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ven Jack Kirby needed an eraser. be like shopping for a Indestune in an occult shop—it’s all alien if
E And it's not just erasers that you'll need if you want fobe ° you don't know your Bristel boards from your Blick brushes.

the next Jim Lee or Alex Ross. You'll need the proper pens, | This chapter will catch you up to speed on the basics—from
brushes and T-squares to save time, avoid getting frustrated = pencils to inks to erasers—and give you some insight into what
by faulty equipment and bring some pizzazz to your pencils. The  the comic pros use on their art boards. Now go break open that
problem is that walking into an art supply house for the first timecan ~  piggy bank and buy yourself some real toois!

PENCILS

GRAPHITE These penciis (4) are avallable ina
wide range of densities, from 2H (hardesf) to 6B
(very soft). Hard “lead”—as graphite is usually
called—lasts longer and leaves less material on the
page to erase. With soft lead, you leave more
material on the paper and use it up quicker, andyou'll
find it more difficult to ink over soft lead because
wet ink particles tend to roll off its surface. Twelve-
packs can run from $4-$12, depending on density.

MECHANICAL These pencils (1) are also
‘available in a variety of leads, and have one big
advantage over their graphite cousins—you never
have to sharpen them. “l use a .05 mechanical
pencil for all my comic work, using H to B in the
holder,” says New Avengers penciler Steve McNiven. ;
“Lead holders” (2) are basically hig mechanicals that hold Ionger. thlcker graphne, but they requnre constant
sharpenmg Typmal mechanical pencrls cost between $3 and $I3 : - :

-BLUE PENCIL Many amsts, like JLA/Avengers’ George Perez, use a hlue pencll (3) to da anouts and then go back to
re-work them. The blue lead doesn’t show up easily when scanned asa hn'map file or Xeroxed, and |1"s easrer to dlstmgmsh
the rough lines frum your final graphlte penclls Blue pencﬂs average a Im!e Iess than Si each e

BRUSHES

BRUSH TYPES

You'll probably he gemng mure use out of the brushes :
you use to create comic art than the one youuseto
clean your teeth, so it's important to use the right ones
at the right times. Brushes iivlth a wide, flat ferrule

_ (the metal ring that holds the halrs of the brush in

'place) are good for thick, sweeping linework and :
fl!lmg in large ink areas, while ones with narrower, .
rounder ferrules are useful for detail. The length of
the brush’s hair and hantfles a|su affect its output

WINSDR & NEWTON SER!E’.S 7 Thls series is the brush of cholce for many comlt: creators, including Asromshmg

X-Men's John Cassaday. Batman inker Tom Nguyen says, “Don’t settle for cheap brushes. Personally, | use the Winsor &
. Newton Series 7. If you take decent care of them, they’ll last forever.” A Serles 7 five-brush set costs around $300, and the

most expensive individual hrush costs well over $200 alone! Bui for an asplrmg pro this can be an investment worth makmg

CHEAPER CHDICES However, there are Iess expeﬂswe posmbllmes available for thase nf you on a budget. Dick Blick
-offers several options: For examp!e, Blick’s Academic Sable Round five-set is geared specifically toward students and
will only set you back $30. Imitation sable hrushes are also availahle for relatwely Ilttle cash but they wear out much 1
qumker than actual sable : :

TOOLS OF THE TRADE ﬂ



PENS

Your other inking option is
the pen, which when used
~well is indeed mightier
than the sword. As with
* brushes, however, you need
to select the right fool for
the task at hand.

MARKERS Your standard
felt-tip magic markers offer a
reliable ink flow, are
generally inexpensive and
don’t require refills; the
problem is that their ink tends
to fade off the page over time.
' W‘de felt-tips (1) are the rlght cho:ce for large black areas, while fine felt-tlps (2) and Sharpies (3) give yuu more preclsmn.

; TECHNICAI. PENS U‘nl!l‘(e felt-ﬂp markers, technical pens (8) keep your artwork vibrant for ages. 'Tech pens use
refillable India ink to produce a consistent line with a precise thickness (or a “flat line”), and since they hold a ot of ink they
can be used for long lines, making them good for panel borders and the like. “For technical pens, | use standard Rapidographs
by Koh-I-Noor,” says Cassaday. Nibs (the ink-dispensing tips) come in a variety of sizes, so it's wise to buy a set of pens; that'll
set you back around $100.

CROW QUILL Tech pens have their drawbacks: Some artists regard them as temperamental and hard to clean, and their
line is too consistent to offer changes of weight or quality. If you want a line of varying thickness (like most comic arti'sts do),
‘you want a crow quill pen (4) in your artistic arsenal. This is the type of pen you dip into an inkwell to refill, and a wide array
of nibs are available to help you achieve the effect you need. Just keep in mind that since their ink reservoir is held wnhin the

nib itself, crow guills require frequent refilling : and can only be used for reiatwely shurt Imes

INKS
s btk Rl Lt e “Learning how and why

use is a matter of personal preference. You'll i

find that certain kinds work hetter with th k h I
different instruments. “Experiment with I“gs wor e ps
different brands to see what suits you,” says

il Nainiese D s i e personalize your art and

same.” Fortunately, a wide varlety of mks are

. 59
avagao::: ;lzzllli:fgumshes can often be used s Et yo u a pa rtl

with thicker inks, such as those m_ade by Koh- —JOHN CASSADAY, Astonishing X-Men
I-Nor. You can mix thicker and thinner varieties
until you find the right consistency. If you're
using a crow quill pen, a thinner ink (e.g.
Higgins) will flow more e

. effectively onto the page.
Technical pens, such as
Rapidographs, can be the most
challenging instruments to clean

. and use, soit’s best to stick with

- the thin ink made specifically
for the pen you're using,

Of course, you're gonna

make mistakes, so Pro White
is a must. This helps “opague”
your ink, and is vastly more
effective for corrections than
regular white-out.

n WIZARD BEST OF BASIC TRAINING




'KNEADABLE (1) These rubher erasers pick up pencil lines after a piece has
been inked. They can be molded into different shapes in order toclean up large or
small areas and are virtually erumb-free They usually run for less than a dollar
'apmce, dependmg onsize. .

’AHT GUM (@) A soﬁer eraser that crumbles easily, but treats your surface more
gently than your standard Pink Pearl eraser. Inkwork on top ofan area grmed~up
hy an eraser can hieed heawly, and the art gum helps avold this preblem

PINK PEARL (3) Thns is the trad itional pmk eraser we all know and love. lt s
_dependable for erasmg pencil Imes, hut can get a little crummy and smeary if
you’re not careful :

WHI'!‘E VIﬂYL (4) Thisis the most used correction fool because they are the
gentlest of erasers. It works well over ink, doesn’ 1' crumble and Iasts Ionger than
'kneadable and art gum erasers. - - :

_DBY CLEANING PAB (5) This is a thin cotton bag full of minced eraser.
particles. I's not so much an eraser as it is a guard against smudging: The porous
- surface lets the parﬂcles leak out so that if yow're using tools like T-squares and
rulers, 'they’ll just glide twer the pamcles rather ihan scrapmg agamst the page

- BRISTOL.
BQARB

_,Now that you know what you re
- gonna draw with, what do you
" draw on? Nearly all professionals
use 3-ply Bristol art board, which
_comes in two finishes: cold press
‘and hot press. Hot press is
-preferred for ink work, since it
has a smooth surface, compare'd
to cold which is rough and better
suited for charcual pastets and
_pencil artwork. Bristol board
ccan be purchased in large sheets
and cut down to the s;ze you
need; indmduai sheets are afew
do!lars a pnp. :

“What's right
for me may
not be right

for you, sodo

some research
before you go
down to the
art store.”

—STEVE McNIVEN, New Avengers

DRAWING
TOOLS

Uniess you're some kind of freak of
nature, you'll need help drawing straight
lines and perfect circles. Your utility
belt should carry tools like a T-square
(1), triangles (2), templates for various
_shapes (3) and amechanical compass
(4), plus a standard sponge (5) and a
cloth rag (6) for picking up spllls and
'keepmg tools clean, -

: 2
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\ﬂ“"ﬂNORKSPACE

- Setting up your studio is when you

. really get to feel like an arfist. First,

- you'll want an adjustable drawing

. table, so art can be placed ata :

.~ 90-degree angle to your vision;

_ these typically cost around $300-
$400, though cheaper models are
available. Besides a comfortable

_ chair, you'llalsoneed anoverhead
light for your table. Legendary
Spider-Man artist John Romita
Sr. says, “l recommend alamp that
has dual incandescent/fluores-
cent bulbs. They emit light that
simulates outdoor light, and they're
much easier on the eyes.” You |
might even want a mirror to help
with facial expressions. Decorate
your workspace with items that'll -
inspire you—from posters to action
figures to original art you've z’
acquired—and you're good to go! F

THERE$TREFERENCES

‘Here is just a sample of the resources at your d:sposai when Iearnmg to draw like a pro. If you find you neeﬂ hetp in one area,
: naturally, you shnuld seek out as many references as possth!e 1o sfreng‘(hen your skills,

ANA‘I‘OMY AND FiGUHﬁ DRAW!NG

. Dynam;c Figure Drawmg, Dynamic Anatomy, Dynamic Heads and Hands by Burne Hogarth—the artist who made hls rep by
drawing Tarzan newspaper strips back in the ’30s and '40s teaches you the basics

« George Bridgman’s Complete Guide to Drawing from Life—a collection that prnwdes tons of dynamu: poses and collects
the separate Bridgman volumes in one handy tome

* Human Anaramy for Artistshy Ehof Gnldflnger—a blt pricey, but very cumprehenswe <

THEQBY

« Comics and Sequennal Art by thl_
Eisner—the creator of the Spirit
instructs on the nuts and bolts
of storytelling - o

» Understanding Comics and Reinventing
Comics by Scott McCloud—both
books provide fresh ideas, advice and
viewpoints on the comic art form

COMIC MASTERPIECES
= Watchmen by Alan Moore and Dave
Gibbons—a revolutionary approach
to superhero storytelling
. = Batman: Year Oneby Frank Miller and
David Mazzucchelli—a beautiful use
of light and shadow
'« The Deadman CaHecnon by Neal
Adams—a look at the innovative,
dynamic art of Adams at his late-.
'60s peak '

TR TS T
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e know nothing. Well, | hope we know
WSamerhing; but for now let’s say we know

nothing about drawing the human figure,

“character on the blank page in front of me, my figure

_and open this lesson at square one. Hunched over my

drawing table, deciding where and how to place a
. for a moment. We know nothing. So we’re going to
basics start with considering how the body is put .

together and how it moves. At that moment, | really
could care less about muscle structure, or costume,
or cape dynamics. That stuff can wait. It will all come
later, dictated mostly by what we do here first. So
clear out all that figure-drawing clutter in your head

begin simple. And when [ say simple, | mean simple.

,parts uf the body that can move mdependem‘ of each uther (af least as far as
the pnmary rotation points nf the neck and waist will allow). True, if you rotate

just my forso, the head goes along for the ride just like my arms, but my head
. can tum a cumpletely different direction at the same time. Your arms aren’t', '_
; gomg anywhere w:t ( ur yuur tnrsn The same holds true for the hlps and legs.

SPINDOCTOR

: When rmatmg any : fthe b:g three, remember that they can nn!y g0

so far. Other than with an remeiy flexub!e characler, like Spidey,
the head can’t rotate quite perpendicular to the torso. Ditto for the
torsc-to-hlps relatmnsh:p. G i "!ly the average maxlmum rutatmn_ -

=
...EYE ON THE
BALL...EYE ON THE
BALL...

MARVEL, CAPTAIN AMERICA, SILVER SURFER, DR STRANGE ™ & @ 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED.
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S

HEAVYROTATION

Rt

;The next things to consider are rntatmn and hinge points. Stanrig the ohvious tor me record Ratahon pmm‘s t\ms’r hmge points 4
; the secondary rotation pomts are the

 bend. As I've mentioned, the primary rotation peints for the hody are the neck and wait

':shoulders, wrists, hip joims and ankles. Here are Mr. Stick Figure’s arm and leg. Rotati
_ allow fur max rotaﬂon of ahuut 270 degrees. The 1eg :s a bnt more restncted’ about ¥80 gre

(}———O———@DQQ O

Q——O——@Q

: HQTE. Wlth some eﬁort |t wcmld appear that you can rnfate jusf your elhow, !
butwhatis re: 'happemng is yau re restricting the wrlst joint and rntahng only
the shoulder.

JOINTDECISION

The hinge pumts are the easy ones, and obmous- neck shoulders, elhuws,
wrists, waist, hip joints, knees and ankles. There are also many hinge points
that make up Mr. Stick Figure’s hands and feet. ihemselves bm we're dealmg
with the overall flgure here not the mmuhae :

hnth the sho_ der and wrist jomf w;II

BASICS



Dkay, hut what’_:
fur a who‘le £ to

CAN | GET UP
NOW? THIS HURTS
MY BOARD.

l2 WIZARD BEST OF BASIC TRAINING



BUT WAIT! How did Mr. Stick Figure jump all the way from bare bones to Dr. Strange-Figure?
You'll have to turn the page and read the next two lessons—“Blocks & Cubes” and “Figure
Construction”—to find that out. @
Jim Calafiore’s fine craftsmanship has improved the pages of many comic books,
including DC’s Aquaman and Marvel’s Exiles.
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dimensional space.
We start with a Dr. Seuss poem: Tall tube. Small
tube. Tall box. Small box. Ball.

THINKINSIDE
THEBOX

It is important to learn these simple
- shapes from every angle. And | mean
_ every angle. Pick the cracker box up
_ and draw it over and over from under
_ and ahove, until you don’t think about |
_it—you just know how to sketch that
. very basic shape from any direction.
. Remember the rules of perspective:
_ 1) All objects become larger as they
. approach you and smaller as they recede,
- 2) All parallel lines converge at
“vanishing points” on the horizon. 3) The
part of an object nearer to your eye
- appears larger than the back of the same
object. Flip over to page 22 for more.

WIZARD BEST OF BASIC TRAINING

ello! Ty Templeton here. First off, | want to
Hsay that this is not so much a drawinglesson |
as itis a thinking lesson: a group of exercises |

to help your brain think and construct figures in three- !
. lines on paper, but toimagine the very objects | suggested.

really Jook at them, Then you are ready to begin.

A tall tube is a pop can. A small tube is a cat food
tin (or a puck, for Canadians). Imagine a tall box of
crackers. The small box is a cube, like an X-Box. The ball
is an orange or a baseball, etc. | don’t want you to draw

Go to your kitchen and get a pop can and an orange e_md

i
i
1
i
;
i

DRAWING
THROUGH

Now comes the first tricky part.
Take two of the simple shapes,and = |
glue them together. Stick a can on
a box, or a ball with a tube, and
explore that complex shape in
space. We're not doing anything
different from the last exercise;

. we're just daing it twice, at the

. same time. e

Get as good spinning these
objects around on paper as you
were for their basic parts. It only
seems more complex, but it’s not.
‘When drawing any two objects like
the box and cat food tin together,

- make sure you draw both objects
completely, but then erase the
parts that are hidden by the
overlapping shapes. This is called
“drawing through.”

(TS RESERVED. PHOTO: TY TEMPLETON




) (made from two cracker boxes and a juice can) isonly
 difficult when you see itas a smg1e object. When you
_ consider onlyits gnmpunentpaﬂs we're still not doing

¢ anything more t:umplex than on the last pag Try it

i wnh shapes made fram:faur basnc ob]ects or ﬁve. .

' ODDBALLS

Nuw that you've goﬂen used to spmmngsohd ob;ects in space, it's tlme 10, do some thmlung about objects wnh movmg paﬂs. o
: ln tlns fgure helow, we see lhe object (halland can slut:k Toge'r!‘ler), mowngaround on top nf a statmnary hox. Asoﬂd Iooking as 1hls

rszvounMUSCLEs

BASICS




TOTALLYTUBULAR

Now that ynu re an expert in drawing tubes and boxes in 3 D space and mavmg ’fhem aluug simple hmges, it's time to apply ittoa
__human figure. Reducing the arms and legs to tubes, and the knees, hips, elbows and shoulders inlo hmge and ba!lfsocket jomts, makes

the construction of figures much easier to |magine in space.

Farget for a moment, the complex anatumy of bone shapes, ’tenduns, ei‘c.——and thmk uf the Ilmhs made entirely uut of tin cans

POOLYOURSKILLS

The pool player to the righthas armsina position that would drwe yau
nuts if you fried to construct and foreshorten them usmgskeletal and
muscular anatomy as your building blocks. But imagined as a set of
; hasic tubes, balls and hinge joints, it's actually not that hard to draw,
{The hands, which contain one fourth of all the bones in your body are, '

£ 'unforrunately, a whole other lesson—Ilike on page 74)

WIZARD BEST OF BASIC TRAINING

THERUNNINGMAN

This runnmg f;gure shows the legs both cnmmg at yuu and
 receding. Because we appiy the simple rules of perspective

. o the basic “can” shapes of the Iegs and knees, it'seasyto

fureshorten them and keep them in proportion. The leftleg

appears on the page as much larger than the right leg,

_because it is moving forward of the hips and the rlght legi Is
mioving back from the hlps :

~ Look at photos or drawmgs of the human figure and try

ta v:suailze this ball—and-can construction. Photos of

ath|etes in action (golfers, sw;mmers, basketball players) give

- you the best posntmns to Iearn from.

~ NOTE: Remember, in ‘moving flgurés [fthe Ieft Ieg is

i forwarﬂ the rlghf armis farward Bodnes maove in halance



BLOCKPARTY

Let’s put it all together.

_ These are drawings from an issue
of Spider-Man/Human Torchl drew for
Marvel Comics (now available as the

 collected series I'm With Stupid, writ-
ten by Dangerous Dan Slott).
For this leaping figure, all four of the
limbs are moving in different directions,
{  and are seen from different angles. The
| anatomy was laid overtop of the balland
| tube shapes without having fo “figure it
out” from scratch, since the basic flgure
is already there. ;

THHEE*STEPPR@@MM

These are the actual construction drawing, pencil sketch and finished arf for the splash pagein SptdeﬁManﬂfuman Torchi#.
The drawing on the left, made from balls and tubes and boxes, was used to work out the rather strange position Spldey gets
into when swinging around town. Notice how I “drew through” the arm and head fo see the form behmd it, even though it
wou[dn’t be in the final drawing. It helps visualize the objects as solid.

_ Then I put the ball and tube drawing on a light table, and traced the figure nnio new paper, addmg the details of anafomy
and. light and shadow. Again, this step is made much easier by the fully 3-D figure already on the page.

From there the drawing is passed onto talented inkers ‘and colorists fo create the final art you see in publlshed issues.
(In this case, 1nked by Nelson and colored by smocolnr sF.Serrano) S

GIVE IT A TRY YOURSELF. With this method of visualizing, moving figures in space becomes much easier than
it looks. Have a ball with it! (Get it?) @

Ty Templeron blocks out time (and fJgures) to work on all sorts of projects, such as DC Batman Adventures and
Bongo Comics’ The Simpsons.

BASICS



FIG“RE BONSTn“choN BY JiM CALAFIORE

~ time efficient (especially when working on a monthly title). This is
how I do it from scratch.

_. ethods of figure construction can be as
specific to an artist as his style. It’s a matter of |

finding a comfortable process that is also somewhat

Befnre we begin: This is not an anatomy lesson. There’s not

enough room to even begin to explain that subject.
I strongly recommend that you find some books on human anatomy
. and figure drawing. And if any schools or studios in your areaoffer
life-drawing classes, sign up for them.

understand structure hefore we can distort it.

- Why? Because we have to grasp the basics. We need to

PROPORTIONALRESPONSE

Using the helght of a human head as a. umt of measure, the

_inreal-world propomuns, no matter huw bulging the muscles, :
average person is between seven and eight heads tall, give or
take. But we're not drawing real people. We've aII seenawide 1
variety of body proportions in comic books, depemlmgon the
artist; everythmg from realistically rendered to pin- headad
hehemoths Ifsupto you to decide which appmach works best
for you but there are times when reallty just won t do The
Hulk, for example, woald 1ouk just I:ke anuther puny human :

It’'s thelarger size of his body compared te his head that gives
him his great bulk. (He should also he drawn larger overall,
and P'll usually enlarge his hands and feet even more) Thor

just wouldn’t look nght if his shoulders weren’t two times

wider than they should be. : _
Varymg prnpamons can help create character. :

WIZARD BEST OF BASIC TRAINING

MARYEL, HULK, WOLVERINE ™ & & 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED,



3

BI.OCI(H

When drawing a figure, | usually start with the head. | fmd it easier to “drop the hody nff the neck than trying to pasmon the
head on an already sketched-out body The diagram below shnws four steps to hnw I handle hasm head constructmn.

WITHATWIST

When first working out a parficular pose, | start
by drawing little stick figures. Unless a

. character is af complefe, standing rest, |

usually fry to twist the body, even if only a little
bit. Like a spring, it adds tension to a pose.

In Figure A, I've drawn horizontal lines
through the head, shoulders and hips—the

. three major independent parts of the body. At
_ standing rest, these lines are parallel. In the

next figure, you can see the rotations of each
line as | “twisted” the figure.

Be careful. You can only twist so far before
it starts to look weird. One major part of the
body can rarely turn perpendicular to the part

_ above or beluw it. Try it. Turn just your head,
and you'll see that your chin can’t get all the

- way to your shoulder...at least not without
. severe pam and a trip to the chrropractor The
| same is true for your torso and hips.

Sometlmes Pll even draw the “twist” lines

: flrst just to see how the rensmn reads.

- As you can see, I’m Iaymg aut basic planes of the face, justi in

- see how this approach helps in fmdlngshaduws) Thisisthe
- basic shell I use for most of the heads I draw, and | simply
_adjust the strm:tureto fit the character as | rough it in. In the
- figure to the left, you can see how l've drawn amore detaﬂed

an extremely simplified form. (With the fourth example you can

head from the snmpllfled heginning

BASICS



BAREBONES

Movmg to ful! size in l-'lgure B,'

_ I'seem to be starting over with another
stick figure. This time, however, 'm
working with the “sticks” of the human

- skeleton. (Well, just a few of them,

~ and greatly simplified) l_i helps towork

out various lengths, and to visualize
the joints.
 You’ll notice the heavy line
mdlcatmg the spine. In this stage, |
 find it helpful to lay in the spine after
the head; it helps keep things in line

* soldon’t get the head, torso or hips
way out of position. From the spine,
| hang an oval rib cage and a rough

pelvic shape. The limbs flow
naturally from these.

Note that I've fncluded the “lmsf" =

lines through the head, torso and
pelws 1o help or:em ’rhe flguz'e agam

Z “block heads

WIZARD BEST OF BASIC TRAINING

I’IOUGHI.YSPEAI(ING

In this fngure, I rough in the basic boﬂy forms-chest

_ trunk, arms, legs, etc. 'm still not being too specific here.
_ just trying to get the pruportmns nght Tuse slmple ovals,
* tubes and blocks fo build the flgnre A knawleﬁge of
~ anatomy is helpful with the mass |
" You’ll also npte that in sof

the limbs and sm:h
es, like the chest,
Pve started delmea'tmg speclﬁc pianes Ilke 1 d:d with the- :

LIVE ACTION

“Draw from life, till you get used to it—windowpanes,
doors, telephones, everything. If you can make the
backgrounds convincing, the figures you draw will be
mare believable.” —John Romita Sr., Amazing Spider-Man



_PUMPITUI’_ .

2 C) Again, I can’t gn into any extenst\re--
on of anatomy, so 'm suggestmg you took at

hat carded” ionk

they mtertwme, gi I - -
: lnp your own shor’thand for-.,

~ Eventual
rendering m

ANDTHEN...

-';Add i‘he cesmme and the mlsceilaneous |

_j_:the lgum in the “Roughly Speaking sectmn |
E ﬂldn’t"!ook,llke u was gmng to be WDlverme l’t

: -t-he pmm The basms of flgura _
f::'constructmn work the same for an average

- person as they do for a muscle-bound shrimp
~ with metal mothpicks stuck in his hands.
: .'..He dldn’t hear me say that, did he’-’

-Ols -
Um, g_; ffa gu, ’Bye
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=SHAETER TWO

EARL2

BASIC PERSPECTIVE.........

reetings and salutations! Much of what I know
G of perspective was gleaned from many sources |

at many different times in my life. One such
source I've discovered is a book which | have found tobe
the best single source of perspective drawing: On the
Spot Guides: Perspective Drawing by Mark Way |
(published in 1989 by Outline Press, London, England). |

chest of perspective knowledge.
According to my Webster's Dictionary, “perspective”

is “I. The art of depicting ohjects on a plane so as to show
three dimensions and indicate distance away from the
observer; 2. Proportion, interrelation, scale; 3. Appearance  ©
in terms of distance.” ldnn’t think I could have said

simple terms, élearly illustrated. It's a veritable treasure

PERSPECTIVE
TERMINOLOGY

Anything you want to know is in it, explained in relatively :

. it better myself

1. Line of sight: An imaginary line traveling straight out from the
‘viewer'’s eyes to infinity.

2. Horizon line: A line drawn horizontally across the picture plane
at the point of intersection with the line of sight.

3. Vanishing point: The point at which reeejdin’g parallel lines
appear fo converge at the horizon line.

4. Standing point: The point on the ground plane where the
spectator is standing.

5. Picture plane: An imaginary vernoal plane lhrough which the

&)

spectator is viewing the scene. Each panel in a comic book would
be considered to have been drawn on this imaginary plane.

6. Ground line: A horizontal line drawn to represent the
intersection of the picture plane and the ground plane.

7. Ground plane: The horizontal plane on which the viewer is
standing; does not have to be the ground plane of the picture.

‘8. One-point perspective: The simplest form of drawn
perspective (diagram ahove) in that all receding parallel lines
converge at only one vanishing point.

WIZARD BEST OF BASIC TRAINING
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CONVERGENCEAND
FORESHORTENING

The prmmple of convergence states that when oh]ects wnh

: parallel sides are seen in perspective, parallel lines receding from
. the viewer appear o meet at the horizon line (no convergence).

These receding lines are known as vanishing lines, and the pl:um‘

at which they eonverge is known as mevamshmg pnmt

When objects of equal size recede into the distance, they appear
to get smaller the farther they are from the viewer. This is known as
 foreshortening. When the amount of perspective is slight, the
foreshortening is gradual and barely noticed; when the perspective
. issevere, the foreshnrtenmg is dramahc and powerful.

ﬁ
T
11 qt_-..‘}.m
j‘
s
1 1/"::.41 I_J
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ONE-POINT
PERSPECTIVE

=I’ve eonstructed a one-point perspective grld ahave

. Note how the standing point from the prewous .
_page translated fo an actual drawing. Nutuce the 1
I5-degree line drawn from the standing point to
_the horizon line and pay attention to how thns 1

vamsh_mg;_po_l_r_lt was used to help construct the

floor and wall grids. Nate also how the series of '
. six-foot tall figures were determined by locating
* balance points and followmg the vamshlng lines

from the top of the head to the vertical lines drawn

up through the halance pmms Thare is a lot going

on here and not much space to teach if. Study itand
> flgure it out the best that you can..

STYLE GUIDE

“Qverly stylized art might make you an interesting
fad, but you run the risk of becoming yesterday’s
news and losing out on a long-term future in
comics.” —Ethan Van Sciver, Green Lantern

THERE YOU HAVE our first real look at perspective, a real bare-
hones kind of look as well. | know that a lot of this might not make a whole
lot of sense to start, but keep trying and keep drawing. There’s just so
much to drawing, and this is really a pretty small forum, but hang in
there and, evenfually, we'll get it all covered.

Bart Sears artist on comics like Marvel's Sabretooth and DC’s Justice
League Europe, thinks you should have a unique perspective on life, then
draw it.
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im Calafiore here again. I've often stated in tutorials like P Having said that, I'll also say that there s no way | can
: 'these that my techniques aren’t the only way to go, ‘but | possibly cover all the subtleties of perspective...even in thls_

this one’s a hit different, When it comes to. accurately esson or the next one, “Using Perspective,” on page 28. As with.
representmg foreshortened objects and creaﬁng the ||Iusmn of | any technique you're interested in, | suggest looking for a book.
depth you must know perspective. : on the subject at a store or your local library. Now let’s get to it! =

THEVANISHER

We’'ll start with one-point perspective

(Figures A & B). Yep, it's exactly what it - -

sounds like: perspective lines originate from s i, W -

a single point, called a vanishing point, which f :

sits on what’s called the horizon line. If an

object is oriented to a plane—such as the . F“sz“" LINE

Earth—then that line is the actual horizon,

But it doesn’t have to be. This line canalso ™
- be called the eye line. Whichever you call

it, the line runs parallel to the camera.

VANISHING POINT

CHILD’SPLRY

£ One-pomf perspeciwe deals with the
i foreshortemng of one dimension. In
. Figure C, the depth of the room is
oriented to the vanishing pmm The :
- ather two dimensions, height and wndlh, :
. remain parallel to the camera plane.
:  Perspective can be manipulated to
. changethe feel and mood of the room by
 altering the camera angle. In Figure D,
we've lowered the camera to a child’s
level. Notice how the horizon line hasn't
... changed, onlyourrelationtoithas.

WIZARD BEST OF BASIC TRAINING
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Finally, here’s an illustration where the
perspective plays an integral part. The
background of industrial pipes is rendered
in one-point perspective. (Note that the
vanishing point doesn’t have to be the dead

center of a scene; here it’s to the lower

left. And although the pipes not in

c.
B Vet s T O

_ perspective are drawn diagonally, you can
_ see that they are still parallel to the plane

_ perspective create depth and drama, but

R
B 254 e
% = £3
NN 2 ;
© iy 3
2 &

i,
R

AND THAT ABOUT DOES IT.
I hope you...wait! What about two-point =~
and three-point perspective? Well, you'll
just have to turn the page and findout. =~

See ya there!

of the camera.) Not anly does the

P've also used the pipes in place of speed
lines, reinforcing Juggy’s motion without
adding an element that isn’t really there.
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: i ell, now that we've beaten one-point perspective ' af all, just how we. apply them.

: wmto submission, we're ready to tackle two- and In another sense, however, it's nnwhere near that

. three-point perspective. In one sense, as long as : simple. Two- and three- point perspective present unique
we've (hopefully) given you a hasic understanding of one-point . problems, but when executed well, the results make all the

perspective, the rest is almost just a matter of _adding | difference between an average piece and a great piece.

additional perspective. We won’t be altering the conceptshere = But P'm wasting space, so let’s just get to it...

POINTITOUT

 Where one- pomt perspectwe deals wuth :
- the foresh:memng of one dtmensmn of an VANISHING
_ object, two-paint per pective deals with EQINT
~ (You guessed it!) the foreshortening of
two dimensions. As with any perspective,
- we have a horizon line (or eye line) running
paraliel to the camera plane. This time,
since we're “descnhmg’ two dimensions
Cin perspectlve, we have two separate_ HORIZON
vanishing points on the horizon which e e LINE
radiate lines of perspecﬂve that intersect
~ (Figure A). Roughing in the primary
" shapesina drawmg will help locate the

VANISHING
POINT

* vanishing points fha‘rmllgeneratemem:t VANISHING VANISHING
of the objects in the scene. POINT
_ In Figure B, we're facing the c corner
" of our s:mpilfled buiidmgs Neither the =
depth rmr the width are parallel to the ]
era plane (only the height ls) S0 we = . =
5 ‘shnw me:‘ foreshortened. S J| FIGUREB ; : . HORIZON

-l LINE

FIGURE C

T—
—

/

e
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- You can also u

Enough cubes already. L
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 perpendicular to it the “height.”

III777

Wi

/

L

TRENRNRNN

orizon line is tilted
I label the dimension

THREEPOINTS

‘Okay. Feeling comfortable with two-point
 perspective? Good. Then let's move onto
~_three-point perspective. Three-point per-
spective is required when no
_ dimension of an object is parallel to the
_camera plane; so the height now demands
foreshortening. The technique is a little
 different, since the third vanishing pointis -
 not on the horizon line, but at a point per-
_ pendicular to it (Figure ).

 In Figure M we have a building in

two-point perspective that looks
distorted. In reality, the sides of a
building so tall couldn’t remain parallelto
_each other, and need three-point

perspective to look right (Figure ).

|

TORNNRNN
W

§
§
i
i
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PRACTICALPERSPECTIVE

Finally, here’s a practical application, as Spidey swings high above
the city. A high-angle view of the Web-slinger as he does his thing
always adds a ton of drama and scope. Often with three-point

_perspective, as seen here, all vanishing points fall autside the

~ image area. (Of course, I could’ve just traced the background
from an aerial photo of the city...but where’s the funin that?)

THREE-POINT PERSPECTIVE is where we end. Unless
you're Picasso, there’s no such thing as four-point perspective.
Now, | know all this may seem a bit confusing and daunting,

P 'l-ley: hére’s--a trade tip for ya. At largér hookstores, 'ynﬂ_'mn' |

_ find hooks of preprinted perspective grids over which you canuse
tracing paper, or you can slide the grids under your actual pages

if you're using a light box. Although these grids won’t help you know
when, where and how to use perspective, you won't have to

physically rule the ines out cach time.
s

7
i
‘W‘%’I/’/ﬁ%{

“@%

b

but take it slow. None of this is too hard. Just keep things in per-
spective. (Sorry, | couldn’t resist.) Now get out of here and get
to work. Thanks for reading. @
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ALL RIGHT, ALL YOU BUPPING
YOUNG KIRBYS OUT THERE,
SHARFPEN YOUR PENCILS!

THIS 1S ERICA
FROM HEPCATS, AND
TOPAY MY CREATOR. MARTIN
WAGNER & T ARE- GONG TO
DISCUSS A KEY INGREDIENT

TO ANY GOOD PRAWING:

LigHT & SHapg!

PROPER USE OF
LIGHT & SHAZE
POESNT SMPLY
INPICATE. HOW
BRIGHT OR PARK
YOUR DRAWING 1S...

... CAN GIVE. YOUR
DRAWING EMOTIONAL
WEIGHT AS WELL... /gy

... PLUS MAKE. T
LOOK MORE THREE-
PIMENSIONAL!

T e Lrl
11 ikt .
"!.I/E,/'!”‘““mllm PN

LEGAL STUFF-
"HEPCATS,” ERICA, &
ALL (OMIC. BOOK. EXCERPTS
ARE. © & T 2007 MARTIN

WAGNER !
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MARTIN SEZ :
ERICAS RIGHT, GANG! 2%

BASICALLY, WHEN YOU PO A DRAWING
THERE ARE. 7A0 TYPES OF LIGHTING
THAT WILL AFFECT HOW YOU SHAE....

@ SOURCE. (or KEY) LIGHTING:

THIS 1S OBVIOUSLY WHERE THE LIGHT 15
COMING FROM. TT COULD BE THE. SUN,
A LAVP WHATEVER. i

® AMBIENT (or BOUNCED) LIGHTING:

THIS 1S LIGHT THAT IS REFLECTED OFF
WALLS OR. OTHER OBJECTS IN THE PANEL
ANP BOUNCED BACK ONTO THE. SUBJECT
OF THE DRAWING. b

THE LESS STUFF THERE. IS TO BOUNCE
LIEHT...  —== {@,‘ﬁfj

= ==
...AND THE HARSHER'AND BRIGHTER. THE
HCHT IS The parker THE sHADING.

EXAMPLE'S : (these are. kinda general still...)
Z +GUY IN DESERT, NOTHING ARDUNP FOR

MILES ) -
-E&Ng@g égNuGHT - | :
* SHAPOW WHAT A DIFFERENCE SHAPING MAKES!
-+ GUY IN FULLY FURNISHED BEDROOM Heee's A A . Lors 0
ke o s ot o i s Ny o g ok
I
LT
How To SHADE'. ©- AN OVERVIEW: Lj_LI'
YOU CAN DO HAND-SHADING, SUCH AS
CROSS-HATCHING, THOUGH (T TAKES == )
PRACTICE ANP ONLY REALLY LOOKS GOOP &= b
WITH A CROWQUILL PEN. e ;
(kind of « parn, toe) » == A~
YOU CAN CUT SHADING FILM or TONE.. e Y 2 S -
SOMETIMES YOU HEAR. THIS STUFF CALLED R [f : }
"ZP-ATONE.” ACTUALLY, THEYVE GONE VT | [ > NN
OF BUSINESS. T USE. FORMATT,™ ) a8
whsiaoagers | —1d 3
CoMmic! e — / \ R T 7(_]_
OR, SOME COMICS TOPAY LIKE LUFTWAFFE ‘ e [
1946 USE SOFTWARE LIKE APOBE - A I
PHOTOSHOP™ TO 10 THEIR SHADING. 1- I * ( 1
EXCERIMENT WITH LOTS OF s A g LY
TECHNIQUES €& FIND WHAT 1 W ==
WORKS BEST FoEr l‘é‘u! :ﬁ?ﬁ Z .l C__a (
f e = <y
"OKAY, WELL., THIS IS COOL. AND = i N - %
EVERYTHING, BUT HOW POT POITE| | = 2] ' 9
* FEAR NOT, WIZ-KIPS. OVER THE NEXT Two é / X R
PAGES, ERICA'S GONNA WALK Yoo Turoua | |.=> E / \ ¢ /
iT, STEP- BY-STEP! == \ I ,/
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OkAy, WERE JUST GOING TO PRACTICE ON A
SIMPLE OBJECT, LIKE A CUBE. SO GEAB YOUR
FENS, ANP. . .

. TAKE A LOOK AT THE PIFFERENT LAYERS OF CKOSS»HAW{MG YU CAN PO,
CROSS-HATCHING IS MADE. BY’ DRAWING ROWS OF LINES AT 90-VEGREE*ANGLES To EACH oTHER [/

i

LNE N Znes X une.s >< Q}

LINES
PARK, PPARKEST
WELL, IT poesN'T HavE To BE ExacTLy 40 PEGREES, BUT YoU GET THE (DEA. ANY'THING ovee “ LINES MIGHT A5 WELL BE SOLIP BLACK.
OKAY, HERE'S OUR. CUBE! Now, we WaNT THE SHADPING ON THE. CUBE To BE A
YEP, THATS A CUBE, ALL RIGHT. SO LET'S START BY LITTLE BIT LIGHTER. THAN THE SHAPOW 0N THE
DECIPING WHILH DIRECTION WE WANT 0. SOURCE

GROUND. WHY?Z PBECAUSE OF ALL. THAT BOUNCING
AMBIENT (GHT, REMEMBERZ SO:

o 2-LINE CROSS-HATCHIMG oM THE CUBE!

* H4-LINE. cross~HATCHNG on THE GROUNP!

LIGHTING COMING FROM. How Asour—

THAT MEANS WERE GONNA
SHAPE. THIS SpE.

HATCHEP A (:056'
You ROCK !N

Now IT'S THE SAME. APPROACH WHEN You CUT THIS IS WRONG! wivz

SHADING FiLM. (WELL SHOW YoU How TO CUT 1T oN 17 LINES ARE THE SAME BoTH ON THE CUBE ANP THE
THE NEXT FAGE.} SEE? WE USED SLIGHTLY LIGHTER
TONE ON THE CUBE ITRELF. EASY.

GROUND. THE PRAWING LODKS FLAT.
2) SHAPE OF THE SHAPOW POESNT MATCH THE CUBE

SHAPE. SO WHERE'S THE LIGHT SOURCE COMING
Feom?

WHAT 4 Mess!
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[ilerw 7o Cor Sevipave [Fii,.~e

THIS STUFF 1S PRETTY EASY TO USE- (BUT IT HAS SOME. DRAWRBACKS),

’

Yobhen Eoim off bhe excess
Film and rvb it down s0 i€

sticks hard!
[l MEASURE THE. AMOUNT OF FILM YOU WILL Do TKE YOR. X-ACTO KNIFE. ANV TRIM
NEED (HINT: [F YOU HAVE A LIGHT TABLE OFF THE EXCESS FILM,

2 OTH : 4 .
FILM, LIFT IT FROM [TS BACKING, ANP /@ PRAWBACKS T0 USING FILM -
YOU WANT TO SHAPE. *IT'S EXPENSIVE! ANYWHERE FROM $5 T0 $10

PER SHEET!!
-LOTS OF ART SUPPLY SHOPS PONT STOCK IT
ANYMOKE. @

*YOU SHOULPNT USE IT UNTIL- NOUVE. GOTTEN
THE HANG OF HANP-SHAPING. NOTHING
LOOKS WORSE. THAN A COMIC PAGE. WITH

BAD/TO0 MUCH “ZIP”.

WHATEVER METHOP
YOU CHOOSE-...

PRACTICE
UNTIL-YOU FIND ONE
THAT WORKS BEST
FOR_ YoU!

o

The many shades of Martin Wagner can be seen in his

creator-owned series Hepcats.
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| CHAPTER THREE: |

| ostaucrue |
« HEAD &, TORSO
« FYES
« NOSES
« MOUTHS
- HAIR
ACES
« FACIAL EXPRESSIONS
« ARMS & LEGS
- HANDS
« FEFT
- SULTRY WOMEN
« REALISTIC WOMEN
« SEX APPEAL
| -TEENS& CHILDREN |
' -PROPORTIONS |
| PECHG TEGETHERATONY




Welcome to Wizard's “Structure [0L” 'l be your ~ know me from The Defenders from Marvel. But that’s
instructor today. You may call me Professor = enough shameless shilling! You're here to learn. Now that
Kevin. Perhaps you are familiar with my work from DC’s . the pleasantries have been exchanged, we have a lot to

. Formerly Known as the Justice League, or its follow-up  cover, so let’s begin!

G reetings, young artists and curious onlookers! = I Can’t Believe It’s Not the Justice League. Mayhap you

SHAPEUP!

Every artist has his own methnd for ﬂeshmgnut’the human flgura Hereare the =
two most frequent approaches. Below (Figure A) we have the block methad
where the artist uses basic blocks, spheres and cones ta create the form, not :
unlike the posable tabletop wooden man. Thisisan effective, though to my mind
stiff, approach. It's good for begmners to get a much-needed sense of
proportion. [See page 14 for more on “block & cube” cnnsmmtmn.I o

The method | prefer is the scribble approach (Figure B), where you just keep'=
scribbling away until it starts looking like a human being. Slapp__ Sure! Butit
gets you where you need to be, gives the ilgure a sense of
fluidity and, heck, it’s fun!

O o

MARVEL CHARACTERS ™ & © 2007 MARVEL CHARACTERS, INC. ALL RUBHTS RESERVED.
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HEAD [« i

. There's heen a great deal of debate, both ::
* seientific and barroom, about how many

* head sizes tall the human boﬁy stands. In

* our instance, we'll settle on eight, like the
- illustration of Black WIdDW to the Ief‘t'

- (Figure C).

In Figure D we've mciuded anillustration
of popular figures (and a gawking kid) of
various sizes and shapes. You have your short
and sfncky, lithe and lean, standard hermc ]

 man, real superhero, and, of course, a

behemoth. This, | hope, gives you an idea :_
* about the flexibility of head size, (Naturalfy, .
 MODOK—not plctured—is m a categnry all .

 his own. )

QUIET RIOT

“In a room full of screaming people, sometimes
a whisper stands out, When you'’re looking at
the lovely splattering of colors on the comic
shelf, sometimes something as simple as a
plain white cover can grab attention.” —Joe
Quesada, Daredevil: Father

ANATOMY



FLUIDINTAKE

_ Know your elbow from your...lower back. I used to look at
* bodybuilding magazines and that was a lot of he'lp,_ﬁ._ljut..dé ;
* limit yourself to that. Sticking to that may cause stiffness

| of the figure (advanced cases, see your doctor). Seek out
| martial arts or dance magazines, Become familiar with the

body in motion. Fluidity...it's a beautiful thing.

As you can see, | tend to make women leaner than men,

[J
’I

FEELINGTHELOVE

| The figure isn't just a figure, it's a person. It has feelings. You
_ can help advance a story simply by the way you have your
. character stand. Without seeing their face or reading an attached
 line of dialogue, you can let the reader know just how a

- Now we take it to the finishing sfagé; Become familiar with
_ anatomy. Know the difference between a tricep and a quad.

A,
£

Y
127
)

.;-.urh-

Kevin Maguire is best known for his cult-classic run on DC’s Justice League International, as well as The Defenders for Marvel Comics.

Russian female Olympians notwithstanding.
- Now that we have the hasic figure down, what can we .
do with it? Heck! What can’t you do with them? Here
re a couple of things to keep in mind. When you're
illustrating action sequences—the rules, like your
figures, are a bit more fiexible. Try to have fun with
‘exaggeration and foreshortening. A fist that’s approaching
 your face looks a lot bigger in proportion to the rest of the
body. Trustme. - .

537 o
_ =gl

B 1A A 14 J ‘ 4
s ol

oH
|

‘-.l

Y -
}Es: I
Eﬂ-‘f i
,!,l!‘ ‘l‘f

= (BN
S AN
. =

- character’s feeling. Is he mad? Tired? Dejected? Fun, isn’t it?
Well, students, congratulations! You've graduated “Structure

~_101.” But don't think that's all there is fo learn. Don’t believe me?

- Just turn the page! = = o -
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journey to be better comic book artists. In this  building off a basic torso, we can work toward a completed
lesson, we'll focus on the head and torsoe. . form, Before we get there, however, let’s take it one part
As discussed in the previous chapter, | like to seribble my = at a time.

welcome, eager pupils, to the next chapter in your figures as opposed to using the block method. By

HEADS'!'ART

Let’s start with the head a Hurnhead in ‘thus mstance As ;Ilusfrated-" ‘
above, you can see where the basic features line up in proportion
with each other. Eyes in the middle, nose a little Iower down and
. mouth helow that, But'm sure you didn’t need to read an msﬂucﬁonal_
to know that. Keep in mind that the shape of the head and its features
are different with everyone or we'd all look exactly the same (if we're.
all lucky, Ilke Brad Pitt). -

Now that you have a sense of the
human head, become familiar with
 it, not only in the humdrum lineup
position, but from avariety of angles:
hird’s eye view, worm ’s eye view,
three-quarter angle..you're
eventually going to have to dothem
at all angles. Not only that, they're
not always going to be glowering
with their mouths clamped shut. If
youw're doing your job, the
characters will be alive. They will be

. expressive, which naturally changes
the shape of the head somewhat. Be
open to these changes.

ALL MARVEL CHARACTERS ™ £ © 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED.
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SUPERSIZEIT!

What’s ihe d:fference hetween anormal guy and as:.uwrherf:a9 l._.ei’ssay
. we're having superhero audifions and these two guys show i
 first guy, well, he'sin decent shape. He seems to work out, Probably keeps
his chulestemi duwu But |f you're bemg rnugh d up by . a t;adre n
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starting off
: shapes like a ©f

EGGH 0o

The standard shape for the

_human head is an egg/oval. But

we can have a hit of fun hy
ith other basic
e, rectang{e, l
square and mangle Piay_
arulmd .experiment...set

- you ean do with an uctagan or a _
' figure elghtl ' e



 EXERCISE |
 THOSEABS! Z

Since our characters will not always be standing akimbo,
' yow're going to want to move that torso, and who betterto {4
illustrate that than Spidey? Bend it and twist it, but
- remember, there are limits to where it can go, a fact | face
each time | enter a yoga class.




SEXEDUCA‘H@N e

What are the differences betWeen the male and female forsn”

- Well, luckily, we have Shanna the She-Devil and Ka-Zar emerging
from a refreshing swim to illustrate the differences for us. With
women, | go for the classic hourglass shape, whereas the men
look more heroic with a “V” shape to their torsos. With women,

1 tend to make the lines softer. | don’t put a lot of definition on
them. The simpler, the better. For the men, hard and cut lTry
to see as much musculature as | can. : -

HIGHDEFINITION

When you've got all of these elements worked out, you
_move on fo your finished torso. As discussed in the previous
lessons, hecome familiar with anatomy. Know the
difference between the abs and the pecs, the lats and the
delts, as well as their propnrtlon with each nther and.. vmla‘ :
You can draw yuur own Daredevil!
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Now that your studies of anatomy have placed you the tips Kevin Maguire just gave you and listen to
head and shoulders above other aspiring artists, it’s what some other artists have to say when they exercise
time to move full speed ahead. Wrap your brain around their noggins.

JIM BALENT

ON THE BASICS

“The head should be about five eyes wide, and if you were to draw a vertical
line from a corner of the mouth, it'd intersect the eye right through its
center [Figure A]. This little trick will help you keep your mouth centered
beneath the nose. Cheekbone lines (if you want to show 'em) should rest on
the nose line and arch upward in a parallel fashion to the inner circle.”

I-EINII. YU ON
DISTINCT FEATURES

“[in Figure B, a character like] Wolverine’s head is wider than other
_characters’, so don't use: the same template you would use to draw.
Spider-Man. He’s also not the typical good-looking guy.
1 recommend aging him a bit—I picture him in his 40s. He’s the most
experienced X-Man, and it should show. His facial template is wider
.and more vertlcaﬂy compressed than others. Some facial features you
'mlght observe include a shorter nose bridge, thick eyebrows, a square
jaw and some wrinkles here and there. Also, notice that his neck
is drawn straight down like a trapezmd or triangle to suggest stability
and firmness.”

HEAD SHAPES ARE IMPORTANT
CHARACTER TRANS. EVEN EXTREME
EXAMPLES CAN BE CONVINCING,
IF YOLIR PROFORTIONS ¢ SHADOWS
ARE ACCURATE.

RAGS MORALES
ON HEAD SHAPES

“Head shapes are important
character traits. Even extreme
examples can be convineing, if your
proportions and shadows are
accurate. I've used movie and TV
stars, friends and family, or even
people I've seen from the mall
[Figure €]. Remember not to use
the exact face of someone, though,
just the type that fits the
personality...lawsuits, y’know.” @

ANATOMY



E ' Es BY BRIAN BOLLAND

A s | sit here preparing a tutorial on how to draw,1 = you draw has to be based on what the thing looks like in real

realize 1 don’t really know how to draw. At the  life, but artists in comics have come up with shorthand
beginning of each day 'm convinced | can'tdraw, = versions of eyes, mouths, etc., which often look better than =
and my first attempts just serve to confirm my worst fears.  the real thing. It's my belief that if you reduce drawing to
1 just get by on a combination of observation and a vast ~ aset of formulae, you end up with formulaic drawing. Keep
vocabulary of tricks learnt from other, better artists. There  looking, keep trying new ways and don’t believe for a
is no “right” way to draw eyes, noses, mouths, etc. What = moment that you've got it completely right.

PROPOIITIONS

First the basics. From this drawing above, you can see the relative 1 should mention here at the beginning that 'm doing all of these
proportions of the eyes, nose, mouth and ears. The eyes are roughly  sketchesin Photoshop ona computer. They're not “computter generated.”
halfway down the whole face. Divide the lower half againand you have  Everything is drawn with a pen on a Wacom tablet. However, if you're
the tip of the nose. Divide that again and you have the spot for the  trying this out for yourself at home, I would strangly suggest you doit
mouth. The eyes should have the widthof an eye betweenthem. ~ withareal pencil on real paper.

EYEI.IDS

In normal circumstances the upper eyelid sits just on top of
the pupil of the eye. This changes during emotional states such
as surprise. 1
When drawing. the eyes themselves, iry to get the puplis
and the irises—the dark bits—in the right place. Fiddle around
| : with them till you get it right. You’ll know when you have.
! Whatever | draw there’s usually one human figure that's a key
! £ element in the composition—the focus of your interest in the
; I situation—and your eyes will go straight to their eyes. | always
.) /1 startinking a comic book cover by inking that face, and | always
Q’#\ o~ /1 ink one of the eyes first. If you can get those eyes right, and
that face, then the rest of the page will look okay.
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FEMALE
FACE

Slightly different principles apply
. to the female face. We assume
'automancally in the world of
comics (unless otherwise
instructed) that she’s young and

beautiful and wearing false eye-

lashes. Emphasizing the eyesin

this way makes it easier to show

them froma d|slam:e when you're

having to draw a small figure.

BILL
ANDJILL

. Our two faces—let's call

- them Bill and Jill—should

* have their eyes placed on
their faces somewhere like

_ this. | never could draw

_ ears! Fortunately, Jill will
eventually have long hair,
and when it comes to Bill,
well, Fll just have to take
a properiuakatsmneears
snmeﬂme' .

SURPRISE
AT SMILES

Whlte we re stlll looking at Bill and Jilf's faces

_from the front, there's a variety of moods that
- can be expressed with the eyes. The look of

surprise or fright on Bill's face requires the
white of the eyes to he visible between theiris
and the upper eyelid, and the eyehrows fo he
raised. A proper smile requires the lower lid to
rise up and even, as in Jill's case, become a
slightly upward-curving line. linclude the nose,
mouth and whole head here because, well, the
eyes, nose and mouth are connected by muscles
and together make up the expressions, Il see |
if | can give Bill a better mouth when | get to

- that particular lesson. _

ANATOMY m




TURNING
THEHEAD

Right, le's turn the heads around slightly.
I've always had a mirror propped in front
of me as | draw so | could copy my facial

- characteristics and expressions. As | get
_ older I'm more comfortable drawing old

" guys with droopy faces, and | see from

this drawing of Bill that the bit of skin

“abave the upper eyelid is quite heavy. I'll

have to watch that. ,

‘What can | say about this? This is the

- way | do it. Often | find I just can't get a

face right and go flying to a folder of photo

. references. So farl haven’t gone there. Jill
has been drawn here in a more stylized

- way. Often a face like this will end up no

 more thananinch high on the actual comics
| page, soithastohe rendered in fewer lines.

SIDEVIEW
. This is supposed ta ha about the eyes, but
1 must say it's difficult to demonstrate the.
eyes and how they convey expression and
mood without bringing in all the rest of the.
_ facial features. This is simply to illustrate
' the eyes as seen from the side and where
they occur on the face. A common mistake
is to have them too large (i.e., To have the
_corner of the eye nearest to the ear stretch.
too far towards the ear). 'm getting more
stylized here. I think I'm loosening up.

SCARY
SIGNALS

It's always fun to draw scary faces. Have the
“eyebrows low over the eyes with their outer tips
arched right up. The irises and pupils of the
eyes look best when they are only just visible,
pushed up to the tap eyelid. With a male face you
have the luxury of piling on wrinkles and creases
- to emphasize the expression. With the female
face, if you need to make it glamorous as well
. as scary (yes, sexism is alive and welf in the
* world of comics), you can’t have it ravaged with
lines. Keep the lines smoother than with the
“male face. I've given Jill dark, Gothy eye makeup,
especially under the eyes. = Fai
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THEHIGHROAD

Bill and Jill seem to be going through some changes.
Don’t expect to see them in their own comic book
anytime soon. Bill's face is supposed to show how,
when the head is tilted back, the eyes appear to
occupy a higher position in the head. The ears never
change position when the head is tilted in this way,
so keep them down at the jaw, not hetween the
eyes and the tip of the nose as is normally the case;
this will give a convincing impression that you're
looking up at his face. Both faces are supposed to
demonstrate a range of emotions by moving the
eyebrows and the eyelids. They'd look a lot better
with hair, but Wizardisn't paying for hair. Hair would
he extral

GRIMACES

I've taken Bill's face on the left, opened the eyes in fright and I'M ALWAYS AMUSED when people look at a
dramatically underlit it. The lower lids are casting a shadow in the painting of a face in an art gallery and say, “The eyes
form of a dark line on the cornea (the whites of the eyes). The follow you 'round the room!” Well, if eyes are looking at
irises and pupils are rolled down, only half visible, to suggest you out of a two-dimensional image then they’ll be
extreme panic. I've taken Jill's face on the right and screwed it into looking at you wherever you are. That’s the magic of
a grimace in order to show the folds of skin across the nose that drawing eyes!

flow from the partially closed eye, and the crow’s feet radiating R B : -
outwards. This is more noticeable on older faces, but something All eyes are on Brian Bolland when he draws such classics

like it is there in all ages. You just have to look in the mirror. as DC’s Camelot 3000 and Batman: The Killing Joke.

ANATOMY



That can | say about the nose? It differs from the eyes | Thenose doesn't express emotion the way the eyes and the mouth do.

in that while there are two of them there’s only one : The nostrils flair and arch during emotional states, but apart from

of it! | that, the nostrils merely get pulled about by the mouth and the bridge

As an artist on a lot of projects, including Judge Dredd, Tabooand  of the nose wrinkles along with the skin around the eyes. It's a part
too many covers to count, Fve had lots of practice drawing noses. = of expressions formed hy the eyes, nose and mouth working together.

KEEPITINLINE

Okay, let's tackle the nose. The nose isn’t
capable of expressing emotions the way
the eyes and mouth can. You can't exactly
move it about. The nostrils are made up
of a softer material than the bridge of the
nose, and they stretch and flair when the
eyes and mouth are pulling the face around;
I'll cover that later. The distribution of light
and shade on a nose is quite subtle and,

- seen from the front, would look somethmg :

~ like this example. |

- When you're drawing the nose straight

on, or “in line,” however, you've got to

* decide how much of this tone you show.
Comic art, by its very nature, is a process
of simplifying—taking shorteuts in fact—
so let’s begin by attemptmg to render the
flgure in !me

SIMPLIFIED

In our second example, I've simplified
the drawing. For such a large structure
onahuman face, it's surprising, though,
that the less visible a nose, the better it
is—particularly on a female face.

s g
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 PRETTYFAC

Here’s the equivalent female nose from
the previous male face. 1 drew all the
lines that you see on the male nose and
one by one erased them (take my word
forit, | did). The more | de-emphasized
the nose, the prettier the face became.

 HALFANOSE

For a three-quarter shot, | would build
the face up like this, with the eyes in place
on the oval of the skull, a hint of the mouth
and a suggestion of one nostril and the tip
of the nose. Then, on the right here, |
would flesh out the face complete with
expression but leave out the bridge of
the nose. The face like this looks strangely
complete. You could, in fact, leave out

the bridge of the nose altogether. Nobody

would notice.

(o)

NOSETONOSE

In profile you can see the differences between
a male and female nose. |, personally, would
- put a slight outward curve on the bridge of the
male nose and a few extra lines to suggest skin
texture and emphasize his rugged masculinity.
The female nose is finer and the skin texture
. smoother. In real life, women have Roman
noses and different-shaped noses just like
- men, but in comics, at some point, you'll be
expected to draw this kind of nose. It slopes
smoothly upward like a ski slope and the
underside of it is mere upturned than the
man’s. It doesn’t stick out as far, either. The
upper and lower lips and the chin protrude
further forward than with the man. Since the
skin is smoother, you have ta accomplish this
with as few lines as possible.




MNOSES. .
THEERIDGE

The major difference in this example is the
inclusion of the bridge of the nose. Having
positioned the eyes, we now find that Bill's
nose partially covers the left one. That's not

*_aproblem. The bridge of Jill's nose completely
obscures her right pupil. She can’t see us
out of that eye. Her smile has pulled the skin
of her lower face backward and upward. As
a consequence her nostril has stretched
backward and upward, making the nose
appear less upward-pointing at the tip than
in her previous portrait (the side view).

COMEDYZHORROR

Fortunately, if you're easily bored, the nose
comes in all shapes and sizes and can stretch
and wrinkle in all kinds of expressive ways. For
the scary face, returning to an earlier drawing
from the “Eyes” lesson (see page 48), Pve
emphasized the gnarled look of the nose and
‘deepened and lengthened the shadow to make -
the nose look bigger. The potato-shaped nose
on the right, tilted up and with the nostrils '
pulled down by the opening of the mouth, has
more of a comic effect. When mixed together
to the right degree, realism and caricature—
the comedic and the horrific—make for
expressive drawings. o

LOOKINGUP

Tilting the head back and viewing the nose
and the whole face from below can be a tricky
thing to pull off. In this case | had the luxury
of construction lines running from the faceon
the left to help me get the proportions more
or less right. As the head filts further back
and the tip of the nose is above the eyes it's
even harder to get right, but we’ll cover that
in the next section on mouths. See you there,

THE NOSE DOES COME in all sorts of different shapes
and sizes. Does anyone remember Tiny Tim? Also, different
ethnic groups have different-shaped noses. Take a proper
look at them and be very careful not to slip into insulting
racial stereotyping.
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MOUTH
PIECES
Five years of my career were spent drawing
Judge Dredd, and that ruined any ability I might
have had to draw proper lips. Now | have a
droopy mustache, and I can’t actually see my

upper lip. What reference I've collected tells
e that the lips look something like Figure

A. Below the septum of the nose (the bit of

cartilage between the nostrils), the oval
dimple known as the philtrum extends down
10, but doesn’t quite touch, the cupid's bow
of the upper lip. There’s the vague hint at
where hair woljld grow into a mustache,
thereby making the face look more m_ale.ﬁ

_ For the female face (Figure B), I've left
off all the skin texture and piled an the makeup,

- particularly the lipstick.

s | was working on the “Eyes” section (see page 48), |
realized there were so many things | wanted to say about
the eyes, nose and mouth that the drawings kept mounting

up. There are still many things left unsaid, especially about the mouth.
The mouth is the most flexible and, really, the most expressive organ

MOU THS

of the face. Each expression requires the lips to lift, drop and stretch
across the rigid structure of the teeth in just the right way. When
you've worked that out, you have to consider tilting the head up or
down or playing light and shadow across it. | can’t imagine an arftist

. who has never looked at photo reference getting it right.

In the world of comics, the male face seems to look hetter
a_nd :mul"e macho without an upper lip. We tend to leave out
the creases or laugh lines that stretch from the nostrils to
the corners of the mouth.

I'm not quite sure what expression I'm trying to achieve
with the female face, The lips are the most malleable part of
the face and can be pushed around into almost any position.
To correspond to recognizable expressions, you need fo get

the lips _into the right place. _
ANATOMY m



MOUTHS
| SMILE!

Let’s attempt a smiling face. You can smile with your lips open or shut,
If they’re open, as is the case with Bill to the right, the upper lip rises
up and reveals the gums of the upper teeth. The bottom lip and the tips
of the upper teeth are pretty much touching. Try smiling yourself and
you'll feel this contact. The upper teeth themselves are a rigid part of
the skull and can’t move up and down, so the lips—the whole mouth,
in fact—have to rise up, making the gap between the upper lip and the
nose seem very small and the chin surprisingly long.

The tip of the nose remains in the same place, but the skin around
the nostrils will widen and rise up a bit. From front on, you won’t really
see the nostrils themselves. There’s no getting away from drawing
laugh lines here. As | said before, remember to lift the lower eyelids
until they’re almost straight lines.

LAUGHITUP

When you laugh, you open your jaws. The upper lips would be in
a similar position to the smile (i.e., over the top teeth), but the
downward stretching of the whole face pulls the corners down. You
will see the bottom teeth (o some extent) and the tongue. The lower
jaw has pivoted backward and the lower teeth will be seen from
slightly above. You could even see afilling or two. The laugh lines
will certainly be there and, most importantly, the face becomes
longer and the jaws—the bits below the ears—taper and narrow.
The eyes will narrow and wrinkle, and the nose might wrinkle too.
Your've got to get the degree of wrinkling just right or you could he
making the face look older than it is.

Or try doing it this way. BilP’s smiling, but his upper lip isn’t curling
upward at all; he's just showing a full set of teeth. Jill's expression
is one of my favorites on a female face—and one, though I've been
trying for years, I've yet to get right.

The left corner (her left) of Jill’s lips is slightly obscured by
the downward crease of the laugh line. Try to follow the septum of
the nose down to the vertical plane just abhove the top lip, then
diaganally over the lip itself (accounting for the thickness of the
skin there) —that’s where the gap between the middie teeth should
be. You then somehow have to draw hoth lips as if they’re folded
around the rigid structure of the upper teeth.

The curved line représeming Jill’s right cheek, which runs from
her right eye down to the chin, is very important and takes quite a
bit of skill to get right. The smile causes the cheeks to puff out, so
the line has fo curve out, but the pulling back of the corners of the
mouth bring the cheek line back in. The chin itself sticks out. The
final vertical part of the cheek line before it goes round the chin and
under the jaw actually lines up with the right (Jil’s right) corner
of the mouth. Confused? You will be.
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PROFILEGR!NS

Seen in profile, the smile and the laugh
would look something like this. It's not
exactly the same because Bill's mouth
is slightly more apen than before. This is
‘one where you can't look in the mirror
to get it right. Notice that Jill's lower jaw
has swungon its hinge somewhere ‘round
about the ears. The lower set of teethis
angled downwards—that's why you can
see the fillings in the front view—and
the chin has swung down and back.

FROM
LAUGHTER
TOANGER

When you laugh, you tend to throw your
~head back and end up with a lot of difficult
- poses to master, so I'll cover that later.
- Laughter wrinkles up the eyes and throat
~ inways you'll only know if you take alook

at photos. That's what I've done here with
. Bill (Figure C). The trouble with using
- photo reference is that you can end up

with a face that looks a lot like the person
in the picture and not very much like the

- character you're drawing. :
It's only a small step from laughter to

a range of other facial expressions. By

exposing a bit less teeth and arching up

parts of the upper lip, you end up with, in

Figure D, shouting or anger.

STRETCHING
THEBOUNDARIES

i-Iere you can see, on BI“ face, the foreshnnemng of
the nose as the head tilts hack and, as the mouth opens
wide, the narrowing of the lower jaw. As the face stretches,
jreﬁjcal:reaées form, and you can end up with acouple
of extra chins. Also, tendons stick out and stretch dnwn__'
the neck. All of this can emphasue the expression.

It’s easier to pull and stretch faces into these posi- _
tions if they don’t have to e good- leokmg It's harder
to take a beautiful face pull it into extreme expres— .
sions, and have it remain beauhfu[——as my previous
drawings and this drawing of Jilf plainly illustrates..
She‘d look beﬂer with halr thuugh
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MOUTHS
. CARICATURE

The lower lip is almost as prehensile as
an elephant’s trunk, and there’s almost
no limit to the ways you can draw it. In the
case of sad faces, you could drop the
_ lower lip like this to show the bottom
teeth and gums. Armed with an under-
standing of the eyes, nose and mouth,
and the way they express emotion, you
can slip into caricature, Caricature can
bring more vivid fife to your characters.

QUICKDRAWS

Most of the time you'll be drawing very small faces and there
won’t be the time or the space to include all the lines I've
drawn on the faces so far, so you have to simplify. Take all the
elements that you know about the eyes, nose, mouth, ears,
chin, etc. and render them in as few essential lines as pos-

sibie. If you're trying to show a darker skin tone, you will

have to use more shadow or texture.

I tried fo draw the faces here as guickly as possible. One
or two of them I'd go back and improve on before the final print-
ing, but I've left them here for two reasons: ) To make you feel
better about your drawing; and 2) Because it's my pub night
and there’s a pint of Guinness waiting with my name on it.




Just to round things off, it's worth putting a bit of dramatic shadow
on the face—in this case, two with the light source from the left,
the other two from above and helow. There are many ways of
lighting the face, including from two sources, which there isn’t
room to cover here. =

I'll let you into a couple of trade secrets: I've got a book of

clippings of faces and occasionally | swipe from them shamelessly,
including two of the faces here. (Thank you, Jack!) Also, for my
professional works, | always have my light source coming from
the left. That way | can have my shadows falling in similar ways.
1 can seem to work it out that way. If it comes from the right, |

have to scratch my head a bit.

 ABSTRACTHEAD

Finally, we have four very ahstracted—you might call them car-

toony—heads. It's a case of knowing the principles of how a face

works in order to bend them and break them to best effect. If in
doubt, just draw a Smiley Face. Give it a go. You know you can do it.

THE EYES, NOSE AND MOUTH are not three separate
things; they are connected together by muscle and tissue,
and anything that the face expresses is done so by the eyes,
nose and mouth moving, stretching and working together. A
smile, for instance, is something that involves the whole face.

Drawing can be a very frustrating business. What I've
presented you with here is how | would draw some of these
things. It's not the definitive way, of course. If you want to

know how to draw beautiful women take a look at Adam Hughes’
work, or Charles Dana Gibson. For a fine classical face, you
want Barry Windsor-Smith. For photo-real, dramatically angled
and dramatically lit faces, go for Alex Ross. For sheer all-round
excellence, you should take a look at J.C. Leyendecker or
Norman Rockwell. Learn from all the great artists. And most
importantly, there's always a face available to draw from—just
look in the mirror.
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ey folks! Steve McNiven here to show you the nuts
and holts of drawing hair, specifically the stuff that -
grows on your noggin. (I'm gonna leave back, under-
arm, toe and any other body hair outta this one!) Hair, or the

lack of it, helps an artist define a character. Drawingitcanhe =
a struggle, for its structure can change with a gust of wind. ;%
By getting a few pointers under your belt, hopefully lcan |

make thmgs a hit easier for you.

METHODTO

head, ‘cause that’s where it all begins. Here's aloose structural drawing
Lof Sue Storm’s head from the side, top and back. On this | have placed
" lines: deplcungihe hairline (wherethe hair stops growing on the head)

: 'I’m assummgthatyou have aguod grasp uﬂhe structure ufthehurnan‘ ;

‘ and medlmmonﬂmflkeeplnmlnd fur howhalrgrows nutoﬂhe head.

WIZARD BEST OF BASIC TRAINING

THEMADNESS

- My nverall me'thud nf drawmg is smular tn
- the cleaning up of storyboard drawings
" orthe h’;ethodsﬁ"nf a traditional animator.
1 begin with a loose sketch of the head
on standard hond paper, trying to capture
‘the movement of the hair without worrying
* about the details, just getting a flow and
direction that works. Iuse a.05 mechameal_
pencil for all my drawing. .
 Whenlhaveagood, suggestive dramng,
1 pqt it on the I_ightbux and plane anather
sheet of paper on top and begin to tighten

_ up my drawing, keepingin mind some of the
pointers that Pl discuss here. That's just a
' way that works for me. These pointers
should hopefully fit into whatevar metho;!
you are cumfortabie with. '

Halrlmes drﬁer wnh each character mosﬂy at the from‘ eﬂhe head :

- Themost common use of areceding hairline (a hairline that has moved
 towards the crown of the head) is to shnw age. The direction of hair
_grnwth is more or less stmilarm all peopje, starting from the crown,or

top of the head, and spreadhigur:tand dnwn to me hauime -
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STYLEOVER
SUBSTANCE

- With the structure all worked out, I loosely (l:ravé in the hair, keeping
~inmind the style of the haircut. Hair by itself doesn’t differ visually
- between men and women. It differs only in the style of haircut. With
. this in mind, we can reinforce the design of the character by the
. choice of hairstyle. Gonversely, the character can also dictate the
. type of hairstyle used: For example, a soldier would more likely have
* abuzz cut or a flattop rather than a ponytail, while stereotypical
* villains tend to have a widow’s peak or a receded hairline with
~ apronounced “V” shape. e -

MOVEIT
ORLOSE IT

Another aspect of drawing hair is to imply
‘movement. With static images, any chance
you can get to imply movement should be
acted upon. Wind in the hair is an obvious
choice; so is the sudden movement of the
character’s head. Again, try to capture the
overall movement in a loose gesture drawing.

SEPARATE
WAYS

. With the overall structure and
 style of the hair in place, Estart
to tighten up the drawing by
_ separating the larger locks of
hair, all the time trying to keep
the gesture that | had in the
. original drawing.

ANATOMY



LIVING 0.0

: Another aspect of flmshmg off the halr is the color :

; af the hair. This is where rendermg comes into play.
With my particular style of drawmg, 1 tend to do

_no rendering for I|ght-culured hair, while blacking in.
the hair for dark-colored hair. Additionally, for dark
~ hair, vou can put in same hlghilghts to give an added
dimension to the hair if you so choose. Highlights will -
. be placed according to where you have decided to
. place your light source(s), usually falling on those
areas of the hair that are facing the Ilght suurce and

 are cnnvex or rullmg outward from the heact

m WIZARD BEST OF BASIC TRAINING

i Now 1 go in anﬂ start to brmg thmner Iucks, !
trymg tu create varioty in the halr movement .

SO THERE ARE SOME QUICK POINTERS
FOR YOU. | hope they come in handy. One thing to
remember is to do research. Look at a bunch of different
artists and try to break down how they tackle hair, both
in the structure and rendering. One favorite of mine is
to look at the artwork of 20th-century illustrators,
particularly of the art-nouveau movement. There's a
gold mine of stuff out there beyond what'’s being done
inside comic books! Go out and find it! @

Steve McNiven’s salon-friendly women and hair-rais-
ing action scenes can be found in titles such as Marvel's
New Avengers and Civil War.




CHAPTER THREE | ,& ?

FAc E s BY JUSTINIANO

G reetings! To a few, 'm known as Justiniano. . (or other things, for that matter). It's just a question of

‘But to you, as of now, 'm known as “the guy . what you're frying to achieve. You could draw a circle with
wha taught you how to draw a face.” Actually, = two dots for eyes and a line for a mouth and anyone in
1 don’t think I can teach you how to draw anything. Only  the world will recognize it as a face. Trouble arises when
you can teach yourself. |, however, will show you afew = you try to emulate someone else’s way of doing it; you
simple steps toward a common goal: to draw a face. might not be happy with the results simply because it
First, let me assure you that anyone can draw a face . might not resemble that other person’s face.

SHAPES

Before you venture into drawmg your own face, cons:der how that shape gives them all different personalities. Shapes
which shape you'd like to use. In the illustration above, notice  come in countless variations with which you can play around.
how each of these characters has a different head shape, and ~ Experimentation is limitless—and it is also key!

DIFFERENCES

It's not a hard and fast rule, but men and women have slight
differences in terms of how their faces are built, Here are some:

The man’s head is slightly bigger than the woman'’s, as
shown in the side-by-side comparison here.

His forehead is straighter, but has a small indentation
on it, while hers is a bit rounder. '

His brow is sharper and somehow angular. It also extendsa
hit farther out. :

His noseis also s1ra|ghter than hers, which has aslight curve
to it. Notice how the tip of his nose also ends on a sharper line.

The space hetween his nose and upper lip is wider.

His lips are thinner and less full. Also, his mouth exrends
farther hack.

His chinis bolder and strunger compared to her more
rounded and delicate one. :

ANATOMY



THE
EYE

I started by doing a grld for each the main facial features—~eyes, nose. mouth and ears. Sketch a perfect square and
_ divide it into four sections. Name them A, B, C and D accordingly. For the eye:

1. Start by sketching a football, spanning all four sections.
2. Now do a curved indentation inward in Section A. Then bring one end of the football from Section D into Section B

3.Add eye]ashes by drawing a stronger line above, and a less strong line below. The lashes come from the inside outward. :

4. Draw the iris by doing a small circle inside another, but not quite centered in the middle. Add an extra line above the upper eyelashes,

for weight. :
5. Render as you please by adding shapes and reflections. This part is up to you,

N
M | A

" P :
THE ~ || ™R
NOSE - :

. L. Draw the boﬂom half of a football.
2. Push Sections C and D inward.

3. Curve the lines a bit. Also, bring the line of Section D into Section B as shown. Add nostrils.
4. Draw a curved line that WIII serve as the tip of the nose.
5. Hender away' '

\r’
o
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1. Start with another foothall, only this time the upper part is flatter and smaller than the lower one.
2. Push both corners inward with a slight curve. Do the same in the middle.
3. Go to the lower section and bring both ends in a bit.
4, Add extra lines fo show textures.
5. Further rendering is optional.

THE

I

1.Doa si'andmg football covering all sections of the grid.

2. Curve the line on Section A outward, and round it. “Wiggle” the line in Section D. Add an extra line mirroring the shapes in
Sections A and B. Draw it inside.

3. Draw some shapes at random inside the ear. Connect some to form a “Y” and a “G.”

4, Draw the cavity of the ear.

5. Render at your pleasure.
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FRONTVIEW

Now that you have all the individual parts, let’s put

- them all together with these steps to creating a face

from the front:
- STEPI

and another from top to bottom. It shoutd he a
- rectangle, not a square.
- Take the rectangle and divide mnto seven dlﬁerent

- sections vertically. You should have 14 smaliar._

rectangles now.

Draw an oval shape berween sections 2 and 4 on rhe :
upper half and sections 2 and 4 below. Repeat on_'

. the other side, between sections 4 and 6
STEP2

Plaee the eyes on Sectmns 3and 5 rlght above the

- horizantal line. Find where they divide and foss in

- another horizontal line, oniy Inghter

. Verylightly, draw an inverted triangle startingfrnm the

. outside corners of the eyes, down to the vertical line.

{ Sketch where the nese wﬂl he m 1he space where the

triangie clases, and sketch another slight horizontal line.
Add another one where the triangle fmally closes

. STEPS
~ Sketch the ears between the imes of !ha eyes and
_ Start by drawmgagﬂd with a center {me gomg across

~ the nose. :

Reshape the nose and add snme Ilps to the mouth Ime :

STEP4 -

Add more details by addmg eyebrows, eyelids and irises.
Also, add the chin. Render the nose a bit more.

Adda neck by mssmg a Ime fmm the mouth line down

[:lean it up, add some shnulders and there you have it.
- Youdrew a face! ’

Alter it and add stuff to it as you plsase Draw a
beard give him a hat or an eyepalch——whatever
_you want to do, do!

STEPG . .

1 obtained my final version by addmg thmgs to and
 subtracting things from it to accommodate the hero’s
luoks but that was mnsﬂy persnnal tasre and wsmn

ANATOMY
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The grid on the illustration above is a bit more cnmplex, but just

as effective. Just count the spaces in which the points meet

and take it from there.

FIGURES 1 &2

The purpose is, first, to give the head its shape. Notice that

- the head is not round. Count the spaces and mark the places
in which the lines will meet. Don't forget fo curve the chin
to resemble a letter “J.” o

FIGURE 3

Mark where the eyes; nose and mouth will be placed. Sketch

in lines lightly.

IN CLOSING, let me stress that art is what you make of it,
and drawing is not about portraying, but how to see. Once
you learn how to see the way in which things are related to
each other—how they connect—your brain sends signals to
your hands and you render what your brain is registering.
This process requires practice, so don't give up so easily.
Like any skill it comes with time, and the more time you spend
with it the easier it’ll get. You'll see!

m WIZARD BEST OF BASIC TRAINING

FIGURE 4 .

Add the features. The eye is basically a cone; the mouth is
a triangle; and the line of the nose comes out of the grid.
Do the ears between the eye line and the nose lirie. You may
also add a neck.

FIGURES 5 &6 :

Render the features by rounding off the rough edges. Do
the indentations of the brow, the tip of the nose, the lips
and the chin, as well as the neck. You can also work on the
eye by adding the iris, eyelid and eyebrow.

So go through your photo albums or magazines and find
some interesting faces. Then see if you can draw them. Don’t
expect them to be perfect—have fun instead. If they look like
faces, you've done your]ob'

Justiniane puts a bold new face on comics in series like DC’s
Day of Vengeance and The Human Race.

ok
LF
TR R s
/-A M\f
.__\//\ H ;\;
Ve VAR 3

KW;‘ f




LL MARVEL CHARACTEAS ™ & © 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED.

smug'loo_k on his‘ face. No n_eed for dialogue. Then watch the trap

commented on my use of faces, asking me who my go horribly wrong. For me, the hysterical part wasn’t when the

E ver since 1 got started in this biz, people I_'lavé always-

influences were. That's easy: Chuck Jones.

. boulder crushed him, it was the pathetic look on Wile E.’s face

If you're not hip to old Warner Bros. cartoons, he's one of | just seconds before, when he realized he was screwed.

the all-time great animation directors and creator of Wile E '
Coyote and the Road Runner. Check out any scene where Wile
E. sets a trap for his fleet-footed adversary and notice the |

CREATINGLIFE

- Knowing just what type of expression to give your

character is an important skill. So grab your penml and let’s

get emotional!

1 once had an idea for a comic following the life of a rock. Yeah, I can
hear you: “The story of a rock? Who cares?!” Sure, intellectually, we

might learn something about geology, but emotionally, you're right.

Who cares? There’s nothing to relate to, and that’s my point.

KODAKMOMENT

Okay, your're given a script where Hawkeye and Captain America
are chatting with a couple of women. Hawkeye's doing the

talking. Let’s say his dialogue’s something like this:
_ "Hello there, ladies. Your're looking mighty fine. P'm Hawkeye
of Avengers fame and this is my trusty little sidekick, the Capster!”

The interesting expression here belongs to Captain America.

It's a snapshot in time. The exact momen'r he hears his intro. Not
before. Not after.

Now, there are a lot of valid directions you could go with
his loak, like intense fury or surprise. | chose this moment,
because it's the most interesting. It's during an emotional
transition between being happy and insulted. It's a reaction

. that’s unique to this moment, as opposed to showing him purely

insulted, which could apply almost anywhere (Especially wnh
friends Ilke Hawkeye )

ANATOMY m




CHARACTERACTING

A | good way ‘o work is to thmk of yourself as a director, and your

characters as actors. It's your job to make them perform. v
_ Personally, | never think of comic characters as costumes with

powers. To me, they’re people. They reach react to things
differently and you don’t need dialogue fo get that across.
_Let’s use the X-Men gang as an example. Here's the em:rym

_ wm‘twod&.lt’shmken'ﬁohemamundasmgwho brokeit. Ea_ch_
X-Man answers with the same four words: “l didn’t break it?”
~ See if you can match the correct face to the thought:

A) 1 didn’t do |t hut P'm sure I'm gunna get blamed far it.
B) I can't helieve you're asking me that question.
C) Oh, darn' 1 didn’t know it was broken, That sucks!

D) How many times do | have to tell you? Nol djdn’t' '
B ukay, 1did |t, But l’m nnt going to admnt lt
: Professur)( heads into the den and fires up the Nintendo, but it

I'm not gonna tell you whu was thmkmg what, If you can’t
figure it out, then | haven’t done my job properly. Break offinto

_ individual discussion groups if you're having trouble.

THETWO- FACETHEORY

Let’s take alook at what I call my “two-face theory It’s a bit

page, and it’s something 1 Ilke using with deranged eharaeters
to give them a quirky sort of expression. .
It's real easy. Take a shot of the happy Sahretnorth and

m WIZARD BEST OF BASIC TRAINING

: pasfe it together with a sho‘r uf him furious. Check out the '
more exaggerated than the Captain America shot on the first

results by placing your hand over one side of the third

 illustration, then do if to the other side. Get it? It’s kinda fun.
Now try it with other expressmns to see what klnl'i of
combinations you can come up wu’th




INY’ DUREYES

Okay, you're penclling X-Menand the
script says two words: “Wulverme
smiles.” But there’s more toa smlle
than just flashing enamel, Ask
yourself what else is involved. How
does he feel? Why is he smiling? Each
of these three faces is exactly the same
except for the eyes (and the eyebrows
and forehead). Doing different things
with the eyes dramatically changes
the meaning of his smile. In the first
illustration, Wolverine seems sincere,
almost charming. In the second, he
looks giddy, even goofy. Not at all the
Wolverine we're used to. But the third
one, that's the Wolverine we know and
love. That's a smile that says “Ymgonna &,
kill someone and enjoy it!” It's the eyes
that make all the difference. They're
not called the “windows to fhe suul”
- for riothmg :

'I'HE YE HAVEQ“?

i hate drawmg characters whn have no puplls (And no, | don’t
' mean students!) You lose a valuable tool without them. Martial
artists suggest looking in your op_ponem‘s’ eyes to see when they'll

- attack. (Or maybe I heard that in some Jackie Chan movie.)

in haﬂle, bur you see what you re Iosmg asa storytelier.

'Anyway check out these s»hois of Wolvenne with his mask on. Yau
 getabetter sense of what hesfhmkmgwhen you actually see his

eyes. Granted, not showing his eyes works fo Wolvie’ s advantage

ANATOMY




WRINKLE
CREAM,
PLEASE!

. When drawing yuung peaple, Z
especially women, you have to
watch out. Make sure not fo go ]

- overboard on the wrmkles ookat
the examples at nght Sure, Kitfy
Pryde looks really up'set in the
second shot, but all those wrmkles
also make her Iook about 10 years

older than she should be. So be '
careful; it’s a delicate balance.

Y’ KNOW, | could go on for pages upon pages showing you how
to draw an angry face or a lustful face or a sad face, but that’s
not the point | want to illustrate. Facial expressions are one of
the storytelling tools you have to work with. They’re not about
penciling a goofy face or an interesting one; they're about pen-

WIZARD BEST OF BASIC TRAINING

it inc 1cates‘shnck, but you’ ve gotia agrae thaf the secnnd-'
action goes much deeper l-les compiefely staggered and
' nallyvulnerable.. On an actwn~muvie s*larsca[a, the flrst_ ‘

ciling an appropriate face. Get inside your characters. Know
how they feel from panel to panel. Use a mirror if it helps. And
if a picture’s really worth a thousand words, then the right facial
expression’s worth a thousand thought balloons. Have fun, and
I'll see ya in the funny books!
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'ARMS & LE

att Haley here, artist of Gl Spyand many other
projects such as covers for DC's Firestorm. Fve |
been drawing superhero comics profession-

ally for over a decade now, and while there are many
ways of drawing, many styles an artist can adopt, there’s
one thing every superhero artist must know how to ?
draw—or rather, there are four of them: arms and legs.

First off, a lot of artists seem to think all they

i

a

o

o
o

need to know is to draw a blob with a big hicep and
a hand at the end for an arm and they're off to count
their earnings. Wrong-o. | don’t care if you have the
latest manga-wacky style to your art—if you don’t
have a firm grasp on how the human body is put
togéther, your art will look clunky and amateurish. In
other words, you have to know the rules before you
can bend—or break—them!

FLEXING
YOUR
MUSCLE

Here's a great example of how

knowing the basic muscle groups

can help you create a believably
heroic superhero. Take your friendly

neighborhood Spider-Man here.

Now, | could have drawn him with

a very generic superhero

physique, glibly putting muscles

on his basic frame all willy—n_illy.: -
However, in order to make your

comics stand out from the crowd,
I'd prefer to see you try to put
them where they'd he on an actual
person. It’s not all that hard,
really—you don’t have to know
the bizarre Latin names for the

muscles (you're not training to

be a doctor!)—but if you know,
generally, wha_i the groups are
and where they go, you can use

those basic groups as part of your
visual shorthand to make y__bur.
superheroes look that much more

real. [See page 73 for the quick
basics on muscles.]

While it’s a good idea to have
a few weightlifting magazines
around as muscle reference, don't
limit yourself to them as the peses
can be unrealistic. Be sure to frack
down magazines about runners,

swimmers, martial artists and such

as well!

ANATOMY
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While there are a number of banes that make up the human arm, for our purposes,

two cylinders and three spheres will do nicely. Since many of us have arms, I'm

sure we’re all familiar with how they move—the shoulder rotates around a ball
. joint and the elbow moves like the hinge on a door. (Don’t worry about the wrist
- for now.) Remember to make the upper and lower parts of the arm the same
. length, unless yow're drawing Mr. Fantastic, in which case all bets are off.

. The single most important thing to remember about muscles is that they move.
They may be able to bend metal, but they’re not made of it. They flex and extend, as
you can see by comparing Spidey’s two biceps on the previous page. Notice how his
right bicep seems smaller and thicker in the middle than his left bicep? That’s how
muscles work: They flex and extend as they do the work of hauling our skeletons

~ around—or slinging webs, as the case may be.

TRICEPS:! BICEPS

Now here we need to take a quick look at the basic structure of the human arm.
(Don’t worry, this isn’t a biology test.) You can see the same basic muscles whether
you're looking at the outer part of the arm (above) or the inner part (the part that

. usually faces your body when held at your side, left). If your arms don’t do this, seek ]

. medical attention. :

- Now, most people think that the trick to having a hig, macho, superhero-looklng .
arm are the biceps. They’re half-right. It’s important, but not nearly as important as
anice, beefy tricep. See, the tricep covers over twice as much area on the armas the -
bicep! Plus, it has some neat surface detail on the underside (or anterior) of the
triceps brachii, which can really help to sell the idea of a very powerful set of arms!

WOLVIEINACTION

At this point, let’s show you what a typical superhero arm looks like
when in motion, because if your hero is just standing around flexing,
the world ain’t gonna save itself. Here's everybody’s favorite short hairy
psychotic X-Man taking a ferocious swipe at whatever gets in his
way. Just look at his arm—it’s got all the muscles we just talked
about, but now they’re in use. See how his bicep is fully extended,
holding his arm straight as he slashes? It’s also worth noting thar
his tricep seems to hang down allittle at this angle, again because in
order to make a big arm, you have to have a big set of triceps. His
forearm muscles also stand out in sharp relief, helping to
convince us that he's really flexing his arm and using every
ounce of his strength to cut through his quarry!
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ALEGUP

Now let’s take a look at the leg. Many artists neglect drawing a hero’s (or

heroine’s) legs, and | can’t for the life of me figure out why. How can you

have a superhera run after a villain if he’s got two lumpy blobs for pillars?

Again, knowing the basic muscle groups of the leg will really make your

' drawmgs get noticed as professional-caliber art. Make sure to check out
a I:ook or wehsite on anatomy to get a handie on 'em.

- Here’s a piece of good news: The basic construction of the Ieg is

- almost identical to the basic construction of the arm. (Phew!) See how

it's the same S|mple two cylinders and three spheres assembly we used /
for the arm? They even move the same—the top sphere is the hip joint,

which rotates around the ball joint, and the knee is another hinge joint.

(While the ankle doesn’t have nearly the flexibility of the wrist, it does \
everything the wrist can do, except hold your watch.)

FROMTHIGHTOCALF

I'd say the muscles most comic artists focus on when drawing the leg are the
three muscles sitting just above the knee. These muscles allow the leg fo fully extend,
like when you stand up or climb stairs. The thing to remember is that while the
muscles look a little different on the leg than on the arm, the basic function and
. _construction is the same.
i However, the major muscle people’s eyes go to on the leg is the calf muscle
. (whichisactually two muscles) It’s the muscle we all use to jump or tap our feet.
- It’simportant not to make the calf muscle too large; the largest muscles on the
i leg should always be the thigh muscles, since they provide most of the powerin
- the leg. The one crucial difference hetween drawing the arm and the leg is that
i theleghas knees. Not a little hump hetween the thigh and calf, but actual knees
¢ witha kneecap and everymmg :

BEADAREDEVIL

Now, for my favorite part nf drawmg Iegs—inckmg butt! Kickingis
something every superhero does, and you hetter be able to draw it
right, atherwise helllook like he’s practicing for the hallet. In this action
shot of the Man Without Fear, we can immediately see the basic
muscle groups we just skefched. Look at his legs—it's clear from the
way the muscles are arranged that he's kicking, without even

having to look at the rest of him. Notice how his left calf muscleis
flexed (because his foot is pointed) as opposed to his right calf,

- which is extended (pushing his heel down so he can kick properly). é 7/

Note that the thigh muscles don’t really change all that much g

on the leg when it’s moving, except when the legis straight. Inthat
case, the muscles ahove the knee are much more clearly defined.

ANATOMY n



FEMALE

So, now we come to the big puzzle—how to take what
we've learned about arms and legs and apply it to
drawing superheroines! “Well, duh,” you might say,
“just make her smaller than the superhero and you're
done!” Hold on there, spinach-chin. It’s not simply a
matter of making the female figure smaller and less
muscular, but it is easier than you might think.
The basic rule of thumb here is HERO = BIGGER

MUSCLES, HEROINE = SMALLER MUSCLES. One
crucial thing to keep in mind when drawing female
muscles is that they tend to be shaped more like flat,
smooth rocks, whereas male muscles can be pretty
large and full like balloons. You never want your hero-
ines to look like male bodybuilders with breasts.
They're different. I've lost track of how many comics
I’'ve seen with superheroines sporting huge,
masculine arms and legs. You can make a heroic
woman look heroic without making her look like a
steroid addict. The main trick to making a super-
heroine look muscular while still retaining her
femininity is to streamline the muscle groups (see
the male/female comparisons to the right). '

n WIZARD BEST OF BASIC TRAINING
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. Drawing female legs that look heroic is a bit trickier than
- drawing the arms. Watch out that you don’t put too much
. muscle definition in the legs of the female figure; too many
- lines weighs the drawing down visually and can make her

look unattractive. When drawing superheroine muscles,

. tryusing aFrench curve; it makes the muscles look sleeker.

Compare Spider-Woman's right leg to Cap's. See how

they have exactly the same muscle groups, yet her muscles

have no obvious bulges ruining her leg outline? Same thing

: with her left leg; Cap’s muscles are bunched up atop his
thigh, while hers are flexed, yet compact. Think of a sleek
- Porsche as opposed to a Mack fruck when drawing a female

he:ro and you'll he well on your way,

3% WHEW! See? Nothing toit. Really, the best way to discover

A how to draw arms and legs—and anything else for that

7 » photographs: Draw from your imagination, draw your

friends, draw at the gym or at the track or at the local

pickup b-ball game. You'll quickly develop a feel for how
the muscles of the limbs work together to move us around,
which will make your comics really come alive! Go ahead:
Arm yourself with this knowledge and leg on over to the
drawing board!
Matt Haley is currently arming himself with new issues of
Gl Spy, as well as Superman Returns for DC. Find out more
about him by visiting http://www.gispyonline.com!



M USCLES BY LIAM SHARP

These two illustrations below will give you a feel for superhero  make the giant redwoods look like bonsai pansies. Veins that

muscles and their placement. I'll be demonstrating here how to
take your figures to the extreme. We're talking muscles that

HULKING OUT

Definition lends the figure tension and is the only
thing that can make a hugely muscled character
dynamic. So while this is not reality, a good working
knowledge of musculature is important in pulling
off a character like this. (By the way, the striations
I refer to in the figure are just lines and bands, which
are usually paraliel,)

Now that we’ve pushed the size of our figure,
the next objective is to get seriously ripped. That
means muscle definition. If a figure is punching
another figure, maybe only one of the puncher’s
pectoral muscles will be tense. Biceps and triceps
are rarely evenly tensed at the same time, Stomach
muscles are rarely evenly spaced. If we can learn
from and apply these basic understandings of
anatomy to our monstrously muscled invention,

we’ll be making big steps. Remember, this is not

_reaiity, but the definition you apply to your drawin_g
is what tells you the figure’s size is made up of
muscle, not fat.

make your body look like road maps. Inreality, this would put an
enormous amount of stress on our heroes, but it looks great!
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TRYING IN VEIN
To be honest, | have no idea how veins work
in the forearm! What | do know is the side
of the arm facing the body is the most veiny,
and having one or two long veins curl around
from the elbow over the outside of the arm
to the wrist always looks cool. Over the
biceps there is usually one hose-pipe of a
vein that other smaller veins branch out of,
and this is usually criss-crossed at the
shoulder with other veins that may even
cross over to the chest. In a truly ripped
figure, there are veins everywhere.

Once Pve drawn the basic figure, | bang
in the veins almost at random, but still apply
the loose rules outlined above.
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Don't draw both sides of the
vein—one side of a raised
surface is in shadow, the other
picked out by light. (Although
when a vein is coming down
vertically you should suggest,
rather than state, both sides by
making one side a heavier fine.)
When veins are drawn like road
maps, it looks like they're on
the outside of the figure, not

under the skin.

ANATOMY m



irst, the bad news. Hands are capable of = “basic” pointers. The best way to really learn to draw
F assuming as great a complexity and variety = handsis (as with most things) to practice with refer-

of shapes as all the other parts of the body ' ences. And loads of references are available..just
combined, so the idea that you can learn to draw  look around you. Check out hands on TV. In movies.
them from a few scant pages is a little optimistic, to . In magazines. Why, you can even use yourself as a
say the least. : | model. After all, most peaple contemplating a career
As for the good news, Ill be giving you some  in drawing have access to at least one hand...

BUILDINGEBLOCKS

When you begin, there are certain fundamentals which
- should be kept in mind. All hands have an underlying
_ foundation. Figure A shows an extremely simplistic
hand shape in which you can see its basic structure—the |
“hard points,” if you like. These are the primary building
blocks of the hand—they are always present no matter
what position the hand adopts. The four fingers all move
in a fairly restricted plane, but the seam which
separates the thumb gives it opposable movement

(Figure B). '

The good thing about using a “building
. hlocks” approach is that it helps you
remember you are dealing with a three-
_ dimensional structure. But while you are
practicing with these shapes, you must
. be looking at real hands for reference. If
- you leave this important step until later,
you will have picked up lots of bad
“mechanical” habits and rules which you
~ will find difficult to reconcile with the
image of the real thing.  have no idea how
- many hands | have drawn over the years,
but | am still surprised by the shapes they
make when performing certain tasks
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H

 EXPRESSYOURSELF

R Fiouse 1|

AT THE END of the day we are trying to create characters in which a reader can believe
and identify. Using hands and body language is a subtle (yes, that means you won’t get
much credit for it) way of achieving this.

And there you have it. Hands. They’re not easy, but when used properly they can
improve a comic to no end. Besides, nearly every comie character has at least one, so you
really ought to learn to draw the darn things. Best of luck!

Gary Frank's handiwork can be seen in such comics as Marvef’s Incredible Hulk, Supreme
Power and Squadron Supreme and Midnight Nation from publisher Top Cow.
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Jerusaiem from DC/Vertigo’s Transmerropohran or
the ol’ Canucklehead himself from Marvel’s
Wolverine), Wizard thought it'd be neat if | showed
you the ins and outs of drawing feet. So let’s go.

eet. Just about every character’s got 'em, but
Fnot everyone knows how to draw them. Now, |
since | happen to draw characters who liketo

walk around barefoot all the time (like Spider |

THIST 115 A FoOT.
GET CLOSE. CLOSER!
SMEEEELL IT. SMELL
17/ THAT'S WHAT FEET
ARE ALL ABOUT!  BIG FEET,

SMALL FEET, HAIRY
FEET, SMOOTH FEET
OR ALIEN FEET. MAKIN'
'EM BELIEVABLE ADDS
CREDIBILITY TO
YOUR FIGURE.

FOOTLOOSE

-My method for drawing feet is to start by
loosely sketching a foot in non-photo blue
~ pencil and then going in and carving out the
tighter, cleaner lines in graphite. (Personally,
I use a Berol turquoise HB pencil, but find
. what’s most comfortable for you.)

_ Flgure A: As a guideline,
consider the basic shapes
you see in a foot. The
bottom has a figure-eight
shape to it, with the top

- larger and wider. | drewin
acylinder fo show how you
can begin building depth
in the sketch. Next, sketch

 circles above the figure
mgtrhn sequence tolay out

_ the foes, allowing space

for the bones to connect

the toes to the feet.

e 'l-'l‘llm B: Feet from the side have a tnangular shape, Ilke a  Figure C: A foot seen from straight on has a conelike shape.
sloped hill. Use a circle to indicate the ankle and think three-  The underside of the foot is two ellipses: the ball and the
dimensionally. Always consider what you aren't seeing = heel. Considering the ellipse in your feet will help you place

hehmd your finished drawing. It'll save you time and help'-- - your figure in perspective firmly in the background and nu’t
: create a mnre realashc drawmg > - “ﬂoatmg” in it.

WIZARD BEST OF BASIC TRAINING
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DEMBONES

Feef aren’t a pamoularly meaty
part of the _body, so learning the

shape and placement of the foot's
skeletal system will help you
understand what you're drawing
and what creates the surface
anatomy and shadows of the foot.

GETSHORTY

Foreshortenmg the fuut can be 4
tricky! But if you ‘want your ﬁgureti:l /]
deliver a kung-fu kick that looks
powerful and pamful ‘a good
foreshortened foot is important! It's -
also importfant when indicating the
_ direction your character is travelmg,- =
When in doubt, ' consult

: photngraphs or a mirror. If you
- have a pamcularly difficult angle :
: of a foot you need to draw, get a
_ Polaroid camera and snap pictures
iofa fneud’s feet in the position
. you're going for. Drawing from life
is the hest practice. Even if your
: preferred styleis cartoony. ithelps
. to know what you’ re s:mpllfymg or

. exaggeratmg

FOOTWEAR

~ Another goad meﬂ'lud fo feam fo liraw feet is io draw‘

£ shoes. Take some different shoes of all shapes, age

* groups and sizes and sketch from them. You'll find you'll
improve a lot by learning te capture little details. (One of

- Van Gogh's classic paintings from 1885 was of a simple
pair of shoes) On superheroes, the basic outline of the
foot constitutes a boot like Superman’s or Daredevil's.

(Women's feet tend to be smaller and more slender.)

ANATOMY




BALLEOY

The foot follows a similar motion
of moving heel to toe, whether
it’s running or walking. The
weight of the body is supported
on the hall of the foot when in
* midstep, so the forward foot
should typically be resting on the
heel while the hack foot should
rest on the ball, :

FOOTFETIS

Creating ugly feet is fun and easy. By adding hair, scabs or
unsightly toenails, you can give your character more character!

You wouldn’t give a homeless guy clean, smooth feet if you
wanted fo make him look homeless, so consider where your

character’s feet have been (Figure D).

By applying the same rules of drawing a normal font to your
nmonster feet, you get a more believable monster. Just dropping

' TOETAPPING

Toes are like short fingers. The nail and

bones are very similar in construction. In a

pinch, use the top of your thumb for reference
on foreshortening and skin folds when
drawing a hig toe, but expand the base.
Remember to concave the top of the tue a bit

to make the nail set into it.

Here’s a tip: Typically, the second toe is
slightly longer than the big toe! Also, notice the
curved line the tips of the last three toes follow
{Flgure F). Don't make the mistake of lining

the tip of your foot up straight or making all
your toes the same length, shape and size!

off a foe, adding étawﬁim_nails that are rooted in the proper place

. and adding hair on fop of a solid structure creafes a menacing

monster foot {(Figure E). This is important fo remember when

_ drawing characters like the Beast and Sasquatch.

Study the textures of luards and birds’ feet as well as other
animals. By adding those textures to human feet, you can create
akiller Killer Croc or even Spidey’s enemy, the Lizard!
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SIZES&SHAPES

Now that you've got all the basics, it’s time to take a laok at dlfferent sizes and textures. Here I've provided a number

_ of comparlsons to show you a variety of feet.

Fligure G: Here's an average human adult male foot. We

. can determine that from the shape, size and the bit of hair
on the leg.

Figure H: Here's the Hulk’s foot. By 'usingﬂm same anatomy . - :
- Figure K: Lastly, here’s an average, human adult female foot.
‘A good method of indicating a female foot is to make it

lessans, but making everything fatter and bigger, he looks more
believable. Consider the size of the creature that a foot has to
- support. The bigger the creature, the bigger the foot should

be! If a normal hig toe is about the size of a canister to a35mm

 roll of film, then the Hulk’s should be the size of a soda can.

Figure §: Here’s the Thing’s foot. | imagine that because of
his rocky skin condition, his little toe and fourth toe would sort
of fuse together, which is why he seems to have four toes.
Again, sticking to the correct anatomy and then adding the
rocky pattern to the shape makes the Thing’s foot convincing
as the foot of an existing creature. It's important to indicate
where his foot would bend and move. | drew smaller rocks in
the bends to give the a_ppearance of regular movement.

Flgun J:A bahy s foot should have very few bnnes showing
through. Babies’ feet and hands are small and undeveloped,
so they should appear soft and tiny. This can be achieved by

drawing fewer shadows, or smooth shadow lines.

narrower than a male foot, and smoother in texture. With the
line work, less is more. S‘_.ince many women shave their legs
and paint their toenails, this also is a nice detail to add.

YOou
KNOW WHAT
THEY SAY ABOUT
GUYS WITH BIG
FEET...

I CAN'T STRESS ENOUGH that the best place to learn,
like all things, is real life. Practice drawing interesting feet
from magazines. Remember that style comes from you and your
interpretation of real life through your imagination and art, not
by copying someone else’s style. The more you practice, the
better you get! Ciao! @

Darick Robertson got his foot in the door with DC/Vertigo’s
Transmetropolitan and also has significant runs on Marvel’s
Wolverine and Nightcrawler.
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TAKE
IT AWAY,
WANDA!

ell, hello! An aspiring young artist, | see! Do
you think you've got it? Have you the mutant
ability to make your heroines sultry?

W

can help you find an answer, it should be us! We can’t
teach you everything, but perhaps we can open a door or
two for you that will send you off on your own personal

HEY THERE:
HANDSOME!

IR

m WIZARD BEST OF BASIC TRAINING

My name is Wanda, and this is my friend Janet. If anyone

 with passion or lust.” Well, now! I think that's what the Wizard
 boys invited us here to discuss. Wouldn't you agree?

journey inte a much bigger world...

My only request is that you use what you've learned here
wisely. I fear there are more artists out there who merely wish
to pander to the masses than those who wish to create very
attractive, yet very three-dimensional and believable feminine
comic book characters. Remember—with great power comes
great responsibility! | believe | read that somewhere...

DEFINITIONS

Let's s_ee;..thie Webster's New World Dictionary here in

_ the library at Avengers Mansion describes sultry as
. “oppressively hot and moist.” : :

"OH, | DON'T
THINK | LIKE
THAT--/

Here we go: The second definition is “hot or inflamed, as

NO ANIME ALLOWED

“Stop watching and mimicking Japanese anime.
Pokemon won't get you a job at Marvel or DC. They see
too much of that!” —Alex Maleev, Daredevil

MARVEL, SCARLET WITCH. WASP " & ® 2007 MARVEL CHARAGTERS, INC. ALL RIGHTS RESERVED. PHOTO: JIM GUKD.



| THOUGHT
THEY WANTED TO
~SEE BOOBS,.

7~ OOH, YOU KNOW
WHAT'S SIX INCHES
LONG, TWO INCHES
WIDE: AND DRIVES
ME WILD? g

MONEY’

The problem is that, like artc or music, it all soumis raﬂaer subjecﬂve, .

doesn’t it? What you find sultry is probably very far afleld fromwhat

I find as such. 'm sure none of you find androids attractive, do you!

I believe the most important aspect of sultriness | can impart

ta you—hefore we get to a few universal tips—is that it really has

nothing to do with how a character looks! That’s right. How a
woman looks is quite often the least important ingredient in her
witch’s brew of sultriness. That's because sultriness is a character
trait. It comes from within. It's an aspect of personality, not appearance.
i your character isn’t sultry at heart, no amount of lipstick and

_ cleavage will change thar!

YOU'RE NOT
HELPING.

Also, do me a kindness and please

- remember not to make all your female characters sultry. | know rt’

fempﬂn_g, but if every lady in your comicis a passionate, lusty bad glr!,
well then, not one among them will stand out...will they? Of course not!
Well now, | could spend all day talking and fill this entire

- lesson with a lot of theory, but that's not what you ripped open

this hook for, is it? I shall assume that you already know how to
draw a woman, and are ready for a few bits of advice that seem
to work for virtually everyone i

FACEI

When drawing faces, try hot to over-render, Too many lines

clutter up a lady’s face, and can even be mistaken for wrinkles.
Practice accentuating the eyebrows, evelashes and lips, while

de-emphasizing the features which can make a woman seem too

harsh—like cheekbones and noses, Thicker, fuller eyebrows can
really add to a sultry expression, especially when they have a slight

NICE
AND
ATTRACTIVE.

arch to them. If you draw the lid cnvefing'ﬂie top part of the eye,
it can heighten an already sultry expression!
This won't help in panel-to-panel continuity, but it warks

. wnnderfully on covers: eye contact! When a reader feels that
 the lady on the comic is looking at hlm and no one else in the

shop, it works wonders!
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PUCKERUP

“rhere are many chfferent ways to draw i[ps but'5 s tr - is more when trying to render a truly sultry expressio

WIZARD BEST OF BASIC TRAINING



I'M CERTAIN g
YOU'RE DOING THAT
AS AN EXAMPLE OF
WHAT NO7
TO DO...

BODY

TALK

lf you. ;':r_ac.tine.
- enough, you'll nofice
- that almost all the

CHESTOFTHEBEST

'Eseuss rhe., ahem

'Manyofyaum 1 nk

ls the fruast ﬂ1mg fsay to yoa fotfay
If blgger is ‘tru{y beﬂer e

-.‘,a sultry WUman ara smm:th soft and curvaceous. Try :
> rmt to use mamy hard angies whether drawing faclal

earher, sultrlness is a character trait; if your heroine is
i naturally sultry, then she shauldn’t need to strike a pose
' toget her iﬂnate sensunusness acmss Practice drawing
=."sultry wumen m repnse, rather thanina fnmed posture.

b even if rm :me is arnund to Iuok at her Sultriness shouid
& never he an act

n_and T uf endawments. '

zabitofa hypncr‘te when I tell you that the size i
“ofa wnman s chest has Iifﬁe to do w:th a woman'’s aﬂrachvgness, but it

lines you use to draw

‘l'ry not ‘to overpose your characters As we stated

Truly'sultry lady will be that way naturally,

THEN
THIS WOULD
BE BEST/
RINGHT?

_ Uhh..w ith that said, !thmk we shall take our Ieave
of you. 1 sincerely hope that you are one of the
~ few who shall gruw as an artist, and someday

make some magic happen. (Hey, Janet.. who drew
- tha‘t for you, anyway‘?)

The Scarlet Witch and the Wasp are powerful

women in the Marvel Universe. Adam Hughes,
cover artist for comics such as Top Cow's Tomb
Raider and DC's Wonder Woman, had nothing to
do with any of this. Honest.
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look like real women. So, what’s that all about,
huh? | mean, it can’t be my skillful use of light and
shadow, paints, textures or anatomical detail,
because...well, | don’t do that.

1 try to infuse the proper scale, body language and
facial expressions into my characters. | believe these

I'™M NOT BAD,
| JUST STAND
THAT LAY!

WEVE GoT T0

HELP HER,
KATCHOO, ..

1 THINI SHE'S A
IN PAIN/ 3

m WIZARD BEST OF BASIC TRAINING

characters in my book, Strangers in Paradise,

PON'T TOUCH IT,
FRANCINE...
iT LODKS
HUNGRY/

REALISTIC WOMEN .. <o voon

am a cartoonist, but people tell me the female  are basic principles every artist should strive for when '_
I they sit down to draw. Alex Raymond, Mike Allred, Paul =

Smith, Paul Pope, Jeff Smith...all these artists work in | '

relative scale with dynamic use of body language and
expressive faces to make their stories come alive.

So let’s take a minute to look into this alittle closer,
okay? And again, since my stories center on women, Il |

keep my focus on the female form.

BIGGER
LIFE

Let’s start with the obvious. Female heroes

look cool on paper, but they are deliberately
exaggerated in an effort to make them more
dynamic. That’s fine; it’s like the muscle thing
with men. But you can reach a point where
it’s hard to relate. If you take the average
woman and stand her next to the typical
modern heroine, the differences would be
pretty ohvious.

KNOW-IT-ALL

“You have to he good at drawing
everything. 1 used to copy pictures that |
liked from magazines: women talking on
the phone, a guy eating dinner, a plaza with

a piano in the middle—just things that
struck my eye and seemed like a challenge.
I never knew that 1 would eventually utilize
that experience much more than every
superhero pose | worked up. The buildings
are much harder to draw than Spider-Man
is.” —Darick Robertson, Nightcrawlsr

STRANGERS IM PARADISE ™ & © TERRY MOORE.



LINEUP 2 DOWN

Think about how tall your female characters are supposed to be. Don't
make them all the same height, because nature doesn’t work that way. Vary
the heights on your characters and you 'l find it helps you, and the reader,

relate to them a little easier.

For instance, look at the police Imeup we have to the rig’ht You can see
that David is 6’ tall, Francine is about 587, and for absolutely no reason
whatsoever, Katchoo is approximately 5°4”. Be sure to keep their individual
heights in mind when drawing them together and adjust appropriately,
depending on what kind of shoes they are wearing. Details like that count.

MAKETHEMSING

Dnce 1 have the hasw form of my character in mmd Igo
bhack to my cartooning/animation training to get the pose.
_That's hecause in both fields, the priority is body language.
Cartoonists don’t care about anatomical realism—they want
the pose to SING! But even superhero art is laid out in
cartoony body language before any thought is given to things
like muscles or umfurms Why? Because it gives you the -

outline of where to put those things.

Look at the examples I've done here. Notice how they
convey the moment and attitude of the characters—like
devastation, seduction, coyness, arguing, etc.—without any
details. That's how important body language is. I've done half
my figure work in just a few quick lines. That means a lot when
you re trymg to do 80 zillion pages a day' :
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draw real women. Don'’t just draw an outline; think
about things like flesh and hones. You're no different
than a sculptor, shaping your figures on paper.
Look at this illustration of three women. The
figure on the left is the female hero, as the artist

typically draws her. The figure in the middle is what
she would probably look like in real life. | mean, if

you can lift tanks and punch through buildings,

then you're going to have some meat on you, right?

But look at the figure on the right. That’s what the

average woman would look like in the same
costume. (And believe me, she’s not too happy

about wearing it! Sorry, Francine!)

It seems like such a mundane thing to say, but if
you want your women characters to look real, then

THATCOUNTS

The figure on the left is a common pose in hero art, but it is also
_the most criticized. Why? Well, putting the exotic dancer pose
-aside, it’s obvious that the forces of nature don’t apply to this
‘hody—as opposed to the figure on the right, which displays

muscle mass, room for internal organs, a working spinal column

and gravitational effects. Let’s be realistic; the instant that female
hero raises her arms and straightens up, she’s going to find

herself in a very embarrassing predicament. .

Gravity. Now, that's a big deal for the artist and the female soft; it reacts to things like gravity and tight clothes. It really

form. Let me show you how important gravity is to your figure. helps to understand this and incorporate it into your drawings,

Observe: The torso on the left is our hero, the center because the reader also possesses this knowledge, and these
drawing is a more realistic example of a female form wearing details make all the difference in your charaeter’s plausibility.

. the same suit, and on the right we see the same realisticform,  Remember, the female figure isn't a skinny teenage boy with

unrestrained. This is how the female body is made, The bustis tennis balls in his shirt, so don’t draw it that way. :

Ul WIZARD BEST OF BASIC TRAINING




BEEXPRESSIVE

After you've estabhshed your pose and f:gure, yau re ready ta fnl! inthe
details, beginning with the face. Before I tell you about creating
expressions, | have to mention a common mistake, one even Fdo every
day. You start off with one eye, finish it, move to the other eye, make
it match, then put in the nose and mouth, and natice they make the left

eye look a little high. So then you redo the left eye for about 20 minutes,

but you can’t get it perfect, so you try changing the right one instead,

and then give up and draw the head in a different position. If that

sounds familiar, then you already know what Pm going to say next and
F'm sorry, but I've got to say it...Don’t detail the face until you've laid

itout!It’s the rule that made your flgure look better, it wm du the same

for your face as well.

An expression is captured in a few qmck lmes, just like the hody ;
language. Laok at the examples I've drawn here. You don’t need the

head, hair, ears or body to convey the expression. It’s all in the eyes,

nose and mouth, isn’t it? Also, see the range of motion in the
features? Don’t be afraid to stretch your character’s face to get

the expression you need. That's how nature does it.

If you try drawing the face with one finished detail
after another, you’'ll end up with the infamous
- Asymmetrical Face, like the one above (on the leff).
 Looks unprofessional, doesn't it? But why? Sure,
it has all the proper rendering techniques, but the
drawing itself is bad. The features are misaligned,
- and the face lacks personality and expression. |
was too busy trying to get the eyelashes and hair
shading right. Compare that to the head on the
 right, which was very quickly done. | used only a
few lines, but it’s actually a much better drawing.
. Thefaceis laid out correctly, and the expression is
 locked in before you've wasted any time detallmg
- (re; inking) a bad drawing.
And there you have it. | guess the trick to

* drawing realistic women is ta know what real

women look like. If this is your artistic goal, then
_ your homework is ohvious: Go look at some real
~women. And don’t expect anyone to feel sorry for
_you! But, whatever you do, please don’t fry to

* learn by drawing the women in men’s magazines

or Victoria's Secret catalogs. Normal women don't
look like that, and hesides, who wants to draw a
character made of Slim-Fast and silicone?

Terry Moore draws two of the strongest female leads
in the business, Francine and Katchoo from his
creator-owned series Strangers in Paradise.
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excited to talk to you about one of my faverite ' word sensuality springs to mind. In fact, I like to think

three-letter words...art! More specifically, of it more as “sensual appeal” than sex appeal. To me,
though, P'll be showing you how to better utilize your  sensuality can be much more elegant and actually help
artwork to help convey another favorable subject of = exude better sex appeal in your art. Let’s begin with a
mine—sex appeal. Sex appeal can be found in almost ~ few layouts and I'll show you what | mean!

Hel!o, everybody! Michael Turner here, and I'm  every aspect of life, but when | think sex appeal, the

THELAYOFTHELAND

A good layout is the most impartant factor in prepping your art page. In

* terms of sex appeal, doing several layouts will help you envision what you

. want your piece to look like, and what you'd like to have conveyed to the

g reader In this first layout (Figure A), it's the hody posmonmg that makes

~ this piece so appealing. The folded limbs, curves of the body and relaxed
demeanor are more inviting and keep the piece from being too over the top

. or stiff. By focusing on the female form itself and not just a woman ’s assefs,
you can make a very sensual and sexy piece of art.

What you don’t necessanly see can somenmes be more excmng By ]

play. Now I'm not ]ust talkmg ahout fewer clmhes mind you (even thqugh L
oecasmnally, that's worked for me in the past'), but less revealmg interms - /|
_ of what you show of the actual body, As Figure B illustrates, by turning

~ the back slightly and having most of her lower body suhmerged you have
- to wonder what else lies beneath the water!

m WIZARD BEST OF BASIC TRAINING



The way a woman stands can make or breaka

sexy pose. Here we have the layout portraying

her in a more sassy, aggressive type of stance.
The shoulders are filted opposite of the hips, but
it's not overly emphasizing the curves of her body,
Whether or not you're going for an action-

oriented pose or a shot out of Playboy, make
sure to keep your gestures and hody
language in relation to the mood of the story. :

I-'ACEH-“RON'!‘

What's a great body wnhuut a pretty face? Expresswn is the key to
communication and getting your point across to the reader. Girls don’t have
to look averly aggressive or angry to he sexy. Cute can be very sexy as well
because it exudes a more playful attitude and slight vulnerability (Figure €).

This s my “just woke up : andT'm happy to see you” puece (ﬂgure D). The
look over the shoulder, soft eyes, sly smile and relaxed demeanor all help
to elicit an emotion. Add that little bit of hair in front of the face and

- you've got a great piece that just exudes sex appeal without even trying,

ANATOMY



- Playing hard to get can also be sexy. Here, she’s
giving you the attitude that you can’t always have
~ whatyou want. Trying to obtain something that seems
. unobtainable can definitely exude quite a lot of sex -
appeal ‘Sometimes people have these "bad attitude™
type glrls smoking. To me, it's rather unattractlve and-
not very sexy. It's just my melon, but smakmg is nnt ;
~ something I use to help portray sexy women. .

THEEYESHAVEIT I.IPSERVICE.

The eyes may | be the wmdﬂws tothe soui but they alsn !end_
a great deal to how alluring your illustration of women can
_ be. The top picture is the more regular-drawn eye. It’'s open
and bright, but doesn’t ]end too much to sex appeal By
c!osmg the eyelld a hit, you’ ve now added a hit of mystery,
Change the eyebrow justa bit and elongate 1he eyelashes
and you've got yourself mstam sex appeal

m WIZARD BEST OF BASIC TRAINING
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LET'SGETWET

DON'T FEEL like you need to draw a butt shot on every page to help portray sex appeal.
Try to keep things more subtle by focusing on different aspects of the entire body. Keep the
confidence. That's a very sexy attribute that can work wonders in your artwork and keep
away those unwanted, too gratuitous-type reactions. Also, make sure to always practice,
pracm:e and then practme a bit more. Until next time, take it easy'

Michael Turner (arnsr of DC’s Superman/Batman and Aspen 's Soulfire) has never
appeared in Playboy, but we still think he exudes sex appeal. And he doesn’t smoke.

e o

s t;he'suhilefies"of this piece that
. make it sexy. By her not looking at
- the camera, you can see she has her

head turned with her neck exposed,

- which is very sexy to me. You also
have the curve of her body, but it's
. not so contorted that it looks out of
. prapartion. It has more of a natural

and realistic curvature to it. Plus,

_she’s covered a hit by the waterfall :

that leaves that lmaginaﬂon gumg to

,work agam'

STYLE COUNSEL

“When I first started, | thought | had
no style. I was so conscious of it that
1 used to try and ‘manufacture’ one.
Then | found out, years later, that
people were recognizing my stuff
even though | didn’t think it was
recognizable!”  —John Romita Sr,
Amazing Spider-Man

B e Wi

ANATOMY



drawing teenagers and children, and I've been invited
to share some of the tricks and techniques | use. Now
to be brutally honest, 'm no expert on the subject—many
of the techniques | use were developed by trial and error,
observation and tons of practice. As any artist will tell you,
the study of art and drawing is an ongoing learning process.

l’ve been told that a number of you are interested in

GUYSARESCRAWNY

 Toillustrate the contrast between the heroic figure and the teen
figure, let’s take a look at Captain America and Bucky.

As you can see, Captain America, like most “heroic” figures, is

about 8 1/2 heads tall in stature. In comparison, Bucky stands
about 7 heads tall. This doesn’t simply make Bucky shorter than
Cap—proportionally, F've made Bucky's head larger in relation to
il"i_e rest of his body. What we're aiming for is to visually signal to

_ the reader that our teen character is younger, and therefore, less

. with a basic approach to drawing teens and kids and help

let’s roll up our sleeves and get started.

developed than his adult counterpart, We have to do more than
just scale down adult proportions, or all we'd have is a shorter

adult. As you can see, Bucky isn’t built as powerfully as Cap: He's
got narrower shoulders, a more compact torso, and leaner arms and
legs. To emphasize Bucky's youth, we want to tone down the

- powerful, muscular superhero build in favor of alean, yet athletic,

frame. We want to believe that Bucky's capable of daring feats,
but we don’t want him to appear too bulky.

m WIZARD BEST OF BASIC TRAINING

But what 1 hope to do, in this limited space, is provide you i

you avoid some pitfalls along the way. I'm going on the =
assumption that you're already familiar with drawing the |
male and female “heroic” figure. (if you're not, you better 5
get crackin’ on the previous lessons!) So if everyone's ready, |
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GIRLSAREMOREMATURE

F:rsi some facts of life. Since girls tend to mafure faster than

boys they are more fully developed by the age of 1310 16, while -
boys don’t begin to gain adult characterasﬂcs until their mid-to-
late teens. Therefore, for drawing | purpuses, a IG-yearold female

will differ only slightly fr_(__om her adult counterpart, as shown
below by the White Queen and her one-time student Husk.
The White Queen stands at 8 1/2 heads tall, contrasting

with Husk at 7 heads tall. Again, we want to emphasize Husk's -
relatwe youth (wnthnut sacrificing her femlnmn‘y) over the more 3

idealized stature and bul[d of the White Queen By making Husk_
shorter, we c:h_ange her head size to body size proportion.
Drawing a convincing teen female is obviously trickier than
the teen male, since her overall hody proportions aren’t markedly
different from those of the adult heroic figure version, but there
are a few things you can keep in mind. Whenever possible, try
not to oversize the breasts—a smaller bustline will create a
more youthful look. You can further enhance the character’s
youth by keeping her figure slimmer and less curvaceous.

ANATOMY




The head and face are a critical area of the teen figure. Here's where .'we really go to work on
hlghllghtmg the youthful aspects of the character. Oddly ennugh what we leave ouf of the'_':

drawing can often be as important as what we put in.

_ Let’s start from the neck and work up, playing around wnh skull shapes The human skull -
will basically fit within a square, and by dlwding the square into four equal sections we end up
. with the eye line and a center Ime These lmes wﬂl help us place the features of the face

CENTER LINE

\\

CENTER LINE

/
K

L -:{'/ EYE LINE 7/ <
/ \\ r___,;\_?z NOSE LINE K\ __ﬁk._
q /—fr MOUTH LINE / (\ -
P ) P
X 7

ADULT “HEROIC” MALE

Let’ s work wlth these two skulls. The one on the Ieft isa
standard heroic male, and the other's a basw teen. The heroic

male skull is nothmg new broad, muscular neck, angular'

. features, prominent jaw. The teen skull, however, shows a
* slimmer neck and rounded profile. You might also notice that

EYE LINE

MOUTH LINE

Now we'll work onthe face itself. It's probably hest to start off with
aregular teen who doesn't wear a mask or helmet or anything, We.
begin with the same skeletal framework we'd use to draw any
figure, roughing in the placement of eyes, nose and mouth, '

TEEN

the slimmer neckline makes the back of the skull more

_pronounced. This little variation on the heroic male skull

gives us not onlya rough framework for drawing ateen male,
but also teen and adult females, depending on the features

- we placp uponif.

We then hegln “fieshmg ﬂut” the features as we would with
an adult figure, keeping in mind we want to portray the
- character as young. Here if's important not to over-render
the features. Lines tend to age a character’s face, and 1
over-rendering the contours of the face, particularly around
- the eyes and momh will soon make our character appear
too old.
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In addition, the few facial contours we do decide are necessary
should look softer and more rounded. While a lantern jaw and
furrowed hrow make a full-grown hero look grim and heroic,

they're out of place on a I4-year-old. Simplifying and rounding
out the face is key to an adolescent look. Also, make note of the
girl's slimmer neck, which helps to accentuate her femininity.

The true mark of a teenager, however, is exuberance and
unrestrained emotion, which can be played out through
various facial expressions. I often take the license of
exaggerating these expressions (anger, surprise, amusement
and so on) to help portray these emotions to a greater and
somefimes comic effect. This is what | find most appealing

- about drawing teen stiperherges?-l can cutloose a little more

without damaging the “heroic image” of a character.
Now that I've shown you the main points of drawing teen

~ superheroes, it's likely that I've raised as many questions asl've

answered. But the bottom line to drawing teen heroes (or
anything else, for that matter) is to make the character
convincing to your reader. This requires experimenting, bending
some rules that you've been strictly following, and some tough
self-criticism and evaluation of your work. Now on to children...

ANATOMY




- BABYTALK

; The key element i in drawmgthe human figure—heroic male or
. female, teens or children—is the head-fo-body size ratio, As
we've established, the heroic male/female stands at 8 iz
heads tall, to emphasize the larger-than-life aspects of a
superhero. The teen’s stature is roughly 7 to 7 /2 heads tall,

and less powerful and dynamic than its adult counterpart.

When drawing children, our aim is to emphasize youth. In many
ways the goal of drawing kids is the same as with drawing
teens, but we take Jt further by manipulatmg the head/bndy raho

to a.gréaté’r effect. As you can see in the figure below, b§

keeping the figure's head the same size as the more adult

figures, and reducing the height, we’ve come up with a figure
of more childlike stature. The shoulder width is further
narrowed, the forso becomes less angular, and the arms and
Iegs are proportionately sharter than the longer-limbed, more
" muscular heroic and teen figures. By further changing the
proportion of the head to the body's he:ght, we can draw
chlldren from infants to preteens.

THEBNN&RCHILD

Here's a figure of about 3 !]2 heads tall. While adults and teens ;
are linear and angular, a child’s figure is rounder, and made up of
a series of circles and curves. These figures are of a taddler’s

stature, up to about the age of 5. You'll note that these figures

are made up of shapes resembling circles and jellybeans. By
stretching these shapes out a bit, the figures “grow up” a bit. I'd -

say that kids from 6 to [2 years of age are in the neighborhood of

- Sor6heads tall, 4 fo 6-year-olds are 3 1/2 to 4 heads tall, toddlers
310 3 /2 heads tall, and infants 3 heads tall. This part is where

all the hard work and practice comes in. There's reaily no better

way to work these differences out than by trying out figures at -

. dif.férem ratios. And by the way, unlike their mature counterparts,
there’s na difference between younger boys and girls.
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KIDS'STUFF
Let’s keep working with circles here. When
drawing kids, to keep ‘'em looking young, we keep
’em round. Let’s take two circles, one slightly

 bigger than the other, and superimpose them like

_ this, the larger circle above the smaller. If we

. stretch them out top to hottom, we'd start to enter

the territory of an adult face’s proportion, viewed

straight on. If we push them closer together, top -

. to bottom, we get a more elfin or childlike shape
for the face. Now by hisecting the face with our
handy center line and eye line we’ve drawn our
- road map for the features. The features of a child
will generally take up the lower half of the face,
with lots of space above the eye line. I find this
helps emphasize once more that our character is
quite young. '

e R o

NOSELINE et 2

MOUTH LINE

We're rarely left to draw anyone
exclusively straight on, or in profile,
We have to give our character mass
and dimension. Like a globe, we can
rotate the head, and our map lines will
curve on its surface like latitude
. and longitude lines. This will set out
features no matter what the angle. In
order fo give the skull more shape, I've
curved the lower half of the face into
more of a heart shape to give some
definition to the jaw line.

Here's where the personality and individuality
start to take shape in our character. In the case
of children, the face really is an open
hook. Joy, anger, fear, surprise and all other
emotions are clear, and often broad and
exaggerated. It's here where we can separate

: boys from girls, through their hair and dress, Try

to keep your Ii_nes to a minimum, particularly
around the eyes and mouth, and watch out for
angular lines in the cheeks and jaw. Nobody

A will go for a craggy look on a 5-year-old.

Obviously, there’s a [ot more to drawing
children than can be covered in this limited space.
The rest is really in your hands, Practice some
of the things I've shown you, and feel free to
experiment. There’s no substitute for hard work
and determination..when you’ve nailed it,

you’'ll know. @

Tom Grummett has illustrated every age group
imaginable in books like Marvel's Generation X and
New Thunderbolts and DC’s Robin.
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Hulk, Pitf), proportions have always played

a big part. When Wizard first approached me
to do this piece | was reluctant, though. Y'see, |
wasn’t sure I'd have enough time and space to do it
justice, or even be able to put info words the things
I've come to understand about drawing proportions.
“Proportion is the relation of one part to another or

H ey there! In the hooks P've drawn (Incredible

ASHOULDER
TOCRYON

Here you can see the dlfference ;
hetween these two incredtble Hulk reg-
ulars: Doc Samson, a man of heroic pro-
 portions, and Rick Jones, an average-
sized guy who keeps in good shape.
- Rick stands about 5’8" tall and, using
his head as measurement, is about 3 (/2
heads wide from shoulder to shoulder.
The guy’s no slouch and has eertamlyf :
- proven himself in baﬂle Still, he looks
pedestrian standing next to the 676"
Samson, who's at least flve heads wu‘se

Sorry, Rick.

Exaggerating the muscu!ature sys-
tem, especially the hmbs and a‘orso can
add dramaﬂc presence to any superhero

ONE-MAN ARMY

“Do it all yourself. In other words, write

and draw a complete comic to prove you
- can do it, especially to yourself, And then

do it again and again until it's good

enough that someone would actually pay

money for it.”

—Mike Allred, Madman Comics
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to the whole with respect to magnitude, quantity or

. degree.” (Yeah, | looked it up!) Anyway, correct
- proportioning is probably the single most important
. part of the drawing process. (No pressure or

anything!) Instead of giving you a straightforward
“how to” approach, I've decided to basically give you

- a walk-through of my observations. So let’s start

sizing things up.
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HIGHS &LOWS

::;!n this example, Wolverme is the shortest
 hero of these three (and of most comic
_ characters, for that matter), but, in my
apmlun, he logks the toughest, That's
:"_beeause even fhough he’s only 5 feet tall
' he’s just as wide as Captain America, who
-_jstands roughly 6’4" tall. Spider-Man—
- standing at about 5 0”—has closer to
5 normal” propomons of an average man in
.-;raally guod shape. So while you should
' -'deflnite[y keep your characters’
heights in mmd also pay close attention
Io the;r wuﬂhs

,th Figure A, rve_ _
- demonstrate hnw:*head SIze affer:fs hnwi
character looks
at each une mdm
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WEAKISSTRONG

A good way to establish the size of your characters is by contrasting them with

" athers of totally different size and shape (Figure B). Pitt looks “larger than
life” next to little Timmy! To make Pitt’s hugeness even more pronounced, |

~ draw his arms as large as his legs (and sometimes even larger). The way | draw

_ young Timmy Bracken, his head isn’t that much smaller than Pitt's, but his

. body is probably smaller than the average 8-year-old boy’s. | think it's just as
much fun exaggerating a character’s frailties as it is their strengths. And it

. certainly helps build a cohtré‘st. '

BIGEARBE
* She-Hulk is heavy, weighing in at
about 400 Ibs. and towering at some
7 feet tall (7’4" on a good hair day).
- To emphasize her size and power,
I've given her almost masculine-
- looking arms and legs, but retained
the characteristic _pu‘i_'_ves. of a
female, or in this case, of a super-
model. In contrast, the Toadmen are
. much, much smaller characters.
Their heads, hands and feet are
balanced in proportion to each
other, but their arms and legs are
; t_bu ‘short in comparison, which
- makes them pretty funny-looking,
especially next to Shulkie.
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MONSTERMASH

One of the "rhmgs I really E:ke about drawmg

- eomms is creahng monsters from scralch you

‘ ean go nuts with prupurtmns' If you ra draw-

_ing: a creaiure and creating your own monster, !
you could draw it 30 feet tall with eyes the
size of car ftires! Just remember, it's very
important to keep the size of eatahlished?

characters consistent relative to the size of

others around them. Take the Thing in the

e_xample to the right. .Ye;g know he's a pretty

big guy, so pitting him against this creature

just shows how insanely huge it is!

CREATIVESPIN

* The Hulk dwarfs his wife, Betty Banner, in size.

_ In this illustration, Fve given the Green Goliath
- very large hands and feet to make their proportion
. differences more obvious. To take this a step
- further, I've drawn veins and tendons on his
. arms tfa gwe him a hody resnnatmg with power,
- even though he’s in a relaxed position. An artist
- may choose fo take er_eatave license when
* drawing characters, but when it comes fo drawing

“real” people, 1 like to use reallsuc (or at
: least beuevable) prolmrt:ons.

| RECOMMEND hunting down some reference books on
drawing realistic proportions—check your local library, comic
shop or bookstore. Once you’ve studied, practiced and
learned the basics, your only limits will be your own talent and
imagination. Have fun! (W)

Dale Keown’s pencils can be seen on proporticnally cool
books like Marvel’s Incredible Hulk, Top Cow’s The
Darkness and his creator-owned property, Pitt.
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reetings, fellow mad scientists! Today in our
G laboratories, we’ll be learning how to construct
a superheroic woman. Now, | want to state right
up front that | am by no means the master of this craft. In

fact, we should all learn from a number of masters so that

we may hone our own skills. Personally, I've learned a
great deal from the works of Frank Thorne (Red Senja) and

Bernie Wrightson (Swamp Thing), to name just a

couple, but you should find and study the work of an

__artist you enjoy. For more details on the subjects I've
covered here, please check out any anatomy book or
take a life-drawing class. The best | can do for you
here is point you in the right direction. So grab those
pencils and let’s get started!

. BODYEASICS

First, we need a basic blueprint or mannequm (Figure A) The standard comic book female is
approximately 8 1/2 heads high. Divide avemcal line into etghf equal segments. Segment | starts at the
top of the figure’s head, and the bottom of the fourth segment rests on the pubicline. This should almust
divide your figure in half. Segmerlts 5 through 8 are your leg Ieng’ths, while the last half-segment is your
foot length. The two main masses, the torso and pelvis blocks, are positioned on the center line in such
a fashion so that our creation will have an hourgiass shape and an arch to her posture

In ﬂgure B, it's easier to see the arch that we created by looking at the shoulder line and pubic

line—they should be tilting towards each other,

let's break it down piece by piece.

ToRs,0
PBLock.
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Finally, in Figure €, sketch in some hair and a face, and you've got a good idea what your female
will look like. Okay, you're rlghr-there are a few steps in between, s0 to understand Fi |gure C better,

Skuu;m. Lwg




ARMS

Think of the arms as tapered cylmdars
Indicate the muscle masses in the arms but try
not to overemphasize them, for this may give
them a mare masculine appearance. (Yes I
know—a woman can have well- defmed'
muscles and still be feminine-looking! So 1
better not receive any letters frum angry =
female bodybuilders, oka;ﬂ) -

L-\

: Sketch in your. rlh cage and ﬂnd your t:enter line.

In a 3/4 view (as shown in Figure A), you will

need to add a side line. This helps orient your form

in a three-dimensional surface better. Now draw in

the breasts equalty on either side of the center ___
line. Remember, your “nipple line” and. “breast line”

should both ;:arallel your shoulder lme Lo

SHoc LR

Flere.T waf

CENTER Lo

:  The same rules that you used for
 thearms also apply here. Remember
 that a leg seen straight on has sort
- of a “B” shape to it, while a leg
 viewed from its side has more of an

sy shépe (ora hackwards “B” and
“S.” in both cases here).
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BREASTSIZE

- Thisisavery touchy subject. We all know that
breasts come in many different sizes, and one

 size isno better than the other. Nor do larger
breasts on a character make her any less
intelligent than characters with smaller
breasts. (Hey, | have no breasts to speak of,
but I'm still considered a “big boob” by

_ certain people in the industry.) Anyway, design

_ your character with any size you want. The
hottom of the breast will line up at mid-
biceps or lower on the arm.

TI-IEFACE

; For a stralghtﬂ:m VIEW 'rhe fat:e is dwldecl in half side to sil:le and -
_ top to bottom. Sketch in the eyes on line B a Iength of one eye
- should separate your character_s_eyes_ (th__us_ giving her aweird

“third eye” look). The nose is placed halfway hetween the eye line
_ and the chin line. The mouth is found halfway between the nose

line and the chin line. And the ears are generally placed right in
* between the nose and the eye line. (These measurements will
: vary li‘ you desrre aface wnth dlfferent propurﬂons)

EYES

~ Two are usually enough. In
constructing an eye, be aware of

_ the curvature of the female eye. It

- is usually more slanted and catlike
than a man’s. Drawing more of an

_ eyelid will give the face a softer look

 as well. As for the eyebrows, it's

_ really your choice, because women’s
eyes are feminine regardless of

. whether their eyehrows are thick
or thin. As you can see, | prefer to .
draw them on the thinner side. And
eyelashes should also be longer and
more catlike on a female. Another
trick 1 use is fo bunch up the Iasljes

* onthe corner of the eye, givingit a

. fuller and more catlike appearance. |
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AND THAT’'S HOW WE CONSTRUCT a superwoman...on paper, at least.
Hopefully, I've given you a pretty good starting ground to build from. Keep practicing,
and before you know it, you'll find yourself drawing plenty of gorgeous women. Now
if you wouldn’t mind, my creation and | would like a little privacy. @

Jim Balent’s femmes fatales have starred in such comics as DC’s
Catwoman and his creator-owned Tarot: Witch of the Black Rose series.

ANATOMY [l



IcharrerFour |

| CHARACTERS

| - CREATING CHARACTERS

| -BODYUNGUAGE |
| - ADVANCED BODY LANGUAGE §
- MOVEMENT &.MOTION  §
| - MAKING CHARACTERS MOVE |
| - DYNAVIC FORESHORTENING. |
< ACTIONSCENES |
oFUGHT
~ ENERGY EFFECTS
s )
- | -DESGNINGCOSTUMES |




KUBERT PHDTO: PAUL SCHIRALDI

hope you've been practicing a lot recently. Don’t
forget—your rate of improvement is in direct ratio to the
amount of time you spend drawing. The more you draw,
the more you will improve. It’s like physical exercise. If you
do a little every day the effectiveness is much more positive
thanif you do it only one day every two weeks. And after two
weeks, it’s like starting all over again.

Don’t be afraid to make mistakes. Making mistakes,

s

recognizing those mistakes and correcting themis the best

. way to learn and improve your drawing.

The suggestions that | make in these articles are
 based on the artwork of thousands of aspiring
. cartoonists that I've critiqued. Many have gone on to
- become successful professional cartoonists, graduates
. from the Joe Kubert School of Cartoon and Graphic Art,
Inc. and my series of correspondence courses.
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IN THIS SESSION, I'M
GOING TC SHOW YOU HOW

TO CREATE CHARACTERS. £
THINK OF YOLIRSELF AS A £
MOVIE DIRECTOR CASTING i ;
ACTORE TO PLAY (e
SPECIFIC ROLES. 1 EL
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8Y DRAWING THEM, M4 e i
CAN CREATE THE ACTORS. d N«

YOU TELL THEM HOW TO
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CORRECT EXPRESS/IONSE
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FIRST, GET TO KNOW
BAS/IC PROPER
FIGLIRE PROPORTIONS.
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IMPORTANT, BUT TOO
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IF THAT HAPPENS, YOUR
CHARACTER WILL NOT
SEEM CREFIBLE. IF THE
REAPER POESN'T BELIEVE
THE CHARACTER EXISTS,
THE STORY'S EFFECTIVE-
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YMANY ARTISTS HAVE
THEIR OWN SYSTEM FOR
FIGURE PROPORTIONS.
THEY MAY VARY A
LITTLE, BUT (USUALLYY
NOT TOO MUCH. THIS
& THE WaY I ROUGH
QUT MY FIGLIRES.”
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AN ARTIET (OR
CARTOONIST)
MUST KEEP HIS
EYES OPEN. NOT
ONLY TO LOOK;
BUT TO S£E.
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he character you demgn l'u:ruld phys.rcaﬂy“ eﬂect the"= almm thls charantﬂr" How should he Inok‘-’ Analyze your
{ whichyou i . .

3;. The oversued brufser heru 4 T;he défééﬁv‘e may
haSaﬂldmeck,heavilymn'md ook a bit dissipated
- bruwam{ unkempthalr - due to his profession. .

. . The abotw haro is
eyad and square j >
; a i'hu;k I]ead of halr‘ -

e
e,

R v

e RS S

A
o
|

WHOSEBODYBELONGSTOWHO”

THE HERO'S IF THE CHARACTER'S
Gory sHOoULD BOPRY POESN'T MATCH
BE IN KEEPING THE HEAD; IT WILL CREATE
WITH HIS HEAD THE APPEARANCE OF

ANP FEATURES, UNCERTAINTY.

THINK OF YOUR
CHARACTER AS A REAL
PERSON. THEN, THE
REAPER WILL ALsO
BELIEVE THAT YOUR
CHARACTER 16 REAL.




i Many male students have tuid me tha‘t they f| it more : LA e may play the lllain as effectlvely asa
 difficultto drawwomen Conversely female sludetﬂs generally | male She may be aspowerful ph 't:ally, but she should stlli
_ find it more difficult to draw men. The reason is obvious. = malnxaln a hlgh degree of femmlmty
: Women tend to draw women and men tend to draw men. Thls, '
h_owevnr, does not lessen the need for the cartmamsi to he
" ableto draw anything and evenrrbmg. a0

P
L

Efvy_r«,wxmy, S, T

Women are as lmpurfaﬂt as'
theirmaie coun‘terparts inthe
world of comic strip art. Sexual
distortions may fitillate, but it

i alsu dlmlmshes credlbillty

A villain may be
handsome—witha
 dangerous look.

AN LGLY VILLAIN MUST A HERC'S ABILITY 1S
STILL BE A CONVINCING ONE. MEASURED AGAINET
YOUR CHARACTERS SHOULLD? THE POWERS OF A
BE 50 PISTINGLISHABLE THAT VILLAIN, THE MORE
THEY CAN BE RECOGNIZEP EVIL OR POWERFLL

EVEN IF THEIR FACES ARE THE VILLAIN, THE
HIPPEN. BOPY LANGUAGE |5 GREATER THE HERO'S
A FORM OF PHYSICAL AND ACCOMPLISHMENT

EMOTIONAL IPENTIFICATION. IN VANQUISHING
A NEMESIS.
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IN ORPER FOR

YOU TO MAINTAIN
A CLEAR AND?
CONSISTENT
IMAGE OF YOUR
CHARACTER, PO
A CHARACTER
SHEET.

—

PEMONSTRATE
THE VARIOUS
ANGLES OF

FEATURING HIS
HEAP, FACE

AN BODRY.

IF YOU REFER
TO YOUR
CHARACTER
SHEET IT WILL
MINIMIZE THE
POSSIBILITY OF
INAPVERTENT

YOUR CHARACTER %

CHANGES,

Comies legend Joe Kubert is the founder of the Joe Kubert School of Cartoon and Graphic Art. For more information, head over
to www.kubertsworld.com. Also, check out his graphic novel Sgt. Rock: Between Hell and a Hard Place from DC.
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B ody language is one of the most misunderstood i
B parts of the drawing process. | know some of you

: out there are thinking, “Just draw a guy

punching another guy, and you're done!” But it's not that |

| simple. The term “body language” refers to the pose one’s

4 body adopts to convey a particular attitude or emotion. ¢

[l WIZARD BEST OF BASIC TRAINING

It's something we all do every day, consciously or not.
Inthe following pages, 'm going to show you just how to

“pose” your characters so they seem a little more believable.
Ideally, you want the reader to understand what's happening

without reading the word balloons, and an evocative pose
can really pull the reader in! Now, let's get into trouble, baby...

FIGURERB

ALL CHARACTERS ™ & ® THEIA RESPECTIVE O'WNERS. ALL RIGHTS RESERVED. PHOTO: HOLLY STEIN




GETAGHIP

One of the moshmportammim Heamed abouf dramnggmd

hody language was how to hold the pencil! For years, I'dbeen
trying to sketch my basic drawings with a firm grip meant for
rendering, resulting in stiff, unnaturaHooking poses. Once
1 was shown how to use a light, “sketching” grip when
breaking down a figure, my drawings suddenly became
lifelike and natural! This sketching grip allows vou to use
the whole arm to create broad, sweepmg lines. Try lt

S'I'RII(EAPOSE

No maﬂer what emotion you're frying to convey, you should always
break down your figure. Here’s how | ensure the most Eifahke pose.

First, I choose the attitude | want the character to convey. Let’s say

1 want to draw a menacing-looking Moon Knight. “Menacing” brings
. tomind animage of Dracula, especially when applying it to a night-
- time character like Moon Knight, but since he's asuperhem Moorf :

i Knight also needs to be dynamic.

In the first sketch (Figure C), 1 draw the basic line for h|s_j
spine, head, arms and legs. But I realize his Ieﬂ leg needs amore

_dynamic angle, so | change it and add the cape (Figure D),
- which helps add motion to the figure. Now here’s the key: I sketch

the pose as fast as | can, drawmg only the !mes needed fo “read”

: the pose, Once I'm satisfied that the pose conveys the attitude
Twant, | star! drawing Moon Knight's body over my initial sketch,

still using the “sketching” grip. | try not to use the “rendering”

grip until | start to draw details like his hands and face. That
‘way, the figure will retain the menacing atmude lwanf without

sflffenmg up.

CHARACTERS
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WHERETHEGIRLSARE

1COULD GO ON FOR PAGES about the many different emotions that body language displays, but unfortunately | just don’t have the
room. So don’t forget that ultimately, the best poses come from life—watch other people and sketch them! For a
perspective on the use of body language from a master, track down Will Eisner’s Comics and Sequential Art or any work by Alex Toth and
Jack Kirby (Toth being subtle and Kirby being ultra-dynamic). Whether you draw for a living or just as a hobby, giving your characters
convincing body language will make the difference between an ordinary picture and an unforgettable work of art!

Matt Haley speaks to the fans with body language in DC’s Birds of Prey and the Superman found in Jerry Seinfeld’s American Express ads.

cHARACTERS [l




o R 2 8 KRS

ADVANCED Bonv MNGUAGE BY JIM CALAFIORE

language of the hody is all that's left.

: ‘_ usual suspects. Who's the gullty pariy’

TheLeader (second from right) is the obwous chmce. th_e. I.lﬂle ::
* runtsurelooks guilty, not happy ahounhe lineup at all. But, let’s not

_ he hasty. Consider the body language with the other characters

- Namor (far left), arrogant as ever, is daring usto discoverlfs him.
: -Bulisaye (mmdle) whlle conﬁdani isalso the. eprrnme of eavalier, .

espite bemg a static medium, comics is not an |
Dinactive one. Even in the still image of a panel, |

characters are--and must be-—conveying their
thoughts through dialogue of the voice and/or dialogue
of the bady. If, in moments where a character is speaking,
the body language doesn’t match the voiced language
(narration or spoken), there’s a “disconnect” that hinders
the reader’s belief in the world we’re trying so hard fo create.
And, of course, if there’s no dialogue or narration at all, the

Usually in my advice to aspiring artists, | recommend
researching real life. For studying body [anguage, | say
don’t. Study film. Actors perform with their whole bodies,
not just their voices. They're trained to convey meaning with
_their body, and the better the actor, the more you'll see.
So I'm recommending that you spend countless
. hours on the couch with a drink and munchies and watch
movie after movie after movie. Tell your parents | sald
it’s okay.

But there’s a lesson waiting....

_  hecould care less if we figured out it was him. And Kang (farright),
5 'gnne down, and the heroes have been forced to mund up tha '

asalways, is uverconﬂdent' he's sure we'll never guess it was him.

When posmg ﬁgures, you have to take in to account who the
character is. There are some postures a character will never
assume. (Like the Leader, who would never sfand like that but I

: :needed somebody to look really guilty) ;
- Oh, and Loki? He s;usta sadlsflc nutﬂ;mlr don’t ho‘ther trylng
to read I'nm

WIZARD BEST OF BASIC TRAINING
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: hel ve éhe s an lﬁnocentllﬂ!e ___|rI
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ARMEDAND
DANGEROUS

FIGURE D

FIGURE F

CHARACTERS



FIGURE |

EVEN SILHOUETTES can be recognizable if the
body language is very “readable.” You can't look through
a comic without finding at least one or two silhouetted
figures. (And it's not just a way for the artist to make
his deadline... It’s not... No, really...) Figure M is one
position | use frequently in my daily real-world life, and
find very useful: “Beats me.” And Figure N is, of course, °
the universal symbol for “Let’s get outta here.” .

So let’s. Bye. @

Jim Calafiore’s fine craftsmanship has improved the
pages of many comic books, including DC’s Aquaman
and Marvel’s Exiles.
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MARVEL, CYCLOPS ™ & © 2007 MARVEL CHARACTERS, INC. ALL RIBHTS RESERVED.. PHOTO: PALIL SCHIRALDI

LINEUP!

The simplest way to start o create motion in figures,
or whatever’s moving, is with the center line. The
center line is the line drawn through the center
of a figure, following the line of the backbone,

- which describes the general action of that figure.

Take a look at the center lines, which can, from
_this point onward, also be referred to as action
lines, which have drawn to the right. Notice that
aline drawn parallel to a border, or to the side or
: hottom of the page, creates a feellng of stillness.
or no motion. Note that if you tip this Ime forward
or backward, even very slighﬂy, you start to create
movement. Now look at the last action line drawn
below...the one laheled SWEEP. This type of
center line, alone and in conjunctinn with its
relations, is responsible for most, if not all, of those
pulse-poundmg fight scenes that everyone really
loves in thetr favorlte comics. Sweeping action
lines are the most noticeable, and the easiest to.
_execute, because the actions they generally
describe are of a grossly exaggerated kind. Asin
_acting (I believe, anyway), it is always easier to

STILL

_ draw (or play) characters acting larger than life

than itis to draw (or play) the characters whose
movements and mannerisms are of a subtler

~ nature. Therefore we will star’r wﬁh the blg,'_

sweeping action hnes

ello there! We're going to talk about how to
H create the feeling of life in your drawings by the .
use of movement and motion. You must
remember that even when someone or somethingis at rest
(standing still), it is moving and alive. You have to breathe |
this life into the things that you draw, and not just with

BACKWARD

speed lines and effects, but with actual motion drawn
into the people (or whatever) youillustrate. So bear with
me. There are some relatively simple rules and |
guidelines to follow that can help you learn how to |

capture movement in immaobile, two-dimensional
drawings. Let’s get on with it!

FORWARD

SWEEP

. In the illustration ta the
Ieft, notice how the center
 line, which 1stllted slightly :
backwards, creates a
feeling of the character |
- snatching her head back,
away from somethingorin
. reaction to something.
Center lines are the basms |
of actlon. - :

CHARACTERS
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ACTIONFlGURES

Now that we've 1aken a look at center I;'E: es, let 5
g see huw they translate mto ‘hgures Here area

« virtually mterchangeable) Take a guc!d Iook at the |
 figures. Obviously, there is more going on with them
. thana simple center line, which we'll getinto shortly, |
" but notice haw the flow of the figures matches the

flow of the corresponding action line. Like everything
elsein drawtng powarful comics, motion and
- movement are built in stages and each stage | hasto
 be done correctly before going onto the next one
“or yqur-fmnshed work wiu have problems,- .

_ hmk thmgs
_ i-ush through it while you're
1e time now, and down the road

g When drawmg aver a cemer Jlne, construct ':
2 your flgure stmngly, remembermg to use the actmn |
© line as the basis fonhe spine, and build off of that.
 For slmple, stralghtfm'ward actions, keep the flow
_ of the arms, legs and head vmhm the same baslc
j .sweep of the ac'non lme g : -

OPPOSINGLINES

p .
u ng these acnun Eines, yﬂu can draw

surging \mth pnwar, etc Howl
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f leew we have a drawmg nf Cyclops. Nnﬂce how static and

 still the drawing on the left looks, almast as if Cyclops was
 asked to stand still and pose for a costume and body-type
_ reference shot for a sculpture, which is very stiff for comics.
: an !aok at the drawmg to the right. It's nofas finished as the :

: drawmg on the left, but Iook how much more life and action the

 drawing has. Cyclops actually looks like he could strike forward,

 fire his optic blasts and jump off the page! (Well, almost...)

: What we are dealing with here is depth. The shot of the
& flgure on the left has very little depth. (It was designed as part
 of a sculpture sheet for a toy, and two other different view
_ drawings, side and back, make up the whole drawing and display
* thickness.) The shot on the right is just loaded with it. Notice
: ‘that both figures are standing the same way and their bodies

are in the same posmon but see how the flgure on the nght is
_drawn from a slight angle and has been drawn in a slight
perspective. (Note the vanishing lines drawn from the feet
-and shoulders of Cyclops. Fnrfun, find the point of convergence

of these lines, the vamshmg point, and drawin a horizon line.
Note that the vamshmg point will be off of the page.) My point |

s that you can create movement and motion simply by
~ how you place the figure within the panel. If you draw the
. figure from straight ahead, ‘with no depth ta hls stam:e or hody-

he will appear flat and lifeless.
Look at the drawmgs, read and study them, and see

:how all of these concepts are related and how almost all
of them work together in every figure and every drawmg
'-Finally, practlcef o .

Bart Sears, artist on comics like Marvel’s Sabretooth and DC'’s Justice League Europe, moves mountains to jump-start his heroes.

e
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variety of characters, from Flash to the
Fantastic Four—and one big thing they all |
< have in common is they gottamove! They're all high- |
action heroes, so they give you lots of opportunity
' to explore ways to create “movement.” 'm going to
share with you just how I like bringinglife to the stuff
I draw! Giving your characters the illusion of lifeisone |

Hey,a[lyou artists out there. I've drawn awide

. of the most important elements of drawing comics.

Not only does it help your storytelling and the
believability of your characters, but it's just downright
fun. The best way to learn how to draw motion, of
course, is by watching it. Check out the people around
you. Watch TV, especially sporting events like
gymnastics. Basically, look everywhere. Now, wnh
that said, let’s get movmg‘

FOLLOWTHE
BOUNCING
SUPERHERO

ALL MARVEL CHARACTERS ™ & & 2007 MARVEL CHARACTERS, INC, ALL RIGHTS RESERVED, WING ™ & © MIXE W\EHWGI:I
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. You can use air, or more specifically
. wind, to create some really cool, lively
effects. Capes are great for this type
of thing! You can liven up even the
most static of scenes with capes and
wind—Ilike this Moon Knight I drew!
i He's tensed up, stalking, ready to
¢ strike...but he’s not doin’ a lotta
. moving. So how do you add some
motion? Simple. Make his cape _
billow ominously in the night air. Toss
in some blowin’ papers and some
cool bats, and you’ve got one
awesome scene! ’

FIRESTORM

Firelord’s whippin’ that blazing staff
of his around, leaving a funky trail
of fire that you can follow, and
- e YO _giving it that cool sense of motion!
SLOW AND STEADY : Notice how the different thicknesses
“I used to just take too long and | always wished | could have _ of the fire help convey motion. As
drawn things faster. There were a lot of stories | wanted to do ) with speed lines, the fire trail gets
that Lnever got a chance to because | was slow. But on the other ‘smaller as the motion has passed.
hand, the fact that | was careful and very story-conscious and You can do the same thing with the
conscientious about making it as good as | passibly could had Human Torch and his fire trail when
people remembering my stuff.”. —John Romita St., Amazing Spider-Man he’s 'ﬂyingf -

CHARACTERS



Pnopsmmorlou

_Just aslve alreadyshown you with l-'lreiord's staff, props can play a mg rule in
motion, toa!! Here, I've drawn a shot of Captam America bustin’ a Nazi upside the
* head with his shield, using some simple single and double motion lines. The
single line by Cap shamls conveys  his arm-slingin’ action, while the doublelines
coming off the Nazi’s head portray the ricochet effect. Brawing ricochet shots. 1
isa cool way to mdicate motion—but any character with a prop-shtick can be
great for motion tricks. Think of Hawkeye’s arrows surruunded by speed lines -
or Daredevil's hllly club ztngin around You get the idea! : 2

SLIPPERY
WHENWET

 And fmaliy, there s the ulﬂmate ‘motion: hod:[y' 1
fiuids. No, no, no. Get y your mind outta the gutter.
I'm talkin’ about blood, sweat and tears! Here's
~ something | like to do when | draw one character -
husﬂn’ another in the chops! I've drawn my own
: [ s spin-kicking his other-dimensional
_ adversafy in the head. Notice that, as the big guy's
- head spins across from the blow, there’s a trail of
saliva (or blood, depending on how mean ya are)
* flying off his face! It's kinda of a subtle thmg, but
. even these Iilﬂe aspects can help. :

WELL FOLKS, it's been great sharing some of my “tricks” with you! Unfortunately,
due to space constraints, | could only present a few examples. But remember, just think *
of your characters as always moving, always in motion...you're just freezing them at one
specific point where as much stuff is happenin’ as you've got the gumption (or time) to

squeeze in! @

Mike Wieringo’s fluid pencils have graced the pages of Marvel's Fantastic Four, DC’sFlash
and his creator-owned project, Tellos.
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DYNAMIB F"HESH"HTENING BY MATT HALEY

‘hat's right, | said dynamic foreshortening, because while
l _making people and objects appear to shrink and grow in
proper perspective is crucial for any kind of art, we're ?

talking about applying this technique to making comics more |
exciting—and that's what it's all about, isn’t it? Simply put, the :

wallop instead of a love tap. Let’s break some lead...

FORESC@RE

The fn'st thmg we should do is show the diﬁerem:e between_

foreshurtenmg in real life (say, in a movie) and dynamic

fureshortemngon a comics page. In the real world, the fist at the
end of an outstretched arm will not appear any larger than when
it’s held at one’ s side. In comics, however, the fist must look
larger as it comes toward the viewer, in order to simulate action
_ and increase tension. Notice how Spidey’s “real life” punch

(Figure A) looks pretty boring? There's nothing wrong with

the pose itself; it's just not terribly involving. But the “comics”

punch (Flgllre B) looks like it's gonna take your head off—

- which is what we want! This is because we've treated the arm

as a pillar: if gradua!ly gets wider as it gets nearer 1o us, and

_ends with a  larger-than-normal fist (not too big, thought). The
 great thing about this effect:sthatyou don't need to add any speed _

lines or sound eﬁeﬂs tn get your pomt across; the flgure itself

_' tells the story

CHARACTERS

term “foreshortening” means that an object appears to get
shorter as it is tilted away from the viewer; foreshortening is an
artist’s main tool to make a 2-D object look 3-D on paper. Using
it dynamically can transform a superhero’s punch into a mighty




YOUDUMMY

- s extremely mpurtant tn gefarl aﬂist’s mannequm lt‘s anf-
invaluable tool for wrappmgynur brain around foreshurte =
ing, since you can pose it pretty much any way you want.
Some people use a computer program called “Poser;’
sometimes there’s no substitute for the real ’:hing. An arf
supply store sells mannequms, and they am"r expemnv' e

TOTHEFORE

Okay, here’ s my personal, step-by—step methad to plan ouf:’_
foreshortening. Let’s say we want to dﬂ a dynamm shot of _
Rogue flying powerfully across the page. Well firsfwa have
to decide on a pose (this is where the mannequin comesin
handy) and sketch it out (Flgure C). The nextstepistoget
the proparrmns right (the mannequin can also help here,
OF you can even use an action flgure‘) Next, sketch the
body part you want to foreshorten in its natural position
 (in this case, the arms parallel to the iorso), and then plot
the arc of movement each arm makes up to the pusitian :
you want to place it in, again referrmg tn the mannequm :
{Figure D). Pretty simple, eh'? E -

Oncelhe arms are pmpumoned cqrrecﬂy, 1 ,,\
it’s time ta “build mass,” as Arnofd g
would say. To do this, we fall back on ‘. f
the tried-and-true methad of erwmg

ﬂ\ehodypartsasoomhmanonsofsphems. -
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SUPERPUNCH

: Ainght, now'mat we ve mastered foreshartenmg in one easy’ ]
lesson, let'’s practice a few...here's a shot of the ng of
the Sea himself, Namor, in a shot you'd probably see
on a cover or splash page. Thls shot has the v

same chaﬂenges as the prevmus one, except
it’s alittle more difficult because he’s com-
ingright at us! We slmply foreshorten the
main ﬂgure first, and then foreshorten
his left arm separately. Nntwe how

he seems to leap off the page" Tha‘t’
the effect we want, rlgm" e Q -

KEEP IT REAL
“People groan when | talk
about reference, but please
bear with me. Lack of visual
information is a clear sign
that you made everything
up, and that just takes away
from the realism. Boring!”
—Mike Mignola, Hellbay

PRATFALL

-Okay, sure, but what ahout a shut of someone
leaping instead of flying? Well here, it's the pose
that's all-important. See how both of Elektra’s
arms are held out in front of her as if to break her
.fall’ In order to make this shot more involving,
I've put Elektra’s right hand in front of her
_ shoulder. We still have to draw the entire arm
‘ wherl constructing the figure, but we only have
 to render the shoulder and hand (which can
: _occ_amonaliy be a time-saver). The result? Elektra
. better have a grappling hook handy.

CHARACTERS



BLIND =

_ Here’ s a toughie—naredewl swmg’mg down at us. l.lp tﬂl now, we ve
_ foreshortened ﬁgures from the top down, bt how the heck are we gonnado
_ this? Easy—we appIy the same prmmp{es as hefore. Once we've. sketched the
- correct pose (the mannequm was abig help i in posing this one!), we make sure
_ the torso is in the proper perspective, then we fareslmrten each of HD S
_limbs separately, paymg extra attention to the right leg since it’s about to
* kickusinthe head. Pay closeattemion tothe feet in this one, because even -
. though we only see the soles of his boots in the. rendermg, we have tn draw _-
~ the whole foot i in the sketch phase to make it lunk rlght

OBJECTIFYME

1 thmk that foreshortemng objects dynamlcally :s a
_mite easier than foreshortening people, mainly because
the reader 's eye will really notice if a person looks
funny or out of perspective. But since ‘most of us
 aren’t walking encyclopedias, arnsts have alittle more
'{eeway when it comes to tnammate uhfects like the
- ones on this page. Also, we can use our spheres/
N cylmders]cubes teclunque here, since most objectsare
: basmally spheres, cylmders or cuhes, and thus a
i lmle eas:ertudraw. L

DYNAMIC FORESHORTENING can be a very powerful tool, so use it sparingly. You
don’t want to knock their eyes out in every panel, do you? Balancing dynamism with
subtlety will keep the reader turning the pages. Of course, we stand on the shoulders of
giants, so if you want to see how the masters did it, start by studying the comic works of
the King of Comics, Jack Kirby, or those of Neal Adams and John Romita (Sr. or Jr.!). No
matter what style of art you draw—be it illustrative, cartoony or manga-inspired—using
dynamic foreshortening will make your stories more thrilling, give them more impact and
keep readers coming back for more! @

e e

ﬁ WIZARD BEST OF BASIC TRAINING




_CHAPTER FOUR: PART 7_

ACTION SCENES oy am e

o ne of the chief defining characteristics of ' and bolder than it could ever possibly be.

superhero comics is action. After all, nobody Now, there are many ways to get the most excitement

likes a dull fight scene. So, as artists, it's our - out of your figurework. But given the space | have in =
job to fully bring forth intense dynamics. It's not aseasy  this column, F've narrowed it down to a few important
as it sounds, though, since we're constantly torn between | ones that can help bring more zing to your work. So |
maintaining a sense of reality and making a scene bigger | grab a pencil, hit your board and let’s go!

Each f' igure makes a statement and hrmgs wnh it a sense of life and movement. While
we still have to remember proper anatomy, if we lose the overall flow or arcof a flgure s
movement, then we lose a lot of that figure’s impact and power.

Many artists think of the body as connected parts. That’s fine, except hy doing that,
we sometimes overlook trying to make a general, forceful statement with the figure.
Only after we determme afigure’s gesture should we break it down into parts. The more
we can retain of our initial arc, the more we maximize our flgure s dynamlcs

You should try to have one or two arcs that define your figure’s overall movement
or gesture. Establish simple arcs flowing through the shoulders and arms, or through
the arc of the legs. The greater the arc, the more energy your figure will have. Notice
how Figure A has more zing to its step than Figure B. Note that the more we simplify
our drawings, the more they’ll resemble very simple arcs.

THE RAVE AND THE BOLD

“Many great artists like Jack Kirby and John Buscema accomplished the
contradictory task of balancing reality and making the action bolder, and their
work has served as the cornerstones of modern American superhero
figurework. They never faltered from maintaining a realistic environment,
which made the unbelievable that much more believable. Then there’s
non-comic artist George Bridgman, whose book, George Bridgman's Guide to
Life Drawing, really unlocked some doors for me as to how the human body
twists and turns as a series of connected masses.” —Jim Les, A/l Star Batman & Robin

MARVEL, CYCLOPS ™ & & 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED. PHOTO: PAUL SCHIRALDI.
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HEAD 'DOWN

Something as simple as lowering your figure’s
head can increase his action dramatically. |
 Take a look at Figures € and D. Noticehow
- the lower head in Figure D creates more = |
 energyin the arc of the shoulders, and a better
* motion arc from the fist through the shoulders
all the way to the other fist. The two pictures
~ are virtually identical, except for the head.
. Notice how something as simple as slight
movement can make a big difference.

ANUPSIDE

_ 31mllarly, in F‘Ignm EandF, the
_overall gesture or arc flowing
through the: ftglres ismuch stronger
in F. With his head tilted down,
fhere s juSi‘ mare of a sWeepmg: :
mnﬁon Hlsarmsee.
 alot more force, do
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MASSAPPEAL

Artist George Bridgman spnl(e of the Pmman budy asa
series of connected body masses. He would take the
torso and pelvis as connected units, which rotated in
retahonshlp to one another almest as if they were socketed
parts. By moving these masses as far apart as possible
without making the hody seem overly elongated, we can
make the figures more dynamic. Just as WIdenmg your
stance gives YOU More power, movmg the torso’s center

- of mass as far apart from the pelvis' center of mass
creates more pawer in your figure. Now apply the same

‘ 'princup!e to the placement of the hands in relation to the
torso, and the feet to the pelws

In these two figures, I've labeled the centers of mass

of the torsos (x), the pelvises (y) and the hands (z). Note
the hands’ relative positions in relation to points x and y
in the two different figures and youw'll start to see the
power you get by spacing your centers of mass out.

CHARACTERS
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DOWNWITHIT |

In these figures, you'll see how moving z
in relationship to x and y from a down-
ward perspective further accentuates the
sense of mavement and direction we want
to create in our figurework.

BORNAGAIN

Again, the principle of separating the body’s different.
centers of mass helps bring a greater sense of dynamics
to your final work. Notice how everything we've talked
about so far has come into play in this shot of Cyclops.
Also note how having one of Cyclops’ legs stretched

_ back while keeping the other bent gives him more thrust

and power. He just looks much more dynamic than if
his arms and legs were closer to hisbody.




FORCEWORKS

As wa try to max:muze our effurts in hrmging as

much life into our flgurewnrk as possnbie keep
in mind that one of our most powerful tools is

fareshortening, which adds depth and impact.

jl:reahng the illusion of depth inour drawmgs is

crucial to creating. action and movement in our

flgures By forcing perspective, we can heighten

the sense of depth and three~dimens|nnallty in
-’the final work. By comparing and contrasting

these two. figures, we see how bringing the
foreground fist to the front in an extreme ‘way

makes it feel much closer to us and pushes the

rest of the body farther back. It helps bring more

three-dimensionality to the final shot, bringing

more “space” to the charging figure.

Remember; In these figures, the farrher:f
centers of mass are apart, the more energy the

flgure has. So by hrmgmg forward the

outstretched fist from the center of the figure's
torso, we create movement. _For another

example, look how foreshortening the hent leg
back in I'-‘lgure G makes all the uther parts of
~ that flgure come forward in space.

; We can squeeze a !mle more Itfe |nto our flgures hy
. playing around with the deta:ls—name!y rhe wrlst and
: ankle joints,

~ sharpness of the ankEe s angle, helps bring more energy to

- one on the right, we see how simply twisting the wrist down
* creates more drama and lifq in the.fir_lai pose.

TWISTANDSHOUT

~ Lookback at the fron’t ank}e of the f:gures on page l3r7 :
In the second fi igure the ankle has a much tighter angie to
it than the first. The energy in that joint, created by the

_the overall figure in a subtle yet powerful way. _
- Now compare and contrast these two flgures In the

CHARACTERS




DEPTHCHARGE

o The more depth you have in your flgurework
the more impact you'll achieve with your pose.
E aggerafmgfnreshortened shots really makes
eyepopplng art and hrmgs areali m-your-
face feel to your figures. Don’t he afraid toplay 1
around with the relative sizes of hands to bodies,
bodies to legs, etc. It can really add i lmpaot and -
_ make ﬁgnr&e like the one  helow feei more fhree-' 2
: dlmensmnal :

IMPROV ARTIST

“This sounds delirious, but [ have used everything
from a little toothpick to a bottlecap to ink. Don't be
afraid to improvise with those strange elements. A
good, unexpected result can be obtained—and if not,
you always can change it, cover it or erase it!”
—Eduardo Risso, /100 Bullets

AND THAT’S ABOUT IT. | can't reemphasize
enough the importance of maintaining an overall
gesture or arc fo your drawings to give them sustained
vitality, especially as you tinker with the inner
anatomies of the figures themselves. Only by
stretching your figures, making them as three-
dimensional as possible, can you hope to make
them leap off the pages themselves. Hopefully,
these few tips will help bring more pizzazz into
your flgurework Thanks for Ilstemng @

Jim Lee can draw acnon—packed scenes with the
best of them. Check out Marvel’s Uncanny X-Men
or DC’s Batman and Superman for the blow-by-blow.

WIZARD BEST OF BASIC TRAINING
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S ell, the Mﬁzard folks have asked me to share i
e _ Wa few tricks I've learned from some good ;
teachers and years of experience in the comics

@ biz. I've been asked to talk about flying—that amazing
BN superpower justabout all of us wish we had atone time or |
another. There are all sorts of ways to corivey a super-being

flying, and all sorts of fliers—from the ultimate flysuy, Thor,

. and the wind-riding Storm, to the winged Angel, or even
. Iron Man, Each character flies differently, based on hisor

her pawer, but the same set of rules applies to each when -
. youdraw them soaring through the air. Solet's cover afew
of the basics about crafting the illusion of flight.




WINGEDWONDER

With Angel (l-'lgum c) we get the determination of Vlsmn in l‘lgure A, butwnh
_ much more gracewthe arch in his back and his open hands tell us he s ﬂymg
- quic| _Iy, wnth purpose, hut rsn't out to punch the next thmg he sees . :

LIFTOFFANDLANDING

i Composmon is key in creatmg h‘ne lllusmn that a characrer is onam'[g ahove the
iground To indicate liftoff, you must show the environment from which the :
-'character is Teaving and draw the figure ahove the ground of tbat enwronment, :
: laitmg us now he’s alrzady in midair. Check out Thor’s puwerfn!, determ ed lfﬂoﬂ -

sush
g Us the rush of air and his dlrectwn And the fact that Thor is he
‘mward the top of the page. fets us know he’s headed up ‘toward the sky.
~ Now look at Thor landing (Figure E). Here, he almost looks like he's leapmg
: down from a higher building. That's a very helpful key. A character landing has
_ hisorher welglt behind him, and his body will bend apprapriately. Unlessit'sthe most
: graceml ‘touchdown, a character should have some bend to his knees, arms and
~ torso to clue us in on the pressure of his landing. Furthermore, his cape, hair and
| arms all pomted toward the sky, Iet us know where hes cnmmg from :

£

FIGURE D

-:{@‘- i
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SWINGINGMYWAY k

.F;ymg characters should be handled very d:fferenﬂy from
swinging characters, although some similarities remain.
. Note the position of the Human Torch (Figure F). He looks
like he’s gliding through the air, his head and outstretched
_arms and hands leading him with determination through the
sky. Spider-Man, on the other hand, is swinging from
building to building. He leads with his feei and his arms are

strefched out in both directions as he leaves one web
behind to use another. He’s held ainft not by any ability to

float in the air, but by the delicate dnsmhuﬂon of weight
between his arms and legs, torso and head as he swings.
He should look as though he could fall to his doom {f his
wehlmes wnre to suddenly d:sappear. . :

BREAKINGEORDERS

With Flngue here, we see another example of composition
giving us the visual cues we need to believe she’s flying—her
outstretched arms, hair flying behind her and speed lines all indicate
. her direction, and the planetary background indicates her
fanwronment. Her arcing figure is bold enough to break through the
i panel borders. This final choice is one a lot of artists like to use, but
. it also leads to a common compositional mistake many amsts use
i that destrny the illusion of flying...

COLLABORATE: GREAT!

“Personally, I've taken the biggest leaps of growth from
collaborating—i.e., inking someone’s pencils, someone
inking my pencils, drawing from someone else’s script, and
so on. Remember that in a collaboration, it's important to
respect everyone's contribution while simultaneously
standing strong for your own efforts if you believe in what
you're doing.” —Mike Alired, Madman Comics

CHARACTERS



ANCHORSAWEIGH

_ comic book s to position the figure in the panel unattached to

be floating in midair. This is because she has no anchor—that
_is, nothing attaches her to the panel border.
But in Figure H, Warbird’s toes and forearm are cut off.
. Many artists draw figures that don’t quite fit in the panel and
* cut them off at awkward points on their extremities. Not on!y'

free- floatmg and, therefore, flymg in mrdalr

One of the easiest ways to craft the illusion of flight ina

any panel borders. Notice how Warbird in Figure G seemsto

. are these bad composition choices, but connecting the figure
- to the panel border destroys the illusion that 1he flgure is

THERIGHTFRAME

.Cnmposmon is lmporfant in other ways here In Figure H, Warbird

is posed dlagonaﬂy—always the best for dynamlsm in a panel. But

- she looks awkward like shes Ieadmg with her Ieg and torso, not
- her head. - .

In Flgure G, Warhird I(eeps her diagonal cnmposnwn, but her'

" body is more solidly posed She locks like she’s in control of her
- arms and muscles, not the other way around Her head, twisted the
; oppusne way of her legs, is ‘still poised solidly on her shoulders.

5 Even if she was to turn dtrecﬂon in mldalr, she looks ln cnntrol

_Ilke Guardian’s to the right, suggests the wind whipping
more dynamic the cape, the more dynamic the figure and

the cape ta the burder}

Heres another easy indicator of fllght A b]lluwmg cape, "
~ through it, and helps indicate direction and motion. The

- the compaosition (but don’t go overboard, and don’ tconnect 1
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H

_ What about two characters fighting while they're
_ ﬂyin‘g? ‘The same rules apply. Composition is key—

. to let us know that the characters are not grounded
i and, in many cases, are flymg hundreds of feet above

* dynamic compusmon And keep the figures’ legs flung

I-IAIIISPBAY

A characters hair is another great indicator that they are flying;

leaping or in motion. The wind pushing through She-Hulk's hair

(right) indicates speed and direction, important consnderatmns
~ while crafting the illusion of moﬂon.

LITTLESWIMMERBOY

A great model for characters flying is characters swnmmmg The poses,

angles, billowing hair, wind- (or water-) whipped cape, diagonal composition
- and the environment the character is in are all just as applicable to a
' swimming figure as they are to a flymg one. Just something for you and
~ Prince Namor (Ieft) to think about '

remove the figures from the panel borders tc_f" create
the illusion they're floating in midair, like Iron Man
- and Super-Skrull. Create backgrounds now and then

the Earth. Keep diagonal lines in the panel fo create a

about—they should never look like they can stand on
the ground the minute they’re upright! They shnuld:
iook like fhey rein constant freefall

1 HOPE this was helpful and gets you started thinking
about some ways to draw superheroes and their adversaries
flying and fighting. 1 highly recommend a great book, Thomas
Easley’s The Figure in Motion, for great poses and some
terrific figures in midair, apparently flying. Also look at any
books of dancers with similar photography. They’ll really get
you thinking about what people would look like if they could
really fly...and isn’t that why we're in this business anyway,
to make people believe just that?

Phil Jimenez has taken flight as both artist and writer in
books like DC’s Wonder Woman and DC/Vertigo’s
Otherworld, and as artist on Infinite Crisis.

CHARACTERS




"know, during the 13 or so years I've been in comics, I've :
- worked onavariety of characters with powers ranging from

optic blasts to the elemental manipulation of the ocean. In
that time, 've had to learn how to draw quite a few different types of

effects on the heroes and villains using them. Well, 'm here to suggest

a few ways that you can draw these energies.
1 can’t stress enough, however, how important photo

. reference was and is to my learning about how these energy
; . patterns really work, and what they look like. | hope yow’ll whip out
“energy effects”—from fire to lightning to smoke and beyond—and their |
. Nothinglike knowing the reality before drawing the fantasy, | say!

those of’ science books and magazines, and check out the photos.

WHITELIGHTNING

Say you're drawing Storm or Thor raining lighting duwn on some'
loser supervillain. Keep in mind, lightning never travels in a straight

ling; it often ripples and splits into smaller (and sometimes larger)
: bolts along the way. A good way ta start is by drawing a single, curvy
line to begin the shape of the actual lightning bolt (Figure A-f).

Once that’s doue, goin and add single lines for the tendﬂls attached

You should also keep in
mind that lightning is a
light source, and its
effects (like shadows
and harsh lighting)
should be reflectedon ¢
* thepersoncastingit.The =
. white iight ‘of the
% lightning i is best seen
splashadacrossadarker
‘background: | suggest
dark storm clouds, which
only add to the mood
(Figure B). Finally,
creating a lightning
| storm—not justa simple
boit-—heips add to the
intensity of the effect,
and makes the charac-
ter look more powerful .

(Figure A-2). Space fhem out any way you wish—cluster them,
or add new ones at an even distance from each other. When the
first lightning line is finished, add some “weight” to it by drawing
another line parallel to the first (Figure A-3), but vary it enough
so that parts of the tendril appear thicker in some spots than

 others. Just keep it moving, with a real “rhythm.” .

WIZARD BEST OF BASIC TRAINING
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FIGUREC |

rm:m -
| THEHOLE

R, ri*- T

There area cuuple of ways fo
approanh ﬁremeonucs:There’sthe -
“cartoon” version, where the fire is
: deflned by a rlppimg line, of the
: “realﬂy—basetrvemon,whem
':‘rhe fire is defined by its

destruction. Pm a sucker fora |
‘combination of both (Figure C-1). -
Fireisa constantly changing object,

. and your drawing should reflect

. that. It's also a light source, so think
harsh lighting (Figure C-2) and
heavy shadows m c3).
I you’re going to draw’
-“carroony fire—like the Human
-Torch’smuse a series of curvy
“‘waves,” one in rapid succession
of the other, makmg a ;agged
pattern (Figure D). These little

- waves should vary in size, and their

_ curls work best when pamtmg m _
one direction (Figure E). :
~ The more “reality-based” flre 1
is created by drawing the dark

_ areas and patterns of motion an
inferno causes: small patches of _
black, contrasted with white, open
 areas (Figure F). Where the flame
is most intense, these smaller
“licks” or “swirls” of black help
':mdicate mnvemeni (l’lg!l'q G)

SMOKINGSEQTI@N

_-.Anmher coustantly shifrmg element smoke can often be ..greatly in snze After erasmg most of fhelmes where the clrcies :
. exchanged for storm clouds i in comics. Just muagme the Iumpy...' _intersect, but still keeping their uveralP shape, you can go ln and
= conmstancy of mashed potames when you're drawing smoke, add the darker shadows on the circle edges to help define the

~ and you're on the right track (Figure H-1). An easy way fostart cloud’s shape (Figure H-2). Also, smoke is often flllelf wnth .
is by drawing a series of mtercunnectmg circles, a{l varymg- _ large areas of solid black (Flglm H-S} . L

CHARACTERS



ENERGYCRISIS

Each of thmse charaeters prujectsenergy sugiatumand “halos surroundmgihelr hands
'that are d‘ fferent and from one. anothen (I'II fall you more abuut “energy ha!os Iater)

DR.D@OM

‘ Doctor Doum s hand is surrounded by ]
“Kirby Crackle”—a ring composed of
_a rippling black band of small black

~ circles. The hand should look like it's

_constantly shifting and moving. Dgu_ms :
energy blasts are composed of two

~ jagged parallel lines emanating not

‘from his hand, but from the energy halo

‘surrounding it (Figure i-£). The energy

blast itself is made of harsh, jagged
; lmes, spreading out much like an ink -

: splatter {“ﬁlll'ﬁ I-Z)

IIIONMAN

i Iron Man pro]ects a very clean. Sllck-(
_ looking energy. His energy halo is a

circle around his hand, with clear

_ circles that occasion aily “burst” to

: mdlcateaclean technological “crackle.”
His blast is simply two stra(ght {

: para!lel lines, with streams of energy

wrapping around the length of the blast.

When fi rmg, all of the clear circles in
_ hisenergy halo burst, transforming the

- haln intoa cnllectmn of sharp, clean
poin s emanating in all d;rectlons

WIZARD BEST OF BASIC TRAINING

_ Professor X's telepathic powers are
_handled differently. The energy halo

surrounds his hand and head,

_indicating his psionic energy. This is just
_one approach to the telepathic powers: |
 thin, even lines in a wild swirl around
_ his head. Telepathic powers are best
defined when the bodyis almstslagnam,
* and the entirety of the energy and the
’blastcamesﬁ‘omfheﬁgure’shead Keep

in mind, though, that this method makes i |

; for a far Iess dynamm flgure =




BI.OWINGITALI.UP

You use a little bit of everyfhmg when you draw explos;ons rules for .
lightning, smoke and fire apply. When energy blasts are the source of
the explosion, those blasts should travel right into the cenrer of it

(Figure J-1).

Explosions are a great source uf light, movement smoke and

debris. So think big! Draw a big circle around what's explodmg,_ and

work out from there. Remember that the heart of the explosion is >

going to be white-hot, and therefore mostly white, with a few “swirls”

of darkness thrown in (Figure J-2). The dark clouds emanate from .
the edge of the circle you drew, hecoming fuller and darker as they
billow out (Figure J-3). Sparks should be flying from the edges of .
~ the smoke (Figure J-4), while jagged lines attached to the panel
border help add to the explosiveness of the scene (Figure J-5).

Remembet, an explosion is also an intense source of light,

‘The best example 've seen of something blowing up is the
Hindenburg dirigible explosion in the 30s. If you can dig up that

picture and use it for reference, you should do just fine!

MYSTICMAYHEM

I cali the energy patterns that surround eharacters’ hands or heads -

“energy halos.” They're simply rings of energy that surround the
head or hand. As we've seen earlier, there’s an infinite variety to the
way these halos, and the beams they emit, can look. Take a look at
Dr. Strange here (Figure K). The energy he projects emanates in
strange, wavy bands and ribbons, for avery psychedelic effect. Even

hbmusmmmm(mmwmmmrskeepm :

either apen or clenched into a fist), lending to the otherworldly,
spell-casting effect you want when you draw the Sorcerer Supreme.
A little aside: Doc Strange’s energy halos are actually based

on the designs of '60s-era rock posters in an art book I found,

I'thinkit'sa perfect example of the sort of coal stuff you can find
by looking at photugraphs and. lmages in all sorts of books
besides comlcs.

I HOPE YOU FOUND something useful here, something you can add to your repertoire of techniques which so many other
great artists have shown you through the pages of this book. Whatever you do, just keep drawing because you love it, and never

=)

lose sight of how much fun it can actually be.
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t’s all been one giant mistake. Superhero costumes are a

l fluke, a happy accident. Back in 1936 with comic strips like

The Phantom, costumes were implemented solely to
differentiate tiny characters in early comic book pages. With poor
printing quality, bad resolution, limited colors—and no Photoshop
effects—superhero books lived and died on the strength of flashy
costumes convincing customers to part with their dimes.

Since then, comic book technology has advanced in leaps
and bounds. But one thing hasn’t changed. Costumes still hold
the superhero genre in a vice grip. “When you ask the
average person, ‘Who is Spider-Man?’ they’re going to say, ‘Well,
he’s this guy who’s got spider powers and he wears a red-and-
blue costume,” says Ultimate Extinction artist Brandon Peterson.

SPIDER-MAN

Original Design: Steve Ditko, 1962.

cos I u M Es BY RAMA GOTTUMUKKALA

“They’re not going to say, ‘Well, he’s this young guy named Peter

- Parker, who lives with his aunt.” They’re going to describe the

surface, the most basic blatant things.
“That’s the thing with a costume. It’s so easily identifiable,

~so easy to grab onto, that it just becomes part of the superhero

mythos. There has to be a costume if you're a superhero.”
In honor of these beloved superhero costumes, we talked

- with a handful of artists who have as many opinions on these

costumes as you do. Finally, once and for all, you can hear John
Romita Sr.’s thoughts on whether Thor would have looked better

~ in horns, or learn how Frank Quitely defied gravity itself when
- designing Emma Frost’s outrageously sexy getup. Who knows,

you might even get some costume ideas for your own creations!

EYE FOR AN EYE Artists have drawn Spidey's eyes
as hig as watermelon slices or as small as goggles.

He’s not the first red-and-blue-garbed hero to leap from tall
buildings in a single bound, but Spider-Man’s classic suit has set
the gold standard for sleek, aerodynamic costumes, and has

“When you locate the eyes so hugely. covering like half
the face, it lost the humanity to me,” says legendary

stayed remarkably consistent throughout the years. “The Spider-

[inthe ’60s], which are still really relevant today—strong bold
_colors, which tend to stand out and make more ofa punch
-on the page,” says Peterson.

SYMBOLIC GESTURE The only element of Ditko’s
original costume to pass through the cracks, Peter's
spider symbol has been enlarged and warped to become more
spider-like. “l just don't like it looking like two fridents jammed
on two ends of a short stick,” laughs Romita Sr.

BUG QUT There are dozens of reasons why
Spider-Man could've ended up forgetten in comic
quarter bins. Thankfully, Steve Ditko and Stan Lee passed
over a hairy, bulgy-eyed look for Spidey. “There would
have been a million things that could have been done to
make him exotic-looking—fangs, antennae—which would
have made him less classical.” says Romita Sr.

Man costume followed the basic rules of costume-making back

Spider-Man artist John Romita Sr. “1 liked the reader to
be constantly aware that there's a young person inside
with a hone structure. Other people have adapted to
make it look like a creature from outer space.”

BULKING UP Spidey's weh pattern does more
than accentuate Peter’s ripped body. “It can allow
you to show a lot of form and dimension, a lot of
rounding.” says Peterson. “Youcan form the webs
ina3-D pattern that shows the shape of his [hody].”

WEB CAST Nothing causes carpal tunnel
syndrome faster than drawing repetitive,
interlacing web lines for hours at a time.
“[The costume is] compact and economical,
although there's a hell of a lot of webs!”
laughs Romita St. “As an artist, | always got
tired of that, But as an observer, | always
thought that was a great look.”

m WIZARD BEST OF BASIC TRAINING
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WOI.VERINE

Hedeslgn. John t:assaday. 2004. Original neslgn
John Romita Sr., Herb Trimpe, Gil Kane, 1974,
Gaifin, Japanese for “foreigner,” is a word that's

haunted Wolverine for most of his life.
Crimelords, archvﬂlams and even his one-time
fiancée have all taken potshots at I..agan with

that barb. No wonder he takes criticism ahout j=

his outlandish fashion sense atad seriously.
When asked to put the X-Men’s hairy pug
back in spandex, Asromshmgx -Men artist |
John Cassaday fashioned a costume that |
comhined many of the popular elements from |
previous costumes, fusing a zestful past

MASKED MARVEL
“Although the mask
prohably wouldn't function
as well in real life, there's
something ahout the shape
of it—the almest horns
that you get, the way it fits
on his face—that is just
instant iconography,”

says Jimenez.

NATURE CALLS Short
ant stocky, Logan draws his

with a modern flavor.

namesake from the animal
E W kingdom, “Asakid, | always
GIVE HIM A HAND Screw around ! : | loved the stripes hecause it
with Wolverine’s mask and fans ' -_ suggested he was like the

brandish pitchforks. Mess with his ; . _ animal,” says Van Sciver.

gloves? Meh. “I think you can give him

short gloves, leather gloves or sort of
longer forearm gloves,” says Infiiite
Crisisartist Phil Jimenez. "But I don't
see them as quite as important to the
overall look of the costume.”

BRAWLING BOOTS During his
redesign, Cassaday sheared off alarge
portion of Wolverine’s clown-sized boots.
“| always looked at those and thought
they were prettyuseless,"laughs Green

MELLOW YELLOW “Wolverine's
yellow-and-blue costume, while a lot
less simple and classy than the brown
[costume], is ultimately more bold

Lantern artist Ethan Van Sciver. “They 4 and a more comic page-friendly
would certainly rub up against each 3 ' costume,” says Jimenez.
ather and cause him to trip.” ]

ELEKTRA

Original Design: Frank Miller, 1981.
Eiekfras vivid red costume isn’t very subtle, but it does help her multitask. Blood
_ spilled Wnlla on the mb blends right in, so trips fo the Laundromat are
> minimized. Plus the tidy, figure-hugging
groundinfluenced several themes, : — numberserv&easadlslrachon “If you've
including her sais and flowing :: . : ; gut 1o get beaten up by somebody, you want
ribbons. “It's a fairly striking ™= Sy ) ', {{__~7" 1o get beaten up by someone wearing a costume
costume,” says Quitely, “It has lots ™ ¢ : |lkethaf”]0k&sAﬂSfar8uperman artist Frank ﬂmtely
of little ribbon pieces that hangoff < %, [y . oy,
and make nice patterns when she’s > ' e :

leaping arommd -_—y _gGENNN  SLEEK AND SEXY Much like Daredevil, the one-time fove

1 r of her life, Elektra’s apparel is composed of a sleek red

_garment, both immediately recognizable and highly

functional. “Simplicity is good in automobile designs, aircraft

designs, and is cerfainly true in any creature that has to be

{lying around and jumping around.” says Romita Sr. “You need
that great silhouette and the ability to move.”

NINJA QUEEN A strong theme

can make or break a costume, In
Elektra's case, hermarfial arts back-

BARBECUE SKEWERS WhileElektra
enjoys a good swordfight, her weapons
of choice are her trademark sais. After
years of practice, they've hecome
secondary extensions of her hands, "If
you're trained and adept with a weapon,
you have to figure in that weapon as part
of the look,” says Peterson. “Elekira’s
got martial arts weaponry fromthe Far
East, so abviously that's going to fit in.”

RED HANDED When Frank Miller
introduced Elektra in Daredevil #168, she
was a merciless warrior, and that steely
quality is reflected in her costume. *It's a
very striking costume,” says Peterson.
“Having big red swatches on the arms
invokes a feeling of violence automaically.”

CHARACTERS




cosrum:s -
CAP'I'AIN ' %R!@ﬁ

Hedesmn John Cassaday, 2002. Drlgmal
Design: Joe Simon, Jack Kirby, 1941.
For those who prefer their Coca-Cola
1o be classic, Captain America has
always been the right choice, A
venerable legend during the World
War Il era, Steve Rogers’ humbling
origin of a man serving his country struck a chord with readers,
Since then, Cap has been reintroduced for new generations of
readers, but his costume has changed very little. After all, asks
" Romita Sr., why mess with success? "l accepted [the costume]
* because it was a flag draped around a man. What could be more |
appropriate? It was perfect.”

MIGHTY WINGMAN Cap's wings represent

f the freedom of a soaring eagle. But not every-

g' one agrees with the look. “They looked a bit

;i awkward when I first sawthem,” admits Romita

: Sr. “Butsome artists have learned fo tuck them
in and not leave them sficking straight out.”

ARMANI ARMOR Protecting Capis a full-time job for artists. “llove that : 2
Cassaday is willing to take the time to [draw the chainmail] because it - SHIELD OF DREAMS “Captain America
adds this real fexture to a costume that didn't have itbefore,” says Jimenez. without the shield s sort of like Wolverine
“Captain America wears armor. It makes sense that he's protected and _ without the claws,” says Jimenez. But in

padded, and thus he can do the things that he is able to do.” his debut, Gap marched into battle with
a different, triangular shield. “The first

; shield was a riot,” chuckles Romita Sr.
AMERICAN PRIDE Steve Rogers s so hardcore, he probably asked for “Making it a round shield was a smart

his costume’s red-and-white midsection fo be cut from a White House move. That first one looked like 2 knight's
flag. ] actually like those colors in comics.” says Jimenez. “Part of it shield in the ancient days. The fact that
again is prinfing—red and blue being these primary colors that pop and _ [the new shield] could he used like a
suggest importance because they're so powerful and they resonate. | hoomerang was a tremendous idea.”
actually think the American flag is very strong graphically.” :

THOR

CHEST PAINS A plain blue Y & Lo Original Design: Jack Kirby, 1962.

tunic, perhiaps with a gaudy *T" i N Recalling all the garish choices that creator Jack Kirby
on the chest, might've been @i R dismissed while designing Thor’s costume, Romita Sr,
enough for most creators. Not ; /) chuckles. “He could've had horns like Hagar the Horrible,
for Kirby, “It's a complex £ / ‘ you know.” Inspired by his love of mythelogy, Kirby
costume,” says Van Sciver, “It i Y instead chose a classy, simple look befitting the Norse -
reminds me of Wonder Woma = God of Thunder. “The reason it has lasted is hecause
there’re so many interesting ; _ = I it's got all the elements of ancient Norse mythology
elements to it. Its not just one ) = : ' ) and a lot of [the] polish, brightness and
sleek design, like say the Flash's” 7 Vs \ . 7 simplicity of the modern age,” says Romita Sr.

| CAPED CRUSADER Thor's awfully proud of his noble

 lineage. and nowhere is that sense of royalty more

- . J . apparent than his flowing red cloak. “It gives you a great

HAMMER TIME “[Medieval] b\ -- opgortunity fo have sweeping curves and movement,”

valkyrie weapons, the huge ~ says Romita Sr. “He could he standing still, bl{t the wind
awloward things, would've been could be blowing the cloak all over the place.”

hard to storein your belt,” laughs

Romita Sr. “You can't take

[Mjolnir] for granted, because ol THE CLASH The Fab Five wouldn’t be caught dead in Thor’s
if you try to design a costume, . wacky yellow-and-black hoots. But that doesn’t stop these
you'll see hiow many stupid things > eye-catching stompers from complementing the costume’s
you can do before you finally boil = | Uy blue tones and winged helmet. “None of those elements clash,”
it down fo the essentials.” ; . says Van Sciver. “The striped yellow-and-black beots with

the silver, winged helmet? They go together, and they rock.”



EMMAFR@$T

Redesigns: Frank Quitely, 2001, and John Cassaday, 2004.

Original Design: John Byrne, 1980.

August 22, 2001 will go down in comics lore as the day
Emma Frost became a superstar Haloed with a blinding

hot pink background, the babe formerly known as the

White Queen gazed out from Frank Quitely’s cover t0
New X-Men #116 sporting a gravity-defying outfit,
scornfully pouty lips, and showing more skin than on
any catwalk this side of Europe. “The Emma Frost
before that, with Generation X and the Hellfire

Club, was an interesting character, but she
never became a superstar until Frank
Quitely designed her with her snabhy
little scanda]ous white leather
costume,” says Van Sciver.

SHE'S ALL THAT Quitely’s scandalous redesign
perfectly matched the saucy British fartlet that Grant
Morrison wrote into the New X-Men forefront. “The
delight of that costume is that it matches the §
character’s personality,” says Jimenez. “What | really
like about that costume is that it's the embodiment
of the character's aesthetic, where she uses sexand
sex appeal, and always has, to get what she wants.”

IRON /.

MAN IN THE IRON MASK There’s only so much
emotion you can get from a face that could double as a
Vogas slot machine. “Iron Man has the same elements as
Dr. Doom—very difficult toanimate that face," says Romita
Sr. “But [artists have drawn] him to look like he was
practically crying in one scene and triumphant in another.” —

ASSEMBLY LINE Modern Iron
Man's probably forgotten his initial gray

CROWD CONTROL Competing for
attention from fickle fanboys is a cut-
throat husiness, and any visual edge
you have to leapfrog the next galis a

§ good one, Enter Ms. Frost's sultry white

leather getup. “Emma Frost looked like
some sort of David Bowie fashion
plate,” says Van Sciver. “She was the
only ane wearing white Kevlay, while
everybody else was wearing yellow and
hlack-just a neat, inspired idea.”

MIND CONTROL? Emma’s unique
and ever-changing look was designed
totake advantage of her other mutant
ability—turning men's heads in any
garment, “Mypreference wasto draw
herin ordinary street clothes because
it gives it acontemporary feel,” says
Quitely. “It also sefs it in a broader
popular cutture when you go hack and
look atitwhen t's 20 or 30 years old.”

BUICK-CHANGE ARTIST Emma enjoys her out-
fits somuch it seems she races to the dressing room
hetween panels. “The ideawas that her costume would
change from time to time,” says Quitely. “Somefimes
a micro-skirt and booh-tube, sometimes hot pants
and waistcoat, but always white rubiber or leather”

_ Original Design: Jack Kirby, Don Heck, Steve Dltko, 1963.

in can armar.in 2 wine ceflar, but Van
Sciverhasn’t. “In general, Hike tostick
withthe eriginal version for each char-
acter. Distill that down to, 'fm wearing
this suit because it's keeping me alive.
That's what's su cool about fron Man."

Billionaire Tony Stark’s used to getting all the cars, babes and booze that money can
" buy. Fittingly, Stark’s bling is also funneled into the latest costume tweaks
for his armored alter ego. While Iron Man’s lock is fairly open-ended,
the recipe for his success has a few key ingredients. “With Iron Man,
it's definitely that super-simplified, skull-like face and that glowing [sym-
‘hol] on his chest,” says Van Sciver. “If you show me those two
elements, | can definitely point out that it's Iron Man.”

HEART OF THE MATTER In the Marvel Universe, money can't
stop writers from cantinually screwing with your bum ticker. Stark's had
more heart problems than the Blob ias chin rolls. Luckily, Tony can always
rely on the chest-mounted fife-suppart systems of his suit. “[lron Ma's]
gotta have some sort of window on his chest that represents his heart
problems,” says Van Sciver.

METAL MATE Iran Man’s armor has saved Tony's hide so
many fimes, it's easy to see the pair as equal partners on Stark’s
rescue missions. “The costume can be a character, as you
know from when they evolved the black Spider-Man costume
into a villain,” says Romita Sr. “When a costume can be
contributing as a character, you've really got something. And
1 think lron Man's costume qualifies as a separate character.”

CHARACTERS




CODE RED A rarity in multi-colored pages, DD's
monochromatic red costume highlights his
“avenging devil” calling card. Readers don't usually
think of devils being yellow and black, notes Jimenez.
“Bnsome level, he's trying fo inspire a touch of fear

DAREDEVIL

lladesngn. Watly Wood, 1965. Original neslgn Bill Everett, I984 _ .
g ‘A masked man swooping down from the rooftops, protecting the

in the criminals of Hell's Kitchen.”

DEVIL IN THE DETAILS DD would be

lucky to find enough space to slip a

wallet into his skintight duds, fet alone

space for packing any sort of heat, But

whatitlacks in pizzazz, this costume more
than makes up for in practicafity. “It's a

fairly simple costume, the classic suner-

hero leotard,” says Jimenez. “The more
simple the costume and the more graphrc.

Fhink they become more iconic.”

Orlginal Design: Steve Ditko, 1963. : ‘

If this were the 1960s, Dr. Strange would be one happenmg cat. Co- creator Steve Ditko’s design
for the Sorcerer Supreme was both outlandish and had the counterculture look that was
adored in the freewheeling '60s. While the sheer number of elements densely packed _
into the costume is staggering, it also boasts a mystical elegance befitting the heroic
wizard underneath the robes. “The whole thmg was like a musical eompnsnmn wnh all

the right notes,” says Romita Sr.

innocent? Not that uncommon in a superhero’s line of work.
But wearing a gaudy yellow-and-hlack leotard that would put
Elton John to shame? Not exacﬂy the best way to make a
fearless, awe- inspiring entrance Daredevil’s classic red
threads are a healthy step away from the costume’s
garish beginnings, leaving a sleek look that is much easier
on the eyes—and |magmanons—of readers.

HORNING N DD's signature cowl, spiced up with two matching devil's
horns, has never heen one to chuckle at, Creators have carefully
chosento omit other bizarre elements, such as a forked tail, thatwould
have cheapened the sleek design. “The horns on there had nothing fo
do with the character because he was supposed fo be an acrobatic
daredevil,” says Romifa Sr. "But it would've been rather dull without them.”

DOUBLE D'S A pair of double D's at chest level
fypically demands attention. Here, Daredevil seems to have
faken note, adorning himself with a logo that hints at both the
character's physical prowess and taste for the ocoult. "A
daredevil is anacrobat, and the fact that the word devilinfluenced
the elements of design is amazing,” says Romita Sr.

SUNNY DELIGHT No one will accuse Dr. Strange
of heing a sunny, warm-hearted trickster, but &
darker castume could easily have made him an
aerie magician, contentedly muttering to himself
inacorner. “[His cnsmn_w] covers everything and
makes him very decorative, which is a great
accomplishment because he could have heen a
brooding, shadowy character,” says Romita Sr.

OUT OF THIS WORLD Ditko, who cnncocfed the
Iooks for Spider-Man and the Creeper among
- others, fook somedaring chances with Dr. Strange,

STYLIN' SASH Does Dr. Strange even need
a.belt if he can just use magic to hold his
trousers up? He probably reasoned it was
better to he safe rather than sorry, going with
acolorful sash. “The fact that he had the helt
that ties and flows around [makes] it fook like
amedieval costume, but it looks modern, and
it just looks amazing,” says Romita Sr.

who's part magician and part wacky

science project, "Dr. Strange s the most ariginal,

creative departure from reality that | have ever

seenonpaper, outside of some of Kirby's grander

characters like Galactus,” says Romifa Sr. “He's
| outofthis world because it was decorative, but he
| sfillhad awizard look about him,"

LT} WiZARD BEST OF BASIC TRAININS

ALIEN WIZARDRY When recalling the costume, Quitely
calls Dr. Strange out on his “psychedelic Dracula” look,
mixing something otherworldy with a traditional wizard
style. "It makes sense when you take all these elements
of favorite characters, but surely the danger is like
taking all your favorite foods and putting them in a
hiender and expecting to get the best meal ever.” Q
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MAKEOVER

Whoever designed Moondragon's
old costume (Figure A) obvi-
ously wanted to see more skin :
than just on homegirl's head. This
costume is definitely a 70s throw-
hack, what with the retro cape,
_glaves, hoots and homegirl ear-

rings. And since she's never gane
fishing, what's with the wmdsall_:_

behind her head'?

BALD &

BEAUTIFUL

In this close- up (rmure B), you'll

notice Moonie’s follicly challenged—

and that's cool, yo! So ta enhance

her features, | gave her thicker
eyelashes, Instead of earrings, |
gave her holographic moons
hovering near her ears. For a final

touch, check out that tattoo made

of light that forms on her fore-

- head when she uses her powers
Neat, huh”

DESIGNING
COSTU M Es BY CHRISCROSS

ey fans! What’s up? The guys here at Wizard !

H magazine asked me to cover a subject that every
professional artist will have to do at least once:

hér p.uﬁ-:ﬁuhjgaraphemaha.

redesigning characters and costumes! I've asked some friends
of mine from the Captain Marvel comic to do a little modeling

for me and on with the lesson...

CHARACTERS



_ was Yiddish for "slaep,” ‘cause they
~ put my man in pajamas with some
- baby vomit trailin’ across hls chest
(Figure D)' For this redesign, | came
_ up with sumethmg ‘space-paramil-
_itary”—black, Ieather armor
: fastengd with holts, funky boots and
: gloves and a Gestapo-style high col-
lar (Figure E). Note my new, stylish
comet logo design, and once again,_' |
_ the hlp-cape ‘m gorma mulk |t fnr_
all it's wur‘th' - .

CLEAN "

This profile (Figure l»') shows hbw 1 cut and
i styied Comet Man‘s halr, givmg ium a cleanar :

" Purple Man (Figure G). Sigh. You

. ever get the feelmg penp!e juststop
 trying? No wonder he was evil and
. manipulating peopie—fhe was frying
. to find some fashion! | came up wnh :
~ anew, simple costum .
_ fit; a costume does vay
to be painted on to Iook fly. _

- er, borrowed a deslgn from "ng -
Kirby's Black Bolt for the chest

dESIgI’l (ﬁgure H). Then 1 added a

ﬁ WIZARD BEST OF BASIC TRAINING



"8OsCHIC

- ELa:lm‘az arld gentlemen, the star of our show, Captain Marvel! This was his debut

' uok (Flgnre J) de&gned by Eric Benes—who’ s a great designer in his own

: ’90_5 c__ha_ranter. Not to mention in the early '905 everybody thought the zenith
 of studliness was a jacket and ponytail. Thank God that's over.

THE
NEWSTYLE

EMer fhe new Gap Marv (l-'igure K),
_designed by Carlos Pacheco [in
_ Avengers Forever]. Pacheco has a flair
- for mixing nostalgia with current
 sensibilities: He gave Genis his pop’s
costume, ‘and the added cosmic
_ awareness “star effect” makes him even
cooler. The hair is George Clooney.
 lapplaud. I have no ego about duplicat-
_ ing another’s genius. If it ain’t broke,
| don"!'f‘nuf-—thatsalesson some artists
couId learn. i 1

FUTURETAKE

Fmally, I've been challenged by the powers-that-be to redesign Cap'n
- Marvel in my image. This is what | came up with: a little “Dragonball
Z." a little Kirby, a little Bastard!! (not the fatherless wonder or the
 expletive, but a manga) and—Wham! There he be (Figure L)!
Whai’cha Think ,Cap?

Arﬂsi‘ ChrisCross has redes:gned some of the best in works such as
- Marvel's Camam Marvel and DC’s Qutsiders.

CHARACTERS
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' lots of big guys in my comic career-plus plenty of
rogues and guest stars while doing The Flashand
& too many characters to name on Marvel Team-Up—so |
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ALL CHARACTERS ™ & = THEIR RESPECTINE OWNERS. PHOTO: SCOTT KOLINS,

reetings, everyone. Scott Kolins here! Fve penciled

You know, the big guys that not only save the day, but
usually the whole world! They are core to this industry, and

. knowing how to draw them is essential for any mainstream
- comic book artist. So let's take a closer look at these uber
§ definitely have a few things to say onthe topic of “super men.” |

heroes and how they work visually.

Iconic male superheroes are generally
extremely fit and impressive-looking.
- Whether you're talking about Superman,
Thor or Captain America—regardless
of different outfits and even different
lc}vel_s of power—they all exude the same
 larger-than-life qualities. They look,
~ stand and act in a fashion that impresses
people and exudes confidence and trust
instantaneously. It may seem obvious,
but there’s a lot to think about when
portraying these kind of noble heroes,
especially in contrast fo the average
man/woman or other types of heroes
around them. Their builds, poise, muscles
and facial features are unmistakable and
recognized around the world.

ARCHETYPES



. BUILDING
. PERFECT

These characters must perform incredible feats
and make the impossible look natural. Their size
alone must grant their actions an inherent
believability. They must look like they are up to
the task at hand! :

In Figure A, we have a semi-realistic hero
in proportion and overall size, yet still he's
remarkable. This size may be more fitting for
a street hero. Enough poise and muscle may
still convince the reader this character could
lift a car or swing across the city. This hero
clocks in at 6’ tall, about 7 heads high and 3
heads wide. o

In Figure B, we go with a more exaggerated
and obviously more powerful form. This is the
standard size of a Superman or Thor. Note the
larger hands and feet, large barrel chest and
smaller head size. This herois 6’ 6” tall, about 8
heads high and 4 heads wide.

Figure € goes beyond the norm and
becomes monstrous. This body type loses
some connection to a natural human form, but
can be used effectively for extreme levels of
power. It’s about 8’ tall, about 7 I/2 heads high
and 4 heads wide. '

. POISEDTOSTRIKE

The attitude emanating from a character’s stance strongly plays
into his believability and attractiveness. These characters exude
grace and strength whether standing, sitting or punching.

In Figure D, we don't have so many heroic-looking poses.
Depressing, unbalanced or feminine poses like these defeat

m §
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o

any attempt fo convince a reader of the male hero being
awe-inspiting. = T .
However, in Figure E, you can see the power of the pose.
Energetic, balanced and masculine poseslike these are convincing
and bring admiration to our super men. S




MUSCLE

Thisis icing on the cake. The detail of muscles should be sensible;
enough to embolden our hero, while avoiding a skinless anatomy-
lesson look. Pay more attention to the muscles that are flexing or
are most notable with light and shadow. Irenically, the more you
know, the less you actually draw. -

Figure F shows enough separation of major muscles with

the hint of veins and/or striations to convince the reader of the
character’s power. You get the feeling of the character’s strength,
while still allowing for the continiiance and flow of story.

Figure Giis over the top. This figure becomes a sideshow
freak that stops the stary dead and, at best, only inspires
morbid curiosity.

FACETHEFACTS

The face is a very important part of your drawing. It communicates
the personality and strength of the character. It's how you really
know your hero.

Let’s look at Figure H. It’s the iconic hero face—front,
side and angle. Note the eye placement, size of nose, strong

cheeks and chin, and slightly less forehead still allowing for
a recognizable face and expressiveness.

In Figure I, I've drawn various typical expressions of the
ideal hero. Not wild or crazy; this likeable yet determined
hero rises ahove the chaos to show us the way.

THERE ARE OTHER IMPORTANT VISUAL TRAITS to the noble superhero (clothing, color scheme, powers and
uniqueness), but this “how to” covers enough to get you started. The main thing to remember is to get into the character’s
head and heart. Once you figure out who the character is, you are sure to know how the character looks. Good luck! @

With work on DC’s The Flash and Marvel’s Marvel Team-Up, Scott Kolins puts the “super”in “superhero” every chance he gets.

ARCHETYPES



with our male-dominated industry’s obsession
with sexy women, ar perhaps our female superheroines
my bet is on the former.)

popular than the “super woman.” Strong, assertive,
confident, beautiful and with the biggest bust outside

BASICINSTINCT

_In order to draw a character, you must under-
stand his or her personality. Super women
basically represent the alpha female—strong,
aggressive, confident. She becomes the cen-
ter of attention in any room she enters. She
is willing to take control of any situation she
finds herself in. She is self-assured and con-
fident to the point of arrogance. She fears
nothing and will lead the charge into any
battle. All men want her, and all women want
to be her. '

_ Physically, sheis slunnmgly beauhful knows
it, but never feels the need to flauntit, soignore
the more suggestive, hoy-toy poses, Her stance
is always poised, confidentand commandmg of
respect (or at least your attention).

: She is serious and tough while refammg her

_charm and sexiness. She is capable of kicking
some serious tail, so she should appear in shape
and muscuiar, though not overly muscled or she
will lose some of her femininity. It can be atough
balance to strive for if you wish to malniam that
pnwerhouse look, :

. With this personality in mind, a ciearer pic-

ture should form as to how she should look.

ome of the most popular characters in comics -
today are female. Maybe it has somethingtodo

provide untapped fertile ground for great female-driven
stories. | don’t know, I'm just a comic book artist. (But
' . Power Girl and Wonder Woman. Here’s my first
Of all the female characters out there, few are more
. template alone.

of California; no wonder that character type is a favorite
among comic-book fandom.

As the artist on JSA, | was fortunate enough to
draw superpowered women for several years. For any
aspiring artist out there, let me give you some of the
finer points I've learned while drawing characters like

hint: It’s not about the boobs. Leave that circle

So grah your pencil and let’s get started.

WIZARD BEST OF BASIC TRAINING
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RACK = viUP

SIDEEYSIDE

For the most part; a super woman'’s
body language will vary depending on
the situation she is in. Every scene is

different, and her body language and

facial expressions will represant what
the scene calls for.
However, the way she carries herself
 should reflect her personality. She should
carry herself with a great sense of dignity,

canfidence and strength. Typically, her
posture is perfect. She should always
appear in control of herself, even when

the situation is out of control.

Notice the figure on theleftstaﬁding
in a much more confident, self-assured

manner than the one on the right. Her
feet are shoulder-width apart, providing
her with a solid base; placing her hand
on her hip gives her alittle attitude and
an appearance of s_elf-'confidence_. By
confrast, the figure on the right appears

- much more unsure of herself standing

_ next to suchawoman, Her arms crossed
in front of her and knees bowed inward
give her an appearance of insecurity. It

_ is obvious from her body language that :

she feels inferior next to her mentor

Thus is not your average woman, so she
should not have the average body. Her

: imdy should match her pnrsunality She
_should be taller, more muscular, curvier

and se)uer than the average female. With
that in mind, yes, she is more likely to have
larger breasts, as shown in the figure on
the left. The middle figure represents the
slightly more average superheraine, a /a
Black Widow or Catwoman. The figure on

 the right depicts the average female. She's

feeling slightly mfermr standmg next to
these women.

ARCHETYPES




. ABOUTFACE

Obvmusly, her face should be gorgeous and her fac;al expressions
~ are indicative of the situation she is placed in. However, her
- typical look should represent one of self-control and ‘seriousness
* (asin the face on the upper left). Her look should often exude
" adignity and self-confidence to the point of arrogance, asin
~ the face on the middle bottom. She is a proud woman, so thls .

" look is a staple of the superpowered woman.

~ Herfacial expressions should be indicative of her self—contrel.
Where other characters that cannot control their emotlons will

fly off the handle with extremo facial expreasluns, the alpha female

does not. She maintains her composure and remains quite
reserved. For example, she will show anger, but rarely will
she show rage as in the two faces on the far right. It would
take one serious situation to. eause this woman to lose control.

‘With this character, the turmoil is internalized and should

only reg;sfer slightly. There is a fine line to drawing facial
expressions on such a character. Too reserved and the
character becomes wooden and loses personality; too
extreme and she is no longer the self—confldent character

we ha\te S'I‘I'I\led 10 create

. DRAWING A TYPE OF CHARACTER is not so much about drawing a type of figure as it is about drawing a type of personality.
© Understanding the personality is key to successfully creating a character type. Honestly, it's not about the size of the boobs.
2 If you concentrate on that, that’s all people will see. Your character will simply be a showcase for her endowments. To truly
i+  create a character, it’s what’s underneath that counts.

=

_ Don Kramer bulks up his superior portfolio, and his super women, on titles like DC’s JSA and 52.
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¢ lots of different scenes, from dialogue and romance to

GOWITHTHEFLOW

With acrobatic, flexible beroe#, it’s all about exaggerated

i, everyone. To those who don’t know me, I'm |
the fellow who drew Runaways for Marvel, a
book that gives me the opportunity to draw

action and comedy. Anyways, some of that
experience came in handy when the kind folks at

Wizard asked me to do a mini-tutorial on conveying i

the nuts and bolts of drawing the acrobatic, flexible
type of hero. (Think Spider-Man.) | had a lot of fun
with this lesson, and | hope a few of you might be |

able to pick up a few things from these three pages -

and apply them to your own work.

:'wor_ds of Bruce Leé: “Don't think, feeeeeel.”

poses, so it’s a good idea fo practice your gestures and get a
natural flow going. Try to be as quick and loose as possible
and keep the focus on the pose and not the details. !n}the_

- A lean physique usually works best for the acrobatic,
- flexible character. But it’s really up to you what body type(s)
you want to work with. Here are some examples below.

ARCHETYPES



THERUNNINGMAN

It's best ta prac’ﬂce fn:lm ht’e whenever yuu can. Don’t worry
- ahout getting the “Ilkeness" of your subjem nghf, ms(‘ wurry
ahout makmg ita good drawmg by ltself -

Thus running man is 1ust a Imle example of gettmg the most
_out ofa is looking kinda stiff, whlle'C':s gemngmore
s too far .mayhe -

EXAGGERATION "

The reiatlonsh!p hetween body Ianguage and character is very_:
ilmportant and frem exaggerated poses come exaggerated .
characters. In this case, alf of these guys are houncy,
energetic types. When starting off, | loosely drop very basic lines -
that indicate movement. | usually start with the center line,
or spine. Auaromlcal cerrectness isn’t something| I'm fhmking .

'_about yei That wlll come as ! "ﬂesh out” the rest of the fig

WIZARD BEST OF BASIC TRAINING

on top of the bas:c Imes in the same way a sculptor adds clay

_to an armature, only instead of clay 'm just scribbling. Again,

if you worry about the details too soon, the stiffer and more
unnatural your character will look. So have fun with it! =~
Pl he the first to admit that these examptes look reallv,

really goofy, but hopefully you can tell a lot about the
: 'gharac_f_ers_ just by :Iqq_lgm:g at them and their ko_uky poses.



I REALLY HOPE | didn’t sound like some know-it-all, especially since I’'m not exactly a veteran
at this. But, hopefully there was a little tidbit of infe here that you can use to make your acrobats

Ieap off the page. @

Adrian Alphana has stretched his creative muscles on Marvel's Runaways and Udon’s Street Fighter.

ARCHETYPES



_CHAPTERFIVE; |

COSTUMED VIGILANTES ...

S S

BATTOBASICS
When we say, “costumed vigilante hero,” we're talking about the type
of character of whom Batman is the archetype. The vigilante hero’s
mission? The self-appointed authority to capture, judge and/or
punish criminals. Discover the particular mission of your vigilante
hero and the type of criminals he will likely face, and you will begin
1o get a handle on how he should look, behave, move and fight.

Generally, costumed vigilante characters can share
similar qualities. They take tactical advantage of the night
(that’s when most monsters come out) and of their operating

Vi - L

There is no rule that says, “All vigilante heroes laok like this” Avig-
ilante hero can take any form: massively muscled or sleekly built, with
or without a cape, with or without weapons, with or without a mask,
with or without a costume. There is no rule for this archetype.
What matters are his motivations and his fargefs. Let his

y hame is Scott McDaniel. 'm not a dark,
M driven vigilante, but | live vicariously like one :
every day as a comic book artist! My 10 years

of experience drawing the adventures of Batman, :
Nightwing, Robhin and Daredevil have given me an

exhanstive, absolutely authoritative knowledge of the
costumed vigilante superhero. In order to make the
world a safer place, and to better equip you to design
and draw these types of characters, | will pass on ail
I've learned to you.

environment (from city to jungle). They possess some form
of combat skill or training, whether police, military or some
form of martial arts. Because of combat requirements, they
usually vary in size from a boxing heavyweight to an Olympic
gymnast. They are usually experts in the use of various weapons,
either lethal or non-lethal. They are most often serious-minded,
if not single-minded, in their mission. But these similarities
are just guides, not limitations. Within this set of similarities,
a great variety can emerge.

form follow his function. You control the creative muses and
do purposeful visual design work by making reasoned choices,
then evaluating those choices. Ask yourself a few questions
about your character’s motivations and his targets, and your
answers will lead you to an appropriate costume.

W WIZARD BEST OF BASIC TRAINING
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Does he veil himself from the population? '
Does he make himself a deterrent by being
publicly seen? Is his costume symbolic or
functional? Does he wear a cape to
conceal and change his contour, or does he
rely on acrobatics or a fighting style that
prohibits a cape? Does he stick out in a
crowd, or can he blend in and disappear
among the masses? Is his costume meant
to scare the pants off his adversaries, or
is it meant to be efficiently utilitarian?
Does your character employ modern, lethal
weapons, or ancient, non-lethal, martial-
arts weapons? Is your vigilante a man or
awoman? Is he old or young?

Is your vigilante hero out to capture, judge or punish
criminals? Does being a vigilante offer your character
some sinister satisfaction, or is it a source of pain and
moral/ethical turmoil? Is his attitude emotionally charged

(obsessed, passionate, sullen and/or threatening) ot

emotionally neutral (clinical, husinesé—like, precise)?
Does your character employ physically savage and

~ brutal tactics, or does he act with precise and non-lethal

methods? Answering all these quesfions helps flesh out
your costumed vigilante. .

ARCHETYPES



TARGETS

Will he face street criminals, criminal masterminds,
criminal kingpins, international criminals or super-
* villains? Are his adversaries armed with knives, guns,
rocket launchers, laser guns or superpowers? The
choice of villains helps determine your choice of hero.

-

s !

COMPOSITION

These vigilante guys are in charge. Take
advantage of shot composition ta make
this point. A high position is dominant (see
the check-marked illustration); you should
avoid a low position, which is interpreted
as submissive, ' - '

By now, your character is pretty solid. You know
how he sees the world, you know his mission, you
know his adversaries, and you know what he
looks like and how he fights. Now bring him to lifeon
the page. - : :

B sy

LIGHTING

‘Almost by definition, these guys operate at night. Take
advantage of the tremendous variety of light and shadow
aVaiIaiﬂe in the environments (streetlights, spotlights,
moonlight, fires, etc). Use light and shadow to create
intensity, fear and mystery. .

W WIZARD BEST OF BASIC TRAINING




BODYTALK

T hese guys are warrmrs eanstantly ready for battle They and fiuul Use actions that take advantage of the third
must look balanced and ready to explode into action atany  dimension, popping out of the paper and toward the reader
moment. The!r actions should be exaggerated and halanced (l e., the check—marked lllustraﬂon}

i
)
I

?f

FACIAL
MANIPULATION

A vigilante is a person who can feel the full
range of emotions and thus present the full
range of facial expressions, and you must be
capable of rendering them all. Even masked
‘characters must emaote, so feel free to take

_ artistic license when needed to ni_elodramatically
manipulate the eye and mouth areas of the
mask to convey the desired emotion. As you
may have guessed, some expressions will be
far more common than athers.

:¥ 1 HOPE THIS LESSON has better equipped you to design and draw cool, costumed vigilante

( ‘ heroes. When properly applled these technigques can make almost any character cool! @
a Titles such as DC’s nghtwmg and Marvel’s Daredevil sporlrght Scorr McDaniel's talented use
of shadowy vigilantes.

ARCHETYPES



o superhero is more fun to draw than the = bodybuilders? Do you collect old toasters? All of
N big brute. They don’t have to look idealized = these have formed the hasis of classic superhero

like Captain America or Wonder Woman. = brutes. Don’t get all wobbly on us and settle for |
Brutes allow you to express your inner quirks. Are you - another oddly colored linebacker on steroids. Mr. = j
a fan of Japanese live-action monsters? Female = Banner continues to fill that niche nicely, thank you. |

BABYEOOMERS

Most other superfolks represent ideal forms, and
that means restraint. Folks like Lex Luthor or
Batman or Dr. Doom have to keep their cool. Those
‘guys spend a lot of fime vogue-ing in front of the
medicine cabinet before heading out. Lame, lame,
lame. You just can’t rock and roll in a superhero
comic until you throw in the big ugly guys.

Brutes are all about freedom. Like the “Monster
from the Id” in the “Forbidden Planet” movie, the
brute in action represents childish rage. Tossing
cars, stomping Tokyo, shattering windows with

.__Screaming tantrums! They are big
\\ babies—very bighabies.

ALL CHARACTERS ™ & © THEIA RESPECTIVE OWNERS, FHOTO: GENE HA,



BEAUTYINTHEBEAST?

The brute is the most varied of all the superhero archetypes. They -

range from big, Jack Kirby-style reptile monsters to talking
gorillas to cigar-chomping grumps to sculpted hodyhuilders
(the “Governator” fits into all of these categories). It's hard to
find inviolable rules for them. But even female brutes tend to

have exaggerated secondary male characteristics: pronounced

brows and jaws, broad shoulders, large arms and hands and
powerful thick limbs. Play around with the concept of
“masculine”; hairy and rough, perhaps even flinty or scaled.
Fists like ham hocks. Caveman brow lines and knuckle-dragging

slouches. Beer guts and grease stains. They can make Stanley

Kowalski (from “A Streetcar Named Desire”) look effete.

We tend to think of brutes bursting with huge ripped
muscles a la the Hulk, but some of them have no muscles at
all. The Big Guy (of The Big Guy and Rusty the Boy Robot fame)
looks like a soup-can collection, and I defy anyone to show
me Ben Grimm’s palmaris longus since he got hit by them cos-
mic rays, Don't limit your imagination. : '

Part of the fun can come from mixing the brutish with the
delicate. A brute doesn’t have to prove his manliness. What
fun would the Beast be if he didn’t read Shakespeare? And
Big Barda is much man and much woman,

Costumes for the modern superbrute swing
from slick science-hero tights to street
clothes. You have to ask yourself what you
want to emphasize. _

Usually you want to show off a lot of skin.
Let your audience see those giant arms and
toes like a row of bricks. If you've played with
textures (like fur or stone) this is doubly
impartant. Shirts and shoes are not required.
Capes are positively rare. Some brutes don’t
wear any clothes at all. What costume there
is should accentuate the shoulders and fists.
Minimize the hips: The Thing’s shorts make
the rest of him look bigger.

Because of their poor impulse control, it
can be fun to dress brutes as overgrown kids.
They can do what they want. You know the
joke: What do you call a 500-pound gorilla

. wearing a diaper? “Sir.”

ARCHETYPES m




- Al the normal rules of comics storytelling apply to your basic

brute, but they have a special requirement: You need to make
them lcok big. The easiest trick is to use a worm’s-eye
perspective, as if the viewer were especially tiny (Figure A).

Create a sense of scale. Put them next to smaller objects
and characters, like a Hummer H2 or broken rubble (Figure B).
Let them loom over other characters (Figure C). They should

stick up a little higher in the panel than everyone else. This can
be tricky if they’re in the background or in a hole, but careful use
of camera angles can pull it off. i

- Remember, if you stick your brute in the midst of large scenery,

he'll look small {Figure D). But if he’s supposed to feel small,
then go ahead! '

. Like other superheroes, brutes
move in an exaggerated manner.

. They just exaggerate more than
everyone else. Most heroes need
1o look graceful and in control, with
their feet “en pointe’ like a ballet
dancer. Brutes can swing about

more wildly than them.

m WIZARD BEST OF BASIC TRAINING
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GETANGRY!

When you lay out your brute’s pose,

. place the feet clumsily, like a toddler.
Splay the fingers impatiently. Throw
. them off balance with urgent anger!
g Brutes lose all restraint in a fight. There =
are excephons, but unthmkmg rage is

what distinguishes a brute.

FACEVAI.UE |

. The same rules apply tobrutes’ faoes :

- These are not wily tricksters or
dissemblers. The brute’s emotions
are obwous and intense. It helps to
show a lot of teeth: hig frowns,
glaring smiles, snarling screams. if
you've got teeth that big, you want
ta show fhem oﬂ‘ ; 4

HOPEFULLY this has gotten you off to a
good start. For more information on drawing
big—and little—guys, read through the rest
of the chapters on superhero archetypes.
Beyond that, remember to eat your
vegetables and study lots of old Kirby
comics. Get drawmg' @

Gene Ha creates brilliant brutes, and
characters of all other shapes and sizes,
for such noted works as Alan Moore’s Top
10 and Top 10: The Forty-Niners.
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__CHAPTERFIVE: P

ARMORED VILLAINS . .........

factions deep within Wizard Entertainment to . career, but because | fear for the safety of family,
pass along any knowledge or information I've  friends and myself, I will fake it and hope it edifies
gathered that may help you, the reader, in your efforts - and enlightens one of us. Better yet, allow me to use
to draw armored characters. We'll concentrate on = someone who knows all there is to know about armored
villains, but it can easily be adapted to heroes, too. supervillains as a stand-in and a mouthpiece.
I myself have drawn somewhere hetween many Meet your Doom. Doctor Doom.

I’ve been instructed by dark and powerful secret = and absolutely no armored characters in my short '

“T'would appear that you've been
cared by Iron Man, my good fellow.
Those repulsor rays are unkind fo
ambitious young career criminals
that go about unprotected by a suit
of molecularly aligned, crystallized
iron over a base of titanium nitride.
Or bony exoskeletons. It may be
- time for a redesign. !
“Fortunately, pencils and pigma
markers have been placed in
the hands of some very talented §
up-and-coming artists. Among
them is a splendid young scribbler
named Ethan Van Sciver. Shall we
have a look?”

m WIZARD BEST OF BASIC TRAINING
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PIECE

“Another man once said, ‘Criminals are a cowardly and
superstitious lot." Heroes are worse. In choosing a head-
piece design, start with an elemental symbol of fear or evil.
A wolf? A snake? Richard Nixon? The pagan images of a
tattoo parlor will present many intriguing options.

“Here are the very frightening bones that are located
in the human head: a skull. By simplifying, caricaturing and
rethinking the shape and the lines, one can invent countless
unique and yet familiar designs to terrify simpletons such

as Captain America. It's plainly obvious that Doom’s own

- mask was loosely designed with a skull in mind. Doom
 terrifies. So can you.” :

ARMORED
TE]

“Textures are very important when

. rendering your armored villain. What

horror are you unleashing upon this tiny,
pissant little world? Is he a galactic would-
be conqueror or a monstrous crustacean
man from the Bermuda Triangle?
“These questions must be answered
before you can proceed. Whatever is
decided, you must learn how to use light,
shadow and detail to give your drawing
texture and dimension. The arm at the
top is highly reflective chrome. This offers
a pleasant diversion, because chrome
allows the opportunity for an industrious
and daring artist to draw clear, mirrored
reflections. Besides potential storytelling
benefits, reflections are fun ta draw and

_ It_)ok'at. Do them justice!

 “The second arm is brushed steel,
kind of a matte-finish. It looks sturdy
and artificial. Limit the rendering for
this effect.
“And the last arm is rock or bone. You

. cannot ever finish rendering the tiny
- imperfections and cracks when detailing

this texture. You can only abandon it.
Have fun. Be random.”

ARCHETYPES m
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UNIQUEVISION
“Whatever you come up with should be uniquely yours.
. Tryto avoid using other armored supervillain designs
 for reference; rather, go straight to primary sources.
Your imagination, your nightmares, the crazy ideas
you have at 4 a.m.—nothing is out of bounds, nothing
__is tao outrageaus, and everything is worth a quick:
experimental skefch, How many sketches doyou guess
_ Doom did befare he came up with his finalized Doombot
design? None! He delegated to punks like you! Sowhat ~—— -

else have yqu‘__g_ot?_!_’f =

HOW ABOUT
WE LOOK IN ON
OUR REDESIGNED
SUPERVILLAIN--

REALLY?
SCHEDULE THREE
MORE APPOINTMENTS
WITH MY RECEPTIONIST
AT ONCE!

ATTENTION.
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Lantern and Superman/Batman.
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THEEBARE

* “Finally, the best ﬂeéignsd villains are

ETHAN
WASN'T PAYING

ESSENTIAL

the ones that can be stripped down to
bare essentials and still be recognizable.
A silhouette. A few lines. When you
‘can immediately identify a character
from his outline, you know you have
ssamething. Would you not guess Doom
_from his fearsome shadow?” (w)

wTIME...
WASTED/!!

Ethan Van Sciver’s artwork shines like armored warriors in such titles as Harris’ Cyberfrog, Marvel’s New X-Men and DC’s Green
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play_ed off like yin and yang.

BODYTYPE

When | approach the design of a stereotypical sidekick; I think
lean, but there’s some muscle, too. Gofta pack some power when
fighting guys three times your size! =~ .

~ As for height, most sidekicks run from 5’1" to 5'7",

),

oly child endangerment laws! When Robin first
premiered in Detective Comics#38 (April 1940),
sales shot through the roof. The sidekick brought
alighter side fo the dark, edgier hero. It was a tension that

Fve spent a majority of my comics career drawing feenage

generally. There’s a hope and enthusiasm conveyed in their
_ posture. Chest out, shoulders hack and a wide stance can
_ portray a youthful confidence, such as with our rough sketch

superheroes, most notably in my run on DC Comics’ Young
Justice. That comic featured a team full of sidekicks!

So what does it take to be a sidekick? I'm here to walk
you through some of the basics of the sidekick archetype:
body type, poses, facial expressions and costuming. Quickly,
chums! To the drawing table!

of our new character (leff) and the finished piece (right).

ARCHETYPES



SIDEKICKS

DOUBLETROUBLE

As we look at the sidekick next to the hero, there’s anoticeable
difference in height, muscle mass and stance. Drawing a feen
sidekick isn’t about drawing a “smaller adult.” The sidekick,
though muscular, is not quite as pumped as the hera. Keep him
lean. The head size would be proportionate between adult and
teen, with bodies to match. Note in the stance that the hero

has more bulk to move, while the sidekick is in a more

youthful pose to complement his build. .
It’s been a classic standby for hero and sidekick to share
atheme in regards to _a_hiliries and costumes. Where fh_e hero

- Dark Raptor and Talon.

hasa darker, more intricate costume, the sidekick is approached
with more simplicity. Let’s take a look at this pairing I call

Dark Raptor costume: full cowl with mask, longer cape,

- darker colors, gloves to upper forearm, boots at mid calf with
thicker soles, a utility belt with pouches, and buckles on the

gloves and boots. = .

Talon costume: a domino mask, lighter costume colors,
gloves at mid forearm, boots just below calf with no soles,
and a more simplified belt. . -

FACIALEXPRESSIONS

~ (Figure B ). As Talon’s perceptions of the world change
through tough life lessons, fighting crime or awkward
high school moments, a look of thoughtful 'g:onfusion_ can

Sidekicks bring a wide-eyed optimism and I like i_o play

up on that. A cocky, confident smile gives us a “ready to

take on the world” feel (Figﬁ_re‘)..auf wljeﬁ times get
dark, he’s not afraid to grit his teeth and show his anger

m WIZARD BEST OF BASIC TRAINING
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POSEANDMOVEMENT
1 like to use a lot of foreshortening with teen heroes. This conveys
a lot of energy and movement. Throw the fist out into the foreground
‘or have the legs move way back. Let the character move with as
much energy as you can muster. Who wants to see Talon put on a
costume and stroll into battle? Don’t be afraid to experiment and let

 the character come to life! -

DYNAMICGESTURES

- More acrobatic poses can give a sense of playfulness mixed with the
_heroics. Even when standing or posing, the character can still convey
movement. Consider what the sidekick is seeing or encountering and
put his reaction into the pose. This allows the character fo “act” and
gives the reader more than an overused standing pose with clenched
fists and gritted teeth. Just take your time and think through the action.

THE SIDEKICK CAN BRING FUN AND A LIGHTER SIDE that can contrast against the darker, grimmer hero. Don’t be afraid
to allow that tension to spark interesting stories and visuals. And when creating the classic teen sidekick, keep these pointers in mind:
lean but not overly muscular, simplify the costume and be expressive and energetic in poses and facial features. Now you’ve
got a character ready to bust some heads while he worries about his girl troubles! @

Known for his sidekick characters in titles such as DC’s Young Justice and Teen Titans Go!, Tedd Nauck has never been on our
second-string bench.
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OF STO

been asked to do for you, the Wizard readers. Turning text
into pictures may sound like an easy procedure, but in fact,
it is a difficult task. Sometimes, even daunting. Nevertheless,
it’s the primary job of the professional cartoonist. Telling a

'FUNDAMENTALS
BYTE LLI N G ff JOE KUBET

i, ’m Joe Kubert (or a reasonably caricatured '
H facsimile), and this is the first in a series of

. with a smooth flow of continuity is really what cartooning
storytelling articles that I and other artists have :

_ tures are complicated and difficult to discern, the stary
- becomes elusive. And if the story is hard to read, the cartoon-

story in picture form with clarity, impact, drama, humor and

is all about.
Pretty pictures are nice fo look at. Eye candy. But if the pic-

ist is not doing his job.

SCRIPT

Panel One-

Description: Big panel. Long shot. A caveman enters a
wild looking area filled with huge boulders
and marshy depressions.

Man (thought): | HAVE NEVER SEEN THIS PLACE BEFORE.

Panel Two-
Description: He's suddenly aware of a noise—a scream.
He turns to look in the direction of the sound.

Panel Three-

Description: From behind a big rock, a woman comes
running towards him. She is wild with
fear, screaming.

Woman: HELP... HELP ME P-PLEASE!

Panel Four-
Description: A giant robotic T. Rex monster charges into
the scene.

Panel Five-
Description: Close-up of T. Rex's head roaring/snarling.

MANY ASPIRING
CARTOONISTS (AND PROS)

1 PON'T CARE TO WRITE. IF 50,

PRACTICE YOUR PRAWING BY

RE-POING PLBLISHERP COMIC
BOOK STORIES ANP GIVE
THEM YOLIR OWN GRAPHIC
INTERPRETATION. 50O, USE

THIS SCRIPT OR WRITE

YOUR OWN.

é IF YOU PECIPE TO

WRITE YOUR OWN
SCRIPT, PO NOT
ATTEMPT TO WRITE
AND DRAW AT THE
SAME TIME.
CONCENTRATE ON
YOUR WRITING FIRST.
FINISH THE WRITING
BEFORE YOU START
TO. DRAW.

( EVERY COMIC BOOK\
STRIP S7T4R7TS WITH
A STORY FIRST. THE
STORY (OR SCRIPT)
Mmay BE SUPPLIED BY
A WRITER, OR THE
ARTIST MAY WRITE HIS
OWN STORY. IN EITHER
CASE,; FIRST COMES
THE S7ORY

THIS 1S WHAT
A PROFESSIONAL
SCRIPT LOOKS LIKE.
THE FIRST STEP IN
THE PROCESS OF
CONVERTING WORDPS
INTO PICTURES 1S
10 REALZ
THE SCRIPT
CAREFULLY:

S B,

PAGE DESIGN [LE!




i “Thumbnalls descnhes the size of the initial sketches done in preparation to
 doing 1 tha full-sized finished drawings. This is where you start fo mmsfurm
? words into thoughts and 1deas, resulfmg in smry grapincs

YOU MAY ACTUALLY
PECIPE TO GO WITH
YOUR FIRST THUMBNAIL,
BUT YOU WILL HAVE HAD
THE APVANTAGE OF
COMPARING IT WITH
OTHER POSSIBILITIES
AN SELECTING GOOP
PARTS FROM SEVERAL
THUMBNAILS.

POING SMALL
PRAWINGS FIRST
1& HELPFUL IN
VISUALIZING A
CONCEPT MORE

PON'T ACCEPT
THE FIRST THUMB-
NAIL YOU PO. TRY

ROUGHS Staﬂhydnmgyour first dramngs roughly Leave out details. | lmuw you're anxious
~ _to do some real finished dramng, but it's too soon. You don’t want to put alot
I SUGGEST A ZH LEAP - of effort into early drawings that you may want fo change or even eliminate. So
FOR ROUGHS, THIS GRAPHITE d itial sketohie Iy, bit with .
15 ON THE HARD SIDE, AND o your initial sketches roughly, but wi enough cl arltyto recegmze what you

LIGHT HAND. OTHERWISE, THE
LEAP WILL TEND TO PIG INTO
YOUR PAPER AND BECOME

PI!FFICLILT O ERACE. | I"CLUDE BALLOONS

FINISHEL? PENCILS CAN BE
DONE WITH A SLIGHTLY

SHOLLD BE USED WITH A : meamwhen yuu finish them later on.

~ Text is an integfal part of designing a comic hook page. Balloons and

captions must be incorporated in the initial layouts, not as an afterthought.
SOFTER LEAD; ZH. THIS It makes little sense to plan a panel composition and then cover half of
WILL HELP PISTINGLISH the illustration with a word balloon or sound effect.

BETWEEN YOUR ROUGHS ANP?
YOUR FINISHING PETAILS.

THE LETTERING
NEED NOT BE
DONE IN PETAL,

BUT MERELY —
INDICATED T Yo / \
ROLGHLY; ar £0, EERLete JE28r . |

50 THAT You T S i i
KNOW THE

APPROXIMATE

SPACE THE TEXT
>Iwn_l_ COVER.
AGAIN, DON'T :
ATTEMPT TO
FINISH THESE
DRAWINGS WITH A
GREAT DEAL OF

DETAL. JUST

HAVE FLN.

MAKE SOME
ROUGH SKETCHES
COF THE CHARAC-
TERS YOU INTENDP?
TO USE IN YOUR
STORY.

['TY WIZARD BEST OF BASIC TRAINING



Too quick
from door

to window

Who do these legs belong to?

A comic book page must have a smooth transmon from parlel to panel As oan‘oomsts we aﬂempt to give the impression of |

movement despite the fact that we_dfaw “still” plctures To achieve the i lmpressmn of movemem we must plan our panels with

_enough graphic information for the reader to connect the in-between panels in their mind’s eye. Anything that disrupts the
. ﬂow (Ilke roo greaf a jump hemeen panols, or I!O‘I enough graphu: informatlon) dlsrupts the storys flow for the reader :

PR BN L E RS IEE

Varlatlons of sizes of ohjects and fagures are extremely

~ important in creating movement.

VARIEP SIZES
OF OBJECTS ANP
FIGURES CREATE
INTERESTING
COMPOSITIONS.

DEPTH ANDP
SPACE ARE
ENHANCED WITH
VARIED SIZES.
PANEL COMPOSI-
TIONS SHOULP
INVITE THE
REAPER TO STEP
INTO THE STORY.
TO BECOME PART
OF THE ACTION.

(" insesames )

T’ AN EFFECT
GREAT FILM MAKERS
HAVE ACHIEVED.

IT'S WHAT
GOOoP
CARTOONISTS
CONSTANTLY
TRY TO PO.

PAGE DESIGN




FOR APPED INTEREST
TO PANEL ILLUSTRATION,
THE CARTOONIST MUST
UTILIZE ANGLES ANDP
PERSPECTIVE INTO
COMPOSITIONS.

S'n'alght-un drawmgs withlittle change uf shapes' .
_orangles may be used at times, but mli become
- bormg if used too aften. =

"AN OVERHEAD? LONGSHOT
OF A CITY&CAPE CAN
GENERATE A SENSE OF
HEIGHT ANP? SPACE, MAKE
THE REAPER FEEL HE |5
ACTUALLY FLYING. IT
PULLS THE REAPER
INTO THE STORY.”

i _:Anute angles and exn'eme perspecmee arouse 1he
i __readers lmaginatlon, placmg Ium mto utherw:se
i ; : s :

THE CVERALL DPESIGN OF
THE PAGE 15 THE FIRST
THING THAT CATCHES THE
EYE AN INTEREST OF
THE REAPER.

commumcate and enmmunisafion |s tbe nmna nf the gama

- All styies are suhject to the afnrementmned pnm‘rs Acceptahilmf of style is based on q'udﬂy The mmplest cartoon style -
. can qualify as a good form with which to mll a story. Good slmpla drawmgs are often more db“ﬂwlt fo achieve than the. _
more cumplex real;sﬂc ;Ilustratmns. Yes, aften Ia,ss is mare. ‘ o . .

BUT, CARE
MUST BE TAKEN
THAT ZES/EN

POES NOT
PETRACT FROM

LEGIBILITY.
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RULE YOUR BOR- ;
PERS. PONT PO L/INES FOR CLEAR
THEM FREEHANL. SEPARATION,

USEARI.I L ELs ARE CaliRE OF L DETRaT

USE PolLBLE

THAT'S YOUR INTENT) FROM YOLIR
ANP THE BORPERS PRAWING'S
ARE FINISHED. ; QUALITY.

e P =GR NN
4

g "_habit t fall mto an

THIS BAS/C TRA/NNG ARTICLE 1S5 AN
ACCUMULATION OF EXPERIENCE I'VE
GATHEREL? OVER THE PECAPES AS A
PROFESSIONAL CARTOONIST. THEY WORK FOR
ME... AND THEY'LL WORK FCR YOLL

Comics legend Joe Kubert is the founder of the Joe Kubert School of Cartoon and Graphic Art. For more information, head
over to www.kubertsworld.com. Also, check out his series Sgt. Rock: The Prophecy from DC.

AR
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to comic books—besides the incredible artwork and ~ can be as unique as a fingerprint. An artist's choice of how to
compelling, epic stories—was the way each arfisthad = present the story is one of comics’ most important aspects. Let's
his own way of conveying the necessary information needed to = talk about some things to keep in mind when telling your stories...

w hen | was a kid, one of the things that attracted me . tell the story. Get it? Story-telling. An artist’s storytelling style

T’SABOUTTIME... __

Dne of the many sturytellmg reols a comic beok?_'_
artist has is the eppurtum'ry to pace a story any way '
.he chooses. Stretchmg or compressmg a moment
_or scene is somethmg an artist can do for
-'tmmedlate impact, to manipulate the way a page
flows for his reader. This is unique to the comic
: hank You don’t need to rewind a tape or hit a reset
_button on a video game; all a reader has to do is
flick his eyes hack to the heglnmng of a scene to
ex nce it all over again. ’
~ Here, I've taken a simple action: a fella has a ball :
: 'fa!l on hus head unexpectedly. It's a simple scene to
~ execute, but how it's presented can make that simple -
 scene a bit more cumplex “The panel where the hall
. acfually ‘hits this poor schnook is the crux of the-:
- scene. But adding a couple of “beats” (Ilke“hean‘beats”) _
-before and after panel three stretches out the
moment, adding a bt of humor (Figure A). A much
_ more abbreviated version (Figure B) gets the same
info across, it just takes less time to fell. o

1] WiZARD BEST OF BASIC TRAINING



SHOWWHAT?

¢ Every artist has his own way of interpreting a scene.
~ Suppose we have a plot where the writer instructs
" the followmg “Artist, give us a visual of our hero,
" the owl,. grimly swinging out off a roof over the clty’
. Do this however you like—j just establlsﬁ thathe'sin
'1he city, it’s night, and he’s just swung off the 00f.”
_ Now, some artists would take this opportunny to
fuse the page for a bug, dramatic splash, as I've done
~ here in the example the left. It gets acrass-*
everyrhmg the writer asked for, all in one big shot.
But there are alot of Ofthel' ways Tell this storyu

HIT THE BOOKS

“You should definitely take advantage of your local
library. Whenever I'm stuck for a period or style,
whether it's castles, English taverns or whatever, |
just look up what I need and familiarize myself with
different architectural whatnots.” —Gerhard, Cerebus
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Sl’imetlmes, however, what you
C show can be more
‘tfeeiwe, ‘or have more impact, /]
~ than actually shmmng an action.  “if
. This allows readers fo achieve
_:“closure” In other words, it Iets.._
 them fill in the infurmaimn with

some. b;g ﬂmg a knuckle

. s mh You can see the thug
 recoil from the punch—you can :
even make uut a !mle spit or

2 -are _poppm outta 'l'he"‘ sockets, hls heads c-mm
- cempletelynff.. well, yougetthe |dea e

g exerclse——siretchmg the moment, whnle. at
same ﬂme ]ea\rmg the vmlence largely ﬂnseen '

KEEPUP
THEPACE

:.Well, unf ' unately, I[’ Iooks

~ Mike Mﬁermgas ﬂmeless .
- pencils have gTaced the

_pages of Marvel’s Fantastic
Four and his creamr—owned'

=.,mm]e»e::l‘ Teﬂaa :
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MARVEL, CAPTAIN AMERICA ™ & © 2007 MARVEL CHARACTENS, INC. ALL RIGHTS RESERVED.

any people may think of laying out a comic-
M book page as the first step in doing comics. |
together on the page. A good layout artist must be both |

learned to draw. From life. From your imagination. You've |

PRIME/CAPTAIN AMERICA
Jones/Captain Strazewski

learned about light and shadow, anatomy, perspective
and composition. You've studied art history. Been there,
No sir! It's actually the exact midpoint of = done that? Whew! You're impressive! Now you're ready
creating comics, where the story and the art first come . to mix all of that together on the page in a layout.
All you'll need for tools is white bond paper, light
visually artistic and literate. - and dark drawing pencils (I personally use a 6H for the
So, let’s assume you or your brother’s friends have  lighter stuff and an HB for the darker) and a non-photo
cobbled together a script. Let’s also assume you've | blue pencil. Oh, you need an eraser too, unless, of
course, you're Jack Kirby.

Submitted to Macchioc December 7, 1995
PAGE ONE

1. Establish Washington DC at night (Washl.ngtcm Monument, etc), maybe

with full moon.

SCROLL CAPTION: Washington, D.C.

CAPTION: The hub of American government on at least TWO worlds
in the multiverse.

2. Medium shot: a silhouetted Captain America races toward the fence

around the White House in deep shadow. A beam of moonlight illuminates

the star on his shield. (He's outside the fence.)

CAPTION: On THIS world, on THIS night, a HERO moves stealthily
toward the White House...

3. Cap starts to vault the fence. We see him clearly now.
CAPTION: ...the greatest PATRIOT in his reality.
CAPTION: Perhaps in ANY reality.

4. As Cap is still at the top of the fence, in the act of vaulting, there's an
energy shimmer around him, wiping out the background.
CAP, THOT:  What--?!

5. Cap drops down to the White House lawn, looking a little baffled. He
shakes his head.

CAP, THOT:  Felt disoriented for a second-a little dizzy!

CAP, THOT: Can't worry about that now. And I still have a..

6. Small close-up: Cap startled by voice behind him.
OP BURST: FREEZE!

PHOTO FINISH
“Every character in Ex Machina is based on someone real, who I've shot
with my camera. Mayor Hundred lives across the street, my wife plays

Mitchell's mother in flashbacks, my son plays young Mitchell, and Kremlin
lives four doors down frem me. When we get together to do the shoots, |
give the script out to each person, and everyone’s reading their dialogue to
get the facial expressions emoted properly.” —Tony Harris, Ex Machina

READINGIS
FWDAMENTAL

Read as much as possible uf the
entire script or plot first. You never
know when a later page or issue
mayconn‘admsomemmgyou drew
on an eatlier page or issue. Call your
writers or editors if you have any
questions or if you find errors and
contradictions. (For the plot and
panel sequence, #1 is panel one,
#2 is panel two, etc.) See the sam-
_ ple we'll be working on to the left,
Also, make sure to gather
~ references. If you're drawing
. Washington, D.C., you'd better not
. try to entirely fake the White
House! The children’s section of
your local library is a great place
to find photos and drawings of all
kinds from around the world.
Magazines and movies are another
: gaad source

THESIZEOFIT

Decide what size you'll draw your layouts.
Generally, a smaller size saves time hy
making it easier for corrections (rather
 than dirtying up the final art paper), and
to see the entire page design at a glance.
- | draw my Iayouts at a size of 4" x 6” on
regular whnte paper

PAGE DESIGN




PANEL. 3’7 PANEL. "2~ -Z

===

PMREADYFORMY
CLOSE-UP, MR.SPIEI.BEI‘IG

‘Now you ‘re ready to concemrate on an individual page. V'suahze thescene
‘or scenes in your mind’s eye and choose which elemems require the
: greatest “emphasis.” Start roughmg in panel borders with the 6H pencil by
deciding how much of the page area you'll be devoting to each panel (see
‘the thumbnail to the leﬂ) Generally, a Iarger panel indicates greater
- emphasis. How do you know which panels to emphasize? Well, you basically
_have artistic license to decide which panelshould stand out the most. Panel :
3, featunng Cap, was the most dramanc shot on the page, so | drew it big, -
making as much room as pussmle hy shrinkmg the other panels (see
layout below). Don’t worry, you'll probably have to go back and erase a
_number of other panels until you're happy with the basic layout.

paveL 32—

E o
i PANEL. S 3 PANEL- é)g

KEEPYOUR
THUMBNAILS .= AN

Here s where all those years uf studymg art start to come in handy
Still using the 6H pencil, begin drawing the general gestures of the
ohjects and flgures in your panels where your wsualizatmn of them ’
is most clear.

. You also have to sketch in captions and word halloans in hlue ]
penml—the blue pencil prevents them from being confused with the
drawing lines. Copy (a k.a. words) should be considered part of the
page design, since it takes up space. This is why | prefer working
from a full script, as opposed to the “Marvel method” of creating the
plot first, then the art, then adding the dialogue last. That runs the
risk of having a large word balloon—which you didn’t plan for—cover
up important art and destroy the overall page design.

EASYREADER e  ——

Strive for readability on a page and in individual A
panels. Readable storytelling is the mark of a good
layout. Figure A shows the most readable paths for
consecutive word balloons and captions. Figure B
shows the most readable paths for movement in
the art. Note that the art is more flexible in its range
of readable paths than the copy (prose language is
more formally structured than visual language),
but a left-to-right movement is favored over right-
to-left, because the story’s inevitable end is always Y
to the far “right” (i.e.. the last page of the baok).

Plus your eye is trained to move from left to right.

PATH OF TEXT PATH OF ART

WIZARD BEST OF BASIC TRAINING



- TURN REAL
Make sure you always observe the 180-degree rule, as
. depicted below. In transition between panels, don’t cross

the “axis of action” or you’ll get a confusing “flip-flop”
effect. It will look like all the action has suddenly
reversed its direction!

For example, if you start your panel angle with Camera A
(seen below), and swing counterclockwise to Camera B, you

don’t want to continue over to Camera C. If you cross over

from Camera B to Camera C, you reverse the direction of
action, halting any sort of flow in your panel layout.

VIEW FRom A

The trickiest part of laying out a page is actually deciding

where to put everything. So, | racked my brain and came up

with a number of storytelling rules (besides the readability

and 180-degree ones) that | seem to follow hoth consciously

and subconsciously. :

» Establish the scene first, or at least early in the sequence, so
readers have a sense of an environment and know where
the action is taking place.

« Copy (lettering) is part of design and must adhere to all '

storytelling rules.

= With superheroes/action-adventure: Draw as “big” and
as “in your face” as possible (large figures, exaggerated
gestures, foreshortening, etc.). It’s more eye-catching
and dynamic! ;

* Make sure characters look and act “in character.” Pay close
attention to body language. A layout artist must be an actor
too! (Not to mention set director, clothing designer, efc....)

* Alter the script if it improves readability. Just be sure to get
approval from your editor or the writer first!

+ Use the right amount of panels per scene. Don’t overuse
splashes or quick cuts (jumping from one scene to another,
then another)—they lose their emotional effectiveness if
used too often. You'll discover your own rhythm or style as
you gain experience on this point.

Use weird panel shapes only if the script specifically
calls for it (or you think the story does), and it doesn’
decrease readability. | took this liberty in the fourth
panel because the script mentioned an energy shimmer
that wiped out the background.

Be aware of—and use appropriately—similar and differ-
ent “camera angle” sequences for different psychological
effects. Check out the last panel on the page, where the
close-up “camera angle” focuses the attention on Cap’s
state of surprise. Again, you'll develop your own rhythm
in time, :

Overlapping panels can create an illusion of more space
on the page. In panel three, Cap’s body overlaps other
panels on the page, helping to “open up” the entire page.

-

-
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DETAILS,
TAILS,DETAILS

Since you've just gotten the main elements roughed in,
this is the best time to make any changes to your layout
design, to better make it fit your knowledge (reference,
experience, storytelling rules, etc.). It’ll be a lot harder
to change anything (and it’ll cost you more time) after
you’ve gone to the final art paper. At this stage, 1 usually
put a lot of detail in with the darker HB pencil. Since |
enlarge my thumbnails with an art projector right onto
the final art paper, this saves me time and effort that'd
otherwise be required after I've enlarged the picture.
Most artists, however, use thumbnails merely as a guide
and then actually draw their page on the final paper.
Whatever you choose, tighten up your pencils and don’t
forget those details.

OV THIS WA OV THS
VT, A R VS
S T
i

ALLLAIDOUT
And there you have it. Your finished piece on 11” x 17”
Bristal board paper, inked and everything. Now, there
are many other ways fo produce a Iaf:ynut that vary
from my personal method. Arguably, however, most of
- the storytelling rules, although flexible, are pretty
much universal. If you're an artist that cares about
storytelling, the layout is the most important stage in
drawing good comics, riding as it does on the razor’s
edge between writer and artist. A good layout artist
is a good visualizer, a good translator of prose language
into visual language, and a good bridge between the
sometimes conflicting expressions of literature and
art. Oh, and feel free to break most of these “rules”
once you've truly understood them!
Dreambig! (W)

- Norm Breyfogle has pencifed everything from DC's
Batman to Dark Horse's The Escapist.
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MARVEL, SPIDER-MAN, GREEN GOBUIN ™ £ © 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED.

'I'IillEEﬁS%iEi dl

Here’s Mark Millar’s full script to Marvel
Knights Spider-Man 1, page 5. Mark does
agreat job of showing everything that needs
to be shown. Plus, all the dialogue is there,
so you can leave plenty of space for word
balloons and use the balloons as design
elements in the panels.

TEMPLATES

Here’s the page template I've used for the

Marvel Knights Spider-Man series (Figure

A). It's a widescreen, cinematic type of
layout | first noticed heing used by Rob
Haynes on Daredevil: Ninja and see now in
Bryan Hitch’s Ultimates 2. Mark really
wanted to tell a more mature, darker type
of story, and | felt this style of layout would
work perfectly. -

When you want to do an establishing
shot, | like to use Figure B, where the first
panel bleeds off the page. | think this makes
the reader immediately notice something
different is up. Figure € is a variation
where there are two small actions that
don’t require a full panel, or you have a big
action or a hero shot, or a combination of
both. After reading through the script, |
see that it’s clear that four panels of action
will work for this page, and so | switch to
a page template something like Figure .

ello, Terry Dodson here, artist on such | ol Spider-Man. Laying out the panels of a comic page
projects as Wonder Woman, Spider- _ is an art form, but as with all the topics in this book,
Man/Black Cat: The Evil that Men Do and = with practice you'll get better and better.

Marvel Knights Spider-Man. Wizard's asked me to So, here we go. These are some of the steps | take
giveyoua lesson on panel and page layout, so | decided | while laying out an actual comic page panel by panel, and
ta go with a character everyone’s familiar with—good the reasons behind the choices | ultimately have to make.

Page Five

|

Cut back to the alley as the Goblin zips across the ground towards us here, squatting
down like a quarterback on his glider and ready to take down the woozy, barely
conscious Spider-Man he seems to be wiping the floor with. Spidey really looks an
absolute mess by this point.

CAPTION For a fraction of a second, I wonder xhs
do on Sunday mornings. ot

GREEN GOBLIN . BIG, DEEP BREATH, PARKER. ;.

2 Eapa - et
Cut to outside the alley and we see the Goblin running into Spider-Man at seventy
miles an hour and charging him back through the street as they both ride the Goblin
Glider from the left to the right of the panel. Reaction from early-morning pedestrians
and jolts from cars that suddenly stop to let them both zip past, struggling in this mid-
air battle that’s taking place just a couple of feet ﬁom\t({m ground.

Ry

CAPTION Are they blinking at their radic
their wives? Are they havin

friend of the family dressed- .*‘

3
Tmpact shot as they both hit a passing car and S]:uder; 1
windshield, smashing it into a thousand tiny pmf s.4

CAPTION © Or is that just ME? {(

4 ) :
Cut to car interior and the driver covers his face as § million litde fragments of the

windscreen shatter in towards him. Really go for realism here. All the little details are,
what matter. Make this as close to the real world and a real world environment as yo
possibly can. Colours should be muted throughout the whole issue. Likewise, peaple §
should be dressed and look as people dress.and look in real life. Keep the bystanders §
young and trendy. Make everyone look like students. §

NO DIALOGUE ‘é—}

: FIGH B o

| FicuRE C u—— I FICURE D
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THE INAILS

I draw my initial thumbnails as small as possible (2” x 37)
_inorder to be able to see the whole thing at once. Also, by
doing such small pencil drawings, | don’t get attached to
them and am more able to alter the drawings later.
_The first panel is a medium shot, shot at a slight
‘up angle to feel the menace of the Green Goblin. |
enlarge the panel size since we need to see good estab-
~ lishments of both main characters for the next few
pages. The second panel | thin down to expand the
. horizontal movement of the Goblin. The third panel is
_ enlarged because so much information needs to be
conveyed, and we get a cool shot of Spidey and Goblin
with different size figures to make the page look more
* interesting. Finally, in the last panel |l went inside the
car to really feel the impact of Goblin and Spidey.

PENCILING

Once I'm happy with the thumbnails, | begin roughing in the page
full-size. | compare the thumbnails to the actual page, making sure
everything relates, double-checking for word balloon space, etc.
A lot of pencilers actually enlarge their thumbnails from the
small size to full-size and then trace them off, but | really enjoy
drawing full-size and trying to capture the essence of the initial
little drawings.
Next, | start working on the first panel at the top of the page.
You can start with the panel that excites you mast; hawever,
- working top to bottom, left to right prevents smearing. I find the
horizon line and all the perspective points in the panel, then draw
in a perspective grid based on those points, with light blue
pencil (Figure E). A lof of times the grid helps solve drawing and
compositional problems by just having “something” in the panel.
After that, | rough in the figure in blue pencil (Figure F) before
moving on to the final pencils (Figure G). In this sequence, a lot
of the figure is unseen and goes into the other panel. Go ahead
and draw right into that next panel. Don’t guess; just draw it now
and erase it later.

After I'm satisfied with the canstruction of the drawing, | erase
it with a gray kneaded eraser (which leaves the “ghost” of a
drawing behind) and then draw in borders. The panel borders
give me restricted space and limitations to draw in. 1 do the finer
line work with an HB pencil.

I then finish penciling and add blacks and background details
{Figure H). In this particular panel, 1 ended up changing the typical
perspective | had been using and used a “curved” perspective on
the background to really feel the power of the Goblin’s glider. Also,
I decided to use mostly speed lines to define the background instead
of the actual building lines for the same purpose. -
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THEFE

After I complete the first panel, | go ahead and repeat the process
for the rest of the page. ' -
Eventually, we're left with the final pencils ready for the
inks. No major changes from my thumbnails. The great thing
about thumbnails is if you make all your mistakes at the small

size, you don’t have to worry about it at the full size. The only
thing left is the good part, the drawing! @

Terry Dodson has laid the groundwaork for a stellar career on
titles such as Marvel Knights Spider-Man and Wonder Woman,
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ADVAN c En lAYﬂ “T BY FRANK, LIEBER, MAHNKE AND MOORE

story, no matter how well written it may be. So whether
readers realize it or not, layout and sequencmg play a

L T he way an artist lays out a page can make or break a

o huge part in shaping a comic.

Readability is key in panel layout. Breaking out of a standard nine-

- too far from standard left-to-right, top-to-bottom layouts can confuse - ]
. readers and take them out of the story. Utilizing panels in terms of |
. focus, size and number can also add to, or detract from, storytelling. =
{ Concepts like those are just the tip of the iceberg. With somany
- choices, here are a few tips from the pros to suck a reader right :

~ panellayout may help keep the layout fresh and engaging, but straying into your scene.

“] use lots and lots of tiny little thumbnails. | do them about the
size of two postage stamps, two inches tall. | like to make my mis-
takes small, in a form where there are no consequences. | think
most of the important thinking in a comic’s development happens
at the thumbnail stage. You want to be free to brainstorm and reject
some ideas, look and see if you're doing something you've done
before and erase it. If | was to just dive in on the page, the first
thing | would go to would probably be something that I've done
before because | know it works, and it’s safe, and it’s fast, and it’s
easy. Whereas if I'm working off of tiny little thumbnails, | can
push myself harder to try something that | haven’t come up with
before.” M Steve Licher (Bmmve Coimics, Wmmam‘)

FREEZE FRAME bTo figure out a complex scene of U.S. Marshal
Carrie Stetko’s battle against hypothermia in Whiteout #2, Steve
Lieber maps out the action with thumhr_l_aiis‘_.

TOTHUMBNAIL?

“q dun‘t {use thumbnails]. Fm pretty Inw-tech and use aregular H pencll.
1don’t use rulers or anything; | just kind of sketch it onto the board. It’s
- all pretty fluid at that stage. I'll push panels around and mess around
with panels if they don't seem ta be working, but it's very seldom that you'll
need to start a page [over] again, simply hecause you're not putting
down anything hard enough that it can’t be changed at that stage.
_ “Sometimes what I'll do is sketch out three pages at once, but I won’t
jump ahead in the book. The problem with that approach, as 1 found early
onin my career, is that you tend to draw the pages that you want to draw
and then you kind of have a mental block with the rest, because [on the
later pages] you're deing the stuff that you put off, the stuff that you
didn’t really want to do.” 8 Gary Frank (vengers, Squadron Supreme)

<« SHAKE THINGS UP Gary Frank doesn’t like to use thumbnails,
sowell-crafted gags like Namor’s rejection of Gap’s membership proposal
in Avengers 161 flow directly'.on_fo his drawing board.

WHTEGYT™ & @ GREG RUCKA. CAPTAIN AMERICA, NAMOR AND WASP ™ & & 2007 MARVEL CHARA
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FIRSTTHINGSFIRST

“Read the script, Basically, just give it a quick read-through on
a page-by-page basis. | look to see how many panels there are
per page, then I read through it again and try to work out which
[panel] is going to need to be the impact shot—if there’s going
to be an impact shot on any of the panels—and then work
around that. If there’s a particular image, something that’s
particularly striking about that page, then I'm kind of mentally
allocating extra space for that and trying to find a way to move
the other, smaller panels and the less important things around.”
B Gary Frank (Avengers, Squadron Supreme) :

DEEP IMPACT P Gary Frank will shrink panels to free up
more room for an impact shot, as with this Hyperion vs. Dr.
Spectrum slugfest in Supreme Power #8.

SCENESHIFTS

“I start with what | think of as the first scene. | think of
my book as having three, four, five scenes in it, like a TV
show. | have a setup interior, then | have a setup outside,
then I have a setup on location somewhere. Sometimes
when | get halfway through the book or near the end, |
start rearranging scenes, or | may take the pages and
interlace them so that as you read it you're bouncing around
more. It’s kind of like being an editor for a TV show. Drawing
those pages is just like shooting it with a camera.” M Terry
Moore (Strangers in Paradise)

4 CHOP CHOP Quick scene cuts, like the jump from
Katchoo’s bedroom to Francine getting on the bus in
Strangers in Paradise #5, will speed up your pacing.

REPETITION
LSBORING

“Fve grown to really like either doing very narrow panels
or very wide panels, as a rule, in my own stuff. If | can do
something that’s tall and narrow, I'll do it, if it can fit enough
information. But if you've got a lot of people speaking or
multiple layers of conversation in a single panel, chviously
that doesn’t work too well. The higgest thing that | focus
on is not being repetitive as you turn the page. | don’t like
to have the same structural layout on one page next to
another.” B Doug Mahnke (Batman, The Mask)

MARVEL CHARACTERS, INC. ALL RIGHTS RESERVED. STRANGERS IN PARADISE ™ & ©© TERRY MOORE,

I0ASE DOMICS.

THICK OR THIN P In The Mask Strikes Back #4, Doug
Mahnke puts the masochistic hitman Walter on a diet with
a series of taller, vertical panels.

TRIKES BACK™ & (&

HYPERION & DR SPECTRUM ™

E
g
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HRVANCED

“For the number of panels on a page, more often than not,
that’s determined in the script. | will occasionally add a panel
or two if | think that a pause is good in a scene. I'll add a silent
panel. If 'm working with someone like [writer] Greg Rucka,
who encourages me to play with these things, I'll sit down with
him [to work out certain scenes]. On one occasion, | took a
page from five panels to 16 panels, and we worked that out
very carefully.” B Steve Lieher (Defective Comics, Whiteom)

< PAUSE & EFFECT Steve Lieber uses a silent panel
(panel five) to delay U.S. Marshal Carrie Stetko before she
enters a place she really doesn’t want to be in Whiteout #1.

I'M THINKING INEED A DATE FORTHIS STUPID
CHARITY GALA TOMDRRow) NIGHT AND EMILY'S
ouUT 0F TowN AT ONE OF HER FRANKENSTEIN
CONNENTIONS AND I'VE 40T TOSHOW UP WiTH A
BEAUTIFUL WOMAN BY MY SIDE OR | WON'T
BE ABLE To 5IT AT “THE PRESIDENT 5 TABLE
Ao BAND OVER A $10,000 CHECK FROM OUR. ,
LA FIRM To THE {POD3-4-1MP5 FOUNDATION £
FoR THE LOVE of GOD ALMILHTY,
WoMAL, WHAT Do ) HAVE T0 DO To
GET A LITTLE CONSIDERATION
5N\ AROUND HERE — THROW
MYSELE ONDER

ABUS?/

i ALLRIGHT, ALL RIGHT,
o VERY FUNNY, CHOOYANSKI.

NOW, thiL OU GO BUT
WHTH ME DR AIOT 2

}VO FReppie]

WHAT TRE HELL
ARE 40U TRINKINGZ

“Sometimes everything on the page is built around, say, three
girls standing there talking. Fll give them a full-length panel
that'll run top to bottom and build the other dialogue around
that. The opposite of that would be, for instance, [in Strangers
in Paradise #76] where one of the guys is in the middle of an
argument with Katchoo and he pays her a compliment. | want-
ed to show several panels in a row where her whole demeanor
changes. So | went 1o little squares and just showed her face
change over three or four panels.” B Terry Moore (Strangers in Paradise)

. THEOL' SWITCHERDO Y Strangersin Paradise’s Katchoo
receives a compliment in the middle of a co-worker’s tirade,
and it changes her whole perception of the conversation.

| ARCHIE, YOU DON'TGEET
UT. THAT MASIK, IT MAKES
| YOU SEE THE WORLDP iNLA
(WAY THAT'S NO'T
L NORMAL.

“I don’t pencil in any halloons. [Estimating how much room you
have] is really something that you gain from experience and it
gets easier as you go along. Let’s say you have a really wordy
panel, an artist is going to shoot himself in the foot by filling it
with lush and beautiful backgrounds and endless detail, only to
find it all gets covered up by word balloons. Il certainly work
out [panel breakdowns] if | have a real complicated series of
word balloons that have to be connected or overlap, just to
make sure.” B Doug Mahnke (Batman, The Mask) :

HERE |

MuUGS CoMe IN. |
Yol¥LL KEEP ME
FoluSEr GUIPE ME. |

A WELL BE A "Team. |

LiKE THE

| KAvensine JusTice faree)

Award-winning artists Gary Frank, Steve Lieber, Doug Mahnke and Terry Moore have probably laid out enough pages to
strefch around the equator 26 times.

< THE LAST WORD Doug Mahnke might only pencil in fig-
ures, as in this panel to the left from The Mask Strikes Back, if the
panel will be overrun with word balloons. @

WHITEQUT™ & GREG RUCKA, STRANGERS I PATMDISE ™ & © TERRY MODRE. THE MASK STAIKES BACK ™ & © DARK HORSE COMICS.
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CHAPTER SIX

PART 6

how ’em where ya live. When | was a kid
: s playing baseball in Little League, what we'd

‘yell out to a teammate batting at the plate—

. splash page, | feel like the writer is saying “Show

“Show 'em where ya live.” It meant, hit a home run.

‘em where ya live!” It’s my opportunity to knock one
out of the park.
Which is why 1 start to look for a place to hide when

I sometimes hit a dribbler to third. Everyone does it
- from time to time, but it’s not a good thing, so let’s look
. -at how | try to avoid that.

It was a challenge wrapped up in encouragement—
just like each chance to draw a splash page.
Whenever | get a new plot and I'm going over the

STEPPINGNPT OTHEPLATE

There’s often mare than one chance in an issue for a home run but what we're
examining here is the opening splash page, usually on page one. It can be the
most important page, and more than just a “money shot.” It sets the tone of the
stary. Ideally, it grabs the reader and propels him into the rest of the issue.
And, froma strictiy mercenary point of view, it can defermine a sale to the
browsing customer. If the splash doesn’ t grah them, back on the rack it goes. First
impressions can be everything.
_ Here’s our scenario; an action shot The Hulk and Daredev:l are m-
mid-battle on a New York City street, devastation all around. The Hulk is
pounding the pavement with a powerhouse blow 1hat ol’ Hornhead has 3ust
leapt clear of.

THESWING

My first step in working out an image is a series of small sketches called thumbnails. They're very rough—the characters
barely more than stick figures—but it’s the best way to run through ideas guickly. :

These first two are similar. In hnth I'm usmg the perspective lines of the building to focus the eye. Flgure Ais Iookmg
down at the combatants in a crater of destruction, while F’l@lre B is at gruund level looking on from one end of a trail of
destruction, The perspective gives a nice feel, but both suffer from the same shortcoming. The characters are too far away
from us. On a splash unless there’ sa plot reason agamst it, l want to be clnse to the action.

TAKE A STAND

“A person’s posture can
tell us his age, social status,
vocation, even what he’s
thinking. Concentrate on
the spine, shoulders and
bend of the knee.” —Rags
Morales, Identity Crisis

© ALLMAAVEL CHARACTERS ™ & © 2007 MARVEL CHARACTERS, INC. ALL RIEHTS RESERVED. PROTO: PAUL SCHIRALDI.
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STRIKEOHE

}:_ l‘fctu'a H is. a Iarger, more defailed |

 that the flréf el should propel
1 the reader ﬂzmugh tha ;est of tl;s

daesn"r work as well as what d
_ Oh well, back to fhe draw g
baard I.iteraliy

| FIGURE J
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PHOTOS PROYIDED BY ARMISTS.

kay, you've got a plot and a blank i

sheet of paper. How do you turn this

step processes of penciling and inking an

actual page from Thor #50. Besides Thor,

. we've worked together on books like X-Men,

into a piece of black-and-white |
artwork ready for reproduction? Tom Raney |
and | will show you our respective step-hy-

Ultimate X-Men and Uncanny X-Men. As in
many comics, the end product is the result
of a group effort. Here’s how our part is done.

| Take it away, Tom!

 One of the most important parts of the job! :
. Here I decide what need to be included on -

CHARACTERS, ING. AL

When | get Dan Jurgens’ plot for Thor, |
read it through, noting my general
impressions of what's going on in the
issue. I try to get a sense of pacing for
the whole book. But we're only dealing
with a single page, a smgle lmage m
fact! So let's get started'

THUMBNAILS

the page to get the story across clearly, Cumposmon :
is planned out at this stage. These thumbnails
(Figures A & B) are actual size. | like to work very
small; if it's clearly legible at this scale, it will be in
print. Dan was looking for a powerful upshot of Thor
with the buildings of New York behind him as well
as storm clouds gathering ahove. M.g first attempt
included everything needed to tell the story, hut |
felt that it needed mote of a left-to-right flow. Since
we read from left to right, your eye‘n'aturaily seeks
out that kind of movement, It creates a more '
comfurfahle, immediate image.

LAYOUTS

Now on to the actual page (H;um C). i.aynuts are
where I place all of my basic shapes. At this paint I'm
thinking about proportions and general structure.No
detail here! It's easy to get caught up in smali sections
of the page that are fun to draw, but it’s crucial toplan
everything out at the beginning, Poor planning quite
oftenresults in massive redrawing and lots of erasing!
A quick note about tools: | use a mechanical drafting
pencil (2H lead), magic rub and electric erasers, and
anassortment of ruling triangles and circle templates.

PAGE DESIGN



iay out costuming airéd W lle naf plctured here, I]ay in my perspectwe grid. | try to keep my
penclf lmeswery hght hﬂnause aimos’t none of them \mllend up on the fmal page.

CI.EANI..INE

: Here I finalized my! lmework (ﬂgm'tﬂ) lhumﬂlrough j
- the rough lines from the previous step and choose the
. single lines that L like, making sure that costuming, props
~ (like Thor’s hammer) and environment are all designed and
- onthepage. For me, this is the most time-consuming part
' of the job, By placing all of my exterior linework first, |

~ eliminate the need to hacktrack Mistakes are the bane‘
: .of the deadlmes‘ - - ?

SPOTTING
BLACKS

'Bladcaddsweianmapaamlthelpsdmwr
 the eyeand establishmood, so always try
_ toestablishasense of balance. | wanted
. ﬂ\iSimage ieel very grounded: placing
 large hodi aolldblackaﬂhehaﬂam'

gives theimpreasiun of “solidity,” while

breaking up the black areas at the top
 helpsit to feel lighter (Figure F). Also,
. placing black around the openness of

Thor’s face helps draw the eye there.

r{|]] WiZzARD BEST OF BASIC TRAINING



SMILE!

“Drawing characters with realistic smiles on their
faces really seems to attract reader attention. Fans
are so used to seeing bleak, harsh grimaces and
scowls, that looking at, say, Wonder Woman smiling
back at them is effective somehow. Comics needn’t
always be so negative. Positive images, because of
their rarity in this medium, seem to sell better right
now.” —Ethan Van Sciver, Green Lantern: Rebirth




EVOLUTIONC
BRUSHING |

_ After | receive Tom's pencils, | usually give him a call to exclaim
- over his excellent world Tom is a very tight and clean penciler. In a
lot of ways, he makes my joh easier because he has already done
so much work with the textures, the lighting and the attention to
detail. On the other hand, it's now my job to keep all of his fine work
in the translation to inks and enhance it if possible.

BLACKS

I continue with the large brush and finish the black
areas in the sky (Figure ). | start using a bit of
dry brush technique (allowing the ink on the brush
to dry out slightly before painting with it) in the
clouds to make them a different texture than the
nearby hair. While 'm up there, | start some of the
line work on the face, neck and hair. To do the
buildings, | use a #102 crow quill pen and a
straightedge (I use a plasfic triangle with an inking
lip) to outline the black areas and do some of the
straight-line work before finishing the blacks. |
prefer the crow quill to technical pens. Tech pens
have only one even line width. This is called a dead
line, as it has no life to it. With a quill pen | can
vary the line thickness without changing pens or
. retracing lines, . :

| try to analyze the style of the particular artist I'm working
with. Tom’s style tends to he organic and fluid, not sharp and

‘angular, illustrative as opposed to graphic. Therefore, | do most

of the beginning stages with brush and ink to keep the fluidity of
his line and style. Over another penciler I might start with pen
instead of hrush. :

I begin with a #4 sable brush, painting in all of the
large hlack areas first and the main outlines of the
body and hands (Figure H}. This enables me to
quickly get a feel for the major light source, the
balance of the blacks on the page and a good
sense of form. It is also a great feeling of
accomplishment seeing that a large part of the
drawing is covered quickly. :

I tend to start with the bottom of the page and
work my way up. When starting with a pen, |
usually work down from the top left so | don’t smear
the pen lines. None of my rules are permanent. |
adjust them according to the art. Every page is
different, so every page is inked differently.
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I now switch to a #3 sable brush for a little more control with the finer detail
(Figure J). The main concentration here is the hair and beard. Again, I use the
brush to keep the flow and texture of the hair fitting with Tom’s style. A pen can
make the hair feel scratchy or stiff. Tom pays a lot of attention to the hair, so | do,
too. It takes practice and control with a brush to do this kind of detail. For many
heginning inkers, hair is the hardest thing to master.

After | finish the hair, beard and eyebrows, | go back to the #102 pen and start
some of the feathering on the axe and Thor’s arms (Figure K). 1 want the axe
to feel metallic, so the lines are kept very smooth and even. I use a French
curve with the pen to make the axe head feel man-made and technical. Clouds
are rougher and done freehand in order to seem natural. This is very subtle in
the printed comie, but the eye can see it. The details can tell an almost
subliminal message to enhance the imagery.

/

-
e 7 A

TEXTUR

Now that all the large blacks and outlines are done, it’s time to concentrate
even more on the details (Figure L.). For the foreground rocks and hammer
| use a #108 pen point. This pen is more flexible and has a wider range of
thick fo thin lines. | have been aware of texture throughout, but now it
becomes the focus. The tarmac rubble, hammer, smoke and hands should
feel quite different from each other. Tom is great with textures so his efforts
allow me to push it even further. This section of the page is now complete.

THEFINEPENWORK

Tom’s level of detail requires more fine linework than most, so the
majority of the penwork is accomplished with the #102 (Figure M). |
may use three or four different pens on other pencilers’ work to achieve
various styles. Using the straightedge and pen, | ink the main lines of the
closer building. Then, | work on the details and shading of Thor, finish the
axe and hammer and add a bit more to the clouds.

‘
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| FINISHEDPAGE

are worth the effort. Using the same pen, I complete the sky

The fine linework can be time-consuming, but the end results

and Thor's face. Then, | do the texture linework on the
g b'l_:ild_ings'. Here | decide to add some extra touches fo some of
ﬂ;e windows in order to increase their variety. Blacks are also

added in the windows near Thor. This adds dimension,

balances the black levels in the background buildings and,

most importantly, helps accentuate Thor. . :
Lastly, | finish up the body hair and belt buckle, and the

inks are done.

A

THE ORIGINAL black-and-white art is complete, but the teamwork continues. Dan Jurgens does the
scripting after receiving a copy of the finished pencils. The page is scanned into the computer and sent

to the colorist, Dave Kemp, and then the letterer. Then, we get to start all over again on the other 21 pages

in order to finish the issue!

Tom Raney and Scott Hanna have dropped their artistic hammer on many titles, including DC’s Outsiders.
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BY ANTHONY PEARCE
& JOE KUBERT

o matter who you are, one of the first lessons any good artist will

:N'-t_ell you is “listen to the advice of others.” Don’t close yourself off to

criticism—embrace it, especially criticism that comes from other
artists that you respect. Use this criticism to grow as any artist, and you may
one day surpass the heights of those whose feedback you heed.

One of the hest places on the planet for professional comic hook art cri-
tiques is the Joe Kubert Schoof of Cartoon and Graphic Art Correspondence
_ Course. With more than 25 different lessons in the works, you can learn
from greats like Joe Kubert, Andy Kubert, Adam Kubert and Tom Mandrake,
with each course tailored to specific subject matter that best suits your
needs. ‘tuu can S|gn up for the courses via the web at www.kubertsworld.com.
 Wizard asked one aspiring artist, Anthony Pearce, to register for the
“Penciling” course. The legendary Joe Kubert himself (Szt. Rock, Hawkman)
critiqued Pearce’s work, and this lesson shows samples from that course to
show you how to turn quality first attempts into professional-level panels.

THEOLDWEST

The first course assignment calls for a cowboy _ridi'ng into
town—and something’s not right. As the cowboy enters the
ghost town, a man in the shadows takes aim at his head.

After a hundred sketches and research from comics

(Lone Ranger, Kid Colf), movies (“Tombstone,” “Silverado”)

and gets I:_lac_k some. encqurégin‘g commeﬁts from Joe
- Kubert: “Excellent first lesson. [ can see that you enjoy draw-
~ ing! Your storytelling is good, but it needs a little work. Keep

up the excellent work!” Pearce vows to build from this first
crmque and learn from the smaller details Kubert points out
on the panels themselves (see below)

and \_!ari'uus magazine ads, Pearce turns in his final panels .

\Eﬁ‘! Goop LONG SHOT.
Exc&u.uw pw“ﬂ m-l wsu_sﬁ.
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SHADOW ' MOOD

The sacond asmgnment deals with shadow and its use 1‘0 defme form, Insﬂll emntlon, compose a comlc page and draw a
reader’s eye to where you want it to go. Specificaily, it calls for a cover des:gn a caveman trymg“to save a cavewaman as
she falls froma pterodactyl

S MRS cLedN s Govo. u-ygu-nops’wo oS

6:»1: watw Ao . Qwﬂ- pau

; Aﬁer another strong effort, Pearce s pencils come back w:th some genera! ‘constructive crmcnsm. plus more specifm aﬂ

'nutes marked on the cover. “Good work, Anthony,” say Kubert. “Your pencils are clean and good attention to details, Watch

anatomy. Torso too thin [on caveman]. Good figure [on cavewoman, but] thigh too bent and shins too thin. Goud pteradaotyl
It separates well from the foreground.

“It was a good idea to tilt this panel. It adds to the movememlﬂlght of the pteras Very good compusmon I-lowaver, the' -
_rendering on the background mountains should’ve been lighter in comparison to the shadows on the pterodactyl in order to .

achieve more depth in the illustration.”
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BACKGBOUND&N@PEBSPECTIVE

g T ‘ Ssignment sets up the Iocation of your shot, estahllshmg the nature of the background and using accurate perspec-
i tive. It describes laying out a grid to keep your figures in proper relations to one another and usmg contrast to establish a
; "sense of depth. It's a split page: down the 1eft side is a jungle man Ieapmg through the trees; the right side has a super—-
: hem clrmhing up the side of a huildmg wﬂh a clryscape below

e wepide o Abdtan .

This time Psarce laarns to avoid some errors hefore they creep into 1he drawings. “This lesson’ s really subtle,” says Pearce
. “These are pretty large shots of two completely different environments, one very organic, one very linear. | have to compose them
separately before adding either to the finished assignment page. I'm learning that every panel is its own picture.” Kubert agrees
* and mentions that the final pieces have good perspective and foreshortening. He likes the hero cape, hutﬂle flgure ana‘tamy isa
little lumpy in spofs and the over-rendering of the backgrounds tends to ﬂaﬂen the imag%

PAGE DESIGNS
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STORYTELLINGPARTZ2
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CHAPTER SIX ._ _.é%%%*% =

'WALLY WOOD'S 22 PANELS
 THAT ALWAYS WORK' ..o

W PN Y Arep
PAY BG A

1 SIpE
LAGHT

LECTION

f Close-up : ¥ All Black

2 Extreme Close-up 2 One Big Object

2 Back of Head/Part of Head : 8 Full Figure

4 Profile/No Background 10 Reverse Silhouette
5 White Background/Black Foreground 1 Small Figure

& Open Panel

m WIZARD BEST OF BASIC TRAINING



L
P . These comic panels reminded Wood to use tricks and shortcuts to

i
it

t's been a well-kept secret in the comic world. To avoid wasting
I time doodling, the esteemed comic book artist Wally Wood (EC
Comics, Mad) created a “cheat sheet” for himself (see helow). |

- Wally Wood's work on Joel's website (www.joeljochnson.com).

AR

spice up his pages and also hit his deadlines. The pages eventually
became the property of collector Joel Johnson. Special thanks to Joel
for his assistance with this lesson; you can get the whole story behind

{2 Depth Shot

i3 Down Shot with Shadows
i4 L-shape/Silhouette

IS Diagram

i& Side or Top Lighting

I7 Reflection

8 Framing :
9 White Background)/Silhe Foreground
20 Back/Middle/Foreground
21 Headline '

22 Contrast Shot

)

PAGE DESIGN m



CREATEYOUR|

WORLD
| -noence f
» PHOTO REFERENCE

 TEXTU

-METALLC S

it -
RFACES |

* ANIMA

MONSTERS
5

 VEHICL

\




ALL CHARACTERS ™ & @ THEIR RESPECTIVE OWHERS.

Iad you were able to make it to this course. 1 hope

] are easy. I?enefit defived depends on the effort you put into it.

%‘&&W@ﬁﬁ

. takes time, patience, motivation and work. Making mistakes and |

G you've been practicing your fundamental figure con- ‘
struction, perspective, anatomy and body language.l

: the amount of time you spend at drawing. That’s the magic |
No one becnmes a cartoonist as a result of one drawing. It

fearning from those mistakes. And drawing and drawing, and
then drawing some more.
Stick to it! Keep at it. Your improvement is in exact ratio to

formula. Anyone can do it. All you gotta do is work at it.

ABSOLUTELY ESSENTIAL

THE USE OF REFERENCE 15 | | SINCE MOST COMIC BOCOK STORIES PEAL WITH

THE SUCCESSFUL EXECUTION THE PICTURES THAT ILLUSTRATE THE STORY
OF GRAPHIC COMMLINICATION, MUST BE CREL/BLE AND BEL/EVASLE, NO
NAMELY: CARTOONING.

TO TOPICS THAT EXIST ONLY IN OUR IMAGINATION,

MATTER THE CHOSEN SUBJECT.

Don’t limit yourself to only one picture reference of the
subject in need. You need views from all angles, not to be
limited to a speclﬂc pose. I, for irlstal'u;.f.-J your suhject is
dmnsaurs, you have fo know whatfhe creature looked like fram_

'the reference is usmg you, lnstead nf yoti asmg the referenca. =

/ PHERMET (A soLDER )

DOESN'T LOOK
RiFLE RIGHT IF HIS
EQUIPMENT
15 DRAWN
INCORRECTLY.
HIS JEEP
A CAN'T LOOK
_ " LIKE A TOY
X W7 CAR, AND HiS
e/ LOOK REAL,
OR HE WILL
NOT BE REAL
TO THE
READER.

all angies Havmg only one mctura referent:e means drawmgthe .
same thing with no variations, because you don’t know what the :_
subject looks like from a different angle. When that happens,,

CREATE YOUR WORLD



WHEN I CREATELR MY
CHARACTER 70R,; I HAP TO
FINP OUT WHAT THE WORLDP

LOOKEL’ LIKE PERHAPS A
MILLION YEARS AGO. T HAP
TO MAKE MY STORY LOOk
BELIEVABLE.

PI? MAN ACTUALLY EXIST AT THE TIME OF

THE PINOSALRZ NO ONE HAS EVER PROVEN

OR PISPROVEN THAT HYPOTHESIS. WE KNOW

THERE WERE PINOCSALRS. 7OR, THE MAN,
HAP TO BE BELIEVABLE AS WELL.

Y4l wizARD BEST OF BASIC TRAINING
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I FOLIND REFERENCES
FCOR THE CRUPE FLINT-

HEAD SPEARS, STONE
AXES AND BRAIPED
ROPE HIPE SAIP TO BE
USED BY EARLY MAN,

HIS WILD BLACK HAIR
15 LONG, TO PROTECT
HIS NECK ANDP BACK.
HIS HAIR IS CUT SHORT
IN FRONT &0 HiS
VISION WILL NOT BE
OBSTRUCTED.




 Within the !asf mo years, the develnpment
~ of flight has gone from small, single-seater
- wood and canvas alm!anes held together
- .hy balmg wire to mterplanetary spaceeraﬂ. :

é IN APPITION TO )
THE VARIETY OF
PLANES FLOWN BY
FRENCH, BRITISH,
AMERICAN ANDP
GERMAN ACES,

I ALSO HAR TO
KNOW HOW THEY
PRESSEL FOR

Iwas asked to illustrate a story about air combat during World War I. In addition
to the pilots, the other major characters were the alrplanes. The storys title
was “Enemy Ace,” written by Robert Kamgher He had researched flight
_ factics, airplane armaments and the kind of men who flew those “flying coffins.”

il read bonks ancl got as many pictures of wntage alrcraﬁ as I could ‘exterior and mtenor I felt that only then t:uuld | comayto the reader
ﬁnct shuwmg all angles, mcludmg details of cons1rucﬂun both whant wnuld have haen Jlkem actuallyﬂyin one of those airplanes.

H A4y RESEARCH

B

FLIGHT,

WIZARD BEST OF BASIC TRAINING

RO et

At fen;nyahlé .fu dsaw




HOW MANY TIMES
HAVE YOU READ A
COMIC BOOK STORY
WHERE THE ACTION
TAKES PLACE IN A
BIG CITY#

A CITY
SUPPOSEPLY
COMPOSED OF
STREETS; CARS,
SHOPS ANP
PECPLE.

WE SEE THE HERO ANP
THE VILLAIN FIGHTING ON
THE ROOF OF—A SOXF A
CARPEOAREL BoX. NO.

IT CANT BE. BUT, IT'S
TR

.

i
“THE FIGURES ARE OKAY, BUT
THE BUILPING THAT LOOKS
LIKE A CARPBOARD BOX HAS
COMPLETELY PESTROYED THE
ILLUSION., WE CARTCONISTS ARE
SUPPOSEDR TO CREATE AN
ILLUSION OF CREL/B/LITY;
NOT PESTROY IT.”

CREATE YOUR WORLD 44



ey, everybody, Greg “Big Red” Land here. = Looking tip the locomotive in books would be the
H This time around, the topic is using refer- . bestway to be sure of accuracy. The list of artists who

ence. An artist uses reference to get astrong  use reference is long, but a few that | admire are ‘
visualization of the object(s) te be illustrated. Let’s | Alphonse Mucha, Ofivia, James Bama, Joe Jusko
say the story calls for a specific type of early loco- | and the great American illustrator, Norman Rockwell.
motive. Unless the artist is a train enthusiast, he or  Let's go ahead and take alook at a few examples I've
she won’t know what the specific object looks like.  put together. '

AFEWMOREQUE:

What exactly is reference? Phutos, sﬂli—llfe setups, a frlend posmg, pets,
cars, the house across the street, virtually anything. Reference helps give
the illustration a sense of accuracy An example is the way clothes drape
across a person’s body. .

Reference should be used as little or as much as the artist faels
: comfuﬂahle with in order to get the desnred |l|ustratmn, and can be
~ gotten from hooks, magazines, newspapers, photos by the artlst, the
: enwronment almost anywhere :

- STRIKEAPOSE

Th:s example shows the herome Arwyn from Sojournin a relaxed
pose (Figure A) 1 found an appealing model (Rebecca Romijn?) in
a swimsuit magazine and used her basic stance (the crossed arms
and the sllght twist of the torso) as my starting point, then added
Arwyn’s expression, hair and costume. In this example, it was the
pose | was after, not the clothes, hairstyle or facial expression.

LL CHARACTERS ™ & & THEIR AESPECTIVE OWNERS. PHOTO: PAUL SCHIRALDL
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CLOSE-WP$

1 puli photos from my clip flles (nrgamzed flles 0f cufwnut photos from
: magazmes and newspapers), or take photos of my friends ¢ or myself for facial
i expressmn reference, These examples show how I've used the basuc :
_ expression from the photo and changed hairstyles and clothing to make the
- drawing appropriate for the character. Sojourn's Gareth (Figure ﬁ) is based
. offa model from a clothing ad. The young girl with the fearful expression is my
 niece, Brianna. In this example, the character (Figare €) looks very much.
hke the photo to the left. On the other end of the spectrum is the troll draw— o
_ ing (Figure D). Looking at the model’s exaggerated facial expression &
 (Okay, it's me), I was able to draw the features to get this charac-
ter. | like to visualize the trolls as actors with Hollywood-style
- make-up applications. Finally, | drew the lovely Neven (Figure
ﬂ insplred by this model from an issue of Sporrs Hustrated. ;

L
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BODYMOVIN’

These examples show full figures The ﬁrst isan action puse: '
of Arwyn firing an arrow (Figure F). My reference for this
is a woman shooting a pair of guns. The second drawmg isa
winged female (Figure G). 'm probably not going to find
this in any reference hook, but the gracefulness found in
many athletes can be helpful In this case, an ice ‘skater
helped with the pose for this ﬂwng waman. | got the wings
by Ieokmg at dtfferen't phoms of hlrds (Noﬂce tha dlffereiﬂ*:.‘-'
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NATUBET@UR

Enwranmems*cmes, water, casﬂes, houses, woods or any-
other place the story takes us—are the places where the
_ characters interact. The example I've drawn here is an open
 clearing leading up to a wooded area (Figure H). Usinga

photo from Couniry’s Best Log Homes helps to show the

different shapes that the trees make. By drawing light and
dark areas, a helievable wooded setﬂng is achieved.

z e wm*«m*
Bt @ -
gl m ies

rmaelily el RS

PROPITUP

- Props help to round out the
- environments and make the
stories even more believable. The
 example I've drawn here is a
custemstreetrod{ﬂgurel) Al
too often in comic books, cars
are incorrectly drawn._ A__Iittle
_ extra effort of looking through
. car magazines or even Polaroids |
. of personal vehicles can make all
the difference—my model is from
- Hot Rod Magazine.

CREATE YOUR WORLD



THIS IS A MONTAGE of some of the female characters from Sojourn. By using the previous drawings, | created this pinup
illustration. I've used heads, figures, props and environments along with some design elements to tie the piece together.

Hope this helps to show how important reference can be when drawing. Have fun with it—clip your magazines, save catalogs
(I use my wife’s catalogs after she’s done with them) and save newspaper ads. Have your friends and family pose for you—this
can be pretty funny. If something in a book looks interesting but you have no place to use it at present, make a copy and hang on
to it; chances are you will find a place for it eventually. Good luck and keep drawing.

Greg Land’s detailed and referenced arf has enhanced the pages of CrossGen’s Sojourn and Marvel’s X-Men: Phoenix—Endsong.
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CHAPTER SEVEN: PART 3

T EXT u R E BY ART ADAMS

Il right, you useless maggots, listen up! Today
: A we’re going to talk about texture in comic hook
drawing! Don’t get scared yet, ya pansws' ffused

properly, texture won't hurt ya!

For those of you who don’t know me, my name’s Arthur
Adams, but you can call me “sir” Now move, move, move!

ORANGEALERT

Let's stért with something simple: a bunch of oranges. Some of
them have been through alot. And even though the oranges all

£
g
:
¥
&
4
=
g
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have different textures, the texture helps to give them shape.

Here’s a nice, fresh orange.
You might notice I've used
tiny, curved lines (more
toward the edges, fewer in
the middle) to show the
orange has depth (thickness)
and mass.

This fruit’s been chrome-
plated. I've used stylized,
curved lines inside the
orange’s outline. This helps
convey a sense of reflectivity
without going to the trouble of
actually drawing everything
around the orange reflected
in its surface.

MIXANDMATCH

Here are some random textures. Some might be stone or brick, others might be a fingerprint
or wood. Could one be a leather-clad forearm? Perhaps some are different skin types: fish,
lizard, human, shaggy ape or even a sort of Gudzrlla skm‘ You ﬁgure em out, !‘m bii‘l‘el' o

This one’s seen better days.
I wanted it to look really
moldy, so | used short, dashy
lines to make it look all nasty
and shaggy. Again, | worked
with thinner and thicker
lines to show this object
has mass.

1
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This is ancient! Petrified! Rock
hard! You may notice that | used
little curve lines and short, dashy
strokes. | did this to show it's still
an orange, but that it’s also hard
and diry. Notice the outline isn’t
as smooth as the first orange,
which makes the orange look sort
of deflated. Ewwww.




The reason | like usinga lot of texture on characters
. and ohjects is that it helps convey a sense of
. depth, weight and mass. One of the most
. important parts of comic book storyteliing is
. convincing the reader of the reality of the story.
Yes, | know camic hooks are two-dimensional
drawings and are therefore clearly not real. But
adding texture to your forms helps the reader
suspend his dishelief, like in the example to
the right. '

Texture can also help define or at least hint at a character’s
nature. The relative lack of texture on young Ann 0’Brien
helps to convey a sense of youth and wholesomeness. Be
careful not to put too many lines on her face. You don’t
want to make Ann look old. '

The texture for Monkeyman is a little rougher. Fve

N

drawn deep wrinkles on Monkeyman'’s face to show % ;5_1\\,\\\\‘ gl
3 G [ e | N =

that he’s older than Ann. 'm also trying to ,;\__.-QS; \;ff%

convey a sense of maturity and wisdom. S

And notice how the very simple
detail in the eyes looks kind of
spooky and otherworldly.
- (At least, I think so.)
While the
Shrewmanoid calls
for similar textural
techniques as
Monkeyman, little
differences help to
show him for the
filthy little
degenerate that
he is. What differ-
~ ences? Well, just look
. at him! Take note of
. thelittle circles and
partial circles |
drew on him, which
just help to make him
look dirty. He just looks
nasty, don’t he?

/



STONECOLDCRAZY

. The Thing is a good example of a rough, stony texture,
Short, choppy dash strokes help to show this. Use fewer
and thinner dash strokes toward the areas you want
- - highlighted on your figure, and thicker lines toward your
. shaded areas. ;

: When the rendering is done properly, it can help give
- the illusion of weight and mass. This sort of rendering
- works well on brick and other dry and hard materials,
. Also, sharp edges help to show hardness. -

MOISTANDSQUISHY

This is Gorhemoth, the monster made of living garbage from
Dark Horse Presents #118-#119. With him, we strive for a sort
of foul, moist, juicy kind of look. To show this, | draw randomly
shaped patches to indicate an uneven tone, and then | tried
showing that he’s moist by highlighting the undersides of his
arms. This shows he’s slightly reflective of his surroundings,
which to me, makes him look kinda moist. Being made of garbage,
_ he could have many textures, but this time | wanted him gooey.
Also, adding nice little touches like buzzing insects can help
indicate unpleasant odors. : .

i

CRUNCHY

CRITTERS
This fellow with the oddly shaped noggin
illustrates another sort of hardness. With this
_ guy, | was going for an organic, chitinous, oily
shell quality. Fairly smooth lines on his head help
show his smooth, polished nature. Remember to
vary your line weights when you do this or else it'll
just look wrong. Also, drawing thick black
rectanglies, like the details on his arms, helps make

our monster look more mechanical.

Remember, always try to show a sense of
. depth, weight and mass. While you only see
__one side of an object, its opposite side
(the one you can't see), still exists in
the reality of your comic book.

U

%,

Do -
Y,
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OUTOFSHAPE

_For a nasty, ill-tempered, somewhat overweight and definitely unsanitary guy
like Mojo, we go for a kind of blotchy look. These extra bits of rendering helpus
show, again, mass and bulk. Just how this is achieved in this case is difficultto
put into words (for me, anyway). But partly it has to do with the angle of the
rendering or feathering near the shaded areas on Mojo, as well as all those

_ splotches drawn on his body. Just practice, you'll get it right.

You may also notice that the bread on Mojo's sandwich has texture

similar to the orange’s on the first page. That’s okay. This
isn’t really a piece of bread, it's a drawing of bread. So
you don’t have to actually eat if. Yourjobis
simply to convey a sense of reality to
whatever object you're illustrat- ;
. ing. This is drawing, not
 photography. :

(-3 MIRROR, MIRROR

How about drawing a sup_er~_reflecti\ie,
ultra-smooth character? You could try
_drawing all the objects near her reflected
on her surface, but you want to
finish this drawing in your lifetime,
right? Try drawing lines of various
thicknesses parallel to the outlines
of her form. Also suggest some
highlights or gleams in various
areas. All these things help
\. show that our character
Iy is highly reflective
_without actually drawing
all the reflections and driving
ourselves insane. Remember, you're:
just trying to give the illusion of
reality, not create reality itself. Believe
“me, you can’t. Pve tried.

!

THE FUNDAMENTALS

“My higgest mistake in the beginning of
my career was hot concentrating on
underlying structure. | was more focused
oh rendering, and my work suffered from
a lack of a solid foundation.” —Steve
Moiven, New Avengers

)
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AND THAT ENDS today’s drill. Remember, just cause
I draw texture this way doesn’t mean you have to. There
are other terrific comics artists like Bruce Timm or

~ Mike Mignola who can convey a whole world of

textures with just three dots and a dash. (God, I hate
those guys!) : '

And remember this: When it’s time to draw an
orange, go get an orange! It's okay to look at the ways
other artists draw things, but every once in a while,

look at real life things! Believe me, it will only help
_ your drawing.

A final note, before | go: As long as you treat it
with respect, texture can be your friend! Now hit

_ the road, ya wusses!

Art Adams’ funky textures can be seen on alf sorts
. of neato comics, from Marvel’s X-Men to Dark Horse’s
. Monkeyman & O'Brien to DC's Action Comics.




etal. Along with spandex and leather, it's an
M important texturﬁ within the world of comics. Take
it away, and a lot of superheroes would be running
around empty-handed, half-naked or missing an appendage or i
two (or six or seven).
Unfortunately, polished metal can’t he graphlcaily repre-

i sented as it really exists, reflecting everything around it like a
. tinted mirror. That just wouldn’t work in panel-to-panel comics

(except for specific effect shots, like a face reflected in a shield).

:So we cheat. We rely on areas of light, shading and highlights |
to simulate the effect well enough so readers see it as metal.
. Which isn’t all that easy, either...

HAVE BALL

A gond place to start iswitha slmple exercise usmga chrome sphere
In Figure A we dawde the sphere with a strong black line acrossits .
_equater, designating the top half as reflecting “light,” and the hottom
half as “shadow.” The light source in Figure B is now hehind the
sphere, back-lighting it, which creates a large shadowed area. Figure
€ brings the light source to “our” side of the sphere, expanding the
reflected light area. In l"lgllro D, the light has moved to about 10
‘o'clock. Note how the upper edge of the shaded area curves to the
shape of the sphere differenﬂy asit changes position. -
There are two important points here: Flrst always be aware of
.and stay consistent with light sources. Second, , perceive the sphere
as a three-dimensional shape, not just a circle. To interpret how
light plays across an object, you have to think of the object as
occupying space in the real world, especially when dealing with
something like the geometric shapes of bulky armor plating. =~

KEEPYOUR
PLATES . [.=Al

-Here are two gnnd examplesof armor platmg‘ Juggemaui’s simple armor
(Figure E) is great to draw, especially that bullet helmet. Bulky armor is
basically made up of smoath geometric shapes and requires simple shapes
inthe rendermg, On Juggy Pve used a back-light similar to ﬂﬂln B, and
separated the light from shadow with strong, clean black shading. Although
| highlighted the upper edga of his helmet and shoulders with a looser
“reflection” ling, the overall shading is kept very simple. (I usually render
the shadowed area in black, but I left it open on Juggy for a mood effect.)

FIGURE

FIGURE C

_ ‘E’he War Machme armor (Flﬂl'ol”) mlght seem much :
more difficult to interpret than Juggy’s, hu'r if you

_ concentrate on its parts rather than the whole, it's not.
Maost bulky armor can be hroken down into various

- geometric shapes: the semicircle of the shoulder pad,
 the vertical walls of the nctagenal cellar, the half-
sphere of the ear cap, the squareness of the chest
plates, etc. With a consistent light source, each ltem -
canbe rendered to lts particular dlmensmns -

WRVEL, IRON MAN, JUGGERMALIT, SILVER SURFER ' & ® 2007 MARVEL CHARAGTERS, INC. ALL RIGHTS RESERVED.
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 METALLIVES! mm
¢ Here are some quick techniques with
drop-shadows that let your metal exist
in real three-dimensional space.
Referring back to the previous
examples, you can see I've been using
these tricks all along. : ]
~ Using War Machine’s left arm
(Figure H), I've shaded the individual
components (shoulder pad, arm and
gauntlet) as if they weren’t connected
to each other. Each part has its own
shape, but as a whale, it's pretty flat. In
Figure [, 've made an effort to consider
how each component affects the other,
The gauntlet casts a shadow across the
forearm, as the shoulder pad does across
the hiceps. Comparing the two, the whole
illustration “pops™ out considerably more

inFigurel.

GRUNGYMIETAL

Rust is surprisingly easy to depict. Using a banded
metal hose, | started by shading its surface as “dull,”
just like I showed you back in the “arms” section.
Then | just had fun mucking it up, starting with the
hose fairly clean at one end and getting
progressively worse as | worked my way to the other.

S

~ source. To increase it to an extremely bright secondary
light source, | removed any detail from the haloed areain

HALOS

Leaving a thin margin of white (known as a halo) between
the shading and the outline of the arm (Figure J) isthe
simplest way ta imply a reflective surface. The haloscan
be altered for different effects. Increasing the depth of
the halo (Figure K) indicates a strong secondary light

Figure L. Save this one for special moments.

GET PHYSICAL

“We have such sedentary jobs and we work late hours,
and physically, it's really grinding. So go out and play sports,
exercise, run, jog, something. if youw're thinking of a career
in comics, it helps to have that sense of competition you
get playing sports.” —Jim Lee, All Star Batman & Robin

CREATE YOUR WORLD



IRONOUT
THEKINKS

Basically euerythmgwe’ve dlscussed S0 far can be_ - I
 seen here in this Iron Manillustration. (1 drew this

b i mzmn#azs ) P've established astrong -
: the repulsor blast, and let it play
out alungmevanous forms: the bulky . armor of the
- helmet, chﬂsf plate and gauntlets, and the
ing metal on his legs, torso and arms
- (hant wround the | hiceps and mlghs) The
‘ slmpler shadmg of the armor plating separates it
- from ﬁielooser more fluid rendenngon the sklrmghf_f'-
. metal. The drop-shadows push the overlapping
= armur forward especially ﬂm'ﬁ 'reme shadow "

: _ 'cuﬁvm ngly l’ve played wﬁh some of the loose ;
- reflective hnghhghts.(mnsﬂy along the skmhght;

g uval pohfs*’ of reflected light for splce I stayed;.
- away from any sparldes, though, since Iron Man's
armor always looked best to me when itwasn't |
: off—the«shelf clazzlmg : e

BRINGMOREWEAPONS!

Fmally, what superhero 1sn’t{osi' wrthout hls accessorles? Captatn Amerlca s
shield is a perfect example of shaliow domes (FWO H) which have their
own unique system of shadows and reflections. Both the shaded and
~ highllgh’ted areas tend to radtate outfrom 'the cen‘ter. I’Ve aver—exaggerated
! the effect here for demonstratmn purposes. - -
~ And guns are always fu Plus, wthe)."i'e easier to render in me'ral than you’d
think, Like the War Machine armor, just abuut any gun can be broken down
; mto |ts separate geometrlc shapes, Stmply plek alight source and gototown.

METAL TECHNIQUE varies from
artist to artist. Mine is definitely not the
only way to handle metal, but it is the
style that I find works best for me. If any
of the above tips strikes a chord with
you, take it and make it part of your style.
That’s what it’s all really about: finding
various styles and techniques you
connect with and molding the influences

into your own style. @
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- PHOTO; SEAN CHEN

i

i s artists, so much of our effort is directed
Ataward the daunting task of mastering human

anatomy. Inevitably, however, we will be called

upon to draw a myriad of animals and must depict

them convincingly, with the same level of accuracy
that we do people. Chances are we don't have the same

DOMESTIC
ANIMALS

The fact that we sce damesﬂc ammals on a dally -
basis presents a challenge when it ‘con ;
drawing them. This is because thewewer ismore
likely to be very familiar with their appearance,
which means you must be particularly accurate _
in their depiction. This also means that you will
probably be called upon to draw dogs and cats
more than most any other type of animal. Pets

often hecome secondary characters in stories

since they often mteract ‘with us so closely.

Because of this, you may find yourself called
upon to convey certain emotions in their body
language and facial expressions. This will most

nften be done throug‘h their eyes ' :

prepnar o

i #
sy

Train your eye to see past the
complex details and textures to the
general shapes and anatnmu:ali-i.‘
masses that make up the animal’s
form. Atthls stage, shape, proportion
and placement of major body parts
are your only concerns. Mark off
joints in the limbs and draw through
the animal where necessary to give it
a canwncmg‘ structure.

Identify 1he leg joints and keep
in mind the d_nject_lon that each leg
segment bends. Try to keep the
shading lines consistent with the
direction the hairs would grow.

. level of experience needed to develop the expertise
. in drawing specific animals; add to that the fact that

animals are just as anatomically complex. For this
reason, it is essential to seek out reference. With a
little practice, drawing animals will become as easy

. as drawing peaple!
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The next step after mastering the
~ general shapes is to refine the
_drawing by gefting more specific
_and locating smaller shapes such as
 facial features, fingers and toes.
~On acat, try to convey a hand-
~ some coat of fur. The fechnique
. here is to draw the hatch lines in
| the direction the hair grows. The
. white fur areas are left completely
- blank except for some touches in
the shadow areas. Hairs are drawn
to extend beyond the outline in
 places to soften its overall form.

TEXTURECHART

Eventually you will get to the point where we need
to engage surface texture and shading. This is
where we make use of what | call a “mark-making
system.” This is a method of representing specific
types of animal skin through stylized lines or marks.

There are three main dutnes of the mark-makmg
-system'

 First and most Importantly is shadmg. Most
shading in drawing is achieved through hatching or
‘cross-hatching. The marks get more dense toward
the shadow or darker areas and more sparse toward
the lit areas of the animal. This gives the illusion of
light and shadow and glves the animal a convmcmg
sense of volume and solidity.

Secondly, the mark-makmg system cunveys the
specific type of hide that covers the animal. The
hatching lines employed for shading are stylized in
a way that we all recognize and can identify such as
fur, scales or “lizardy” skin. . :

Lastly, the mark-making system is a great
opportunity for you fo express yourself artistically.
While your animal drawing may be accurately and
expertly executed, it might still come across cold or
like a diagram. This Is your chance to show off your
artistic flair and add real aesthetic appeal in the
way you make your marks.

_In the chart to the left, | show three different
examples of mark-making systems: fur or hair,
lizardy skin and scales. The second column is how |
handle the same type of skin in close-up.

CLOSE-UP
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: Ammals m this category start to appear on the frmges of our efthem and oﬂen co to symhollze freedom Z.Keep thns m |
aﬂu’n and mam mosﬂy unpopulafed !ands Because of _mind when ;Erawmg__ m. They should look a bit more proud -
- and szotl ihan the everyday pet ur farm animal :

WOI.VES

ﬂeferring back to 1hﬂexture chart at the start of the lessan _ ofdepth.
* a good skill to develop here is hemg able to represent a full a
. fana! range from complete black to Ilght with each partmuta
L mark 1 kmg systam In fhe fur clnse—up, the

n mnst cases, you don’t need to ami shouhin’t draw eve;'yf .
feather or hair on an animal. To do so might only serve to
! ﬂaﬂan it out. In ﬁns drawing of an eagl"‘ : anly sume feazher
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ELEPHANTS

'I'he elephant’s skm can best be descnbed as cuarse and‘. ::.
_ wrinkly, hanging loosely on its massive frame. All of the
: cnmplex anatumy is obscured by this thick hlanlwt of
] 'hide The wrmkles heiy descnbe round volumes by

rl.¥] wWizZARD BEST OF BASIC TRAINING



INSECTS&BEPTII.ES

This creature category is far removed from anatomy that

we are familiar with. For ﬂt;s reason, they are often used in

stories to evoke creepiness or mistrust. However, it is their
alien bodies that make them so fun to draw. You almost

FLIES

The main difference that separates insects from aII_.-

other animals is that they have an exoskeleton. This is
drawn as hard organic segments. Its tiny body is made
up of mterestmg basic shapes covered in segmented

armor piates |nsects, like the ity shown aimve, are the

Lizaniaes

This lizard is an exercise in representing a scaly texture In lhls

case a fine grid pattern represents the mid tones that fada off
as they move towards areas awash in light. Overall its body is
very linear. Pay attention fo the curve or curves of ns Iength as'3
rttaperstoward the tanl. -

-hard shiny plates

have to throw aut what you know aboutmammallan anatnmy

because it won't help yo_u here. lnsects and reptiles employ
‘the more unusual mark makmg sys’tems, such as scales and

few nf nawre s creations that ailow you to engage 'rher= |

- shiny metall:c texture usuaﬂy reserved for manmade

objects. Insects have more of a precise structure tof'-
them that allows ! you 1o see the shapes clearly wnhout
being obscured hy flesh

bR 2y

When drawmgthe scales ciose up, dracmng every s::alewﬂh

~an outline will result in a flat, wallpaper look. Instead, 1 focused
on its shadow side and dropped out the outline altogether as

the scaies moved mward the Inght. Thls glves the ‘rexturea more ‘

reallsnc, naturalfeei
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THESEA

_Because the sea is a cumpletely dlﬂerent enwrenment it inﬁnﬁe variety of sizes and shapes, and sometimes dramatic

. makes sense that it drastically affei:is all the creatures color and patterns too diverse to be generallzed Like

that mabke it their world. ‘Most noti eahly, it tends to make msects, they tend to have a more precise structure that is

_';'them all streamlined and tapered. H ds and ’feet glve way simplified to be aemdynamrc and um:emplicated by
to flippers and fms. Other than that there seems to be an. ohscurmg hide.

A

“f‘\;/’“ g
,-’/

SHARKS \}

: ‘Try tn capture 1I1e snmple gestura¥ sweep of iis aerodynamm the Iengrh and follow the curve of its bndy
shape. The chaIlenge hera is to represent the smooth skin. by  Sharks are the ultimate predator of the deep and thelr '

i ‘chonsmgamam-makmgsystem that doesn’t: imnly any texmre -bodies reflect that. They resemble a fighter jet with razotr-
& | chose 1o do thls by ha\ﬂng‘t e sh admg Imesrun parallei along sharp tiaei'h in numbers that shock and awe . .

FANTASYCREATURES

] -Yuu can apply yuur lmuwledge of mal~world ammals to creaiae -
_ anything your mind can imagine. Since the ammmy is enmpletelyi-'
'madeupfaruurdtagonhere fo make it col , dr
influence from other animals. In ﬁns L 1 meti the lizard. Avoid
_Iettmg human anafomy" reep in. | tried 1o use a variety of
mark~makmg systems to help sell the idea that this fantasy
- cmatura is real, Sﬁme areas are scaly, while others have a
: llzardy feel. The wings have a leathery feel achieved by laying //
- down random scratchy lines. Is body is a combination of linear 4’ i
and massive portions. A big part of the effect is to capture the f/
: meandering snakelike curves in the neck and tail that we come

ANYTIME YOU ARE CALLED UPON to draw an animal,
there is always a purpose behind its appearance, as they
embody characteristics that elicit an emotional response
from the viewer. Whether it is to evoke a warm fuzzy
feeling by showing a loyal dog or creeping you out
with the sudden appearance of a giant spider, animals
have become props and even characters in stories
because they come charged with an emotional context §
that is universal. The characteristics we attribute to
each animal come from its design. Nature has done
almaost all the work for you. Your part is to identify how
the forms convey the feeling and capture it fo maximize

the effect. @

Sean Chen can drawany creature, from sharks to superhemes, and
has proven it expertly in titles such as Marvel’s Iron Man, Wolverine
and X-Men: The End.
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_CHAPTER SEVEN; PART 6

PHOTO: PAUL SCHIRALDI

BODYSHOP

Monsters come in an endless variety of éhabes.and sizes,

limited only by your sick, twisted imagination. To simplify

things, let’s concentrate on humanoid monsters—those
which resemble us somewhat as opposed fo some quivering,
globulous mass slithering up from the bounds of Hell.
(Although that's a lot of fun to draw, foo})

To start, let’s imagine a few templates—-monstérs most of

us are familiar with. From left to right, they include the ill-
formed hunchback, the rotting zombie, the mindless brute and

MONSTERS...c..c

i hen I first began to draw at the ripe old
i Wage of 2, monsters were on my A-list. Day

and night | penciled out mindless heasts |
in crude fashion. At roughly age 5 my grandmother

asked me to draw something nice. The best | could do
was a face filled with ladybugs. Many of my teachers

backs of homework assignments.

: spark to get going. So let the horror-fest begin...

the winged devil. Toss in a snake and a spider for good measure.
A closer look at our hunchback reveals a simple yet

effective approach to any monster: a lack of symmetry or
- alignment of body parts. The arms and legs are mismatched
- and the head’s at an odd angle. Imagine that any movement
- causes pain. As for the others, the zombie’s more hones than
- muscle, the brute is muscle on muscle (note _hnw his knees
 buckle inward and his terso rolls in upon itself), and the
 devil’s just real sneaky-looking as he tiptoes on his goat legs.

CREATE YOUR WORLD

were consumed, stomped or gutted by monsters on the

Basically, monsters were a big part of my childhood,
¢ so | feel kinda qualified to teach a thing or two about
. drawing them. Sometimes the mind just needs a little




| MONSTERCOMEOS  GETTINGHANDY

~Here’s the fun part. 've made some simple amalgams based on our
previous group and come up with three new monsters. When creating
freakish creatures, it can he as simple as stitching ill-matched parts
together. Look closely to see exactly what | used. Notice how the
snake and spider (at a much larger size) were incorporated.

Now, some combinations may not work as well as others.
Putting large devil wings on our little hunchback, or just two
little spindly arms on our brute, wouldn’t exactly create a
more frightening image. On the other hand, having the snake
coiled about the zombie while the spider crawled out of his
mouth would most certainly work. Just keep practicing and
you’'ll soon learn what works and what doesn’t. Basically,
show your mom: If she screams, it works. :

When looking for inspiration, the animal world offers:
excellent opportunities. These hands are based on
what should be obvious: the talon of a raptor, the hand
of anape and the claw of a crab. And they're all suitable
for monster use. Talons are actually my favorite for
monster use since they're seriously adapted to
grasping soft flesh tightly (ugh) and tearing humans to
pieces. The hands of lizards are also great, as are
octopus tentacles, with their suckers and merciless
grasp. When adding animal parts to human form,
however, you have to decide: How much will make a
monster of the man, or a bit of a man out of a monster?
In other words, do you want your creature looking more
like a human or an animal? -

' MACHINEMAN

Machines can provide excellent inspiration for monster design. A
mingling of flesh with everyday household tools and gadgetry can be
frightening. Traditional horror movie props such as the chainsaw give
our creature that non-symmetrical edge. | could have just as well used
an outboard motor, circular saw, drill ax or any other instrument that
can cut or smash us humans to pieces. Just remember to mix the metal
with flesh anywhere you can. Sinew and tendons next to cables and
wires give most people the creeps. Then there’s the sharp metal spikes,
speaker-phone mouth, almond-shaped unblinking eyes, etc.
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 PUTYOUR
 HEADSTOGETHER

Here’s a closer look at head design. We have two

very different creatures—the zombie (Fm A),
with his shriveled, dehydrated look, and the thickly
featured brute (Figure B). By combining elements

of both we achieve a “zombrutie” (Figure C). This

is only one of many possible combinations, but you -
get the idea. .

‘4 i

_ step further and put a funhouse-mirror spin on it.
This is always a good approach for any monste

N2ks INSPIRATION

Now that we've established’ a look, let’s take it a

when you're looking for somethingnew.
Squash, stretch and twist o your heart’s content.
If the brow. is thick and protruding, smash it way
down over the eyes until the entire head is mashed
in. Or pull a protruding jaw way out and don’t spare
the teeth—separate them, crowd them, blunt them,
sharpen them, whatever. Pull the lips until they’re
hopelessly stretched out. Or fighten the
skin until it's ready to split and the eyes ¢
bulge to near popping. A fongue hanging ¥
out, an axin the head, one eye bugging
out are all simple touches, yet fun
and effective just the same.

PERSPIRATION

It doesn’t take much sometimes—charred flesh
and a zipper for a mouth, a bulbous head with a
strange gas mask. Inspiration can come from

_ just about anywhere. Sometimes you're lucky
and odd things just pop into your head. The big,
swollen head with the weird gas-mask face was
actually based on an elephant. The tusky fellow
came about because | asked my two daughters
what was scary. One said a big dog, the other
said a pig. | blended the two and added a bit of
human. Children already think clowns are

. scary, so | added an impossibly large, evil grin
and small, sharp, cannibal teeth. Children’s

. nightmares just got a bit spookier.

CREATE YOUR WORLD



FACETHEHORROR

Okay, let’s pull some of this together and fine-tune
_it. Start with the head, modeled after our
_ “zombrutie.” One eye is large and bloodshot, staring
out with evil intentions. | like fo put exfra baggage
around eyes like these, giving ‘em that weird,
never-sleeps look. The other eye is small and dead,
. probably made lifeless from some horrible wound, |
naw sewn up and scarred. The ears are rotting with
bits missing, the jaw misaligned with a serious
underbite. The lower lip hangs, almost flapping,
with a bit of drool (not too much). Warts and a
generally bad complexion cover the face. Yep,
definitely someone you'd like to bring home to meet
.. 1he"'f0“_(_.5- e e e

BODYEAG

The hody is based on one of our first amalgams. | elongated
the neck, with tendons and veins bulging from it. The smaller
_ arm is webbed at the forearm, tight and springy-looking, with
_a bony, nervous hand just waiting to grab someane, The big
~ ~— arm almost drags on the ground with a huge, clawed talon for
crushing, clawing and destroying. The clothes are dirty and in

tatters as if ripped by a hideous transformation. The torso is

hopelessly bent over the legs. _ : o
This guy’s just an ugly, ambulating mess, stumbling
through a foggy, old cemetery. | fried to imagine a monster
crushed and deformed by its own wickedness—chronically
uncomfortable, hating the living. Being evil will do that fo you,
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ALIENNATION

Nothing in this world is going to provide you with as much

freedom to be creative as drawing aliens, or “space
monsters.” Let's start by defining a few basic, standard alien
templates. This way, we'll have a springboard from which to
launch ourselves into drawing more interesting aliens.
Allen A: Basic humanoid. Easy to relate to, with
standard-issue arms, legs and head. Mix in a few animal
properties (note the hooves and horns), and he’s finished.
We've seen many of these types. L

PVEJUST
SEENAFACE

Now let's use what you know to
something better. First, take a look at Allen E—it's
not too far off the beaten path. Most of us create
the basic alien hy slightly altering the independent
features of your neighbor next door—adding more
cranium space, tweaking the ears, etc. This canbe
done in a thousand variations. .
Allens F and G These are derived from mixing

in some bug (fly for I, spider for ). These two
appear a bit comical, so we may want to scare them

up a bit in the next example. -

create

Alien B: Pretty common as well. Very 950s: a
humanoid evolved into a skinny, hairless guy with a
massive intellect. (Yawn.) : - :

Allen C: This alien is much more disturbing. Based upon
insects—which seem to frighten most people—large, scary
bug-aliens like this definitely earn their place on my cool list.

Alien D: A disgusting pile of puckering, fentacled, alien
freakishness. Now this is my idea of an alien! '

#..

J,

Y &
5

Z
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ARMOR -

Now we’ll apply texture and form
to these alien bodies. Using the
basic humanoid, let’s explore
some options.

Alien K: Big and Hard. Crusty

exoskeleton based on crabs. Good

for aliens hig or small, characterized

here by plates of armor with
random nodules. '
Allen L: Soft and Segmented.
I'm thinking caterpillars and
worms here..rubbery on the
outside, cream-filled on the
inside. Mmm! .
Alien M: Soft and Hard. This
was inspired by the obvious
contrast. An ultra-soft globular
body and head, held together by
hard appliances or clothing.
Spiky hair protrudes from soft
flesh. 1 like this idea. It's
definitely an alien we could take
pretty far. :

@ WIZARD BEST OF BASIC TRAINING

UGLYMUGS |

" Remember those fly and spider
- aliens from before? Let's mash

them together for Alien H.

- Now we're getting somewhere.
 Veryalien. e

 This technique of combining :

_ sources has always been very
helpful to me, which brings us

to Aliens I and J. Keeping with
the basic concept arrived at in
Allen H, | created new images.
In Allen I, | softened the face
by adding some “squidness”™

. tentacles with claws, elongated
 head, etc. Allen J gained

protruding eyes and polyps on

' the tentacles. Note how one
_idea breeds another, which

builds the ugliest dang family
_ tree an alien could hope for.



 THEALIENIST
Let’s take all we've looked at so far and push
it off the deep end. Start by borrowing the
craggy, lobster-esque limbs from Alien K,
the symmetrical worm-ness from Allen L,
and the soft, droopy flesh, hard appliances
-and stiff, spiky body hair from Allen M. As
far as posture goes, let’s make it anything
but human—check out the wacky ideas |
came up with for the alien on the right. The
end result? | went through several composi-
tions to arrive at it. The pbint is to keep
stretching your ideas until you hit upen the
right one. Mix and match your possibilities
until you feel it’s right.

A good hit of advice is fo keep a reference or idea file always growing.

- Whenever you find something that you like, put it on file. There is no need
to copy it, but to have something to look at when your brain is dry can

provide just the right spark. . : :

WHEN CREATING ALIENS, don’t be
afraid to embrace the weird—nothing’s too
goofy. Designing an alien can take a great
deal of patience, and you may routinely arrive
at things that not only are alien, but also
quite laughable. Don’i reject these ideas, but
use them as a challenge. It’s okay if your
aliens are a bit different. Isn’t that the whole
idea? An alien doesn’t have to be big to be
strong, long-legged to be fast, have eyes to
see, or mouths to speak. These aliens don’t
necessarily strike fear or wonder in our
hearts, but we could have a great deal of fun
with them. Besides, who’s to say the small
alien can’t leap tall buildings in a single
bound? That the middie alien isn’t a master
of telekinesis? That the last alien doesn’t
get all the fellas? Always be ready to mix,
match and distort various elements to
create your aliens. Bend the spine, elongate
the neck, put eyes on the fingertips, put the
stomach on the outside of the body! All of

this is going to look alien to me, let alone

e ¥ 95 Your grandmother! @

38 S .
L You can see Doug Mahnke's

frighteningly good pencils in the pages of
DC’s Batman and Major Bummer.
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'VEHICLES.....

] Y ou may think it's unfair that some superheroes can fly ' alove for the design and rendering of man-made objects. So 'm

while others can’t. But don’t feel bad, because the . here to teach you all about drawing vehicles. Whether it's the
flightless ones have something their soaring = Avengers’ Quinjet or just the necessary props of an average
counterparts don’t: cool rides! Just how cool depends on your : street scene, vehicles are everywhere. Grab your learner’s
ability to design and draw them. : permit and buckle up. You’re well on your way to getting your
In college, | majored in industrial design; this instilled inme ° artistic license. e

OH YEAH, THAT'S
THE STUFF/

- CARCARE HEY THERE, METAL
- R } FANS. EVER WONDER
Let’s start with a basic car—drawing one can be broken down info WHYé’é’ggg =2
four easy steps. First, I box in the general shape to determine the size,
proportion and view (Figure A). All we're trying to do at this stageis
rough out the shape and provide guidelines for the later stages. It’s
always a good idea to evaluate what you have at each step to make

sure it’s in line with your original vision before prqcegding_.

JUST ASK MY
BUDDY SEAN...

~ Second, | draw the major shapes of the car,
- referring carefully to the perspective guide-
lines to assure structure and symmefry_
_ {Figure B). Most cars—especially the |
~ sporty variety—are made entirely of curves,
_but you need to be aware of the straight
perspective lines that those curves came
_from in order to draw them convincingly.

| FIGURE B

MONEY TALKS

“If your goal is to be rich, go learn the stock
market. If your goal is to be adored, learn to
play guitar and be a rock star. Art punishes
you, and you have to love the punishment.”
~Darick Rabertson, Nightorawler

VEL, [RON MaH, AVENBERS ™ & @ 2007 MARVEL CHARACTERS, INC. ALL RIGHTS RESERNED.
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PICTUREPERFECT

Because cars are suah cemplex machmes, 1like tn use
reference material, especlaily if the car is featured fairly
prominently. Most of the time, the angle of the car you're
drawing won't match the shot of the car in your photn, soyou'll
havetoi lmpmwse A very useful skill to develop is the ability to
rotate the car in your mind and extrapolate any view you need.

Third, | continue to add more of the lines that
embellish the car and all of its parts and shapes
(Figure €). Always work from the general to the
specific; that is, make sure that the general form
of the headlight is in the right place and of the
right size and shape hefare adding any detail, like
shapes within or glass texture. At this stage, we
have a fmished Ilrte drawing.

. Fourth, | add the rendering (Figure B). This adds
weight and solidity to the drawing and provides realism,
. Onany given car, we are rendering painted metal, shiny
chrome, rransparent glass, etc. Observe how these
materials appear in real life, and stylize them to
: canvey the unique properties of each. Don't forget they
cast shadow on the ground! And since the windows
are transparem, you can usuailysee a silhouetie uf
the interior through the other windows. Notice how
the partial glare on the right suggests the presence of
' awindshield by obscuring the intermrsllhoueﬂe Ah,
. can’tyou pract_;cally smell that new-car smell?

It’s not as hard as you think; nearly all the mfm'matlon you need
is prowded in a good three-fourths view, The only side we don’t 1
seelis the back. Remember; the car is symmetrical, and fits within
- a basic perspective box. Just make sure that the car maintains
the same proportions and doesn’t become too lnng or too
compact as the wewmg angle changes,
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| The drawing above suffers from a lack

_ results in an amateurish drawing,

. of observed information. We all can
_ picture a car in our minds, but when
it comes down to drawing one, we can’t_
_ recall many specifics. This usually

GET?HEREFERENCE

“lcan’tstress enuugh how important reference 1s—-whether you use photographs,
magazmes, TV commerctals or even your own car sm'mg in the drlveway

Now this is more Ilke lt Tlus

drawing wasn't traced or copied, but
reference was used to understand the
specifics of the forms and inform the

rendering, which saystous, "Thls isa
shmv new ear

I'M LATE FOR
“THE OFFICE"!

WIZARD BEST OF BASIC TRAINING

_ This is not. To get this effect, be
_ observant. What makes a car !r.mk .
run-down? Employing a dlf_fer.ent_ 4
 rendering technique adds realism of
_adifferent variety. Remember,
.~ don’t draw every car wn-h a shnw»._
room shme .

SPEEDRACER

: Ynu n'lay have noticed a phennmenon ahout cars Ill comms :
They can all fly! This rarely happens in real life, but in cumms,
there’s no such thing as tire wear, because, unless parked, the
tires never touch the ground! The rule here is: Always draw

‘your car as if it's involved in a high-speed chase in San Francisco.

Disclaimer: Professional driver on a closed track. Do aot try this at home.




MAKINGITCOOL

Even more fun than drawing an ‘existing vehlcle is commg up military crafts, sports cars, anime, sci-fi movies and so an. A
with your own unigue design. Vehicles are getting sleeker as  word or fwo about design: I've drawn three distinctly different
hard lines give way to sé’xy curves, but this isn’t a hard and ‘ships here to show you what their desizn conveys. Your primary
fastrule. Some very cool vehicles—stealth fighters, Humvees ~ concern when designing a vehicle is to know what the shapes
and I.amborghinls—-aremure planarm nature. Expose yourself _ and details you choose to employ say about the vehicle’s
to as many snurces of coo] vehlcle deslgns as poss;ble 'purpnse After that, you can work on makmg lt look cool. _' :

HE CAN DRAW A
QUINVET, BUT HE
CAN'T GIVE ME ANY
FRIGGIN' ARMSP

‘ ._ﬂgure E What mfnrmatlon are we geﬂmg from Thls Avengers
Quinjet? We know thatit is near- fumre technology because of
the recognizable parts derived from current aircraft, such as
‘the wings, windshield, air intakes, gun ports, etc. We get an
indication of its size (about as big as a bus) because of the
overall simplistic shape and scale of its recogmzahle parts

Notice the wear and tear on its surface. This says ﬂuat ﬂus
shlp is “real” and has heen in use for a whtle

o l-'lgllre F. What mformaﬂou can we derlve from the design
and drawing of this ship? Notice the upward viewing angle and
the extreme perspective. That, along with the complexity and
rectilinear forms, tells us this thing is huge (about the size of
a skyscraper or bigger). The angular design alse mdmates.
far—fumm, but mammade, technnlugy

.ﬂgure G. The bizarre, organic forms of this \rehlcie, along with
the fotal lack of recognizable, man-made technology, telf us that
this shlp is completely alien in nature. It also has an otherworldly
- sheen to it. Even with its bizarre, alien design, it's still pusssb[e to
give some indication of i its size. The proportions of its parts tell
us fhaf it’s prohably between the sizes of the two previous ships.

THAT’'S A GENERAL LOOK at a fairly complex lesson. If your results leave a lot to be desired, have patience. The
key here is practice, and tons of it—which, if you're like me, you won’t mind doing one bit. The best way to become good
at drawing vehicles is to love drawing them. Once you master the art of transportation design and drawing, your heroes
will be cruisin’ in style, whether on land, sea, air or even space.
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THE BEST
LIMITED EDITION BOOKS

~ are from the editors of WIZARD: The Magazine
of Comics, Entertainment and Pop Culture!

i

COLLECTS THE WORKS OF & COMIC AT MASTER

FICHAEL TURNER

i g

s

MILLENNIUM EDITIO

" RACTE
CrdREATIC

INTROD

- CHARACTER CREATION -
-STORYTELLING
- ADVANCED TECHNIQUES
ON SALE NOW!

i g
EEIAL FURLICATION

WIZARD MILLENNIUM EDITIONS
present the ultimate collections
on the careers of the greatest artists
in comics today.

JIMLEE « ALEX ROSS + MICHAEL TURNER

TWISTED TOYFARE THEATRE
- VOLUMES |-8 ON SALE NOW!

All of these books are available at your local comic book store.
To find a store near you, call the comic shop locator service at .
1-888-COMIC-BOOK or visit WIZARWORLD.COM to order online. .

- Wizard Entertainment. Al characters and artwork shawnin Twisted JoyFare Theatre are trademarked and © their respective owners. Batman ™ & . 2007 OE Comics, Inc. All rights Reserved.
MARVEL. Spider-Man. Welverine ™ & = 2007 Marvel Characters. oc. Allrights reserved. www.marvel com.



BECAUSE YOU DEMANDED IT!

Collecting 15 years of the award-winning art lessons from the pages of

WIZARD: THE COMICS MAGAZINE!

Take your art to the next level with
these essential penciling topics:
THE BASICS Start with stick

figures and advance to fully
fleshed forms!

ANATOMY Sharpen your skills of
dynamic figure drawing and
musculature!

CHARACTERS Define the /
unique look of your !
characters and design
vibrant costumes!

ARCHETYPES
Build your characters
from the ground up, /
with in-depth
tutorials!

PAGE DESIGN
Learn how to lay
out the perfect page!

CREATE YOUR
WORLD Master the
many facets of setting,
including lessons on animals,

monsters, vehicles and more!

* FACE VALUE Eyes, nose, mouth and hair tips from the best
artists in the biz!

* ACTION REACTION Share in the secrets of body language,
dynamic foreshortening and fluid movement!

* BREAKING IN Combine everything you’ve practiced into one
professional drawing!

. WIZARD’S ULTIMATE RESOURCE FOR
“ASPIRING COMIC BOOK CREATORS

780979256
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