LESSON 9 - 2ND TERM — THE DRAWING PATH

The Skeleton as Armature

The skeleton determines every proportion, movement range, and surface landmark. Understanding it
is the foundation of consistent figure drawing.

BEGINNER

Think of the skeleton as the wire armature inside a clay sculpture — it determines everything about how
the figure can move and what it looks like from the outside. The main things to know as an artist: the
overall proportions (the body is roughly 7.5 heads tall; the halfway point is the crotch; the elbows align with
the navel), the bony landmarks that show through the skin (collarbone, sternum, shoulder blades, iliac
crest, knee cap), and the joints and what they allow (the ball-and-socket shoulder allows full rotation; the
hinge knee only bends one way). You do not need to memorize every bone — you need to understand the
structure well enough to feel when something is wrong.

HOBBYIST

The skeleton as armature concept becomes most useful when drawing figures in unusual or extreme
poses. If you know the joint positions and movement ranges, you can determine whether a pose is
physically possible and where the bony landmarks will be visible. The iliac crest of the pelvis shows
prominently on lean figures; the scapula shifts position dramatically when the arm is raised. These internal
structural changes create the surface forms. Study the skeleton not just in standing position but in the
poses you most commonly draw: seated, reaching, running, bent.

PROFESSIONAL

Medical illustrators and the most technically rigorous figure painters develop a working knowledge of
skeletal anatomy equivalent to a first-year medical student's — they can name and locate every bone and
understand each joint's movement range. For most artists this level is not necessary, but the principle is
sound: the more you understand the underlying structure, the more convincingly you can draw the
surface. Burne Hogarth's Dynamic Anatomy approaches the skeleton as a dynamic machine, analyzing
how each bony structure contributes to the figure's movement capabilities. This makes figure drawing a
structural problem rather than a surface-copying problem — you are building from inside out.



