
At the top are the bones without the flesh. We
must always remember that the upper jaw is
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THE LiFS ARE MOT FLAT BUT LIE N A ROUNGCED PLANE AND HAVE FULL FORMS.

PLATE 23. Mechanics of the mouth

The lips and jaw can havdly be drawn convineingly without an under-
standing of the muzzle and how it works, Beginners draw the mouth as if it
lay on a flat plane, The curve of the teeth in the rounded jaw must be
‘eonsidered, and the fullness of the lips themselves must be felt.
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MEN'S HEADS

fixed in its relationship to the rest of the face,
and all the movement takes place in the lower
jaw. The curve of the upper teeth remains un-
changed and iz affected only by the viewpaoint,
The dropping of the lower jaw may add as much
as two inches to the length of the face. When
the upper and lower teeth are separated, be sure
to compensate by dropping the chin proportion-
atelv. And, once again, always consider the
roundness of the muzzle all around the lips,

Plate 24 Eiw.tﬁ VO g real look at the eves. We
are Boo lE!u_']:-' b think of the eye as :i(_]ll]q:thing
round (the iris) on Sﬂ]'l'lutl]il'tg white (the eyve-
ball). Until we analyze the structure we are
not conscious of how much the lids are affected
by the roumdness of the eyeball. The reason is
that we see only a little more than a quarter of
the eyeball between the lids. But the curve of
the eyeball is very evident from corner to corner
of the lids. An eye without lids is, of course, a
Eruestne Hight, bt we must make these lids
seem o lie on the ronnded surface. The lids
operate almost cxactly like the hps. Except in
the front view of the face the drawing of one
eye is never an exact duplicate of the drawing
of the other. When the iris of one eye is at the
imner corner, that of the other is at the cuter
corner, There is a Siight lmlgu of the lens of the
eve which travels around under the upper licl.
Think of the eyes as two balls working together
on a stick. As vou turn the stick you also tum
the cyes. Think of the lids as the covers over
the two balls, in principle like the drawing in
the lower right-hand corner of Plate 24. Draw
many eyes, first separately, then in pairs. Clip
cul some pictures of eyes and copy them,

In studying the mouths shown in Plate 25,
consider the hips and tecth separately for the
time being. Try {l:r:lw[:ag these mouths, and also
get a mirror ane draw your own mough. Move
the lips. Tilt your head at various angles. Natice
that the teeth are more or less indicated, not by
lines between them, but by the gums above and
the accents of the dark area below, It is VEry
casy to overemphasize the detail in teeth, so that
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they do not seem to stay within the mouth.
Overemphasized tecth can SPD'LI an otherwise
good head.

Noses and ears are shown in Plate 26, Noses
and ears are affected by viewpoint and perspec-
tive a5 much as lips are. In other words, these
all look the way they do becawse of the angle
from which you see them. You can see why it is
EH) E:l:l]'J-D-It:L:Jt to establish the 1.':iew1'minl of the
whole head, belore we can draw any of these
features. When drawing from life it is most im-
portant that the pose of the head has not been
changed between the drawing of separate fea-
tures, since that will throw the drawing off
L'l::-mplﬂtu]:,'. A nose must =it within the constre-
tion lines of the whole head and over the middle
line, or it simply will not leok right, The nose
and ear should be drawn together, so that their
relationship is established. The ear looks very
different from the front, side view, or back, See
that the nose is at right angles to the line of the
eyes and Lrows, When the brows tl'lJ, the nose
tips; in fact, evervthing in the face tips.

Flate 27 gives some examples of laughing and
smiling faces, Though these are restricted to line
alome, YOu Can feel the muscles operating the
flesh. What I eall the sharp-comered smile is
shown on the fellow in the upper right-hand
corner. The faces in the middle of the top and
bottom rows have a round-cornered laugh. This
must come from the subject, for a round corner
badly drawn can easily become a leer, Smiles
reduire tnuch !:hl:i]:,.". You can learn a lot with
VOur mirror.

In Plate 25 there are some examples of other
expressions, which may give you some ideq of
how the museles of the face operate in expres-
sions that are not smiles, The action of the lips
can vary a great deal. The basis of most expres
sions is usually in the mouth. For expressions in
cartoons, the cartoonist ]-:L'!_tp!-i a mirror handy,
since he can assume the expressions he wants
more easily than he can explain it to a model,

In using the mirror look for the action of the
muscles only; vou need not even attempt a like-
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ness of yoursell, The mirror gives the artist one
big break—he always has a head and hands avail-
able to draw from. With two mirrors set properly
he can get a side view or a three-quarter view,
or make the left hand appear as the right and
WIGE Wersd.

With expressions, it certainly does no harm
to take photographs of a lot of different ones,
You can take pictures of your face in the mirror
and thus stock up on various expressions for
vour files. T do not like to see an artist make a
crutel of his camera, for [ will always maintain
that a man can get more into a drawing of his
own than any tracing, pantograph, photostat, or
projection ean give. FPhotographs have certain
distortions that always get into a drawing made
from one, unless it is a frechand drawing—and
sometimes even then. 1 think these distortions
come from the fact that we see with two eves,

while the camera has only one. The distance of
the camera from the subject also has a lot to do
with it. Trace a photograph and you will see
these things for yoursell. Your artistry seems to
go out the window, no matter how you try to
eliminate that photographic look.

Various types and different expressions are
illustrated in Plate 29. 1 have taken considerable
liberty in creating both, It is good training to
develop a type, then make several drawings of
him showing different expressions. Make him
smile, frown, pout, laugh, worry, or whatever
else you can. It is really lots of fun, and all the
time you are increasing your stock in trade.

In Plate 30 the face has been analyzed to
show the structural reasons for the various lines
and bumps, When you understand these, you
can apply vour knowledge in drawing faces of
people of different ages, as Plate 31 shows,
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PLATE 24. Mechanics of the eyes
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PLATE 25. Movement of the lips
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PLATE 2&. Construction of the nose and the ears

Tha appearance of the nose and of the eacs is alfected h-}' the paint of
view from which they are drawn. The real pml:lcm is much more one of
setting them into the construction of the head in their correct positions
than one of drawing the actual details themselves. Noses and ears vary
widely in shape but not a great deal in basic construetion. The nostrils
should be set evenly on the line running from the base of the nose to the
base of the ear, It is good practice to draw noses and cars from every angle
until you are completely familize with their placement in any pose of

the head,
35



27 . Expression—the laugh

PLATE
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expressions

PLATE 28. Various



PLATE 29. Characterization through expression



narkd BGHE

A e e R AL T T s A

!:!l_li:‘._"“.' N _a-_'l T MHMUSCLE
] —- ¥ LR R L 06T T 0L
— ﬂ,Pul"'_F b FLLE

- R

i .|' . g ST tma i ﬁ. - f
By Ktr _— “J'Hh t o N':"'A R L A EAmTILAGE OF NeSE
CHEBKBOME Balk e

e | i
“wampy Muserss (BURIED] W L "'K/’}

S HATEY MUSELE R S05T FLGSH Wl

JrPuRoow oF L MUSCLE

— i ey ey

JroamosE AROUND bieg

Wi B MuS LR LY

o PP SR S e

ELESH DROOMPE HERE ] T T
-—.--.-...-\.....E'_.-___. P 1 P Bont
S2Ekaw OF GHON ’ o

PLATE 30. Analysis of facial markings

It is not difficult to memorize the size, shape, and placement of the museles
of the face. If you do this, you will thereafter always be able to identify
the lines, humps, and bumps in the face. Older people are better than
voung ones as sources for this information, since the older one gets the
more lines and wrinkles develop. We can learn to separate the small wrinkles
from the facial lines. The small wrinkles ave associated with the shrinkage
of the fesh between the museles, whereas the lines are associated with
the edges of the muscles themselves, The small wrinkles of the Hesh are
seldom drawn or painted since they eventually make a network of wrinkles
over the whole face. More important are the forms, and the large creases
or lines between them. These are the long ereases of the cheeks, those
around the mouth, and those over and under the eves. The muscles are
quite pronounced in the male head. When we speak of a strong face, we
are speaking mainly of muscle and bone structure.

Only in expressions with raised eyvebrows need we worry about wrinkles
in the forehead, We can safely leave out most of the wrinkles most of the
time and concentrate mainly on the lines, the bones, and the soft forms of
the flesh beneath the surface. It is a safe bet that the more wrinkles yvou
eliminate, the better your drawing will be liked. Remember that wrinkles
are never black lines on the actual face, but very delicate lines of shadow
which can be seen only o fow feet away. That is why we can so easily
eliminate them and still get a likeness. The deeper creases are evident for
some distance, as are the shadows of the planes of the head. Never draw
a face as a map or network of wrinkles.
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PLATE 31. Drowing faces of different ages

You can easily learn to age a face by adding the forms of the emaciating
muscles and the creases that fall between them, The checkbones, the
comers of the jaw, and the bone of the chin become more evident in the
aging process. The cartilages of the nose and ears seem to get larger as
we: get older. The chief ehange takes place in the checks and arownd the
eyes and mouth, The flesh sags ot the sides of the chin and along the sides
of the jaw. Pouches form under the eyes, and deeper lines at the comers
of the eyes, The lips tend to get thinner and move inward, so that more
of & steaight line between the lips is produced. The lines develop from
the corners of the mouth down around the sides of the chin. The Hesh
above the evelids droops and the hrows seem to deop inward toward the
bridge of the nose. A few deeper lines develop across the forehead and
between the brows, These can be subordinated, to avoid overemphasizing
them, ‘The hair, of course, thins out in varying degrees, so that the hair-
line moves up and back and there is considerable thinning of the hair at
the top of the head. However, we draw the head from the same bosic
construction. ,
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TOMNE

When we o from line into tone we take a
very large step, for tone is the offect of light on
form. Although drawing need not carry all the
subtlety af tone that painting does, still we must
consider values as more or less related. Tt is bet-
ter at first to light your subject strongly, or
choose 2 s;:hj::-::t that i more or less in siml}le
iighl and shadow, Shadows are ]'L‘H.l.l:.-‘ 511?!1}135 ko
draw, shapes that oceur over the surface of the
form, so that we must consider both, the shape
of the form itself and the shape of the shadow
on it. Therefore keep the lights and shadows as
simple as possible. Hold the light down to one
source to bl::gill withe, Later an, vou may wantk to
introduce some back lighting. but never have
both lights shining on the same area. This ere-
ates a falsity of lighting, and therefore false-
ll)ﬂi:ing form, for form r{::{i]:.' exists only as Iig]ﬂ,
halftone, and shadow define it If the light were
nat there, we would sec no form.

In VETY diffuzed |Eg|]1i1|g, we see form moch
the way we represent it in outline only. If light
is coming from all directions the form flattens
out, beeanse form turnirgg away [rom the !ighl'_
soiree i3 what makes halftone, shadow, and cast
shadow, By cast shadow we mean that the
shadow has continued to another plane like the
wall, or down across the neck under the chin.
Cust shadows have edges of their own, which
depend on the direction from which the light is
coming. The difference lies in the fact that in or-
dinary shadow the form has simply tumed so far
that the light can no longer reach it, On a round
form there is halftone before we reach the
shadow, and the balftone merges  with the
shadow, On & square or angular form the
shadow sharply follows the edge which cuts
off the light, or around which the light cannot
reach. The nose casts a shadow in a bright light;
the cheeks, being rounder and more gradual as
a curve, blend the shadow with the tigh[,

This very bl{:mlii'l_g of ]:igh!' into shadow may
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make the difference between a good drawing
and a bad one. I the edge of the shadow is
ayaduated or blended too much with the light,
the drawing loses character; if it is not blended
enough the drawing may become hard and brit-
tHe. A gm:{[ wiy o [legr. is to ask :,.ruurs:ﬂf; A
I holding evidence of the plane or have T lost it?
If VO have softened the L'dgu o much as to
bave lost the pia‘ut&, il {!mwing 1= bownd to
take on a smooth, photographic look. For this
reason, planes have to be established when you
are drawing from a photograph, since they are
not apparent in the photograph itself.

In drawing plancs, we con do much to sug-
gest the direction of the lﬂsmr: i]}' the direction
of line, without much ::h'.mgu inn values {see
Flate 34). For this reason a drawing can be
macle to appear very solid, where a wash draw-
ing or painting may lose much of the character,
This is a principle which is used effectively in
pen drawing, that of making the strokes follow
the direction of the ]':-l'.mu- It can be used in
other mediums that are not arcas of flat teme.

I hope the reader will give particular atten-
tion to Plate 33, since I consider this page one
of the most important in the book, The drawings
here encompass practically all the material of-
{ered up so far in this book. Here we have the
plﬂlt aof construction, the anatomy, Ehie l}]ants,
and the finished rendering combined in a single
pose of an individual head.

In addition to studving this page carefully,
find zome material of your own, See if vou can
render in separate drawings what vou believe
must be the corrcet proportions, anatomy, and
planes of the particular head. You will learn
maore by doing this than by copyving a hundred
heads as they appear in your copy material. Tt
will definitely point up anything lacking in your
!-'.ul::lwludgu thus far. When Yo have, to your
satisfaction, worked out the several stages, paste
them on a sheet and hang them up in the place
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where you work, a3 a eonstant reminder, If you
have worked them owt convircingly you can
well take pride in the Eact. T]]l‘“}-‘ will b of in-
terest to anyone, for through them vou have
stated your kaowledge in no uncertain manmer.
Tiu:}r serve to help you memorize the 4;|::|:131'ti1‘.'.‘1'
which should go into a well-drawn head, bt
which, of course, conld not be incorporated into
a single drawing with each stage in evidence.
In the finished drawing, T believe yvou will feel
this lackground of effort, which T hope will con-
vinee wou that d]';:wiug heads is more than mere
copying.

Plates 33 through 38 may help you in the
matter of teehnical rendering, though it is my
feeling that technique should be left very much
to the student himself. The problems of propor-
tiom, amatomy, and planes are basically the same
for all of s, bt fechnieal solutions of those
problems ave, o a large extent. an individual
naiber,

[?11F-::urlu]ml!q:]:.', the stucdent is I,I!il_!:,!.":.-' unahle
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to see many good examples of head drawings,
because so few are published, In the past dec-
ade there have been few men in the fiekd g{H‘Jd
encigh to have their drswings published regu-
larly, aside from the fact that many artists abil-
ity to draw the head is concealed by their use
of mediums. 1 would like to call attention to the
work of William Oberhiardt, who stands almaost
glone in drmving the head. 1 hnp:r the reader
may at some time come across & few of the
many drawings of his that have appeared in
publications. The schools in England seem to
have produced many more fine examples of
head-drawing than those in America have, 1
think thiz is beeause the VeI American artist
tenels to tum to phﬁlﬂgmj}hﬁ for material before
he has any real knowledge of the head, The
deawings in this book are ollered humbly,
since there are many draftsmen whose skill ex-
ceeds mine, but becavse of the lack of helpful
beoks an the subject, 1 submit whatever I have
to l::I":I'_']' h[ilE]l'_"E'lll]}'-



PLATE 32. Modeling the planes

As a basis for leaming to show light on form, turn to Plate 9 and make a
drawing of the plincs of the head as shown there. Ty will help vou a great
deal with the material to follow. Let vs understand that we ean depict
solid form only as it appears in light, halftone, and shadow. The shadows
get darker as the form tumns away from the light. A single light is always
simple ko draw, for more than one light euts up the shadow tones, making
everything more complicated. Think now in terms of flat areas in varving
tones, and forget surface wrinkles entirely.
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PLATE 33. Combining anatomy, construction, and planes

This page is one of the most important in the book, since it shows the
stagres of drawing a head from the anatomy and construction, through the
outline, to the planes and the Anal completion of the drawing. It would
be impossible to follow without considerable study of the preceding
infermation, not in order to copy this head, but to draw one vourself,
Study this page carefully; vou will find it invaluable for reference,
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PLATE 34. Building tone with planes

This page shows how the plaines may be treated as strojght Hat surfaces,
cach carrying its ewn value between light and dark. The very light planes
should have very little tone and be treated very delicately. By directing
the stroke, vou can make the plane twn without changing the value
more than slightly, You get more solidity if vou make all the planes in the

light a little lighter than they appear, and those in the shadow 2 lirde
darker,
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PLATE 35. Every head is a separate preblem

Every head is an individual assemblage of shapes, lines, and spaces. Be-
cause of the variations of skolls and features, topether with variations
of spacing, millions of combinations ccoue, Forget every other face and
conpcentrate on the ene you are drawing. Accent the individual forms
wherever you can, Start drawing real people, and collect elippings and
photographs to practice from, Don't be tempied to trace; just draw.
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PLATE 34&. Types of character

The character in a head is the result of the individual bones and muscles,
as they are shown by carefal construction and spacing, But the beauty
of a drawing will alwavs be in the way you use line and tone and the
interpretation of light and shadow on the forms. You may experiment in
vour own way and develop vour own approach and technigue. Sometimes
an unfinished study is more attractive than the completely executed drawing,
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PLATE 37. Smiling men

Smiles that radiate happiness are difienlt for any artist. They are much
easier to render in an outline drawing thae a tenal drawing. TF your draw-
ing of heads must provide an income vou will do well to practice drawing
smiles from clippings, since a model can rarely hold o genuine smile for
very long, Study particularly the forms around the corners of the mouth,
and the forms of the cheeks.
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PLATE 38. Older men

The faces of older men give the artist more 1o "get hold of " in the way of
forms amd lines, Note, however, that in the faces on this page most of the
surface wrinkles have been eliminated snd only the main lines and forms

stated. The impression of age is maintained without the incidental and
insignificant wrinkles.
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PLATE 3%. Characterization

Here eonstruction, lighting, and expression are combined. This is charae-
terization, the way a face looks at a given mement. Expression is really
ne more than o distortion of the relaxed forms of the face. Such distortion
canses movement in the museles below and eonsequent change on the
surface. Therefore it is important to know how those museles move {see
Plate 21).
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I AMERICAN ADVERTISING and magazine illustra-
tion the ability to draw women’s heads effec-
t:iw:|:.* is the greatest boon to the [mcketbm]{.
While commercial art has many departments, no
other is quite so lucrative, This skill opens the
door of advertising agencies, editorial offiees, and
calendar producers as nothing else can. Portrait
drawings are much casier to sell than finished
paintings, since the price is much lower, Draw-
ings, nicely framed, can be hung anywhere in
the houwse, while painted portraits are more or
less restricted to the space over the living-room
:|J'|:|:|1h.:]P:iqm1:. A man often prcrfun?. a :Jiﬂr.:l}' cdone
drawing of himself or his wife or children to an
elaborate painting, Fortunately, the artist can
make such drawings inexpensively, in much less
time than a painting takes, and he can well af-
ford to 1::}4:1} his price within the normal f.'um']:,.r
budget. There are possibilities in portrait draw-
ing which should net be overlooked, Tt is pleas-
ant work. It can be part-time work, and it is re-
munerative. If you do studies for one family,
others become interested. Such studies make at-
tractive pictures For dens, halls, offices, and other
places where fumishings are not elaborate,
There is hardly a mother who would not like to
have sketches of her children. There are many
artists in this country n]rtf."td:r' :Ic::in{t_: very well
at mzll.:iug portrait Hr:-lwiug_':- The prices u,t;ua”y
range from 830 to 8150 and even higher, which
is not too bad for a few hours’ work, These
sketches may even be done from camera studies
with the personal ability and knowledge added
to the lﬁmtngﬁtiﬂ]ic ApCRTRnCe.

When you are drawing women's heads, be
sure to use frecdom and loosencss of technique
in representing the hair, Usually simple planes
are much more effeetive than the l}huh}gmphj-:
n.';}r{.'!;[m!:-ltlun of every strand or curl. Another
impartant quality, which 1 have pointed out
earlier, is a blocky effect. The camera sees

75

everything in its roundness; the artist sees its
rhythms and its angles.

For some reason a little masculinity is much
more tolerable in a woman's head than reund-
ness and femininity is in 2 man's. The Fashion
experts seem to pick the lean-faced, angular-
jowed, and bony types of models oftener than
the purely feminine types, It may be that to get
the rest of the figure slim enough to go on a
fashion page, a bony face is required. Somehow
the appearance of bone in the face does seem
to give more character to a woman, just as it docs
to & man. Perhaps most of us admire leanness
more than plumpness because leanness is hard
to attain and keep. At least in that we have
changed since the days of the old masters.

All this means that in drawing women we still
must be conscious of planes, even if we do not
stress them as much as we do in dmwing e,
Flate 42 shows a man’s head contrasted with a
woman's head in the same pose. Note that the
feeling of planes is evident in Loth, but more
stressed in the man's head. Note also that the
I]ml{l]mg of the mouth and nose is more delicate
in the drawing of the woman than in that of the
man. If I do nothing else here [ want to impress
on you that smoothness and roundness are basi-
cally associated with the female, and squareness
or angularity with the male, The degree to
which you emphasize the one or the other in
either ease is determined by personal feeling
about your subject. Plate 44 demonstrates
how blockiness may be applied to women's
heads,

Plates 45 and 46 are technical examples of
women's heads which you may find of some in-
terest. Flates 47 and 48 are sketches in which
both roundness and squareness have been felt,
I suggrest that you make a great many sketches
of this kind from life and from the wealth of
material provided in magazines,



DRAWING THE HEAD AND HANDS

Flates 49 and 30 deal with the characteristics
of aging. Drawings of elderly women are the
one place where fat scems permissible. Every-
one loves a plump grandma,

It is in drawing older women that vour knowl-
edge of anatomy is maost evident. Younger
women strive Lo ]{m?.l} the anatomy of the face
pretty well covered up, and we please them
most by doing the same in drawings, Bul sooner
or later wrinkles and creases will eome. We can
subordinate the wrinkles, but we must take the
forms very mueh into consideration. New forms
have developed in the cheeks; indications of the
way the muscles are attached in and under the
Hesh have begun to show through, Bone comes
to the susface, for it is no longer so firmly cov-
ered by flesh. Pockets form between the mus-
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cles {or the same reason, Soft feshi stands out in
little lumps and beging to drape somewhat to-
warel the chin. We ean be kind about it and not
put too muoch emphasis on the aging process,
but to ignore it entirely would be to lose both
character and likeness, There is beauty in ma-
turity and even in old age. By then character
shines through, and there is no graciousness and
charm greater than that of an l,:ldr.ﬂ_:.r womzan of
character, who has put away most of the foibles
and [rivolities of youth, Be kind in your draw-
ings, but do not fabricate. Insincere work does
pmsunn! harm to your reputation, and that is
more imporkint to you than any sillgll’: drawing
of any face in the world, Study the aging proe-
ess, be thoroughly Familiar with what happens,
and then treat it tenderly.



PLATE 40. Constructing the female head

The over-all proportions of the female head vary only slightly from those
of the male head, but the bone and musele structure s lighter and less
prominent. In commercial art feminine types with rather fiem jaws seem
to have more appeal than do the very rounded. Women's evebrows are
usnally a little higher above the eves than men’s are. The mouth is
smaller; the lips are more full and rounded, and the eyes slightly larger.

Dro not stress the jaw and cheek mupscles,
il



PLATE 41. Establish the construction of each head

It is almost impossible to draw a beastiful woman unless the construe-
tion and placement of features are aceurate, Keep the nostrils small and
watch carefully the placement of the jaw and ears. The eyes and mouth
must be in perfect placement and dvawing to avoid some very strange
and unpleasant results, Just now the brows are left fairly thick, A few
vears back they were just a thin line, Personally, [ like natural-looking
brows, but brows and lips, since they are so often made up, follow the
trends of fashion, The same is true of hair-dos. Lock for the mass effect
of forms in the haiv rather than the detail, Beawty of face is beaunty of
proportion, so learn the proportions first; then study vour subject indi-
vidually, The fashion magazines contain quantities of material for study.
and will also keep vou up to datle on I'|'|'.‘|]£E-l!|1'.|- and hair styles, Be careful
not to draw flat iips. Place the ]:dghli_g]:ut on the lip very at'tﬂmt:‘ﬂ:.". if 3
is in the wrong place it can change the mouth and the whole expression.

T8



PLATE 42. Bone and muscle are less apparent in women's heads

The underlying anatomy of a girl's head is shown at the top of the page.
Inn drawing a fairly young woman, we let very little of the anatomy show
on the surface, though we must know what is underneath to make the
surface convincing. At the bottom of the page a male and a female lead
are shown for direet comparison. Note the heavier bome and muscle
canstruetion and the more obvious planes in the male head,
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PLATE 44. "Blockiness” also applies to women's heads
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PLATE 45. Some girls' heads
82



PLATE 44. More girls' heads
B3



PLATE 47. Sketches
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FLATE 48, Sketches
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PLATE 49. Grandmothers
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PLATE 50. The aging process
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Drawixe sapies is almost a branch of art in it-
sell. Yet the illustrator and commercial artist
may be called upon quite often to include them
in his work, Babies also make particularly at-
tractive pictures {or Framing; when they are well
done, most families are delighted with them,

If the baby head is understood, it is really no
harder to draw than any other head, and some-
times not as bard, The reason s that the artist is
'rIL:ﬂ[iug much more with construction and pro-
portion than with anatomy, The skull is impor-
tant, as always, but the museles are so deeply
hidden that they hardly affect the surface. As
Flates 31 and 52 show, the proportions are some-
what different from those in the adult head.

In the baby head the bone structure is not vet
completely developed. The jawhone, cheek-
bones, and the bridge of the nose are relatively
|'|'|'|,.|'L'h lil]'l-:l”[-f‘l.'. 11}HI:|. ]'IH_IL'HS t]'l_l;: ]}HIJ:I-' ‘ﬂ-l'_:ﬂ Smﬂ]lﬁ]’
in proportion to the skull, so that the face, from
the brows down, only occupies about one-guar-
ter of the whole area of the head. The cartilages
of the nose are way ahead of the bone structure,
so the little nose usually turns up, because the
bridge above it is rounded and close to the
plane of the face. The upper lip is longer, and
the chin, being undeveloped, vsually recedes or
is well under the lips.

Chly the iris of the eye is fully developed,
which makes the eyes appear large and buttony,
They appear to be farther apart than the aver-
age adult’s eves because they rest in a smaller
head. Eyes set too close together are unpleas-
ant in 2 baby face and can spoil a drawing,
A baby's head ean best be studied when the
baby is sleeping, Otherwise we must turn to
Pftt}tugﬂtl}hs oF Imagazine illustrations. Babies
are hound to wriggle and there is nothing that
we can do about it. It is therelore of great im-
portance to fix the general or average propor-
tions in your memory,
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You will find that a eertain blockiness of
planes and edges also helps to put vitality inte
a drawing of a baby, Babies” faces are so smooth
and so round that if we copy that quality too
meticulously the final effect may lack character.

If you are disturbed by seeing edges of planes
in a drawing of a baby face it is probably be-
cause you are too close to your drawing. Step
back before you change it. Maude Tousey
Fangel, one of the greatest baby artists, draws
quite vigorously in angles and planes, Mary
Cassatt, the Impressionist painter and student
of Degas, also had this quality in her work.

Plate 53 shows that the general shape of the
baly's head is a bulge attached to a round ball,
The distances up and down between the fea-
tures are relatively short, and the face scems
quite wide. The first build-up of the basic shape
should have that cute baby look,

In the sketches in Plate 54, the eyes rest in the
lower balf of the first quarter division. The top
line is the line of the brows: the nose rests on the
ling of the second division; the cormers of the
lips on the third; and the chin drops slightly
below the line of the fourth division.

Plate 58 shows the four divisions For children
three to four years old. Note that the brows are
a litle above the top line, and the nose, eyes,
and mouth have been raised above the division
lines. These changes make the baby look slightly
alder. Actually, we have allowed a little more
chin and thereby lengthened the face slightly,
Flates 33, 36, and 57 show a number of baby
bicads, all drawn with the ft_}mgcring E‘.I]"I}E:Ilifll'ti{}[l!il
but differing a litthe in character as a result of
slight dilferences in the placement of features
and the relationship of the face to the skall.
Though the proportivns vary only slightly, babies'
skulls may differ considerably in shape, We find
high, low, or elongated skulls in babies as well as
in adults,



FLATE 51. Proportions of the baby head—first year

Changes in the infant skull take place very rapidly from the moment of
birth throwgh the first year or two. It is in the infant stage that the skull
takes shape, The original shape may be due to prenatal pressures and
the degree of hardness of the bone, After hirth the hone tends to acljust
to the conditions imposed upon it, the growth of the brain, the closing of
the sections of the skull at the top of the eranium, which nature left open
and pliable to facilitate birth. Bacial skall types ave inherited, but the
individual type can be purely a matter of clreumstanee,

In the baby the eranium is mueh larger in proportion to the face than
it is in the adult. The face to the brows oceupies about one-fourth of the
whole head. This sets the eves below the halfway peint. The most con-
vemient way to set up the baby face is in quarter points, The nese, the
corners of the mouwth, and the chin come much closer to falling on these
points.

As the baby head develops, the face gets longer in proportion to the
cranium, which has the effect of moving the eyes and brows upward in
the head. Actually, the development of the lower jaw brings that down-
ward, and the nose and wpper jaw also lengthen. As a result of these
changes the eves of an adult, and cven of a teen-ager, are an the middle
line of the head. It is most important to know this, because the setting
of the eyes in relation to the middle line across the face is the direct WY
to establish the age of a child. The iris is fully developed in the baby, and
will never get any larger; consequently the eves look much smaller in the
adult face. However, the opening between the evelids does widen, so that
we see more of the eveball in an adult than we doin a baby.
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PLATE 52. Proportions of the baby head—secend and third years

By the second and third year the eves are about halfway up the top
guarter space, which I have designated the number 1 spaee. The nose
and mouth also appear to have moved up, and the brows now appear to
be above the halfway line, Now the lips just touch the bottom of the third
space, The car has not reached the halfway line. However, the faee has
reached the proportions of three spaces: hairline to brow, brow to het-
tom of nose, bottern of nose to bottem of chin, Actually these three spaces
are still condensed, and cach will grow further, But they maintain their
proportions to one another while growing, The ear is still well below the
middle erossline. Note the line divided into thirds in the right half of the
first drawing,

When drawing babies and children it seems easier to maintain four
divisions than to use the three divisions of an adolt face, While the actual
head is much smaller, the spaces between the features are proportionately
wider, The eyes are wider apart; the upper lip is longer; the space from
eve to ear appears very wide, You have to struggle with these proportions
in order to make a baby loak like & baby and not like a little old bald man.
The baby mouth is more pursed when relaxed. The upper lip rises sharply
ter its peak and vseally proteudes, The chin is small and well under, with
often a little fat under it. Babies” ears vary a great deal, some being quite
small and ethers quite large. They are usually rounder and appear thicker
in comparison to the face. Babies’ brows are usually light and thin or
even quite transparent. They are wsoally much more evident in dack-
haired ehildren, The nose is wsually small and upturmed, and quite
rounded. The bridge of the nose is fairly round since it has oot had time
te develop, The ehecks are extended and Fall,
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PLATE 53. Construction of the baby head

In drawing o very voung baby, draw the ball and plase with the Faeial
plane much shorter, Put the brows on the halfway line. Divide the face
from the brows down inte four parts, The cyves touch the bottom line of
the top division. The nose touches the bottom line of the seeond division.
The corners of the mouth fall on the bottom line of the thivd division, and
the chin drops slightly below the fourth or bottom division. The ear is
- under the halfway line.
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PLATE 54, Sketches of babies
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PLATE 55. Studies of babies

The magazines are full of baby pictures, and these are hest to practice
from, since o baby will kold still long enough for anyone who is not
thoroughly familiar with baby proportions to draw from life. The best
“one can do is to make fast sketches. For this reasen finished pictures of
babics are usually drawn from photographs, as are the ones on this page.
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PLATE 56, More studies of babies

As babics grow more halr, they look elder, although the preportions have
changed only slightly. Some bahies develop long evelashes, which, with
their already laege and widely spaced eves, give a great deal of appeal.
O £asy on the -a:-rl,'e::hmw.-'-:; 114;«:11- them delicate.

o7



PLATE 57. Some more studies of babies

Femember to Leep the bridge of the nose low and concave and the two
little round nostrils rather widely spaced, Let the upper lip protrode when
the baby is not smiling. Sct the ears fairly low, and the chin round and
well under. Keep the checks high and full. You will usually want to add

light tone with a highlight.
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PLATE 58. The four divisions of the face—third and fourth years
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I. SMALL CHILDREN

Ler vs unpensTaxn that no branch of art can be
reduced L!(JI!]P]::.‘I:‘E]}' ta 2 formula withont endan-
gering the very art that must go into it. We do,
of course, seek ways and means to an end, and
that end is correetness. Art, however, 15 not the
jl.l_ﬁt[ﬁ:.'atinn of cormectness, Art 15 not aiwa}rs
FE:I']:EEH{M'L Let us say that art is t:ru|:.-' a form of
expression, and full expression cannot be limited
by formula, but only puided toward greater
meéaning and truth. African ﬁ:‘.‘.u]Ptum has ex-
pression and becanse of that it is art. It is cer-
tainly not truth as we know it, but it may be
truth with a greater meaning as they know it
We may reach greater truth h}' ﬁir‘[‘ll}]iﬁf_‘ﬂtim]
and even h}-' Suhﬂntin:‘lting minor truth. Detail
may be minor truth but without real signifi-
cance. Each bair in an evebrow is detail and
minor truth, but carries little significance. Each
blade of grass is detail, but we may be more
interested in the whoele hillside and the effect
of sunlight on it.

In {|:‘1’L'n.1.l'[:ig children, et us be guid{_'d as much
by our fecling toward them as by rules of con-
struction and anatomy. The light on a child's
hair may be just as beautiful and intriguing as
the light on the hillside. The glint of mischick
in the eve of a voung boy may really be what
we are drawing, more than the perfect anatomi-
cal construction of that eve,

It is easy to become so absorbed in technicali-
ties that we miss the purpaose. The technical must
be united to the spiritual, beeanse technique
without spirit is meaningless. But feeling cannot
be conveyed withont technigque and the knowl-
edge behind technique,

Every area of every drawing, painting, or any
other expression of form should e a part of a
whole design, The lights and shadows, the
edges, the textures and materials may all be
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considered as much from the standpoint of de-
sign and arrangement as for any other quality, In
drawing heads, the pattern of the hair, the shad-
ows cast from the head, and the bit of clothing
all offer opportunity for design. The lights and
shadows on the face itsell create design, good
or bad, whether we are conseious of it or not.
The whole head is a design of forms fitted to-
gether, and it is a masterpiece of design, fune-
tionally as well as artistically.

I speak of all this so that we may approach
our subject with humility and appreciation of its
womnders. To me there is nothing more beautiful
or wonderful in the world than the head of a
small child. Life has left no scars, no lines of
anviety and frustration; it is the new flower
emanating from the bud, fresh and as yet almost
untouched.

If children do not move you, it 1% 114::]1:&[}5 i
mistake to try to draw them. You cannot draw
them effectively from too great an cmational
distance. When joy goes out of your wark, it is
apt to ]}Dg dovwn in jrure tuﬂlmiualit}-'-

It happens that much of my own work has
been concerned with drawing children, and the
more I do it, the more 1 find to enjoy in it. |
feel that there is a mountwin of Fnsciuating truth
of which T have barely scratched the surface,
and this comes after drawing and painting per-
haps thousands of heads of adults. Drawing
children has a vast and m[ativel:.' ung:-:p]nitr:{l
commercial market. We need more drawings of
children and fewer photographs, both in adver-
tising and on our walls, The fact that children
cammot sit still need not disconrage you. You
can trace from photographs and still raise the
quality of your rendering bevond the purely
photographic detail to a more artistic expres-
siom.



PLATE 5%9. Propeortions of the little boy's head

I the: small boy the up-and-down proportions are about the same as those
in the older baby. But now the face is relatively narrower, coming well
inside the square in the front view. The eyves appear smaller, because
they do not grow and the face does. We ean only use the large “butten”
eyes for very young children, The jaw and chin of the boy pictured above
have started to grow, making the chin more prominent. The bridge of
the nose is higher, and the nose is a little longer, almost touching the
bottem of the second guarter. The lips touch the bottom line of the
third quarter. At a fairly early age a full shock of hair grows, This ac-
centuates the large cramivm but keeps the fuee looking small and adds
to the cuteness of the child. If a ehild has curly hair, mothers semetimes
bet the hair grow wntil it beging to look grotesque. So it is well 1o know
where the eranivm really is.

It is hard for little boys to sit still; in drawing them, as in drawing
babics, practice from photographs and clippings. Note that the car is
coming up to the halbway line. Little boys' heads seem to extend far
back because the neck is small and the muscles which attach to the base
of the skull are not vet developed,

Motice particularly that the nostrils have grown and the upper lip
appears to be somewhat shorter, The car grows considerably duving this
period and the one which follows. T believe the ear is fully developed by
the time the child is ten or twelve. The space From the nose bto the ear
still appears quite wide. Lashes are quite long. The hair grows guite
well aver the temples,
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PLATE 60. Proportions of the little girl's head

The proportions of the head are practically the same in little girls as in
little boys. Little girs are characteristically wider at the eyes and the faw
and chin are rounder, Very often the crease of the upper lid hardly shows
over the eye. All the lines of contour ave usually rounder in girls. Knowling
this helps you make a little face move femining; blocky or squarish forms
give a little boy a more rugged look. In little gicls the forchead tends to be
higher at an eaclier age than in boys, Some anthorities elaim that certain
qualities of mentality develop faster in girls than in boys. This may ac-
count for the higher, wider forchead, I cannot sy, I do know that a
closer hairline makes a boy look more boyish, while a larger forchead
makes a little girl look more girdish. The treatment of the hair helps
greatly in drawing little girls.

Care should be taken not to draw the mouth too large on a little girl's
face, or too black. This can easily give an adult look, or & theatrieal ef-
fect not pleasant in children. The little girl's neck is round and small in
proportion to the head. The crease between the neek and jaw seldom
runs up to the ear but points below it Tt is seldom sharply defined, The
forchead may essily protrude a little at the top. The planes of the faee
are all well rounded, but to keep vour deawing from looking too smooth
and photographic, you can introduce a good deal of blockiness into the
hair, The ear is more delicate in strocture and it comes up to the half-
way line. The brows should alse he kept delicate.
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PLATE &1. Construction of the little boy's head
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PLATE &2. Construction of the litle girl's head
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PLATE 63. Studies of little boys

Sometimes hack lighting or rear top lighting is effective in combination
with front lighting in drawing heads. The important thing is not to allow
two lights to fall on the same surface, because this type of lighting cuts the
area into evisscross shadows. Build up the bair in blocky forms.
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PLATE 65. More little boys

As one progresses in the drawing of children, he becomes impressed with
the distinetive character and personalities he finds. Children register as
sy feelings and emotions as adults, and much more freely and obviously,
As we grow older we learn to hide our real emotions, semetimes 0o
deeply. Most children are much more truly themselves than adults are.
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PLATE é&. More little girls

It is much easicr to show a child’s expression in a drawing if we cateh
it fiest with a camera. Their changes of cxpression are lightning fast, and
no child should be asked to held an cxpression.
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HEADS OF BOYS AND CIRLS

II. SCHOOL CHILDREN

This seetion deals with children of the gram-
mar-school age, or up to adolescence. That is
the age of activity and rather gradual growth,
hefore the spurt of growth that comes at the
time of adolescence. It is also the age in which
habit and character begin to be formed and to
show in the face, We might also call it the age
of mischief, because the energy cannot be con-
fined to growth and everflows into physical ac-
tivity.

It is most important to learn to draw children
of this age with a smile—not anly on the face you
ATe dr:t".ving, but on YOUE oW face. Almost one
humelred per cent of children in :tdwrl'.i:i:ing
must appear as both active and happy. On
the other hand, a voungster’s face can be par-
ticularly beautiful in repose, Sometimes you will
wish that the editors and art directors appreci-
ated this more often. At least when a story is
touching, the child may be drawn without a
erin. But in advertising, especially of foods,
children have to be shown going into ecstasies
over the product.

Children at this age live in a world of their
own, Most of the time a little revolution seems
b b g::ning on inside them, against all the
authority which is heaped upon them by parents
and teachers and which they are not guite old
enough to understand. Try to remember your
~own schooldays. When asked why you did this
or that, you could hardly have answered, "Be-
cause I'm getting tired of so much authority.”
Sometimes adults find it hard to understand why
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the effect of our anthority slips off so easily, and
the answer can only be that there is so much
af it.

While we consider this the age of learning,
we are likely to forget that much learning is
gained by experiment, and not all by direction.
All the wenders of invention are hulrjing them-
selves out for inspection by the young. If your
boy takes yvour alarm elock apart, or strews your
pet tools out by the back fenece, this comes
under the head of experiment without direction,
and yvou wonld have a dull boy if he didn't do
a few of these things,

When drawing children, or even when photo-
graphing them, forget that you are grown up.
Try hard to meet them in their own world, and
draw them out. A child who is afraid of you or
who shuts you out is not going to be himself,
and so will not be a good model, if vou are
interesked in conveying the spirit of childhaood.
That spirit lies in their faces 1]!]1:_-" when [‘Emr:,.r are
free of authority, Wateh their faces change
when authority descends on them. 1 am not
spr}zll:ing against nuthnrit}r itself: 1 just mean
that it does not photograph well, and resentment
or sulkiness certainly does not make an attrac-
tive picture.

Since proportions have already been thor-
uughi}r diseussed, WL Can learn from Plates 67
and G5 to apply them to the faces of school
children. Tt is helpful w understand them, but
merely to get them right is not the ultimate
olyjective,
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PLATE &7. Proportions of the schoolboy's head

Children between eight and twelve are mere difficult to draw than either
very young children or adults. The eharacter of the head is pretty well
established by this time, and some children have even taken on quite an
adult look. But there is a trick 1o indicating this age group which is quite
dependable. The eyes have moved up to touch the halfway line, and the
space from the hairline to the top of the head is three-fourths of a unit
instead of ene-half unit as it ic in the adolt, In the adalt the halbway line
cuts through the middle of the eyes and owt through the outer comers,
while in the child approaching teen age the whele eye is below this line.
The nese i still slightly above the second quarter division in the lower
half of the face. The lower lip touches the line of the third quarter division.

In boys there is notable development in the ears. The mouth loses
much of the baby ook, The second teeth have replaced the baby teeth
andh the jaw has developed to aceommodate them. The nostrils develop and
the eartilages of the nose spread. The hone at the bridge of the nose de-
velops a little more slowly, so many hows retain a turned-up nose until
they are well into their teens,

This is the age of freckles. It is also the age of mischief and carefree
happiness, as the expressions show. The hair is uii!'l.il;l-". the front teeth
look large, While the front of the juw develops, the rear of the jaw at the
corner below the ear does not develop until later. A large square jaw
does more than any other feature to give a look of maturity. If you want
ta keep the fare Voung, Iq:e::l} the comers of the jaw rounded.
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PLATE &8. Propertions of the schoolgirl's head

Young girls seem to mature faster than bovs as far as facial character-
isties are concerned. Most girls aequire a Fairly mature look quite early in
their teens, As [ mentioned earlicer, they usually have higher foreheads,
and the hairline is well up. The cheeks are rounder and there is often more
space in the front view between the comers of the eves and the edges of
the face where the cars attach.

It must be remembered that here we are dealing with averages. There
are always variations and exceptions. Photogeaphs of girls ten to twelve
vears old often look more mature than the children actually Iook. Some-
times this is because we are seeing only the head and shoulders, and not
the head in association with the rest of the body. In a girl of thirteen or
fowrteen the head is almest full grewn, while the body is nat.

Full lips are always appealing in the face of a young giel, and round-
ness Tather than beniness, Girls as well az boys often have freckles st this
age, but do not overde the freckles in drawing girls.

To draw heads of childres of this age group well, vou will have to
practice on a greal mwny,
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PLATE &%9. The four divisions—schoolboys

If you plan to do advertising illustration, or are already in that field, you
will find drawing growing boys and girls very remunerative. Practieally
all foods are advertised to mothers with growing children and the children
appear in profusion in such advertising, You can proctice from the
heads here, or find others in the women’s magazines that offer excellent
practice,
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PLATE 70. The four divisions—schoolgirls

At the right, sbove, we have the usual quarter spacing, Tt is interesting and
helpful to nete how the dizgonals cross in 2 young giel's head. The diag-
omals from the corners of the eyes through a peint at the middle of the
base of the nose also cut through the corners of the mouth; those from
the outer ends of the brows eut through the eomees of the mouth te a
point at the base of the middle of the chin.
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PLATE 71. Sketches of schoolboys

These heads have been left in outline since the outlines will probably be
more helpful than the fnished heads, There is a wideness to young faces
that is more felt than measured. In deawing young people it is particu-
larly important to trust your feelings. Onece in a while 2 face will look

older or younger than you intended no matter what you do. In that casc
the hest thing to do is te try another subject.
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PLATE 72. Sketches of schoolgirls

Draw heads in outline until you are satisfied that the age and expression
look right. There is no point in adding tone to a head that does not appeal
to you. The tone can only build up the forms already established. If they
are wrong, tone does little to help, Sometimes a head in outline may look
better than one completely finished.
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[1l. TEEN-AGERS



HEADS OF BOYS AND CGIRLS

I1l. TEEN-AGERS

Teen-agers are popular subjects in fietion,
advertising, and portraits. Since the proportions
of the head are so nearly those of the adult
head, we are almost back to where we started,
but T hope with much more understanding.

In drawing teen-age bovs and girls we must
take into consideration the great variety of
types. In boys, bony faces with well-marked
muscles are associated with athletic types, The
muscular activities contribute to a certain lean-
ness, Some boys grow so fast they are robbed of
some vitality; others simply do not lean toward
athletics. Ancther type of teen-age boy has a
reund face, long legs and arms and large hands
and fect, tends to drape himself over nn}'thing
suitable to rest upon, and hates effort—especially
home chores. As a rule, these boys develop more
energy later when they attain full growth,

Since most teen-agers—girls as well as boys—
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are big eaters, if they do not exercise, they have
a tendency toward fatness. Fortunately, they
lose most of this excess weight in the spurt of
energy that follows full growth,

Treat teen-agers with as much understanding
as possible. Bemember that this is the age of
the first h:ig heart throb, the age when the nrge
to be different from their elders comes out in
every conceivable fad, in dress, hair-do, and
;}crmnaffl_',.r. Etu{l:.-' teen-agers ::[rml}' to catch
the spirit, for youth is elusive in more ways than
e,

MNow that we are completing our study of
heads, you will find it rewarding to review parts
of this ook which might have given you troble
earlier. The new drawings should show great
improvement over your first ones, You will find
-E"'.-'t:]'_:r'llili]'lg much easier, and will also have
gained confidence from your practice work.



FLATE 73. Proportions of the teen-age boy's head

The proportions of the head in teen-agers are almest identieal with adults;
the differenee is lugely s matter of feeling, In bovs this bone strueture las
become quite evident, though it should not be stressed as much as in
men's heads. There are no noticeable lines. The Hesh is Grm and still in-
elined to smoothness, The eheeks ave smooth without mnch definition of
the museles. The jaw has developed considerably in o short time. The
bridge of the nose has taken permanent slmin:. As the jaw and cranium
have arown, the ears appear smaller in relation to the whole hewxd than
they do in a little bov. The cartiluge of the ear is now well defined; the
ears have lost much of their roundness and taken on more angular lines.

The hair has moved back somewhat from the temples. The brows have
definitely thickened. The lips are fully developed in size. The chin has
come forward in permanent shape.

The onlv bone not fully developed is the comer of the jaww. This -
tinues to develop, rescarch shows, until the age of twenty or more, |
suspect the eraninm itself does not reach its maximum growth until full
ssturity, though further growth does not pereeptibly affect the proportions
of the liead.
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PLATE 74. Proportions of the teen-age girl's head

Sixteen is teaditionally the perfect age for girls. By that time they have
lost the gangliness of fast growth, and all is smoeth, round, and Fair, Now
that girls also engage in athletics, their faces tend to show more muscle
than did those of their mothers at the same age. But the predominating
guality iz vouth—the faces ave uilined, foll of freshness and vigror.

These things are important in portraving veung people, because the
setual proportions of the face change very little from sixteen to sixty,
The jaw in the girl may develop a Bule, but hardly enough to affect
the drawing of the propertions much, That is why the artist must more
or less "feel” the age he wishes to draw.

It is quite important to obtain good material to work from. Faking =
drawing of a beautiful young Ameriean girl is a very difficult thing te
de, until you have drawn a great many heads, and know the basic con-
struction ingide and out. I do not believe any of the outstanding artists
proceed without mftaqu[ttc material to work Trom, Beauty, remember, is
largely a matter of perfect proportions and perfect placement of features.
The commercial illustrator will need to draw many pretty girls,
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PLATE 75. Teen-age boys
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PLATE 76, Teen-age girls

129



/9 art j]ﬁue: ﬂamfa



/Q anrt Eﬂé: ﬂﬂm{d

Perbaars =0 asrecr of dmwing is .'_'i-.f_'r_'mﬂ[h"l.ﬂiﬂd
by more confusion and provided with less ade-
quate material for study than is the drawing
of hands. Much of the trouble is caused by
sq;u1'::]1ia1g for material instead of L:Sing the ma-
terial you have available, because in POUF WL
two hands you have the best source of informa-
tion available. Perhaps you have never thought
about them in that light. Drawing of hands
must be largely self-taught. All any instructor
can do is l}r_:Ent ot the facts that lie :right i
vour own hands,

The study of hands, aside from learning their
anatomical  construetion, consists  mainly  of
breaking down the measurements of various
parts into comparisons, Fingers have a certain
fength in relation to the palm; spaces between
the joints of the fingers are in definite propor-
tion to the whole finger. The palm is so wide
in comparison to the length. The distances be-
tween the knuckles on the back of the fingers
are longer than those between the creases on
the undersides. The length of the longest finger
from its tip to the third kouckle in back is
practically half the length of the back of the
hand from fingertip to wrist, The thumb
reaches nearly to the second joint of the first
finger. The length of the hand is about equal
to the length of the face from chin to hairline.
You can make these comparative measurements
as well as anvone else.

The hand is the most pliable and adjustable
lmr[‘ of the whele anatmn:,.r; it can be made to
fit around or grasp almost any shape within
reasonable size or weight. This pliability is what
causes difliculty for the artist, because the whole
hand can assume countless different positions.
Yet the mechanical principle by which the
hands wark remains constant, The palm, as a
hellow, opens and closes, and the fingers fold
mward toward the middle of the palm. The
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nails are really a stiff backing for the tips of the
fingers, as well as an extra edge for precise
grasping. You pick up a pin with the fingertips;
vou pick up a hammer with the palm and fin-
gers, The back of the hand is more or less rigid
to the backward pressure of the fingers, as used
in pushing. For adjustment to almost unlimited
purposes, the hand is the most wonderful
mechanism we know. In addition to its perlee-
tion as an instrument, it is perhaps more closely
coordinated with the brain than any ather prart
of the body is, Many of its movements are con-
trolled by subeconseious reflexes; examples are
typing and playving the piano.

Man started to educate his hands long before
he educated his brain in the cultural sense. The
infant can use his hands effectively long before
he ean think, He will grasp 4 |J'g]1l;::-:| match
before he has learned that it will bum, The
story of man's progress from prehistoric times
must be closely associated with the adaptability
of the human hand.

The fact that the hands and their movements
require so little conscious thought may be one
reason why so little thought is given to drawing
them. Look now at your own hands; you will see
them in a new light. Note how the hand auto-
matically assumes a shape compatible with an
object before grasping the object. To draw a
hand in the act of _E'fllif_‘!'iillg up an f_:hjef_:t Yo
must first study the contour of the object, then
observe the automatic adjustment of the hand
te fit that contour. Start to pick up a ball, a
peach, or an apple and watch your fingers ad-
just themselves, just ahead of the grasp. The
mechanical principle involved is very important
in the drawing of the hand. Only by knowing
how it actually works can the band be drawn
convincingly.

The back of the hand can tJSuEL]]J.r be drawn
in three planes—one for the thumb section as



DEAWING THE HEAD AND HANDS

[ar as the bottom knueckle of the first ﬁngr:r. and
the other two across the back of the hand, taper-
ing to the wrist. 1o most actions the back of the
hand is enrved and the curve is reduced to these
three planes. The palm is 1]5[&:3”1'!." thee three
Ilacks .~i|:|:rn::||:|:|1d:'|:|g the hiallaw of the palm-—-lhc
leel af the Bhand, the thick base of the thumd,
and the lm:it]eﬂ portion just under the [illg'l'.‘-l's--
The knuekles of the fingers and thumb must be
aligned to work inward toward the hellew of
the ]_ZHLIIH. or when outstretched o be at r:igj'nt
angles to the direction of the colomn of the
finger. We must also be careful to align the nails
so that they lie on top of the column with the
middle line of the nail extended from the
middle line of the column of the finger. Other-
wise the nail may slip around the finger without
our realizing what is wrong:

Keep 5tml}riug your own hands toa learn about
hands in general. The inner muscles are so
dmﬁﬂ}! embedded that t]‘uzg; are nokb ag {mlmrtunt
as the outer shapes. The enly indication of bone
we see is across the back, the knuckles, and the
wrists. If you get the shape of the palm in
almost any action, the fingers can quite easily
be attached to it and alipned with it. Study the
comparative lengths of the fngers; remember

134

that the thaml works mostly at o right angle
o the fingers. Get rid of the idea that hands
are hard to draw, They are simply confusing to
draw unless you know how they operate. Onee
anelerstocd, lunds become lumi:mtiug.

The most impartant fact to remember abowt
the hand is that it is hollow on the palm side
and convex on top. The 13.1{].-{ are soarranged
arcund the palm that even liguid can e held
in the hand. The hand served primitive man as
a cup, and by cupping the two hands together
b eomalel eat food which he could mot hald with
hiz ﬁ:1g¢:r5 alone. The hig mgsele of the thumb
is by Far the most important one in the hand.
That muscle, caombined with ar in opposition
to the pull of the fingers, gave man a grasp
powerlul encugh to hold even his own weight
in Ell!-i]_JL"!lSJ'ﬂI]. This ];:[m'c'rful muscle held  his
club, his bow, his spear. Animals depend upon
the jaw museles for existence, but we might say
that man depended upon his hands.

When i have mastered the construction
and propertions of the hand {Plates 77 to 83),
vou will find it easy to wse vour knowledge to
show the special charaeteristios of women's
hands and those of babies, children, and older
peaple.



FLATE 77. Anatomy of the hand

Mote the strong tendon which attaches to the heel of the hand, and how,
on the baek of the hand, the tendons are grouped to pull the fingers out.
The operation of these tendons is marvelows, for they can operate all the
fingers together from inside or outside the palm, vet can control each
finger separately. The museles which pull these tendans aee Ioeated in the
forcarm. Fortunately for the artist, most of the tendons of the palm are
baried deeply and do not shew, In babies and voung people, the tendons
en the back of the hand are hidden, but they are much in evidence in the
hands of adults and the aged.
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PLATE 78. Block forms of the hand

The bones and tendens across the back of the hand are close to the sur-
face; those around the palm and inside of the fingers are thorowghly pad-
ded, T have blocked out these pads so vou can familiacize voursell with
them, Note the extra thickness of the pads of the thumb muscle and the
heel of the palm. At the base of each finger there is a pad. These com-
bine to make & pad across the top of the palm. The pads of the fingers
protect the bones inside, Sinee these pads are all pliable, they provide an
even ficmer grip on objects much as the pliable treads on an sutomaobile
tire grip the surface of a road. There are no pads on the top of the hand,
tlmugh the pad at the outer edge on the |itt]1.-ﬁ:ag¢r'5ide can take a tre-
mendous blow, especially with the fist closed, without injury to the hand.
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PLATE 79. Propertions of the hand

The next thing of importance is the curved areangement of the fingertips
and kauckles. Two fingers le on each side of a line drawn through the
middle of the palm. The tendon of the middle finger just about divides the
back of the hand in half. Tmportant alse is the fact that the thumb is
ternesd atb right angles to the other Gogers, The thumb operates mostly in
and out from the palm, while the fingers open and close toward the palm,
The knuckles of the fingers are slightly above their creases on the inside
of the fingers. Note the flat curve of the kouckles across the back of the
band, with the curves getting deeper as they eross the kauckles toward
the fingerti

The middle finger is the key Anger from which we determine the length
of the hand. The length of this finger 1o its knuckle in back is slightly
over half the length of the hand. The width of the palm i slightly more
than that of hall the hand on the inside. The first or index finger just
about reaches the fingernail of the middle foger, The third finger is
about equal to the index finger in length. The Tittle finger just reaches
the top knuckle of the third finger.
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PLATE 80. Construction of the hand
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PLATE 81, The hollow of the palm

In the drawings above, note how the hollow of the hand has been care-
fully defined, Also note the resulting curve of the back of the hand. Hands
never look natural o eapable of grasping until the artist understands this
feature of the hand. All these hands look as if they conld take hold of an
object. The loud sound of clapping comes from the sudden compression
of air hetween these two cups or pockets of the palms. A hand that does
not look capable of clasping is badly drawn, Study vour own hands,
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PLATE B2. Foreshortening in dra

140



PLATE 832. The hand in action
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PLATE 84, Knuckles
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PLATE B5. Drawing your own hand
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PLATE 84. The female hand

Womens hands, like their faces, differ from those of men chiclly in
having smaller bones, more delicate muscles, and generally more round-
ness of planes. If the middle finger is made at least half the length of the
hand on the palm side it will be more graccful and will characterize the
hand as feminine. Even though feminine hands are slim, they still have
amazing tenacity of grip, The long fingernails, oval in shape, add charm,
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PLATE 87. Topered fingers
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PLATE 88. Make many studies of hands

There is only one sure way to learn to draw hands, and that is to draw
many, many studies, With hands, more than with amything else, proper
spaging is cssential, You must fit the fngers onto the palm in the partienlar
view you see before vou. Hands are almost never straight and fat. Judge
the spaces between the kouekles carefully. Much of the time the view
will require foreshortening, as shown in Flates 82 through 85,
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PLATE B%. The baby hand

Babies’ hands are a study in themselves, The basic difference from adults
hands is that the palm is relatively thicker in relation to the small fngers,
The thumb muscle and heel of the baby hand are proportionately very
powerful. Quite voung babies have a grasp equal to their own weight. The
knuckles across the back of the hand are buried in flesh and are indicated
L?jr' dimples. The base of the hand LY b m!.ircly suerounded with ereases.
The heel of the hand is mueh thicker than the pads across the top of
the palm.
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PLATE 90. Studies of baby hands
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PLATE 91. Children's hands

The childs hand is halfway between that of the baby and that of the
teeseager, This means that the thumb muscle and the heel of the hand
are thicker proportionately than they are in the adult hand, but not as
thick in relation to the fingess as they are in the baby hand, The fingers in
relation to the palm are about the same as in the adolt, The whole hand

is smaller, a little fatter, and more dimpled, and the knuckles are of
course smoother,
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PLATE 92. The proportions remain fairly constant

At grammar-school age there is very little difference between the hand of
& boy and that of a girl but at adolescence there is a big change. The
1m:,r’s bl i maech hlrgcr amed sturdier, :;h-uwing development of bone and
musele. The girl’s hand never develops the big knuckles of the bey's, sinee
the hones stey smaller. The beel of the hand develops in the boy, but stayvs
mueh softer and slimmer in the girl. In the boy's hand the fngernails as
well as the fingers are slightly broader.
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PLATE 93. The hond ages

Onee vou have mastered the construction of hands, old people’s hands
are a delight to draw. Actually they are easier than young people’s,
sinee the anatomy and construetion are more obvious and shew clearly on
the surfnce, While the basic construetion is the same, the fin
thicker, the joints Em‘g:‘:r, and the knuckles pn:ltrude. The skin becomes
wrinkled, but this need net be emphasized except in a close-up view.
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[ covcrupmae this ook, T want to thank the
readers of my previous books for their very kind
letters, Because of the Iurg:: mumber of these,
and becanse of the pressure on my own lime,
I have never been alile to answer as many as |
wished te. If my books have helped you, I am
happy.

It is only within the past decace that so many
books on drawing and painting have been avail-
able. Perhaps another seems superfluous, but in
investigating before starting this one, I found
very few which concentrated on heads or hands.,
Both are so important to commercial and por-
trait artists that I have wndertaken to Gl the
gap. It is my conviction that such a book should
come from a person whose livelihood has de-
pended upon the very material he is writing
about. In this capacity T have felt that T eould
substitute actual practice for theory, becanse
my own work based on the principles given
here has proved itself by actual sales to leading
publicativns over a lang pericd of time.

There are many fine men in the field of com-
mercial art, and wany fine teachers in the
schools, who wounld be capable of ]1u11dling the
same subject. Tt is largely a matter of finding
the time and energy for such an effort in an
ﬂ!l’ﬂ'ﬂll}' full schedule. T have found, however,
that time can be ﬁl‘.l[]-l.‘rl'tiﬂuml for almaost any
endeavor that is interesting and pleasant to
unclertake, .'-'illllﬂ}' ]}}’Cllrlﬂili]1g L'::-lul}eii'ng pleas-
ures. Much of this book has been done in the
evenings or at times between the pressure of
other wark, My hope is that if T could find time
to do the book, others could also in the same
wity set aside time to study it My end of the
cffort is completed, but T am stll concerned
that it will go out and do the job for youung
peaple that 1 want it to de,

The men in the field who are now the greatest
contributors are men who had to come up the
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hard way, without much knowledge available
in books, grasping here and there for informa-
tigm Ingﬂlmr wilth much |]1:r.~iu-1m| practice and
experiment, Books will not do the work for any-
ome, but they can make individual offoet more
practical and profitable, speeding the acquiring
of much-needed knowledge, so that the artist
can have more years of successful practice,

It is not my intention to have my readers stop
their study of the head and hands with the clos-
ing of this book. My aim has been to help them
to a well-grounded start that will give their
own alility the best of chances. We know that
a head connot be well drawn by any approach
that does not, in the fing] effor, produce solidity
and goml construction. The portrayal of char-
acter must come from specific analysis and from
understanding the genceral anatomy of the head,
If T have shown yvou how that analysis can be
mitcle anel the reasons for the things that happen
i drawing o head, vour own progress will be
greatly accelerated,

Aside from technical knowledge, 1 feel that
the artist must have a eertain reverence for the
beauty of the construction of the head, the
gualities of its forms that give it individuality,
plus 2 desire For beauty of craftsmanship in the
EL‘IH!Njug- e should strive never to let his tech-
wigue beeome a routine formula, l:n:,- which all
heads are done in the same manner. Let him
experiment constantly with the expression of
his Lasie hmw[u{[gcr. some heads ean be done
|3zt h}' mtg:,;:_"a:iit:ul, athers E:n:.- L'-II-I11E'.||1_!I{' dletail
and fidelity to life. Some will be more interesting
if rendered in line, athers by tonal suggestion,
The result should never look as if it came off an
assembly line. To vary your technica) style is
nat easy; neither is keeping your thinking varied.
A great deal of practice and experiment is
reduired,

A very fine idea is for a group of young artists
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to organize a sheteh class, mesting once & week,
sharing the cost of a mode] and other expenses.
Such a class offers cach man the possibility uf
learning from the others, and it also establishes
friendships which last a lifetime. We diel this
in my early days in Chicage. Many ef the men
in that group have forged ahead in their ficlds,
and some are doing the outstanding, work of the
country, While cach must be credited with a
dreat deal of individual effort, there is no doubt
that all gained from the collective experience.
OF eourse, any person intending to make a living
al arl should attend a gﬂr;{'[ art school if possible,
But training need not stop there, In the group
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I mention, all the fellows had finished their aca-
demie work and already were active in the field,
but they were all interested in learning more
and so orgamized this informal clinic.

I have enjoved the preparation of this volume,
even if it turned into a mountain of work. 1 wish
every reader the best of luck, and 1 hupﬂ that
each will find something in these pages that
will be of lasting value, For those to whom draw-
ing is a hobby rather than a profession, 1 hope
the simplification of their problems will bring
them still greater happiness in their chosen
pastime.



XL THE HEAD, HANDS, AND FEET

The head, perhaps, has more to do with selling a
drawing than anything else. Though the figure
drawing you submit may be a splendid one, yonr
elient will not look beyond a homely or hadly
drawn face. I have often worried and labored
over this fact in my own experience. Onee some-
thing happened that has helped mic ever since.
I discovered construction. 1 discovered that a
beautiful face is not necessarily a type. It is not
hair, color, eyes, nose, or mouth. Any set of [ea-
tures in a skull that is normal can be made into
a face that is interesting and arresting, if not
actually beautiful. When the face on your draw-
ing is ugly and scems to leer at you, forget the
features and look to the construction and place-
ment of them. No face can he oul of construc-
tion and look right or beautiful. There must be
a positive bulance ol the two sides of the face.
The spacing between the eyes must be right in
relation to the skull. The perspective or view-
point of the face must be consistent with the
skull also. The placement of the ear must be
aceurate, or a rather imbecilic look results. The
hairline is extremr:ly importaut because it not
only frames the head but helps to tip the face at
its proper angle.

The placement of the mouth at its proper dis-
tance between nose aud chin can mean the dil-
ference between allure and a disgruntled pout.
To summnarize, draw the skull correctly from
your viewpoint and then place the features prop-
erly within it.

Inmy first book, Fun with a Pencil, 1 sot about
to work out a plan for head construction that I
consider almost foolproof. 1 repeat the general
plan as a possible aid here.®

*A strikingly similar method was originated indepondently by
Miss E. Crace Hunks. {See Fun with a Pencil, P- 86

Consider the head a ball, flattened at the sides,
to which the facial plane is attached. The plane
is divided into three equal parts (lines A, B, and
C ). The ball itsell is divided in half, Line A be-
comes the eurling, B the middle line of the face,
and C the line of the hrows, The spacing of the
[eatures can then be laid out on these lines. The
plan holds good for either male or female, the
difference being in the more hony structure, the
heavier brows, the larger mouth in the male. The
jaw line in the male is usually drawn more
squarely and mggedly.

In this chapter are studics of the skull and its
bony structure, as well as the musculur constrie-
tion and the general planes of the male head.
The individual features are worked out in detail,
The heads are of varying ages. Since no two
faces are alike, for you the best plan is to draw
people rather than stock heads. Perhaps an artist
of another era could repeat his types endlessly,
but there is no advantage in that today. Tt tends
to make an artist’s work dated in short order,
The artist who can keep his types fresh and true
to purpose will last.

It pays in the loug run to hirc models, though
there is always the temptation to save money.
The dauger in using clips from magazines is that
the materfal is usnally copyrighted, Advertisers
pay movie stars for the privilege of using their
photos. Both the star and the advertiser will
resent having them “swiped” for another adver-
tiser. Your client will not be happy about it
cither, The same is true of fashion models who
have been paid for their services. You cannot
expect to use them for your own purposes. Prac-
tice from clips, but don’t try to sell your copies
as originals. Once you learn to draw heads, it will
be your life-long interest to portray character.



HEAD BUILDING

HOW TO CONSTRUCT A HEAD, i
PRAW ABLLL. CIVIPE PaALL INTO SECTIOMS 30 THAT YOU HAVE A MIDDLE LINE
CIVICI NG BALL 3 wavs (Lines A,EIANDC.‘). TAKE ONE FOR MIDDLE NS OF FACE. THE
OTHER TWO WILL BE AN BAR LINE AND & LINE OF BROWS. DROP MIODLE LING OF EACE

OFF BALL. DIVIDR 'NTO <« PARTS THAT APPRAR EQUAL ,ELCH PaRT EQUAL TO HALF OF
THE PISTAMNCE RROM BROWLINE TO Tor oF mAlLL, SLicE OosE FIDES BY DROPPING BAR
LING STRAWCHT DoWwM. PLACE BAR AT INTERSECT{OMN OF LINES AAnDC. NOow BUILMSIRIAW
AND FEATURES. THIS PLAN 1S MORE THOROUGHLY COVERED m‘ FUN WITHA PENr_ng .




BI.LOCKS AND PLANES

THE =iMPLE FORT™ DEVELOFED TO THE COMPLEY ,, THROUGOH THE VSE OF FLANES,
THESE AVERAGE PLAMNES SHOULD BE LEARNED, THEY ARE THE BAS|S FOR LISHTIMNG .

THE PLANES SIDE VIEW . GET SOME CLAY ANMD MODEL THE PLANES SO0 WOU CAN
LIGHY THEM DIFFERENT WAYS, THEN DRAW THEM. REFER BACK TO PACES 72 ANMND TE,

LRI

e

e

o g

<R
st

BACK VIEWS ARE MOSBT DIFFEFICULT UMLESS FORM AMD PLANES ARE UNDERSTOOGD
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BONES AND MUSCLES OF THE HEAD

1 FRONTALIS
2 ORBICULARIS OCULI

5 MASSETER

6-7 ZYCOMATICUS

B ORDBICULARIS DRIS
9 TRIAMCULARIS

10 BUCCINATOR

1l DEFPRESSOR
3 LHURICULAR MUSCLES

12 STERND MAMTCID
4 TEMFORALIS ( DEEF)

13 TRAFREILS




- THE MUSCLES IN LIGHT AND SHADOW

5TUDIES OF AN ANATOMICAL CAST (WHITE)}

THESE ARE TO SHOW THE AMATOMMY OF
THE HEAD (W ITS SOLID ASFPRECT, DR AS FORM
M LICHT AND SHADOW. F YOUL CAM DRAW
FROM CASTS, IT IS RECOMMENDE D TODO
S0. MANY STUDENTS SKIP THE ANTIGUE

cms'nﬂ"r REALIZING \TS TRUEREYALDE .
1TSS ADVANTAGE 13 THAT THE SUBJECT

REMAINS FIXED FOR CAREFUL STUPY. T

DEVELOPS SOLIDITY AaND BXCELLEMT

FOR STUDY OF VALDES. | SLGGEST YOU
MAKE SOME CAREPUL FREE.HAMD

DUPLICATIONS OF THESE PRAWI|MGS

\F YOU HAVE NO SMILAR CASTS HEAR.
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FEATURES

s
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'SETTING THE FEATURES INTO THE HEAD
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STUDIES




STUDIES OF MISS "G~
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YOUNG AND OLD

PrLAMN FRard BHgro BELBAQED BXCbUBIVELY TO AMORGw L0 T8, CRuma T plt COPTEL FUR CDRIMEDCT AL Flneiasg s

180



MAKE STUDIES LIKE THESE OF YOUR FRIENDS

STUDIES OF A YOUNG MAN

THERE ARE MO SECRIETS IN DRAW ~
M HPADS. FIEAT COMES AM LIN-
DERITAaMDIMG OF & FARTICULAR
SKULL, HEXT To CONITRUCT AN
MIVIDUAL AET OF BEEATURES
CORRECTLY PLACED WITH M

THAT SKH.L. THEN SOMESTHE
REmDam NG OF THE PR OvER
THE FAciE BY PLANES OF LIGHT

HALFTONE AND SHADOW. BYERY
PlLANME 15 A PART OF THE WHOLE
THE LIGHTING SHOULD BB JREY
SIMPLE. THE HEBAD 15 BARFICLLET
ENOUWGH WITHOOT ADBINMG THE
COMPLAEX 1T OF MANY LI HTS.
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PROPORTION OF THE BABY HEAD
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PROPORTION, 12 TO 18 MONTHS OLD, BABY HEAD.

FROCOMN T SIFE
FicAW A SQUARE, DDk |7 I HALF THEEE 15 CTREAT VAREIRTY OF SJIZE AaNDP
HORIZOMTALLY. USFING .:‘IDEAEAS A SHAPES THINFANT SKULLS . HOWEVER, THE
EACIUS, PREAW ARC EC, THe arc AvERAGE WILL AFFRSYIMATELY FILL A
CEOSSING MIDDLE LINE GINES THE SQURTE. YOU CAN USE THE BaLL &NG-
WIPTH CFHEAR IR TREFOEIION 70 FLANE BY LUSING ANOVE FROPOMRTIGAMS .

HEIGHT. IVITE LOWER HALF INfo <
EQuUAL PARTS, FLACE FEATURES

CHARACTERISTICS TO REMEMBER.

FACE 15 EELATIVELY FMALL, ABOOT g OF WHOLE HEADR FROM BROWS
TO CHIN. EAR PEOFS BELOW HAL PWAY LINE . THE EYVES AND MOUTH AEE A
LITTLE ARBROVE THE HALPWAY POINT BETWEEMN BrOW , NDSE AND RN
PIVISIONS. THE CHIN PROP3 WELL UNDER NOSE ANY MOUTH, THE LPPER
LIP 15 LARCER AND HONGER ANDG PROTRUPES, THE FOREHEAD DROPS
INWARD TG THE MOSE ., BEIPGE OF NOSE CONCAVE.. EYES ARE Lﬁf:ﬁ.ﬁ.
N TREIR OPEMNINGS AND SLICHTLY MOoReE THAN wWiDTH OF AM EYE APA R,
HOSTRILS Small. ANMD ROUND AND SET WITHIN THE M2 I1DE CORNERS OF
EYES AND THE CORMERS OF MOUTH OM ALINE FROM THESE POINTS .
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BABY HEADS
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HANDS

LEFT HANL PROMT AMD Ao

e A AR

'F,,};

PEAw SINdER S SRPARSTELN
YHT = Yo Qe BEND TR
I AMY PIRECTIOM.,

¥ FRSITION OF ENUCKLES 1M RELATILOM T FaLmM

Primassy AT LEAST oME HAND DALY
BlEGk LIFE OR SOOpP COPFY




HANDS

THERES 1S MO MIYATERY (M THE
HMETHOR OF PRAWING HAhPS .
IT IS 4 MATTER 9OF BITY | NG
FIECES TO0RETHER PO
TIDMATELY, BLOCK IN THE
APRPmOx | MATR AREA O THE
WHHOLE HAMNE, BITTING EacH
FART AS IT AFPFEARS . THE LENSTH
OF THE HAND 12 ARGLUT BQGUAL
TS THE FACE fror HAIRLIME
TO BOTTOM OFR CHIN. WATCH
CARS RULLY CONTOURS PASS-
1M N EEONT OF BACH OTHER:
THE PALM IS CONCAVE, THE
BACK COMVEY, KEE& AT 17!




TIIE FOOT

I'T IS SUGGESTEPR THAT YO FEAW YOURK OWN FEET
IN MANY FOSES,SETTIMNG A MIERCOR OM THE FLOOR,

ALSO, THAT v SET UP SHOES ANF AW THEM FROM
MANY AMGLES ANEF VIEWPOINTS.
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A TYPICAL PROBLEM

A typical problem outlined by an art buyer:
“We always necd artists who can draw heads
well. Good drawings of heads are required in
almost all advertising, for illustrations on maga-
zine covers, and litho displays, An aceeptable
head must be in good drawing, to be sure, but
that's only the beginning of its job. If it's a pretty
girl’s head, the pose, the animation, the hair-do,
the costume, the color, the type, the expression,
the age, the idea behind it, all count. For char-
acter drawing, T shall expect you to fiud a living
type to work from, for the sake of authenticity,
and, if necessary, add whatever particularized
qualitics the job specifies. I cannot tel] you what
to do or how to paint it. Do the necessary work,
bring it in, and, if I like it, T'll buy it. That's the
only way our firm buys art work. When you have
convinced me that you can do a good head, I

may give you further commissions, but I must

rescrve the right to reject any work and may
even ask you to redraw a job.”

Begin with a magazine cover and experiment
until you have arrived at a good idea. Work it
out small, in color. until you feel the little sketch
has carrying power and attention value. Then
work up your final drawing. Keep it as simple
as possible. Don't try to sellu faked, or “cribbed,”
head. No magazine will buy it. Do not send work
to a magazine that already cmploys one artist
regularly, since he is probably working under
contract,

Other suggestions are: Make a number of
studies of the people around you. Draw yourself
in the mirror. Draw a buby, a child, a youug man
and girl, 2 middle-aged person of each sex, and
an old person of cach sex also, Spend most of

your tivne drawin g heads—your market demands
them.
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