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Costume rendering is not the final step in a design process; it is

not exclusively a means of communication. Rather, I believe,

rendering is an essential tool throughout the full process of

design. It is the means by which I search, build, and shape a

character. In my design philosophy, the act of rendering is the

act of design.

This search for character continues even off the page. Over the

course of my career I have had the good fortune to work with

a number of incredible artists that have shaped my

understanding of art, theater, and design. Directors Tim Bond,

Joy Zinoman, and Peter Brosius have been particularly

influential collaborators. Each of them has been relentless in

their search for character throughout the design process,

refusing to let go until they wholeheartedly believe in the

person I have presented on paper. I have adopted this fierce

and relentless approach to the search for character in all of my

work, and I bring this same perspective to my students at the

University of Maryland. My students know that it is not enough

to simply render well, that success in costume design means

capturing the essence of character on the page.

However, I realize that the search for character can often be

hampered by a lack of fundamental skills and techniques. With

this book I hope to provide young designers with a guide to

developing those foundational skills, from drawing a dynamic

human body in motion to creating layered and textured

clothing through paint. Proficiency in rendering is developed

through hours upon hours of practice, and I encourage any

young artist seeking to develop their rendering ability to

commit themselves to a routine of daily sketching. This text can

be a helpful guide in developing and deepening that routine. It

is my sincere belief that dedicated rendering practice utilizing

this text can provide a young designer with the skills and insight

necessary to open themselves up to a greater exploration of

character.
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PROPORTIONS OF THE FIGURE

One common way to understand the proportions of the body

is to map out key points in the figure using the length of the

head as a unit of measure. By comparing the length of the head

to other distances on the body we begin to train our eye to

see the proportions of the figure. The height of the head then

becomes a “ruler” by which we can begin to understand and

compare the rest of the vertical measures in a body.

Many figure drawing texts declare that the human figure is

typically 8 heads tall. In my experience, this results in a long and

idealized figure appropriate to fashion illustration. I prefer to

utilize a more realistic sense of proportion and work with a

figure that is 71⁄2 heads of vertical space.

Here you can see the relative measures of both the male and

female form. You can use the length of the head to find the

placement of the nipples, the navel, the crotch, the mid-thigh,

the base of the knee, and the ankle. Note that the feet will take

roughly a 1⁄2 head of vertical space.

C R E A T I N G  T H E  S K E T C H

FIGURE 1.1 Male 7 1⁄2 Head Division FIGURE 1.2 Female 7 1⁄2 Head Division



4 Creating the Sketch

Let’s look at the proportions of the 7 1⁄2-head figure as seen in

real people. You will notice there is some variation among

individuals, which is natural. You should view the 7 1⁄2-head

standard as a guide rather than as an ironclad rule. Regardless

of how tall a person is, you can observe how parts of the body

relate to each other similarly in different statures; for example

in most people the wrists fall at the crotch level and the elbows

generally land at the navel. Take time to observe people

around you to get comfortable gauging these proportions.

FIGURE 1.3 Actor Biko Eisen-Martin in Mock-up Fitting

Photo by author.



Creating the Sketch 5

FIGURE 1.4 Actress Brynn Tucker in Mock-up Fitting

Photo by author.



GESTURE SKETCHES

Once you have an understanding of the proportions of the

human form, begin working towards capturing the entire body

in a few quick strokes. This is called a Gesture Sketch. By

practicing these quick sketches you will become comfortable in

capturing the energy of an active body, which in turn will make

your renderings feel like real people on the page. This is

incredibly beneficial when sharing your ideas with a director 

or design team.

I encourage my students first to figure out what the pose or

posture of the character is. An active pose helps to contribute

to the realness of the figure, and makes the difference between

a flat drawing and truly capturing the character. Poses should

relate to a key moment in the play or focus on the physical and

emotional traits of the character, such as age, status, stress, or

joy, and so forth. (For more examples of this, see ‘Finding the

Pose’ at the end of this chapter.)

6 Creating the Sketch

Example 1

In this example, I began by clearly marking out the head lengths.

Then I made a quick gesture sketch to find the proportions

relative to those head lengths. I then worked on top of that

gesture sketch to find the rough dimensions of the torso and

the finer details of the body, which we will look at further in

this section.

Here I marked out the appropriate head lengths before I began

working. You can also check your work as you go by measuring

the head lengths after you capture the rough shape of the

figure.

FIGURE 1.5 7 1⁄2-Head Lengths



Example 2

Again, you can lightly mark out the appropriate head lengths

before you begin working, or you can check your work as you

go by measuring the head lengths after you capture the rough

shape of the figure.

The goal of a gesture sketch is to feel out the action of the

figure, to plan the layout of the figure on the page, and to find

the general proportions of the figure. All of this is done while

retaining looseness in your rendering.
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FIGURE 1.6 Step 1: Capture the General Proportions FIGURE 1.7 Step 2: Sketch Out the Action of the Figure



Example 3

Capture the whole figure in a few quick strokes before moving

on. Do not focus on details. Rather, your aim is to quickly mark

out the space your figure will take up on the page.

8 Creating the Sketch

FIGURE 1.8 Step 1: Capture the Proportions FIGURE 1.9 Step 2: Sketch Out the Whole Figure



Example 4

Just as the head measurement marks were a guide for finding

the gesture sketch, the gesture sketch becomes a guide for

placing the lines of the costume.

Creating the Sketch 9

FIGURE 1.10 Gesture Sketch



10 Creating the Sketch

FIGURE 1.12 Gesture Sketch: Step 2

The gesture sketch can be used to find the placement and

proportions of interacting figures. By drawing the male figure’s

limbs, which would otherwise be obscured by the female 

figure, I am able to find a more accurate placement for all the

major points of the rendering.

FIGURE 1.11 Gesture Sketch: Step 1



CORE MASSES OF THE FIGURE

All motion of the human body originates in the torso and has a

direct relationship to the hips and head. Understanding and

accurately depicting the relationship between these three large

masses will give your renderings a sense of natural movement.

To begin, think of these three masses—the head, torso, and

hips—as three simplified cylinders. Reducing these masses to

their simplest shape allows you to see the relationship between

them. Imagine that these three cylinders are joined together on

a flexible spring or spine. Because these three forms are

connected, one cannot move without affecting the others.

Creating the Sketch 11

FIGURE 1.13 Costume Design by the Author for Les Blancs, Oregon
Shakespeare Festival

FIGURE 1.14



If you need help visualizing this relationship, stack a set of

tumblers on top of each other. Where they connect is your

waist. If you were to bend to the side, your waist would

expand on one side—tipping the two tumblers towards each

other on one side and away from each other on the opposite

side. If any cylinder tips, the cylinder above it will react by

tipping in the opposite direction.

These cylinders are building blocks for your final figure. Once

you establish how they are arranged, you can work to find the

more specific contours of the human figure.

12 Creating the Sketch

FIGURE 1.15 FIGURE 1.16



The examples on this page show how the three core masses

can be used to create bodies in motion.

Creating the Sketch 13

FIGURE 1.17

FIGURE 1.18 FIGURE 1.19



Here we see how to think of the limbs as well as the core masses as simplified

cylinders. In Figure 1.21 we begin to flesh out those cylinders. Note how the line of

the shoulders and hips tilt towards each other on one side and away from each

other on the opposite side.

14 Creating the Sketch

FIGURE 1.20 FIGURE 1.21



In Figure 1.22 we see how to visualize the skeleton within the figure. This text is

not intended as an anatomy reference, but artists will benefit from an ability to

visualize the placement of the ribs, hip bones, and spine. Figure 1.23 shows this

same figure mapped out with 7 1⁄2 heads. Utilizing these various ways of thinking

about the figure helps an artist establish, confirm, and correct the proportions of

their rendering.
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FIGURE 1.22 FIGURE 1.23



In this example we see again how visualizing the skeleton,

thinking of the core masses and limbs as simplified cylinders,

and utilizing a 7 1⁄2-head measure leads to a three-dimensional

and realistic figure. Rendering the costume is a joy when you

have an accurate figure to work with.

16 Creating the Sketch

FIGURE 1.24
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FIGURE 1.25



THE HEAD AND FACE

The head is divided into two parts, as the green lines indicate in Figure 1.26; the

eyes are halfway between the top of the head and the bottom of the chin. The face

is divided into three parts: the eyebrows are 1⁄3 down from the hairline, then there is
1⁄3 to the base of the nose, and then again to the chin (as shown in red). Using the

eyes as a guide, the width of the face should be divided into five sections (as shown

by the blue lines) with each section an eye-width.

18 Creating the Sketch

FIGURE 1.26 Basic Face Proportions



The profile has the same proportions as those from the full-face view. The ear is

positioned between the eyebrow and the base of the nose, and is behind the

center vertical line.
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FIGURE 1.27 Basic Profile Proportions



Sketch in the eyes, eyebrows, nose, mouth, and the ears on the

placement line; fill out the hair over the skull. Keep sketching

lightly at this point. You may need to correct some errors.

20 Creating the Sketch

Step-by-Step Drawing the Head and Face

When drawing the head, always start with an egg shape, as the

egg shape is used in all views. Sketch a simple set of feature-

placement lines on the shell of the egg shape.

FIGURE 1.28A Drawing Face: Step 1 FIGURE 1.28B Drawing Face: Step 2



Features are explored gradually and you are ready to draw the

finished result.

The following four examples show how I use these steps to

draw heads and faces in my renderings.
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FIGURE 1.28C Drawing Face: Step 3



Step-by-Step Example 1
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FIGURE 1.29A Step 1

FIGURE 1.29B Step 2

FIGURE 1.29C Step 3
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Step-by-Step Example 2

FIGURE 1.30A FIGURE 1.30B

FIGURE 1.30C
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Step-by-Step Example 3

FIGURE 1.31A Steps 1 and 2

FIGURE 1.31B Step 3



Creating the Sketch 25

Step-by-Step Example 4

FIGURE 1.32A FIGURE 1.32B

FIGURE 1.32C


