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TIPS ON DRAWING ANIMALS

It is woll 16 divids tha body into thres
parls — foraquacters, belly, grd rear
guorters. Since fis i notyeat division,
it aids in achisving proper praporion.
Draw in derel wripe (ina of verisbros).
This helgs 1o contar tha onimal

Biecrs hove a lendency 1o be pigeon-
toed. The pavs of e cat Family spread
aul skighily.

_ . " Most higofed aiimals ara lightly kriack-
Alwoys indicale thalston honas; thase * knoad —mere so when they're young.
will-told thie skeich togethir. Once yau

- e fomilidr witvihe relotiva sizeof the

= 1 bones‘ dow T .,-I.

o3 pasier



Divide the skull into three parts afso: Fasten ears onto the back of the head.
the muzzle, the long part of the nose, For simplicity, indicote the bose with
and the base of the skull. an oval.

Line up the eye with the eors and
nostrils; this is a good guide and is
correct for most animals.

Divide the head in the middie for
construction; it's a natural division.
Bear in mind that-the: eyes:.are usuolly
on the side of the hecd. Draw your
_ guide fines when constructiiig.
R With bears, cals, and dogs, the eyes
ore more forward.




When drawing animals, try- to- get
variety in feg pasitions, Note the added.
interest fn o sketch when the lags'are
placed ot different angles; in contrast
with the stiff, stilted pose with the legs
parallel,

It is well 1o keep these box forms in
mird when working with angle shiots,
# in. doubt about o pose, rough insyour
box lightly, and check YOUr perspettive..




SIMPLIFIED SKELETONS

Bofors concentroting &n individuel
arnimals, it is Helpful 10 note some facts
cencerning the skeleton in general.

Once you have acquired some knowl-
edge of the pivo! points or joints in
a skelaton, your drawing will come
marae aasily.

Legs ore very phiable, copable of
doubiing vp and stretching our.

On the leap pose below, nots how
the rib coge elongates in o stretched
* position.




SKETCHING IN FORMS

Ohce you hova the bosic principles of
the -skelaton in mind, you may proceed
with gore assurance in your drawing.
In sketching, it is helpful to indicate: the
positians, or pivot points, on the sketch.
After locating these, draw. the main
forms of your enimal.

A diagram such as the one obove
will preve helpful when. you have
forms behind one onother. Keep. this
in mind when drawing nn}ff‘%nim_a[ in

this posiltion. ¢ =2,
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MOQD AND FEELING

Every artist is an actor, in thot he conveys.

to-thie observer the mood or attitude of his
animal characters ond must feel the situation
before he can put it down on poper. If the
meod is a tense one, such as thet of the .deer

-+ group, then you strive for a tout; tense mood in -

your charocters. At such @ fime, animals drop
lower on their hindquorters, prepared far o

guick. departure if the situation warrants. The.

ears and toil are perked up. The whites of
the eyes ore sefdom visible in onimals except
when they are extremely tense- and Frightened.
_ In the deer sketch, the siretched necks olso help

to convey tension.

In a.very tirad pose, like that of the horse,
the effect requires as much droop as possible.
Animals shift their weight from leg to leg
when tired. Their hnads hang low; Keeping
the withers high accents that affect.



To convey excitement, flaring the. manes
of the horses was helpful. The nastrils are wide,
ears bock, and the whites of the eyes visible.
The neck museles are faut.




The bast way to stage the cowering pose
for the dogs seemed $5 be to keep the
heads low; with their ottention drawn up. The
reor quarters aré dropped, and the tsils are
batween the legs.
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The lions below expréss o mood of lozy
contsntment. Like sheir domestic cousin, lions
lozily swish their toils in relaxed moods such
as these. The head of the farther animal resfing
an the other cafs bock _givas the acene o
quiet peace.

Whotevar the. m&6d, see itinentally before
you stort to work. It may be necessary fo skeich
several rough poses before. you find one
which- you feel is sofisfagtory.. The Following
are good test ‘questions to sk yoursalf: Will
this poie convey the meaning in sithovehs?
Is my staging ¢léar? How can | make this
pose stronger?



THE USE OF LINE
Bosically thers are two kinds of line:
a stroight line, and o curved line -of ( ) ) ( ( [ ) l l ‘
varying degree. Primarily we use [ine. .
to build form ond salids and to create FA\
movement.
fig. 1 Fig. 2 Fig. 3 Fig. 4 Fig. 5

Here are somé basie linés used to. build
foemns ond solids.

An eikomple of Fg. 1 is the cat. Note Fig. 2
heavy lines in theze examples. '

Fig. 3 is- 0 good one also to. cracte Fig. 4
weight in horizontal view.




The roxt use of fine it o crects motion. Te crecte more movemant, revarse

the arc.
With thiz orc two directions of maova-

meny hove been starad,
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To build further, use the. skraight line,
which relieves the menctony of all
curves:

I5 1his. step; note how the stomach
tins opposes the leg line. Qpposition
. is always good because it is .o part
. of good composition, Work forces
against forces.

. — .
N
Repstition of line is also very. good, / /

_singe it furnishas a necassary contrast
to.cpposition. Note bear's cight rear &Qg

lag and the line of the stomoeh.

v/

Remember your horizenlals, vericals,
and diogonuls, Every piciure should
have -them,

an



For rhythm and sweip In your drow-
ings clways establish o line of action.
Some. of the occe_plecl lires are these.

Basically. the. line-of action is: the: low:
of - grocefu! line:

The neck ond teil .are excellenr for
establishing. this flow; either .con bs
used in different ways, In these two
poses, both are pait of the'line of
ection,

In this cose the tail i used as on-cecent.
Note feg leoding inte like-of oclian.

Accenls are good; for they relievé

the somenass ‘of Fow of aglion —like
o-touch of red on on- all-preen bock- -
ground. ’




Exaggeration

Gat the full usa of your pose, whal-
ever it may b, IF a horse is toking off
) in o leop, really stratch its lags; throw
e e e e the. heod, and body inte. e toke-off.
Hate it another exurnple of siratch,

Weighs

in ihe sketch balow, nste the chang-
ing leg:actions nnd the stretching
of legs.reaching for the ground.
Obsarve wn the middln: drawing how
the sight lsg reocis to the waight of
the body. Note thot The lsft feg is
stiil stratched, and -dewsnt receive the
waight of the bady nil the next’ posa.
Mote how right lag gnd reck ‘are
thrown forward for the next leap.



ACTION ANALYSIS — ANIMATION

Fool waight, stress and strofn, aclion
ond reaction.

Arcs are impoctant in animation, There
is alwoys. g pivol point, but even that
pivol point is- movable, os below. .

The' use of reverse action is.good
. pragfice.

Note the bunching vp ond el&ﬁgj&ﬁhg
of Forms, as in a rabbit toking off. -

Overlapping .action is aricther impor..
tant factor in animotion; where paris
of the body-take différent paths of
action. Note legs: :

3



ACTION ANALYSIS — IMPACT

Like & rubber ball which-elongates in fall-
ing and sguathes on impoct, so. a living body
will resct in comporable -circumstonces. In his
descent, the horse-has thrown his head back,
- his.sirepched. forelegs are reoching te prepere

" artheimpact, and his body elangntes in bis fall, e

The legs. are first Yo réact, toking his weight at
the first shock of s foll. His head pulls down-
ward, ond kis.whole body reverses as he starts
his rofl. The ball on the rebouind elongates

* ogain, oihiotigh At o8 much ds in tha Griginal "

Fall, since it hess;lost some of jts momantum. |
Siriforly, the horse in this:case regains more of
biis r_wrrnq_l_;hape'qs-]\e-__slow;_ dgwn in i_|'|a. roll. -




BRUSH TECHNIQUE

Brush and ink is on excellent medium for
drawing animels. Since the fur textures of
cnimols vary, your brush technique will vary
clio. To show the high sheen of o race horse,
for exormple, | keep my brush stroke thin,
close together, and even, [raving open areos
to suggest high lighls.

Shagginess, which is a. charocteristic of
some cumsls, dogs, éic., may be conveysd
by a dry-brush style. This is obtained by

thinming out your Brush an scratch paper after

you have dipped it in ink. The desire here is
to have the fip of the brush flo; with the thin
edges of the hairs of the brush just wet enough
to give o s5ft tone. The wetness of the brush
ond the pressure of the brush on the paper
determine the tone volue you will achieve.

Regordless of the technigue, | always hold
my brush os | would a pencil, using weist aclion
for my brush strokes.

Here dre some practice .exercises for the
two styles described.






THE HORSE FAMILY — Bone S;tructure-

Without knowledge of the principles
of bena struciure, it wounld be difficulf
te show construcltion, animation, or
caricature. Naturolly the sketeton var-
jeswith the conformation of each type
of animal, bot there & a basic similarity

in the skelstons-of all animals. Here is
o simplified opprouch for the skelston
of a horss. )

Build on the rib' cage’ (here the rib
details ure-"'orniﬂe'qlL )

Starfing with the sgingl column, treot
it, for the sake of simplicity, like o
rubber hose, tagering down ta'a paint
at the tail snd. '

- HINNNNNSSS oS

&z

Next add the vertabrae, simplifisd
again. Note varisty in shope. The two '
high- points are support for lag bones.

qul Gttach fhe :scdpiiln. ' Arrt,vw
points to socket For humerus bone,

12




Finished leg.  For sketching purposes, you can think

\ of it ag-simply a5 this,
' W

The scapula fits around the contour of Next step: odd the back plate for rear
the rib cuge. legs. Note sockets forlegs.

Perspective view of bock:plate and
socket,

20




rear lag, the skeleton is completed.

% i * With the boildiig downward of the

s W : Finished skeiches of bone strueture

) R o



Study each skeleton with tha related
drawing. Obsarve how Hunks ure out
ond knaes furn in én hindguartars —
alse slight knock-knee in stonding pose,

oA
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VARIOUS PARTS

Thinking of the horse in seporate units
will help you 16 visuolize the animol
as a solid, ond to see the relative size
Lo, -'-,‘F":'“!i".";‘}ﬂ.‘”. T

*

Mote the position-of the seapula,

Fit the stemach under.

Parts put tagethar From o side ongle.

26



Thurs is ne aasy veay 1o block in o
horse’s higad, since there are-so many
planes to consider, Once you .are
familiar with the- skill, the job will be
relativaly simples, especially-since much
of the"bone structure of the head .is
vary prenounced.

Thinking of the head in two sections
may. help you: In the lower right-hand

sketch, .nate how both the. neck muscle

and the bone. behind the eye Follow
oround the aqr.

HEADS







MUSCLE ACTION

Like o taut rubber hand, the muscles
elongate in stratched. positions. In
crouthed positions, as inthe firet sketch,
the muscles bunch up. '

‘When the horse pushas. 6FF with hi
foreteet, not only do the leigs
out, but the whole ferdquarter
as well, The neck bacomes Jonger, with
a ot of fension 6n'the undsr muscle

connecting to kis haad.. :

29



. Aheays think d'i""il"l's elasti¢ity of form
Even the iib coge is plikle for squi:h

-anid alongation,
R T M I A v A e iy Sk i
E Y La N L e e e :

Tendons: also pluy ‘un important por.

. ‘Thors: abe p‘oin_;s fo: remember in draw-
ing action: posas; some of which have
been. mentioned before but are
worth. repeating: They ara:
§!re_ss_.-.9_q_d strain
Blongating-ond bunching of form
Waight
Action and reaction

Woeight raaction. ot in the impect from
a high fall.



Boxinain, asshawn hera, iva goed guids
in keaping your figures in parspective.
Without it, it's very easy to miss.

Arcs in. perspective, as shown below,
are worth putting in once you've deter-
mined the perspective of your figure.

Your eya it a pretty gosd judge.

A



ANIMATION —JUMP

Nete how head and Gody lson into
push.coff. .

Animated step in perspactive,



As o proclice. exercise, giva: yorﬁ's_ell:
a problem such as o harse polling o
heavy load forword. Get os. much
drive in the pose as possible. Then
reverse your posa by having the horse
pull against tha lved, backwards,
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THE BEAR FAMILY

8aars are fun to draw, since their

forms are so simple ond compact. Waorl
with os many.shraight lines os possible
when draowing them — the fendency is
Io u3e 100 Baay CHiYgi

Remember the thres body breaks; note
bear below.

Build on your cuter forms when you
start, and follow threugh on the.line
of action as below, from the rear leg -~
to front leg.

On. these qluic‘k sketches, nofe how
focens follow through.




For standing positions, think of the

three units which { have indicoted

below. The high point of the withers

breaks the flow of farm between the
. neck and the back, ... . .

Observe the use of dicgonal and
curved fines in this sketch.












Cubs are small ih muzzle and kigh in
crown, which gives them a high fore-
head. Their bodies are shofl, and
ey ore skighily pigeon-toed like their .

- porents. Keeping the eyes. low in their.- - .; .- . 4]

heads adds to the effect of cutaness. :




POLAR BEARS

rotar boues diffor From wthweee fn LA
their necks are longer and their noses
more pointed. They corry quite o bit
of Ioose hair on the undarside, running

feom the jaw back olong the neck,
chest, and stomeach.




BEARS — CARICATURE

On the adyh; exaggercte the lorge _ The use of haovy jowl. werks nicaly

tarso ond massive “arms.” By keeping on baors. For a silly affect, feave eut
legs short, you accentuate size of body. the. chin on your .character.

For cuteness in smuolf bears keep the
body short and dumpy, the foreheod
high, eyss low, cheek and stomach full,
and the mouth short and small.



For the comie types, { have used two
extremes. ln one sketch, the main mass

is carried in the lewer area, while in -~

the other, it is corried in the chest
areq. In the upper skeich, the thin neck
contrasts absyrdly with the bulk of
the biody.

The pelar beor seems to lend itself 1o
a stylized drawing. Hers, | excgger-
ated the long-neck; pointed note, and
heavy, long forelegs.




COMPOSITION IN ANIMAL GROUPING

Compesiﬁon may be an old story to many -

readers, but for the benekit of those to whom
it is new, 1 should Jike te summarize some
fundamental points, A good picture should be
on effeciive combination of versical, horizaniol,
and diagonat lines. There should be opposi-
fion, such as a verfical opposing a horizontol
line, and repetitioni, where a fine moving in a

S e

cortdin direction is ropeoted in ancther part
of the piciure. Except in abstract compesilions,
the use of curved lines it notural througheut
the picture. it is advizable too, to hove a daki-
_nite line of oction in your picture so that the
viewer can follow the movément. An oecent

it alweys important; since it tends to break
the monotony of a line of action, °

The problem in this slephont picture was
how to stage it most effectively. Believing that
an underneath shot would give the desired
dramatic effect, 1 fiest concerned myself with
a satisfactery pose, in which the observer
would be lacking up. Then | worked out the rest
of the picture so oi to intansify thet effect,
Noie the lines of composition. The girl's hair
is vzed as on aceont.
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To show the pQWBtFUl bulk of these droft
horses, 1 used o three-quarter front perspective.
for dramaiic. effect, the camera angle is low,
thus accentuating the size of the faraquartars
_and the height. of the withers of the horse in .
the foreground, ™ =~ ° o .

The grooves in the earth give movement to
tha picture. The grooves, running downhill
in the foreground creote contrast with- the
up-angle of the fereground horsa.

130



The arrows indicate the paths of action.
The ponther's head in-the background
is used os the accent.




in this layout, the use of diagonal,
vertical, and horizontal lines is em-
phasized. A strong vertical, such as
the left foraleg of the horse in the 4
. foreground,.tends to hold the picture:: . |- f
" together. Néte how it leads into the
three heads. The rear horse’s head is
the occent. Observe the right foreleg
of the horse-in the fead. It furnishes. -
a good. diagonal to the picture, as.... {4
well as extending in the direction of
the rear horse’s heod. (See arrows

in sketch))




[ TSR S . S lL, I:V-A -.: —abian,
:a earr;nA knm !hé dﬁé’s r]dhl ranr 190
through the buck's left foreteg. To direct
glteption to the fown, the marhers
heod is turned to it, and the fawn
iz placad in anather line of motion.
Observe the use of diagonals and
varticals, ond the repetition of hoth.
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Agein in this drawing, the various paths
of action cre indicated by arrows.
A strong line of action from the right
hind leg of the rear horse Follows
threugh to the left foreleg of the front
horse, Here, the reor horse's head
warks as an accent. The angle of

" the front horse’s head is in opposition

to the line of his left foreleg. The
lett fareleg of the rear horse gives
a vertical line to the, picture.

i
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