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Many students of animation are understandably challenged by the convincing portrayal 
of animals in motion. The sheer number of different species alone can make this task 
seem overwhelming. Yet, there are basic principles that, when followed, create a useful 
roadmap in negotiating this territory.

This marriage of biophysics, gravity, time, and motion can be learned and expressed in 
different ways. For some, like myself, it is an intuitive process, from a lifetime, beginning 
in earliest childhood, of unconscious yet focused and intense observation on what makes 
each animal and animal group special unto itself—the beauty first of all of the anatomy 
and then the beauty of that anatomy in action. All animals, from the tortoise to the tiger, 
have their own variation of dance. I was fortunate, through my parents and grandpar-
ents, to have been constantly exposed to animals of all kinds, from tadpoles to horses, 
nearly all of my life.

Not everyone, however, has that opportunity, especially in today’s lifestyles where more 
people spend increasingly vast amounts of time indoors staring into digital screens rather 
than outside viewing reality, where animals live and have their being. Thus, there is a 
mental disconnect. What makes the cave paintings at Lascaux and Altamira so living 
and vibrant to this very moment is that those ancient artists abided in the animals’ world 
and observed them every day.

It is absolutely essential to understand animal anatomy, and indeed, it is a lifelong 
 vocation, if one is to become a successful wildlife artist and animator. But to take that 
anatomy and animate it, one must go that extra step. This book is a useful tool and guide 
in doing just that, breaking down motion and form into a formula that is easily grasped 
by both students and professionals alike. Rather than concentrating on anatomical 
 subtleties, Michael distills the essence of motion and form, and how they work together, 
looking at the big picture of gesture and action, rather than the morphological details, 
which can be added later depending on the nature of the intended audience, project, 
or artistic vision.

Thus, this book bridges the gap, and the fact that Michael observed these principles in 
nature, whether in zoos, the countryside, or his own backyard, should likewise  encourage 
all aspiring students of animal art, animation, and creature design to get outside and, 
using this volume as their guide, rediscover these delights, and the animal world, for 
themselves.

Terryl Whitlatch
October 31, 2010

Foreword



x Foreword

Design by Terryl Whitlatch

This is one of a number of concept sketches for a giant elephant creature, based on 
prehistoric proboscideans, and combined with a bit of sauropod and dimetrodon. 
She's alarmed by something, and has arrested her walk to swivel toward it. It must 
be something significant or unusual, because she has no natural enemies….



The photo above was taken at The Starlight Cafe in Greenville, North Carolina, in 
December of 2009. I described to my wife, Ellen, the secret sauce for this forCE  
animal drawing book I committed to write. This was the first time I had put my ideas on 
paper. The sketches revealed to me that I had something new to share with the art 
community, and I was very excited to get started.

Here I am now ten months later, in my basement office—or what Ellen likes to refer to as 
my man cave—a little wiser to and more appreciative of the complexities of drawing 
animals. I have spent a great deal of time at the oakland and San francisco Zoos, 
 visited Safari West three times, and spent numerous hours watching videos frame by 
frame from any channel that would telecast animal life. Let me humbly say, my first two 
books were MUCH easier to write and illustrate than this one.

Preface
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Force: Animal Drawing and Design describes how the abstract theory of forCE 
relates to the animal kingdom! This book marks the third in the forCE series and rounds 
out the library for drawing live subjects. The ability to draw humans and animals is a 
requirement for a portfolio to secure a job in the world of animation at the top studios. 
These present requirements are the same as sixteen years ago when I was accepted to  
Walt Disney feature Animation. The question to ask here is “Why do Disney and other 
animation studios want you to be capable of drawing people and animals?” To help 
answer this question, let me begin with another question: “Why do we bother drawing 
a live human being in the first place?”

The answer to this question is … (drum roll) because you and I are human beings and, 
due to this fact, we can rELATE to the human model. We can understand physically 
what the model is experiencing because we are extremely similar to him or her. We 
understand how the model's body works, pulls, stretches, and bends. We understand 
that certain poses tell certain stories and represent emotions. A slumped-over pose 
with a person's hands covering their eyes usually depicts sadness. A pose with arms 
stretched straight above the head, fists clenched, and chest pushed out means tri-
umph. Imagine rocky Balboa reaching the top of the stairs at the end of his physical 
and emotional journey and then slumping his shoulders forward, bending his head 
down into his hands, and rejoicing in his accomplishments. We are so accustomed 
to what postures signify that we take for granted their universality.

The above photo of Ollie Johnson, Walt Disney Feature Animator, presents the 
studio’s dedication to studying from life. © Disney.
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How does this relate to the entertainment industry or, even better, to this book? 
Everyone else who spends money on the entertainment industry is a human being! 
So what? Well, other human beings are what you can most relate to, right? A film 
about motionless, expressionless rocks will not move you in a heartfelt, entertaining 
manner.

So why are there so many films with animals representing people? first off, many animal 
emotions are expressed using the same mannerisms and poses in which we humans 
express ours. My theory is that an animal is not a specific human, so more people can 
relate to the specific HUMAN emotions of the character without the need to see past the 
specifics of the character's facade. Sometimes tough subjects can be approached since 
it involves a character one step removed. We have in many ways humanized animals. 
These are some of the reasons why animation studios want to know whether you can 
draw humans and animals. obviously, I did not know any of this when I was attempting 
to obtain a job by learning how to be the best draftsman I could be.

I am here to tell you I have come full circle in answering why I do it. I draw animals and 
people because I want to CoNNECT to my subjects. I want to empathize with them in 
some deeper manner than just copying what I see. An amazing method of deeper 
expression is Force. Through this method, you learn to understand the abstract ideas of 
forCE and how gravity, anatomy, environment, and many other factors affect the sub-
jects you are experiencing. The method of drawing with forCE will allow you to better 
 experience the physical and emotional expression of your subjects, bringing you closer 
to their experience.

“our task must be to free ourselves…by widening our 
circle of compassion to embrace all living creatures 

and the whole of nature and its beauty.”
Albert Einstein

Here are a few reasons why this forCE animal drawing book is unique:

1. You will learn how to draw animals through the theory of force.
2. This book is organized by the different types of animal locomotive anatomy. That 

structure makes this the first book of its kind. Within each chapter, we investigate 
how force, form, and shape affect that specific type of anatomy.

3. I take one revolutionary, simple animal shape based on force theory and apply 
it to the different types of animal locomotive classes. This approach will simplify 
your outlook on drawing animals.

4. The last chapter of this book discusses a method with which to exaggerate animal 
designs.
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Let's get started with some of my top-level, key concepts learned from the act of drawing.

Key COnCepTs

Fear

Since writing my second book, I have taught at Pixar and DreamWorks, and I am here 
to say that whether or not you are a professional, there is still fear to conquer! fear is 
the most detrimental blockade to the forward pursuit of education. fear comes in all 
forms, some more obvious than others. The top reasons for fear I have witnessed from 
myself and my students are:

1. fear based on perfection. “My drawing has to be perfect. If it is not, then I have 
failed and thus I am a failure.”

2. fear of the teacher. “I hope I am doing the right thing.”
3. fear of judgment. “I don't want others thinking I am stupid.”

The fastest vehicle out of fear is listening to your internal dialogue. Notice when and why 
you are indecisive or concerned. Allow drawing to be about your experience and curi-
osity, not the final product. YoU create the fear, so rid yourself of it! It will only slow you 
down. remember, you are drawing, not jumping out of airplanes, hunting sharks, or liv-
ing in the Depression, so fear nothing!

“The greatest barrier to success is the fear of failure.”
Sven Goran Erikkson

Risk

To be able to grow, you must take risk, or what you perceive as risk. risk to one indi-
vidual is the norm to another. Be aware of that. Use your curiosity and passion for 
learning to push through your risks. This is where your courage and pride will come 
from. To have opinion, you MUST be able to take risk! You MUST move beyond your 
fears. You MUST be willing to fall on your face to pursue your creativity and become 
more than who you are today! once you break the bonds of fear, and love feeling risk 
while you work, you will never turn back.

Opinion

Strengthening your ability to take greater and greater risks allows you to get out of the 
“kind of” mindset. New students look at life and “kind of” see it. You must see truth to 
form opinion. opinions come from heightened clarity! Much of this clarity comes from 
knowledge. Your search for knowledge comes from curiosity. Don't draw with medioc-
rity. Strive for opinion through clarity. What are you trying to say? How do you feel 
during your experience of drawing the subject?

Use creative ideas when drawing animals. You might have a thought that is an analogy. 
Perhaps the animal's pose reminds you of a natural power, architecture, a culture, a time 
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period, a character, an automobile, or another famous artist's work. Draw upon your 
intuition to inspire your experience.

Vision and empowerment

When I was in school, I would play games with my own mind. I would look at the 
model and then envision what my drawing would be on the page. My image of my 
drawing was far beyond my abilities at the time, but I do believe that the repetition of 
this activity allowed me to believe in myself and attain my goals more quickly. It is 
empowering to ask yourself if you are doing your best and answering honestly. You are 
capable of more than you are achieving. Hold yourself to excellence. I promise you 
that you will be amazed by your abilities.

Hierarchy

Thinking hierarchically, or from big to small, is a profound method to assess challenges. 
Hierarchy creates a clearly defined path and priorities that then assist in the comprehen-
sion of complex ideas. It seems to be human nature to initially resist this idea. We want 
to get mired in the details instead of seeing the big picture. Hierarchy is so profound that 
you can use it on anything, not just your drawing experience. It could be used to orga-
nize work procedures, your process for food shopping, the flow of automotive traffic, 
personal relationships, and more.

When you are drawing an animal, the whole pyramid represents the main idea of the 
pose or moment. Then within it, the top of the pyramid is the biggest idea, and the ideas 
get smaller as you travel down the levels of the pyramid. So, a pose is the whole pyra-
mid: The top is the hip to ribcage to head relationship; the next tier is arms, legs, and 
tail; and then the last is hands, feet, fingers, and toes. As you get more sophisticated, 
the top of the pyramid might be the face and right paw because they best represent the 
main idea or story of a pose.
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Contrast and Affinity

While I was working at Walt Disney feature Animation, one of the best rules I 
learned was “CoNTrAST CrEATES INTErEST.” Never forget that. Beware medioc-
rity through the lack of contrast. Look for idiosyncrasies. Watch out for symmetry, par-
allel moments, and monotonous line. This rule works for character design, landscape 
painting, film editing, writing, and all works artistic. Contrast is self-explanatory, but 
how many ideas can be contrasted? That is where the magic happens. A line on a 
piece of paper can have much contrast or little contrast. Is the line parallel to the 
edges of the paper, or is it at a forty-five degree angle? Is there variety in the weight 
of the line? How long or short is the line? Does it go off the page? All these possibili-
ties represent different ideas in the world of art. remember that every mark on the 
page has meaning, a meaning to create the bigger purpose of the artist's statement!

Affinity, or unity, means the similarity between items in the drawings. Now, with the ani-
mals, there is the obvious, such as two hands or two feet. In experiencing them, there 
can be patterns in shape, color, tone, line, and much more.

Design is an abstract way of looking at our world and using it to communicate our thoughts. 
Your art is only as powerful as your thoughts and how you communicate them with your skills. 
I hope to present you with some new tools to assist you in communicating your experiences.

Now let's get down to brass tacks: how to illustrate and experience forCE.

FORCe: Line is An iDeA!

As a refresher to some of you or a new concept to others, the idea behind forCE is to 
comprehend and experience a live creature's energies created by its anatomy relative 
to the pull of gravity. In my first two books, Force: Dynamic Life Drawing for Animators 
and Force: character Design from Life Drawing, I was focused on the functionality of 
the human form. In this book, we are obviously focused on animals. If this is your first 
forCE book, this will be an exciting and new method with which to experience the 
life around you through the process of drawing. If this is not your first forCE book, the 
new concepts on how to draw animals through similar processes you have been using 
with the figure will be enlightening and liberating.
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So, let's start with line. The preceding image shows three examples of line. The two on 
the left represent common methods of mark making with which an artist executes a line or, 
in my terms, the artist's idea. The lines you place on a page are a direct reflection of your 
thoughts and emotions—nothing more, nothing less. That is why the way in which you 
draw a line is So IMPorTANT! Due to this point, the line on the right presents the forCE 
line. It is one stroke that represents one idea. Example number one represents small 
thoughts and two is typically careless thoughts. Power lies in its clarity and meaning.
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Directional FORCe

Did I say one idea? Actually, the forCE line represents three ideas. That's right, three 
ideas in one darn line! Line can represent even more than that, but for now let's focus 
on the forCE line's three main components. They are the beginning, middle, and end.

When you are thinking about forCE and confronted with your subject, focus on a main 
event that clearly jumps out at you. That will lead you to feeling that forCE by stroking 
your way into it, which is how you find the CoMING froM segment of the forceful line. 
Then you push your way through the event, feeling its power, and as you do, you look 
to see ahead where this forCE is GoING To!

I call this forCE the directional forCE because it directs forCE from one location in 
the subject through an event to another location.
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Applied FORCe

The vertical arrows in the preceding image represent directional forCE. The horizon-
tal arrows in the image represent applied forCE. Applied forCE directly affects the 
curvature of a directional forCE. The image on the left shows a weak amount of 
applied forCE. The small horizontal arrow, pushing upon the vertical directional 
forCE, presents this. The directional forCE on the left has barely any curvature; this 
tells you the applied forCE was weak. You can take the same directional forCE and 
add more applied forCE to it from the side, as shown in the right diagram, and see 
how much more curved the directional forCE becomes.

It is crucial to understand applied forCE for a few reasons. When you are in the act of 
drawing a directional forCE, the strength or weakness of the curvature of that line is 
dictated by the amount of applied forCE driving into it. Also, the energy that you are 
about to apply to the next directional forCE is decided while you are drawing the 
directional forCE you are involved in at the moment. These two thoughts are the 
CoMING froM and GoING To that we just discussed regarding the prior illustration. 
Whew, a lot to swallow. This will make more sense with the next illustration.
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Rhythm

rhythm is the act of one directional forCE applying itself to the next. When you have 
two directional forCES, you have one rhythm. The rhythm on the left side of the page is 
weaker, simply because the angles of applied forCES represented here by the straight 
arrows are weaker. on the right, you can see an illustration of a more dramatic rhythm 
because the angles with which the applied forCES approach the directional forCE 
are much stronger, forty-five degree angles. forty-five degrees is the strongest angle on 
the page. It is the medium between perfectly vertical and horizontal. If you want drama 
in your work, think about the forty-five.
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FORCeFuL sHApe

The Don'ts

The vast majority of this book will build on the premise of forceful shape. The forCE 
lines create the shape. The way I like to discuss the forceful shape is by starting with 
what NoT to do. The preceding images show three examples of what NoT to do 
when drawing forCE.

The image on the left shows two parallel directional forCES that define this grayed-in 
shape. The issue with this shape is that we have two directional forCES and no rhythm. 
This has to do with the symmetry created with the two lines. We have created something 
similar to a pipe. The black arrow here represents the vertical direction of forCE with 
no chance of creating rhythm.

The image in the middle shows forCE crashing into itself at the top and bottom of the 
shape. Again, this is due to symmetry. Two lines that create a shape like this sausage do 
not allow forCE to bounce from left to right.

The image to the right shows forCE equally squeezing into itself from both sides on this 
shape. This causes forCE to get trapped within that shape. This again is due to sym-
metry. So what does all this information suggest? Do everything in your power to stay 
away from symmetry if you want to experience forCE! If this is the case, what type of 
shape exemplifies forCE?
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The shape above does: the straight to curve shape. The shape is asymmetrical. forCE, 
represented by the curved line, simply moves through this shape and around the straight 
line to the next shape.
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When this occurs, we attain interlocking shapes that still create rhythm! forCE seam-
lessly slides from one shape to the next around the structural, straight ideas.
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A challenge that transpires in drawing animals that does not in drawing humans is the 
great potential for parallel shapes. At first glance, this shape seems to occur most obvi-
ously in the unguligrade class legs (horses, giraffes, etc.). Your job is to look more 
closely and think about the function of forCE in the shape. Here are some methods 
with which to do so:

1. This is an example again of two straight lines parallel to one another. This shape is 
absent of force.

2. The way to add some force to the shape is to angle one of the lines and create a 
more arrow-like shape. Although it is not as aggressive as the curve, you still retain 
a sense of energy moving down the arrow shape.

3. This last shape is an iteration on the forceful shape. The curved line here is con-
cave though instead of convex. This shape occurs in animals due to the stretching 
of skin from joint to joint. Be careful not to overuse this shape because it can pull 
force out of the animal design.
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returning to the concept of oNE LINE EQUALS oNE IDEA, stay on top of where one 
idea ends and another begins when designing shapes. In the above illustration, the line 
that runs along the left side of the shape is actually composed of three separate lines or 
ideas. Although it looks as though lines one and Two are one line or idea, they are not. 
Line one is a concave curve, and line Two is a convex curve. To draw from one directly 
into the other without recognition of this fact causes a disconnect from forCE. The long 
line on the right side of the shape is the actual forCE running through the page. This 
means that the lines on the left are there to support that concept. If the left side becomes 
too soft, the shape will fall apart.

So those are the basics of forceful shape. Let's take these principles and bring them to 
the three different locomotive classes of mammals covered in this book: plantigrade, digi-
tigrade, and unguligrade.



Chapter 1

There is only one anatomical structure to understand when drawing human beings. In 
the animal kingdom, there are many. This vast difference lead to numerous architectural 
iterations for the book. Other animal drawing books present their ideas on a per ani-
mal basis, but that did not make much sense to me. My focus was NOT to teach you, 
the reader, how to draw a bear or horse. I want you to leave this book with a broader 
understanding: fOrce in ALL mammals in a manner that would allow you to draw them 
with or without reference through the application of some simple rules. Since this book 
is based on the abstraction of fOrce, it made perfect sense to compose the chapters in 
the main three mammal locomotive classes. They are plantigrade, digitigrade, and 
unguligrade.

This approach was still not a simple enough manner with which to draw all mammals, 
so I dug deeper. My epiphany was that the main difference in these mammals is the 
adjustments made in their appendages or front and back legs, not in the trunk of their 
bodies. These changes determine how fast the animals move. In general, a plantigrade 
animal is much slower than a unguligrade, for example. These two animal types are 
designed to function against friction and gravity in two different ways.

My research led me to another incredible find, one that will change the way we per-
ceive the animal kingdom and thus how we connect to and draw it. Join me now, 
through the step-by-step process I experienced to reveal this discovery.

Since I am not an animal but a human, I started with human anatomy and analyzed how 
it is different from an animal's. Always start with what you know. Let's go through these 
steps together to better help you understand my conclusions.

The FORCE Animal
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Step One

Let's start with the human body. For the sake of this lesson, I have numbered the 
FORCeS in the diagram to the left to match those found in the diagram on the right.  
the main concept to focus on in the upright human is rhythm's functional design 
defined by a left-to-right motion. this motion is caused by gravity unfailingly pulling 
down on the human body. Our anatomy has reacted to this pull and therefore is 
designed to function with this invisible FORCe'S constant pull on us.

the image on the right presents the human body's FORCeS horizontally. Basically, we 
have support against gravity in our hips and ribcage/shoulder regions. Our belly 
and neck/head areas hang from the supportive regions.
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Step twO

FORCe Comparison between Man and Animal

the human body is designed to stand upright. It has four major FORCeS that balance 
out the masses of the trunk of the body. when this silhouette of FORCeS is compared 
to an animal's, an interesting difference becomes apparent. the animal has one less 
directional FORCe than the human. why does this occur? the rhythm of the animal is 
as follows:

1. there is an upward FORCe in the hips, similar to the human.
2. then there is a downward FORCe in the human lower back. In the animal, 

downward FORCe occurs much further up the spine where the weight of the 
ribcage and all the animal's internal organs are pulled down by gravity. this 
difference will lead us to further investigation.

3. In the human, the third FORCe pushes up into the upper back, where in the 
animal we find our last FORCe pushes up the neck and head. So the FORCe that 
is missing in the animal is the upward FORCe in the shoulders and upper back. 
Let's take a closer look at this region of anatomy and figure out why this is 
occurring.
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Step thRee

Front View Cross-Section: Man-to-Animal Comparison of Scapula 
(Shoulder Blade) Movement

this image compares the shoulder blades on a human versus an animal.

1. the human's ribcage is in a more horizontal alignment. the blades slide left 
and right along the back of the body. they can also rotate to some degree 
on the back's surface.

2. An animal's ribcage is primarily vertical in its alignment. this allows for the 
blades to slide along the long axis of its ribcage. this also stops animals 
from stretching their forelimbs away from their ribcage, otherwise known as 
brachiating.
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Step FOuR

Skeletal Differences in the Shoulder Region

A few observations are of utmost importance here:

•	 Primates	and	humans	have	clavicles,	or	collarbones.	The	close-up	image	on	
the bottom presents that skeletally the clavicle (attached to the ribcage), 
scapula, and the humerus, or upper arm bone, all lock into one another. this 
is VeRY IMpORtAnt! why?

•	 This	image	shows	that	if	a	human	were	to	lie	horizontally,	similar	to	a	push-
up position, this position would affect him by skeletally supporting his 
 ribcage and upper body because of the chain of structures we just discussed. 
this observation is important because if we remove the clavicle/collarbone, 
the scapula has nothing to attach itself to and neither does the humerus bone 
in the upper arm! Just to make my point clear, this means that all the weight 
in the front end of an animal's body is supported by the sliding scapulas and 
the muscles that surround them. when we, as human beings, do a push-up 
and position ourselves horizontally, our ribcage and internal organs are sup-
ported by the skeletal structure of the clavicle, scapula, and humerus! An 
animal does not possess this skeletal support!

•	 The	ribcage	and	all	the	internal	organs	of	the	animal	suspend	from	the	two	
pillars of the forelimbs. this is crucial to the number of FORCeS in our FORCe 
animal and where the FORCeS are located.
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the BIg ReVeAL!

here is the silhouette of our FORCe animal. this animal is what all others will evolve 
from. Isn’t it beautiful? perfect efficiency. the shape is broken down into three 
sections. each section comprises a straight to curve shape that links up with the next 
one in the adjacent section. the orientation of this shape is called out with a separate 
illustration of a straight to curve shape. Let's discuss:

1. this area represents the upward FORCe in the hip region. this occurs here 
because the spine is attached to the hips. the bottom of the shape in this 
area offers a straight line to support the upward FORCe.

2. this section presents what we have been discussing for the past few pages. 
Area two represents the downward FORCe of gravity pulling on the animal's 
ribcage and organs. here, the major change in FORCe compares to human 
FORCeS. the straight line along the back shows the support needed to sus-
pend the animal's weight from area one to area three.

3. the opposing FORCe found here lifts the animal's head through the structure 
of the neck. the more horizontal the animal's natural orientation, the lower 
on the skull the spine is attached.
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FORM

the image to the left integrates 
FORCe, form, and shape to 
create the forceful animal. I 
threw a grid along its surface, 
clearly accentuating its form. 
now you can see how it fills 
space.

So let's test-drive this design a 
bit. the poses to the left present 
the FORCe animal shape filled 
with form. See the flexibility 
and form. no limbs yet.
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Just to add the slightest bit of 
anatomy, the preceding quick 
sketches of the FORCe animal show 
tone representing the head, 
ribcage, and the hip regions. 
Simple form and overlapping lines 
present us with perspective. these 
simple forms remind me of the first 
animal we will discuss.

A seal! As I mentioned in my 
previous book, Force: Dynamic Life 
Drawing for Animators, “Learn to 
draw mammals by understanding 
the simple form of a seal first.” the 
simple, clean shape of the body 
rep resents a great specimen for 
under standing the FORCe mammal. 
You don’t need to get caught up in 
all the extra anatomy attached to 
the fore and rear limbs. Most of that 
anatomy is buried within the shape 
of the mammal's body.
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here is our first animal-to-human comparison image. the comparison images are 
designed to clearly present a quick snapshot of many different aspects of the specific 
animal. this same layout will be applied to multiple animals throughout the chapters 
in this book. Following are the different areas and the information they present us 
with:

1. the silhouette of the seal based on our FORCe animal shape with the skeletal 
system found within the shape. here, we will also find the three major 
FORCeS that define the shape.

2. human anatomy of the rear leg and foot to compare to the animal in 
question.

3. A pull-down image of the seal's rear limb compared to a human's leg.
4. A pull-down image of the seal's forelimb compared to a human's arm.
5. the human arm, used to compare to the forelimb of the mammal in 

question.
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when you’re drawing animals, notice the cresting of the animal's scapula/shoulder 
blade beyond the top edge of the animal's body shape. this visual protrusion signals 
applied FORCe thrust upward by the vertical directional FORCe fighting gravity. this 
protrusion causes confusion among many artists between the scapula's upward FORCe 
and the downward FORCe in the ribcage. Yes, this upward FORCe in the shoulder region 
due to the lack of the scapula attachment to the collarbone creates a suspension-
bridge-like schematic, but don’t forget the drop of the ribcage sweeping into the neck 
occurring behind the scapula!
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A clear example of this contrast in silhouette is a giraffe and an anteater. giraffes eat 
the leaves off acacia trees. Because of this, they have a long neck and legs. their 
scapulas are enormous, defining the large triangular shape of their bodies and 
supporting the heavy front end that they carry. the anteater, on the other hand, eats 
ants. Its short and stubby legs traverse over the landscape while its vacuum-like 
snout searches and sucks up food. Its snout curves toward the ground, not the sky. 
Its body silhouette, created by anatomy, derives from the animal's function.

the silhouette of an animal's trunk can drastically change based on the functional 
design evolved for today. the animal's environment helped mold the most efficient 
machines. the design of the animal's anatomy derives from eating habits and its 
methods of motion, protection, and hunting. this design comes from the environment: 
temperature, terrain, food source, and so on.

the animal's lung size legitimizes the animal's need for oxygen, which comes from its 
physical exertions. this size changes the silhouette.



12 fOrce: Animal Drawing

Let's discuss the different grades of animals’ locomotion, or walking. As mentioned 
previously, I will be using comparative anatomy throughout the entire book. So the 
above illustration shows the different grades based on human anatomy. this is how 
they function:

1. plantigrade: these animals plant their entire hand and foot on the ground. 
Similar to a human being.

2. Digitigrade: the definition is that these animals walk on their toes, but I see 
it more as walking on the pad of the hand or ball of the foot.

3. unguligrade: these animals walk on their fingertip or toe.


