


“Only Scoft McCloud could have erganized his thoughis on comics like this, Scoft’s talent a
Only Scott McCloud could h ganized his thoughts on comics like this, Scoft’s talent
a cartoonist not anly makes him intimate to insights no cutsider can see but also giv

d e

the power to show it fo the world. Will it be controversial? Does it live up to the promise of
Understanding Comicse Happily, the answer to both guestions is yes!” —Jett Smith

Learn How fo ... ¢ Praise for Understanding Comics
+ by Scott McCloud
* Choose the right moments to clarify i

and strengthen your stories. . “If you read, write, teach or draw comics; if

* Frame actions and guide your readers’ ~ you want to; or if you simply want to watch
eyes through each comics page. ' a master explainer at work, you must read

* Choose words and pictures that " this book.” —Neil Gaiman
communicate together. : |

* Create varied and compelling i “Understanding Comics is a must-read for
new characters. . any true connoisseur of comics.”

* Master body language and facial i —Jim Lee
expressions. ;

s Create rich, believable worlds for “Quite simply the best analysis of the me-
your readers to explore. " dium that | have ever encountered. Highly

* Pick the tools that are right for you. " recommended.” —Alan Moore

* Navigate the vast world of comics '
styles and genres. '
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and Reinventing Comics. His bocks are available in sixteen
languages. Sin City creator Frank Miller called 7 f"’"ﬁ :

him “just about the smartest guy
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Pre -

Visit any big bockstore ond yeu'll find tons of how-to-draw books on
the shelves aimed at comics artists. Flip through them and you'll see
step-by-sten instructions on drawing manga schoaolgir ouffits, superhero
muscles and strip gags. These are the books That tell you what they all
assume you want to know—how to drow like your favorite artists—and
they're pretty good at it, But there's something they're not telling you. In
fact. there's a whole book's worth of secrets they're leaving out.

if you've ever felt there must be somefhing mare to making comics
than just copying drawing styles, then this is the book for you.

in these pages. I've done my besf to cover the storytelling secrets |
don't see any other books talking about, the ideas every comics artist
needs fo tackle before they even pick up a pen, including:

* Choosing the right moments o make into panels—whnat fo
include, what to leave out.

= Framing actions and guiding the reader's eyes.

= Choosing words and Images that communicate together,

» Creating vared and compeiling characters with inner lives
and unforgeticble appearances,

= Maostering body language ond facial expressions.

= Creating rich, believable worlds for your readers 1o explore,

» Picking the tools that are right for you, and understanding
how those tools evolved.

* Navigating the vast world of comics styvles and genres.

The comics industry is changing fast. Old formats die and new ones
are born. Whole industries come and go. But these sforytelling principles
atways apply. They mattered fifty vears ago and they'll matier fifty years
from now.

Whether you want to draw graphic novels, superheroes, manga-style,
cormnic stips or webcomics, you're going o be putting one picture affer

anather to tell a stony,

Here's how,

C

Scott McCloud
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INTRODUCTION

DO YOU WANT TO MAKE THE KIND
THAT READERS REMEMBER?T

S0, You
WANT TO MAKE
COMICS?

THE
EINDS OF STORIES
THEY'LL KEEP THINKING
ABOUT FOR HOURS OR
EVEN Days AFTER
THEY'VE READ
THEM?

DO YOU WANT TO POPULATED BY
CREATE COMICS THAT
PULL READERS INTO
THE WCORLD OF THE

STORY?

CHARACTERS S0 wiNVID
THEY SEEM a5 REAL
&S THE READER'S OWN
FRIENDS aND FamMiLy?

& READING
EXPERIENCE 50 SEAMLESS
THAT IT DOESM'T FEEL LIKE
READING AT ALL BUT LIKE
BEING THERE?

T IL
1 |

AND THAT'S
WHY I CREATED THIS BOOK.
BECAUSE IF I CAM TEACH AMYOME ELSE
TO MAKE GREAT COMICS ==

- MAYBE
I CAN TEACH

MYSELF a3
WELL.




s TWENTY YEARS
OM THE JOB, IVE LEARNED EMOUGH ABOUT
comics To FILL TWO BOOKS, VARIOUS
ARTICLES AND A FEW THOUSAND HOURS OF
TALKEING TO AMNYONE WHO'D LISTEN.

HE LGOS
THINMER 4

SOME CHALLENGES,
LIKE IMPROVING MY FIGURE DRAWING,
CAN OHLY BE MET BY HARD WORK,
OBSERVATION AND S5TUDY.

BUT MY QWM cOoMICS STORIES
HA&VE NEVER BEEN AS G000 AS I ENOW
THEY COULD BE.

I'™ SURE
I CAN DO A
BETTER JOB AND
I'M DETERMINED TO
LEazN HOW.

AND
FORTUNATELY.
THERE ARE PLENTY OF
00D TEACHERS OUT
THERE FOR THAT 50RT
OF THING.

THERE'S MUCH
MORE TO MAKING
GREAT COMICS THAN
DRAWING AND WRITING
SKEILLS.

I ™
[

comIcs 1S & SECRET LANGUAGE ALL ITS OWN,
AND MASTERING IT POSES CHALLENGES UNLIEE
ANY FACED BY PROSE WRITERS, ILLUSTRATORS OR
ANY OTHER CREATIVE PROFESSIONALS.

== MOST
OF THAT
TERRITORY HAS

UNFORTUNATELY,
APART FROM & FEW
GREAT BOOKS ON

THE SUBJECT™ --

REMAINED
UNEXPLORED...
UNTIL NOW.

£
1
\C 4
G By
A0 QH,S_!'F ‘I
| Seovewmiy
T @ S
=1 ~ _":—I'-:;ﬂ,;_,._i__‘.

* SEE B8LIOERARHY



1

S0, FOR YOUR
SAKE AND MINE, I'VE GONE
“BACK TO THE DRAWING BOARD™ OMCE
MORE AND COLLECTED EVERYTHING |
EMOW ABOUT THE ART OF TELLING
STORIES WITH PICTURES ==

== THEN
FIGURED OUT WHAT I
DIDN'T kMOow, FILLED 1M
THOSE tABS AND BPUT IT
ALL TOEETHER,

A

-~ FRAMED --

THESE ARE THE
BEDROCK PRINCIFLES OF COMICS
STORYTELLING...

COMCEPTS
THAT &0 FaR DEEFER
THAN THE USUAL
HOW-TO BODKS,

THE PRIMNCIPLES OF CLARITY anD
COMMUNICATION. FOR ExAMPLE,
AWND HOow THEY &OWERN THE wiays

CUR STORIES ARE PACED --

HOW THE
READER'S EvE IS GUIDED
FROM PANEL TO PANEL, AND HOW THE
READER'S MIND |5 PERSUABRED TO

CARE ABOUT WHAT IT SEES.




HOW ARTISTS CONNECT WITH
READERS ON & HUMAN LEVEL THROUGH
CHARACTER DESIGN --

EAE FreERS ! =
i THiE TR R
H:.‘.{_\_h'.. I\_‘f _,"'l Y ha
P 'i""\-\.—|l1:"- S L =
¥ | ____,_o-';l‘ Ii-'\, ':g’
P Y
iy il | 1 '))‘ FNRE BATTERT
ill-..:‘- I | oA el

L F
|"“w_.-"

-- FACIAL
EXPRESSIONS --

== AND BODY
LAMNGUAGE.

HOW WHOLE WORLDS

ARE CONSTRUCTED O

THE PAGE == AND IN THE
READER'S IMAGIMATION.

.-ﬁ‘;lllnuu.m _:q
Traelell

SRR RN TSN L S T R T T R o o
o 1":\ FEALLTAA] lj TTTT7 Jrl. -lr T "'I.I'r-. r__n'.-.r_.'_-...':,l".-'-' PR 'ﬁf‘é""%"—
e
How Z
WORDS ANMD PICTURES ke
canN COMBINE TO CREATE
EFFECTS THAT NEITHER COULD s o

CREATE SEPARATELY.

I THE 2

WHY PECPLE CHOOSE THE TOOQLS THEY DO TO
CREATE THESE STORIES,

AND WHY THEY
CHOOSE ONE KIND
OF STORY OVER

ANOTHER. _




WHETHER
YOU'RE DRAWN TO
COMIC STRIPS,
COMIC BOOKS
orR GRAPHIC
NOVELS..
WHETHER You
LikE JAPANESE, |
EUROPEAN, NORTH
AMERICAN oR ANy
OTHER REGIONAL
STYLES.. WHETHER
YOU WORK I8
PRINT, ONLINE
oR BOTH --

== THESE
ARE THE
ISSUES
YOU'LL HaWE
T FACE.

THERE ARE MO LIMITS To wHAT you
CAN FILL THAT BLANK PAGE WiTH == ONCE

YOU UNDERSTANT THE PRINCIPLES THAT ALL
COMICS STORYTELLING 1S BUILT upos.

PAREL OWED ART BY LYNA JONSTON, DEviR MAZIUCCHELLI, 5
ART SPHEGELMAN, RUMIKD TAKAHASHI, DAND B, AND DEMAN 5
(SEE ART CRETNTS., PAGE 2581

I WON'T
TELL YOU THE “RIGHT™ wiay TO
WRITE OR DRAW BECAUSE THERE™S
NO SUCH THING.

Ay
STYLE. anny
APDROACH, ANY
TOOL, CaM WORK 1N
COMICS IF IT'S RIGHT

For YOU.

BUT, YOUR CHOICES NARROW WHEN YOU WANT
YOUR COMICS TO PROVIDE A SPECIFIC REACTION in
READERS. THAT'S WHEN CERTAIN METHODS MISHT
DO THE JOB FOR YO —

== AND OTHERS

= N SHORT:

]
)

= THERE ARENO | |/
S8 RULES. |




AND
HERE THEY
ARE.







Chapter One

Writing with Pictures

Clarity, Persuasion and Intensity

FOR

AS LOMG AS
PECPLE HAVE BEEN
TELLING STORIES TS
OME ANOTHER,

STORYTELLERS LIKE yOU
AND ME HAVE WANTED

TWO THINGS FROM
OUR AUDIENCES.

1|

WE WaNT THEM TO
UNDERSTAND WHAT WE HavE
TO TELL THEM ——

L
o
W -

‘i' Lo .:l'l | -1

I
=SSR
) =
Rk S IF
{t ll'=|ll:. I"\.-'- W, ._‘-\\ \l i

== AND WE WANT THEM TO
CARE ENOUSH TO STICK ARDUND
TIL WE'RE DOMNE,




TO
BCHIEVE THAT FIRST GOAL,
YOU'LL MEED TO LEARM THE

PRINCIPLES OF COMMUNICATING

WITH CLARITY ==

IF THE
STCORY you
HAVE IN MIND 1S
COMPELLING.,
IM AND OF | TSELF,
THEM TELLING IT
STRAIGHT wWiTH A
MaXIMUM OF
| CLARITY MAY BE THE

=l DMLY PERSUASION
YOUR ALDIENCE
WILL MEED.

APOLOGIES TO C, SCHULE.

== AND TO ACHIEVE THE SECOND &0AL,

YOU'LL MEED TC LEARM WHICH ELEMENTS OF A

work can PERSUADE YoUR AUDIENCE TO
STAY WITH Yo,

T e e e T L

PERHARS WITH WORDS --

1N COMICS. THAT STORY WILL NEED TO TAKE
THE FORM OF IMAGES IN SEQUENCE,

i

Ly
ST AL |
T ST B |
. s

-- 50 LET’S START 8Y
EXAMINING HOW THAT
COMNVERSION |5 DONE
wHEN CLARITY AND
COMMUNICATION
ARE THE PRIMARY
GOALS.

COMICS REGUIRES
US TO MAKE A CONSTAMT STREAM OF
CHOQICES RESARDING IMAGERY, PACING,
DIALOGUE, COMPOSITION, GESTURE AND
A TON OF OTHER OFPTIONS ==

-- AND THESE
CHOES BREAK
powH INTS FIVE
BASIC TYPES.




CHOICE OF MOMENT

DECIDING
WHICH
MOMENTS
Te INCLUDE
Pl IN A COMICS
STORY AND
wWHICH TO
LEAVE
OuT.

CHOICE OF FRAME

CHOOSING
THE RIGHT DISTANCE AND ANGLE
TO VIEW THOSE MOMENTS -—-

== AND
WHERE TQ
TRIM
THEM.

CHOICE OF IMAGE

REMDERING THE
CHARACTERS, OBJECTS AND
ENVIRONMENTS IN THOSE
FramMES CLEARLY.

GUIDING READERS
THROUGH anD

PasE OR SCREEM.

BETWEEN PANELS ON A

10

THESE aRE
THE FIVE ARENAS WHERE YOUR
CHOICES CAM MAKE THE DIFFERENCE BETWEEN
CLEAR, CONVINCING STORYTELLING
AaND & CONFUSIMG MESS.

LW

§

Q CHOICE OF MOMENT

CHOICE OF FRAME

CHOICE OF IMAGE

7 [@ &[5




THESE EARLY CHOICES ARE )
CoMICS’ ROUGH PLANMING STAGE
WHERE A STORY'S EVENTS ARE FIRST
BROKEN DOWN INTO READABLE
EHUKES,

STARTING &T THE
TOP, LET'S TAKE A LOO¥ AT
EACH ONE AND HOW THEY FIT
TOGETHER.

*CHOICE OF MOMENT ==

Q}'
CHOICE OF FRAME M=

CHOICE OF IMAGE

5] 13] [

_@ CHOICE OF WORD

HNOTHING FANCY, JUST
A SKETCH,

SUPPOSE, FOR
EXAMELE, THAT youl
WANTED TO SHOW A MAN
WALKING...

THEN, LET'S Say
THE MAN FINDS &
KEY On THE SROUND,
PICKES [T UB, TAKES IT
WITH HiM AND COMES
To A DOOR.

UNLOCKS
THE DOOR AND THEN
A T DUNKO.. A
HUNGRY LION
JUMPS ouT!

HERE'S HOW &
SEGUENCE LIKE THAT
MIGHT TAKE SHAPE IN
COMICS FORM.
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TR ﬁ EVEN WITH ROUGH N i- ?

SEETCHES LIKE THESE, A CASLAL

READER SHOULD NOW BE ABLE TO

“READ™ THE ACTION CLEARLY. { "]

OuR
CHOICE OF
MOMENT -- THE
SELECTION PROCESS
THAT LED TO THESE EIGHT
PANELS == PLAYS AN
IMPORTANT ROLE IN
INSURING THAT
CLARITY.

THE MOST DIRECT,
EFFICIENT ROUTE TO
COMMUNICATING OUR

SIMPLE PLOT.

1
THE MOMENTS
CHOSEM IN THE ABOVE ANY NUMBER OF MOMENTS COULD HAVE BEEMN USED TO
SEQUENCE REPRESENT REFRESENT A MAN IS WalkiNG," BUT aALL WE REALLY NEEDED

N THIS CASE was OME. 50 THAT'S WHAT WaS5 CHOSEH.




EACH PAMEL FURTHERS THE “PLOT.™

REMOVE
ONE AND THE
MEANING 15
ALTERED.

A man s
walking."

- < “He finds a key
i on the ground.”

"He takes it
with him, then
he comes toa
locked door,”

> "He unlocks
the door.”

“Then a
hungry lion
jumps out."”

OR A KEY
FOUND ==

AND I
THIS CASE, EIEHT PaMELS
IS5 WHAT WE NEEDED TO &ET
THE JOB DONE,




CLARITY IS
YOUR SOLE
PURPOSE --

== YOUR STORY'S MOMENTS SHOULD
BE LIKE &4 DOT-TO-DOT PUZZLE.
REMOVE OME DOT AND YOU CHANGE
THE SHAPE ofF THE STORY.

Y
A
L= \3/,-32/ \2

ORI
THaT*S MOT THE CASE,
MAYRE THAT PARTICULAR
“DOT™ WASHN'T NEEDED IM
THE FIRST PLACE,

“HE FINDS A KEY ON THE GROUND™
BREAKS DOWN INTO THREE SUCH ACTIONS:
SEEING, REACHING DOWN AND
EXAMINING (LE., GIVING READERS A CLEAR
VIEW OF THE KEY ITSELF).

14

EACH PANEL
SHOWS & COMPLETE
ACTION, BECAUSE WE'RE
ADAPTING & PLOT THAT'S
AMCHORED EMTIRELY
IN scTIONS.

IF THE PLOT CALLED FOR THE mMAN TO “SLOWLY™
REACH DOWM, A CERTAIN NUMBER OF EXTRA “DOTS"
MIGHT HAVE BEEM NECESSARY TD SHOW THE FINDING

OF THE KEY ==
{kf
;ﬁé@

-=- BUT BECAUSE WE'RE ILLUSTRATING THE FACT OF
THESE ACTIONS, RATHER THaAN THEIR GIUALITY, onE
PaNEL PER ACTION SEEMS TO BE ENGUGH.




’ CONSIDER ‘
WHAT YOU WaNT

FROM EACH PaRT
OF YOUR STORY: DO
YOU WANT TO JumP

AHEAD TO A KEY
EVENT? Do vou
WANT TO PUT O THE

BRAKES AND FOLUS

. MOMENT TO MOMENT

A SINGLE ACTION PORTRAYED IN A SERIES
OF MOMENTS.

on SMALLER
MOMENTS? DO You
WANT TO DRAW
ATTENTION TO
CONVERSATIONS
AND FACES?

DEPENDING ON
YOUR ANSWERS,
YOU'LL FIND THAT

2. ACTION TO ACTION

A SINGLE SUBJIECT (PERSOM, OBJECT, ETC..2
IN A SERIES OF ACTIONS,

CERTAIN TYPES OF
TRAMSITIONS
BETWEENM PaMELS
MaY GET THE JOB
DONE BETTER
THAM OTHERS,

THESE
PAMEL TO PANEL

3. SUBJECT TO SUBJECT

A SERIES OF CHANGING SUBJECTS WITHIN A
SINE&LE SCEME.

TRANSITIONS

COME IN SIX

VARIETIES™. ‘J'{
INCLUDING:

—

4. SCENE TO SCENE

TRANSITIONS ACROSS SIGHNIFICANT
DISTANCES OF TIME AND/OR SPACE.

5. ASPECT TO ASPECT

TRANSITIONS FROM ONE ASFECT OF A PLACE,
IDEA OR MOOD TO ANOTHER.

6. NON SEQUITUR

A SERIES OF SEEMINGLY NOMSENSICAL,
UMRELATED IMAGES AND/OR WORDS.

© LEE WDERS TAMNDIMSE COMICS PaEES 7o-87 FOR IS
HORE INFORMATION ASOUT THE SIX TRAMSITIONS.




MOMENT TO MOMENT
TRANSITIONS, FOR EXAMPLE, ARE
USEFUL FOR SLOWING THE ACTION: DiOWN,
INCREASING SUSPENSE, CATCHING SMaLL
CHANGES AND CREATING MOWIE-LIKE
MOTION ON THE PAGE.

3 _."T—‘-'E’f iy
G i

SUBJECT
TO SUBJECT
TRANSITIONS ARE
EQUALLY EFFICIENT AT
MOVING THE STORY
FORWARLD ==

ACTION TO ACTION
TYPES ARE EMNOWN FOR THEIR
EFFICIENCY. THE CARTOOMIST ONLY
FICKS ONE MOMENT PER ACTION, 50 EACH
PANEL HELPS FURTHER THE PLOT AND
KEEP THE PACE BRISK.

-= WHILE
CHAMNGING ANGLES
TO DIRECT READER

ATTEMTION AS
NEEDED.*

YOURE
JUST 30
EASILY )
DISTRACTED. /'@y ®

IERE

|

PowT you LOVE HE
AT HORE , HAREN 7

Yo SEE
THAT CLOCK
Onl THE
waLL?

-

H™...] WELLY wHaT

ABOUT ir?
e

* ALTHOUGH THEY PRIMARALY RELATE TO CHOICE OF MOMENT, I‘E
TRAMSITIONS THREE AND FIVE ALSO TOUCH G6 THE LPPCOMIMNG
ToR GHOICE OF FRAME.



SCEMNE TO SCENE JuMPs
CAM HELP COMPRESS A STORY DOWHN
TO A MANAGEABLE LENGTH, WHILE STILL
ALLOWING FOR A RANGE OF TIME-SPANS AND
A BREADTH OF LOCATIONS. LOOK HARD AT
YOUR STORIES AND YOU MaY FIND You
CAN CUT A LOT OUT,

SOMETIMES
IT MY SUIT YOUR MARRATIVE TO
HAVE TIME STAND STILL AND LET
THE E¥E WANDER.

ASPECT TO ASPECT
TRANSITIONS DO JUST THAT, AND
THEYWE BEEN USED SUCCESSFULLY IN
JAPAN == AND RECENTLY, IN NORTH
AMERICA -- TO CREATE A STRONG
SENSE OF PLACE AND MOOD.

AND FiNALLY THE NON SEQUITUR,
WHICH, THOUGH [T MAY NOT DO ANYTHING
TO ADVBKNCE & STORY =-

== HAS
FLAYED & ROLE
N EXPERIMENTAL
COMICS, PROVIDING
THE OCCAasSOMAL
ROMSENSE GAG 1IN
OTHERWISE
RATION AL
STORIES.




IF ¥YOU HAVE A STORY THAT'S WERY PLOT-DRIVEN.
YOU MY FIND THAT & LOT OF ACTION TO ACTION
TRANSITIONS WiTH A FEW SUBJECT TO SUBJECTS
AND SCEME TO SCEMES ARE ALL YOU NEED.

THESE TEMND
TO CLARIFY THE FACTS oF &
SCENE: WHD DOES WHAT, WHERE
IT'S DOME, HOW IT°S DONE
AND SO FORTH.

2. ACTION

3. SUBJECT 2. ACTION

TRANSITIONS OME AND FIVE. On
THE OTHER HAND, HELP CLARIFY THE

MNATURE OF AN ACTION, IDEA OR MOOD, AND
WORE WELL IN MORE NUANCED OR
EMCTIONALLY-DRIVEN STORES.

| =
| |{&>

l. MOMENT TO MOMENT

J__..—_.______.-"J/t} N

5. ASPECT TO ASPECT

s

X

CHOOSING THE
RIGHT MOMENT
IS OlY THE

ONCE YOU™WE PICKED
THE RIGHT MOMENTS
FOR THE JOB. YOU'LL
NEED TO SHOW YOUR
READERS WHERE THAT
MOMENT'S FOCUS
LIES.

18

WHATEVER YOUR
CHOICE OF MOMENT, THOWGH, CLARITY
MEANS LETTING THESE TECHMIGUES OPERATE
GUIETLY IN THE BACKGROUND AND LETTING
THE CONTENT OF THE WORK SPEAK
FOR ITSELF.

i

AND THAT'S WHEN PICEING
THE RiGHT VIEW oF THaT
MOMENT CAN BE CRUCIAL.

A\
\"‘.

IR




CHOICE OF FRAME
15 THE 5TAGE WHERE YOU DECIDE
How CLOSELY TO FRAME AN
ACTION TO SHOW ALL THE
PERTINENT DETAILS --

PULL BACK TO LET

-=OR HOW FAR TO

THE READER KNOW
WHERE AN ACTION 15

Tak M PLACE —

£ L - AND MAYBE

GIVE A SENSE OF
BEING THERE
I THE PROCESS.

IT'S
THE 5TAGE
4 WHERE ¥oU
DECIDE HOW
COMPOSITIOMAL
( FACTORS LIKE
\ CROPPING,
| BALANCE anD
TILT AFFECT
YOUR READERS’
M IMPRESSIONS OF
M YOUR WORLD -~

L

P

THEIR SENSE CF POSITION
WITHIN THAT wWoRrRLD.

19




THE CHOICE OF MOMENT FOR OUR TWO OUT OF THE EIGHT PANELS FEATURED

CRIGINAL EXAMPLE WaAS PRETTY SIMPLE CLOSE=UPS TC SHOW A FEW IMPORTANT
EIUST STRAIGHT ACTION TO ACTION] == DETAILS ==
== AND THE CHOICE |’ 5T
OF FRAME FOR THOSE F&,

2
PANELS WAS TOO. @(ﬁa 'ﬂ_
| = =]

I ] .:: _' & s A, 0 1] |"r =
FER smabll Bx Bk 17 eSS ERYS

! Y 4
l'L | ) - -- BUT OTHERWISE, THE ACTION WAS SHOWN
._--E_ \ — —_— FROM A FIXED MIDDLE DISTANCE AND FIXED
- ! - v VIEWING ANGLE.
i Y

-= THE READER 1S ENCOURAGED TO FOCUS ON
WHAT DOES cHANGE, SUCH AS THE POSITION
axD ATTITUDE OF THE CHARACTER, A% WELL
AS HIS UNCHANS NG FORWARD STANCE -~

OUR TALE COULD
HeE BEEN SHOT FROM MANY ANGLES AND
DISTANCES, BUT BY OFFERING A VIEW OF THE
ACTION THAT BARELY CHANGES -

-~ |NSTEAD OF BEING DISTRACTED &Y NEEDLESSLY
VARYING SHOTS, IBRELEVANT TO THE MARRATHE.

READERS

LIKE CHANGE AND WVARIETY, 50
IT'S TEMPTING TO VARY ANGLES A LOT.
JUST MAKE SURE THAT THE CHANGES
i YOUR ARTWORK --

-= AREN'T
CHETRACTING
READERDS FROM
MORE IMPORTANT
CHAMNGES TAKIMNG
PLALCE IN YOUR

STORY.




WHY 00 T HAYE T2
GET MAULED BY Tnd
HUNGBRY Lion 27

— —

o™ TIRED
OF BEIMG &

TS O = ARy
CHARACTER,

BECAUSE
s FUNNY!

THAT SAID, SOME SCEMES
REGUIRE FREQUENT CHANGES oF
ERAME, SUCH AS THE FLIP-FLOBPING ANGLES
OF SUBJECT TO SUBJECT TRANSITIONS USED
. TO CAPTURE THE RHYTHM OF TWO PECPLE
i CONVERSATION,

—

BUT, LOOK AT YO MEAN I HEY, AT LEAST 10U
ALL THE PAMNELS HAVE TO KEEP Eﬁr TO APPEAR
YOUNE BEEM 1M! poFE TRIS AT AEAN. THIS 15 MY

LAST PANEL fl_'iE."lL'

THERE'S MO
MEED TO KEERP
EVERY PANEL AT
EYE LEVEL.

== WHILE
SETTING ABOVE == ARKD A SENSE
[ B SCEME CAN &IVE OF "RISING

| READERS ACCESS TO A
WEALTH OF INFO ABOUT
A SETTING --

“WORM'S
EYE™ VIEW
CAN GIVE
WEIGHT AND
GRANDEUR TO
OBJECTS --

ABOVE IT ALLY
EMOTIONALLY AS




COMNCEPTS LiKE

A MAN 1S WALKING™ DON'T REGUIRE
PULLIMNG BACK THE FRAME MUCH, BUT IF yoOU
WANT YOUR READERS TO EHOW WHERE
THAT MM 1S WaALKiNG --

== YOU MAY WANT TO
INVEST SOME SPACE IN A
WIDER VIEW.

READERS
NEED THAT
INFORMAT oM
ESPECIALLY WHEN
MONVING FROM
SCENE TO
SCENE —

-~ HEMCE
THE TRADITION
OF THE
ESTABLISHING
SHOT: & Bis

LONG-SHOT PAMEL
OR TWO AT THE
BEGIMNMING OF EACH

MEW SCENE, USUALLY
FOLLOWED BY SOME

MIDDLE GROUND AND
CLOSE-LUF PAMELS

OF INDIVIDUAL

CHARACTERS.

IF I HURRY, T CAN MAKE IT THERE
BY SUNDOWN. ;
WETTTTTITE AT




O THE
OTHER HAND,
BECAUSE
READERS WANT
AND EXPECT
THAT SENSE OF
PLACE, & CLEVER
STORYTELLER CAN
CHOOSE TO DELAY
THE ESTABLISHING
FHOT TO INCREASE

SUSPENSE -

-- 0OR
TO MIRROR THE
THOUGHTS OF A
CHARACTER WHO'S
TEMPORARILY
UNAWARE
OF HI5 OR HER
SURROUNDINGS,

7 Vil 23 / x’%

7

DRAWING DETAILED ESTABLISHING SHOTS CAN BE HARD WORK BUT
THEY'RE WORTH THE EFFORT IF, BY DOING SO, YOU CAN CREATE A STRONG
SENSE OF PLACE IN THE IMAGINATIONS OF YOUR READERS.

LOOK FOR
MORE ON THIS TOPIC
N CHAPTER
FOUR.




r——

CHOOSING HowW To FRAME
MOMENTS (N COMICS 15 LIKE cHOOSING CAMERA
ANGLES IN PHOTDGRAPHY AND FILM,

e |

THERE ARE
DIFFERENCES --

THE ROLE THAT
SIZE. SHAPE
AND POSITION
HBWE ON COMICS

~~SUCH AS

PAMELS -~

= BUT TO THINK OF
THAT FRAME A5
THE READER'S
CAMERA 15 A
LUSEFUL METAPHOR.

¢ AT LI AT R A A e,

READERS WiLL
ASSIGH IMPORTANMCE

TO EHARACTERS AND
ORJECTS PLACED IM
THE CENTER --

THIS 15 THE DEVICE BY WHICH YOU CAM
&RAR THE READER BY THE SHOULDER,
GUIDE THEM TO THE RIGHT SPOT --

== AND TELL
THEM “YOU ARE
HERE.."™

A WL L] s

NOT
THAT HE'S
SUGGESTING

ANYTHING!

YOU CAN'T KILL ALL )
OF US, FRANK.

== AMD SOME COMICS
ARTISTS CBLIGE BY

PUTTING THEIR MCST
IMPORTANT SUBJECTS

THERE.




BUT THAT CENTER CAN ALSO POINT
US TOWARD LESS TANGIBLE IDEAS, SUCH AS
THE MOTION oF AN OBJECT -~

— & DISTANMCE aBouT To BE CROSSED --

P

R, o ~
b

-- OR THE UNSEEN OBJECT OF A CHARACTER'S
ATTENTION.

PapEL OHE: ART BY CHARLES SCHULZ, PAMNEL FOUR: ART
BY JAIME RERHANDER (SEE ART CREDITS, PasE 2580

-- A MYSTERIOUS ABSENCE --

8.5
¢ Dd BEa Nnﬂnl?_p_ o
[ :

Fé Gy Hw Li JJ‘Fk LI M

P i

LiLy?

.'_.A
bl

n

-= & DISTAMCE CROSSED ALREADY —

o

THOSE ARE
JUST & FEW
OF THE REASONS
THAT AN ARTIST
MISHT CHOOSE A
SEEMINGLY
OFF=CENTER
COMPOSITION,
WE'LL
COMSIDER
OTHERS
LATER.




o

pramm

AFTER aLL
THAT PLANNING,
CHOOQSING,; ARRANGING
AND SKETCHING THINGS OUT,
HERE™S THE PaRT OF THE PROCESS
WHERE YOU GET TO PICK UP YOUR
PEN, BRUSH OR DIGITAL STYLUS
anD FiNaLLy DRAW

SOMETHING!

Ty

MEXT UP IS YOUR
CHOICE OF IMAGE:
CREATIMNG PICTURES TO FILL
THOSE FRAMES aND BRING THE
WORLD OF ¥OUR STORY TO
LiFeE VISUALLY.

| CHOLCE OF IMAGE
Wl CHOILE OF WORD

i CHRICE OQF FLOW

NO MATTER WHAT STYLE OF IMAGE YOU CHOOSE, YOUR PICTURES' FIRST AND MOST IMBPORTANT
JOB 1S TD comMmMuNICATE QUICKLY, CLEARLY anD COMPELLINGLY WiITH THE READER.

e

| e
V2
e




Ty CON'T JUST RELY

~1 ownsTock GENERIC
FEATURES; A DRESS:
A CAR, A SMILE...

Can yOuU DRaW & MOPED CLEARLY ENCUGH THAT
READERS CAN TELL THEY'RE NOT LOOKING AT A
MOTORCYCLE OR A BICYCLET

READY TO GET

SPECIFIC.

e

CAN YOU DRAW AN CAN YOU DRAW A CAN YOU DRAW A PICTURE OF MARK
EXPRESSION OF MOCK SCORPION THAT'S - TWAIN THAT DOESN'T WIND UF LOOKING
DISAPPROVAL THaT CLEARLY ABOUT TO  _ LikE ALBERT EINSTEIN?

WONT BE MISTAKEN STRIKE? - - 3

FOR THE REAL :

THING? S W

YOUR BICTURES CAN STILL INCORPORATE A WEALTH OF REAL LIFE DETAILS.

ﬁ:ﬁiﬁﬂ You
f TO DRaw a CLOCK, &

| WATER BOTTLE OR &
| SHOE IN JUST A FEW
| LINES, HoW SPECIFIC
COULD YOU GETT

,--“‘E;;NHEN WORKEING 4 A MIMNIMAL STYLE LIKE STICE FIGURE MASTER MATT F"EMD

2-?- PRMEL Sixs ART 3Y MATT FEAZELL FSEE ART CREDITS, PASE 2587



CHOICE
OF IMAGE I5
FROM LIFE
EVEN MORE

TRADITIONAL
HOW-TO-DRAW
BOOKS CAN BE
HELPFUL ==

P

CLASSIC DRAWING SKILLS

LIEE ANATOMY anD PERSPECTIVE
CAM HELP YOU TO RENDER THE FORMS IN
YOUR WORLD CONVINCINGLY ==

== BUT IN COMICS,
THOSE CHARACTERS
AND OBJECTS CAN BE
FAR MORE THAN JUST
PRETTY PICTURES.

HOW You DRAW THE INTERIOR OF AN
APARTMENT, FOR EXAMPLE, CAN TELL YOUR READERS A LOT
AROUT THE CHARACTER WHO LIVES 1IN IT,

*

=
=
—a

FAMEL FOUR: ART @Y JASOM LUTES 28
(3EE ART CREDITS, PAGE 258),




THE STANMCES AnND EXPRESSIONS OF CHARACTERS —- EVEN WHEN
— SLENT AND IN THE BACKSROUND -- CAN &VE READERS A WEALTH OF

A MIMOR DETAIL 1M
THE ART can
FORESHADOW MAJIOR
DEVELOPMENTS IN &

INFORMATION ABOUT THEIR EMOTIONS anD ATTITUDES.

SHE ¢
..1‘ “ _,

\ \QW 'Il—l R
_ | _ \| [ 5- “| '
N <=t W @& , '

STORY.

|
*""\1 o

aN ABSTRACT, EXPRESSIONISTIC oR
SYMBOLIC iMaASE CAN STRENGTHEN THE
RECOUNTING OF AN INTEMSELY FELT EMOTION,

AN EXTREME STYLISTIC CHOICE CAMN INVEST EVERY
MOMENT OF A STORY WITH AN OVERRIDING MOQOD.

PE= fo BURY My Mmamorigs.

THE ULTIMATE TEST OF
CLARITY I COMICS
ARTWORK 15 IN HOW
WELL IT DELIWERS ON
THE BASIC INTENT
OF EACH PANEL.

YOU MIGHT ALREADY BE ABLE
TS DRAW LIKE MICHELAMSGELD, BUT IFIT

DOESN'T COMMUNICATE, IT'LL JUST
DIE ON THE PAGE -

-— WHILE &
CRUDER BUT MORE
COMMUMICATIVE STYLE
WILL WIN FANS BY THE
HUNDREDS OF
THOUSANDS.

PaMEL THREE: aRT BY CRAK THOMPSON, PAREL FOUR: ART BY 40 cHE 2:?'
AMDERSON AND FRANS MILLER (SEE ART CREDITS, FAGE 2580,

GUESTION
HUMBEBER OMNE:
WILL READERS

GET THE

MESSAGE?




Wi AR RS AR

OF MOMENT
_OF FRAME

THE NEXT ASPECT
OF CLARITY IN coMics
STORYTELLING IS YOUR

LEVEL CF

POWERFUL ALLY I THE STRUSGLE
TO COMMUNICATE,

—

=

THEY BRING
WITH THEM AN
UNPARALLELED

THERE'S NG
IMAGE SO VAGUE
THAT WORDS Can™T
LOCK IT INTO & DESIRED

SPECIFICITY. MEANING.

“On the bright ' AND SOME '

side, I got my SPECIFIC CONCEPTS
caffeine. On the AND NAMES CAN
not-so-bright ONLY BE CLEARLY
side, we got EXPRESSED THROUSH
mugged on the WORDS.

way home.” .

oH HEY. LOOK! 175 KELLY DONOVARN. TWIN BROTHER OF THE GUY WHO
PLaveD XANDER ox BUFFY THE VAMPIRE SLAYER, PLUS HUMPHREY
BOGART WELRING A FREDDIE MERCURY MASK AND A ROBOT DUPLICATE
OF FORMER U.N. SECRETARY-GENERAL BOUTROS BOUTROS-GHALI!

TRY DOING

THAT
WITH JUST
PICTURES!

IN A COUPLE OF

Mo

I

SFECIAL THANKS T RELLY DhONOnAs
{SEE ART CREDITS. PAGE 2581




TEN YEARS LATER.... | | MEANWHILE... s

WORDS CAM BE USED ey You
To COMPRESS & STORY, : 1S THAT ‘:“m W@\ BET!
SUMMING UP VAST CHANGES IN \] ALL?? (&= | A{mi > ;
A SINGLE CAPTION AS SEEN IN R o {.ﬂ : : AR 1
SCEME-TO=-SCENE ' _ e ! iy
TRANSITIONS. R ?Edﬂ L | ,_._r'ET‘J: : 7 {oa
\ o] -
' I i i P o . o f——r
I,_E"’r* o Tl : 1 [ i ¥
e = Mg ¢

= A LONG TIME AGO, IN A | A LONE TIME LATER, AND
GALAXY FAR FAR AWAY | MUCH MUCH CLOSEA...

AND OF COURSE, WORDS TAKE CENTER STAGE wHEN Words alone
REPRODUCING THE FINE ART OF CONVERSATION.
have been
Wi, you know what they say, “The telling
bast things come to those who wiit, stories
e warktor oy, | @ clearly for I
T millennia.

1 They've done
just fine
without
pictures...

I e .. __..-E'.r_,-r"_.",."/ i f—ff?
BUT 4 COMICS, THE Z #

TWO HAVE TO WORK TOGETHER
SEAMLESSLY ENOUGH THAT READERS F
BARELY NOTICE WHEN SWITCHING
FROM ONE TO ANOTHER.

T HAVE A WHOLE CHAPTER ON THIS SUBJECT,
BUT FOR MOW, SUFFICE T TO SaY THAT THE SECRET
OF COMMUNICATIMNG CLEARLY WITH WORDS 15 JUST

TO LET WORDS DO WHAT WORDS DO BEST —

-= AND WHEHN A
PICTURE 15 THE
BETTER SCLUTION, TGO
LET THEM GET QUT
OF THE WAY.

OEsJEL TWiO: ART BY DEREX MIRK KM [SEE ART 3,
CREDATS, PasE 2580



BETWEEM PANELS, YOUR CHOICE OF
FINALLY, AFTER CHOOSING JUST FLOW WILL RELY ON THE UNWRITTEN
THE RIGHT MOMENTS. FRAMES, IMASES COMTRACT BETWEEN ARTISTS AND
AMND WORDS, ALL THAT'S LEFT 15 YOUR READERS WHICH S5TATES THAT BAMELS
CHOICE OF FLOW: How you GUIDE ARE READ LEFT=TO=RIGHT FIRST,

YOUR AUDIEMCE THROUGH yOUR WORE THEM UP=-TO-DOWMN* --
FROM BEGINNING TO END.
>
>
o
P
A 4
WITHIN > > >
THEM,
“ﬁ. E"

YA g A [y tiee Lol

e et oo et
i wiLL APELY TO & LOOKOUT FOR ANY PART OF THE

WORD BALLOONS. CREATIVE PROCESS THAT CAN HELP --
Of HINDER == THAT FLOW.

; e

{C} cHoICE OF MOMENT
4G cHolicE OF FRAME

& cHolcE OF 1MAGE i Wl

W) CHOICE OF WORD

[ cHoice oF(FLow ) A

* O RIFHT=TO=LEFT i SOME CULTURES, OF COURSE. 32



—

THE EASIEST Wway

TO AVOID PANEL-TO-PAMEL COMNFLISION IS
To ST KEEP IT SIMPLE, 8uUT IF YOu LIKE TO
Mix THINGS UP, KEEP A LOOK OUT FOR CERTAIM
IMHERENTLY CONFUSING ARRANGEMENTS
LIEE THIS ONE —

=

- N WHICH HABIT
WILL SEMD YOUR
READERS LEFT TO
RIGHT; LEaving
THE LOWER LEFT=
HaND PAMEL
UNREAD —

SURE, THERE ARE WAYS
To COMPEL READERS'
EYES TO MOVE N THE
RIGHT DIRECTION,

i JUST MAKE
SURE YOUR LayouT
15 SERVING YOUR
STORY --

== [NSTEAD OF
THE OTHER WaYy
Y, ARDUND --

O W W+
'--1r'-

— UNLESS, oF
COURSE. YOU WANT
TO 6O THE
EXPERIMENTAL
ROUTE, AS I
SOMETIMES DO,
BUT THAT'S A WHOLE
OTHER BOOK!

.

== AND PRODUCING
JUST EMOUGH
SPLIT-SECOND
CONFUSION TO YANK
READERS OUT OF
THE WORLD OF THE
STORY.

ANOTHER SOURLE OF
“WHICH COMES NEXT 7" CONFUSION OCCURS
WHEN PAMEL ARRANGEMENTS ARE OBSCURED
BY TOO MANY “FOURTH WALL™ BREAKS
AND BORDERLESS mMAGES.

THE COMPOSITIONS ank
MOTION M YOUR FRAMES CanN HELP GUIDE THE
READERS' EYES, BUT MAKE SURE THEY'RE BEING

&GUIDED IN THE RIGHT DIRECTION!




R A . T L]

P

How YourR CHOICE
OF FEAME cHaMNGES
FROM PANEL TO PANEL
CAN ALS0 AFFECT THE

READING FLOW.

BY ROTATING THE

TOO FAR BETWEEN

CONFUSION.

VIEWING ANGLE

PaMELS, CHARACTERS
CAM SEEM TO SWITCH
PLACES. CREATING

PE HAUNTED! | Ej

TS TRUES
THERES ma

CONSIDER SHOWING YOUR WORK-IN-PROGRESS
TQ & FRIEND TO CATCH SUCH MIX-UPS [N THE
ROUGH PLANNING STAGE -— AND N THE
FINISHED ART, OF COURSE.

DUDE, THIS &IRL"S
BREAST DOES NOT

THAT'S SUPPOSED
To B My DAD!

NGT aLL PICTURES
ARE CREATED EQUAL.
READERS FOCUS ON
AREAS OF CHANGE
AND RELEVBNCE TO
THE STORY--

-= WHILE BACKGROUND
DETAILS AND REFEATED
ELEMENTS JUST FADE
FROM VIEW AND ARE
IGNORED.

CHOICE OF FLOW 15 PARTIALLY ABOUT
CLEARING YOUR READERS' PATHS oF OBSTACLES
TO A SMOCTH READING EXFERIENCE.

THE SIEHTS ALONG
THAT PATH DRAW
THE READERS®

-

EGLALLY
IMPORTAMT
THOUGH, ISHOW |

EYES.

LOOKING aT
THE TABLE=-
CLOTH 1M THaT
LAST PaNEL?

DIDN'T
THIMNK S0,




YOUR READERS ARE
HUMANS, JusT
LIKE ¥0U AND ME, AND
WE alLL SORT
INFORMATION THE
SAME ey,

THERE'S HG wiay TO FORCE READERS TO TAKE A
SPECIFIC PATH. BuUT wWiTH EXPERIENCE, YOU CAN RELIABLY PREDICT
WHAT THEY'LL PAY ATTENTION TO == AND BE DISTRACTED BY -- AND
USE THAT ENOWLEDGE TO YOUR ADVANTAGE,

EVERY Day, OUR FIVE SENSES TAKE I8 AN OVERWHELMING AMOUNT
oF INFORMATIOM, YET WE GUUICKLY SERPARATE OUT WHAT wE CARE
ABOUT FROM THE CHAGS AND DIRECT OUR ATTENTION TOWARD IT.

AND AT THE EMD OF
THE DAY, IT°S THAT
FLOW OF SELECTED
MOMENTS THAT WE
REMEMBER --

== anD all THOSE
OTHER SENSATIONS
ARE LEFT ON THE
CUTTING ROOM
FLOOR.

IN COMICS, YOU CAN DO A LOT OF
THAT “CUTTING" BEFOREHAND TO INSURE
THAT THE FLOW OF IMAGES READERS SEE ARE
EXACTLY THE ONES You WANT THEM TO SEE.
iN THE ORDER THAT BEST SERVES
YOUR STORYTELLING GOALS.




WEBCOMICS Have
INTRODUCED NEW
CPPORTUMITIES FOR ==
AND POTENTIAL
OBSTALCLES TQ -—
FLOMA,

’ DAILY STRIPS
AND SCREEN-FITTING
COMICS PAGES FLOW W
MUCH THE SAME WAY AS THEIR
FAFER AND INK COUSING, AND
READING THEM IS A PRETTY
INTUITIVE PROCESS.

BUT MANY MULTI-PAGE

READERS OUT oF THE
STORY BY CONSTANTLY

SCROLL, THeEN HUNT.

WEBCOMICS VAN

FORCING THEM TO

THEN CLICK, THEN
SCROLL.

soME NEwW EXPERIMENTAL
FORMATS ARE DISTRACTING BY THEIR MATURE,

OF COURSE, BUT EVEN THESE CAM ALLOW FOR SMOOTH
READING IF ALL THE MaVIGATING 15 DONE WITH &
SINGLE CONTROL LIKE AN ARROW KEY.

MO MATTER WHAT SHAPE YOUR COMICS TAKE, AS
Lot A5 NAVIGATING THROUSH THEM 15 A
SIMPLE, INTUITWVE PROCESS. THAT PROCESS WILL BE
TRANSPARENT TO THE READER --

== AND THE READING
FLOW CAN CONTINUE
UNINTERRUPTED.

lt

N R

WE'LL ET DOWN TO
SOME NUTS AND BOLTS
REGARDIMNG THIS TOPIC
IN CHAPTER FNVE, AND
TS ONLINE EXTENSION,
“CHAPTER FIVE AND A

HaLF."

FOR NOW, THOUGH, WHETHER YOU WORK N
PRINT, THE WEB or BOTH: IMPROVING FLOW
CAN HELD YOUR AUDIEMCE ENTER THE WORLD OF

YOUR STORY AND PASS FROM ONE END TO THE
OTHER WITHOUT EVER BEING TORN AWAY BY
THE WORLD DUTSIDE.

W=
=

|

Do THAT, AND YOUR
STORYTELLING CAN
PUT ITS FULL WEIGHT
BEHIND THE “STORY"

WITHOUT THE
“TELLING™ SETTING
IN THE WAy,




TOGETHER THESE FIVE
LNDs oF CHOICES ARE WHAT
COMMUNICATING THROUGH
COMICS REQUIRES --

CLARITY

== AND COMMUNICATING
WITH CLARITY MEANS MAKING
READER COMPREHEMSION YOUR
ULTIMATE (ZOAL.

CHOICE
0 OF

MOMENT

GOALS:

“COMNECTING THE
CHOT 5. SHOWING
THE MOMENTS
THAT METTER AND
CUTTIMG THOSE
THAT DON'T,

TOOLS:

THE 50 TRAMSTIONS:
L, MOMENT TO MOMENT
2 ACTION TO ACTION

3, SUBJECT TO S8 8T
3. S5CENE TO S5CENE

4. ASPECT TO ASPECT
5, e SEGRATIR

FUMEMIZ NG PaNEL
COUNT FOR
EFFICIENCY, OR
ADDING PANELS
FOR EMPHASIS.
CHARACTER OF
MOMENT, MO00
AND IDEA.

CHOICE

£ oF

FRAME

GOALS:

SHOWIMG READERS
WHAT THEY NEED
TO SEE. CREAT NG
A SEWSE OF PLACE,
POSITION AMD
FOCUE,

TOOLS:

FRAME SIZE AND
SHAPE.

CHOWCE OF
“CAMERA™ ANGLES,
DISTAMCE, HEWSHT,
BALAMCE AND
CEMTERING.

THE “ESTABLISHING
SHOT.™ REVEALING
AND WITHOLDING
INFORMATION.
MRECTIMG READER
FOCUS,

F;?‘ CHOICE @ CHOICE .| CHOICE
S| oF OF o] oF
GOALS: GOALS: GOALS:
CLEARLY AND CLEARLY AND GUITHNG READERS
GUICKELY EVOKING FPERSUASIVELY BETWEEN anily
THE AFPEARAMCE COMMLINICATING WITHIN PaMELS,
OF CHARMCTERS, IDEAS, VOICES AND AND CREATING A
OBJECTS, SOUKDS M SEAMLESS TRAMESPARENT AL
ENVIROMNMENTS COMBINATION WITH INTUITIVE REALR NG
AND SYMBOLS. IMBGHES. EXPERIENCE;
TOOLS: TOOLS: TOOLS:
EVERY ARTISTICS EVERY LITERARY THE ARRAMNSE~
GRAFHIC DEVICE AMD LINGUISTIC MENT OF PAMELS
EVER INVEMTED, DEVICE EVER On oA BaGE OR
ISWVEMTED. SCREEM, AND THE
RESEMBLAMNCE, ARRANGEMENT OF
SPECIFICITY. RANEE, SPECIFICITY, ELEMENTS WITHIM
EXFRESSION, BODH THE HuUMARN SWOICE, A PAMEL.
LANGUAGE AND AESTRACT
THE MATURAL CONCERTS, THE CIRECTING THE EYE
WORLD. ENVDCATION OF THROWGGEH READER
OTHER SENSES. EXPECTATIONS
STYLISTIC AND AT CONTENT.
EXPRESSIONISTIC BALLOONS, SOLND
DEVICES TO EFFECTS AMD USIEG MOMENT,
AFFECT MO0D AMD WERD / MCTURE FRAME, IMAGE AND
EMOTION, INTEGRAT IONY WERD 1 TAMNDEM.

Kr;;nm*r “STEPS™ THAT HAVE TO BE

TAKEN IM SOME PREDETERMINED ORDER.

MOST COMICS
ARTISTS JUGELE
ALL FIVE as
MEEDED.

DECISIONS HaWVING TO DO WITH MOMENT,
FRAME AND FLOW ARE LIEELY TO BE MADE IN THE
PLANMNING STAGES OF A COMIC, WHILE IMAGE
AND WORD DECISIONS ARE USUALLY BEINS MADE
RIGHT UP TO THE FINISH LINE -~

~= BUT YOU'LL
FIND' THESE CHOICES
CAN FIT INTO ANY
HUMBER OF WORKING
METHODS.

® SEE CHAPTER THREE: “THE POWER OF WORDE" FOR MORE O
DIFFERENT TYPES OF WORDYPICTURE INTEGRATION AND OTHER
TECHRMGUES RELATED T CHORCE OF WORD.

37



SYOU MIGHT WAaANT TO

START WITH ROUGH

SKETCHES oF THE
WHOLE COMIC --

| MOMENT | | FRAME |

(/- OR YO MIEHT \

START WITH A FULL
SCRIPT. WRITTEN BY
¥OuU OR SOMEONE
ELSE —

TAP! aP

YOU MIGHT EVEN CREATE ONE
FINISHED PANEL WITH NOD

-= THEM COME UP
WITH THE DIALOGUE
AND MARRATiON -

" = ﬁu
A

e e

L .

l'/_ -- THEM USE \\‘

THAT TO DO YOUR
ROUGH SKETCHED
LAYOUT —

IDEA WHAT HAPPENS NEXT --

[r-mmgwr[ | FramE |

[ mase | [ worp |

-~ THEM CREATE
THE FINISHED ART.

/- == THEM CREATE \

THE FINISHED ART.

-= THEN DO THE SaME WITH PANEL
TWO aND JUST KEEP GOING!

| MOME HT! I FRAME
4+

[ imace | [ worp |




MO MATTER WHAT
WORKING METHOD
YOU CHOOSE, MAKING COMICS
COMES DOWHN TO A SERIES
oF DECISIONS --

&Y, AMD EVAL

== AND EACH
DECIZION YoU MAKE CAN BE INFORMED

THESE FIVE CATEGORIES.

UATED OW THE BASIS OF,

e
TQ‘ CHOICE OF MOMENT

D

= anal

CHOICE OF FRAME

325

&) P

CHOICE OF IMAGE

|

CHOICE OF WORD

@ CHOICE OF FLOW

A — |

EXAMPLE: LET™S
IMPROVISE & SIMPLE STORY,
TOLD AS CLEARLY AS POSSIBLE, AND
SEE HOW OUR FIVE KINDS OF CHOICES
CaM BE MADE IN REAL TIME.

Al
UNDERCOVER

DOOFUS. WOMAM.

&
@

WE'LL 5TRRT
WITH A FEW
THROWAWAY

3 CHARACTERS.

A TN
SCRUFFY
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= —1%
LET'S START THEIR STORY WITH A Bi&
ESTABLISHING SHOT To SHOoW WHERE THE
ACTION IS TAKING PLACE, THEM A MIDDLE SHOT
TO INTRODUCE CHARACTERS A AND B, AND THEN
A CLOSE-UP oM CHARACTER A,

THREE MOMENTS, ACCOMMODATING THREE
DIFFERENT FRAMES ON THE SAME SCENE.

|

WE COULD HAVE :
DONE MANY MORE
- ==, FRAMES, BUT THREE
== SETS THE JOB DONE.

—— (¢ ,
|k |
'jZ T -/ :
- k7] ||
| (W T

\

MOW A5 A STARTS FOLLOWING B, NOTICE HOW
BOTH ARE SHOWHN IN FRAME, TO REINFORCE THEIR
RELATIVE POSITIONS. ALS0, DESPITE CHANGING
WVIEWING ANGLES, BOTH MAINTAIN A LEFT-TO-RIGHT
FORWARD FLOW, TRACEING THE READER'S USUAL

READIMNE THRECTION.

MO FIREWORKS IN THE IMAGES DEPARTMENT.
JUST & FEW RECOGMNIZABLE DETAILS, BUT OUR
CHOICE OF IMAGE 15 AT LEAST SPECIFIC. wE
KNOW WE'RE 1N A& MIAMI-LIKE CITY; WE KENOW
CHARSCTER A 15 & SERIOUS GUY.

X ch i ] ‘\
s :

WE ENOW WHAT WE NEED
TO KHNOW == FOR MOW.




NEXT, BY SHOWING
CHARACTERS A AND B FROM
CHARACTER C'S POINT OF VIEW,
WE &IVE READERS A CLEAR
SENSE OF WHERE ALL THREE
CHARACTERS ARE IN RELATION
TO OHE ANCTHER,

IT WASH'T PRACTICAL TO SHOW ALL
THREE CHARACTERS IM A SINGLE FRAME —
THEY'D BE TOO SMALL IN A LONS-SHOT ==
BUT THE WiSuAaL FRAGMENMTS STILL ADD
UP TO A SINGLE IDEA.

E

II||'I1II|||-[|'|'||||IM|

OF 1n.l"IE‘lll'm".

T‘HE pauss_e—.cmmmn SHﬁ.P‘E OF THE
BINGCULARS M THE FIRST PAMEL TELLS
LS WE'VE INTRODUCED A THIRD PI'JIHT

g

U!-‘

ilehu‘lllh

i

W’“{“’”

THEN WE PICK A

ANGLE TO SHOW
- 'S POSITION O8N

.;;—x.,_,

Long ENOUEH ==

: THE ROOF — |4 |

= PLUS o CLQS
| ENOUGH ANGLE TO

i SHOW C'S FACE

| AND THE EIHDCU
| LARS CLEARLY. .

d

L EIH“”"“R TITET ] el

a....ff.

WEVE ARRIVED AT THE HNEXT IMPORTANT
LOCATION, SO THE CAMERA PULLS BACK AGAIN
FOR AMOTHER ESTABLISHING SHOT.

ALSO, WITH DS
INTRODUCTION,
COMES OUR FIRST
DIALOGUE.




THE NEXT TWO MOMENTS ARE FRAMED & BIT TOO
CLOSE To sHOW US EXACTLY WHAT 15 BEING
BOUSHT OR FOR HOW MUCH anNpD THE WORDS
AREN'T VERY SPECIFIC EITHER. CHOICE OF FRAME
AND CHOICE OF WORD ARE BOTH HOLDING

OuUT on us!

!
i
]

T

BECAUSE OF THAT DELIRERATE LACK
OF INFORMET IOM, WE OMLY ERCW WHAT
CHARACTER A KMNOWS. IN FACT, PAMNEL TWO HERE
I5 SHOT FROM &S POINT OF VIEW, 50 His

DISCOVERY FEELS LIKE QUR OWN.

==FO# THE ILLEGAL
POSESSION OF —

RELAX, Kib. 1T LOOKS
LikE TVE BEEN TRICKED,

NOW, AS S00M A5 WORDS ENTER, THE FICTURES
ALONE WOULDN'T GUITE TELL THE WHOLE STORY.

WITHOUT
“POLICE!" FoR
EXAMPLE, YOU MIGHT
MISS THE BADGE AND
JUST ASSUME THAT
CHARACTER A WAS
A CROOK.

MOTICE TOO HOW MANY OF THESE ACTION TO
ACTION CHOICES ARE COMPOSED FOR
LEFT=TO-RIGHT FLOW RESULTIMG IM A SENSE
oF FORWARD MOMENTUM.

YET, WHEN CHARACTER
A TURNS HIS HEAD
AGAINST THE FLOW,
IT HELPS PUT OM THE
BRAKES ST AS
THE ACTION SLOWS
DOWM.

it Tvr SEEw mevas




l OR - AS HAPPENS MEXT --

THE CAMERA CAN SHARE INFORMATION WITH
READERS THAT CHARACTER A DoES NOT Have
SPECIFICALLY, THE AMOUNT OF MOMEY B 60T, AND
THE PRESENCE OF & GUM M PanEL 4,

JUST A FEW
QUESTIONS. ..

— HERE ALSC, WE SEE How WORDS anD PICTURES
NOTICE HOW s CAN OPERATE ON DIFFERENT PLANES: ONE
MOMENT,; FRAME anD IMAGE RELAYING DIALOGUE THAT ALL CAM HEAR; THE
ACCOMMODATE EACH OTHER: ADDING = OTHER SHOWING INFORMATION (THE AMOUNT OF
MOMENTS TO INCLUDE AMGLES WHICH MOMEY} THAT ONLY SOME Know ABOUT.
REVEAL MEANINGFUL DETAILS. '

SOTTA TAKE YU JUST A FEW
BACK TO THE STATION QUIESTEONE. ..

AND BY LETTING READERS “IM ON THE SECRET,™
CUR CHOICE OF FRAME AND IMAGE MAY LEAVE
THEM FEELING A BIT LiKE COLLABORATORS.

MEXT. IT'S WORTH PULLING BACK THE
FRAME, NOT FOR & NEW SCENE, BUT BECAUSE OUR
|  UNDERSTANDING OF THE SCEME IS5 CHANGING.

g ALSO WITH T

PHYSICAL CONFLICTS, =
| THE LOCATIONS
1 OF CHARACTERS

MATTER.

i

I'l'“‘l*'?"’
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x‘h\@:‘t‘ﬁ}mﬁwm ARSI ST 7 o
%@- - AND AS THE ’53/”
ey SCEMERY STARTS SHIFTING FAST, IT'S

IMPORTANT TO CONTINUE FRAMING THE ACTION
Y WITH LONG-SHOTS AnD MIDDLE-SHOTS
= TO aLLOw READERS TO TAKE IT ALl in.

=

1

LI

%%

77 ,..22

HaVING KEPT

ALL FRAMES AT THE SAME HEIGHT TO THIS
POINT, ADDING A DOUBLE-HEIGHT PanEL
Can CHANGE THE FLOW OF ACTIONS TO
ACCOMMDDATE A VERTICAL SHIFT.

AND FINALLY, & FEW
CLOSE=-UPS as we
MOVE IN FOR SOME
CHARACTERIZATION -=

PASSES FORIT
WITH & THROW=

AWAY STORY
LIKE THIS ONE.*

TF i
=i :
7 i
|
iE
* SEVICUSLY, THERE'S A DIFFERENCE BETWEEN 2000 Ly

STORYTELLING AND & GOOD STORY. '™ OFFERMG
THIS A5 AN EMAMPLE OF THE FORMER OxiLY.




MOTE THAT
THE WISUALS N
THESE PaNELS
DOW'T FEATURE
MaNY FANCY CAMERA
ANGLES OR STUNNING
IMAGERY. IF WE HAD
TO RATE THE
DRAMATIC
CONTENT IN THE
ART, WE MIGHT SaY
“LOW™ TO
“MODERATE.™

IN OTHER WORDS,
THE CHOICES OF
MOMENT, FRAME,
LINE AND FLOW N
THESE EXAMPLES ARE
GOVERNED BY

CLARITY --

& L

== FAR MORE
THAN THEY
ARE BY ==

MO, DEFIMIMG
SINTEMSITY™ IS A
SUBJECTIVE BUSINESS,
FOR S50ME PEOPLE: A
COMIC FILLED WITH
NOTHING BUT PAMELS
OF ONE PERSORM
ASLEEP IN THEIR BED,
SHOT FROM THE SAME
AMNGLE AGaln AND
AGAIM, MIGHT BE
COMSIDERED
“INTEMSE.™

BUT FOR NOW, WE'LL LISE IT TG REFER TO
THOSE VISUAL TECHNIGIVES WHICH ADD
CONTRAST, DYNAMISM, GRAPHIC
EXCITEMENT OR A SENSE OF URGENCY
TO A PANEL.




EXTREME
DEPTH
CUES.

THE SEMSE OF GREAT
DISTAMCES, EXTREME
CLOSEMESS AND THE
CONTRAST BETWEEN

WILD
YARIATIONS OF

FRAME
SIZE AND
SHAPE.

GRAPHIC CONTRAST,

BOLD JUXTAPOSITIONS OF COLOR,
SHAPE AMD BRIGHTHESS.

S

exaceeraree POSES anp
EXPRESSIONSH

VIRTUOSO

DRAWING

TECHNIQUE.
1 .

BREAKING THE FOURTH WALL.
BORDERLESS AND BORDER-BREAKING CHARACTERS
AND OBJECTS.

DIAGONALS.

TUTED SUBJECTS, AMSGLES ==




ROW, THE Way
IWE ILLUSTRATED
THEM HERE, THESE

GUALITIES May

RECALL CERTAINM

GENRES oF

COMICS.

I““.I.I”lili;"lllll-;hj
ﬂ PARTICLULARLY THOSE INVOLVING A
HigH INCIDEMCE OF HITTING, BLEEDING,

COLLISIONS, EXPLOSIONS or DEOPLE SaYING
“OH MY GOD, NOI™ 0N A REGULAR BASIS.

]

BUT WHILE THE
“EXAGGERATED POSES
AND EXPRESSIONS" ==

Ero ey PREPARE e
e P e 0 FIRE!

==11 -
o — -
BRI ]

O MY 6OP, NO!

= OR “VIRTUOSO DRAWING TECHMIGLES" OF OTHER
SENRES MIGHT TAKE ON DIFFERENT FLAVORS --

THIS IDEA OF
ADDING & LITTLE
PIZAZZ TO A
STORYTELLER®S 5TYLE
IS A TIME-HONORED
TRADITION,

-- THE BaSiC EFFECT OF SuUcH
TECHMIGUES STAYS CONSTANT:
ATTRACTING anD/or EXCITING
READERS AS SOON A5 THEY PICK
A COMIC OFF THE SHELF OR LoAD 1T
INTD THEIR BROWSER.

CLARITY WITHOUT ANY

PRESEMTATIONAL FLAIR

WHATSOEVER CANM BE A

BITTER PILL FOR SOME
T SWwALLOW.

THING 15, WHILE
CLARITY AND INTENSITY can
&0 HAND IN HAND, YOU CAN ONLY LEAN ON
OHE SIDE 50 HARD BEFORE THE OTHER
STARTS TO SUFFER.

PAMEL THREE: ART & ENCHIRD ODA. PRAEL FOUR: ART
B FRANCOIS SCHUITEN (SEE ART CREDITS, PaGE 2540,




o

S FOR EXAMPLE, IF

WE TAKE THE BASIC
COMPOSITIONS FounD
IN OUR SAMPLE STORY,

AND APPLY EVEN A FEW
OF THESE DynAMIC

EFFECTS ==

) 2 =
_ N e
= L
L
-~
I’p [ - o —
—— i
-= SPECIFICALLY,
MORE EXTREME -= THESE PAMELS
DEPTH CUES, soME START TO FEEL A
DJWHALS:MRE LITTLE MORE LIVELY,
EXAGGERATED POSTURES, WITHOUT SACRIFICING
AND ONE OR TWO FOURTH MucH CLARITY iN
WALL BREAKS — THE PROCESS.
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UP THOSE SAME ELEMENTS
TOO MUCH AND YOU &GET
AN INCOMPREHEMWSIBLE

b=

M SUCH CASES, THE
INTENSITY OF THE
WORE A5 & WHOLE
CaM ACTUALLY &GO
DOWN.

BUT RAMP

JUMBLE.

T ot P
AFTER ALL, IF EVERY .
EaMEL IS TURNED UP T2 FULL
VOLUME aT ALL TIMES, Any
HOPE OF DRAMATIC
CONTRAST 15 LOST!

TN

/)

IN FaCT, THERE'S MO SINGLE LEVEL oF
INTENSITY THAT'S LIKELY TO WOREK N EVERY PAMEL.
iT's s THE VARIATION BETWEEN PAMELS THAT

TRUE DYNAMIC EFFECTS ARE CREATED.




e I R

BUT JUST AS
A THUNDERCLOUD NEEDS TIME TO
GROW AND GATHER STRENGTH
BEFORE THE RAIN --

GRAPHIC CONTRAST

DEPTH CONTRAST

DIAGONALS EXTREME POSES

STORIES NEED TIME
TO BUILD ON THE
KNOWLEDGE anND
EXPECTATIONS oF
READERS BEFORE THEY

FRAME VARIATION CAN DELIWER THEIR

(bl

4TH WALL BREAKS

MOMENTS.

L] g s e
! -4 MAKING COMICS FOR
= 1] THE FIRST TIME, IT'S
TEMPTING TO TRY TO
MAKE EVERY MOMENT OF
A STORY HIT LIKE A

THUNDERSTORM,.
READERS CRAVE THE FIXED, QUIET BACKGROUND SETS THE 5TAGE FOR THE CACOPHONOUS
DRAMATIC CHANGES, INTRUDER
BUT TOo HIGHLIGHT
CHANGE BEGUIRES AN
UNcHansiNg POINT :
OF REFERENCE. 5 i)
.l._' pﬁ.g. THE Tradd & vk e
TEA, DERR,

RIGHT
AN A,
DERR




THE FIXED

THE FIXED CAMERA THREE-BY-
ANGLE DRaWS THREE
ATTENTION TO THE PAMNEL
ZOOM. GRID
PREPARES
FOR THE

IMPACT OF
THE
FULL-
PAGE
PAMEL.

AMND THE EIXED MIDDLE GROUND SHOT CONTRIBUTES TC THE EMOTIOMAL
IMPACT OF THE CLOSE=UP.

BEMN THINES SHE
BOUGHT 1T FOR WYLE.

-~ AND THEN
STRIKE LIKE
IM SHORT,
SOMETIMES JUST TELLING IT LlG‘HTNlNG‘
STRAIGHT, WITH CLARITY AS YOUR WHEN |T COUNTS.
GUIDE, I5 THE BEST wWay FOR
¢ STORIES TO SATHER STEAM —

e
I
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5
|
=
[
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3
|
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R RE L

IT ECHOES
& BROADER
PHILOSOPHICAL
DIVIDE 1M COMICS
CULTURE --

FINDING THE RIGHT BALANCE
BETWEEN INTENSITY aMD CLARITY
I5 MORE THAN JUST A PRACTICAL
CHALLENGE.

INTENSITY CLARITY

—- AMD THE BELIEF THAT THE
STORIES MOST WORTH TELLING CaN BE
TOLD WITHOUT ANY BELLS AND WHISTLES;
THAT THE CHARACTERS AanND EVENTS IN

A STORY WILL BE REASON ENOUSGH TO KEEP
READING, |F THE PRESENTATION IS
CLEAR aMD EFFECTIVE.

-- BETWEEN THE JOY OF
TELLING STORIES WITH A STRONG
PERSONAL FLAIR, MAKING OLD
STORIES SEEM NEW, TaKiNG READERS
oM A& THRILLING RIDE AND
CELEBRATING VIRTUOSITY OF
TECHMIGQUE -~

1
N i
. i %ﬂ _" 1'- il ¥ -
13 o il - - Byt
o tigd . 2 =t
o

COMICS HAS SEEN

PLEWTY OF GREAT

BuUT

TALEMTS oM BOTH WHICHEVER SIDE -= THE
ENDS OF THE SCALE. YOuU PLAN TO PRINCIPLES OF
THERE'S MO “RIGHT™ LEAN TOWARD -= PURE, CLEAR

CHOWCE.

STORYTELLING
SHOULD BE YOUR
STARTING
POINT.
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b TWDIIW&. = . ..-l:‘ﬁ::u WANT READERSHI:I':"..
: GOALS: g g CLARITY 15 e
l ‘ r l TELL THEM — TO THE SOAL OF
N i } — T UNDERSTANDING --
W | LTI | [T}, ™™em o CARE.
_ - HDr MOMENT
NI == NG na I & 48/ FRAME
S AN NI B & mace
I o 5 | [@) worp
\ . | - NN H+ FLOW
i i .t 'ﬁ%.;:-.é_"c-_ T

== BUIT THERE ARE
TWOQO PATHS vou
Cal TAKE TO &GET

|  YOUR READERS TO
CARE.

OME RELIES ON THE

INTEMSITY oF your
PRESENTATION ==

THE HUMAMN BEINGS
THaT LivE WITHIN

-= WHILE THE

OTHER RELIES ON

THE CONTENT OF
THE STORY

ITSELF.

Tl
?
L | ¢ v
THE IDEAS AND THE SENSATIONS
EXPRESSED THROUGH ofF THE WORLD
THEM AND BETWEEN YOUR STORY BRINGS
THEM.

TAKE A BREAK, MAYBE TRY SOME
oF THE EXERCISES LISTED 1N THE
FoOLLOWIsS MOTES PAGES.

THEN WE'LL SEE
WHERE THaT SECOND
PATH LEADS.
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INTRODUCTION
CHAPTER I: WRITING WITH PICTURES*

PAGE | - GUESSING WHAT YOU WANT

OKAY, T'M STARTING WITH SOME BiG ASSUMPTIONS
HERE! THE KIND OF COMIC I DESCRIBE ON PAGE OME
1SN'T THE ONLY KIND OUT THERE. {IN FACT, I'LL TALK
AROUT THE VERY DIFFERENT &0ALS SOME CARTODMNISTS
HAVE iN CHAPTER SI¥.0 BUT T DO THIME THIS IS THE
GOAL MOST OF US START WITH: TO TELL A STORY THAT
SWALLOWS THE READER WHOLE, USual Ly BECAUSE
THAT'S THE EXPERIEMCE WE HAD AS READERS THAT LED
US TO COMICS I THE FIRST PLACE.

TELLING STORIES IS WHY COMICS EXISTS, aND THE
DRIVE TO MAKE THOSE STORIES MEMORABLE, MOVING
AND INTOMICATING 15 WHAT SIVES COMICS ITS CURRENT
SHARE, EVEN IF TOD MANY ARTISTS Ball AT THaT
FISSION.

IT'S LIKE LEARNING ARBOUT SEX. EVEM IF MAKING BABIES
IS THE LAST THING ON YOUR MIND, UNDERSTANDING
HUMAN SEXUALITY STILL STARTS WITH THE REPRODUC-
TIVE SYSTEM.

PAGE 2, PANEL 2 - TEACHING MYSELF

MO JOKE, I'M PLANMING A MAJDOR GRAFPHIC NOVEL AS
MY MEXT &i% PROJECT AND CREATING THIS BOOK HAS
HELPED ME PREPARE FOR IT. I HAWE & LOT OF BAD
HABITS TO GET RID OF!

PAGE 5, PANEL | - ON MY EXAMPLES

THIS BOOE 15 BLACK AND WHITE S0 MOST OF MY
EXAMDLES COME FROM SRAPHIC MOWVELS, MANGA OR
COMIC STRIPS WHICH FEATURE REPRODUCIBLE BLACK
LINE ART. MOST WEBCOMICS, SUPERHERD COMICS AND
CLASSIC EUROPEAN COMICS ARE IN COLOR AND HARDER
TO REPRODUCE, 50 YOU WONT SEE A5 MUCH OF THAT
WORKE REPRESENTED UNLESS THOSE SUBJECTS COME UP
DIRECTLY. IT™S NOT MY PERSOMAL PREFEREMNCE, JUST
KEEPING THE EXAMPLES AS SHARP aMD READABLE AS
POSSIBLE. MOST OF THESE IDEAS SHOULD APPLY TO ALL
KINDS OF COMICS, THAT SAID, IF I CAN PICK A COMIC I
ADMIRE TO MAKE A &IVEN POINT, I PROBABLY WiILL,

PAGE 19-25 - FRAMES AND GENRES

CHOICE OF FRAME CAM DIFFER FROM GEMRE TO GENRE.
SUPERHERD COMICS TEND T FEATURE CONTRASTING
DISTANCES, CHANGES OF HEIGHT AND LOTS OF THASO-
MALS TO KEEP THINGS LOOKING DydamIC (BT LEAST

SINCE KIRBY REINVENTED THE GEMRE, WHICH WE'LL
DISCUSS IN CHAPTER S

MIDDLE-SHOT, \ EXTREME
WORM'S EYE CLOSE-UP,
VIEW, THT —— @ / — TT
LONG-SHOT, \\ ,,///’
BIRD'S EYE \ /"’
MWIEW —————=
MIDDLE
CLOSE-UP

I A DALY Gads STRIP, ON THE OTHER HAND, aN aRTIST
MIGHT GO FOR MONTHS WITHOUT EVER MOVIMG THE
“CAMERA™ TO GIVE THE COMIC A MUNDWMMNE, DOWN TO
EARTH FEELING ON THE ASSUMETION THAT DRAMATIC
STAGING WOULD UNDERCUT THE HUMOR:

FIXED MIDDLE-SHOT, FIXED ANGLE. NO TILT
PAGE 29 - DRAWING STYLES AND MOOD

FOR A WHOLE CHAPTER ON HOW DRAWING STYLES CAM
AFFECT MOOD, SEE LUNDERSTANDING COMICS, CHAFTER
EIVE, “LNIMG (M LINE."™

PAGE 36 - FLOW AND PANEL SHAPE

FLOW CaM BE AFFECTED BY PANEL SHAPE IN VARIOUS
WayS, YOUR READERS INSTINCTIVELY ENOW THAT AS
THEIR EYES MOVE ACROSS A ROW OF PAMELS, THEY'RE
MEVING FORWARD (N TIME, 50 A ROW OF NARROW
PANELS WHICH DIVIDE THE READING FLOW INTC SHORT
BURSTS ARE LISEFUL FOR FAST, CHOPPY SEQUENCES:

WHILE WIDER PANELS CAN BE USED FOR MOMENTS THAT
SHOULD PASS MORE SLOWLY.

pr ey |

e -00 A |

® WLl EISMER HAS REFERRED TO HIMSELF A% “A WRITER WHO WRITES 5{.[.

WHTH PICTURES™ AND IWE HEARD ART SPIEGELMAN TaLK AROUT
COMICS A5 A FORM OF “PICTURE WRITING® 50 THIS ISN'T MY TERM,




PAGE 37 - CATEGORIES AND LIMITATIONS

ARTISTS HAVE BEEM DRAWING WONDERFUL COMICS
STORIES FOR WELL OVER A HUNDRED YEARS WITHOUT
WORRYING ABOUT TERMS LIKE MY FIVE CHOICES, OF
COURSE, A LOT OF PURE INSTINCT GOES INTO MAEING
COMICS. THESE IDEAS ARE MEANT TO SUPPLEMENT
AnD INFORM THOSE INSTINCTS, NOT REPLACE
THEM.

IF YOU'RE CREATING & COMIC, ANT A PARTICULAR PaNEL
OR PAGE DESIGN JUST FEELS RIGHT TO YOU, 6O FOR IT.
JUST BECAUSE YOU DIDN'T GO DOWN ONE OF MY NERDY
CHECKLISTS FIRST DOESHN'T MAKE IT ANY LESS vaLID.

BUT. wWHEN YOU COME BACK TO THAT COMIC AND
SOMETHING MO LONGER FEELS QUITE RIGHT, OR WHEN A
FRIEND READS IT AND DOESN'T GET IT, THAT™S WHEN I
CAMN PROMISE THAT YOUR SOLUTION LIES IN ONE OF
THOSE FIVE COLLIMNS, THAT'S WHEN YOU MAY WaNT TO
RECOMSIDER SOME OF THE CHOICES YOU'VE MADE AND
COMSIDER THE ALTERMATIWVES.

PAGE 38 - ART STAGES

CREATIHG FINISHED ART HAS TRADITIONALLY INCLUDED
SOME KIND OF UNDER-DRAWING WITH LIGHT (HarD)
PENCIL AND/OR LIGHT BLUE PEMCIL TO GET DETAILS
AMND PROPORTIONS RIGHT, FOLLOWED BY FINISHED INK
DRAWINGS. IN THE INDUSTRY OVER THE YEARS, THESE
SEPARATE TASKS -- OFTEM PERFORMED BY SEFARATE
ARATISTS == BECAME ENOWN A5 “PENCILLING™ {SIC) AND
A

R0 N\ tl#*
A AN

A LOT OF LONE COMICS ARTISTS STILL SPLIT THEIR
COMICS ART INTC THESE SEPARATE STAGES. IT MAKES
SENSE TO HAVE A NOMN-PERMAMENT WAy TO WORK OUT
WHERE LIMNES ARE GOING TO 60 BEFCRE INE HITS PAPER.
STILL, I'M RELUCTANT TO USE THE TERMS BECALISE
THEY DON'T FIT WELL WITH OTHER TYPES OF FINISHED
ART LIKE PAINT OR DHEITAL MEDIA

THAT SAID, MOST CARTOONISTS &0 THROUSEH A FEW
STAGES O THEIR way To FINISHED ART, INCLUDING:

* A ROUGH LAYOUT STAGE WHEN THEY FIGURE QUT
WHERE EVERYTHING IS GOING TO &0 ON THE PAGE.

« A PENCILLING-LIKE STAGE WHEN THEY WORE GUT
THE PROPORTIONS AND DETAILS OF CHARACTERS
AND OBJECTS IN THEIR STORY

* & FINISHED ART STAGE WHEN RENDERING DECISIONS
ARE MADE FinaL.

PAGE 46 -

ALTHOUGH THESE TECHNIGWES ARE DISCUSSED HERE A5
WaYS TO PUNCH UP THE SURFACE APPEAL OF A WORE,
THERE ARE ALSO PLENTY OF STRAIGHTFORWARD
NARRATIVE USES, INCLUDING:

INTENSITY BOOSTERS

EXTREME DEPTH CUES TO IMPLY THE EXTREME SIZE OR
MASS OF A CHARACTER OR OBJECT:

TILTED ANGLES TO REFLECT A CHARACTER'S SEMSE OF
DISORIEMTATION:

QR HYPER-RENDERING TO SHOW IMPORTANT DETAILS OF
AN OBOECT:

PAGE 47, PANEL 7 = CLARITY WITHOUT
INTENSITY

IT'S ACTUALLY PRETTY INTERESTING WHEN CARTOON-
ISTS TRY DlaLinsg DOWN THE INTENSITY NEARLY ALL
THE WayY. CHESTER BROWN'S LOUIS RIEL INCLUDES
STATIC CHARACTER POSTURES, VERY FEW CLOSE-UPS
AND S0ME DELIBERATELY MONOTONOUS LAYOUTS, BUT
THE DRAMATIC EVENTS STILL PULL THE READER INM:
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GEMERALLY SPEAKING, THE “ALTERNATIVE COMICS™
SCENE, INCREASINGLY ASSOCIATED WITH THE LITERATE
SRADHIC NOVEL MOVEMENT, USES THE DYNAMIC
ACCEMTS DISCUSSED ON PAGE 46 ONLY SPARINGLY,
CREATING MOODS MORE AKIN TO A STASE PLAY THAN &
HOLLYWOOD BLOCKBUSTER. BROWN'S LOWIS RIEL 15 AN
EXTREME EXAMPLE, BUT LOCHK. AT MATURE GRAPHIC
NOVELS LIKE SPIEGELMAN'S Mals, WARE'S MMy
CORRIGAN OR MARJANE SATRADI'S PERSEFOLIS FUR
EXAMPLES OF THAT GENRE'S MORE RESTRAINED ANGLES
AND COMPOSITIONS.

OPTIONAL EXERCISES

NOTE: IF yoOu'D LIKE T EXPLORE SOME OF THESE
TORICS FURTHER (OR IF YOU'RE A TEACHER WHO'D LIKE
TO INCORPORATE SOME OF THESE IDEAS INTO A
CLASSROOM SETTINGY IVE INCLUDED SUGGEESTIONS
FOR EXERCISES IN THE NOTES SECTIONS OF THE FIRST
EOUR CHAPTERS. THEY AREN'T NECESSARY TO GRASP
THE IDEAS [N THIS BOOK, BUT YOU MIEHT FIND THEM
USEFUL FOR GETTING A MORE HANDS-ON UNDERSTAND-
[ OF THE COMICS-MAKING PROCESS.

# | - CHOICE OF MOMENT (PAGES li-ig)

PICK & FAVORITE MOVIE AND TRY ROUGHLY BREAKING
DOWMN THE STORY INTO JUST SIXTEEN KEY MOMENTS
USING ONLY PICTURES, NO WORDS. MAKE SURE THEY'RE
CLEAR ENOUGH AND COMMECTED ENOUGH THAT A
FRIEND WHO HASH'T SEEN THE MOVIE CAN TELL YOU
WHAT'S SOIHG ON WITHOUT ANY ADDITIONAL EXPLANA-
TION. GUESTION: IF YOU HAD TO CUT TO JUST EIGHT
DAMELS, WHICH ONES WOULD YOU DROPT HOW MARY
PAMNELS WOULD BE ENOUGH TO SHOW ALL OF THE KEY
MOMENTS OF THE STORY?

ARGHE: ART 37 CHESTER BROWH
(SEE ART CREDHTS, PAGE 288,

# 2 = CHOICE OF MOMENT/CONNECTING THE
DOTS (PAGES 13-14)

PICKE & FEW OF YOUR FAVORITE COMICS AND TRY TO FiND
AT LEAST ONE PANEL THAT COULD HAVE BEEM CUT
WHTHOUT ADVERSELY AFFECTING THE CLARITY OF THE
STORY. COMSIDER WHAT MIGHT HawE PROMETED THE
CREATORIS) OF THE COMIC TO INCLUDE IT IN THE FIRST
PLACE. WAS [T MEANT TO SLOW DOWHN THE ACTIONT OR
FILL SPACE BEFORE A PAGE TURNT WASIT GEMUINELY
USELESS OR WAS THERE A SUBTLER PURPGOSE IM

MIND?

# 3 - THE SiX TRANSITIONS (PAGES 15-18)

PICK. OME OF THESE THREE MINI-PLOTS AND CREATE A
ROUGH SINGLE PAGE COMIC ABOUT IT USING ONLY ONE
OF THE TRANSITION TYPES FROM PAGES 16 AND IT:

« THE GUEEN DIED AND THE KING DIED OF GRIEF
AFTER HER.

= BOY MEETS GIRL, BOY LOSES GIRL.

« D06 EATS DOG, DOG BURPS, D06 FISURE SKATES.

THEN TRY DRAWING & NEW PAGE OF THE SAME PLOT
USING A DIFFERENT KIND OF TRAMSITION AND SEE HOW
IT AFFECTS THE STORYTELLING STYLE AND MOOD OF
YOUR COMIC.

# 4 - CHOICE OF FRAME (PAGES 19-25)

BUY THE LATEST COMIC BY YOUR FAVORITE CREATOR.
DON'T LODK INSIDE, BUT INSTEAD GET A COMICS-580Y
FRIEMND TO COPY JUST THE PANEL BORDERS FROM A
FEW DAGES AND WRITE A SHORT DESCRIFTION OF
WHAT'S &oiMG 08 IM EACH PANEL. TRY TO GUESS HOW
YOUR FAVORITE CREATOR COMPOSED EACH PanNEL AND
DRAW A ROUGH VERSION IMSIDE THE BORDERS. THEN
TAKE A LOOK AT THE PRINTED COMIC AMND COMPARE
YOUR BOUSH YERSION TO THE REAL THING.

# 5 - CHOICE OF FRAME (PAGES |9-25)

SKETCH A 16-PANEL GRID OM A PIECE OF TYPING PAPER
WITH A SIMPLE STAMDHMG FISURE IM THE FIRST PANEL:
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ASE & FRIENT TO DECIDE WHAT YOUR CHARACTER
SHOULD DO 1M PAMEL TWO, DRAW THE SUGSESTION AND
CONSIDER WHETHER 1T Wa5S NECESSARY TO CHANGE THE
WIEWING ANGLE. IF YOUR CHARACTER ENCOUNTERS AN
ELEPHaNT, DO YOU HAVE TO PULL BACET IF HE/SHE
CLIFS A TOENAIL, DO YOU HAVE TO PULL INT DO ANY OF
THE SUSEESTIONS REGUIRE A TILT OR ROTATION OF
VIEWING ANGLEY DO ANY REQLIRE A CHAMGE OF
ELEVIATIONT REPEAT UNTIL THE PAGE 1S FILLED!

# & - CHOICE OF IMAGE (PAGES 26-27)

TEST YOUR WISUAL MEMORY. TRY MAKING SIMPLE
DRAWINGS OF FIVE COMPLEX ITEMS FROM MEMORY
(EXAMPLES: A FIRE HYDRANT, YOUR FAVORITE
SEYSCRAPER, A PalR OF SCISS0RS5, A SMNEAKER, A GAME
CONTROLLER..J, THEN FIND THE REAL THIMG OR CHECE
THE WEB FOR PHOTOS, STUDY THE DIFFERENCES. THEM
DRAW THE SAME ITEMS AGAIN FROM MEMORY AND SEE
IF You CaM CAPTURE THEM MORE EFFECTIVELY.

ALTHOUGH DRAWING FROM MEMORY ISN'T AS NECESSARY
TODAY AS IT WAS FOR MY GENERATION (YOU CAN

PRETTY MUCH FIND & PHOTO OF ANYTHIMG ONLINED
ERACTICING IT CAN HELF ISOLATE THE MOST IMPOR-
TANT STRUCTURAL DETAILE OF SUBJECTS THAT CaM
JOE READERS MEMORIES WITHOUT OVERLOADING THEM
WITH UNNECESSaRY DETAILS.

FOR EXAMPLE, IF ASKED TO QUICKLY SKETCH & BICYCLE
FROM MEMORY, A LOT OF PEOPLE MIGHT SKETCH
FOMETHING LIKE THIS:

BUT WITH REFEREMCE, THE SAME NUMBER OF LINES
MIGHT BETTER CAFTURE THE BASIC SHAPES OF A REAL
BICYCLE:

# 7 - CHOICE OF IMAGE (PAGES 26-29)

CAN ¥OU DRAW AN UNOCCUPIED ROOM WITH ENOUEH
DETAIL THAT A FRIEND CAN TELL YO AT LEAST TEN
MEAMINGFUL THINGS ABOUT THE EIND OF PERSOM THAT
LWVES THERE, JUST BY LOOKING AT YOUR DRAWINGT

INOTE: SEE CHAPTER 3 FOR CHOICE OF WORD EXERCISES.]

# 8 - CHOICE OF FLOW (PAGES 32-36)

FIND & COMIC OR GRAPHIC NOVEL WITH A LOT OF
WBRIATIONS IN FRAME 5|ZE AND SHAPE. FICK AT LEAST
TEN PAGES AND CONSIDER HOW YOU MIGHT ARRAMGE
THE SAME PANELS IF ¥OU HAD TO FIT THEM ONTO THE
PAGES OF A DIFFERENTLY-SHAPED BOOK, WOULD SCME
PAMELS HAVE TO BE ADDED OR SUBTRACTED? HOW
DOES THE MEW LAYOUT AFFECT TURN-OF-PAGE
MOMENTST CAN YOU KEEP THE READING CRDER EASY TO
FOLLOW?

# 9 - CLARITY VERSUS INTENSITY (PAGES
45-52)

CAN YOU FIND & COMIC WHERE THE CLARITY OF SOME
SCENES COULD BE IMPROVED &Y DIALING DOWN THE
INTEMSITY OF SOME LAYOUTST CaM You DO & ROUGH
SKETCH OF YOUR IMPROVED VERSIONT CONVERSELY, CAN
YOU FING A COMIC WHICH COULT BENEFIT FROM THE
ADDITION OF SOME INTENSITY, WITHOUT SACRIFICING
CLARITY IN THE PROCESST HOW WOULD YOU &0 ABOUT
Ime

# 10 - LOOSENING-UP EXERCISES

B, GUANTO COMICS (IRVENTED BY THE LEGENDARY
DEWAN BROTHERS, TED AND BRIANY. GET TOGETHER
WITH ONE OF MOREE COMICS-MAKING FRIENDS. GET A
FEW BLACK MARKERS AND SOME BLAIN WHITE PAPER.
EACH ARTIST TAKES A FEW MINUTES MAKING A TITLE
Lot OM THE TOF OF A PAGE (TITLES SHOULD BE
SOMETHING GENERAL LIKE “I5 THAT YOUR DADF"
“BLIND DATE,™ “IEMORE IT AMD IT WILL S0 Alday,™
“CLOSED MONDAYS,"™ ETC,; AJOID OVERLY SPECIFIC
TITLES LIKE “POPE BENEDICT AND JAMIROGUAI GO
SEYDNING OVER PENNSYLWVBMNIA™), EACH ARTIST THEN
TRADES BAGES AND DRAWS A ONE-PAGE COMIC TO
MATCH SOMEDNE ELSE™S TITLE. REFEAT UNTIL
SLEEFY.

B. THE 24-HOUR COMIC (BEGUN IN 1990 AS A
CHALLENGE TO MY PAL STEVE BIS5ETTEL DRAW AN
EMTIRE 24 PAGE COMIC BOOK IN A SINGLE 28-HOUR
PERICD. NO SCRIPT. NO PREPARATION. ONCE THE CLOCK
STARTS TICKING, [T DOESN'T STOP UNTIL YOU'RE DONE.
GREAT SHOCK THERAPY FOR THE CREATIVELY BLOCKED.
OVER [,000 ARTISTS HAVE GIVEM IT A TRY 50 Far!

SUGGESTIONS: START IM THE MORMING, AFTER A FULL
MIGHT"S SLEEP. PLAKN TO HAVE FLENTY OF FOOD,
CAFFEINE AND MUSIC AT THE READY. AND IF YOU DON'T
DO IT AT HOME, YO MIGHT WANT TO HAVE A FRIEND OR
FAMILY MEMBER &IWE YOU & RIDE WHEN YOUPRE DOME,

IF YOU WAKNT TO MAKE YOUR COMIC IN THE COMBAMY OF
OTHER CRAZY ARTISTS, CHECK OUT Z4HOURCOMICS.COM
FOR DETAILS O 24-HOUR COMICS DAY, AN ANNUAL
CELEBRATION DURING WHICH GROUP EVENTS ARE HELD
AT COMICS STORES AND OTHER LOCATIONS IN SEVERAL
COUNTRIES.

ADDITIONAL NOTES (INCLUDING MORE DETAILS ON THE
24-HOUR COMICS CHALLENGE) CAN BE FOUWD AT:
WWW.SCOT TMCCLOUD COM/MAKINGCOMICS
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Chapter Two

Character Design, Facial

Expressions and Body Language

L

Stories for Humans

FOR MOST OF US IN THE ANIMAL KINGDOM, IT STILL
TAKES TWQ TO CREATE NEW LIFE, AND CREATING
MEW LIVES THROUGH COMICS 15 MO DIFFERENT,

BUT THEY CAN'T BE
JUST AMY SHAPES,
LINES AND COLORS,

-- AND THE READER
PROVIDES THE
HuMaN EXPERIENCE
NEEDED TO BREATHE
LIFE INTG THEM,

¥YOu PROVIDE THE
SHAPES, LINES AND
COLORS OF YOUR
CHOSEN ART —

THEY MEED TO
INCLUDE JUST A FEW
KEY ELEMENTS
THAT WILL TRIGGER
RECOSMITION IN YOUR

- STARTIMG WITH OME OF THE MOST BASIC
WISUAL GUALITIES THAT MARK ALL LIVING THIMES,
AND SEPARATE US FROM THE MNOM-LAVING WORLD ==

-- our SYMMETRY.




SYMMETRY 15 LIFE's CALLING CARD, THe & f'f-'i IT'S THAT BIT OF OURSELVES THAT BREEDS

WaY WE'VE LEARNED TO RECOGNIZE eacH B8 ||/|| AFFECTION WHEN WE SEE IT IN OUR
OTHER IN THE WILD. = ||| NEARER RELATIVES --

I'||||\ 1 ARy

1 EVEN WHEN NOTHING couLD BE |I“ ‘
FURTHER FRoM THE TRUTH.
llIIL‘

IT'S THE KEY INGREDIENT THAT Says
“YES, THIS IS AN AMIMAL LIKE ME. THIS I5
A LIVING THiNG."

HllI

-tulth x

||“qr“|I il ||
\U(]\ll'r}f&'n nnmll m”JwN Hu

I‘.’r'




“BILATERAL™ SYMMETRY, WHERE LEFT AND
RIGHT ARE MIRROR IMAGES,

THE EIND OF SYMMETRY YOUR ! OUR LOCOMOTION 1S5 AT QUR BASE AND OUR l
READERS WILL BE LOOKING FOR 15 CALLED MaVISATIONAL GEAR — INCLUDING TWO EYES FOR

DEPTH PERCEPTION -~ ARE AT THE TOP* TC GET
A BETTER VARNTAGE POINT.

NO MATTER HOW ABSTRACT orR STYLIZED &
PIECE OF ART IS, IF IT DISPLAYS THAT BASIC
ARRANGEMENT, HUMANS WILL SEE THEMSELVES
IN IT5 FEATURES.

I BBCT, EVEN WHEN A SET OF LINES I5 50 SPARE
THAT IT COULD AS EASILY DESCRIBE AN APE, A
BEAR OB A FISH, THEY'LL STILL SEE A HUMAN
IF THEY CAN.

—
HUMANS LOVE HUMANS! THEY CAN'T GET ENOUGH
OF THEMSELVES. THEY CRAVE THE COMPANY OF

I == AND THEY

LOWE HEARING
STORIES
ABOUT
HUMANS!

HUMANS, THEY VALUE THE OPINIONS OF HUMANS --

e

—




I FACT, THEY LowE

| SUCH STORIES SO MUCH,
THEY'LL MAKE ONE UP
FROM THE SLIGHTEST

EVEM THE LOOSEST
SCRIBELE WILL
SUEEEST A FIGURE --

== &AM EMOTION -—- - OR A GESTURE.

O

IM SHORT, CREATING A HUMAN BEING IM
THE MIND OF THE READER 1S EASY. JUST
& FEW LINES 15 ALL IT TAKES AND YOUR
READERS WILL DO THE REST.

BUT IF ¥OU WANT THEM TGO SEE A SPECIFIC
PERSOM, WITH A SPECIFIC APPEARANCE AND
SPECIFIC HOPES anND DREAMS, THATLL
TAKE A FEW EXTRA STEPS.

él




5 THIS

CHAPTER, I'LL TALK ABOUT
THREE SUCH MEASURES YOU AN
TAKE TO BRING YOUR DRAWINGS TO
LIFE A5 VIVID, BELIEVABLE
HUMAN BEINGS.

I CHARACTER DESIGN

L[] CHARACTERS WITH
H DISTINCTION AND

2. FACIAL EXPRESSIONS

U NS

e

- o N VO~ PO, i

%l

J)
"Il

g

HOW TO PORTRAY EMOTIONS WITH
POWER aND PRECISION.

) &) E..,..,

3. BODY LANGUAGE

HOwW
T MAKE SURE
THAT EVERY FIGURE
YOL DRAW HAS &
STORY To TELL

MASTER THESE
ELEMEMTS, PLUS THE
EFFECTIVE WISE OF
WORDS (ComMinNG UP
IN CHAPTER THREE) -~

= AND ¥ou
CAN GIVE BIRTH TO
CHARACTERS THAT
READERS WILL
BELIEVE M AND
REMEMBER FOR
YEARS TO COME.




HOW YOu DESIGN

YOUR CHARACTERS HAS A LOT TO DO WITH
STYLE anpD PERSONAL PREFERENCE.
GHCE AGAIN, THERE'S NO “"RIGHT™ OR

“WRONET WaY TO DOIT.

SOME CHARACTERS ARE BORN AS DOODLES IN & SKETCHBOOK, S0ME
ARE IMPROVISED |4 THE MIDDLE OF A STORY, SOME ARE CONCENED IN
THE SCRIPT 5TAGE -— MaYBE TO BE VISUALLY DESIKGNED BY OTHERS.

HARD AT Y |
“WORK" MR,
HARRIGAN 7

BUT NG MATTER WHAT SECQWEMNCE OF
STEFS BRINGS THEM TO LIFE -~

31

it
9

-- THERE ARE THREE
GUALITIES THAT 8O
EREAT COMICS
CHARACTER CAM DO

ﬂ

0 LB

AN INNER
LIFE

A UNIGUE HISTORY,
WORLD WiEW AND
DESIRES.

VISUAL
DISTINCTION

A DISTINCT AND
MEMORABLE BODY,

FRCE AND WARDROBE.

EXPRESSIVE
TRAITS

TRAITS OF SPEECH AND
BEHAVIOR ASSOCIATEDR
WITH THAT CHARACTER.

63

LET"S TAKE
A CLOGER LOOK




CREATING A COMPELLING INMNER LIFE
FOR YOUR CHARACTERS MAY BE THE MOST
IMBORTANT, AMD LEAST UNDERSTOOD,

ASPECT OF CHARACTER CREATION.

T TR I e s
ol .I'z____f -’-_-'-f-’._': e T

A il ""J-'_':'.-" s

BY
oG
DEEPER INTO

CHARACTERS' -

MINDS, WE CAN 1‘
Lo FOR THOSE
FACTORS THAT e
&IWVE THEM A o
REASON FOR '

EVERYTHING |

THEY DO AND |||
w -

BEGINNERS KNOW THAT EACH CHARACTER NEEDS
A “PERSONALITY™ --

- BUT OFTEM THAT MEANS A LIST OF
BEHAVIORAL TRAITS WITHOUT A SPECIFIC
i ORIGIN o uNiFYiNG PURPOSE.

i 1 =T

== AND HELD US
PREDICT wWHAT
THEY'LL DO IN ANY
GIVEN SITUATION ==

- T SUCH AN
EXTENT THAT THEY
VIRTUALLY WRITE

THEMSELVES!

A G000 PLALE
TG START 15 WiTH
YOUR CHARACTERS®

LIFE HISTORIES.

WHERE WERE YOUR
CHARACTERS
RAISEDT wHaT
EINDS OF PARENTS
DID THEY HAWVE?
WH&T'S THE BEST
THING THAT EVER
HAPPEMED TO
THEMT AND THE
WORST?

WHO WERE THEIR
HEROES?T wHAT
WERE THEIR
STRUGGLES?
ALL THESE
THiNGS AND
MORE CAN HELD
SHAPE WHO THEY
ARE.

JUST CONSIDER
YOUR OWN
HISTORY AND
HOW IT SHAPED

YOuU.




BETWEEN THE EXPERIENCES OF YOUR

FINDiNG COMMON GROUND

CHARACTERS AND THOSE OF THE
READER CAMN HELP EMOTIONALLY
CONNECT THEM --

-~ WHILE THE
DIFFERENCES
IN LIFE EXPERIENCE
BETWEEN ONE
CHARACTER AND
ANOTHER CAN
TRIGGER MANY
STORIES.

I\
NN

PR Bl B IT TT 11

THE SCON OF A FUNDAMENTALIST MINISTER
MIGHT FIND ROMANCE PROBLEMATIC WITH THE
DAUGHTER OF an ANTHROPOLOGIST.

e e T :

A CHARACTER BAISED IN POVERTY. FOR
EXAMPLE, May HAVE TROUBLE RELATING
TO A SHOPPING-ADDICTED HEIRESS.

—
Z |7
sTYLE
.....u

(

A RUNMMER WHO'S BEEM ON THE WINNING SIDE
ALL HIS LIFE MIGHT APPROACH A COMPETITION
DIFFERENTLY FROM A RUNNER FISHTING TO
OWVERCOME & LIFE FILLED WITH LOSSES.

THESE LIFE HISTORIES --
OR “BACKSTORIES™ -~ DON'T

HAWE TO BE TOO ELARBDRATE,
ESPECIALLY FOR MINGE
CHARACTERS.

IN FACT,
OBSESSING TOO
MUECH OWVER SUCH

DETAILS IS A

i
3 : _ CLASSIC
¥ /\ o) BEGINNER'S
1\

L oY MISTAKE!

o, ¥

[H (18 (W §
B [ [

BUT BE ON THE LOOKOUT FOR FACTORS THAT COLOR
YOUR CHARACTERS' EVERYDSY QUTLOOKS. HELP
OR HINDER THEIR UNDERSTANDING OF OTHERS
AND INFLUENCE THEIR ACTIONS.

IN OQTHER WORDS, CONCENTRATE ON THE DETAILS
THAT SHAPE wHO THEY are TODAY.




SOMETIMES, A
SINGLE, LIFE-CHANGING
EVENT CAN BECOME
A CHARACTER'S
DEFINING
MOMENT.

ALTHOUGH RARE
iN REAL LIFE, SUCH
EMOTIONAL BIG
BAMGS HAVE PROVED
USEFUL OVER THE
YEARS AS A S0URCE
OF Many SUPERHERD
“ORIGIN STORIES"™--

—— |NELUDING LEE

AMD DITEDS 1981
ORIGIN FOR MARVEL

comMics” SPIDER=-MAMN,

PETER PARKER'S
FIRST IMPULSE WHEN
SETTIMNG HIS LNIGUE
POWERS WASN'T TO
FIGHT CRIME AT ALL
BUT TO MAKE MOREY
A5 A CELEBRITY.

OMLY AFTER DETER'S
UMELE 1S MURDERED BY
A CROOK HE'D EARLIER
REFUSED To caTcH
BS SPIDER=MAN ==

T

-= DOES PETER
UNDERSTAND THAT
WITH GREAT POWER
COMES “GREAT
RESPONSIBILITY”
AND EMBARK ON THE
DHFFICULT PATH OF
DONG OO0,

2 WITH THEIR HERO'S MORAL BURDEMN

o A LONG RUN OF SUCCESSFUL STORIES.

FIRMLY ESTABLISHED, WRITERS HAD & FIELD
D&Y THROWING ONE THORMY MORAL DILEMMA,
AFTER AMOTHER AT THE POOR GUY, GEMERAT NG

CUR HISTORY
AFFECTS HOW WE 5EE
THE WORLD.

PANELS TWO-FOUR AND S ART 8¢ STEVE THTRD

(5EE ART CREDITS. PAGE 2581

AND WHEN THOSE

DESIRES AND
EXPECTATIONS
WORLD AFFECTS ¥ COLLIDE WITH THE
WHAT WE WANT aMD § DESIRES OF OTHERS

EXPECT FROM THE OR WITH NATURE ==

—
—
*=

THEY KNEW THAT
AS MANY STORIES
COULD STEM
FROM COMFLICTS
UNDER THE
MASE A5 OUT O
THE STREET.

== THAT'S
THE SOURCE OF
MANY OF THE
BEST STORIES
EVER TOLD,




; IN SCHOOL, WE'RE

! TAUGHT THAT STORIES il
RELY ON “CONFLICT™ aND |,
THAT SOME CONFLICTS ARE FIGHTING,

INTERMNAL WHILE SOME ARE ‘l‘
EXTERMAL.

='||-| -

E‘;«ff I Conflict,
Pk

A [ \f"
I = il
?’-.', ¥ __l_I-? {

T J Tl ) i
_] WELL...

| THEIR SOURCE, SOMEONE, SOMEWHERE,
THOUGH, AND NEARLY WANTIN
ALL CONFLICTS ARE | mETTHIN&?

J

== BECAUISE THEY
ALL START WITH

TRACK, THEM TO

WE CAN ADD TO A CHARALTER'S PERSONALITY
ALL WE WANT == MAEE THEM KIND-HEARTED
OR WITTY OR SENTIMENTAL OR MEUROTIC ==

== BUT IT'S OnMLY WHEN THEY START TO WANT |-
SOMETHING THAT THOSE TRAITS ARE SET IN
MOTION aND aivEN & PURPOSE.

EVERYBODY 15
A HERC IN THEIR
CANN PIND,

67

FULLY REALIZED CHARACTERS
DON'T SEE THEMSELVES AS PART OF
YOUR STORY AT ALL,

OWMN sTORY --

== AND HOW |T
AFFECTS THEM 15
THEIR PRIMARY
MEASURE OF EACH
MOMENT 'S
IMPORTAMNCE.

WHATEVER
YOU THROW AT
THEM 5 ST
PART OF THEIR




MOST WRITERS PUT A BIT OF THEMSELVES
INTO EVERY CHARACTER, WHICH can ADD WARMTH
AND CREDIBILITY TO A STORY, BUT CaN ALSO DULL

THE VARIETY OF A CAST IF TAKEN TOO FAR.

ONE
way TO
BOLSTER THAT

VARIETY IS TO BASE
EACH CAST MEMEBER
OM A DIFFERENT
UNIFYING
IDEA.

THATS WHAT I DID IN THE EARLY "805 WHEN I
PARTIALLY MODELED THE FOUR MAIN CHARACTERS
FOR MY FIRST COMIC BOOK SERIES ZOT! AFTER
CARL JUNS'S FOUR PROPOSED TYPES OF HUMAN
THOUGHT.

PEABODY BUTCH
INTELLECT SENSATION

JENNY
FEELING

Z0oT
INTUITION

HEY,

SOUNDS WEIRD,
I EnOw, BUT BECAUSE
OF THAT, I COULD
PREDICT HOW EACH
CHARACTER WOULD
REACT IN ANy &IVEN
SITUATION.

CRASH THE

&

GUYS! wanna T

=

E:}ﬁ

=

SURE, WHY

ARCHETYPES
FROM MYTH AND
LEGENT LIKE THE
“OLD WISE MAM,™
THE “HERG™ OR “THE
TRICKSTER™ CAN
ALSO BE USEDR TO
INSUIRE A VARIETY OF
DESIRES AND
WORLD VIEWS ==

RING MUST BE
DESTROYED!

-- WHILE TAFFING
INTC UNIWVERSAL VALUES
THAT TRANSCEND ANY
OME GENRE OR
CULTURE.

pE———— THE “0OLD WISE MAN" CLUS
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HUMAN BEINGS ARE
COMPLICATED
CREATURES WiTH &

LOT OF SUBTLE
VARIATIONS.

THAT SUBTLETY
AND COMPLEXITY IS A
CHALLENGE MaNY
MODERN CARTOOMISTS
ARE TRYING TO MEET,
ESPECIALLY IN THE
GRAPHIC NOVEL
MOVEMENT. ’ ril

|

THE RELIANCE O &
SINGLE THEME
FOR & CHARACTER'S
INMER LIFE MY SEEM

TO RUN AGAINST
THAT AMBITION ==

== AND T CAN IF
USING SUCH THEMES
JUST PRODUCES
CHARACTERS MIRED
iN CLICHES anD
STEREOTYPES —

OF THE REASONS
WE ALL LOVE
STORIES IS THAT THEY
OFFER PROPOSALS FOR
4 LIFE'S MEAMING AND

PANEL FOUR: ART 07 walT KELLY
(SEE ART CREDNTS, PasE 2640

~= BUT EVEM
BROADLY-CONCENVED
CHARACTERS CaN
EVOKE SUBTLER
ASPECTS OF THE
HUMAN CONDITION
THROUGH THEIR
INTERACTIONS
WITH ONE ANOTHER.

THE IDEA ISN'T
To SIMPLIFY A CHARACTER AT ALL, BUT
TO INSURE, BY WHATEVER MEANS, THAT YOUR
CAST OF CHARACTERS REPRESENTS A FULL
SPECTRUM OF aPPROACHES TO LIFE --

BY PRESENTING
CHARACTERS WITH COMPETING
PHILOSOPHIES OF LIFE YOU CAN OFFER A
TRIANGULATED, FULLER PICTURE OF THE
WORLD YOUR CHARACTERS LIVE IN.

== BECAUSE
WITHOUT THaT
VBRIATION, YOUR
CHARACTERS AREN'T
GOING TO HAVE MUCH
TO TALE ABOUT!

AND FOR ALL THE
BEAUTIFUL ART OR
WORDPELAY YOU MIGHT
DELWER, IT™S THAT
PICTURE OF THE
WORLD THAT YOUR
READERS MAY
REMEMBER BEST.




VARIETY anp
DISTINCTION i
CHARACTER DESIEN
ARE IMPORTANT FOR
A FEW REASONS.

-- 50
THAT INTERMAL VARIETY OF
EHARACTER TYPES WILL NEED AN
OUTWARD WaRIETY OF VISUAL
DESIGNS TO MATCH,

OF COURSE, COMICS
15 A VISUAL
MEDIUM -~

ON A PURELY PRACTICAL LEVEL, THEY HELR AND EVEM F DETAILS LIKE FACIAL HAIR aND
THE READER KEEP TRACK OF WHO'S WHO. CLOTHING ARE THROWN IN TO DISTINGUISH
A CAST OF CHARACTERS THAT ALL LOOK THE THEM, TOO MUCH SIMILARITY IN CHARACTERS'
SAME CAN BE CONFUSING. UMDERLYING APPEARANCE CAN LEAD TO A

BLAND COOKIE-CUTTER LOOK,

BUT BEAUTY IS MORE — AND THERE ARE
SOME STRIVE TO MAKE EVERY OME OF THEIR EFFECTIVE WHEN MANY DIFFERENT
CHARACTERS BEAUTIFUL, AND IN DOING SIEN A BASIS FOR KINDS oF BEAUTY
50 RELY O8 THE SAME IDEAL FACE aND COMPARISON —- T CHOOSE FROM.

BODY REPEATEDLY.

PasEL SEVES: ART BY RUMIGD TAKAHSSH
(SEE ART CREDITS, PAGE 2580,



| )
mwm PEOPLE IS HARD FoR
SOME OF US, S50 I UNDERSTAND WHY Many
ARTISTS RELY O8N THE SAME BASIC FACE AND
FISLRE Adaln AND Acaln,

11N

Ry

=

SETTING IT
RIGHT ONCE 15
DIFFICULT EMOUGH
WITHOUT HAVING
TS REBNWENT THE
WHEEL EACH
TIME,

. %
il ‘\v

SUCH AS: “ARE ALL

OF MY CHARACTERS

THE SAME WEIGHT
m AND BUILD?®

BUT ADDING
VARIETY DOESN'T
REGLHRE ¥OU TO BE
a MASTER
DRAFTSMAN.

5EHG T KNOW EACH
CHARACTER'S
HEIGHT? oo
THEY ALL STAND
EYE TO EYE?™

DEEPER DIFFERENCES OF FACE AND BODY TYPE
HELP READIERS KEEP TRACK OF YOUR CAST, AND
EIVES THEM A UNIGUE VISUAL REMINDER oF
CHARACTERS' DIFFERENT PERSONALITIES.

rd

DO I KEEP
DRAWING THE
SAME MOSE anD
UPPER LIPS
OVER AND OWVERTY

IT JUST MEANS
TakiNG & CLOSER
LOOK AT YOUR
ARTWORK AND ASKING
YOURSELF A FEW
QUESTIONS.

“DOES EVERY
WOMAN 1 DRraw
HAVE THE SAME
BUST cr HIPS?™

AS YOUR READERS GET
TO ENOW YOUR CAST,
THOSE FEATURES WILL
COME TO SYMBOLIZE
WHAT EACH CHARACTER
MEANS TO THEM -

-= JUST A5
REAL-LIFE PHOTOS OF
OUR FRIENDS anND
FAMILY can RECALL
THE WHOLE PERSON IN
CUR MEMORIES. A




CARTOONY STYLES ACCOMMODATE MORE
DRAMATIC VARISTIONS IN BODY TYPES, 50 SUCH
EXTREME DIFFERENCES HAWVE TRADITIONALLY
BEEN ASSOCIATED WITH ALL-AGES TITLES.

BUT & SOME COMICS
CULTURES, DRAMATIC
STORIES HAVE ALSD
BENEFITED FROM

THEM ==

-= aND EVEN REALISTICALLY PROPORTIONED
FIGURES CAN SHOW DISTINGT VARIATIONS 1M
SHAPE, SIZE aND OTHER FEATURES.

AS WITH INNER
DRIVES, SOMETIMES A
CHARACTER'S CUTER
APPEARANCE CAN BE
BUILT ARCIUND A
SINGLE IDEA.

pay SPECIAL ATTENTION TO EYES. I FOUND WHEN
DOING ZOT! THAT I COULD HIGHLIGHT CHARACTERS'
UMIGUE QUALITIES BY GRING EACH ONE A UNIQUE
AND EASILY RECOGNIZED pPair OF EYES.

SUCH THEMATIC “CASTING" CAN BE
OPENLY ACKNOWLEDSED, AS IN NEIL
GalMAN'S SANDMAN SERIES —-

-- OR JUST UNDER
THE SURFACE, AS IN
LEE AND KIRBY'S

FANTASTIC FOUR.

EEMEL DHE-THREE: ART BY UDERE0, WASUITY O5IMA AND
JAIME HERMANDES (SEE ART AMD COPYRIGHT CREINT S,
PASE 2580




EISHER SUGGESTS USING ANIMALSE as A BasIS
FOR CHARACTERS, IN PART TO TAP INTO READERS
PRIMORDIAL REACTIONS, AND LUCKILY THERE ARE A
LOT OF ANIMALS OUT THERE TO CHOOSE FROM!

USE YOUR
IMAGINATION anD
YOU CAN PROBABLY
COME UP WITH MANY
SUCH THEMATIC
GROUPS TO USE.

Lo
-

SOME SUGGESTIONS:

= THE FOUR SEASONS

* CHESS PIECES

+ THE FIVE SENSES

* MYTHOLOGICAL FIGURES
» COUMTRIES/STATES

* CULTURAL ERAS

* THE PLAMETS

* HISTORICAL FIGLURES

* TREES/PLANTS

» TOYS

« TAROT CARDS

« THE SEVEN DEADLY SINS
+ SONGS

*HAND TOOLS

* ASTROLOGICAL SiGNS

ANYTHING GOES. EVEN AFTER ONE SET OF
THEMES HAS BEEN USED, IT CAN ALWAYS BE USED
AGAIM -- 50 LONG AS YOUR TAKE OM IT 15 FRESH.

YOU MaY EVEN WANT TO TAP SOME OF THE VARIOUS
PHYSICAL STEREQTYPES CARTCONISTS HAVE USED
OVER THE TEARS, THE FACE anik BODY TYPES
THAT CAN MARK A CHARACTER AS “HEROIC™ or

“BRUTISH” or “NERDY," ETC. |

THESE HAVE THE
ADNVANTAGE OF
BEING INSTANTLY
RECOSNIZABLE AND
COMFORMING TO
READER

1 _"T_A

EXPECTATIONS.

OF COURSE, YOU COULD
ALS0 CONTRADICT
THOSE ASSUMBTIONS,
SIVE YOUR READERS A

SURPRISE, AND PUMCTURE

SOME REAL-LIFE
STEREOTYPES I THE
PROCESS!
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AT TIMES, I THINK POETRY 15
CHILIZATION'S ONLY RATIONMAL
RESFOMSE TO THE FUTILITY OF
LINGUISTIC REPRESENTATION.

WHAT THE HELL
ARE YouU TALKING

*in S BOCK FRAPHIC STORYTELLING (SEE BIBLAOSTARH)



OMCE YOU'VE
DECIDED O A
gasic DESIGN For
YOUR CHARACTER,
FOU MAY WANT TO
LOCK THAT DESIGN IN
WITH & “MODEL
SHEET."

THIS
15 A SERIES OF
DRAWINGS OF YOUR
CHARACTER FROM
VARICUS ANGLES — A
KIND OF BLUEPRINT
You caN REFER TO
WHEN DRAWING.

A GOOD

MODEL SHEET
wiLL usually
INCLUDE BOTH FULL
FIGURE aND Faclal
CLOSE=-UPS

- = J'u_l J '-:l-




-= AS WELL
A5 NOTES oN
HOW THE 80DY IS
CONSTRUCTED,
BOTH UNDER THE

CLOTHES, anD
UNDER THE

-- COSTUME
DETAILS, IF

THERE IS A

== QR THE
DIFFERENT STYLES
OF CLOTHING
YOUR CHARACTER

LIKES TO WEAR.

A\

. S

f:ﬁ_,

7o




THIS IS5 WHEN ¥0U CAN START
PLAMNING FOR WHAT KINDS OF

EXPRESSIVE TRAITS YouU'D LIKE
EACH CHARACTER TO HAVE.

THESE ARE THE VARIOUS TENDENCIES
oF BODY LANGUAGE --

.,,.p‘f-: : ; . . o |
! % - A
- :: = _' \ | :
@ /g \ F -- EACIAL
: = EXPRESSION --
= | il ' )
-‘-\‘\. I'\ =
i
lll ; .-".—_ 1 [
II . _I' | '_‘-:' '_-'_
| o 7
,J:'.-:_.___: ] !
B f { 'y
5y . '“:.':. i
q-\l.-_l.'\__‘ i i N L%
I_r-._l.:' .-._ . :-- el I.. ]
[ = -- SPEECH {ipn, e
PATTERNS - | %
wdd o o THIS 1S WHERE YOU GET TO MAP OUT THE
—— YEAH, LIKE 1 ——— EMOTIONAL TERRITORY EACH CHARACTER
B N THAT LL ) £ o OPERATES WITHIN =
j : W, H"?pEN " l. 4 % \.‘.
-, o :
f - '
o | i
i ¥ b} i - 1
—— FJ ! I | 1 . I
= I. -Ir I| )
| VAN - . ; 3 4
N ﬂ
| ] |
i | |
T ! et S | | 2 :
S\, > .
b Tl | - AND OTHER | ’ !
o : PERSONAL GUIRKS. |
]
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== AND LOOK FOR THOSE TWO OR THREE KEY EXPRESSIONS OR POSES UNIGUE TO EACH CHARACTER.

CAN EVEN BUILD
YOUR CHARACTERS
WITH CERTAIN TYFES

sLieHTLY CROSSED
EYES FOR A SLIGHTLY
FLAKY CHARACTER.
FOR EXAMPLE.

OF EXPRESSIONS IN
MWD

NOW, TO BE HONEST, NOT EVERY CARTOOMIST GOES
TO THIS MUCH TROUBLE, ESPECIALLY FOR ONE-SHOT
MINOR CHARACTERS. ¢

SOME TRUST
v : THEMSELVES TO DESIGN
‘" - N CHARACTERS ON THE FLY =—

i
s
s

== AND MANY
MODEL SHEETS ARE
LITTLE MORE THAN
ROUGH
SKETCHES. .

OR A FULL SuPPLY
oF WRINKLES.,
TAILOR-MADE FOR
SNEERING.,

WHETHER ¥OuU
PLAN TO THE LAST
DETAIL OR PREFER TO
WING IT, YOUR GOALS
SHOULD BE THE
SAME --

Of & PERMANENT
SLOUCH FoRr A
GRUMPY, DEFEATED
PERSONALITY.

-— TO FISURE CUT
WHAT MAKES EACH
CHARACTER UNIQUE
AND. PUT THOSE
GUALITIES FRONT
AMD CENTER.

7




THESE ARE THE
THREE COMPONENTS OF
SUCCESSFUL

CHARACTER
DESIGN.

TO MAKE SURE EACH CHARACTER HAS A
MENTAL, VISUAL anD BEHAVIORAL

TERRITORY ALL THEIR OWH, BY HIGHLIGHTING
THE DIFFEREMCES BETWEEN CHARACTERS -

»

AN INNER
LIFE

VISUAL
DISTINCTION

EXPRESSIVE
TRAITS

== AND UNIFYING
THE LOOK AND
FEEL WITHIN
EACH OME.

&

THE READER WILL BE GETTING TO XNOW
YOUR CHARACTERS ACROSS HUNDREDS OR
EVEN THOUSANDS OF PANELS, THROUGH
SMALL FRAGMENTS OF SPEECH, SIGHT
AND ACTION —

=~ WHICH Can ADD
UP TO A SINGLE
COMNTINUQUS ILLUSION
oF HUMAN LIFE --

THEY PRESENT
DIFFERENT
CHALLENGES.
BUT ALL SHARE A
COMMON
STRATEGY:

LiKE PLANETS,
KEPT APART IN

THEIR SEPARATE

ORBITS BUT HELD
TOGETHER BY

' — |F THosE '

FRAGMENTS
DO THEIR JOB
CONSISTENTLY
AND EFFECTIVELY
FROM BEGINNING
TO END.




MAINTAINING A
CONSISTENT LOOK
FOR YOUR CAST IS PART
OF THAT CHALLENGE --

= AND OVER THE
YEARS, SOME
CHANGES are
BOUND TO OCCUR IN
THE WaY YOU DRAW
YOUR CHARACTERS --

H MY CHARACTER AND I

HAVE BOTH GOTTEN A BIT,
UM, ROUNDER ovER
THE YEARS, FOR ENAPMDLE,

DON'T WOREY ABOUT MATCHING YOUR ART TO
THE MODEL SHEET EXACTLY. THERE'S NOTHING
WRONG WITH & LITTLE DyNamic VARIATION ~-

== AND ANOTHER

WAY N WHICH MODEL

(= B A=
-

SHEETS CAN HELP.

WITH IT, You
CAMN CREATE A
SENSE OF A SINGLE
CHARACTER PASSING
THROLKEH LIFE I8
PAMNEL AFTER

== BUT WITHIM
A SINGLE, SELF-CONTAINED WORK LIEE A
GRAPHIC MOVEL, COMSISTENCY IS IMPORTANT
FOR KEEPIMG READERS N YOUR SPELL.

SH00W NIV

SHOEID IAVE

/ WITHOUT I, \

THAT SPELL CAN

BREAK, AND LEAVE
YOUR READERS WITH
MNOTHING BUT LINES
ON A PAGE,

5

SMEL Twix ART BY CRAIG THOMPION
EE ART CREDITS, PASE 2580,

DRAWING THE
SAME CHARACTERS OVER AND OVER 15
HARD WORK. ALL THE MORE REASON TO PiCK
DESIGNS THAT ARE A JOY TO DRAW RATHER
THaM A CHORE.

AFTER ALL,
YOURE &OIMG TO
BE FACE=TO-

FACE wWiTH THESE
GUYs A LOT.




T 15, 1N FACT, A PICTURE OF NO
EXPRESSION WHATSOEVER!

2. FACIAL EXPRESSIONS

THIS IS A FACE
in WHICH NONE
OF THE FACIaL
MUSCLES ARE BEING
USED, EXCEPT MAYEE
THE EYELIDS
KEEPING THE EYES
OPEM.

8uUT
YOLPLL ALMOST
HEVER GET TO
SEE IT HEAD-ON
LIKE THIS ==

THIS MIGHT BE THE
mMosST COMMON
EXPRESSION OF all.
PEOFLE DOHIT
OFTEMN, EVERY D&Y,

IF T ASKED YOU TO
DESCRIBE THIS
EXPRESSION. YOU
COULD PROBABLY COME UV
WITH A FEW WORDS.

CALM,
THOUGHTFUL,
REVERENT,
REFLECTIVE...

IN FACT, YOUR
OW N EXPRESSION
May HawE SOFTENED
A BIT JUST NOW, SIMPLY
FROM LOOKING AT THIS
PICTURE!

-=BECALISE, A5

SOON AS THAT OTHER
FACE'S EYES MEET YOURS,
YOU'LL PROBABLY GET A
REACTION == AND
RESPOND In EIND,




EXPRESSIONS AREN'T
SOMETHING WE Can
QFT OQUT oF EasiLy,
A5 WITH WORDS.

THEY'RE A COMPULSIVE
FORM OF VISUAL
COMMUNICATION
ALL OF us USE.

YET, AS

COMICS ARTISTS. WE MEED TO DO
EXaACTLY THAT IF WE WANT THE EMOTIONS
OF OUR CHARACTERS To COME
THROUGH oM THE PAGE.

WE ALL ENGW HOW
T “READ™ AND
“WRITE™ THEM
WITH OUR FACES ==

== A5 WE
DO N LIFE.

-- BUT FEW OF US CAN
consCicusly REPRO-
DUCE THEM IN ART
WITH AS MUCH STYLE
AND GRACE -~

L~
i)

== AND THERE'S MO STRONGER CONDUIT TO YOUR
READERS" EMOTIONS THAM THROUGH THE EMOTIONS

OF THE CHARACTERS yoU CREATE FOR THEM,

8l

ALMOST ANY STORY CAn BE EMALUATED BY ITS
ABILITY TO PROVOKE EMOTION iN THE READER,
EVEN IF EMOTIONS ARENT ITS PRIMARY FOCUS --

Tum“_............,....

WITH FOUR
SENSES, MOST
NOTABLY SOUND.
UNAVAILABLE TO

== YOU'LL
WANT TO GET
THE MOST OUT OF
THE GHNE YOl




PUTTING FACIAL EXPRESSIONS TO USE IN COMICS REGQUIRES YOU TO TACKELE FOUR SUBJECTS:

THE CHFFERENT
KINDS oF Facial
EXPRESSIONS AND
WHERE THEY COME
FROM.

HOW THOSE
EXPRESSIONS ARE
FORMED BY THE
MUSCLES oF
THE FACE.

THE WaRIOUS
STRATEGIES FOR
RENDERING
THOSE EXPRESSIONS
GRAPHICALLY.

AND HOW FACIAL
EXPRESSIONS WORK
IN COMICS-STYLE
SEQUENCES.

THE HuMAN
FACE CAN TAKE ON
ANY NUMBER OF
SHAPES |M THE
COURSE OF A DAy,

SOME INDICATE
PHYSICAL
STATES SucH
AS PAIN OR
EXHALSTION.

SOME ARE
MEANT TO
COMMUMNICATE
WITH OTHERS
DIRECTLY.

* SEE BIBLADGRAPHY.

BUT THE LION'S
SHARE OF THE
FACE'S POWER TO MOVE
LS LIES I TS ABILITY
TC coshvEY BASIC
HUMAN
EMOTIONS:

THE RESULTS
OF THAT PROCESS
Can BE VARIED AND
COMPLEX, BUT AT ITS
SOURCE ARE A FEW
SIMPLE BUILDING

e = ~ L

THESE ARE THE BASIC EMOTIONS WHICH
ALL HumaM BEINGS EXHISIT, REGARDLESS OF
CULTURE, LANGUAGE orR AGE. & SMaLL
HANDFUL OF “PURE™ EXPRESSIONS FROM WHICH
OTHERS ARE DERWED.

In 1872, DARWIN
WROTE THAT SOME
EXPRESSIONS MIGHT BE
UNIVERSAL, A VIEW
SHARED BY MODERM
EXPRESSIONS EXPERTS
LIKE PALIL EXMAN.¥




SADNESS SURPRISE

83

MOW, SOME OF YOU
MIGHT BE THINEING:
“THAT CAN'T BE (T!
THERE ARE FAR
MORE EXPRESSIONS
THaM THOSE."

AND THERE ARE!
BUT JUST A5 THREE
PRIMARY COLORS
CAN BE MODIFIED or
MIXED To ACHIEVE
EVERY COLOR OF THE

RAINBOW -

-= 50 TOC CAN
THESE EMOTIONAL
PRIMARIES 8t
MODIFIED aAnD
MIXED TO CREATE
MANY OF THE
EXPRESSIONS WE SEE
EVERY DAY.




FOR EXAMPLE, BY
VBRYIMNG THE
INTENSITY oF
OUR PRIMARIES YOU
Can SEE OTHER
FaMILIAR EMOTIONS

50 INGRAINED
ARE THESE
INTERMEDIATE
EMOTIONS THAT
EACH ONE CARRIES A
SPECIFIC MEAMNING ==

== ARD EACH
GETS ITS OWN

NAME.

STERMNESS IMNEHENATION

SATISEACTION AMUSEMENT SO

DEJECTION MELANCHOLY

ALERTHESS WONDER

84




AND BY MIXING any TWO OF OUR
EMOTIONAL PRIMARIES, WE CAN PRODUCE A
THIRD EXPRESSION —- WHICH, IN MANY CASES,
IS ALSD DISTINCT AND RECOGNIZABLE ENGUGH
TG EARM ITS OWN NAME,

85
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SURPRISE

SURPRISE

CREEPY. YES —- 8UT USEFUL. SEE THE
CHAPTER MOTES FOR MORE O Wiy,




THROW IN
MIXTURES oF
THE OTHER

INTENSITIES --

MODERATE JO

AND THERE
ARE OTHER
FACTORS wHicH
CanM aDD EVEMN
MORE VARIETY.

REMEMBERING
A DECEASED
LOVED OME.

-= OR EVEMN
COMBIMNATIONS
oF THREE oR

MORE ==

== AND THE NUMBER OF
DISTINCT EMOTIONAL
EXPRESSIONS YOU HAVE AT YOUR T
FINGERTIES CAN GROW TO WELL
OVvER A THOUSAND,

% i

FOR EXAMPLE, NOTICE
HOW ALL OF THE FACES
STEMMING FROM THE
EMOTIONAL PRIMARIES
HaWE BEEM LARSELY
SYMMETRICAL?

G

EMOTION BUT THERE'S A
HAS MO woRLD QUTSIDE
DIRECTION. THOSE FACES THAT
IT COMES FROM CAM ALSO PLAY &
WITHIN. PaRT IN FACIAL
EXPRESSIONS.
o .j__{',;,.
7

o

f"":’f"’.-' : '-f

#
et
-

b

o

)
7 &
T E




PHYSICAL
STATES
ARE AS
INBORN AND
ANCIENT &
FACTOR IN FACIAL
EXPRESSIONS AS
BASIC
EMOTIONS --

== BUT BECALSE
THEY INVOLVE
OUR CHAOTIC
INTERACTIONS WITH
THE PHYSICAL
WORLD, THE
SHAPES THEY TAKE
CAN BE LESS
BALANCED anD
PREDICTABLE.

LIGHT
OWVERLOAD

HEAT OVERLOAD

GRAVITY, BODILY ¥ AND NATURALLY, THESE EXPRESSIONS CAN BE

THIS LEADS TS

SENSATIONS anD fl COMBINED WITH THE VARYING INTENSITIES AN EVEN GREATER
THE ExTeRMA. 7l AND COMBINATIONS OF THE EMOTIONAL NUMBER anND
SRS OF | PRIMARIES. VARIETY of

STIMULATION Ll
COME INTC PLAY.

EXPRESSIONS == YET
IT'S STILL JUST THE
TIP OF THE
ICEBERG --




-- BECALSE WHEN YOU THROW 1M ALL
THE MY Way'S WE USE OUR FACES AS A
Forr OF DIRECT SPECIALIZED
SIGMAL -~

— MO SYSTEM
OF AMALYSIS COULD
EVER BEGIN TO
CATALOG alLL THE
DIFFERENT TYPES OF
Faclal EXPRESSIONS
YOUR CHARACTERS
COULD WEAR!

| — BUT THEY ADD AN EVER-CHANGING GLOSSARY
S OF CULTURALLY-SPECIFIC SIGNS AND SYMBOLS

LTI

THESE ARE THE WISUAL SHEMALS WE SEND TO

EACH OTHER DIRECTLY, OF TEN IN COMBINATION
WITH BODY LANGUAGE SiGnaLS LIKE HEAD AND
HAND posITION anp GAZE DIRECTION.

et S (T —

THEY'RE DEEPLY ROOTED IN OUR INBORN
EMOTIONAL EXPRESSIONS AND STILL
AFFECTED BY PHYSICAL STATES --

THEY ARE, FOR ALL INTENTS AND PURPOSES, A
LANGUAGE -- THOUSH A LANGUAGE ONLY
PARTIALLY UNDER OUR CONSCIOUS CONTROL.




SOME OF THESE
SEMS HAVE BECOME
AS FORMALIZED AS

TRAFFIC
SIGNALS.

BUT MOST
ARE MORE
SUBTLE anND
IDIOSYMNCRATIC,
TAILORED TO SPECIFIC
PEQOPLE N SPECIFIC
SITUATIONS, AND
SUBJECT TO THE
INDIVIDUAL STYLE
OF THE SENDER.

THE THE
THE WINE. OUTSTRETCHED “OH, MOM..T
TONGUE. LOOK.

By ADDING HEAD POSITION anp GAZE DIRECTION T THE Mix, AND
ALLOWING FOR ASYMMETRY. THEY ACHIEVE FAR MORE VARIETY THaM THE
BASIE EMOTIONAL EXPRESSIONS —

SUSPICIOUS coy SELF-RIGHTEOUS

== BUT THEY'RE ALSO HARDER TO PIN DOWH, OR MAKE LINIVERSALLY
RECOGMNIZABLE, 50 CONTEXT IS IMPORTANT wWHEN SEFARAT NG
“BLEADING, SAY, FROM MERELY SAD, OR "REGRETFUL” FROM FORSETFUL,

SELF-SATISFIED PLEADING REGRETFUL



EACH
EXPRESSION
HAS TO MATCH
A FEW KEY

BUT, OMNCE THOSE KEY FEATURES ARE IN

PLACE, THE SENDER CAd SPIN THAT EXPRESSION
I ANY NUMBER OF DIRECTIONS,

FEATURES
TO BE
RECOGNIZABLE.

PLUS

HARROWED

A EES LEYE

CONTACT

PLUS
+

LOWERED SRCW

EGUALS
+

SUSPICION

MISTREAT MY OH, C'MON. YOU WE CATCH You
DaUEHTER AND DON'T REALLY MAKING PERSONAL LI&R.. BUT YOU'RE
CALLS AGAIN, MY KIND OF Liar!

I"LL HAWE yoil
EALLET:

EXPECT ME TO
BELEEVE THATT

FOUR VARIATIONS ON SUSPICION:

YOL'RE FIRED.

YEAH, TOU'RE A

A BIT OF AN EMOTION
LIKE DISGUST CAN BE
ADDED; FOR EXAMPLE,
TO GIVE SUSPICION A
DISDAINFUL AIR.

BUT IF THAT EMOTION
BECOMES THE FACE'S
DOtAMANT WISUAL
STATEMENT, THE
EXPRESSION CAM BE

M REAL LIFE, WE
ACHIEVE THESE KINDS
OF PRECISE EFFECTS
WITHOUT MLUCH
CONSCIOUS ENOWLEDGE
of HOW WE DO IT.

HIJACKED.
£ A STRONG DISGUST M

YET. WE MUST
UNDERSTAND OM
SOME LEVEL HOow
OUR FACES ACHIEVE
THESE LODOKS ==

-- BECAUSE WE CAN ALSS CONSCIOUSLY IMITATE ANy OF THESE EXPRESSIONS,
AND EVEM ADD AN ELEMENT OF STYLIZATION OR EXAGGERATION TO FRODUCE

& MOCK VERSION oF EACH ONE




IN SOME CASES. AN ATTEMPT To STOP IN FACT, ADULT SOCIETY RELIES, IN LARSE PART,

SHOWING EMOTION CAN ACTUALLY BE ONE OF ON THE SUPPRESSION OF BASIC EMOTIONS, THE
THE KEY FACTORS THAT MAKE A GIVEN BACIAL WAYS 1IN WHICH WE SUPPRESS AND REDIRECT THEM
EXPRESSION RECOGNIZABLE, ARE THE SOURCE OF MUCH OF OUR EXPRESSIONS’

VARIETY AaND DEPTH.
A\t D i
p: B =
PR -
s 3, :
1 |J.: II | TUET :? :_': = 'ﬁ;
SN L
%- i ] g’
: e s b :
ey : e o : ,_.’- qf ;ﬁﬂ?}é&f
EMBARRASSMENT; RESENTMENT: i ‘gﬁ%% ; f{:‘ : %
i G i
AVERTED, FEARFUL GAZE. AVERTED, ANGRY GAZE. g “; o Ty L
MOUTH EXPRESSIONLESS, MOUTH CLOSED TIGHTLY. . @’ ¢
= poae = —Fa i
LOGK AT THE a5 PART OF HUMAN WE DON'T WasT TO BUT &S
SMILES N SOCIETY, WE ALL WAMNT DECOMSTRUCT THEM ARTISTS HOPING
SWAPSHOTS AND To SEE PAST EacH TG THE POINT WHERE Te REPRODUCE
EACH WILL SEEM AS OTHER'S FACES TO THE THE HuUMAN FACE THOSE INMER
UNIQUE a5 & PERSCN WITHIM, SEEMS LIKE A FERSOMALITIES IM
SNOWFLAKE, MACHINE. THE MINDS OF OUR
READERS —-

AND THE ONLY WaY TO
UNDERSTAND THAT MACHINE IS TD &0
BEMEATH THE SURFACE --

-~ WE NEED TO
UNDERSTAND THAT
THE HuMaN FaceE |5
A MACHIME OF SORTS,
FOR ALL ITS BEAUTY
AMND SUBTLETY.

== AND SEE
ITS PARTS IN

ACTION.

BUT UNDERNEATH
THEM ALL ARE
THESE SaME BASIC
PRIMCIPLES
PLAYED OUT AGAIN
AMND Asads,




FACIAL MUSCLES

3

THE FRONTALIS,
KRoWH a5 THE

BROW-LIFTER.
i ORBICULARIS
GCLL), WHICH
SGLIEEZES THE
EYE AS Ind
SQUNTING, 50 .

LET'S CALL IT
THE

SQUINTER.

LEVATOR

Lagi 5I..IPERIEIH:I5.\\
THREE SRANCHES:

OF MUSCLES, KNOWH
LOLLEETRVELY AS
THE SNEERING
MUSCLE.

TRIANGULARIS WHICH PULLS
DO THE MOUTH'S CORNERS:
{1 WOULD CALL (T THE
“FROWNING MUSCLE" BUT.

DEFRESSOR LABH INFERIORIS,
PULLS THE BOTTOM LIP
DO, AS N SPEARG, {
50 LET'S CaLL IT THE

SPEAKING MUSCLE.

I 12
THERE ARE ManY
MUSCLES THAT MOVE
THE FACE. BUT THESE
ARE THE ONES THAT THE MENTALIS, OR ORBICULARIS
CONTRIBUTE PRIMARILY POUTING MUSCLE, ORIS, THE LIP-
To EXPRESSION.* WHICH PUSHES UP THE TIGHTENER.
’ CHIN AND LOWER LiP, WHICH CURLS AND
CREATIMG A BULSE | TIGHTENS THE
THE CHiR. LIPS,
MOST MUSCLES
iN THE BODY
& CONNECT
BONE-TO- £
— BOME ACROSS
\ HN A JOINT. THEY
Y CONTRACT,

THE CORRUGATOR, wHicH
PUSHES DOWKN THE BROW, KNOWN
A5 THE “FROWNING MUSCLE™ BUT
THAT™S ST CONFUSING.,

fapalay “CORRUGATOR™ JUST
SOUNDS COOLERY

4
o

LEWATOR
FALPEBRAE, WHICH
ALSO SOUMDS
cooL, BUT LID=
LIFTER 15 EASIER
TO REMEMBER
BECAUSE THAT'S
ALL IT DOES.

ZVEOMATIC MbIOR,
ExciN a5 THE
SMILING MUSCLE.

D

RISORIUS (B, ENOWH AS THE
LIP-STRETCHER, USED IN
COMJUNETION WITH THE NECKE
MUSCLES KMOWH A5 PLATYSMA 9.

(AR L P LRI T EELTHATAN 71

|
Il guT many FACE |
Il MUSCLES il
"I STRETCH FROM A
BONE QUTWARD
TO THE SURFACE
OF THE SKIN.

[ )

ANCHORED - s
10 BOME /

g

S

——

=1 20T THESE TWELVE FROM GRARY FAlGIM'S EXCELLENT
BOGK 0w THE SUBECT (SEE BIBLIOGRARY, THOUGH I
MADE SOME MAME CHANGES AS NOTED.




WHEN you SMILE.
FOR EXAMPLE, THE

== PULLING THE FLESH FROM UNDERNEATH

TREE

SURFACE END OF TOWARD THE CHEEK BONE WHERE IT BUNCHES ANCTHER LOOK AT
THAT MUSCLE (#e) UP anD LEADS TO THE IRREGULAR WRINKLES WE OUR EMOTIOMNAL
IS PULLED TOWARD CALL “DIMPLES." PRIMARIES wiTH
THE ANCHORED THESE MUSCLES I8
END -
AN
T

CORRUGATOR PLUS 2 :
LID=LIFTER ADDS =

UE TO AM ANSRY wEE + G}l{ﬁ
GLARE, WHILE THE o, e = =
ACTIVE SNEERING, R :

SPEAKINE AND
LIP-3TRETCHER
MUSCLES PRODWUCE
THE SGUARE
HMOUTH OF THE
CORMERED PREDATOR.

CORRUGATOR PLUS
SEUINTING MUSCLE
SHUTS THE EVES
THEHT IN REACTION
TO THE DISGUST-
ING QBIECT OF
ATTENTION, WHILE
THE :0OUTH AND
NOSE RECCHL VA
THE POUTING AND
SHEERING MUSCLES.

CORBUGATDR AND
BROWHLIFTER
COMPRESS AND
FRAISE THE
FOREHEAD OWER
THE LIFTED LIDS
OF FEAR-FILLED
EYES, WHILE THE
LIPS ARE TiGHTLY
STRETCHED APART
AND OPEMED,

BY LEARMING
WHAT'S GOING
oM UNDER THE
SKIN you can
BETTER SHOW
WHAT'S HADPPEN=
Ine ON THE
SURFACE --

THE Srulisds
MUSCLE PULLS THE
CORMER OF THE
MOUTH UP AND
OUT, COMPRESSING
CHEEKS WHICH,
TOGETHER WITH
THE SQUINTER,
PRODRICE THE
ARCHED EYES OF
SO,

CORRLGATORBROW-
LIFTER STRUGGLE
OVER SQUINTED
EYES., WHILE THE
LIP-STRETCHER,
TRIAMNGLULARIS AMD
POUTIMNG MUSCLE
PROCUCE THE
SIDEWWYS “A" SHAPE
OF THE CRYING
HOUTH.

THE GROW-LIFTER
PULLS THE UPPER
FACE STRAIGHT
UF I SURPRISE
OVER WIDE OPEM
LID-LIFTED EYES,
WHILE THE MOUTH
FALLS OPEN. ALL
OTHER MUSCLES
REMANK MACTVE,

== aMD

SHOW YOUR
READERS
WHAT'S GOING
Onl INSIDE
TOUR
CHARACTERS

MINDS.
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WHEN DRAWING EXFPRESSIONS,
¥OU CAN CHOOSE FROM A FEW DIFFERENT
GRAPHIC STRATEGIES.

EXAGGERATION.
AMPLIEYING THE KEY
FEATURES THAT MAKE
A8 EXPRESSHON
RECOGNIZABLE.

IF CHOOSING & MORE
REALISTIC
APPROACH, YOU MIGHT
NEED TO USE LIVE
MODELS GR
FPHOTOGRAPHIC
REFEREMNCE.

SYMBOLISM.

IMAEES THAT DERICT
EMOTIONS SYMBOLICALLY
RATHER THAN WITH REAL-
WORLD RESEMBLANCE.

-l

REALISM.
REPRODUCING THE
REAL-LIFE APPEARANCE
OF EXPRESSIONS WITH
REALISTIC TONES AND
DETAILS.

SIMPLIFICATION.
SEARCHING FOR A FEW
KEY LINES OR SHAPES
WHICH CLEARLY CONVEY
AN EXPRESSION.

AND YOU caW INDIRECTLY AFFECT HOW YOUR
AUDIENCE READS AN EXPRESSION BY ITS CONTEXT
WITHIN & STORY, OR HOW IT'S PAIRED WITH
WORDS.

EXECUTE
THE PRISOMERS

BECAUSE I

LOVE vov,

THATS eyl

FRIENDS AND FAMILY cAaN BE ESPECIALLY
HELPFUL WHEN SOIiNG FOR REAL-LIFE DETAILS.

g

my

| OF COURSE, YOUR FRIENDS May NOT
aLwaYs BE REAT ACTORS —

(" —

= =]

74

-- 50 GET READY TO
USE YOUR KNOWLEDGE
OF EXPRESSIONS TO
BRIDGE THE GAP
WHEN NECESSARY.




~
EVEN IF YOU'RE WORKING 1N A SIMPLE OR JUST MAKE
EXAGGERATED STYLE, REAL-LIFE REFERENCE | SIMPLIFICATION 15

SUIRE YOU DON'T | MOST EFFECTIVE l

CAN IMPROVE YOUR RESULTS. START DRAWING ALL .? WHEM T 1
YOUR CHARACTERS TO | CAPTURES THE

& LT OF ARTESTS REFER LOOK LIKE YOU! '| KEY FEATURES |/

T A MIRROR WHEN DRAWING
EXPRESSIONS.,

OF AN EXPRESSION.

THE ARCHED EYES OR THE PINCHED BROW OR THE RAISED == AND HOW IT

AND BUNCHED AND MOSE, SRUARED BROW, POPPED EYES DIFFERS FROM THE

CHEEKS OF JOY, UPPER LIP aND AND SLACK Jaw oF TCRTURED BROW AND

FOR EXAMPLE, BULGING CHIN OF SURPRISE - STRETCHED MOUTH
PISGUST. OF FEAR.

EXAGGERATION SEIZES ON THESE SAME KEY FEATURES AND SIMPLY RAMPS UP THEIR GECMETRIC EXTREMES.

CHEEKS BULGING & FACE PINCHED MEaRLY A HEAD STRETCHED EYES LITERALLY
LIKE GRAPEFRLUIT... OUT OF EXISTENCE... THINM... “BLLEING OUT OF

THEIR S0CKETS..."
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EMBARRASSED FROUD

IN LOVE DEAD

SYMBOLIC
EXPRESSIONS DON'T RELY
OM AN UNDERSTANDING OF REAL
FACIAL EXPRESSIONS TO WORK.

SOME BEGIN THEIR
LIVES AS SIMPLE
PICTURES oF
ACTUAL PHYSICAL
REACTIONS SUCH
AS SWEAT ==

A SIMPLE
DOODLE OR TWO
15 USUALLY ALL T

OTHERS ARE STRICTLY
METAPHORICAL AND REGUIRE YOU
AND YOUR AUDIEMCE TO BOTH “KMNOW
THE CODE™ BEFORE THE MESSAGE
CAN GET THROUGH,

TAKES,

== THEN DRIFT
IMTO THE MORE
ABSTRACT
TERRITORY OF
PURE SYMBOLS.

SYMBOLIC

THEY'RE RENDERED -

96

EXPRESSIONS ARE CLOSER TO
THE WRITTEN WORD N
THE SENSE THAT THEIR MEANING
1% FIXED REGARDLESS OF HOW

== JUST AS A
WORD MEANS
THE SAME THING
REGARDLESS OF
HAMDWRITING
oR FONT cHOICE.




UMLIKE
THE BASIC
EMOTIONAL

EXPRESSIONS,
WHICH ANYONE,
ANYWHERE
CAN RECOSNIZE,
SYMBOLIC
EXPRESSIONS WARY
FrRoM CULTURE
To CULTURE.

== BUT THE RIGHT
EXPRESSION WILL ADD
STRENGTH anD
PRECISION THaT
¥OU CAN'T ACHIEVE
ANY OTHER way,

RECENTLY SOME
SYMBOLS FROM
JAPAMESE comMics,
LIEE THE BuL&inG
WEIM-ON-FOREHEAD,
HeWE BECOME MORE
FAMILIAR 1N
EMGLISH LaMEUAGE
COMICS -

mﬁg’f‘}:ﬁ"'""' fri r)-.\_f T

SYMBOLS ARE A
GREAT wWaY TO GET
AN EXPRESSION
ACROSS, REGARDLESS
OF YOUR DRAWING
ABILITY -

1

== BUT OTHER MANGA SYMBOLS STILL SEEM
PRETTY STRANGE TO WESTERN READERS, 50
BEFORE USING ANY SYMBOL, CONSIDER WHETHER
TOUR READERS CaM DECODE IT OR NOT,

Tt VAr [y SHOOTING OUT  BUBELE
NI 1, |} oFmMosE= COMING OUT
SExUAL OF NOSE =
ARCUSAL ASLEEP

-= BUT DON'T
LET THEM
BECOME A
CRUTCH!

A FACE SURROUNMDED
8Y SWEAT BEADS
WILL READ AS ANXIOUS
NO MATTER HOW IT°5
DRAWN —

e

|1

IM THE END, MOST COMICS
ARTISTS INCORPORATE AT LEAST A
LITTLE REALISM, SiMPLIFICETION,
EXASEERATION AND SYMBOLISHM
INTO THEIR STYLES ==

-- WHATEVER IT
TAKES TO SPECIFY
THE EMOTION AND
GET THE JoB




s
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WHEN CREATING FACIAL EXPRESSIONS FOR COMICS SEQUENCES,
Bay SPECIAL ATTENTION TO HOW THOSE EXPRESSIONS WILL BE READ M
CONTEXT, ESPECIALLY IN COMBINATION WITH WORDS.

A FACE LIKE THIS
MIGHT SEEM MILD AND
UNTHREATENING ==

TITTT T
.

/T
U% || l.'l.'l .;: li. |

- BUT IN THE
RIGHT COMTEXT,
EVEN THE KINDEST
SMILE CAN CONVEY

-- COMPARED TO
QUR “CRUEL™ FALE
FROM PAGE 85 ==

SOCIETY DISCOURAGES US FROM DISPLAYING
OVERLY STRONG EMOTIONS, S0 MOST OF US
KEEP IT DIALED DOWN MOST OF THE TIME.

I'M GOING TO TELL
MY FRIEND TO CUT OFF YOUR
FINGERS NOW.

AS SOCIAL CREATLURES. YOUR READERS WILL
HOTICE SMALL CHANGES OF EXPRESSION IN
YOUR CHARACTERS, JUST AS YOUR CHARACTERS
NOTICE SuUCcH cHAMGES IN EACH OTHER.

HEY, EARTH TO CLAIRE...




DON'T GET TOQ SUBTLE. THOUSH! [N REAL LIFE, WE

CAN COMMUMICATE THE INTEMSITY OF OUR FEELINGS

THROUGH VOCAL INFLECTION, WHILE OUR FACES®
EXPRESSIONS STay FAIRLY MUTED --

== BUT IN COMICS, wE
CAN OHLY APPROXIMATE
THE SOUNDS oF
VOICES —

FINE. WE'LL
ALL &0 FISHING
MNEXT WEEK

LOOKING DIRECTLY AT

AS THEY READ THEIR
WORDS -

== AND READERS AREN'T

YOUR CHARALCTERS" FACES

CHOOS NG THE RHGHT
EXPRESSION Can BE A
FUNCTION OF CHOOSING
THE RIGHT MOMENT.
OUR FACES CYCLE
THROUGH A LOT OF
EXFPRESSIONS WHEN
SPEAKING.

WHEMN A SINGLE FACE HAS TO REPRESENT aLL THE
WORDS IN & BALLOON OR TWO, SUCH FACES ACT AS
A SORT OF “EMOTIONAL AVERAGE™ sumMMING
UP THE BALLOON AS A WHOLE,

SURE, WE
COULD BuY
THE THEATER,

BUT WE'D HAVE
TO SELL THE
HOUSE TO &ET

== 50 YOU MIGHT NEED
TO TURM UP THE
EMOTIONAL VOLUME
ON SOME FACES TO
COMPENSATE.

FINE. WE'LL
ALL GO FISHING

IF EMOTIONAL
CHAMNGES ARE THE
FOCUS oF a
GIVEN SCENE -~

— DEVOTING A PANEL TO EACH CHANGE OF EMOTION MIGHT ACHIEVE

THE INTEMSITY THE SCENE REQUIRES.
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i

TO BE HOMEST,
H&VE TO BE A MASTER OF
SUBTLE EXFRESSIONS TO
MAKE EFFECTIVE COMICS.

| LILLTR1 P2

| 'T;]-I-.lr

YOU DON'T

SOME COMICS
CHARACTERS
HAVE JUST A
HAMDFUL OF BASIC
EXPRESSIONS.

HELL,
YOLU'RE
LOOKING

AT OME!

I EnNoW I CAN TRUST YOU
TO FILL IN THE BLANKS
EMOTIONALLY. JUST
AS YOU FILL IN THE
BLAMNKS BETWEEN
PAMELS.

EVEN WITH THE BAREST
OF EVIDENCE YOu'LL
WANT TO SEE ME AS A
PERSON, HNOT JUST A
SERIES OF DRAWINGS,

SOME OF THE MO5T EMOTIONALLY COMPLEX
COMICS 1N HISTORY HAVE FEATURED PROTASOMNISTS
WITH & LIMITED PALETTE OF EXPRESSIONS, YET
iN CONTEXT, THOSE FACES SEEM TO HAVE BOTH
BREADTH anND DEPTH.

LA 7
; /‘*‘f’%
4

!

ART SPIEGELMAN'S MAUS (LEFT) FEATURES CHLY A FEW
BASIC EXPRESSIONS, WHILE CHRIS WARE'S CHARALCTER
Jispy CORRIGAR STICKS MOSTLY TO JUST THIS OME.

READERS My EVEN “SEE™ EXPRESSIONS THAT
AREN'T THERE. BaSED SOLELY O THE
SURRDUNDING STORY aND TEXT.

PAMELS FROM JACK'S LUCK RUNS OUT BY JasSon
LITTLE, A COMIC WITH WCHANGING FACES TaKEN
FROM PLAY NG CARDS.

PAMEL FIVE: ART BY ART SPEGELMAN AND CHRIS WARE. PANEL
S ART @Y JASOM LITTLE (SEE ART CREDNTS, BRSE 2580,

BUT N MANY POPULAR COMICS
OVER THE YEARS, CHARACTERS
FEATURE SEVERAL BASIC TYPES
oF EXPRESSIONS —
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-— WHICH CaM THEN BE FINE=-TUNED BY THEIR
CORRESFONDING WORD BALLOONS.

WE MUST
STOP Hiri BEFORE HE
KILLE asain.

THIS couLD
MEAN THE
END oF ALL
MANKIND.

BUT ALSD BECAUSE FACIAL
EXPRESSIONS -- M PART, AS A RESULT
OF THEIR TRADITIONALLY LIMITED ROLE -
MAY REPRESENT ONE OF COMICS' GREATEST
AREAS OF UNTAPPED POTENTIAL: &
CHANCE FOR A NEW SENERATION OF
CREATORS TO COMMNECT WITH & NEW
GENERATION OF READERS -

W
X
)

~
o
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S50 WHY BEOTHER
LEARMING TO MAKE
A THOUSAND
EXPRESSIONS WHEN
JUST & FEW wWILL

IN PART, BECAUSE
UNDERSTANDING
THE THOUSANDS WILL

HELP ¥ou DRaW THE
FEW wWiITH SREATER

Do IT? CONTROL anD
»__]/_4 PRECISION.
',
S
- O
[ P T

~= MANY OF WHOM FIND
THE EMOTIONAL

AREMA AS COMPELLING
a5 THE PHYSICAL

== AND WHO
WILL EXPECT, WHEN
THEY LOGK INTO THE
EYES OF YOUR
CHARACTERS -=




3. BODY LANGUAGE.

JUST AS
FACES EXPRESS A LOT OF WHAT'S
GOING ON IMSIDE A CHARACTER EMOTIONALLY,
THEIR BODIES cas SEND SOME POWERFUL
MESSAGES OF THEIR Ownl.

AND AS
WITH FACES, THEY
CAN SEND SOME OF
THOSE MESSAGES
DELIBERATELY -~

i e

B

i

-- AND SEND OTHERS
WITHOUT EVER REALIZING

'WWW”?@? P”merm i "

FRMGRE OH WORD BALLOON PLACEMENT N CHAPTER 3.

IIi!HIIl!illlllm'Hll.lliiH'IIHIiHHIIiHIH!l::IIIIIII H“‘.H“‘W t}“i{lﬁﬁf {m

BODY
LANGUASE CAM
TELL READERS WHO
YOUR CHARACTERS
ARE BEFORE THEY
EVEN SPEAK.

ARE THEY
DOUBTFUL or
CONFIDENT?

T A T TR

DOMINEERING i
oR SUBMISSIVE‘?

' IT TAKES TIME TO LEARN HOW

To PORTRAY 1T 1N COMICS, BUT WHEN DONE

WELL, BODY LANGUAGE CAN FILL A PAGE WITH
LIFE, ENERGY anD PERSOMNALITY

FROM TOP TO BOTTOM!
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FACIAL EXPRESSIONS
AND BODY LANGUAGE
EXPRESS MAMNY OF THE
SAME FEELINGS
AND OFTEN WORK
TOGETHER ==

== BUT THERE
ARE IMPORTANT
DIFFERENCES.

/ THE BASIC
EXPRESSIONS ARE FalRLY COMNSISTENT
IN APPEARANCE, A FACE OF EXTREME FEAR,

WHATEVER THE CALISE, TENDS TOWARD
H*;im FAMILIAR SHAPE.

-
=

BODY LANGUAGE IS MORE
SITUATIONALLY-BASED, AFFECTED &Y
DIRECTION, TERRAIN, SOURCE OF DANGER,
PHYSICAL OPPORTUNITY, ETC...

BODY LANGUAGE 15
MORE GRAVITY-
BOUND THAN Facial
EXPRESSIONS ==

== AND EVERYDAY
ACTMWITIES LEAD TO A
SPLIT BETWEEN WHaAT
WE'RE DONeG oM THE
QUTSIDE AND WHaT
WE'RE FEELING ON
THE INSIDE.

MOST MPORTANTLY. FOR COMICS ARTISTS, FACIAL
EXPRESSIONS ARE MORE SURFACE-ORIENTED,
MORE AFFECTED BY MUANCE, SKIN SHADOWS, ETC, ==

-= WHILE BODY LANGUAGE 15 MORE
SILHOUETTE-BASED, ALL ABOUT HOW OUR
LIMBS. HANDS AND HEAD ARE POSITIONED.

THERE'S A KIND OF
CALLIGRAPHY T0
BODY LANGUAGE, JUST
AS AN TAM |5 Al AT
WO MATTER HOW IT'S
WRITTEN --

A%
a A
A A
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-= 50, TOO, DO
GESTURES anND
POSES cOMMUNICATE
THEIR MEAMINGS NO
MATTER HOWwW THEY'RE
DRAWM.



JUST AS WITH FACIAL EXPRESSIONS, MASTERING

BODY LANGUAGE IN COMICS MEANS TACKLING FOUR SUBJECTS: THE VARIOUS KINDS OF BODY

SiGMALS, THE ANATOMY THAT UNDERLIES THEM, STRATEGIES FOR DRAWING SUCH POSES AND
HoWw BODY LAMNSUAGE works 1IN COMICS SEQUENCES.

j’)._
o
N

FACIAL

AT THE HEART OF
EACH OF THESE

FOR EXAMPLE, iF I MADE
TWo BRUSH STROKES

EXPRESSHONS, THESE ' RELATIONSHIPS 15 A AND ASKED ¥OU WHICH
THERE AREN'T INCLUDE: SIMPLE STATEMENT OME LOOKED MORE
ANY BINDS OF oF SPACE anND “PROUD™ #ou MIGHT
“PRIMARY™ GEQOMETRY. THINE T WAS A WEIRD
BODY POSES RUESTION -
it ’gz
ALL OTHERS
ARE ﬂ'ERW"ED, ELEVATION
AND STETUS

BUJT

THERE ARE
A FEW BASIC
KINDS OF
RELATIONSHIPS
BETWEEN CUR
PHYSICAL ACTIONS
AND THE
MESSAGES THEY DISTANCE AMD
COMVEY, WHICH RELATIONSHIPS
SURFALCE
OFTEM. -= BUT WITH LINES LIKE THESE.
YOU'D HAVE NO TROUEBLE
GUESSING WHICH ONE 1
WaS THINKING OF.
- THAT'S YOUR UNDERSTAMDING
n n oF ELEVATION anD
STATUS AT WORKE.
[MBALANCE AND
DISCONTENT |

o

SESTURE AMND
COMPUNICAT IO




FOR ALL THE DETAILS OF
ANATOMY, CHARACTER,
CLOTHING AND LEEHTIMG
CONTAINED IN A PICTURE
LIKE THIS, IT'S THE SIMPLE
GEOMETRIC FACT oF A
ANT B'S POSTURE THaT
SPEAKS THE LOUDEST.

HUMBLE.

HisH &uy:

POWERFUL.

WHETHER IT COMES FROM OUR LD MamMALIAKN
COMBAT INSTINCTS OR THE PARENT/CHILD
ARCHETYPE, THE IDEA OF HEIGHT a5 FOWER CAN
STILL BE SEEN IN EVERYTHING FROM CEREMOMNIES
TO ARCHITECTWURE.

TODAY, WE MAY NOT
Bow AS LOW a5 WE
LISED TO --

THOSE PAPERS, SIR.

THANK YOu.
THaTLL BE ALL.

-= BUT THAT
CLD-BRAIN IDEA
OF THE “BOW™ IS
EVERYWHERE!

WE “EOW"™ WHEN WE == WHEN WE'RE
MAKE MISTAKES -- SHY —

I'M SURE YOU
DON'T REMEMBER
ME, BUT..

YOU'RE RIGHT;
I5HOULD HAVE
SEEM THAT.

-~ OR ASHAMED --

WHAT ARE YOU
HOLDHMNG, RICKYT

==~ R DEFEATED.




WE ALSO TaKE THE
*HIGH GROUND™ N
& LOT OF Wiays,

WELL,
WELL... LoDk wHO'S oH, you LIKED
COME BACK, - THE Dd VINCT E0DE,

LIKEWISE, & BENT, LOWERED
POSTURE WILL BE IDENTIFIED WITH THE WEAK aND DISPOSSESSED.
AMD 15 FREQUENTLY SEEN ON PROTASONISTS FROM UNDERSROUND,
AUTO=-BIO AND ALTERNATIVE COMIX.

A RAMROD STRAIGHT
POSTURE, LIKE THE
ONE SEEN IN A LOT OF
SUPERHERD 300KS,
WILL COMMUNICATE
STRENGTH aND
CONFIDENCE 8v
BEING SYMBOLICALLY
TALLER.

POSTURE CAN BE SUCH A POWERFUL INDICATOR
OF ATTITUDE AND PERSONALITY, IT CAN EVEM
AFFECT HOW WE HEAR CHARACTER™S VOICES.

WITHOUT WORDS,
I'LL BET You Can
STILL *HEAR™ THE
DIFFERENCE.

PANEL FOV/E: ART B BREAN HITCH AND PaLt MEARY/ANTREW 'Os
CURRIE, BAAJEL SIN: ART BY CHRIS WARE, R CRUME, SETH AMD
ERIC DROOKER ('SEE ART CREDITS, PARE I58)




ANOTHER PRINCIPLE AT WORK IN BODY
LANGUAGE |5 THE CORRELATION BETWEEM
DISTANCE anD RELATIONSHIPS,

=Tl
i

--\"l‘-_ _hl-\_l""‘—\-\_? |jl_'i-:"?:-
YOL M&Y
HAVE HEARD THE TERM “PERSONAL
SPACE™ -- THAT BUBBLE AROUND US THAT
DESCRIBES OUR COMFORT ZOME.

!

)

—_—
[3 7=

= ]
THE SIZE OF THAT ZONME DEPENDS OM WHO WE'RE
INTERACTING WITH. FOR PUBLIC ENCOUNTERS WITH

STRANGERS. WE LIKE TO KEEP A DISTAMNCE OF

SEVERAL FEET, FOR EXaMPLE.
} - "—’I//Tﬂ‘

EXCUSE ME, DO YOu
HAVE THE TIME?

i SOCIAL GATHERINGS, THAT
BUBBLE SHRINKS AS WE'RE EXPECTED TO
INTERACT ON A MORE PERSOMAL LEVEL WITH
OUR FELLOW HLIMANS,

%lﬁn TR

HEY. LOVED
THE FIRST BOOK!
"M STILL, UM,

AND (& INTIMATE
RELATIONSHIPS WITH
FRIEMDS anD
FAMILY, THE BUBBLE
SHRIMNES OR POPS.

RN

EVEN WHEN SOCIaL SITUATIONS
PUT US AT & CERTAIN FIXED DISTANCE
FROM OTHERS, WE STILL INDICATE GUR
DESIRED cLOSENESS TO EACH OTHER
THROUGH Oul STANMCES.

"M SORRY, AM I

\  STAMDING TOO CLOSET
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GMLY A FEW LOVED ONES CAN BREACH THE 2ONE OF PHYSICAL CONTACT, BUT THERE ARE HUNDREDS oF
WAYS THEY CAN DO IT, AND THAT SIVES CARTOOMISTS HUNDREDS OF ways To SHOW INTIMaCY
BESIDES HUGGING AMD KISSING (OR SEX, IF IT'S THAT ®IND OF COmMICH

h';;l_:l:"i:.'-‘ FETEO ST VA ST L I|I5.|II!-':'IIHII.-hIII'uI"M"HII]I'I!-IIIIH{ :
i

LIKEWISE, THERE ARE HUNDREDS OF Ways TO SHOW A CHARACTER RESISTING INTIMACY WITH
Il ANOTHER, THROUSH THE WayS THEY TURN Awlay, STEP BACK, AVERT THEIR EYES OR ERECT “BARRIERS"

| To CREATE SYMBOLIC OR EVEN LITERAL DISTANCES.
j > | | Am T s0RING YOU? lh’i“

P

\ ) MR 4

AMD YOU CAN BUILD AND STREMGTHEN THOSE
RELATIOMSHIPS 1M EVERY PANEL, BY SHOWING
HOwW THEY PLay THEMSELVES OUT IN SPACE.

THE RELATIONSHIFS YOU COME UR
WITH FOR YOUR CHARACTERS CAN HAVE A
POWERFUL EFFECT OM THE RELATIONSHIPS

YOUR CHARACTERS HAVE WITH YOUR
READERS.




l A SYMMETRICAL l

B e ot

STaNCE COMVEYS
STABILITY
AND SELF-

CONFIDENCE.

ANOTHER FACTOR M BoDy
LaM&UIASGE 1S THE RELATIOMSHIP
BETWEEN IMBALANCE AND

DISCONMTENT.

AT
LEAST T..
THIME [T 5,

ol L

IT MIGHT
COWNVEY A HOSTILE
OR DEFIANT
MESSAGE -~

MAYRE BECAUSE SYMMETRY IS THE NATURAL ORDER
OF THINGS, WE TEND TO REACT TO FEELINGS OF
DISCONTENT BY MIMING WITH OUR BODIES THAT
SOMETHING 15 FIGLURATIWVELY “*0OFF-BALANCE.™

DIRECTED
OUTWARD

THE SENDER'S
SELF-IMAGE
1S AS SOLID AS
A ROCE,

WITHOUT THAT
SYMMETRY, THE
FIGURE'S MESSAGE IS
WEAKER.

DEFIANCE
MAY START TO
LOOK MORE LikKE
RESENTMENT —

-= OR

EVASION --

r— == AMD THE -1

SENDER'S SELF-IMAGE
caN START TO
LOHOH MORE LIKE
SELF-LOATHING.
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OF COURSE, GRAVITY, FATIGUE anD
PHYSICAL OBSTACLES OFTEN REQUIRE
U5 TO TAKE ASSYMMETRICAL POSES. THESE
DON'T NECESSARILY INDICATE ANY KINDS DF

EMOTIONAL IMBALANCE —

= R
—
b
== ESPECIALLY IF OVERALL
| i BALANCE 15 MAINTAINED AMND
== : THE HEAD STANDS UPRIGHT,

BUT SEMERALLY
SPEAKING, IF YOU
WANT TO TAKE A
CaLM, CONFIDENT
POSE AND INTRODUCE
A LITTLE UNREST —

-= THROWING N &
LITTLE IMBALANCE
15 5 GREAT WAy TO
Do IT.

-= EVEN THROW OUR
WHOLE BODIES
NEARLY INTO A FALL --

WE SRR W
QURIELNES

AND EVEN BLATANTLY
LOFSIDED POSES DON'T
HAVE TO SEEM WEAK IF
EYE CONTACT 15
MAINTAINED.

WHETHER WE'RE SHOWING
OUR FEELINGS o=
COMMURICATING OUR
OPINIONS. IMBALAMCE IS
EVERYWHERE. WE TIF OUR
HEADS &T UNSOLVED
PROBLEMS —-

== OR 1N THE
WORLD
ARQUND US!

SUCH COMBOS HAVE A
REBEL FLavOR, A SORT
CF “YEAH, I'M LOPSIDED;
WHAT ARE YOU GONNA
OO ABCUT IT?™ LOOK,
SIMILAR TO EXPRESSIONS
OF SUSPICION.

- ARCH AN EYEBROW
AT DISTURBANCES
in THE NATURAL
ORDER --




ELEVATION, DISTANCE AND
IMBALANCE ARE JUST A FEW OF THE

WaYS OUR BODIES LET OTHERS KNGW HOW
WE FEEL agoUT DURSELVES, EACH
OTHER anD THE WORLD.

KEEP YOUR EYES OPEN AND
¥YOU'LL SEE MANY MORE.

THE Wy AN EXTREME POSTURE oF GRIEF

Can RESEMBLE A FETAL POSITION.

£
£
E
H
E;

THE Way ONE PERSON WILL TURN TOWARD A
STRANSER IN A CROWDED DOORWAY WHILE
ANOTHER WILL TURSN AWAY.

THE Wity WE POINT HIGHER WHEN WE'RE
POINTIMNG AT SOMETHING FURTHER AWAY,

A5 IF SHOOTING AN ARROW.

o

e
—
-

p s T —

1 -
Il-_ ]

T
e

- 2 Ty

THE Wiy WE Sicial OUR INTEREST N SOME
KINDS OF ADVANCES AND DISINTEREST v
OTHERS,

THE WAY WE WAIT EOR A CO-WORKER
COMPARED TO THE WaAY WE WAIT FOR SOMEONME

WwE LOVE.




HANDS PLay AN IMPORTANT
ROLE IN BODY LANGUAGE, BUT UNLIKE
WHOLE-BODY POSTURES, THEY TEND TO
SPECIALIZE IN MORE DELIBERATE
MESSAGES,

SOHHE TAKE THE SHAPE OF SYMBOLS WITH
FIXED MEANINGS, LIKE ax INFORMAL SIGN
LANGUAGE --

== AMD AS
WITH ANy
LamMeUAGE, SUCH
SIGHS MaY BE
SUBJECT TO
REGIOMAL
DIFFERENCES.
SO KMOW YOUR
AUDIENCE BEFORE
USING THEM 18
YOUR COMICS,

CLPESR—UPT
(WORLD=
WIPEY)

"I pON'T SET IT"
(MORTHERM AFRICA)

HONDS CAN
ALSO AMPLIFY THE
SORTS OF SPATIAL
RELATIONSHIPS WE
DISCUSSED IN THE
LAST FEW PAGES.

"T SWEARS
{HIRDLE EAST)

“TEALOUS” (JAPAN)

CONTACT WITH ONE'S HANDS, FOR EXAMPLE,
IS & KEY STEP TAKEN TO BRIDGE DISTANCE N
HOPES OF INTIMACY —

== AND A LOT OF IMBALANCE SicNALS CaN
[MCORPORATE HAND SIGMALS,

12



HANDS CAN USE
HEIGHT cues To
COLOR WHAT WE SaAY
IN VARIOUS SUBTLE
WS,

HONEST.

FPOLITICIAMS, CAR SALESMEN AND DROFESSIONAL
LIARS WILL TELL YOU THAT & PALMS-UP
GESTURE CAN MAKE A STATEMENT SEEM MORE
FRIENDLY, NONTHREATENING aND

AN LUPTURNED PALM
SYMBOLICALLY

LOWERS SPEAKERS,
PLACING THEM AT THE
MERCY OF LISTEMNERS.

| IN CONTRAST, A DOWNTURNED PALM SYMBOLICALLY
| RAISES THE SPEAKER. CLAIMING AUTHORITY.
POWER AND CONTROL OVER OTHERS —

== JUST AS AN
ADULT MAINTAINS
COMTROL OWVER A
CHILD.

== THEN HANDS CAN
BE A Ble BART OF HOW
YOU CoMMUNICATE
WITH YOUR
READERS.

/—F Do You ‘\

SEE WHAT I MEANT
DOES THAT SOUND
REASONABLE?

I3

HAMDS ARE A BIG
BART OF HOW WE
COMMUNICATE WITH
EACH OTHER. IF
YOUR CHARACTERS
REFLECT THAT -~

I'M ONLY MAKING
THIS POINT QONCE,




I WON'T
ATTEMPT A WHOLE
COURSE 1M ANATOMY
AMD FIGURE
DRAWING

MATURALLY, IF YOU WanNT To DRAW convincing BODY LANGUAGE,
YOU'LL WANT TO LEARN HOW TO DRaW & coMvincing BODY.

HERE'S WHERE A G000 WORKING
KENOWLEDGE oF HUMAN ANATOMY
Cas BE InvALUABLE.

THERE ARE SOME
500D BOOKS ON THE
SUBJECT, WHICH I'LL
MENTION 14 THE
BIBLIOGRAPHY.

T A —

BESIDES Py BUT EVEM IF YOLUPRE LIKE ME AND ANATOMY
WHICH, ITD TAKE oW FIGURE DOESK™T COME EASILY, YOU CaN STILL IMPROVE
A HUNDRED DRAWING ISN'T YOLR STORYTELLIMNG DRAMATICALLY BY JUST
PAGES AND, UM... EXACTLY THE GETTING THE (ZFESTURE ACROSS IN EVERY
WELL... GREATEST. . FIGURE YOU DRAW, '
) \ } LTI
'i..' ! |
T\ &= {— ] H .
i 1] N 1] 3t |
NI ﬁ i
[ il




THE GESTURES OF FIGURES
HAVE & FLOW AND RHYTHM
WHICH HAVE INSPIRED ARTISTS
FOR CENTURIES. ;

MASTERS USE THEIR KNOWLEDGE
OF ANATOMY TO MAKE SUCH
GESTURES VIVID aND
CREDIBLE.

ARTISTS WHO CONCEMNTRATE ON ANATOMICAL
ACCURACY BUT NEGLECT &ESTURE, MAY CREATE
TECHMICALLY “CORRECT™ FIGURES, BUT THE
RESLLTS MaY BE UTTERLY LIFELESS --

I HAVEN'T GIVEN
U ON LEARNING TO
IMPROWVE MY FIGURE
DRAWING AND
MEITHER SHOULD
You.

== WHILE ARTISTS WITH TECHMICALLY
"INCORRECT™ FISURES BUT A STRONG
SEKSE OF GESTURE MaAY PRODUCE ART THAT
SEEMS REAL AND ALIVE.

JUST REMEMBER THAT
I8 AMY COMICS PANEL, IT'S THE MESSAGE OF
YOUR CHARACTER'S GESTURE THAT READERS
WiILL BE WAITING EOR, AND THE FIRST JOB OF
FIGURE DRAWING IS TO DELIVER THaT
MESSAGE -

-- LOUD AND
CLEAR.

o
=
"
("
A

PAMELS O0E, TWO AND FOUR: ART BY HEMRICH BLEY, MUME
SERMANDEZ AND TOM HART (SEE ART CREDITS, PasE 254),

Hs




LET"S TAKE A LOOK NOW AT HOW
FACIAL EXPRESSIONS AND BODY LANGUASGE
CAN WORK TOGETHER 8Y ADAPTING SOME
WRITTEN DIALOGUE INTD COMICS FORM.

WE'LL START

e TALKING...

AT
[]

Pete: Hey. are you okay!

Carrie: Mot so much. | gor a "D en the history
tast.

Pete: Huh, Lucky you. | got an “F"
Carrie: Mo way! You ahways ace those things!

Pete: Actually, | think Mr. Duncan kinda lost it. |
heard everybody gota "D" oran "F" today.

Carrie: Really? Wow. He was acting kind of waird
in class. Al that stuff about [if Peanut Butter and
the Communists.

Miller|entering): Room for ane more?

Carrie: Mo,

Pete: Hey, Miller:

Miller: 5o, did you hear? Duncan went on a
rampage!

Carria: What?

Miller: | was thers! He smashed afl the iMacs in
Room 4 with a baseball bat! Then he stole the
rhing head off the wall and ran offt

Pete: You're kidding!

Carrie: Oh my God!

Pete: Waw, | kinda love M Q. now

Carrie: You swear you're not making this up!

Miller: | swear! The police are looking for him and
everything.

Pete: Yknow, | always heard Mr. D, was nuts. Did
youl guys know thar last year, he was -

Carrie: Uh...
Pete: What?
Mr. Duncan: Helloa, children,

d IN A HIGH SCHOOL
STUDY LOUNGE.
N TWO STUDENTS
}5 | MEET AND START

THESE ARE THROWSWAY CHARACTERS, 50 WE Can
JUST IMPROVISE THEIR DESIGNS O THE SPOT.
LET'S PICK A CRISP, SMART LOOK FOR CARRIE, A
LaID-BACK SLOPPINESS FOR PETE AND A DORKY,
GREGARIOUS LOOK FOR MILLER.

CARRIE STARTS OUT WE COULD DRAW HER
DEPRESSED AND WE CLOSE TO TEARS, a5
can SHOW THaT IF THE TEST WAS VERY
BEFORE SHE EVEN IMPORTANT TO HER.
CPENS HER MOUTH, BUT !
How INTENSE sHoULD H_I'I‘E"' s ARE oL AT T
THE EMOTION BE? i ;“g;’u oT SO MUEH ., |

BUT BASED ON HOW QUICKLY SHE RECOVERS IN THE
SCRIPT, IT SOUNDS LIKE SHE'S JUST FEELING A BIT
DEFEATED. AN EMOTION BEST EXPRESSED BY A
SLUMPED POSTURE AND TIRED FACE.




AN EASY-GOING CHARACTER
LIXE PETE Can BE & CHALLENGE,
WITHOUT & STRONG EMOTION, HIS BODY
LANGUAGE MIGHT BE NEUTRAL TO THE
POINT OF UNINTERESTING.

LET'S PUT A COUPLE OF
VENDING MACHINES
INTO THAT LOUNGE 50
PETE WILL AT LEAST
HAVE SOMETHING TO DO
WITH HIS HANDS.

IN FACT, WE CaN
JUST INCLUDE THE
MACHINES N A BiG
ESTABLISHING
SHOT oM THE
FIRST PAGE.

T [

NOTICE HOW EVEN
N & LONG=-SHOT.
WE CAN ALREADY
“READ" CARRIE'S
POSTURE?

AND “LISTEN" TO
FETE'S VOICE. WiTH
A DIFFERENT POSE
AND EXPRESSION.
THE EXACT SAME
DIALOGUE WOoULD
FEEL DIFFERENT.
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CARRIE IS TRANSITIONING .
TOwWBRD THE POSE OF THE !
WILLING LISTENER |
NOW, BECAUSE SOMEONE |
SHE LIKES IS SAYING
SOMETHING THAT
INTERESTS HER,

MNO WAY!
YOU alLways ACE
THOSE THIMNGS !

| ACTUALLY, T THIMK MR, DUNCAN
KiNDS LOST /7. I HEARD EVERYSODY
GOT 470" OR AN F™ TODAY,

'“'
HE WAS ACLTING RINDS WEIRD ROO
IN CLAGS, ALL THAT ETUFF ABOUT ONE ;
JIF PEANUT BUTTER AND THE
COMMUBMISTS.

NOT TRUE FOR POOR |
MILLER. THOUGH,
WHOSE UNWELCOMED
INVIASION OF HER
PERSOMAL SPACE EARNS

4 | HiM EVERY “BARRIER"
4 SIGNAL IN THE BOOK.

S0, DID YOu HEAR? DUNCAN

[ HEY, WENT ON A RAMBAGE |

WITH MILLER'S
NEW S, HOWEVER,
HER POSE SOFTENMS
AND HER EXPRESSION

I WAS THERE! HE SMASHED

THEN HE
ETOLE THE
RHINDG HEAD
OFF THE WALL
AND RAN
OFF!

itk
i 4]

ACENCWLEDGES HiM

ALL THE iMACS 1M ROOH 4 WITH ¢ALL STUDENTS ARE
A BASEBALL BAT! FAMILY WHEN DISSING
TEACHERS),
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SHE STILL DOESH'T
WANT To DATE THE
S OR ANYTHING —
THE BARRIERS ARE
STILL UP — BUT
MILLER AT LEAST HAS
HER ATTENTION,

PETE SEEMS A LITTLE
MORE ACCEPTING
OF MILLER, BUT
JUDGING BY THE LEG.
LAME WaVE AND
FIFTEEMN-WATT SMILE,
HE'S NOT a Bls Fasl.

MEAMWHILE, MILLER'S
BoDY IS ALL ABOUT
FORWARD
MOMENTUM.

HE'S CONFIDENT THAT
HE'S 60T THE GOODS.

SO CONFIDENT, IN
FACT, THAT HE'S GOT
HIS HANDS DOWR 1M
THAT “GULHET! Yo
WaAKNNA HEAR THIS.™

HE'S N
comManD. Al |

YKNOW, T
ALWAYS MEARD
MR. D 'wWas A LITTLE
WUTS, DID 10U GUYS
KNOW THAT LAST
YEAR, HE WAS -~

ST

LOVE MR D NOW. 7 VOU SWEAR

LOOKIMNG FOR HIM
ANMD EVERNTHING
=

I SWEAR.S
THE POLICE ARE

I

SEE CARRIE'S
FOREFINGER JABT
THAT'S SERIOUS.

SHE'D KICK HIS
ASS IF HE LIED TO
HER.

HEMNCE MILLER’S
COMICALLY FORMAL
GESTURE INCLUDES an
ELEMENT OF ACTUAL
FEAR, BOTH M THE
COMSTRICTED POSE
AND IN ASPECTS OF
HIS EXPRESSION.




HOW READERS (NTERPRET BOTH BODY LANGUAGE
AND FACIAL EXPRESSION wiLL RELY HE&WILY ON WHAT THEY
ALREADY KNOW ABOUT YOUR CHARACTERS.

o
"—P-

== BASED ON WHAT
-| THOSE CHARACTERS

THOSE
CHARACTERS MAY
NOT ALWAYS SHOW
ALL THEIR FEELINGS
OM THE PAGE, BUT
READERS WILL BE ABLE
TO INFER A LOT
ABOUT THEM —

PUT ALL OF YOUR
STORYTELLING SKILLS
TO WSE MAKING THAT
INMER LIFE oF your
CHARACTERS CLEAR
AND MEMORABLE —

F <= WHAT THEYWE
:| DONE — WHAT THEY

WANT.

NI, - L
_“{QQ: Wi FROM CHARACTER DESIGN TO
-~ AND YOUR READERS WILL BE \1 ] FACIAL EXPRESSION To BODY
BETTER ABLE TO RECOGNI|ZE THOSE L LANGUAILFE. IT'S THAT SEMSE OF
N QUALITIES IN THEMSELVES. /[" I J| RECOGEMITION THAT MANY OF YOUR
1\ ] READERS WILL VALUE N yOUR
COMICS ABOWE ALL ELSE.
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COMICS HISTORY IS
BURSTING WITH
SIMPLE, POPULAR
CHARACTERS WHO
LY SCRATCH THE
SURFACE OF THESE
COMPLEX HUMAN
GLAALITIES.

S0ME HAVE EVEN
SUGGESTED THAT
COMICS CHILDLIKE
INMNOCENCE AND
LACK OF HuMaAN
SUBTLETY IS PaRT
OF ITS STREMNGTH.

MaYBE T I5.

OR MAYBE IT'S
JUST EVIDENCE OF
AN ARTFORM WITH
RCOM TO GROW.

FOR
DECADES, EACH
GEMERATION OF

COMICS CREATORS HAS
DuUe A LITTLE DEEPER
INTO THE EMOTIONAL
LIVES OF THEIR
CHARACTERS.

|

DiGaine DEEPER STILL
COULD BE ONE OF THE wWays
THAT FUTURE SENERATIONS OF
CREATORS WILL DEFINE

THEMSELVES,

HUMAN BEHAVIOR YOu

HOW MUCH OF
THE SUBTLETY OF

PUT INTD YOUR
COMICS |15 UP TO

IT ALL
DEPENDS ON WHAT
YO CHOOSE TO
SHOW THE HUMAN
BEINGS WHO READ
YOUR STORIES —-
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MAKING LIFE THROUGH COMICS CaM BE AS SIMPLE
A5 PLACING A FEW LINES ON A PIECE OF PAPER —

== OR IT CAM BE AS COMPLEX, CHALLENGING AND
MYSTERIOUS AS CREATING THE REAL THING.




CHAPTER 2: STORIES FOR HUMANS

PAGE 58-6l = SYMMETRY AND RECOGNITION

GRAMTED, THERE ARE DPLENTY OF WAYS TO DISTINGLUISH
Ab AMNIMAL FROM ITS ENVIRONMENT (GROWTH AND
RELRODUCTION, MOVING, RESPONDING TO STIMULL.D
THE REASON I CHOSE TO FOCUS ON SYMMETRY ==
BESIDES THE FACT THAT I LIKE WEIRD DIGRESSIONS --
(S THAT IT'S THE ASFECT OF LIFE MOST AT HOME IN A
STATIC VISUAL MEDIUM LIKE COMICS.

THE ABOVE IMAGE IS FROZEN IN TIME. ¥OU CAN'T SEE IT
MOVE. YOU DON'T EalOwW WHAT'S SCINGE ON 1IN IT'S HEAD.
BUT YOU ENOW IT'S ALIVE. AND YOU'D ENOW IT EVEN IF

FOU'D MEVER SEEN A TIGER 1N YOUR LIFE.

NATURE PROVIDES OTHER EXaMPLES OF SYMMETRY, LIKE
CRYSTALS, AND THERE ARE PLANTS THAT EXHIBIT IT,
BUT AMIMALS HAVE ENOUGH OF A MONOPOLY ON THE
BILATERAL DESISH THAT | DESCRIGE ON PAGE 60 THAT I
THIMKE IT'S FaIR TO DUB IT OUR "CALLING CARD."

on PAGE &, T ALSO TOUCH ON OUR PREFERENCE FOR
SEEING HUMAKNS IN SIMPLE IMAGES, SOMETHING T TALK
ABOUT AT LENGTH 1IN LINDERSTANDING COMICS,
CHAPTER Two.

FYl: THE SCULPTURE On PASE &0 15 AN INVENTION, BUT
IT'S BASED O VARIOUS SIMILAR SCULPTURES FROM
AFRICA.

PAGE &4, PANEL FIVE - CHARACTERS THAT
"WRITE THEMSELVES"

"/E HEARD CREATORS LITERALLY SAY THAT THEY'RE NOT
S0 MUCH WRITING THEIR CHARACTERS AS RELAYING
WHAT THE CHARACTERS THEMSELWVES WANT TO Dy AN
IMTUITVE APPROACH THAT COMES UP IN CONMECTION
WITH THE “ANIMIST™ CAMPFIRE DISCUSSED IN CHAPTER
She, IT'S ACTUALLY A PRETTY COMMON ATTITUDE
AMONE SUCCESSFLL COMICS ARTISTS.

AND LUMATICS, OF COURSE.

PAGE &5, PANEL FIVE - THE BACKSTORY
TRAP

SERIOUSLY, THERE ARE MANY SAD, LONELY WOULD-BE
COMICS AUTHORS WHO ADD COMPULSIVELY TO THE
BACKSTORIES OF CHARACTERS MO ONE WILL EVER SEE
INSTEAD OF PRODUCING READABLE, FINISHED STORIES.
DON'T LET THIS HAFPEN TO YOU! FOR A CAUTIONARY
TaLE, TRY G00GLING THE NAME "HENRY DARZER,” OR
GET THE DOCUMENTARY ABOUT DAREGER CALLED N THE
REALMS OF THE UNREAL.

PAGE &5, PANEL SIX - WHEN LIFE HISTORIES
COLLIDE

CHARACTERS WHOSE DIFFERING ORIGINS GOVERM THE
MATURE OF THEIR RELATIONSHIPS INCLUDE:

« BETTY AND VERONICA

» SUDERMAN AND LOIS LANE

* FRODO AND GOLLUM

» TARZAN AND JANE

« POPEYE AMD OLIVE OYL

« JEAN WAL JEAN AND INSPECTOR JAVERT

« THE LITTLE MERMAID AND PRINCE WHATSISNAME
« BUFFY AND SPIKE

PAGE 66 = LIFE LESSONS

A FRIEND OF MIME SAW A& SCREENING OF SAM RAIMI'S
2002 SPIDER-MAN MOVIE DURING WHICH HE SAT BEHIND
A FATHER AND HIS SON. EARLY [N THE FILM, THE
NOT-YET-HERQIC SPIDER-MAN IS RIPPED OFF BY A FIGHT
PROMOTER AND WHEN THE FISHT PROMOTER 15 ROBEED
MOMENTS LATER, SPIDER-MAN LETS THE CROOK GET
Ay TO GET EVEN,

SCREENWRITER DAVID KOEPP (WHO STAYS CLOSE TO THE
COMICS ORIGIN FOR THE MOST PART) CONSTRULTS THE
SCEMNE TO MAKXIMIZE OUR SYMPATHY WiTH SPIDER-MARN,
SURE EMNOUGH, MY FRIEND REPORTS THAT THE FATHER
LEAMED OWER TO HIS SOM AT THIS POINT IN THE MOVIE
AND SAID, "NOW THAT'S JUSTICEN

THE FATHER AT THAT SCREENING (AND PRESUMABLY HIS
SOM) WRAS INSIDE SPIDER-MAN'S HEAD TO SUCH A
DEGREE THAT WHEN THE CHARACTER'S UNCLE (5
MLSDERED BY THAT SAME CRODK IN THE VERY NEXT
SCEME, HE AND THE CHARACTER RECENWED THE MOVIE'S
MORAL WAKE-UD CALL AT THE SAME TIME, DOUBLING
THE EFFECTIWENESS OF THE MOMENT.

IF MANY OF OUR BEST STORIES INCLUDE A MAJICR
CHANGE [N THE OUTLOOK OF A MAIN CHARACTER, THE
BEST OF THE BEST HELP US TO UNDERGO THAT
CHaMGE WITH THEM.

PAGE 67, PANEL FIVE - SHOW IT, DON'T SING
IT!

N THE WIZARD OF 0Z, CHARACTERS LITERALLY SING
ABOUT THEIR DESIRES, BUT IN MORE NATURALISTIC
STORIES, YOUR CHARACTERS SHOULD SHOW WHAT THEY
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WANT THROUGH THEIR ACTIONS AND RARELY, IF EVER,
SPELL IT OUT LIEE THAT. In REAL LIFE, ESPECIALLY
WHERE BASIC DESIRES LIKE LOVE OR MOMNEY ARE
COMCERMED, PECOPLE ARE COMSTANTLY AMELING FOR
THE THINGS THEY WANT WITHOUT ADMITTING IT TO
CTHERS == OR EVEN TO THEMSELVES,

AUDIENCES FEEL SMARTER AND HAVE MORE FUN IF THEY
CAN GUESS A CHARACTER'S FEELINGS EVEN BEFORE THE
CHARACTER DOES.

PAGE &7, PANEL SIX - "EVERYBODY IS A HERO
IN THEIR OWN MIND"

PROFS TO WRITER/ARTIST JIM STARLIN FOR INCLUDING
THAT LINE M THE FIRST COMIC I EVER BOUGHT, AN
EARLY ISSUE OF WARLOCK (#9, T THIMNEY WHEN I wWaS
ABOUT 12 YEARS OLD.

PAGE &8, PANEL TWOQ - JUNG AT HEART

YOU DON'T HAVE TO BE AN EXPERT IN JUNGLAMN
PEYCHOLOGY TO USE IDEAS LIKE THESE AS JUMPING OFF
POINTS. I'M CERTAINLY NOT. MY TOTAL GRASP OF
SUNGE'S "FOUR FUNCTIONS" OF MEMTAL ACTITY IN 82
WHEM T CREATED THOSE FOUR CHARACTERS WAS THAT
"THINKIMNG" EMPHASIZED LOGIC AND REASOMING,
"SENSATION" WAS ABOUT SENSORY EXPERIENCE,
"FEELING™ aSSIGMED VBLUES AND JUDHEEMENTS, AND
FINTUITION” WAS ABOUT THE PERCEPTION OF THINGS
UMSEEN.

EVEM IF I WAS WaY OFF THE MARK: JUNE GAVE ME &
STARTING POINT THAT HELPED SEPARATE THOSE
CHARACTERS ENOUSH TO GIVE THEM UNIGILIE DESIRES IN
MOST SITUATIONS,

PAGE 68, PANEL FIVE - MYTHOLOGY AND
ARCHETYPES

JOSEPH CAMPSELL'S BOOK THE HERD WITH A THOUSAND
FACES COMES UP A LOT WHEN DHSCUSSING ARCHETYPES
M LITERATURE, IN PART BECAUSE OF HIS INFLUENCE ON
GECRGE LUCAS' ORIGINAL STAR WARS CHARACTERS.
Lucay’ DOCUMENTARY ON CAMPBELL, THE POWER OF
MYTH, WAS AMOTHER TOUCHSTONE FOR MANY WRITERS
DURING THAT PERIOD. AgalM, YOU DON'T NEED TO HAVE
A DEGREE N MYTHOLOGY TO PUT SUCH IDEAS TO USE.
FEEL FREE TO USE ANYTHIMG THAT INSPIRES YOU AS &
JUMPING OFF POINT.

PAGE &%, PANEL FOUR - SUBTLETY THROUGH
INTERACTION

WHEN I THINK OF THIS PRINCIPLE, T USWALLY THINE OF
THE FRENCH PAINTER GEORGES SEURAT (I859-18910.

SEURAT USED MANY SMALL DOTS OF PURE COLOR 1M HIS
PAIMNTINGS, WHICH APPEARED TO MI¥ IN THE VIEWER'S
EYES WHEN SEEM FROM A DISTANCE TO CREATE THE
ILLUSION OF A SURTLER AND MORE VARIED RAMGE OF
TONES AND COLORS (TODAY, COLOR PRINTING
PRODUCES

SIMILAR EFFECTS WITH HALFTONE DOTS OF CYAM,
MAGENTA AND YELLOWD,

HERE'S & TIMY PIECE OF HIS BEST KMOWM PAINTING,
SUNDAY AFTERNOON OW THE ISLAND OF

La GRANDE JATTE. THE OnLY PAINTING EVER MADE
INTO & MUSICAL, AS FAR AS T ENOW:

WHEN SIMPLY-CONCENED CHARACTERS INTERACT,
THEY'RE LIKE SEURAT'S DOTS, REFEREMNCE POINTS TO
DIFFERENT BASIC ASPECTS OF HUMAN BEHAVIOR THAT
CAM ILLUMINATE ASPECTS OF LIFE THAT ARE MUCH
MORE SUBTLE.

I FIRST MOTICED THIS WHEN REATHMG GILBRERT
HERMAMDEZ'S CLASSIC STORY HEARTEREAK SOUP.

PAGE 70, PANELS FOUR AND FIVE -
COOKIE-CUTTER CHARACTERS

THIS IS DEPRESSIMNGLY COMMON. MAYBE A THIRD OF ALL
WOULD=-BE COMICS ARTISTS JUST DRAW THE SAME
CHARACTER OWER AND OVER AND OVER. PLEASE. DON'T
BE ONE OF THEM/

PAGE 70, PANELS SEVEN AND EIGHT - THE
REPERTORY APPROACH

SOME ARTISTS, NOTABLY JARAN'S OSAMLU TEZUKA, HAVE
A CAST OF VARIED CHARACTER TYPES THAT APPEAR IM
DIFFERENT STORIES A5 IF THEY WERE ACTORS IN A
REPERTORY COMPANY TAKING ON DIFFERENT ROLES.
OTHERS, LIKE WILL EISMNER AND RUMIED TAKAHASHI,
HAVE & NARRDWER RANGE OF FEATURES FOR HERCIC OR
BEAUTIFUL PROTAGONISTS, BUT A WIDE RANGE OF FACE
AND BODY TYPES AMONG SUPPORTIMNG CHARACTERS.

PAGE 7! - CHARACTER VARIATION

¥YOu DON'T HAVE TO MAKE EVERY CHARACTER DIFFER-
ENT FROM EVERY OTHER CHARACTER M EVERY WaY, OF
COURSE, BUT SEE EXERCISE #3 FOR S0ME OF THE
PARAMETERS ¥OU MISHT WaNT TO CONSIDER.

PAGE 72, PANEL SEVEN - KIRBY'S BRAIN

I HAVEN'T TURNED UP aNY DIRECT EVIDENCE THAT
JACE KIREY OR 5TAN LEE BASED THE FANTASTIC FOUR
OM THE FOUR SREEK CLASSICAL ELEMENTS. THOUGH
KIRBY FOLLOWED A 5/MiLAR TEMPLATE FOR THE F.F.'S
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MNOM-SUPERHERD PREDECESSORS THE CHALLENGERS OF
THE UNENOWN, SO IT'S PROBABLY MOT A COINCIDEMNCE.

PAGE 73, PANELS FOUR THROUGH SEVEN -
COMICS AND STEREOTYPES

THE CONMECTION BETWEEN COMICS aND STEREQTYPES
REACHES ALL THE waY BACK TO |TS ORIGINS, SWISS
ARTIST RODOLPHE TOPFFER (797-184¢) -~ OFTEM
COMNSIDERED A STARTING POINT FOR COMICS AS WE
KnNOW THEM TODAY == FLIRTED WITH THE PSEUDO-
SCIEMNCE OF PHRENOLOGY, WHICH HELD THAT YOu
COULD TELL ANYORME'S PERSOMNALITY AND MENTAL
CAPABILITY JUST BY MEASURING THEIR HEAD-SHAPE.
TOPFFER DIDN'T NECESSARILY BUY INTO THE
“SCIENCE'S™ MORE TOXIC CONCLUSIONS, BUT HE
CONSIDERED SUCH VISUAL STEREOTYPIMNG USEFUL FOR
WISUAL ARTISTS WORKING I8 THE SIMPLE STYLE OF
MARRATIVE DRAWING HE DEVELOPED.

FROM ITS BESINNINGS IM THE LATE MINETEENTH
CEMTURY, AMERICAN COMIC STRIPS CONTAINED
MEGATIVE DEPICTIONS OF ETHMIC MINORITIES, AND
RACIST DEPICTIONS OF AFRICAN-AMERICANS, SOME OF
COMICS' SEMIMNAL ARTISTS, LIKE WINCISOR MCkAY AND
WILL EISMER, INTRODUCED CHARACTERS VISUALLY
MODELLED AFTER OLD RaClal STERECTYPES. IN
EISNER'S CASE, ATTEMPTS WERE MADE TO HUMANIZE
THE BLACK. SIDEKICK EBONY IN EISNER'S SERIES THE
SPIRIT, BUT THE STERECTYFED ViSUAL DESIGN
CONTINUED TO WEIGH HESVILY ON THE SERIES, WHICH
EVENMTLUIALLY DROPPED THE CHARACTER.

SINCE THIS BOOK 15 DEDICATED TO WiILL, WHO I
CONSIDERED A FRIEND AND MENTOR, IT'S IMPORTANT
TO ACKENOWLEDGE THE LEGITIMATE CRITICISMS
LEVELED AGAINST ERBONY -- ESPECIALLY THE EARLIEST
VERSIONS OF THE CHARACTER. TO HIS CREDIT, THOUSEH,
THE VERY YOUNE EISNER WOULD MOVE ON TO WORK IM
COMICS FOR SiY DECADES AFTER LEAVING THOSE EARLY
PAGES BEHIND, AND PRODUCE MANY SOCIALLY
PROGRESSIVE STORIES, ESPECIALLY IN THE YEARS
FOLLOWING 1978'S 4 CONTRACT WITH oD,

MORE GENERALIZED STEREOTYPES LIKE THOSE SHOWN
ON PAGE 73 (THE Bi& BRUTE, LITTLE NERD AND HEROIC
LEADHRNG MAN) DON'T NECESSARILY CARRY THE SAME
S0Cial CHARGE, AND THEY'RE TEMPTIMG FOR
CARTOOMISTS HOPING TO MAKE A FAST IMPRESSION,
BUT EVEN HERE, SOME PREJUDICES CAM CREEP IM.
HOTICE THE SHIRT PATCH OWER THE "BRUTE'S" POCKET,
MARKEING HIM AS BLUE COLLART AND DOES THE "NERD"
HAWE STERECQTYRICALLY “JEWISH™ FEATUREST IN
SHORT: EVERY STEREOTYPE COMES FROM SOMEWHERE,
AND THAT PLACE MAY NOT ALwayYS BE OBVIOUS.

PAGE 74-77 - MODEL SHEETS AND CHAR-
ACTER COMSTRUCTION

BOOKS ON ANIMATION ARE ESPECIALLY HELPFUL FOR
LEARMING HOW CHARACTERS CAN BE CONSTRUCTED IM
THE MODEL SHEET PHASE TD INSURE A COMSISTEMT
APPEARANCE THROUGHOUT A STORY. I LEARNED A LOT
FRO™M AN OLD PRESTON BLAIR BOOK, AND HE SEEMS5
TO

ART ¥ PRESTOM BLAMR (SEE ART CREDNTS, RAKE 256801

STILL HAVE SOME OTHERS IN PRINT, BUT LOOK ARCUND
AND YOU CaM PROBAELY FIND QUITE A FEW.

HERE'S AN EXAMPLE FROM PRESTON BLAIR'S RECENT
BOOK CARTOON ANIMATON:

PAGE 78 - GRAVITY AND SEPARATION

THE BIGEEST PROBLEM WITH KEEPING CHARACTERS
INTERNALLY CONSISTENT AND DIFFERENT FROM ONE
AMOTHER IS THAT AFTER A WHILE, CHARACTERS WinD
UE SOUNDING MORE AND MORE LIKE THEIR ALTHOR—
OWE OF MANY REASONS TO HAWE AN HONEST FRIEND
READING YOUR STUFF AND LOCKING OUT FOR SUCH
UMWANTED HABITS.

PAGE 80-101 - FACIAL EXPRESSIONS:
GENERAL COMMENTS

OnE OF THE Bie PROBLEMS WITH HOW=-TO-DRAW BOOKS
IS THE IMPLICIT ASSUMPTION THAT READERS SHOULD
STUDY THE MASTER'S DRAWINGS AND IMITATE THEM
{aM ESPECIALLY BAD IDEA IN MY CASE, SINCE I'M HARDLY
A "MASTER").

THE DREAWINGS M THIS SECTION ARE MY BEST
ATTEMPTS TO ILLUSTRATE THE PRINCIPLES OF RACIAL
EXPRESSION I'M DESCRIBING, BUT THEY'RE NOT
SUPPOSED T SHOW THE “RIGHT way" TO DRAW
SPECIFIC EXDPRESSIONS, THERE ARE COUNTLESS wWays TO
DRAW ANY EXPRESSION, AND COUNTLESS ARTISTS
WHOSE TECHNIGUES YOU CAN STULY.

THE BEST SOURCES I FOUND FOR FACIAL EXPRESSIONS
{BESIDES REAL-LIFE OBSERVATIONS) WERE DARWIN,
PALIL EKMAM AND ARTIST GARY Fal&IN. SEE BIBLIOGRA-
PHY FOR MORE NFORMATION ON EACH, FalGIN'G BOOK,
THE ARTIST'S COMPLETE &UIDE TO FACIAL EXPRESSIONS,
WAS ESSENTIAL AND HiGHLY RECOMMENDED.

PAGE 84-85 - THE CREEP FACTOR

okpy, EVEN I FIND THESE TWO PAGES KIND OF CREERY
AND REDUCTIVE, 50 T Can HARDLY BLAME YOU IF YOU
FEEL THE SAME WAY. NOBODY WANTS TO THINK OF
THEIR FACE AS & MACHINE, REACTING TO INTERNAL
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SWITCHES OF EMOTION LIKE A THREE-WAY FLOOR LAMP,
FACES ARE INFINITELY MORE SUBTLE THAN THAT, AND
THE EMOTIONS THAT GOVERM THEM ARE SUBTLER
STILL.

THIS I5 ANOTHER PLACE WHERE A COLOR aMALOGY
MIGHT BE USEFUL. A PURE RED, GREEN OR BLUE 15
RARELY SEEN IN MATURE WHERE VARIATIONS OF HUE,
SATURATION AMND WALUE LEAD TO AM INCREDIBLY
SUBTLE WORLD OF COLORS, DESCRIBING A HILLSIDE AS
“FREEN" OR A RUSTY ABANDONED CAR AS "ORANGE"
BARELY SCRATCHES THE SURFACE, BUT UNTIL WE
UNDERSTAND THE BASIC PRINCIPLES OF HOW PRIMARY
COLORS COMBIME WITH ONE ANOTHER, OUR CHANCES OF
REPRODUCING THAT SUBTLETY IM ART 15 REDUCED. THE
CHARTS OM PAGES BY AND BE ARE JUST MY Way OF
SHOWING WHAT HAPPENS WHEN THE “RED™ aND “BLUE™
OF EMOTIONS COMBINE,

FACES ARE MACHINES, BY THE way. THAT DOESN'T
MAKE THEM aNY LESS BEAUTIFUL.

PAGE 9l, PANELS ONE AND TWO - HIDING
EMOTIONS

CHRIS WARE, I8 A NEW YORKER "MASTER CLASS™ WITH
CHARLES BURNS (AVAILABLE ON ITUNES, THOUGH A BIT
PRICEY} QUESTIONED THE USEFULMESS OF EVEN TRYING
T TEACH BASIC EMOTIONAL EXPRESSIONS TO
CARTOONISTS, LARGELY BECAUSE OF THE WaY ADULTS
HIDE EMOTIONS:

"I JUST RECENTLY HAD A DAUGHTER, AND T THINK THE
OMLY HUMAN BEINGS ON THE PLANET WHO COMMUMNI-
CATE THIS Way ARE BABIES. ONLY THEY REALLY USE
THEIR FACES TO EXPRESS THEMSELVES, AND B8Y ABOUT
AGE TWO, THEY START TO TRY TO [CONTROL THEIR
FACES] OR LIE TO YOU. T THINK ONLY A CHILD IS5
COMPLETELY HOMEST IN THEIR FACIAL EXPRESSIONS,
AND BEYOND THAT. OME OF THE SECRETS CR TRICKS TO
DEAMING A SUCCESSFUL COMIC STRIP ABOUT ADHILTS, IF
YOU'RE DRAWING THEM FROM THE QUTSIDE IM, 15 TD
REMEMBER THAT MOST ADULTS LIE WITH THEIR

FACES.”

PAGE 94-99 = wHEN NOT TO BE SUBTLE

EVEN IF YOUR DRAWIMG STYLE INCLUDES A SOME VERY
SUBTLE EXPRESSIONS, YOUPLL MEED TO KEEP THEM
SIMPLE IN LOMNGSHOT. HERE'S PART OF A PANEL BY
JAIME HERMNANDEZ:

ABCVE AND TOR: ART BY JAIME HERMANDEZ, CENTER RHGHT:
BRT BY MORT WALKER, 80TTOM RIGHT! ART BY KYLE BAKER
(EEE ART CREDITS, PAGE 2582,

EACH EXPRESSION 15 ALMOST STICK FIGURE SIMPLE, BUT
IT HELPS US TQ HEAR THE SARCASM, STERN RESOLVE
AND INMOCENT AFFECTION IN THEIR CORRESPONDING
WORD BaLLOCNS.

DEHEY

MORE COMPLEX EXPRESSIONS ARE BEST USED FOR
CHARACTERS IN CLOSE-UP THAT READERS WILL BE
GETTING A GOOD LODK AT. FACES N THE BACKGROUND,
OR THOSE THAT ARE PART OF A CROWD MIGHT NEED TO
TELEGRAPH THEIR EMOTIONS A BIT MORE.

PAGE 96 - THEY HAVE NAMES!

MORT WALKER'S THE LEXICON OF COMCANA GIVES SOME
GREAT, FUNNY MAMES TO A LOT OF FAMILIAR CARTOON
SYMBOLS (THOSE SWEAT BEADST MORT CALLS ‘EM
"PLEWDS"), SEE BIBLIOGRAPHY TO TRACKE DOWN A
CORY,

e&l

C &

Quimps

wf
=57

Mittles

PAGE 99, PANEL SEVEN - PANEL-TO=-PANEL
CHANGES

HERE ARE FOUR CONSECUTIVE FACES FROM A FOUR-
PASE SILENT COMIC BY KYLE BAKER. CaM YOU FiGURE
QUT THE SITUATION FROM THE FACES ALONE?T




EVEM IMN SIMPLER CARTOON STYLES, ONE OR TWO WELL
CHOSEN LINES CAN &0 A LONG WAY TOWARD SPECIFYING
AN EMOTION, AS IN THIS TWO PANEL TRANSITION FROM
CHARLES S5CHULZ'S PEANUTS:

WHATE S0 | 1M somiy . T
FUNNYZ_/COULDN T HELP

ORDINARILY, WHEN LUCY YELLS, SHE HAS A HEAWY,
ANGRY BROW, AS IF ON THE VERSE OF PUNCHING
SOMEBCDY. IN THIS SEQUENCE, THOWEH, THE BROW 1S
UP, INDICATIMNG A& MORE REASOMABLE KIND OF OUTRAGE.
MEANWHILE, LiNUS® SMILE 15 STILL OM TS Way DOWN
(REAL SMILES FADE GRADUALLY) BUT WE CAM BEGIN TO
SEE THE LOWER LIP HEADING OUT A BIT INTO THE
STRETCH THAT DENOTES FEAR (ALONG WITH THE BODY
LaNSUAGE TO MATCHE

PAGE 102-ll - BODY LANGUAGE

HERE ARE SOME BETTER ARTISTS THAN ME, DEMON-
STRATING THE TYPES OF RELATIONSHIPS T DESCRIBE M
THE BODY LAMNSUAGE SECTION, STARTING WITH JaME
HERMAMNDEZ oM ELEVATION aND STATUS:

ART BY CHARLES SCHULT, JAIME HERNANDET, Wil EISHER
AMD CRANG THOMPSOM (SEE ART CREDNTS. PAGE 2583,

WILL EISNER oM DISTAMCE anD RELATIONSHIPS:

AND CRAIG THOMPSOM 08 IMBALANCE AND
DISCONTENT:

PAGE 104 - BODY LANGUAGE FACTORS

THESE ARE MY OWH CATEZORIES AND THEY'RE BY NO
MEANS COMPLETE (AS I MENTICN On PASE 1IE2 MY
REFEREMCES FOR BODY LANGUAGE WERE A BIT MORE
SPOTTIER THAN THOSE FOR FACIAL EXPRESSIONS. IM
THI5 SECTION, I RELIED MORE ON MY DWH OBSERWE-
TIONS FOR PUTTING IT ALL INTO SOME USEFUL ORDER.

PAGE Il - OTHER BODY SIGNALS
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PARTS OF THIS PAGE DRAW ON IDEAS IN DESMOND
MORRIS' 1977 BOOK MANWATCHING (SEE BIBLIOGRAPHY,

OPTIONAL EXERCISES

# |- CHARACTER LIFE HISTORY
(PAGES 64=566)

FROM PAGE &4, PANEL 5IX: "JUST CONSIDER YOUR OW
HISTORY AND HOW T SHAPED YouL*

TRY LISTING THE FIVE MOST IMPORTANT ASPECTS OF
YOUR OWN HISTORY. YOUR FamiILY LIFE, PLACE OF BIRTH,
Bl& EVENTS, ETC... THEN CREATE A NEW CHARACTER
THAT LOOKS MOTHIMG LIKE ¥OUL BUT HAS THOSE SAME
KEY EXPERIENCES [N HIS/HER PAST. CONSIDER WHAT
KIND OF PERSCON COULD HAVE EMERGED FROM THAT
HISTORY.

MOW CREATE A SECOND CHARACTER THAT HAD AN
OPPOSITE LIFE HISTORY IN THOSE SAME FIVE WaYS., HOW
WOULD THE TWO OF THEM RELATE TO ONE ANOTHER IF
CIRCUMSTANCES THREW THEM TOGETHERT

#2 - CASTING A WIDE NET (PAGE 7DD

CREATE A CAST OF THREE TO FIVE CHARACTERS THAT
ARE ALL DIFFERENT IN AT LEAST FOUR OF THE FOLLOW-
ING WAYS, BUT ALL THE SAME IN ONE OTHER RESPECT.
HOW DO THEIR DIFFERENCES HELP TO HIGHLIGHT THE
OME THING THEY ALL HAVE IN COMMONT

= HEISGHT < AGE

« WEIGHT + INTELLIGEMNCE

= FACIAL DROFILE « STYLE OF QUTFIT
- BEAUTY * TEMPERAMENT

« STRENGTH = DELIGATIONS

» RACE AND ETHNICITY  » ALLEGIAMECE

* BACKSROUND « GEMDER

« DESIRES

#3 - DIFFERENT DESIRES (PAGE &67)

TRY CREATING A -2 PAGE ROUGH COMIC FEATURING ONE
OF THESE PAIRINGS 1N CONVERSATION, USING DIALOSUE,
FaACIAL EXPRESSIONS AND BODY LANGUASE, CAM YOU
MAKE IT CLEAR TQ THE READER WHAT EACH CHARACTER
WANTS, WITHOUT THEM HAVING TO COME OUT AND SAY
IT DIRECTLY

* AM UNDERCOVER FEMALE COP LOOKING FOR A
KILLER IN A SINGLES BAR, AND A GUY TRYING
TO HIT ON HER.

* & MEWSPAPER REPORTER DOING TAPED
INTERVIEWS OF “LIFE On THE STREET™ aND A
HUNGRY HOMELESS mMan HOPIMNG HE'LL BE
OFFERED PART OF THE SANDWICH THE
REFORTER IS HOLDIMNG.

« A SUPERHERO TRACKIMG A VILLAIN AND THaT
SAME VILLAIN IN DISGUISE, POSING AS A
CIVILIAN OFFERING TO “HELE"™ THE HERO.

#i4 - EXPRESSIONS AND BODY LANGUAGE
(PAGES 80-120)

TRY & ONE PAGE SEGUENCE OF A PERSON HOLDING A
PHOME TO THEIR EAR, SPEAKING ONLY QCCASIONALLY,
MAKING SHORT UNSPECIFIC ANSWERS OR COMMENTS ON
WHAT THE UNSEEM CALLER 15 TELLING THEM (I SEE,*
“UH=-HUH," “NO, OF COURSE,” ETC...). SEE IF YOU CAN
COMMUNICATE HOW THE OTHER CALLER 15 AFFECTING
THEM EMOTICOMALLY, THROUGH THEIR CHANGES OF
EXPRESSION aND BODY LANGUASE ALONE.

EXTRA CHALLENGE: CAN YOI THEN TAKE THE EXACT
SAME DIALOGUE AND REDRAMW THE COMVERSATION TO
HAE A COMPLETELY DIFFERENT EMOTIONAL MEAMINGT

#5 - TARGETING EXPRESSIONS

PICK TWO EXPRESSIONS FROM THIS LIST, AND DRAW A
FACE TO MATCH EACH :

» COMFIDENT

* LNCERTAIM

* FRUSTRATED

* HURT (EMOTICNALLY)
* FLIRTATICUS

* MISCHIEVOUS

« TIRED

THEM GIVE THE SAME LIST TO A FRIEND, ALONG WITH
YOUR DRAWIMNGS, AND ASKE HIM/HER TO GUESS WHICH
EXPRESSION YOU WERE GOING FOR.

#6 - TARGETING POSES

PICK OME OR TWO ATTITUDES FROM THIS LIST, AND
DRAW & BODY TO MATCH:

« POMPOUS

= UNEASY

* IMPATIENT

« AEERESSIVE
* TIRED

* HUMBLE

« STUBBORN

WO FACIAL EXPRESSION FOR THIS ONE, JUST A MOSE
ARND EARS TO SHOW HEAD POSITION.

AGAIN, GIVE THE SAME LIST TO A FRIEND AND ASK
HIM/HER TO GUESS WHICH POSE ¥OU WERE &OING FOR.

#7 - BODY LANGUAGE IN SEQUENCE

TRY DRAWING & SHORT COMIC SHOWING TWO FACELESS
STICKE FIGURES IN CONVERSATION, WITHOUT USING ANy
WORDS AT aLL, CAN A FRIEND DESCRIBE EACH
CHARACTER'S CHANGING EMOTIONST

ADDITIONAL MOTES AT:
WIWWLSCOT THMCCLOUDLCOM/MAKINGLCOMICS
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T

THE POWER OF WORDS 15 AN UNDENIABLE PART OF THE APFEAL OF THIS %
it ./ ART FORM WE CALL COMICS. SO STRONG |5 THE ROLE OF WORDS IN THE WAST

- o MAJORITY OF GREAT COMIC STRIPS, COMIC BOOKS AND GRAPHIC NOVELS DURING

. =TT THE LAST 100 YEARS, THAT SOME COMICS SCHOLARS SUCH AS R.C. HARVEY HAVE
SUGGESTED THAT THE ARTFUL COMBINATION OF WORDS AND PICTURES |

C hﬂptEl‘ Three SHOULD BE INCLUDED IN ANY COMPREHENSIVE DEFINITION OF COMICS. T |

— j THINK IT'5 POSSIBLE TO CREATE

WORDLESS COMICS (AND IN THESE l

— /
- The Power of Words oy |

THE IDEA OF COMICS AS PICTURES

! 1M SEGUENCE, WITH OR WITHOUT

i WORDS) 5C I WOULDN'T NECESSARILY GO THAT FAR, BUT

Seamless Integration and CLEARLY ANY EXAMINATION OF THE ART OF MAKING COMICS

the "Desperation Device” SHOULD PLACE THE ROLE OF WORDS FRONT AND CENTER.

i = WORDS EVOKE FEELINGS, SEMSATIONS AMD ABSTRACT

COMCEPTS WHICH PICTURES ALONE CaN ONLY BEGIN TO

CAPTURE; THEY'RE COMICS’ ONLY TRADITIONAL LINK WITH THE WARMTH AND NUANCE OF THE |

; HUMAN VOICE; THEY OFFER COMICS CREATORS THE OPPORTUNITY TO COMPRESS AND EXPAND

— TIME; AND WHEN WORDS AND PICTURES WORK INTERDEPENDENTLY, THEY CAN CREATE NEW

.oy IDEAS AND SENSATIONS BEYOND THE SuUM OF THEIR PARTS. - WORDS HAVE ALSO PLAYED

i_|_ A ROLE IN THE GRAPHIC EVOLUTION OF MODERN COMICS AND THROUGH THEIR OFFSPRING

== THE WORD BALLOON, CAPTION AND SCUND EFFECT -- HAVE GIVEN RISE TO A WEALTH

OF UNIGUE GRAFHIC DEVICES, MANY OF THEM MOW CLOSELY ASSOCIATED WITH COMICS

AND APPROPRIATED I OTHER MEDIA OM A REGULAR BASIS. + SOME APPROACH THE

COMICS PROFESSION HOPING TO WRITE FOR OTHERS TO DRAW, AND FOR THEM, WORDS

ARE THE VERY SUBSTANCE OF THEIR CRAFT. BUT WHETHER YOU PLAN TO WRITE FOR

OTHERS, OR WRITE AND DRAW EVERYTHING YOURSELF, IT’S A STRONG VISUAL

IMAGINATION AND THE SEAMLESS INTEGRATION OF WORDS aMD PICTURES WHICH
MARKS COMICS' BEST WRITING, +  TODAY, WITH A CENTURY OF MODERN

COMICS UNDER THEIR BELT, CARTOONISTS HAVE EVOLVED AN ARTFUL,

SOPHISTICATED DANCE BETWEEN WORDS AND PICTURES WHICH

EMPHASIZES EACH OME'S STRENGTHS, BUT ALSO
STRIVES, WHENEVER POSSIBLE, TO FIND THE

[ -m'i.

RSP TT e

AT
80k

Ty

M MOST GREAT COMICS, THAT BalAMNCE 15 :
A DYNAMIC ONE. SOMETIMES WORDS TaAKE f
THE LEAD, SOMETIMES PICTURES Do -- o

—~ BALANCE

BETWEEN THE
TWo.

| AT

=

| I,L 1/ == BUT BOTH WORK
4!~ TOGETHER TO
PROPEL THE STORY

= FORWARD., 1

e

)
i .||||III

/
T F—— T ‘.l.f.hl' '
W -

1

]
|
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CONTINUOUS WHOLE.

AND AS NOTED IN CHAPTER ONE, IT'S THAT
SENSE OF CONTINUOUS EXPERIENCE THAT CaM
HELD MAKE READING FeeL Likg LIVING

T G

N |

hi_‘g:i\.\"}'m;\':— TR

-||| 1 s ! i ]I."||
N "'"' II ||| || |||| ||f||l' l'|" |Il
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COMICS IS A MEDIUM OF FRAGMENTS -— A PIECE OF TEXT HERE, A CROPPED PICTURE THERE —- BUT WHEM (T
WORKS, YOUR READERS WILL COMBINE THOSE FRASMENTS AS THEY READ AND EXPERIENCE YOUR STORY AS A

IN THIS
CHAPTER, WE'LL EXamMINE SEVEN
WAYS WORDS AND PICTURES CAN COMBINE

TO ACHIEVE THAT SEAMLESSNESS
AND BALANCE -

||l i
Il] ||.| | -I, VRN ==
e .u.;ﬂ“""":x di- = e
- CAPTURING THE
“ T THE ESSENCE OF SOUND
S\ | o
BALLOONS To EFFECTS --
GIVE VOICE TO YOUR
CHARACTERS —
Ve

== BAND SOME NOTES ON COMBINING WORDS

AND PICTURES THROUGH THE JOINT EFFORTS
OF WRITER=-ARTIST TEAMS




IT MiGHT HELF TO THINE OF

THESE SEVEN CATESORIES
iN UNDERSTANDING COMICS. I DIAGRAMMATICALLY.

IDENTIFIED A FEW DIsTINCT CATEGORIES OF
WORD/PICTURE COMBINATIONS.*

MIBANDA GAVE ME THE I. WORD-SPECIFIC WORD=-SPECIFIC

HEYS AMD SMILED ...

WORDS PROVIDING ALL YOU NEED TO
ENOW, WHILE THE PICTUWRES ILLUSTRATE
ASPECTS OF THE SCENE BEINS
DESCRIBED.

&

2. PICTURE-SPECIFIC PICTURE-SPECIFIC

PICTURES PROVIDING ALL YOU NEED TO
ENOW, WHILE THE WORDS ACCENTUATE
ASPECTS OF THE SCEME BEING SHOWH,

8

3. DUO-SPECIFIC DUO-SPECIFIC

WORDS AND PICTURES BOTH SENDING
ROUGHLY THE SAME MESSASE.

4 INTERSECTING INTERSECTING
WORDS AND BICTURES WORKING
TOGETHER IN SOME RESPECTS WHILE
ALSD CONTRIBUTING INFORMATION
INDEPENDENTLY.
5. INTERDEPENDENT INTERDEPENDENT
WORDS AND PICTURES COMBIMING TOD
CONVEY AM IDEA THAT NEITHER WOULD
CONVEY BLONE.
TDON'T FORSET THE B 6. PARALLEL PARALLEL

DOE FOoD!"

INTERSECTIMNG.

WORDS AND PICTURES FOLLOWING @
SEEMINGLY DIFFERENT PATHS WITHOUT

7. MONTAGE MONTAGE

WORDS AND PICTURES COMBIMNED

PICTORIALLY. )
*56E UNDERSTANDING COMICS PAGES (53-155, 130

NOTE THAT IVE CHANGED THE NAME OF ONE
CATESORY, "ADDITHVE" 15 MOW “INTERSECTRNG™



S0,
HERE'S HowW --
FAHEMS -- EACH OF
THESE SEVEN CAN HELP
YOU ADVANCE YOUR
STORY.

THE FIRST OF THESE ADVANTAGES,
COMPRESSION, MAKES USE OF
THE WRITTEN WORD'S ABILITY TO
REDUCE BI% CHUNES OF TIME
AND INFORMATION DOWN

T OTOAFEW TINY &
WORDS. 3

WORD=-SPECIFIC COMBINATIONS
DFFER SOME POWERFUL ADVANTAGES

FOR STORYTELLERS.

MIRANDS GAVE ME THE
KEYS AND SMILED ...

l. WORD=-SPECIFIC | e -:2;1‘,&;'__'

e AT
L
I
NEEEED,
X%
-‘ql
=

THIS IS ESPECIALLY USEFUL HE MATTER HOW Bis YOU JUST MEED TO
WHEN YOU'RE WRITING A SHORT THE EVENT, WORDS DECIDE HOW MUCH YOU
AND/OR FIXED=LENGTH comic, aND CAN PACK IT DOWN WANT YOUR READERS
YO WaANT To JUMP AHEAD GuicELy FOR YOU. To SEE FOR

THEMSELWVES anp
HOW MUCH YOU ek T
THEM TO IMAGINE,

TO THE HEART OF YOUR STORY,

FIVE YEARS LATER, THAT
TEN DOLLAR BILL RAD
BECOME THIRTY MILLION!

“and
the Barth
exploded.”

.L
-
i

T

-~

|
+

I3l



ANOTHER ADVRNTAGE OF WORD=SPECIFIC comMBos
I5 THE wisY THEY FREE UP THE PICTURES BY PULLING
THE WHOLE WEIGHT OF THE STORY USING WORDS ALONE.

2222

WELL, Okay, NOT
“ANYTHING™ MaAYBE
== BUT You DO HAVE A

LOT oF LATITUDE.

THINK ABOUT IT!
iF EVERYTHING YOUR READERS NEED TO
EMOW 15 IN THE WORDS, you can PUT
PRETTY MUCH ANYTHING YOU WANT IN
THE PANELS, ART-WISE.

l.: f o

e MR T = .\ll||l ; ‘a*-., =
w ik wkl, =5
._,r--"' T S5 s 1
- . % % e -?"'{ # |
! y oL, M T y 1
'& P Y l'nz-":‘\ |

! 15

3 |

FOR EXAMDPLE: SUPPDSE
you HaD & COMPLETE TEXT READING
SOMETHING LIKE THIS:

Al

I'll b | j N :
TR o 0 o i
III?F II J '.t- ";':".l:.ll‘ilt‘..\' ; :\___ %‘

WITH EVERYTHING
SPELLED OUT IN THE
TEXT LIKE THAT, YOUR
ART CaM &0 IM A LOT
OF DIFFERENT
DIRECTIONS.

Bob was a happy
baby,

At 18, he went to
WAT.

At 36, he bought a
house,

He died at 72,

YOU COULD ILLUSTRATE THE EVENTS IN A FAIRLY
STRAIGHTFORWARD way.

AT 18, HE WENT A%

WV
# r ;
i

FOU COULD DRAW THE WHOLE THING USING JUST
HANDS.

FANEL T SEE ART CREDITS, PRGE 258,

BOE WAS A HAPPY
BABY.

AT 18, HE WENT




YOU COULD SHOW A NARRATOR SPEAKING
DIRECTLY TO THE READER.

¥OU COULDY EVEN ILLUSTRATE IT ENTIRELY WITH
SYMBOLS.

A HOUSE. f =

BOB WAS A HAFPPY
BABY.

AT 18, HE WENT
TO WAR.

-

AT 36, HE BOUGHT /—

a1

e

MOST WORD-SPECIFIC
COMBOS OCCUR
ALONGSIDE OTHER
SORTS OF COMBOS.

CARTOOMISTS LIKE TO
LET THE PICTURES
TELL THE STORY JUST
AS OFTEN AS
WORDS.

PICTURE-SPECIFIC COMBINATIONS
SIMILARLY GIVE LICENSE TO THE WORDS, AND
THEY OFFER CTHER BEMEFITS,

Y

& [

i

yd Hi

igz PICTURE-SPECIFIC
s

BUT THERE
ARE LARGELY
WORD=-SPECIFIC COMICS
THAT MAKE USE OF
THAT “ARTISTIC
LICENSE™ ON A
REZULAR BASIS.

FALT, YOU'RE
READING ONE

NOW.

AMONS THEM, A CLOSER LINK TO
THE WHOLE IDEA OF SEGUENMTIAL VISUAL
STORYTELLING WHICH THE ART OF COMICS
15 BASED O,

133



MECESSARY —-

BECAUSE OF THE PICTORIAL NATURE oF COMICS. PICTURE-SPECIFIC
SEQUENCES CAN FUNCTION WITHOUT ANY WORDS AT ALL FOR AS LONG AS

-- unlike
word-specific
sequences,
which can't go
picture-less for
more than a
panel or two
without simply
becoming
prose.

i IF: WORDLESS PANELS CAMN PROVOKE
& SENSE OF DIRECT EXPERIENCE
AND IMMEDIACY WHICH 15 SOMETIMES
BEST LEFT ALONE ==

I’Ii'|-|.'| i I £

I i
- P, ”'l |I| ||:|| i
— ‘—:_— '-|| I
A
- L 1 ! II; 32
'_j_. T—
AnEgod  TE
\ DINNER! ::_I e WINDOW 1o A
™ 'f-,l" BiE! CHARACTER'S INNER
-—ﬁ}ﬁl . 'rl ! LIFE aND
1 Iﬁm{f” D SENSATIONS.
| L
-7
=7 e
e % 'EBE\.
11 B
QoM ]

== BUT THERE ARE
COMPELLING REASONS
TC CONSIDER ADTHMG
TEXT --

-= SUCH AS IF
YOU WANTED TO
EVOKE THE SOUNDS
OF A FAMILIAR
LANDSCAPE.

&0 YEARS TO THE

DaY... AMD WHAT DD

I HAVE TO sHow'
FOR IT®

HEY... DO

I sHMELL
FRESH-BAKED
COOKIES 2

iy
NI R L

)

1
X'

il

I A

A I

g J 3




WHEN BOTH WORDS AND PICTURES HERE'S ONE NOW:

ARE TELLING THE SAME STORY, YOUWE GOT
A DUD-SPECIFIC comBo,

THERE 15 A
WATERMELON
oM MY HEAD!

I AM
STAMDING IN &
PANEL!

WA WELL, OBVIOUSLY I'M NOT A FAN OF COMBINATIONS INFO-COMICS,
IT 15 GONE... THAT ARE JUST POINTLESSLY REDUNDANT LIKE FOR EXAMPLE, USE
THAT. FORTUNATELY, MODERN COMICS WRITERS REDUNDANCY TO INSURE
AVOID REDUNDANCY MOST OF THE TIME, riMus CLARITY,

HSBEOTT
| SAlD g AND
SaDLY. DUO-SPECIFIC
COMBIMNATIONS DO ool

HAVE SOME T
- LEGITIMATE
. 7 ; USES.
P I||I .l A
f}; Foy A -
T “E L

WaLK, DON'T

""‘\ " RUN, TO THE

NEAREST EXIT.

i

i1

DUG-SPECIFIC COMBINATIONS CaN ALSO BE USED -= OR TO LEND AN AIR OF ANTIGUE STORYTELLING
To EVOKE A CHILDREN'S BOOK ToNE —- TRADITIONS,

S INTO HIS ARMS. THE FORTRESS
! WALL SAVE WAY TO THE FLOOD

Rolio and Squecker, the dummy, shared o bath,

PANELS SEVEN-EIGHT: ART BY REMEE FRENCH AND |35
PaTRiCK aTaslGan (SEE ART CREDNTS, PAGE 2580



THESE ARE PANELS IN WHICH THE WORDS AND
PICTURES COVER SOME OF THE SAME GROUND,
INTERSECTING BUT EACH ADDS SIGNIFICANT DETAIL or

COMBINATIONS CaM BE A BIT PERSPECTIVE TO THE SCEME.
HARDER TO PICK OUT THAN OUR LAST THREE,

BUT THEY'RE USEFUL AND PRETTY
COMMON.

IMPORTANT MFD ABOUT IMPORTANT INFO ABDUT
THE CHARACTER'S THE CHARACTER'S
ATTITUDE AND HIS PHYSICAL APPEARANCE
TARGET ALUTHEMNCE. AND FASHION CHOICES.

LEFT TG
THEIR (NSTINCTS, MANY CARTOOMISTS WILL
USE A LOT OF INTERSECTING COMBINATIONS, CREATIMG
PAGES WHICH READERS COULD PARTIALLY MAKE SENSE OF
WITHOUT THE WORDS, aND PARTIALLY MAKE SENSE
OF WITHOUT THE ART.

Ty BSOS Pal '
WIHAT T B TH
PRICE &0 Uf T

'I"H-.'Ad.-r-l! for town?

| Caol WOHE
Pl e A RIT E;,rr
§ DroM®T THk

TOP GOz ART BY JUNE ITO, JEFF SMTH, TOM I‘BE
HART, CHEIS WaRE. JAMES STURM, ey B AND
WERA GROSGOL (SEE ART CREDRITS. PAGE 2580,



HERE, THE RESULT OF WORDS AND PICTURES IN
COMBINATION 15 UTTEELY UNLIKE WHAT EITHER
COULD ACHIEVE ALONE,

INTERDEPEMDENT COMBINATIONS
AREN'T AS COMMON, BUT WHEN DONE WELL
THEY CAN ACHIEVE MEMORASLE EFFECTS.

WITHOUT THE
ART, WE WoULD

TAKE HER — [z-m SO HAPPY FOR YOU... |

WORDS AT FACE

1I'M 50 HAPPY FOR YOU..

WIALUE.
WITHOUT THE
WORDS, WE
WOULDNT
KMOW SHE was
. LY ING.
IN THE COMICS ADAPTATION OF PAUL AUSTER'S , IM PAMEL Two, OMLY THE WORDS TELL
CITY OF GLASS, STORYTELLERS KARASIK AND U5 THE SOURCE OF GUINN'S EMOTIONAL
MAZZUCCHELLI USE SUCH A COMBINATION TO SYMBOLICALLY SWOUND™ AMD ONLY THE ART PORTRARYS THE
SHOW THE INNER TURMOIL OF A MAN (“GLINN™Y MOMENT AS ANYTHING MORE THAN A
WHOSE WIFE AND CHILD HAD WENLITEDNVERSATHDN.

W

v BUT WY DON'T
Wi STAY AND HAVE
PIMMERT

GUIKK FELT A5 THOUEW AUSTER WERE TAUNTIME
HING WITH THE THIMDS HE HAD [O8T.

Al THAT'S VERY
KIHDE. BUT L AnLsT
BE GlinEn

1 KMOW i1 |
SORT OF LAST
MIMUTE o

INTERDEPENDENT COMBINATIONS EEEP READERS' MINDS FULLY ENGAGED
BECAUSE THEY REQUIRE THEM TO ASSEMBLE MEANINGS OUT OF SUCH
DIFFERENT PARTS. SUCH EFFECTS CAN BE STIMULATING, GRATIEYIMNG == EXPERIENCE RARELY
FOUND OUTSIDE OF
COMICS,

AND THIS IS5 MY

MY GOD, WALTER.!
YOU HAVE CHANGED!

PANEL THREE: ART Oy DANT MATZUCCHELLS IS?
£3EE ART CREDITS, PASE 2580



iN PARALLEL COMBINATIONS, WORDS
AND PICTURES DON'T CONMECT AT ALL -~

"RONT FORGET THE

h
=T 1]
Ry .
i L
pami i
) 6. PARALLEL

A

-~ THOUGH THEIR
PATHS MaY BEND
TOWARD EACH
OTHER IMN LATER
PANELS.

SUCH COMBINATIONS
CAN HaVE BOTH
PRACTICAL aAND
AESTHETIC
ARPLICATIONS,

TED! ARE You
LISTEMING TO

DIALOSUE FROM ONE SCENE Cam RUN
THROUEHOUT ANMOQTHER TO SAVE ROOM
AMD CREATE A DENSE, LAYERED TEXTURE --

i = —

1 "MIND GIVING ME | “DO YOU MISS
A BACK-RUE 2" CHARLIE?"

1

-- OR IT CAM BE USED TO SOFTEN A TRANSITION
FROM ONE SCEME TO ANCTHER.

" L ET ME DRIVE
FOR A WHILE ™

_AND THATS HOW
I MET M REAL

COMBINATIONS CAN T
ALSO BE PUT TO MORE
EXPERIMENTAL
LISES -~

m i |

-- SUCH A5
IM ART SPIEGELMAN'S 173 PAGE
SOOMNT GET ARCUND MUCH ANYMORE™
WHERE THE CONTENTS OF THE CAPTIONS
REFER PRIMARILY TO THE PICTURES THAT
PRECEDE THEM, CREATING A
DISORIENTING SENSE OF
peycHOLOEICAL INERTIA*

* FOR THIS READER. &T LEAST,

ART BY ART SPIESELMAN (SEE aRT CREDITS. PARSE 2540




AND FINALLY THERE'S THE
MONTAGE WHERE WORDS AND LETTERS
TAKE ON PICTORIAL QUALITIES AND ARE
COMBINED MORE FREELY WITH THE PICTURES
THAT SURRDUND THEM.

THE USE OF PURE COLLAGE TECHMIGUES IN COMICS
HAS BEEN PRETTY RARE OVER THE YEARS. BUT
CARTOOMISTS DABBLE IN IT FROM TIME TO THME —

== THE MOST FAMOUS EXAMPLE BEING WILL
EISNER WHC DEVISED MANY INGENIOUS WAYS
TO INCORPORATE LOGOS DIRECTLY INTS &

STORY'S GPENING PaMEL.
3 '- B |
o

THE IDEA THAT
WCORDS MIGHT
“CROSS THE
FENCE™ iNTO
FICTORIAL TERRITORY
OMCE IN A WHILE SEEMS
REASOMABLE --

SOME MODERN CARTOONISTS HAVE TESTED THE
POTENTIAL OF TREATING COMMON ELEMENTS
Likge CAPTIONS aND WORD BALLOONS
WITH & STRONG PICTORIAL SEMSIBILITY ==

-- AND OF COURSE
THE SOUND
EFFECT sPILLS
OWER INTC THIS
TERRITORY OFTEN —

PAMELS Twi0, THREE AMD 5%l ART BY STEVE DiTEO, WILL EXSHER
DRADY CHOE AND EHRIS WARE (SEE ART CREDATS, PASE 258

-~ BUT
FOR THE MOST
PART, MONTAGE
REMAINS A LARGELY
UNEXPLORED
TERRITORY.

INNOVATORS
OF THE
FUTURE

TAKE




DT EORRET 1?1'5
BOR Soon -

Tk

jf\i@‘"‘ i

. WORD-SPECIFIC

2. PICTURE-SPECIFIC

3. DUO-SPECIFIC

5. INTERDEPEHDEHT

6. PARALLEL
W
e

7. MONTAGE

WP

THERE™S NO SET RULE FOR WHEN

AND HOW TO USE A GIVEN TYPE OF WORD PICTURE
COMBINATION, MOST CARTOOMISTS JUST RELY ON THEIR
INSTINCTS AND DON'T GET HUNG UP ON
ANYONE"S NERDY CATEGORIES.

BUT WHEN
THOSE INSTINCTS
FAIL == AND IT
HAPPEMNS TO ALL
OF US —-

PLaY AROUNDY, SEE
WHAT WORKS FOR YOU,
AND BUILD YOUR OWN
INSTINCTS THROUGH
PRACTICE.

—THIS I3 A
ROAD MAP
THAT CAN HELP
YOU GET BACK
ON COURSE.

ASK
YOURSELF A FEW
GIUESTIONS
NOW AND

AM T TAKING
ADVANTAGE OF
THE FREEDOM
WORDS GIVE TO
MY ART?

PAKEL SEVER: SEE ART CREDITS, PASE 258,

Ak T TAKING
ADWVANTAGE OF THE
FREEDOM MY ART
GIVES TO MY

WORDS?

HEY... DO
I SHELL
FRESH-BAKED

ARE THERE 600D
REASONS TO TELL
MY READERS
ANYTHING
TWICE?

0 JUST AS HE TOOK HER
O HIS ARMS THE FORTRESS
LL Iiiﬂa'E WA’:-" TO THE F -.'JCID




ARE BOTH PICTURES AND
WORDS CONTRIBUTING
SOMETHING OF VALUE
TG EACH PANEL?

COULD THE TWo
TOGETHER =€
MORE THAKN THE SUM
OF THEIR PARTS?

v BUOT WHY DON'T
You 4TAY AND HAVE
DINMERT

kb

IH fr

ONCE AGAIM,

THERE'S NO “WRONG" WAy TO MixX WORDS
WITH PICTURES, BUT IF YOU WANT TO HOLD
¥YOUR READERS® ATTENTION -=

== THERE ARE
A COUPLE OF
THINGS TO
WATCH FOR.

MOST OF ALL, KEEP
FOCUSED ON YOUR
STORY, WHICH BOTH
WORDS AND PICTURES
SHOULD EGUALLY

== BECALSE
THAT'S WHAT YOUR
READERS wiLL B2
FOCUSED ON IF YOU DO
YOUR JoB RIGHT.

PAMELS ONE, TWo AND FOUR: SEE ART CREDNTS, PASE 254,

OR COULD THEY EACH
CARRY A VASTLY
DIFFERENT
MESSASET

S =——

1 “MIND GIVING ME | _
A, BACK-RUE 7"

tadisid "

DO WORDS AND
PICTURES NEED TO BE
TREATED ALL THAT
DIFFERENTLY?

FIRST: KEEP YOUR
WORD COUNT
UNDER CONTROL! IF
HALF OF EVERY PANEL
15 COWERED IN WORDS,
YOU MIGHT WANT TO
CONMSIDER SaYING MORE
WITH THE PICTURES,
ADDING MOMENTS TO
BREAK UP THE TEXT
INTO SMALLER CHUNKS,
OR SIMPLY USING
FEWER WORDS TC GET
YOUR MESSAGE

ACROSS5. ALSC, DON'T

THINK THAT, L.
OH CRAP, T'M, RUMMING

OuUT OF B i T
DON'T DO THISH

CONSIDER USIME A,
HEALTHY VARIETY OF
COMBINATIONS 50
THAT MEITHER SIDE
OF YOUR READERS'
BRAINS 15
NEGLECTED.

NOW THAT WE'VE COVERED THE DIFFERENT
WAYS OF MIXING WORDS AND PICTURES TO TELL A
STORY, LET'S ExAMINE HOW THE TWO ARE
COMBINED GRAPHICALLY -

== STARTING WITH THESE
FREAKY, WORD-FILLED BLOBS

CVER MY HEAD!




A A AN A B TS TR e
s v
THE RELATIONSHIP OF WORD
{ BALLOONS TO THE DRAWINGS
THaT SURROUND THEM HAS ALWAYS
BEEN AN UNEASY ONE.

iN COMICS AND
SEGUENTIAL
ART, WILL EISNER
CALLS THE WORD
BALLODM A
“DESPERATION
DEVICE™; aN
ATTEMET TO
“CAPTURE AND
MAKE WVISIBLE AN
ETHEREAL
ELEMENT: SOUND."

Lk

,g ﬂn!‘ﬂ'i R
, -\J.{u‘pikﬂ 'n.hic..r-

%f :.w

{"I' ﬂﬂT

MY WORDS
CAMMOT BE
SEEN!

BALLOONS DON'T EXIST IN
THE SAME PLAME OF REALITY
A5 THESE PICTURES: YET
HERE THEY ARE, FLOATING

SOME RESPOND TO THIS PaRaDOY BY
DE-EMPHASIZING THE PHYSICALITY oF THE
BALLOON SHADE USING HAIRLINE BORDERS

-- AS IF TO
SAY “HEY, I'M
NOT REALLY HERE,
THIS 15 JUST WHERE
THE PICTURE

Thought I'd 5

ABOUT LIKE PHYSICAL OR NO BORDERS AT ALL —
OBJECTS!
.. what day  wednesday,
Gemma’?

| Charlig...
= =

.-..'

out.

2 plumper..

.-go into B
a plunger...hin
. rods..or mayt

ond wcluItJ'UE
done mhak darli

ENDS" --

gLt
& ROWE

AT
-

== WHILE OTHERS EMEBRACE THE PHYSICAL
PRESEMNCE OF BALLDONS WITH HEAWY CONTOURS,
MORE DELIBERATE SCULPTIMNG OF DHRECT
INTERACTIONS WITH THE SURRDUNDING ART.

PANELS TIWID, FOUR ASID Si6 ART BY WiLL ESHER, POSY
SN DS, FETER KUFER a0 HOPE LARSONLIAY KRSLEY
(SEE ART CREDITS, PAGE 2540,

SHAPE AND STYLE

ARE ENTIRELY LIP TC
y{".h GF I:CHJFSE T

- BUT DO KEEP AN |

EvE oM THE SIZE oF

FOUR BALLOONS. |

PARTIALLY
FOR THE REASONS OF
TEXT/IMAGE BALANCE

CITED EARLIER —
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-=- BUT aLS0O
TS &VOID FORCING
PICTURES TO
REPRESENT TOO
Many EMOTIONS

THIS WILL BE THE BEST

PARTY EVER! wHY, IF--2
WAIT A MINUTE... WHAT DID HE

SAY ABOUT "FRANCE"? QOH MY

IM A& SINGLE IMAGE.

s RUINED!

| I

ONE BALLOON
REPRESENTING
FOUR EMOTIONS,

GOD, THAT'S THIS WEEKEND!
HE WONT BE HERE! MY PARTY

i THIS WILL BE THE X
BEST PARTY EVER!

WAIT A MINUTE. ., oH My GOD,
WHAT DIDHE THAT'S THIS

WONT BE HERE!

(] =
e

[}

-~ WHILE Id

MORE BALANCED

COMBINATIONS TEXT
AND IMAGE KEER

ALSO, WHEN OVERSEZED
WORD BaLLOONS TIP THE
TEXT/IMAGE BALANCE TOO
FAR, A KIND OF NEUTRALITY
OF IMAGE KICKES IN — &M
EXTREME VERSION OF THE
H“EMOTIONAL AVERAGE™
MENTICMNED EARLIER == AND
A COMIC CAN START TO FEEL
MORE LIEE ILLUSTRATED
PROSE. ALSO, IN PANELS
LIEE THIS OME: OR THIS
CHAPTER'S FIRST PAGE, THE
READER 15 LIKELY TO START

On THE SHOULDER -~

TAPPING EACH OTHER

READER NEVER
LOOKS LONG ENOUGH
To BREAK THE
SPELL!

MNOTICING THAT THEY'RE

&

JUST READIMNG TEXT -=

EVEN TO THE POINT OF
DEBATIMNG WHETHER TO SKIP

PARTS OR MNOT --

S

143




AR THOSECFUS |/ gam/ wio's worRIEDR
WY THE { WHO STARTED NEOTHING HUMAN CAN
QUESTION OF HOW MUCH OUT IN THE STAND UP To THE THING/
EMPHASIS MELODRAMATIC
TO GIVE INDIMIDUAL WORDS IN A E:‘EDRD:ERD ;‘;ﬁ‘;ﬂgﬁﬂ‘sﬁg&"ﬁ*g
gaLLooM 15 LESS CLEAR=-CUT. COMICS ISN'T ALALAN T
7 BECAME
ACCUSTOMED
TO FREGUENT
2 USES OF
J OVERSIZED,
1 BOLD oR
. P ITALICIZED
/ v LETTERING.
I g
N |
ANLTIN /1 -
-:""’\ 7T -
IEALNRARY.
3t F
et T —
PICTURES BY CELEBRATIMG THEIR COMMON ﬁ: &%Eﬁg:ﬁi?ﬁ TTME rrg %c:;‘;m
ROOTS as GRAPHIC SYMBOLS.

AND

oM THE OTHER HAND, WILL EISMER == HIMSELF & LONG-TIME USER OF Bl
WORDS -- POINTS OUT THAT HOW WE "HEAR™ A WORD BALLOON 15 AL5S0

DY, SR AFFECTED By THE EXPRESSIONS AND BODY LANGUAGE OF THE SPEAKER,
NGTHING: S35 REGARDLESS OF HOW THE DIALOGUE IS LETTERED* —-
LIKE &
BIG FONT! :
AT AT
f
; -+
& i
PANELS TWO; THREE, FOUR AND S AXT &Y Jalk lq""l‘ " I MAKE A SIHELAR POINT OM PRGE 106, PAMEL

KiREY, PATRICE MCDOMMELL, DBVE SiWSERHADD
MG WILL EISHER (SEE ART CREDITS, PasE 2580,

SEVEN, BUT EISNER SAID IT FIRST BY 20 YEARS,



" gvem |

== AN, A5

PROSE WRITERS WILL TELL ¥ou,
By THE MEANINGS oF THE

WORDS THEMSELWVES.

THUS, &
NUMBER OF THE
CARTOONISTS
WORKINE ON GUIETER.
MORE MATURALISTIC
STORIES HAVE BEEM
USING EMPHASIS
MORE SPARINGLY 1N
RECENT YEARS.

SEEES BACB(L- T A DWM UD<ISK

SHFER- SPRENITER , M- Siwheg .
B L i L

FunH TS, Hﬂmwﬁﬁmpﬁ.

BE mo MuSg. "

I THNA THE KEY
WOED 15 "MW -
TUDSEMENTAL " y

-

vl i pent " BE THE OBTECT oF
A DEGINE « AARTIASE - MINOED
FROF SWM , B1 SEEKS PERFEST 10,
18 =20 . 1 WONT TAEE N ROE AN
ANGWER

LSTEN 0 THIE © " BOKEY )

Seft THATS
ag agagy!
My BEEATEST FEpR
1 THAT SEME ARZER
LIS THAT WILL Ll

SIMILARLY, I8 THE LAST DECADE A GROWING
NUMBER OF ARTISTS ARE TURNING FROM COMICS'
ERASSY ALL-CAPS TRADITION TO EMERACE
UPPER= aND LOWERCASE FONTS.

-
" MY FIRST BOOK WAS

EOE LAPEAN

PERSONALLY, | GO BACK AND FORTH A LOT ON THE
GQUESTION OF WHETHER OR NOT TO USE UPPER- AND
LOWERCASE LET TERING,

The next book
used an UPPER-and
fowercase font with

HAND-LETTERED IN AL2
CAFS BY PRO LETTERER

THIS ONE USES A FONT GASED ON MY HANDWRITING.

Upper- and lowercase letters do
have some advantages including their
more distinct word shapes that
facilitate scanning.

Is it possible that
the whole ALL CAPFS
thing 5 just an ofd habit

that comics needs to
outgrow?

TOF RIGHT ART BY DARIEL CLOWEDS. MIDDLE-LEFT: ART
BY JASON LUTES {SEE ART CREDNTS, PASE 258),
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CHECE GUT
THE NOTES SECTION AT THE END OF
THIS CHAPTER FOR MORE ON THIS DEBATE
AND WHY I'M STILL O8N THE FENCE,

ALS0 CHECK
CHAPTER FIVE FOR
SOME INFO ON
TRADITIONAL AND
DIGITAL LETTERING
TECHNIQUES.




THAMKES TO FILM AND
TELEVISION, WE™E GOTTEN USED TD STORIES THAT
CONTINUCUSLY USE SIGHT ane SOUND AND OFFER
RICH, IMMERSIVE EXPERIEMCES.

WORDS PLAY AN IMPORTANT ROLE IN COMICS BY - AND GIVE
BRIDGING THAT AP, THEY avE YOICE To ouR READERS A RARE
CHARACTERS. ALLOW US TO DESCRIBE ALL FIVE CHANCE TO

LISTEN --

== AND IN THE CASE OF
SOUND EFFECTS. THEY

GRAPHICALLY BECOME

WHAT THEY DESCRIBE -- A

BUT AS COMICS
CREATORS, IF WE WANT
TO REPRODUCE
THAT KIND OF
EXDERIENCE. WE NEED
TO DO IT USING ONLY
ONE sense.

DA

L

CREATING GREAT
SOUND EFFECTS
DOESH'T REGUIRE THE
SORT OF METHODICAL
COMSISTEMCY THAT
GOOD BALLOON
LETTERING NEEDS.

SOUND EFFECTS ARE
HE-SHOT INVENTIONS YOU CaAN
IMPROVISE LIKE CRAZY.

ONCE AGAIN; NO
“RIGHT™ OR “WRONG"
APPROACHES —- -

== BUT THERE
ARE SOME SET
VARIABLES THaT
YOU CAN IMBROVISE
WITHIN,
INCLUDING ...




LOUDNESS, as
INDICATED BY SIZE,
BOLDNESS, TILT AND
EXCLAMATION
POINTS.

TIMBRE. THE
GUALITY OF THE SOUND,
ITS ROUGHNESS,
WaWINESS, SHARPNESS,
FUZZINESS, ETC...

KMOLE - KNOCK,

KNOCK-KNOCK,

ANOCKY

F=1T£Hr:

CRI-TITC

ASSOCIATION.
FONT STYLES AND
SHAPES THAT REFER
TO OR MIMIC THE
SOURCE OF THE
SOUND.

§%

|

GRAPHIC
INTEGRATION.
PURE DESIGHN
CONSIDERATIONS OF
SHAPE, LINE AND
COLOR -- AS WELL
AS HOW THE EFFECT
MIXES WITH THE
PICTURE.

OF COURSE, IF YOU'RE GOING FOR A MORE
UNDERSTATED kIND OF STORY YOU MAY
WANT TO AVOID TOO MANY FLASHY EFFECTS —— | |

Dinner
for one

h
51
iy v
R ! f S
¥
]

{
'P"'B'ﬂlr'l. -

-- BUT IF you
DON'T MIND
SHOWING-OFF
ONCE IN &

== SOUND
EFECTS ARE
A GREAT Wy
To Do IT!




i SOME
CASES, THE COLLABORATION

OF WORDS AND PICTURES INVOLVES

THE COLLABORATION OF A SEPARATE

WRITER anD ARTIST.

T
it

-f.l::?’]ﬁi

i

IF YOU PLAN TG
WRITE STORIES FOR
OTHERS To
DRAW, HERE ARE
—_| SOME ADDITIONAL
SUGGESTIONS. |

>

FIRST, AND
MOST CEVIOUSLY,
THINK
VISUALLY.

All BY animals are suddenly lifted off
tha ground toward the mothership...

Minnie blinks in
astonishrment...

WiSUaLS CaN BE
FEPRESENTED
M & SINGLE

PANEL -

== WHILE SOME VERY
SIMPLE ACTIONS

MIGHT MEED MORE

THAN ONE.

i TRY varRiousS METHODS oF COLLABORATION.
1 I8 THEIR "605 SUPERHERD S5TORIES, STAN LEE
AND JACK KIRBY REPORTEDLY WORKED OUT
ROUGH PLOTS IN CONVERSATION. KIRBY THEN
FLESHED THEM OUT AS HE DREW,* AND LEE
ADDED THE DHALOGUE LATER.

1!
4

1

ilils

hi

]

[
L

-

-I

i
L
|

J
|

ROT BEFHT THERE N THE OFFICE, DOVIOUSLY. T
JUET WANTED TO SHOW WHICH OnE WAS. JACK.

I
()

OTHERS LIKE ALAN ASSUMING YOU

”Wﬁf_g'w:lf:m KNOW WHO YOUR
KNOW p COLLABORATOR 15,
RICH, DETAILED

DESCRIFTIONS OF
EACH AND EVERY
FANEL FOR HIS
VARIOUS ARTISTS.

YOU CaN ADJUST
YOUR METHOD TO
WHAT WORKS BEST
FoR BOTH oF ¥ou.




THE COMICS
SCRIFT 15 THE TOOL
MOST ASSOCIATED WITH
WRITING comics THaT
OTHERS wiLL
DRAW ==

== THOL=H THERE
ARE SOME LONE
CARTOOMISTS WHO
WRITE FULL SCRIPTS
FOR THEMSELWVES.

WRITIMNG

COMICS SCRIFTS IS5 AN ART UNTO ITSELF;
CHECKE THE BIBLIOGRAFHY FOR SOME BOOKS
THAT Can &IVE YOu DETAILED SUIDES O
HOW I TS DONE,

| i) _”
?.ﬁ]; :
S -'.___f- < Er =
;\ B ﬂéﬂl h
il ::e',.:.-‘.-" | ‘i

BUT REMEMBER, EVEN IF yOu TEAM UP wWITH
SOMECNE TO CREATE COMICS, YOUR STORIES WILL BE
AT THEIR STRONSEST IF THEY FEEL LIKE THEY WERE
CREATED WITH & SINGLE-MINDED PURPOSE.

MO MATTER WHAT KINDS OF WORD/PICTURE
MIXTURES YOU PUT 1N YOUR COMICS ==

BEWARE OF THE WRITER-VERSUS-ARTIST
SYMNDROME WHERE OME COLLABORATOR TRIES TO Win
THE READER OVER WITH EVOCATIVE PROSE AND THE
OTHER TRIES TO DAZZLE THE READER WITH
SUMPTUOUS ART ==

-- WHILE MEITHER ART MOR WRITING EVER FULLY
ACENOWLEDGES EACH OTHERL

“

- IT*5 WHEN WORDS

WHETHER YoU
M
" g%aﬁﬁéi WORE ALONE OR AS
SEAMLESSLY :M':-T OF & TEAM,
THAT COMICS ARE AT THAT'S & GOAL WORTH
THEIR BEST.

‘: L.-:-'-"'-.I-'

PAMEL FiWE: SEE ART CREDITS, Pkl 358,



N gl & fk

50 FAR, I'VE BARELY TOUCHED ON WHAT MAKES A
00D STORY™ -- PARTLY BECAUSE I'M STILL TRYING
TO FIGLURE THAT ONE OUT FOR MYSELF.

e

THIS BOOK IS ABOUT
HOW TO TELL THE STORIES
you ALREADY HAVE IN MIND,
REGARDLESS OF WHERE

THOSE STORIES COME

FROM.

FIRST, LOOK FOR STORIES THAT ARE
ROOTED IN YOUR own EXPERIEMCE. AND
THAT SPEAK TC THE EXPERIENCES OF YOUR
READERS.

SURPRISE
YOUR READERS!
TAKE THEM TO
PLACES THEY'VE
NEVER BEEN.

STILL, THERE
ARE S0ME
SUGGESTIONS FOR Il'
BASIC STORYTELLING |
GOALS THAT MOST /
WRITERS 5EEM TO
AGREE ON,

FIND NEW AND
INTEREST NG
KINDS OF
COMFLICTS
BETWEEN
CHARACTERS --

i b nh\x-,.

PROVOKE EMOTIONS -~ SUSPENSE,
LAUGHTER, HORROR, JOY, SADMESS -- NOT
THROUGH CHEAP MANIPULATION, BUT BY

TAPFING INTO COMMON HERITASE AND
EXPERIENCES.

R N Y

- AND
BETWEEN
INDNIDUSLS
AND THE WORLD
ARQUND THEM.

MAKE YOUR
READERS CARE.
MAKE THEM WANT
TO KNOW HOW IT ALL
TURNS OUT, MAKE
THEM COME BACK
ForR MORE..




BASICALLY, IT'S THE
SAME ADVICE YOU'LL
GET, MO MATTER
WHAT MEDILM YOu
CHOOSE TO TELL
YOUR STORIES 1ML

) é@ 1

MOBODY KHNOWS WHAT WILL WORK
UNTIL THEY TRY IT. SOME OF COMICS”
BIGGEST SUCCESS STORIES IN RECENT YEARS
HavE EXPLORED SUBJECTS THAT MO ONE

WAS WRITING ABCUT AT THE TIME,

THAT'S *RIGHT™

COMICS IS DIFFERENT FROM THESE
OTHER MEDIS IN TERMS OF ITS CHALLENGES,
TOOLS aND WORKING METHODS -

-= BUT THOSE
BASIC 50ALS ARE
THE SAME —

== BECALISE aLL
STORIES WIND UP N
THE SAME PLACE:
THE MINDS OF THE
AUDIENCE.

THIS

iS5 WHY T DON'T
THiINE THERE'S A
TYPE OF STORY

FOR COMICS —

= AND WHY |T'S A MISTAKE TO LIMIT

THE KINDS OF STORIES WE TELL IN AN

ATTEMPT TO SRUEEZE OURSELVES INTO
SOMECME ELSE'S SHELF SPACE.

MY aDVICE?
WRITE WHAT
YOU WANT To
READ.

YOU'LL HAavVE

MORE FUN DoiNG

STORIES NO m=-

OME HAD ANY
! ¥ B reason TO THINE
|| Il WOuULD
L « SUCCEED.
| [ _i_ J |
,\: | = f
| A '
= : | P
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-= AND IF ALL
ELSE FAILS, YOu'LL
ALwaYS HAVE AT
LEAST ONE LOYAL
EEADER.




[T°6 EASY TO FORSET THAT THE -- CaN AS EASILY WRITE WHAT
SAME FEW DOTS AND LINES THAT THAT PERSOM SAYS.
cAM DRAW A PERSOM —

Tax /.
/

WORDS anD
PICTURES,
FOR ALL THEIR
DIFFEREMCES --

BOTH SHARE & COMMON PURPOSE AND A

COMMON HERITAGE.
=

-- ARE JUST
TWO SIDES

OF THE SAME
COIN. /

-- @Y EMPHASIZING THE CALLIGRAPHIC == AND THE
GAUALITIES OF SIMPLE CARTCON |MAGES -- PICTURE-LIEE

IMMEDIACY OF SHORT
V BoLD WORDS.

Il

GREAT CARTOOMIZTS
DEMONSTRATE HOMW
SEAMLESSLY THE TWO CAN
BE COMBINED --

PAMEL FIVE: ART BY PATRICK MODOMNELL r52
(SEE ART CREDITS, PAGE 25450,



BUT WORDS anD PICTU REM THESE HAVE ALSO BEEN & RICH

HaVE THEIR SEPARATE HISTORIES AND
SEPARATE STREMGTHS —

SOURCE OF INSPIRATION FOR MANY OF
THE CREATORS WHO ARE DRAWN TO COMICS,

=

et COUPLE, WORDS AND
T PICTURES HAVE TO

o

THE MEED TO EXPLORE
THEIR SEPARATE
IDENTITIES.

il s

HEW ¥OU CHOGSE TO BRING THE
Two TOGETHER ON THE PASE
s UP T ¥OU.

FANEL ONE: S5EE ART CREDITS. PAGE 258,

e e e e e
! e e e
i x 7 LIKE ANY MARRIED %

BalLANCE THE NMEED TO FIND
COMMON GROUND wiTH

AND, AS ANY MARRIED COUPLE WILL TELL YOU, THAT
FROCESS 15 ONGOING aMD cad LAST & LIFETIME.
i

TALKING 4 THIS
RELATIONSHID.

& —



CHAPTER 3: THE POWER OF WORDS

PAGE 128, PANEL ONE - R.C. HARVEY ON
COMICS

IN R.C. HARVEY'S OwN WORDS: "..COMICS CONSIST OF
FICTORIAL NARRATIVES OR EXPOSITIONS IN WHICH
WORDS (OFTEM LETTERED INTO THE PICTURE AREAR
WITHIN S5PEECH BALLOONS) LSUAalLY CONTRIGUTE TO
THE MEANING OF THE PICTURES AND VICE VERSA™™*

PAGE 129, PANEL ONE = A MEDIUM OF
FRAGMENTS

SEE UNDERSTANDING COMICS, CHAFTER THREE, FOR 34
PAGES' WORTH OF MUSINGS ON WHAT I USUALLY REFER
TO AS "CLOSURE,” THE TENDEMCY WE ALL HAWVE TO TAKE
INMCOMPLETE INFORMATION AND FILL IN THE BLANES,
AMND WHY T THIMK IT'S OME OF THE ESSENTIAL BUILDIMNG
BLOCKES OF THE COMICS-READING EXPERIENCE.

PAGE 134, PANEL NINE - THE SMELL OF
COOKIES

WRITERS FREQUENTLY OVERLOOK THE OPFPORTUNITY
WORDS &IVE US TO REVEAL WHAT'S GOING ON IN THE
SENSES OF TOUCH, TASTE AND SMELL, ONE OF MY
FAVORITE COMICS WHEN I WS 4 YEARS OLD WAS
PAREDEVIL (THE BLIND SUPERHERD WHO RELIES OM HIS
HEISHTEMED OTHER SEMSES TO FIGHT CRIME AND
CHECK OUT JENNIFER GARNER IN THE RAIND AND I 5TILL
REMEMBER AN OVERVOICE CAPTION WHERE HE
DESCRIBES TRACE SCENTS OF "CORDITE AND GUMPOW-
DER" ALL THESE YEARS LATER

HEY... DO
I SMELL
FRESH-BAKED

THE INFLUEMCE OF MOVIES ON COMICS PROBABLY TIFS
US TOWARD SIGHT AND SOUND AS THE DOMINANT
SENSES. BUT WE SHOULD ALSO TAKE A PAGE FROM
FROSE AND POETRY WRITERS WHO &iVE ALL FIVE
SEMSES THEIR DUE. GivING READERS A WINDOW INTO A
CHARACTER'S SEMSORY EXPERIEMCES CAM INCREASE THE
INTIMACY OF THEIR RELATIONSHIF WITH THAT CHARAC-
TER: AND S5TRENGTHEMN THEIR DESIRE TO 5TAY WITH
THE STORY.

“SEE BIBLOGERATHY
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PAGE 139, PANEL THREE - DON'T TRIP ON MY
LOGO!

Haw/ e & LOGO PHYSICALLY COEXIST WITH CHARACTERS
RAISES GUESTIONS OF BELIEVABILITY. IF THE COMICS
ARTISTS WANT LS TO BELIEVE IMN HI5 OR HER WORLD AS
£ REAL PLACE, DOES A &IANT PLYWSOD BILLEDARD
WITH THE CHARACTER'S NAME ON IT GET IN THE way OF
THAT S0ALT I THINK THE ANSWER'S BOTH YES AND NO;
IT'S ALL JUST A GUESTION OF TIiMIrE.

THE SENSE OF LOSING YOURSELF IN & MOWVIE, BOOK,
COMIC OR PLAY DOESN'T HAPPEN INSTANTANEOUSLY,
WHEN THE OPEMING CREDITS TO A MOVIE START
APPEARING, YOU'RE PERFECTLY AWARE THAT YOU'RE
SITTIRNG 1N A DARK ROOM WITH STRANGERS WHILE
LIGHT IS PROJECTED ON A SCREENM. IT'S ONLY & FEW
MINUTES LATER, AFTER THOSE MAMES STOP APPEARING
8 MID-AIR OVER THE ACTION, THAT THE MOVIE
THEATER AND THE STRAMNGERS AND THE SCREEN ALL
VANISH AND YOU'RE SIMBLY LIVING THE STORY. IF THE
STORYTELLING IS GO0OD ENCUGH (AND IF EVERYBODY
TURNS OFF THEIR CELL PHONES AND SHUTS L2 YOU
WON'T RETURN TO THAT DARE ROOM FILLED WITH
STRAMNGERS UNTIL THE CLOSING CREDITS ROLE.

SIMILARLY, WHEN WE START READIMG A COMIC, A
[6=FOOT HiGH LOGO ON PASE ONE DOESN'T TAKE US OUT
OF THE ACTION BECALUSE WE'RE NOT EVEM IN IT YET, WE
KMNOW THAT WE'RE HOLDING A STACK OF PAPER (OR
LookiNG AT A GLOWING SCREEN) AND IT USUALLY TAKES
A PAGE OR TWO TO FORGET. IT'S IN THAT ENTRY PHASE
CAND ITS CORRESPONDING EXIT PHASE) THAT & LITTLE
ARTIFICE CAN'T HURT, AND MIGHT ACTUALLY ENHAKNCE
THE READING EXPERIEMCE,

ART BY WILL EISMER f5EE ART CREDMTS, PAZE 2685



PAGE 139, PANEL SIX - DAVID CHOE,
MONTAGE AND WORD-SPECIFIC

HERE'S A BIT MORE OF CHOE'S CUT-AND-PASTE
APPROACH TO COMBINING WORDS AMND ART (FROM HIS
COMIC SLOW JAMS), NOTICE THAT THIS ALSO FOLLOWS
THE WORD-SPECIFIC PATTERN. CHOE'S TYPED
SENTENCES TELL US EVERYTHING WE NEED TO KROW,
50 THE PICTURES ARE FREED TO WAMNDER AS FAR AS
THEY LIKE.

PAGE 140-14l = USING (AND ABUSING) THE
WORD-PICTURE CATEGORIES

SJUST TO REITERATE, I'M DEFIMNITELY NOT SUGGESTING
THAT ANYOME 5IT DOWM AND CAREFULLY CHOOSE THEIR
WORD/PICTURE COMBINATIONS BEFORE CREATING &
COMIC. AS WITH THE & PANEL TRANSITIONS IN CHAPTER
ONE, I DON'T WANT THIS KIND OF CLASSIFICATION To
REPLACE WHATEVER INSTINCTS YOU HAVE. INSTEAD, BY
ASKEING THE KINDS OF GLESTIONS I POSE &T THE
BOTTOM OF PAGE IH0 AND AT TOP OF PAGE 4, T HOPE
FOU CAN HONE YOUR INSTINCTS IN THE FUTURE TO TAKE
ADVANTAGE OF THESE WORD-PICTURE POSSIBILITIES IN
A NATURAL, INTUITIVE Wiy,

W o

W~ ©@»

Tof LEFT: ART By DAVID CHOE RIGHT: ART By Guy PELISLE
AWD MARLANE SATRAPT (SEE BT CRELITS, PASE 2547,

EVERY TECHNIGALE WE USE BEGINS ITS LIFE A5 A
CONSCIOUS PROCESS AND, WITH LUCK, sRADUALLY
BECOMES SECOND MATURE, BUT NOT EVERY TECHMIGLE
WORKS TO OUR ADVENTASE IN THE LONG RUN AND IT
PAYS TO COMSCIOUSLY SEPARATE GOOD INSTINCTS
FROM BAD HABITS OMCE I8 A WHILE.

PAGE 142-145 - THE THOUGHT BALLOON AND
ITS RELATIVES

THOUGHT BALLOOMS AREN'T AS COMMON A5 THEY ONCE
WERE, BUT THEY'RE STILL A GREAT waY TO GUICKLY
REVEAL A CHARACTER'S INNER LIFE {SEE “THE SMELL OF
COOKIES" ABOVED IN THE LAST COUPLE OF DECADES,
THOUGH, CHARACTERS' THOUGHTS ARE A5 LIKELY TD BE
EXPRESSED IN THE FORM OF A CAPTION -- THE
EGUINALENT OF & MOVIE OVERVCICE. SUCH CAPTIONS
SEEM TO ACENOWLEDGE THE AUDIENCE IN A wWaY THAT
EALLOONS DON'T, A% IF THE CHARACTER WAS SENDING
THEIR THOUGHTS DIRECTLY TO THE READER, AND CAN
&VE THE TEXT AN EXTRA LEVEL OF INTIMACY. THEY
ALSO DONT REGUIRE THE THINKER TO BE IN PANEL TO
SHOW WHERE THE THOUGHT ORIGINATES FROM, S0 THEY
CAN APPEAR IN PANELS THAT ARE FRAMED FROM THE
THINEER'S POINT OF VIEW. SUCH "THOUSHT CAPTIONS"
ARE USUALLY IN PRESENT TENSE AND FIRST PERSON
{(BELOW LEFT) BUT PAST TENSE MARRATION (BELOW
RIGHT? CAN COVER A LOT OF THE SAME SROUND.

DK...
WHAT NowW 7

| FEAT S0 ASHAMED FORE
FAYSELF ..,

«aNR FELT S0 SORRY FOR HER.

THE TRADITIONAL THOUGHT GALLOON HAS aDnBn-
TAGES, THOUGH, IT CAN OFFER o GLIMPSE INTO ANY
CHARACTER'S THOUGHTS AT ANY TIME, AND DOESN'T
REGUIRE REPETITION THROUGHOUT THE STORY. A
THOUGHT CAPTION ONLY WORKS AS RUNNING NARRA-
TiOon, ANTD READERS HAVE TO KNOW WHICH CHARACTER
I3 DOIG THE THINKING, EVEN IN FANELS OWVERFLOWING
WITH CHARACTERS. A THOUSHT BALLOON, ON THE
OTHER HAND, CAN APFEAR OMCE M & 200 PAGE
GRAPHIC NOVEL POINTING TO A RANDOM BYSTANDER,
AND AUTHENCES WILL THINE NOTHING OF IT.
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PAGE |42, PANEL SEVEN - BALLOON SHAPES

SOME EXAMPLES OF BALLOON SHAPES:

? YOU DUMB
STARRY-EYED
IDIoT.

FIH"‘T

Iam warkmg with him,
indreams . T3m frying
y To undersfand ﬂ:m

SHaOD
\ THEM
 Away! |

PAGE |44, PANEL THREE - COMMON ROOTS

FOR MUCH MORE O8 WHY I SEE WORDS AND PICTURES
AS TWO BRANCHES OF THE SAME TREE. SEE UNDER-
STANDIMNG COMICS, CHAPTER Six, "SHOW aMD TELL."

PAGE 145, LAST PANEL - THE LOWERCASE
DEBATE

I KEEP &OING BACK AND FORTH ON THE QUESTION OF
WHETHER TO USE UPPER- AND LOWERCASE LETTERS IM
WORD BALLOONS, THE FACT THAT I'M BACK TO aLL
UPPERCASE IN THIS BOOK ISMN'T IN ANY WAY AN INDICA-
TION THAT I'VE MADE UP MY MIND.

O THE ONE HAND, UPPERCASE COMIC BOOK LETTERING
HAS THE FOLLOWING ARGUMENTS IN ITS FAVOR:

TOP Dowes ART BY WELL EISHER, SHAWN MOMANUS (LETTERING BY
TODD ELEIND, JORDAR CRANE AMD MASASHT EISHIMOTO (LETTERED
FoiE ENGLISH 3Y HEIDT STveowiiy) (56 ART CREDITS, PadE 26280,

* ARDUT F8% OF ALL ENGLISH LANSUASGE COMICS 1N
THE LAST 100 YEARS HAVE USED IT, INCLUDING
MEARLY ALL OF THE COMICS NOW CONSIDERED
CLASSICS, IF IT AIN'T BROKE, WHY Fi¥ IT?

* CAPITAL LETTERS ARE EASIER TG LETTER BY HAND.

« CAFS FILL THE SFACE MORE EFFICIEMTLY.

= CAPS BLEMD BETTER WITH PICTURES.

« CAPS LOOK BETTER WITH FREGUENT BOLDATALIC
TYPE.

OM THE OTHER HAND, ADWOCATES OF USING LUFPER AND
LOWERCASE LETTERS MIGHT RESPOMD:

* THERE ARE A LOT OF THINGS COMICS HAVE RARELY
DOME N THE LAST [00 YEARS, INMCLUDING MATURE
THEMES, SUBTLE CHARACTERIZATION AND SOPHISTI-
CATED ARTWORK; THAT'S HO REASON NOT TO TRY
THEM.

= OME OF THE MOST POPULAR COMICS IM HISTORY,
TINTIN, USES UPPER- AND LOWERCASE LETTERING,
AS DO OTHER EURDPEAN COMICS, AND IT LOOKS
GREAT.

+ EASIER DOESN'T EGLIAL BETTER

= & LITTLE WHITE SPACE NEVER HURT ANYOME.

« IF UPPER AND LOWERCASE LETTERS DON'T BLENMD
WITH PICTURES, HOW Do) WE EXPLAIN FIVE CENTL-
RIES OF ILLUSTRATED BOOKS?

* BOLD TYPE IS OVER-USED AND MELODRAMATIC.

FOR MOW, T'M STICKING WITH THIS UPPERCASE FONT
MADE FROM MY HANDWRITIMNG, BECAUSE I LIKE THE WwaY
IT BLEMNDS WITH MY PICTURES. IRONICALLY, I DON'T
THINE IT WORKS A5 WELL HERE 18 THE NOTES SECTION,
BUT I LIKE THE COMTINUITY OF APPEARAMNCE FEOM THE
COMICS PAGES SO THAT'S WHY YOU'RE READING IT NOW.

SOME THINGS I DO ENOW FOR SURE:

* THE DCCASIONAL BiG, BOLD WORD DOES SEEM TO
ANCHOR THE TEXT AND PICTURE WHEN YOU FIRST
LANCE AT A PAGE (LE., NEITHER FICTURES MOR
WORDS SEEM OVERPOWEREDD.

+ INCLUDING UPPERCASE, LOWERCASE, BOLD, ITALICS
AMD SIZE VARIATION THE Way I DID IN THE LAST
B0 WAl A BIT CLUTTERED.

= T'LL PROBABLY KEEP CHANMGIMNG MY MIND FOR A
WHILE.

|56 ART By CRALG THOMPSOM (SEE ART CHEDITS, PAGE 2581,



PAGE 148-149 - THE COMICS SCRIPT

SEE THE BiBLIOG=RAPHY FOR POINTERS TO PRINTED
COLLECTIONS OF WRITERS' SCRIPTS INCLUDING ALAN
MOORE (AMD ME, FOR THAT MATTERL

PAGE 149, PANEL FIVE - WRITER VERSUS
ARTIST

I FIRST DESCRIBED THIS SYNDROME IN LWDERSTANDING
COMICS, PAGE 48, AND AGAIN IN CHAPTER SIX.

PAGE 15| = WRITE FOR YOURSELF

IF YOU JUST WRITE THE KINDS OF STORIES YOU THINK
OTHERS WILL WANT TO READ, YOU'LL BE COMPETING
WITH CARTCONISTS WHO ARE FAR MORE ENTHUSIASTIC
FOR THAT KIND OF COMIC THAN ¥OU ARE, AND THEY'LL
KICK YOUR A5S EVERY TIME,

Of TO PUT IT
ANOTHER alay: JUST BECALISE
YOU'VE DECIDED
TO SELL OUT, THAT
DOESH'T MEAM THAT
ANYONE'S GOING

To BUY!

OPTIONAL EXERCISES

#| - WORD-SPECIFIC (PAGES 131-133)

TAKE A FEW PARAGRAPHS FROM A NOVEL OR SHORT
STORY AND TRY BREAKING THE TEXT INTO SMALL
CAPTIONS, TRY OUT AT LEAST TWO VERY DIFFERENT
WAYS OF ILLUSTRATING THOSE CAPTIONS 1M COMICS
FORM, OMNE PER PAMEL.

#2 - PICTURE-SPECIFIC (PAGES 133-134)

FIMND A COMIC WHERE THE PICTURES PRIMARILY TELL
THE STORY. MAKE A COPY AND HAVE A FRIEND BLANE
QUT ALL THE CAPTIONS, TRY OUT AT LEAST TWO VERY
DAFFERENT WAYS OF FILLING THOSE CAPTIONS,

#3 - MONTAGE (PAGE 139)

CAN YOU MAKE AN ENTIRE COMIC USING NOTHING BUT
PICTURES ANMD WORDS CUT FROM THE LATEST ISSUE OF
A POPULAR MAGAZINET HOW DOES THE CUT-AND-
PASTE LOOK OF IT AFFECT THE READING EXPERIEMNCET

#i4 - BALLOON DISSECTING (PAGE 143)

FiND A COMICS PAGE WHERE THE WRITER HAS TRIED
CRAMMING TOD MANY WORDS AND BALLOONS INTO EACH
PANEL, IF ¥OU HAD ALL THE ROOM IN THE WORLD, HOW
COULD yOU SPLIT THOSE BALLOGHS INTO SEPARATE
PANELS AND ILLUSTRATE THEM 50 THAT EACH CHARAL-
TER WAS EXPRESSING JUST ONE EMOTION PER
BALLOOM.

#5 - EXTREME EMPHASIS (PAGE I44)

FIND A 2-4 MINUTE AUDIC SAMPLE OF SOMEONE
TALEINGE WITH A LOT OF EXPRESSION IN THEIR WVOICE
{E.G., A COMEDIAN, POLITICIAN, RELIGIOUS LEADER,.
ACTOR IN AN EMOTIOMAL SCENE..] AND LETTER THEIR
DHALOGUE IM A& Wiy THAT REFLECTS THEIR TONE OF
VIOICE INCLUDING VOLUME, TIMBRE, DURATION, ETC...
WOULD SUCH EXTREME EXPRESSIVENESS IM LETTERING
WORK 1N A COMICS PANELT IF MNOT, HOW MUCH WoUuLD
YOU NEED TO TONE IT DOWNT

#6 - SOUND EFFECTS LAB (PAGES I46-147)

PRODUCE AT LEAST TEM SOUNDS, USING OBJECTS IN
THE ROCM YOU'RE IN RIGHT MOW. CAN YOU DRAW A
SOUMD EFFECT FOR EACH ONE THAT REFLECTS ITS
WVOLUME; DURATION AND TIMBRE? COULD A FRIEND
SUCCESSFULLY GUESS THE SOURCE OF &T LEAST FIVE OF
THEM, JUST BY LOOKING AT YOUR SEETCHES?

ALTERMATELY. THERE ARE SOME OLD SOUND EFFECTS
RECORDS OUT THERE, THESE CAM ALSD BE A FUN
SUMPING OFF POINT,

#7 = SCRIPTING FOR OTHERS (PAGE I49)

PICK A SCENE FROM A MOVIE ¥OU LIKE AND TRY
ADARTIMG [T INTO A COMICS SCRIPT. CHOOSE YOUR
MOMENTS AND FRAMING WITH THE UMIGLUE NEEDS OF
COMICS IM MIND, RATHER THAM JUST USiNG THE SHOTS
THAT APPEARED IN THE MOVIE. WHAT WORES IN FILM
THAT DOESH'T WORK AS WELL I8 COMICS AND VICE
WERSAT

ADINTIONAL NOTES AT:
WWIKLSCOT THMOCLOUD COM/MAKINGCOMICS
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gﬂ THE WORLD 15 A BIG PLACE.
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i

TERLEELE
i

. st
i
CAPTURING ALL OF ITS SIeHTS AND

SENSATIONS [N LITTLE RECTANGLES
CAN BE A DAUNTIMNG CHALLENGE.

AT




' ~= AND A WILLINGNESS TO 6O BEYOND
S¢ THE MERELY “ADEQUATE" --

] [1{RE
o Pl 1

== YOUR WORLDS CAN SEEM AS
POWERFUL AND VIVID AS any
OTHERS, REAL OR IMAGINED.

SWEATING SUCH DETAILS
CAN MAKE THE DIFFERENCE
BETWEEM DRAWING & PAGE IN
SIX HOURS OR DRAWING T
N TWENTY -

-- BUT FOR
YOUR READERS,
IT CAN MAKE THE
DIFFERENLE -

_ <
e —
- i

== BETWEEN
KNOWING
WHERE YOUR STORY
TAKES PLACE --




iN CHAPTER ONE
WE TALKED ABOUT ONE
SUCH OPPORTUNITY FOR GIVING
READERS A SENSE OF PLACE:
THE "ESTABLISHING
SHOT.®

T ~
G

i

e Umﬂ ;'”ﬂf_/-’?ﬁ

YENOW, THOSE BiG
LONMG=-SHOT PaneELS
THAT TELL YOU WHERE
YOU ARE, USUALLY BEFORE
ZOOMING [N TO THE

=

e

Fas?

Ly

o el
;:\“I:.'!rr " "'"f_f'{"fﬂ"}"'.r.r
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EXAMPLE.

THAT ONE FOR

% WELL, IF JUST %
TELLING YOUR

READERS WHERE
THE STORY TAKES
PLACE 15 YOUR
PRIMARY &OBL =

AFTER THAT IT CAN
BE ALL MEDIUM
SHOTS --

== Y0OU CAN PROBABLY
GET BY WiTH JUST ONE
CR TWC PANELS OF
STRAIGHTFORWARD,
ECOMOMICALLY DRAWN
ESTABLISHING SHOTS

by

== AND CLOSE-UPS --

~= WHICH LSUALLY
REGUIRE LESS WORK
THAN, SAY, DRAWING
700 LEAVES EVERY
TIME YOU WANT TO
PUT & TREE M THE
PaMEL,

I MEAN LOOK AT
THAT THING == [T°5 A
SAUIGGLE FoRr
PETE'S SAKE! BUT yoU
KNOW IT'S & TREE
BASED On THE
PAMELS BEFORE.




IF. oN

THE OTHER HAND, YOU
WANT MORE THAN JUST
CLARITY AND EFFICIEMCY —-

| ! I ﬁi
b \ DAL
2

I == YO MY

= 7 WANT TO
Y ‘_—%\ﬂ :-'-1%? CONSIDER 50ME
B '—'?J ADDITIONAL
S SiLTi= TECHNIQUES.
== | e E% ]
p—a MEFEE o

(- =

== YOU WaNT
THEM TO FEEL
SURROUNDED
By IT?

WHAT IF, IM
EACT, YOUR STORY
is ABOUT
THE PLACE YOU'RE
DRAWIMNG?

WHAT IF YOU WANT THE ENVIRONMENTS IN
YOUR STORY TO PROVOKE A SPECIFIC,
SUSTAINED MOOD?

IN THIS
CHAPTER. WE'LL CONSIDER HOW PANEL
CHOICE, COMPOSITION, RESEARCH AND DRAWING
TECHMIQUES CAM HELP you ACHIEVE
THESE GOALS ~——

WHAT IF, RATHER THAN
JUST GIVING YOUR
READERS THE SEMSE
of LOOKING aT &
SCEME ==

1
U

WHAT [F YOU WANT
THEM TO ENGAGE ALL
FIVE SENSES; HOT
JUST SIGHT,

== STARTING 1]
WITH S0ME SLIGHT
VARIATHONS ON THE

STANDARD
CESTABLISHIMG
SHOT.”




FIWVE DIFFEREMCES

COMPARE THE PANEL
IMNCLUDEMG:

ABOVE TO THE FIRST

PanEL On PaGE 60, AND

i, VoL MGHT NOTICE & FEW
o DIFFERENCES,

l. THE EXPANSION OF THE PANEL OUT TO
THE PacE EDGES. KNOWHN W THE PRINT
INDUSTRY AS A “BLEED.”

LEVEL OF
REALISTIC




4. & LowER. OFF=-CENTER CAMERA ANGLE.

MEEEEEER e o

e
gqgﬁjﬁﬁii—gﬁmm-u £ 1]

TI98E

-7 B, AN INCREASED SENSE OF DEPTH.
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NOW, T CAN'T
READ YOUR
AN =

- MOT JUST BECAUSE
OF THE INCREASED
PaMEL SIZES —

';:_5_; BOTH M TERMS OF PERCEIVED SIZE AND THE
A FADING OF DISTANT OBJECTS. St

BUT I'D BE =y

WILLING TO BET THAT THE SECOND
VERSION OF THAT SHOT PRODUCED A

DIFFERENT READING EXPERIENCE IN A FEW

== BUT ALSO BECAUSE THEY'RE NO LOMSER
FULLY CONTAINED BY THE PAMNEL BORDER AND
CAN, WELL..., “BLEED™ INTO OUR WORLD ~—

BLEEDS, FOR
EXAMPLE, TEND
TC OPEN UP A

~= OR PERHAPS
BECALUSE WE'RE
COMDITIONED BY
THE PANEL=-AS-
WINDOW
EXPERIENCE -
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== AND IF & WINDOW FRAME HAS PASSED

BEYOND OUR PERIPHERAL VISION ==
ADDING REALISTIC DETAILS anD

TEXTURES, IF DONE WELL, CAN HELP
TRIGHFER MEMORIES, NOT ONLY OF THE
APPEARAMNCE OF SUBJECTS --

e ad AR " ka | EEs
: -= IT USUALLY MEANS

E-' WE'RE THROUGH IT.
=
: in.
. |
¥
7 |
5 /
o S [T L%
B | R e,
1 way THEY FEEL - il ||/t — A
i i - I.-,-,'.. RECOGNITION on
St g [ 75 < THE PART OF THE
— y 4 READER.

SILENCE Has THE EFFECT OF REMOVING A PANEL FROM
anyY PARTICULAR SPAM OF TIME,

-y-v = ":_3 -

WORD
BALLOONS HAVE

A PER EIVED
DURAS ION
S0 THE %1 PANELS

THEY'RE IN DO
Too,

WITHOUT THAT
IMPLICIT TIME STAMP
WHICH WORDS
PROVIDE, & SILENT
PaMEL DOESH'T “END™
GUITE AS CRISPLY --




SILEMCE ALSC ALLOWS READERS TO STEP OFF THE TwiN COMVEYOR BELTS OF PLOT

~= AND THE AND DIALOGUE LONG ENOUGH TO LET THEIR EYES WANDER AND EXPLORE YOUR
EFFECT OF IT WORLD, INSTEAD OF VIEWING IT AS NOTHING MORE THAN A PASSING BACKDROP.
CaM LINGER

THROUGHOUT A

PAGE.

i

\
J
=

e ] s

i ) "
BY NOT “BLOCKING US AT THE DOOR,™ AN OFF-CENTER
GIVING READERS THAT LICEMSE TO “WANDER™ IS FIGURE, FACING AWAY FROM THE READER, CAN INWVITE US
ALSC A BYPRODUCT OF AN OFF-CENTER CHOICE TO FOLLOW IT MORE FULLY INTO A SCENE,
OF FRAME.
*J‘ g -\. -.-"'-P‘:'- 3
Piligg= el

I~ (P s g{‘

L I i : :

L _"":‘L { A !

b o ]

SUCH COMPOSITIONS CREATE & SENSE OF
EMTERING A SETTING WITH A PERSON [N 1T,
RATHER THAN MEETING A PERSON WITH A
SETTING BEHIND THEM.

= AND WITH
IT. THE READER'S
SENSE OF BEING

SURROQUNDED
BY YOUR WORLD,

FINALLY, AN INCREASED SENSE OF DEPTH. can
IMCREASE THE PERCENVED SIZE OF A SETTIMG - REGARDLESS
OF [TS SIZE ON THE PAGE —-
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THE SECOND VERSION OF OUR ESTABLISHING
SHOT IS5 A BIT LESS EFFICIENT, SINCE IT LEAVES
CUT A WORD-BALLOON WHICH - IF THIS WAS AN
ORDINARY COMICS STORY == WOULD PRESUMABLY
HAVE TO 60 ELSEWHERE.

BUT
COTHERWISE,
NOME OF OUR
MOLDIFICATIONS

REGWIRED

EXFANDING THE
PAMEL BEYOND THAT
TOP THIRD OF A
PAGE. EVERYTHING
STILL HAPPEHS IM
ONE PANEL.
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SUPPOSE, HOWEVER,
THAT YOU HAVE PLENTY
OF ROOM TO TELL YOUR

STORY; IS5 THERE AnY

REASON TO USE
MULTIPLE PaNELS
TO ESTABLISH A
SETTINGT

ONE OBTION IS TO SPLIT
AN OPENING SCENE INTO
FRAGMENTS USING
ASPECT TO ASPECT
TRAMSITIONS, A
TECHMIGUE POPULAR IN
JAPANESE COMICS,

66

M THIS METHOD, THE
SCEME 5 YASSEMBLED"
IN THE READER'S
MIND.

%8




300+ PacGE
GRAPHIC
HOWVELS HEWE
BECOME MORE
COMMON, SOME
MORTH AMERICAN

CARETOONISTS ARE
ALS0 STARTING TO
EXPLORE THE

HERE
THE READER
EXPERIENCES ToE
WORLEH 1M MUCH THE
SAME WaY THAT ==
OR SHE WOULD ™
“REAL LIFE.™

POTENTIAL OF
MULTI-PANEL
AND EVEN
MULTI-PAGE
SCEME-SETTERS
IN HOPES OF
CREATING MORE
| POWERFUL AND
MEMORABLE
WORLDS,

LOOKING ARDUND...
UP.. DO,

FROM A 3-PasE SUNRISE BY CaMADIAN COMICS ARTIST SETH. FROM
CLYDE FANS BOCE ONE.

WHATEVER
CATCHES THE

ONE
PIECE AT A
TIME.

THIS LENDS AN AIR OF
FIRST-HAND
EXPERIEMCE anD
BOLSTERS THE ILLUSION
OF WANDERING
THROUGH & ScEME.

SEE ART CREMHNTS. PMGE 258,

AND WHEN NO ONE
15 IN SIGHT, AS N
THE ABOVE PAGE,
YOUR READER IS FREE
TO FORM A PERSONAL
RELATIONSHIP
WITH YOUR WORLD
EVEN BEFORE YOUR
CHARACTERS

MULTI-PAMEL SEGUENCES ALSO &IVE YOU
TIME TQ BUILD A SPECIFIC MOOD FOR ¥OUR
WORLDS - A PROCESS THAT Takes TIME 1o
ACCOMPLISH IN ANY STORYTELLING MEDILIM




AND ADD WALL-TO-WALL

EMVIRONMENTAL DETAILS

WHERENVER POSSIBLE.

=A% |F IT WAS AN i
ESTABLISHIMNG SHOT -~
7 e Y oy
goas (=l
- 5 v |
= b
_.J_. g
e

THIS APPROSCH, TYRIFIED
BY SOHE EURDPEAN SRAPHIC
ALBUMS, CAN CREATE A
STREMNG SEMSE OF PLALCE,

IF =0 DO'T MIND THE
LONG HOURS AND SORE HANDS,
IT MiaMT BE WORTH A TEY,

= 5=
e L

PICKIMG THE
RIGHT APPROACH
FOR YOUR STORY
WILL DEPEND ON
THAT STORY'S
PRIORITIES.

SOME TYPES OF
STORES, LIKE SCIENCE
FICTION, FANTASY CR
HISTORICAL FICTION ARE
AT LEAST PARTIALLY
ABOUT THE WORLDS
THEY INHABIT ==

-- AND THEY Ma&Y REGUIRE THAT You LAVISH
CONSTANT ATTENTION UPON THE DETAILS
OF THOSE WORLDS,

STORIES ABOUT MODERN RELATIONSHIPS.
oM THE OTHER HAND, MAY OMNLY MEED THEIR
FaMiLIaR, EVERYDAY SETTINGS REITERATED
OMCE IN & WHILE, WHILE THEY FOCUS INSTEAD
on an EMOTIOMAL LANDSCAPE.




SOME TYPES
OF COMICS
DON'T RELY ON A

“SENSE OF PLACE"

MUCH AT ALL,

TAKE THE FIGURES OUT
OF A LOT OF CLASSIC DalLy
HUMOR STRIPS, FOR EXAMPLE,
AND YOU'LL FIND NO MORE THAN A
FEW WELL-PLACED LINES,

e

i Lﬂ;f' BACKSROUND DETAILS FROM THE FIRST FIVE PEANLTS DAILIES &Y CHARLES
" = SCHULZ (9543,

THE BACKGROUNDS IM SUCH
STRIPS ARE RELEVANT ONLY 50
FaR AS THEY &IVE A CONTEXT
FOR WHAT THE CHARACTERS
ARE UF TO, AFTER WHICH THEY
ARE THE SHow --

== THOUGH IF THE
MOMENT REGUIRES [T, MASTERS
OF THE GENRE CAM S5TILL CREATE
ANVMID SETTING.

o8l THE OTHER END OF THE SCALE, COMICS EMTIRELY
ABOUT A PLACE ARE & RARITY, BUT A FEW |MNOVBTIVE TALENTS
HAVE TRIED IT WITH SOME SUCCESS,

PAMELS FROM RICK GEARY'S BLEAK YET BEAUTIFUL "THE AGE OF CONDOS™ FROM 1980

SEE ART CREDITS, PAGE 258, |6q
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! Wil S =1 ﬁ - ﬁﬁ i EE FORTWUNATELY,
B == [af : j'fr_? . =5 o DRAWING IN
=1 = : = = . A= PERSPECTIVE DOESN'T
TO MaKE == ;_:_:i_"_': o } e HAWE TO BE ALL
THESE WORLDS OF =S e b f THAT HARD,
| YOURS VISUALLY S=Es : el
—3 CREDIBLE, YoU'LL NEED s TsA = 83
TO TACKLE THE SUBJECT ! :
; OF DRAWING SCENES IN SHBNET et 5
ARTISTS FIND . L, £
PERSPECTIVE. INTIMIDATING. ]| | i=U= i
LERL G &
i _ = ]
] |
= _— =

IN FBET,
WITH THE RIGHT
APPROACH, IT CAN
BE KIND OF FUM!

THE WORD “PERSFECTIVE™ 5 MOST
OFTEN ASSOCIATED WITH THE “HORIZON
LINES™ AND “VANISHING POINTS™ OF
WESTERN PERSPECTIVE --

- BUT IT
CAM REFER TO ANY ATTEMDT TOY

REFRESENT & 3=D WORLD oM A
2=D SURFACE LIKE THIS PAGE.




THERE ARE
PLENTY OF GRAPHIC
DEVICES THAT CAN
INDICATE DEPTH.

CLOSER OBJECTS
can OVERLAP
MORE DISTANT
ONES ==

== OR THEY M&Y
APPEAR LARGER,
HAVE DARKER
OR THICKER BORDERS
OR SIMPLY BE LOWER
oM THE PAGE IM VIEWS
FROM ABOVE.

COMPELLING STORIES
HAVE BEEN TOLD N
COMICS USING
DIAGRAMS oF a
WORLD SEEN ENTIRELY
FROM ABOVE --

AN ARTIST WITH A MINIMAL STYLE LIKE JOHN
PORCELLING MIGHT DRAW HUNDREDS OF PAGES
WITHOUT EVER GOING NEAR & VBMISHING POINT,
BUT STILL CREATE A COMVINCING AND COMSISTENT
WORLD USING SUCH BASIC DEPTH INDICATORS.

SOME ARTISTS BUILD THEIR SCENES
OM & SLANTED CHECKERBOARD
PATTERM WHERE PARALLEL LINES

= = DON'T COMVERGE; A TYPE OF
PERSPECTIVE SEEN IN EVERYTHIME FROM PERSIAN
PAINTING TO GAMES LIKE THE 5IMS5.

== BIOMORPHIC
LANDSCAPES WHERE
THE ONLY INDICATION
OF DEPTH WaS IN
OVERLAPPING --

POMELS TWO-SiH ART BY JOWs PORCELLING, DERSIE DRECHELER
RECHARD MCGUIRE, GARY PN TER AND MARTSCAL (SEE ART

CREDITS, PAGE 2581

—= AND USING
PERSPECTIVE THAT'S
ALWAYS JUST A LITTLE
BIT WARPED.
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IF YOUR APPROACH 15
CONSISTENT, AND
THE CONTENTS OF
YOUR STORY ARE
INTERESTING
ENOUGH, YOUR
AUDIENCE WILL
PROBABLY ACCEPT
WHATEVER TYPE OF
PERSPECTIVE YOU USE.




THAT SAID, IF YOU WANT YOUR
WORLD TO LOOK AS “REAL™ AS POSSIBLE
IN THE COMVENTIOMAL SENSE, WESTERN
PERSPECTIVE IS THE way TO DO IT.

R T e e T

SRR

IF YOUE TAKEN
A FEW DRAWING
CLASSES IM

ALREADY READ
CHELZEA'S

ik | Dl o R bl

i i

ICaN'T

a

7

OFFER A FULL-LENGTH COURSE IN

WESTERN PERSPECTIVE IN THESE PAGES. >
FOR THAT 1 SUGGEST DAVID CHELSEA'S /10
BOOK ON THE SUBJECT™ -- 7

—
== BUT HERE ARE

SOME THOUGHTS ON
HOW PERSPECTIVE AND

[

o
i

&

Mkl
ikl it el

i

——re

== YOU MAY
ALREADY EMOW
SOME OF THE
BASICS —

CEJIECTS ON A PLANE
CONVERGE wiTH

THE HORIZOMN CROSSES FIGLURES AT
THE SAME HEIGHT A5 YouR EYE=-LEVEL.
REGARDLESS OF DISTAMCE —

1 5 : =
Y0l AND THE KID ARE AT THE
SAME MENGHT 1M THIS PAMEL.

- OR HOow CIRCLES
COMPRESS TO OVALS
WHEM VIEWED FROM
THE SIDE.

¥ PERSPECTIVE! FOR COMIC BOOK ARTISTS 15N
COMCS FORM LIKE THIS BO0R AND |5 HIGHLY RECOMMENDED
(3EE BrlL IO FasHT),

AND YOU MIGHT
HAVE SOME
EXPERIENCE WITH
APPLYING —-
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-- ONE POINT --
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COMICS PAGES ARE

STRUCTURED SRR BBl T
ARDUND HOW LIVES AS A COLLECTION
PECPLE, OBJECTS e

AND WORDS ARE

ELEMENTS.
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ff AND ITS OMLY = AND & MORE
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WORLD-BUILDING
COMICS ARTISTS LIKE FRANCE'S
MOEBIUS HAVE DEMONSTRATED
JUST HOW FAR THAT LICENSE TO
IMPROVISE Can TAKE A PAGE,

A GRID IS IN PLACE,
WHOLE WORLDS
CAN BE SUGGESTED IN
JUST A FEW SGUARE

KEY IS TD LET YOUR
IMAGINATION woRs
I THE 3=D SPACES THE

GRID SUGGESTS.

TRY
IT MOW. STARE
FOR A WHILE AT
THE GRID N
PAMEL TWO.
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IMAGINATION AND IMPROVISATION CAN ~- BUT IF YOU'RE GOING | |
HELP You WITH REALISTIC SCENES | FORASTRONG SENSE | NEED 7O DO SOME
AS WELL AS FANTASTIC ONES ~- = OF REALISM — 4 RESEARCH.
._: .I. ! |I ._.:-.- 3
-'j—.l - j"'-'--. '\ 1 i
I- —' -~
o) -
'|| _.,I
i |
1hse
IF THAT SOUNDS LOTS OF OTHERWISE BUT EVEN A LITTLE
ABCUT AS MUCH FUN TALENTED ARTISTS PREDICTARLY EXTRA EFFORT N
AS A ROOT CAMNAL TO TEND TO SKIMP on BLAND, GUT THE RESEARCH
¥OU, YOU'RE NOT RESEARCH ~- PASSABLE, DEPARTMENT CAN
ALONE. ESPECIALLY WHEN ON RESLLTS. =0 o LONG WAY.
& DEADLINE --

TR B TR —
trd TR 0 W ATTRNC TR

T et e e

SO0D RESEABRCH MAY MAKE THE DIFFEREMCE
BETWEEN A GENERIC ©AS STATION -

- AND OME THAT CONMNECTS WITH YCOUR
READERS' MEMORIES anD EXPERIENCES.




OR BETWEEN A - AND ONE WITH [ EVEM WHEN
RUN-OF-THE- CHARACTER AND WORERIS I MIVIMAL CAIRTOONY STILES,
! CRECIMLITY ESSENCE OF A LOCATION ~
0 |
AN
AYi
'!--l-- |
F \“‘“‘*-
L (W
=
S
b =1 -— AND THAMES TO THE
= WEB, ARTISTS CaN STHL, IF YOU NEED TG
~ How FiND PHOTO DRAW anYTHIMNG
= REFERENCE on WITHIN DRIVING
= : EVERYTHING FROM DISTAMCE --
- AARDVARKS TO
e ZINMNIAS 1 MINUTES.
e ']
= |
o
S
e
= L
- B
== [T CAN REALLY
TAKE SOME
S s g 7 LOSE
PHOTOS — £ YOURSELF 18 THE
_ EVEN ON-SITE EAVIRONMENTS You

DRAWINGS. 43
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THE SECRET oF
DRAWING GREAT
BACKGROUNDS?

DON'T
THINK OF THEM AS
“BACKGROUNDS!™

== NOT JUST
BACKDROPS 1o
THROW BEHIND THEM AS
AN AFTERTHOUGHT.

THESE ARE
ENVIRONMENTS.

THE PLACES YOUR CHARACTERS
Ex15T WITHIN —

TOO MAaNY ARTISTS FORGET THIS AND BECOME WHAT
EISHER CALLED “SLAVES TO THE CLOSE=-UP™;
STICKING WITH THE ONE THING == PEQPLE -- THAT
THEY'RE CONFIDENT THEY CAN DRAW —




== AFRAID THAT IF THEY PULL THE “CAMERA™ BACK Bod T ;N o F w7 T h
THEY MIGHT HAVE TO DRAW A DOZEN THINGS
THEY"WE NEVER DRAWHN BEFORE.

THOSE WHO HAVE SEIZED ON THAT CHALLENGE,

HOWEWVER; HAVE CHANGED COMICS HISTORY WITH

ART BY HaoAD MraZaK! (SEE aRT CREDITS. PaGE 2587,

JUST REMEMBER TO LET YOUR READERS ] e MAKE
THAT WORLD
UNIQUE --

STEP INTD YOUR WORLD --

-= AND &IVE THEM A REASON T COME
BACK asaiN aND AGAIN,

vep s KAEE A
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PAGES I158-157 - HOW MUCH IS ENOUGH?

I OPEN THIS CHAPTER WITH SOME LABOR-INTENSIVE
PANELS, BUT I HOPE I'M NOT SCARING ANYONE OFF.
YES, YOU CAN CREATE A STROMS SENSE OF PLACE
WITHOUT SPENDING & DaY ON EVERY PANEL (AND THIS
SPREAD TOOK A WEEK 50 I MEAN THAT LITERALLY), THE
REASOMN I'M PUTTING THE HARD WORK UP FRONT IS
THAT THE RATIC OF ARTISTS PUTTING TOO LITTLE
WORK INTD ENVIROMMENTS VERSUS THOSE PUTTING
TOO MUCH 15 ABQUT NINETY=MINE TO ONE, WE aLL FIND
EXCUSES TO SEIMP OM WHAT WE DISMISSIVELY CALL
"BACKAROUNDS" AND THIS CHAPTER IS MY ATTEMET TO
COUNTER THAT TREND.

PAGES l62~163 - ESTABLISHING SHOTS ON
STEROIDS

IT SHOULD BE MOTED THAT THERE'S NOTHING TECHNI-
CALLY WRONME WITH THE FIRST ESTABLISHING SHOT I
SHOW ON PAGE 160, IT'S CLEAR AND COMPREHENSIVE,
THE FIVE CHANGES FEATURED IN THE PUMPED UP
VERSION SHOWN ON PAGE 162 AREN'T MEANT TO REPAIR
AMYTHING; THEY'RE JUST OPTIONS FOR TAKING THE
ESTABLISHING SHOT TO A DIFFERENT LEVEL, AND A Way
OF RECOMSIDERING THE &OALS OF SUCH PANELS, FIVE
TOOLS THAT ARE AVAILABLE IF YOU WANT TO USE THEM.
I HAVE NCO DISAGREEMENT WITH ANYONE WHO LIKED
THE FIRST VERSION BETTER

PAGE l64, PANELS 7+9 = SILENCE AND
LENGTH

LEMGTH OF STORY CAN AFFECT A COMICS ARTIST'S
WILLINGMESS TO IMCLUDE SILENT PAMELS, THE
RELATHWELY SHORT LENGTH OF AMERICAN COMIC BOOKS
MADE SILENT PANELS RARE FOR MaMY YEARS, WHILE
MANGA, WITH TS5 THICK ANTHOLOGIES BOUND FOR
THICK COLLECTIONS, INDULSED IN LONG, SILENT
SEGWIENCES ON A REGULAR BASIS. STILL, EVEN SHORT
STORIES CAN BENEFIT FROM THE OCCASIONAL PAUSE 1N
THE SOUNDTRACK,

PAGE |65 - A LICENSE TO WANDER

THIS COMMECTS TO THE DISCUSSION OF FRAMING OGN
PAGE 25, WHEN A CHARACTER 15 DEAD-CENTER, THEN
THE PAMEL 5 ABOUT THAT CHARACTER AND EVERY-
THiNG ELSE 15 "BACKGROUND"; WE DON'T HAVE TO
SMELL THE cRas55 OR FEEL THE BREEZE BECAUSE OUR
PROTAGONIST WILL DO THAT FOR U5, BUT WHEN THOSE
IMAGINARY CROSS-HAIRS OF THE FRAME ARE POINTING
INTO EMPTY SPACE, THEM THE PAMEL 15 == AT LEAST

FARTIALLY -~ ABQUT THAT SPACE, AND EXPLORING IT
WILL BE THE READER'S FIRST IMPLILSE.

THE IDEA OF NOT BLOCKING THE READER AT THE DOOR
IS ALSO COMSISTENT WITH THE "RULE OF THIRDS.” A
TECHNIGUE USED IN ART AND PHOTOGRAPHY TO
PURSUE MORE DYMNAMIC AND PLEASING COMPOSITIONS,
THE RULE HOLDS THAT IF YOU TIVIDE YOUR PICTURE
INTO THREE SECTIONS WERTICALLY AND HORIZONTALLY
AND PLACE YOUR POINTS OF INTEREST AT THE INTER-
SECTIONS OF THOSE LIMES, THE COMPOSITIONS WILL BE
IMPROWED. THERE'S MO PROOF FOR SUCH RULES, OF
COURSE, BUT YOU MIGHT WANT TO TRY IT YOURSELF
AMND SEE IF YOU LIKE THE RESULTS. DAVE GIBBONS, OF
WATCHMEN FAME, HAS MENTIONED USING THE RULE [N
SOME PANELS (SEE BIBLICGRAPHY FOR THE BOOK
ARTISTS ON COMIC ART).

FOR S50ME HEAVIER MATH AND ANOTHER THECRY OF
WHAT-LOOKS=-G00D, YOU MIGHT WANT TO LOOK INTD
THE EVER-POPULAR "GOLDEN RATIOY AND SEE WHAT
KINDS OF RESULTS IT CAN PRODUCE IN YOUR WORK,
ALWAYS REMEMBER, THOUGH, IF IT DOESN'T LODKE 600D
TO you, IT DOESN'T MATTER HOW MANY THEORIES
CNCLUDING MINED TELL YOU IT'S GOOD. DRAW WITH
YOUR EYES, NOT YOUR EARS.

PAGE 166 - FRAGMENTS AND THE SENSES

On PAGES B8-89 OF UNDERSTANDING COMICS, I
SUGGEST THAT FRAGMENTED TRANSITIONS LIKE THIS
CAN ALS0 RECALL OTHER SENSES, SINCE THE MENTAL
ACTIVITY THAT STITCHES THEM TOGETHER DOESN'T
HEW'E TO BE ENTRELY VISUAL BUT CAM DRAW FROM THE
OTHER SENSES AS WELL.

PAGE 168, LAST PANEL - ...BUT DON'T USE
THIS AS AN EXCUSE!

EVEM EVERYDAY SETTINGS LIKE OFFICES AND ADART-
MENTS CAN BE VISUALLY RICH, S50 DON'T SKIMP TOOD
MUCH ON THOSE EMNVIRONMENTS. EVEN [N SCENES
WHERE THE AUDIENCE 15 FAR MORE INTERESTED N
WHAT CHARACTERS ARE SAYING THAM IN WHERE THEY
ARE, A LITTLE ATTENTION TO THE DETAILS ARCUND
THEM CAaN HELF EVOKE A MOOD, CONMECT WITH
READERS' SEMSORY MEMORIES OR REMIND THE READER
OF THE BROADER CONTEXT THAT THE COMNVERSATION 15
TAKING PLACE IM.
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YOU DOWN'T HAVE TO &0 A5 FAR A5 DEREK KIRK KiM:
e

«LBUT AT LEAST CONSIDER THE POSSIBILITIES.

PAGE 169, LAST PANEL - STORIES ABOUT
PLACE

EDWARD GOREY'S SILENT STORY "THE WEST wWiNG" IS
ANOTHER COMIC (WELL, I CALL IT A COMIC) THAT'S
EFFECTIVELY ABOUT A PLACE AND LITTLE ELSE. IT CAN
BE FOUND IN HIS COLLECTION, AMPHIGOREY (PERIGEE
TRADE, 19802,

PAGE I71, PANEL 2 - JOHN PORCELLINO

PORCELLING'S COMICS CONVEY A VERY STRONG SENSE
OF PLACE WITH ALMOST NQ RENDERING, BUT HE HAS 4
GREAT EYE FOR DETAILS AND FREQUENTLY INCLUDES -=
WITH JUST & FEW LINES -- OBJECTS THAT TRIGGER
MEMORIES IN THE READER THAT AN ARTIST WITH &
MORE LABOR-INTENSIVE STYLE MIGHT HAVE MISSED.
SINCE I OPEN WITH SUCH DETAILED IMAGES, IT'S

TGP Bownt ART BY DEREK KIRK KIM, J0HN PORCELLTMG
AND EDAIARD GOREY (SEE ART CREDITS, PASE 2580,

18l

IMPORTANT TO NOTE THAT SOME ARTISTS GET THE JOB
DONE WITH FAR FEWER LIMES.

Wi wing Thike in
Wintan,

pemamben wWayne?

=

B Thews wona honseg
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PAGE I74, PANEL ONE - PERSPECTIVE
FUIDELINES

MON-REPRO BLUE PENCILS ARE ESPECIALLY USEFUL FOR
DRAWING GUIDELINES. THEY DONT DISTRACT FROM
OTHER PENCIL WORK AND DONT NEED TO BE ERASED
BECAUSE TRADITIONAL PRE-PRESS TECHNIGUES DON'T
PICE THEM UP WHILE DIGITAL PRE-DPRESS CAN EASILY
KMOCKE THEM OUT. SEE CHAPTER FIVE AND ITS NOTES
FOR MORE |INFORMATION ON SUCH TOOLS.

PAGE 176-177 - REFERENCE TAKING

WHERN ¥OU WANT TO GET THE DETAILS RIGHT, YOUR
REFERENCE OFTIONS INCLUDE:

= &0 TO THE SOURCE AND DRAW [T,

= &0 TO THE SOURCE AND MAKE SKETCHES YOU CaN
REFER TC WHEN DRAWING T LATER.

« &0 TO THE 50URCE AND TAKE A PHOTO TO USE FOR
DETAILED REFERENCE (OR DIRECT COPYING, IF
APPROPRIATED

* FIND A 5TOCK PHOTO ON THE WER THAT ¥OU CAN
BuY FOR A FEW BUCKS AND USE FOR DETAILED
REFERENCE (OR DIRECT COPYING, IF APPROPRIATED.

+ FIND & PHOTO ON THE WEE AMND USE IT AS REFER=
EMCE FOR AN ORIGINAL DRAWING (BUT NOT COPIED
PIRECTLY, SINCE IT'5 NOT YOUR PHOTOD,

IF YOU HAVE THE TIME AND YOU'RE NEAR YOUR SOURCE
(FOR EXAMPLE, A FIRE HYDRANTY IT'S ALWAYS PREFER-
ABLE TO START MEAR THE TOP OF THAT LIST. DRAWING
FROM LIFE 15 STILL THE BEST WaY TO &0 I MOST
SITUATIONS. BUT REALISTICALLY, MOST OF US -- MYSELF
INCLUDED == FIND IT HARD THESE DAYS NOT TO JUST
&0 T THE WEE AND S5AVE THE TIME.

PERSOMALLY, T THINK COPYIMNG FROM YOUR OWN
FHOTOS, OR FROM STOCK PHOTOS THAT YOUVE BOUGHT
ONLIMNE, 15 LEGITIMATE IF IT REALLY IS THE BEST IMAGE



FOR THE JOB. THE PARKING LOT ON PAGE 165 wWAS FROM
A PHOTO T TOOK, FOR EXAMPLE, AND THE BUILDING ON
PAGE I77 IS TAKEN FROM A PICTURE I BOUGHT FOR $3
AT ISTOCKPHOTO.COM, N 80TH CASES, IT TOOKE A LOT
OF SEARCHING TO FIND JUST THE RIGHT ONE,

COPYING REALLY ISN'T OKAY IF YOU'RE USING SOMEONE
ELSE'S PHOTO WITHOUT PERMISSION, BUT S0 LOMGE AS
YOU'RE MAKING SOMETHING NEW AND JUST USING THE
PHOTO FOR GENERAL REFERENCE (THE Way I DIiD WITH
THE TAJ MAHAL ON BAGE 177, FOR EXAMPLE), YOU'RE ON
SOLID GROUND, BOTH LESALLY AND ETHICALLY.

PAGE I78 - CHARACTER AND ENVIRONMENT:
A THEORY OF SEPARATION

THE LINES YOU USE TO DRAW A CHARACTER ARE
DIFFERENT FROM THE LINES ¥OU USE TO DRAW THE
EMVIRGMNMENTS THEY LIVE IN. THEY SERVE DIFFERENT
PURPOSES AND READERS READ THEM IN DIFFERENT
Way's. WHEN REATERS SEE THE LINES THAT MAKE UF &
CHARACTER'S EYES, FOR EXaMPLE, THEY'RE LOUKING
BEYOND THOSE EYES TO THE THOUGHTS AND EMOTIONS
REVEALED IM THEM; THEY MIGHT EVEM FEEL A SENSE OF
PARTICIPATION [N THAT CHARACTER'S INMER LIFE AND
INVESTMEMT IM HIS OR HER FATE. WHEM THEY SEE THE
LINES THAT MAKE UP A BRICK WaLL, ON THE OTHER
HAND, THEY'RE MORE LIKELY TO WONDER HOW THE WALL
FEELS TO THE TOUCH OR NOTICE HOW SHADOWS Fall
OM (T, THE WALL BELOMGS TO THE REALM OF SEMSES ==
SIGHT, SOUND, TOUCH, TASTE, SMELL == BUT NOT TO
THE REALMS OF EMOTION OR IDENTITY.

I MOST COMICS, DRAWING STYLES DON'T WVARY MUCH
BETWEEN CHARACTER AND ENVIROMMENT. WHETHER
IT'S A MAILMAN OR THE TRUCK HE'S DRIING, MOST
ARTISTS USE ROUGHLY THE SAME STYLE OM BOTH.
STILL, IF ¥Ou LOOK CLOSELY, YOU MIGHT NOTICE SOME
SUBTLE DIFFERENCES, WITHOUT CONSCIOUSLY INTEND -
IMG TO, I THINK THAT MANY ARTISTS TEND TO MAKE
THEIR CHARACTERS A BT MORE CONCEPTUALIZED,
CARTOONY OR EXAGGERATED, WHILE ENVIRDNMENTAL
DETAILS LIKE BUILDINGS AND CLOUDS 5TAY CLOSER TO
THE PROPORTIONS, CONTOURS AND SHADING OF THEIR
REAL-LIFE COUNTERPARTS.

ART BY JEFF SMITH (SEE ART CREDITS, PAGE 2580

A FEW ARTISTS HAVE REFLECTED THAT SPLIT MORE
VISIBLY, THOUGH, UsUALLY DRAWING DELIBERATELY
CARTOONY CHARACTERS COMBINED WITH CAREFULLY
REMDERED, REALISTIC BACKGROUNDSE, IN UNDERSTAND-
NG COMICS, PAGES 42-44, I TALKED ABOUT THE
POTENTIAL BENEFITS OF THIS APPROACH, NOTING HOW
SOME MANGA ARTISTS HAD LSED IT. THE IDEA BEHIND
WHAT I CALLED "THE MAaSKIMNG EFFECT " wad THAT THE
SIMPLY DRAWN CHARALCTERS FACILITATED IDENTIFICA-
THON (A PHENOMEMON T HAD TALEED ABOUT IN THE
FRECEDING 12 PAGES OF LLC) WHILE THE MORE
REALISTICALLY-RENDERED DETAILS OF THEIR WORLD
EVOKED THE SENSORY EXPERIEMCES OF THOSE CHARALC-
TERS MORE EFFECTIVELY. "ONE SET OF LINES TO 5EE.
AMOTHER SET OF LINES TO BE."

SINCE WRITING ABOUT THE MASKING EFFECT IN 993,
IE MADE THINGS EVEN MORE CONFUSING WITH FOUR
CIFFERENT LEVELS OF IDENTIFICAT HOM:

CHARACTERS:

THE HuUMaAN OF HUMAN-LIKE CREATURES THAT WE'RE
EXPECTED TC IDENTIFY WITH AND ASSiGH PERSON-
ALITIES, MOTIVES AND EMOTIONS TO,

EXTEMSIOMS:

CLOTHES, TOOLS, WEAPONS AMND OTHER CBJECTS
WORN OR HELD BY CHARACTERS WHICH SERVE AS
EXTENSIONS OF THEIR IDENTITIES (E.6., WE DON'T
SEE OUR UMNCLE JACKE AND SAY "OH, THERE'S LINCLE
JACK AND HIS CLOTHES, GLASSES AND CELL PHONE";
WE PERCENE ALL OF THOSE THINGS AS A PART OF
UNCLE JaCK'S IDENTITY AND JUST SaY "OH. THERE'S
UNCLE JacKk:')

PISCRETE ENTITIES:

ORJECTS: AMIMALS OR PLANTS THAT HAVE &
DISCRETE IDENTITY AND SHAPE, SEPARATE FROM
THE CHARALCTERS, BUT NO PERCENVED MOTIVE OR
EMOTION. & CAR, & COUCH. A POTTED CACTUS. A
STOP SlM, A SLEEPING ELEPHANT. THINGS THAT
MIGHT BE 581D TO HAVE A "PERSOMALITY" BUT OnLY
IN THE METAPHORICAL SENSE (OH, WHAT a Sal
LITTLE TROPHY™) NOT IN THE SENSE OF AN INNER
LIFE.

EMVIROMMENTS:

SUMSETS, MOUNTAIN RANGES, GRASS, SHADCWS.,
WaLLS, BODMES OF WATER ~= SUBSTANCES THE
CHARACTER IS5 LIKELY TO REACT TO OMLY AS
SENSORY EXPERIENCES, NOT AS DISCRETE
ENTITIES.

SINCE THESE CATEGORIES ARE BASED ON READER
PERCEFPTION, THE STATUS OF SOMETHING IN OME
CATEGORY CAaN CHANGE IF THE PERCEFTION OF IT
CHAMGES, A CELL PHOME SITTING ON A TABLE UNUSED
MIGHT BE SEEMN AS A DISCRETE ENTITY; A CAR THAT
REARS UP ON TS5 HIND WHEELS AND STARTS TALKING
MIGHT BE SEEN AS A CHARACTER] & CHARACTER THAT
DIES AND BECOMES A SKELETOM COULD BE SEEM A5 A
DISCRETE ENTITY.
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IF THE MASKING EFFECT WERE APPLIED TO THE FOUR,
THEN, THE LEVEL OF REALISM WOULD &0 UP AS WE
MOWED FROM CHARACTERS TO EXTENSIONS TO
DISCRETE ENTITIES TO ENVIRONMENTS, LIKE S0c

I CHARACTER
VERY CARTOOMY 5

L EXTENSION
MODERATELY CARTOONY

e

4, ENVIROMMEMNT
VERY REALISTIC

|
3, DISCRETE ENTITY
MOGERATELY REALISTIC

THIS IS OME OF MY WEIRDER THEDRIES, 50 THINK TWICE
BEFORE EXPERIMENTING WITH IT. IF YOL'EE INTER-
ESTED IN SUCH THIMNGS, YO MIGHT WaNT TO JIST
TRY IT AS AN EXERCISE OR TWO TO SEE IF yOU LIKE
THE RESULTS. I THINK IT COULD WORK, BUT I DON'T
HAVE ANY PROOF. I'VE TRIED A VARIATION OF THE IDES
AMND FAILED, BUT I MIGHT TRY IT AdAlM OME OF THESE
DaYSs.

OPTIONAL EXERCISES

#1 - DPRAWING THE REAL WORLD

TRY CREATING A SHORT (2-4 PAGE) SKETCHED COMIC
N WHICH EVERYTHIMNG 5 DRAWN DIRECTLY FROM LIFE.
SCOUT OUT A LOCATION. GET FRIENDS OR FAMILY TO
POSE FOR YOU. MAKE SURE ¥OU HAVE ANY PROPS OM
HAND, TN SHORT: PLAN YOUR COMIC AS IF YOU WERE
PLANMIMG & SHORT FILM. 2E SURE TO START WITH 4
Ble WIDE ESTABLISHING SHOT OF YOUR LOCATION
(PAGES 1601620 OR WITH AN EFFECTIVE MULTI-PAMEL
ESTABLISHING SEGIUENCE (PAGES I66~16T2. LUISE A
CAMERA IF YOU NEED TO, BUT TRY DRAWING IT ON THE
SPOT A5 MUCH AS POSSIBLE, USING JUST YOUR EYES,
PENCIL AND PAPER.

#2 - GUESS THE MOOD (PAGES 166-167)
CHOOSE ONE OF THE FOLLOWING THEMES:

= ABANDONED
* SEREME

« FORBIDDING

* WELCOMING

= OFFICIAL

« EXOTIC

= INMNCCENT

THEN MAKE A 5INGLE PAGE. MINE PANEL COMIC SHOWING
FRAGMENTS OF A PLACE BASED ON THAT THEME. NGO
CHARACTERS AND MO WORDS. ST IMAGES FROM A
SETTING, REAL OR IMAGINARY, THAT YOU THINK
EXFRESSES THE THEME,

MOW GIVE THE LIST AND YOUR COMIC TO & FRIENT AND
SEE IF HE/SHE CAM GUESS WHICH THEME YOU WERE
TRYING FOR,

#3 - YyOU ARE HERE (PAGES lé&-167)

WHEREVER YOU ARE, RIGHT MOW, NOTICE YOUR
SURRCUNDIMNGS. LIST MINE ASPECTS OF IT: SIGHTS,
SOUNDS, SMELLS, TEXTURES, ETC.. CREATE A SINGLE
PAGE, MINE PanEL ESTABLISHING SEQUENCE THAT
MakNASES TO EVOKE ALL OF THESE GUALITIES FOR THE
READER.

ALTERNATE VERSION: TAKE PHOTOS OF WHAT yOu SEE
AROUND YOU, THEM SELECT MINE THAT BEST REPRE-
SENT YOUR SURROUNDINGS AND THE WARIOUS SENSA-
TIONS YOU ASSOCIATE WITH IT,

@D&@C

- PERSPECTIVE EXERCISE (PAGES I70-175)

IF YOU'RE COMFORTABLE WITH PERSPECTIVE ALREADY,
OR YOU'WE READ CHELSEA'S BOOK (SEE BIBLIOGRAPHY)
TRY THIS:

TAKE & PHOTO OF AN DBJECT WITH A FAIRLY COMPLI-
CATED SHAPE aND A LOT OF PARALLEL EDSES OR RIGHT
AMELES (& CAR, & Lawe MOWER, A COFFEE MAKER, A
FIRE HYDRANT). MAKE SURE YOUR VIEWING ANGLE ISN'T
STRAIGHT ON, BUT FROM AN ODD ANGLE, S8 THAT YOU
CaN SEE TWO SIDES OF IT AND ITS TOP OR BOTTOM.
THEN TRACE THAT PHOTO INTO A SMALL SECTION OF A
LARGE PAMEL AND USE IT TO INFER A PERSPECTIVE
SRID. USiNG THE GRID: DRAW aM INWENTED SCENE
ARCLIND IT. THEN IMPROVISE ONE OR TWO MEW PANELS,
INCLUDIMG THE SAME OBJECT, BUT USIMNG A NEW SRID
OF YOUR CHOOSG TO SHOW IT FROM DIFFERENT
ARGLES.

#5 - REVISIT YOUR PAGES!

IF YOUE ALREADY DRAWN SOME COMICS, TAKE A CLOSE
LoGE AT YOUR PAGES AND SEE IF YOU WERE SHOWING
ENCUGH OF THE WORLD THAT YOUR CHARACTERS
INHABIT. IF YOU'RE LIKE MOST ARTISTS, PROFESSIOMAL
OR AMATEUR: THE ANSWER IS PROBABLY NO. CAaN YOU
FIND ONE PAMEL IN PARTICULAR THAT COULD HAVE
BENEFITTED FROM PULLING BACK THE CAMERA AND
GiVING YOUR READERS A BETTER VIEW OF YOUR
WORLDY

ADDITIONAL MOTES AT:
WINWLSCOT TMOCLOUD COM/MAKINGLOMICS
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Chapter Five

Tools, Techniq

1P

WHEN MAKING
COMICS, THERE ARE
oslY TWO TOOLS
YOU CAN'T DO
WITHOUT.

50 FAR IN THIS
BOOK, WE™E BEEN
WORKING ON
GETTING TOOL
MUMBER ONE --

0
LONG AS IT FITS
IM TOOL MUMBER

THE TECHNIGUES
AND TECHNOLOGIES

YOU USE TO Rt
PRODUCE YouR TWO
COMICS ARE UE - YOUR
HAMND —-

184

-- AND IT
ACCOMPLISHES
THE PURPOSES
YOU'VE SET FOR
YOURSELF ~=

i
L1 1
\

FOR THE
CHALLENGES
COMICS
FRESEMTS.

- THERE'S
NO “WRONG"
TOOL FoRrR
THE JOB.

Qw




-= |F YOUR,
GOALS apre
ANYTHING LIKE THE
THOUSANDS WHO
CAME BEFORE
YOL ==

-= YOU'LL
WANT TO KENOwW
wHaT TOOLS
THEY USED ——

Oml
THE QTHER
HANE ==

3
.

)

IF YOUR &AL 15 TO
HAVE YOUR WORK PUBLISHED
USING TRADITIONAL PRINTING
METHODS, FOR EXAMPLE —-

== YOU'LL NEED A
TOOL THAT CAN DRAIW A
REPRODUCIBLE
BLACK LINE.

N
THIS CASE,
A

AND YOULL
MEED SOMETHING TO USE 1T OM,
LIEE THIS SHEET oF PRINTER PAPER
FROM My LOCAL OFFICE STORE.

BOUGHT IT AFTER
LUNCH ToODAY AT THE
DRUGE STORE.

“Black
ROLLING BALL
FINE POINT."

COST ABOUT A
PENNY PER
SHEET.




HERE, T"LL
JUST GRAB A BiG
FLAT HARD COVER
BOOK oFF THE

OEAY,
MNOT EXACTLY
MICHELAMSELG,
BUT THEM MEITHER
AM L

S0,

PauL, COULD T
ASKE YOU TO DO A
LITTLE 3=MINUTE
DOODLE ustneG
THIS PENT

-= PUT QUR PAPER
ON IT AND TRY A
Guick 3=MINUTE

I WONDER WHAT
A MORE NATURALLY
TALENTED
DRAFTSMAN COULD
DO WITH A SIMPLE
PEN LIKE THIS.

IT'S MOT
FOR PRINT or
ANYTHING, BIGHT?

HEY, HERE'S

PAUL SMITH!

THREE MINUTES
LATER..

DRAWS LEAVE IT
T CHANCE. CLASSIC
M-MEM ARTIST. HE'S
LoCaL,




OKaY, EVEN IN A LITTLE
DOODLE LIKE THIS, YOU CAN SEE THE
CONFIDENT LINE, FORM anND COMPOSITION
THAT AN EXPERIENCED ARTIST LIKE PaUL can
COMMAND, EVEN WHEN USING THE SIMPLEST

BUT, I5 A TWO
DOLLAR PEN AND
SOME CHEAF PAPER
ALL you NEED TO
MAKE COMICST

ACTUALLY, T
LIKE THaT PEM!

F PAUL HAD TO DO A
WHOLE BOOK THIS
WAy, HE COULD.

SUPPOSE
YOU WANTED TO TRAVEL ARDUND
THE COUNTRY FOR A YEAR, MAKING UP
STORIES ABQUT EACH CITY AND THE PEOPLE
YOU MEET. JOTTING THEM DOWN AS
THEY COME TO YOU.

COMICS HAVE BEEN
DRAWN USING
SIMPLE TOOLS

KEEFING YOUR
TooLs SIMPLE
MIGHT SUIT SUCH
A DIARY-LIKE
IMPROVISATIONAL
STYLE.

WELL, FOR
STARTERS, MAYEBE
YOU WANT A MCRE

COMFORTABLE
SURFACE 1o

OR A
STURDIER,
LONGER-LASTING

OR A BIT MORE
VARIATION IN THE
LINEWORK.

FOR A FEW
OF YOU, THE
ANSWER MIGHT
M FACT, BE

YES!

WHY WOoULD
YOU INVEST IM

50

MORE?

OR A WAy TO PLAN

Lt}
L

FOR AND QRGAMNIZE
THE BAMNELS OF YOUR
STORY BEFORE THE

* SMEGELMAN'S MAUS WAS DR WITH A Foun TR
BENM. MUCH OF IT 08 QROMARY TYRING PAFER

FIRST LINES ARE EVEN
DRAWN.




DRAFTIMG TABLE.

TO

SING-ARM LAMP WITH ADIISTABLE HEKSHT
ACHIEVE THAT INCANDESCENT AND FLUDRESCENT AND ANGLE.
ADDED CONTROL BULBS. ADJUSTABLE TO ANY |
AND FLEXIBILITY, POSITION, |

ARTISTS THROUGHOUT
THE 20TH CENTURY
TURNED TO A WIDE

ARRAY OF DRAWING

TOOLS.

| BRISTOL BOARD
I 2-PLY (THICK)
| DRA&NMEG PAPER.

lm'

T=SGILUARE. i TRIAKGLE.

HERE ARE
SOME OF THE
CLASSICS.

ERASERS,
SCISS0RS, TAPE,
ENRVES, ETC

PEMCILS,
BRUSHES
AMD
MARKERS,

BLACK |nE £
WHITE FOR
CORRECTIONS. -

DRAFTIMG
CHAalR,

AL JUSTARLE
HEIGHT,

TOOL TRAY. L
REALLY LIKE THIZ
ATTACHABLE SIDE
TR&Y.

THE TILT PREVENTS
BACK STRAIN anD
ALLOWS YOU TO LOOK
STRAIGHT DOWN
AT THE PAGE TO AVOID
DISTORTIONS.

THOUGH, IF You
HEED & LEVEL
SURFACE, IT CAN BE
ADJIUSTED.

YOU'LL MOTICE THAT THE DRAFTING
TABLE 15 A BIT HIGH. THAT MAEES IT
ACCESSIBLE WHETHER You'RE SEATED
i THE SLIGHTLY HiGH DRAFTING CHAIR
oR STANDING.

%*"'-—h
.||
||:

1
I
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THE ADJUSTABLE LAMP'S

e

INCANDESCENT AND FLUORESCENT BULES
KEEP COLORS LOOKING BALAMCED, AMD KEER
YOU AWAKE WHILE AVOIDING THAT
TWOo-IN-THE-MORNING FEELING.

2-PLY BRISTOL

BOARD, a THICK,
WHITE, DURABLE ART

PAPER. COMES IN A FEW

& T-SQUARE AND
TRIANGLE HELP RULE PARALLEL AND
PERPENDICULAR LINES LIKE PANEL
BORDERS anD CAPTIONS.

N

FINE PEN LINES
TEND TO WORK WELL
OMN THE SMOOTH
“PLATE™ FIMISH,
; PENCIL
’ AND BRUSH ARE FINE O 8
S THE ROUGHER “VELLUM®™ S

AND *KID™ FINISHES,

N

A

i L

AND A STRAIGHT-
EDGED METAL
RULER wiLL COME i
HANDY FOR MEASURING
AND DRAWING OTHER
STRAIGHT LINES --

== AND FOR
GUIDING YOUR
CUTTING

|||l|I||||I|||| ||||I||El|| [Tt lll |||||-||l||!

] i [ T : ] ¥




THERE'S MO RIGHT 5iZE TO CUT YOUR
PAPER TD, BUT THERE I5 A RIGHT SHAPE -
THE SHAFE OF YOUR PRINTED PAGE.

COMICS ARTISTS OFTEM DRAW THEIR
PAGES ON ART BOARD'S BETWEEN [25%
AMD 166% OF THE PRINTED SIZE.

166 —+ BREDUCES

EOE
| i133% REDUCES

75%

|125%

[ REDUCES

| priNTED | Bo%

.. | SIZE
|

FOR PLANNING aND
PEMCILLING, MOST USE &
LIGHT {LE. HARD) MECHAMICAL
PEMNCIL, & NON-REPROCDUCIBLE BLUE |
PENCIL, A 5MOOTH GUM ERASER
AMD/OR A MORE ABRASIVE BUT
LESS GREASY FiNK ERASER.

WHEN PICTURES ARE REDUCED FOR PUBLICATION,
EVEN UNSTEADY LINEWORK CaM SEEM PRECISE
AND CONTROLLED -- A FACT I RELIED ON FOR
YEARS IN MY OWn ARTWORK!

REDUZED

AND, OF COURSE, TO CREATE BLACK LINES
FOR MECHANICAL REPRODUCTION --

== A VBRIETY OF TOOLS
HAWVE EMERGED OVER THE YEARS,
AND BECOME INDUSTRY
STANDARDS.



MOST ARTISTS
EaLL IN LOVE wiTH

ONE OR TWO DRAWING
TOOLS EARLY ON, AND
STaY HITCHED FCR
LIFE.

LINE WIDTH. VARIATION.
PRECISIOM. CHARACTER.

==

T

e

IF YOU'RE
JUST STARTING OUT, YOU MIGHT WANT
TO TRY a5 MANY TOOLS AS POSSIBLE, IN
CASE YOUR PERFECT MATCH 15 ouT
THERE SOMEWHERE.

AMD THEM
THERE'S COST.
PERMANENCE,

EASE oF USE, How
A TOOL TAKES TO

CERTAIN KINDS OF

BLACK LINE
ART IS5 & NARROW,
SPECIALIZED CRAFT,
BUT IT HAS A LOT
oF VARIABLES:

MOST OF THE
CLASSIC DRAWING
TOOLS HAVE
EXCELLED AT ONE
OR MORE OF THESE
GLIALITIES OVER
TIME.

SABLE BRUSHES, FOR EXAMBLE, HAVE ALWAYS

DELWERED SMOOTH, COMSISTENT VARIABLE WIDTH
LINES, AND ARTISTS FROM SEVERAL GENERATIONS
HAVE SWORN BY THEM, &

SABLES ARE GREAT
AT wWHAT THEY DO,
BUT THEY COST &
BUNDLE, DEMAND A
LoT oF LOVE aND
CARE; AND CaM ONLY
BE USED WITH OPEN
BOTTLES OF INK AND
WATER MEAREY ~-

== LEADING
SOME TO SEEK
EASIER TO USE.
CHEAPER aND/OR
MORE PORTABLE
ALTERMATIVES.




PEM BRUSHES wiTH FELT TIPS
OR THEIR Own BUILT=IM [NIK SUPPLY
HAVE BEEN CATCHING ON FOR THESE
REASONS, THOUGH THEY DO HAVE
DETRACTORS.

BUT LIKE ANY
TECHNOLOSY,
THESE BRUSH
ALTERMATIVES
CONTINUE TO
EVOLVE. 50 kEER
AN EYE DUT.

SOME MIB TYPES,

LIKE THE VENERABLE

CROW-=-GUILL* cas
BE EVEN TRICKIER TD

USE ANT CARE FOR
THAN THE SABLE
BRUSHES ==

* MADE OF METAL, OF COURSE,
BUT DESCENDED FROM ITS
WAMESAKE SHOWH HERE.

SOME FEEL THEIR LINE
GUALITY AND VARIATION
PALES coMPARED TO
THE SABLES AND
CTHER TRADITIONAL
BRUSHES.

AND OF COURSE,
DISPOSABLES CaM
COST MORE IN THE
LONG RUN.

NIB PENS -- S0LD WITH A HOLDER AND ASSORTED REMOVBBLE MIBS —
PROVIDE LINE WIDTH VARIATION LIKE A BRUSH, BUT USUALLY WITHIN A
MORE NARROWLY-CONTROLLED RANGE (DEPENDING ON THE NIB). IN EXCHANGE,
THEY OFFER INCREASED AGILITY wWiTHIN SMALL AREAS,

== BUT FOR MANY,
THEIR PRECISE, YET
UNMISTAKABLY
HAND-DRAWN LOGK
15 INVALUABLE.

FIXED-WIDTH crR TECHNICAL PENS
PROVIDE THE HIGHEST LEVEL oF PRECISION
BY ELIMINATING LINE VARIATION ENTIRELY AND
GUARANTEEING A SMOOTH CONSISTENT LINE
WIDTH.

i




DESCENDED FROM
FOUNTAIM PENS, THE
CLASSIC TECHMICAL PENS
COME WITH &N INK
RESERVOIR iwsiDE
THEM, ELIMINATING THE
MEED FOR DIPEING INK,

LIKE FIMNE BRUSHES
AND NIB PENS. SUCH
PEMS ARE A CHORE
TO CLEAN ANDY
MAINTAIN -

== BT THE TECHMICAL PENST
VIRTUES AREN'T PARTICULARLY SUBTLE. 50
A GREATER NUMBER OF ARTISTS HAVE BEEN
WILLING TO SWITCH TO FIXKED-WIDTH MARKERS
WITH (SUPPOSEDLY) PERMAMENT INKS AND
SAVE THEMSELWES THE HASSLE,

SPEAKING OF INES,
YOU MEY WaNT TO
EXPERIMENT.
CERTAIN TOOLS
WORK BEST WiITH
CERTAIN |INKS.

THINMNER INES ARE

LESS LIKELY TO CLOG YOUR BRUSH OR
PEN, BUT DEMSER INKS CAN DELIVER A MORE
SATISFYINGLY DARE LINE, TRY MIXING TO
FIND & BALANCE YOU LIKE.

FOR SOLID BLACK
LINES, THESE ARE THE
THREE MOST COMMON
KINDS OF TOOLS:

APART FROM THE OCCASIONAL

DRY-BRUSH orR TOMAL EFFECT, MOST

TWEMTIETH CENTLURY COMICS WERE BUILT
ARCUND S50LID BLACK LINES PRODUCED

BY TOOLS LIKE THESE —

PRINEL EMGHT: ART BY SIORSID CauBZTAMND
{SEE ART CRETHT 5. Pacgd 2582,

e —

BRUSH
BROAD LINE VaRIATION

MNIB PEN
HARROWER LINE WARLETION

ALSE USEFLIL!
CFAGUE WHITE
PAINT FOR
CORRECTIONS.,

FEED WIDTH

== EVEN WHEN THOSE

LINES WERE FILLED == AND IT'S
wiTH THE COLORS THAT SAME
OF MECHAMICAL SENSIBILITY THaT
REPRODUCTION == INFORMS ANy
ARTISTS® STYLES,
EVEN TODAY.




GENERALLY SPEARING,
BRUSH WORK
TENDS TO NUDGE
ONE'S ARTWORK 1N A
MORE FLOWING,
RHYTHMIC anp
SOMETIMES “SLICK™
DIRECTION,

NIB PEN WORK can
BE QUITE SMOOTH,
BUT MORE OFTEN
TENDS TOWARD A
DRY, SLIGHTLY
EDGY, BRITTLE

LOOK.

QA

e iy

FIXED-WIDTH PEN
ART, WHETHER THROUSGH
TECHMICAL PENS OR
MARKERS, TEMDS TO BE
A BIT SCHEMATIC anD
COO0L, THOUGH WHEN
LUSED TO REPRESENT
TONE THROUGH
STIPPLING anD
CROSS-HATCHING iT
N AN WARM UP a LoT.

ERUSH ART 37 CRais THOMPSOM, MARIANE SATRAPY, JESSICA ABEL, HOPE FIXED-WDTH PEN ART BY Bick

3 ' GEARY, JOO5T Swar
LARSCM, CHARLES BURNS AND SPIKE. NIB PEN BRT BY ROGERT CHLMA, I‘?";I' Bl BHGA, HOWARD CRUSE, ERIS DRESEN apD 'I'DTSEII-'EITE'
JIM RUGE, TOM HART, DB COOPER, JUME KiM AR MESAN KELSO. (SEE BRT CREMMTS, PAGE 2587,



MANY POPULAR COMICS WITH BRUSH
OVER THE YEARS HAVE HANDLING MOST
USED aLL THREE OUTLINES -

FAMILIES OF TOOLS,
PLAYING TO EACH ONE'S
STRENGTHS.

-= NIB PEN —= AMND SOME

HITTING MANY OF TECHNICAL PEN

THE DETAILS -- ox BORDERS,
WORD BALLOONS
OR ADDITIONAL
DETAIL WORK.

A T=SGUARE was == AND A LITTLE

USED TO KEEP THE TEMPLATE CALLED AN
GUIDELINES “AMES GUIDE™ sLID
PARALLEL -- BACK AND FORTH AS A&

PENCIL WAS PLACED IN

A SUCCESSION OF HOLES
TO PRODUCE AS MANY
GUIDELINES AS MEEDED,

THE IDEA WAS THAT EACH
ROW OF LETTERS NEEDED TO
BE THE SAME HEIGHT WHILE
THE SPACE BETWEEN THOSE
LINES COULD BE A BIT

NARROWER.
LIKE 50:
e =
| ROWS f—_ g 7{ BETWEEN ROWS |
L
- |

MANY CARTOOMISTS TODAY USE A FONT or JUST
LETTER FREEHAND, BUT YOu CAM STILL FIND
LomAL USERS OF THE AMES GUIDE SYSTEM AMND
THEIR WORK CAN BE BOTH CONSISTENT ANMD
ATTRACTIVE.

I95

BY ROTATING THE WHEEL, THE SPaCES BETWEEN LINES
COULLD BE INCREASED OR DECREASED PROPORTIOMNATELY.



A FULLY-STOCKED SET-UP
LIKE THIS CAN COS5T HUNDREDS

OF DOLLARS, BUT IF YOU WANT TO
&0 THE TRADITIONAL ROUTE, IT
coulD BE WORTH IT.

== AND THERE'S A
§ RICH TRADITION

ARTISTS HAVE
BEEM MASTERING
THESE TOOLS FOR
CENTURIES -

AND THERE'S
MOTHING GUITE LIKE
THE RiGHT PEN OR

OF ORIGINAL
ART caM BE AN

DRJIEET OF TAMNGIBLE BRUSH aLiDiNG
BEAUTY anD ACROSS A NEWLY CUT
LASTING VALUE. PIECE OF BRISTOL

BOARD.

=

8

THIS BOOK WAS DRAWN AND
LETTERED DIGITALLY

:

AS FOR ME, T
HAVEN'T USED
ONE IN OVER
TEN YEARS.

I SKETCHED THE
LAYOUTS HERE OM My
oLD DRAWING DESK.
BUT THAT'S iT.

3

ALL OF THIS FINISHED ART WaS
DONE OW THAT MAC OVER THERE.

CAMEL THREE: ART @Y CHARLES DanMA Si8508 (BF9)
(SEE ART CREDITS, PASE 288),




?,-r" MO, MY LAYOUTS ARE PRETTY
TIGHT axD INCLUDE THE FULL SCRIPT, so

A LOT OF REAL WORK, 15 DONE HERE AT
Da THE DRAFTING TABLE.

[T

I

BUT THEN, THOSE LAYOLUTS ARE
SCANMED M. AND USED AS A
GUIDE FOR LETTERING EACH
PacE M ADCRE ILLUSTRATOR, AN
CEJECT-ORIENTED DRAWING
PROGRAM,

F REAL WORK IS DONE HEREAT | |
THE D’RA’-F_I}ING' TABLE. g

gl
i = el
-""_—u--'—-"-rl:r'-w ‘___‘\.l'.':_—'-t

LI
'y

I EXPORT THE LETTERING
TO PHOTOSHOP AS & SOLID WHITE
ERID WITH THE PANELS PUNCHED
OUT To ForM WINDOWS FOR
THE ART TO SHOW THROUGH.™

(i

3

i 1.1 1 0%
== AND ALL DRAWHN AFTER CORRECTIONS,
WITH & STYLUS EACH PAGE I5 THEN
DIRECTLY O THE FLATTENED TO A

SCREEM OF AN [B™
TABLET/MONITOR.

SiNGLE BLACK AMD
WHITE BITMAP, PLUS
A GRAYSCALE pace
IF MEEDED.**

X\

THEM, WITH THE LETTERIMNG ON TOP AND MY SKETCHED
LayouTs on THE BOTTOM. I CREATE FIWE TO FIFTY
Lay¥ERS OF FINISHED ART BETWEEN THEM; ALL 1N
EHOTOSHOP AT 1200 DOTS PER INCH --

LETTERING —

all ™ all, & RADICALLY DIFFERENT WORKING
METHOD FROM My PEN AND BRUSH Davs.

BUT BECAUSE THE END RESULT IS A :
PRINTED BOOK FILLED WITH LINE ART.

mMaNY OF THE BASIC PRINCIPLES oF
DRAWING THIS WAY ARE THE SAME.

el

LU ra

T

i f
SR

® THAT PURCHED OUT PaE ISN'T REAL, MIND YOU, I'™ JUST
SHOWIMG HOW IT WORKS N SOFTWARE. THERE™S MO ACTLAL,
PHYSICAL PASE &T THIS POINT.

ﬁ"ﬂj
N R ]
] .\‘ 4=
| "
f-q?' =& gH L POST & MORE DETARED STEP-BY-STER AT

WAL SOOT THMCCLOUR COM/ MAKINGLOMICS,



WHATEVER TOOLS YOU USE, A GOOD
way TO ACHIEVE THAT CLARITY 15 TO DRAW
THICKER LINES arounD THE EDGES oF
FYOUR SURJIECTS -

OME OF THE BASIC GOALS oF
LINE ART IS TO MAKE ALL THE DETAILS OF A
SCEME CLEAR AT A GLAMCE wWiTHoUT
OVERWHELMING THE EYE.

== AND TO USE FINER
LINES For INTERIOR
DETAILS AND FOR
OVERLAPPED OR MORE
DISTAMT SUBJECTS,

IT'S A SIMPLE TECHMIGUE, BUT ONE WHICH CAM
TRANSFORM AN UNINTELLISIBLE JUMBLE OF LINES
INTO A SCENE WiTH FORM anD DEPTH.

DIGITAL ARTISTS s0ING FOR THE SAME EFFECT
CAMN SWITCH BETWEEN "PENS," “BRUSHES™ AND
OTHER VIRTUAL TOOLS WITH SPECIFIC VARIATIONS
AND LINE CHARACTERS BUILT =IM, USING VARIOUS
DRAWING AND BAINTING DROGRAMS.

WHEN DRAWING

IN PHOTOSHOP.*

A CLOSE=UP Like
THIS, FOR EXAMPLE, T
USED A 2B-PIXEL,
VARIABLE WIDTH BRUSH

= WORKBNST AT 200 DOTS PER INCH

FEN AND BRUSH ARTISTS
GET THAT EFFECT BY
SWITCHING FrROM ONE
TOOL TO AMOTHER, OR 2Y
USING & SINGLE TOOL'S
ABILITY To VARY LINE
THICKMNESS,

WHILE,
FOR DISTANT
FIGURES LIKE THIS,
1 SWITCHED TO A
i4-PIXEL
WIDTH,




I USED A THIN
FIXED-WIDTH
LINE TOOL FOR THE
CHECKS --

== AND A
MORE MARROWLY
WVARIABLE, PEN-LIKE
E=PIXEL BRUSH
FOR SOME DETAIL

NO MATTER HOW SMALL
A GIVEN DETAIL 15, FOR
EXAMPLE, | CAN ALWAYS
FILL THE SCREEN WITH IT.
INCREASING PRECISION
WITHOUT LEADING TO
HAND-5TRAIN.

MOST OF WHAT You
SEE HERE {5 DRAMN
FREE-HAND,
NOTHING FANCY, BUT
DOING IT DIGITALLY
HAS HELPED ME A

AND THE RESIZING anD REPOSITIONING oF
DIFFERENT ELEMENTS ON DOZENS OF SERARATE LAYERS
HAS ALLOWED ME TC FINE-TUNE ™y ART LIKE CRAZY.

- - s
= #
A

s
=l

THE TOOL N MY
DRAWING HAND
NEVER CHAMNGED —

-- BUT MY OTHER
HAND SWITCHED
FROM TOOL TO TOOL
WITH & SERIES OF
PRE-PROGRAMMED
FUNCTION KEYS.

ALSO, CREATING PATTERN=-BASED STAMPS AND
BRUSHES cas SPEED UP SOME OF TRADITIONAL
DRAWING'S MORE TEDIOUS AND REPETITIVE TASKS.

IF YOU WANT TO
CREATE TOMAL or
COLOR ARTWORK --
ESPECIALLY FOR THE
SCREEM. A5 wWITH
WEBCOMICS == YOU'LL
HAVE ABOUT A
THOUSAND

THEITALLY CREATE
LIME-ART FoR
PRINT, THESE ARE
A FEW OF YOUR




FROM Ak SRT-CREATION STAMNDPOINT, THE MOST
BASIC DIFFERENCE BETWEEN PAGE aND SCREEN
IS THAT OME REPRESENTS TONE THROUGH LINES
AND DOTS, WHILE THE OTHER canN DISPLAY A
FULL RANGE of TONES in EacH PIXEL.

AHD FOR WEBCOMICS ARTISTS, THERE'S
NO EXTRA EXPENSE TO USING A FULL RANGE OF
COLORS (OTHER THAN BIGSER FILE s_rz:w*:—‘/

TO WORRY ARBDUT BaMiDwWiDTH CHARGES.

THE WER HAS
BECOME & MASSIVE
LABORATORY
FOR NEW
TECHNIQUES.
THAMES TO THE
THOUSANDS OF
CARTOONMISTS
MAKING WEBCOMICS
EVERY Dy I
DOZEMS OF
GEMRES.

THE COLOR-FILLED,
ALL-BLACK, FINE-
FEATHERED LINE WORK
OF TRADITIONAL
PRINTED COMIC
BOOKS caN 5TILL BE
SEEN IN PLACES ~-

LAty el

— BUT JOIMING IT -- BOLDER,
ARe COLORED STREAMLINED
QUTLINES -- LINEWORK —

NEAR BORDERLESS
COLOR SHAPES --

PAMEL THREE: SEE ART CREDNTS; PasE 258,

-~ AND EVEN
DELIBERATELY
PIXELATED

PAMEL FOUR OnwWIARD: ART BY STEVE BRYANT, JAMES KOCHALKA,
CAT GaRIN, SCOTT FURTZ, MIKE KRAHULI, JoHW aLLISON,
DOROTHY SAMBRELL, JOE ZABEL, PATRICE FARLEY, Biian
CLEVINGER AKD AL STEVENS (SEE PAGE 258 FOR MORE FOL



WES
CARTOOMISTS HAVE
ALSO TINEERED WITH
VaRIOUS DEPTH
CUES NOT OFTEN
FOUND IN PRINTED
COMICS ==

== SUCH A5 BLURRED
orR BORDERLESS

//:R—T;'T‘S USED TO WORKING WITH

TRADITIONAL MEDIA HAVE EXPERIMENTED
WITH SCaNMING STRAIGHT FROM PENCILS To
COLOR, OR USING ANY NUMBER oF COLOR

\r TOOLS —

THE THIS 15 WHERE

CHANGE FROM WEBCOMICS RUN INTO SOME OF THE
PRINT TO NAVIGATIOMAL I155UES T TALKED ABOUT
SCREEM Has aLso IN REINVENTING COMICS, AND WHICH T caAN
RAISED FUNDAMENTAL

GIUESTIONS aBOUT

-~ FADING == OR
CONTOURS — ATMOSPHERIC
EFFECTS.

— WHILE MaTWVE DIGITAL ARTISTS
HAWVE PUSHED THE LIMITS oF VECTOR
STYLIZATION AND OTHER FORMS OF

DIEITAL ART.

== 5, FOR SOME
IDEAS ON THIES AND OTHER TOPICS
RELATED TC TECHMOLOGY, &0 TO
SCOTTMCCLOUD.COM/MAKINGCOMICS

HOW £OMICS ARE
READ.

PROBABLY BETTER DESCRIBE OMNLIME - AMND LOOK. FOR THIS BUTTON:

PAMEL TWO-FOUR ARD 504 ART By SAZU RIBUSHI, DREW wENG,
JUSTIME Ssaw AMED DEMISM 5 (SET ART CHEDITS, PAGE 2540,
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INSURING A CONSISTENT APPEARANCE
AND SPACING FOR YOUR CAPTIONS
AND WORD BaLLOONS,

UNFORTUMATELY,
| T CAN ALSO OPEN A
FANDORA'S BOX OF NEW
BAD LETTERING
OPPORTUMITIES!

il

% _f:‘ﬁ/ !P’r";" == AND VARIOUS
BALLOGN SHAPE

LiC OM A MORE oR Wﬁggmﬁ NT

+ PRACTICAL NOTE, LETTERING "

% YOUR cOMIC DIGITALLY (UsUALLY In

= OBJECT-CRIENTED PROGRAMS LIKE ADORE

S| ILLUSTRATOR) CAN SAVE TIME AND WORK WHILE h .

NOW, E:-: E’Rﬂﬁbﬂ'\.

BY ALL MEANS! HAVE FUN! TRY EVERY FONT
I THE UNNERSE]

BUT &LSO
BE AWARE OF
THE REASONS
THAT TRADITIOMAL
HAND LETTERING
EVOLVED THE way
IT DD, AND HOW
THOSE PRINCIPLES
May APDLY TO

YOu.

FIRST, THERE'S A TRADITION
AMONG CARTOONISTS TO USE SANS
SERIF FONTS FOR BALLOON LETTERING.,
THIS MIGHT JUST BE A HABIT INHERITED
FROM EFFICIENCY-MINDED HAND
LETTERERS --

== BUT IT MIGHT
ALS0 BE BECALUSE
SIMPLER STROEES IN
LETTERING MORE CLOSELY
RESEMBLE THE LINE WORK
OF THE DRAWINGS THAT
SURROQUND THEM,

SAMNS EEEIEA

SERIF:

CUSANE" = “WITHOUT® N FREMCHD

It's harder to ]
e o MANY CARTOONISTS,
Imagine letters it INCLUDING YOURS
these drawn by the TRULY, HAVE HAD

same hand that drew
the hand below, for
example:

FONTS MADE OF
THEIR OWN HAND-
WRITING FOR THIS

REASOM,

" THIS FOWT WS ADAPTED HRoM
MINE BY JOH ROSHELL oF
COPMACRAFT AND 15 AuaILABLE AT
WAL COMASROCRIF ORI T S, EX0r,

202




HAND-DRAWH
FOMTS ALSO INSURE
THAT THE DCCASIONAL ,
HAND-LETTERED

EFFECT

WON'T LOOK ToOD
OUT OF PLACE.

FIRST, ALWAYS &NVE A
LITTLE WHITE
SPACE BETWEEN
YOUR WORDS AND THE
BalLoON BORDERS, TO
LET BALLOONS AND
ART BREATHE A BIT.

CVRTR| WAL IRV

VT i H A A K ]
|.‘ I EEET IR L)

173 10 8 T P T
et T TR ]

¥

TR
AEmE s R
HA TR VAT TR e
BTRTE T TR TR T e
TR

SOME
CARTOONISTS CHOOSE
THEIR FONTS FROM
VARIOUS COMICS-STYLE
FONT PACKAGES
AVAILABLE ONLINE.

A5 FOR BALLOONS, THERE ARE PLENTY OF
STYLES anD SHAPES TO CHOOSE FROM,
OWNCE AGAIN, THERE'S NO "RIGHT™ way TO DO
IT, BUT I DO HAVE A COUPLE OF GENERAL
SUGGESTIONS:

o BLSRE

.~ YOU'RE GOING FOR THE CLASSIC ™.
/ OVAL BALLOON SHAPE, MAKE SURE THE",
} WORDS FiLL THE SPACE COMEORTABLY AND |
\ TRY. SQIUASHING THE OvAL A BITON |
~ ALL FOUR SIDES TO "SQUARE™ 1T, ~

-

THIS 15 & BIG SUBJECT
OF COURSE, CHECK THIS
CHAPTER'S NOTES
PAGE FOR POINTERS TO
an ONLINE TUTORIAL

UN=SEUASHED &WALS LIKE THIS LEAVE
g LoT oFf WASTED SPACE oW EITHER

THE LINE BETWEEMN
TRADITIONAL AND
DiITAL METHODS ISN'T
ALWAYS CLEAR.

COMICS ARE DRawN DIGITALLY!

203

ToDAY, PLENTY OF WEBCOMICS FEATURE MK
AND PAPER DRAWINGS, WHILE PLENTY OF PRINTED

AND OTHER RESOURCES,

H/

BUT WHEN IT COMES TO
GETTING STARTED IN
COMICS, OME DIFFERENCE

BETWEEM DIGITAL AND
AMNALOG STILL LoomMSs
LARSE:




STILL, IF you
WANT TO CREATE
MORE AMBITIOUS
ORIGINAL DIGITAL
ART, EITHER FOR PRINT
OR THE WER, YOU MIGHT
HEED TS SPEND &
BIT MORE.

YOU'LL WaNT
A BIG, SHARP
MONITOR IF vou
REALLY PLAN TO
STARE AT IT ALL Day
== OR JUDGE YOUR

GETTING
A FULL SUITE OF HARDWARE AND
SOFTWARE CAN COST THOUSANDS, BUT
DEPENDING ON WHAT Y0u WANT SUT OF IT,
YOU MIGHT GET AlWaY WITH SPENDING &
LoT LESS.

WITH & MOUSE, BUT
INSTEAD LISE SOME ESFECIALLY GOOD -- BUT THEY'RE
ALSO ESPECIALLY EXPEMNSIVE.

FOR EXAMPLE, IF ALL YOU NEED TO DO 15 SCAN
AND UPLOAD SOME HAND-DRAWN COMIC STRIES
TO A FRIEND'S WERSITE, AN B-YEAR-OLD USED

LAPTOP anD CHEAP SCANMER MIGHT BE
ALL YOU'LL NEED.

COMPUTERS THAT PLAY MICE
WITH GRAPHICS PROGRAMS TEND
TO HAWE ExTRA MEMORY INSTALLED
AND RUM FAST,

THOSE OF US
WHO PREFER MACS --
COMMON AMOMNE
GRAPHIC ARTISTS ==

HARDLY
ANY OF US DRAW

FORM OF
GRAPHICS
TABLET.

ARE ESPECIALLY
VULNERABLE, SINCE
THESE BABIES AIN'T

A TABLET/MONITOR
THAT ALLOWS YOU TO DRAW
DIRECTLY OM THE SCREEMN 1S

SEE THE CHAPTER NOTES FOR
MORE INFO.




SETTING THE PREMIERE
PAINTING, DRAWING AND WEB
AUTHORING PrROGRAMS CAN ADD A
LOT TO YOUR SHOPPIMG LIST'S
BOTTOM LINE.

ALSO, PUBLISHING

ADD IN A DECENT DESK AND CHAIR. WEB
ACCESS, varioUus PERIPHERALS. » PRINTER,
INK, SCANNER anD A BACK-UP DRIVE or DVD
BURNER, AND YOU CAN IMAGINE HOW IT ADDS UR,

e

THAT SAID, YOU MaY
ALREADY HAWVE A

YOUR WORK ONLINE CAN e e
BE A LOT CHEAPER THAN :

== AND THE CHAMNCES )
OF TECHMOLOGY CLOSING

COMPUTER IN THE TRADITIONAL PRINTING ;_--3-__;?__ y THE PRICE GAP IN THE MEAR
HOUSE AND THERE ARE AND DISTRIBUTING ~ :E'E' i FUTURE WiTH AFFORDABLE
Low cosT SOFTWARE = = ALL-IN-ONE WIRELESS
ALTERNATIVES ouT - GADGETS LOOKS MORE
THERE. { LIKELY THAN EVER.
w i (
5|
emils |
f X | :t‘il'l\ ' “}\ ; ¥ r_'
ﬁ" 4 % ==

FOR NOW, THOUGH, THESE
ARE THE TWO ALTERNATIVES
MOST COMICS ARTISTS CHOOSE FROM,
WITH STRONG ADVIOCATES FOR EACH, AND
B GROWING NUMBER OF ARTISTS
COMFORTABLE WiTH BOTH.

OME OF THEM BOASTS TOOLS
AND TECHNIGWES THAT HAVE BEEN
MASTERED anp REFINED FOR
CEMTURIES. oNE 15 CHANGING

AND GROWIMNG BY THE DAY.
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IN THE SMALL PRESS
FOR ARTISTS WORKING: (N PRINT comics, AND MINI=COMICS SCENE, BUBLISHING 15 A
THE SUBJECT OF TOOLS AND TECHMIGUES
BIT MORE HANDS=0MN. BUT FOR MOST |NE
USUALLY ENDS WHEN THE FINISHED ARTWORK AND PAPER CARTOONISTS —-
IS SENT OFF To & PUBLISHER.

— PRINTING I5
SOMEONE ELSE'S
JOB.

TRUE 0N THE WEB,
WHERE SELF-PUBLISHING
ISW'T JUST PRACTICAL --
IT5 THE NORM,

CREATING
WEBPAGES HAS SOTTEN EASIER IN
RECENT YEARS, THANKS TO VARIOUS
OFF=THE-SHELF PROGRAMS —

== AND THERE == BUT THE TELL ¥ouR
ARE AMY NUMBEER BASIC CHALLENGE OF STORIES CLEARLY
OF HELPFUL PUTTING COMICS On AND EFFECTIVELY, ELSE 1S JUST
GUIDES TO WEB THE WEB [SN'T REALLY DESIGN YOUR SITES CONNECTING
PUBLISHING® == A TECHNICAL WITH THE READING

THE DOTS.
EXPERIENCE
MIND ==

* SEE CHAPTER MOTES.




IwE
WRITTEM A LOT ABOUT THE
TRANSITION FROM AMALOG TO
DIGITAL ™ comMIcs.

s &
PROFOUND CHANGE THAT'S
ALREADY TURNING A LOT OF OUR
TRADITIONAL ASSUMPTIONS
UPSIDE-DOWN AMD IT'S JUST
GETTING STARTED.

== |5 A BIT
LIKE DESCRIBIMNG
THE FIRST PRINTING
PRESS AS A “REALLY
FAST SCRIBE" ==

DESCRIBE
COMPUTERS AS
“IUST ANCTHER

&5 THESE NEW
EFFECTS: FORMATS,
DESIGN PRIMNCIPLES
AND DISTRIBUTION
HODELS ARE —-

== THE ART OF
PUTTIMG OME PICTURE
AFTER ANOTHER TO
TELL A STORY 15 5TILL
THE MAME OF THE

-= AND EVERY

ONE OF YOUR TOOLS

WILL LINE UE TO DO
YOUR SIDDING ==

— INSTEAD OF
THE OTHER Way
ARCUND,




CHAPTER 5: TOOLS, TECHNIGQUES AND
TECHNOLOGY

GENERAL NOTES

SIMCE I'VE BEEM DRAWING DIGITALLY FOR A WHILE, I
PUT OUT THE CALL TO PEOPLE IN MY ADDRESS BOOK
WHG STILL GET MK ON THEIR FINGERS TO SEE WHAT
THEY WERE USING. SPECIAL THANES TO THOSE WHO

RESPONDED, INCLUDING:

JESSICA ABEL
BRENT ANDERSON
STEVE BISSETTE
LEELA CORMAN
MARK CRILLEY
HOWARD CRUSE
TED DEwWAN

KRIS DRESEN

TOC FETCH

MARY FLEENER
SHAEMNON GARRITY
P& GUERRA

Tow HART

DYLAN HORROCKS
R KUl JOHNS0M
MESAN KELSO
KAZLU KIBLISHI
SURE Kl

IT'S A GUIRKY, SLIGHTLY RANDOM LIST, BUT IT &AVE ME
A SENSE OF 50ME OF THE TRENDS OUT THERE. THEIR

DEREK KIRK KIM
HOPE LARSON
DAVID LASKY
JaSOM LITTLE
MATT MADDEN
JEMMN MAMLEY LEE
CARLA SPEED MCNEIL
SO5H NEUFELD
AL NICKERSOM
HEMRIE REHR
PALULD RWERA
STEVE RUDE
JUSTIMNE SHAW
PALL SMITH
SPIKE

DREW WEING
GENE YANG

RESPOMSES WERE ESPECIALLY HELPFUL IN PUTTING
TOGETHER PAGE 194 (MATCHING SPECIFIC TOOLS TO

DRAWINGS) BUT I USED THEIR INFORMAETION THROUGH-

OUT THE CHAFTER.

PAGE 185, PANEL SEVEN - THAT TWO DOLLAR

PEN

IF ANYOME IS CURIDUS, IT WAS A PILOT PRECISE W7
ROLLING BalLl, AND YES, T LITERALLY BOUGHT IT AT
LUNCH, DID MY SEETCH, AND DROVE OVER TO PaUL

SMITH'S APARTMENT TO GET A SKETCH WITH THE SAME
FEM. T THIMKE IT WAS ACTUALLY $1.99, 50 WITH CALIFOR=-

HiA SALES TAX; THAT COMES TO ¥4 THE KIND OF

PAPER T BOUGHT FOR THIS IS JUST ABOUT A PEMMY A
SHEET AFTER TaX, 5C THE TOTAL COST WAS $2.15. IF

THE PEN MADE IT TO TWENTY-FOUR PAGES, THAT
WOULD BE AN ENTIRE COMIC DRAWN FOR $2.38 -~
A FAR CRY FROM EVEN THE CHEAPEST OF DIGITAL

TOOLS.

PAGE |188-189 - MORE INFORMATION ON THE
BASIC SET-UP

DESKES AND CHAIRS:

PRAFTING TABLES AND CHAIRS ARE A BIT ON THE HiGH
SIDE, BUT THERE ARE LOWER VERSIONS OF EACH. MAKE
SURE THAT WHATEVER TABLE AND CHAIR YOU GET
MATCH IN HEIGHT, OR YOU'RE GOING TO BE MISERABLE.
ALS0, RESEARCH WHICH CHAIRS SUPPORT YOUR LOWER
BACK TO AVOID BACK PaiM (THIS 15 TRUE FOR BOTH
DRAWING AND COMPUTER SET-UPS)L FYL: THE SIDE
TRAY SHOULD BE aBOUT $30. I'VE FOUND AT LEAST
TWO COMPAMNIES OFFERING TRAYS SIMILAR TO MINE.
PEFINITELY WORTH IT,

LapMbs:

THE SWING=ARMED LUXO-LAMP PICTURED ON PASE 187
WAS 50 COMMON WHEM T STARTED QUT THAT WE
CALLED ANY SWiNG-ARM LAMP & "LUXD." THE INCAN-
DESCENT AMD FLUORESCEMT BULES TOSETHER CAN
REALLY MAKE A DIFFERENCE. INCANDESCENTS ALONE
DON'T EEEP YOU AWAKE AS EFFICIENTLY AND FLUORES-
CENTS ALONE CAN BE KIND OF BLEAK, BUT THE Two
COMBINED APPROACH THE FREGUENCY OF SUNLIGHT
WHICH CAaN TRICKE YOUR BODY INTO NOT NOTICIMNG THAT
YOU'E BEEM DRAWIMNG FOR 14 HOURS STRAIGHT,
HALOGEN LAMPS PRODUCE A SIMILAR EFFECT WHEN NOT
SETTING THE CURTAINS ON FIRE,

ART PAPER:

A FEW RESPONDENTS WHO USE STRATHMORE BRISTOL
BOARD SAID THEY HAD TO SWITCH TC THE HIGHER
GUALITY 400 SERIES RECENTLY WHEN THE PREVIOUSLY
RELIABLE 300 SERIES TURNED CRAPPY. WHETHER YOU
USE BRISTOL BOARD OR MNOT, KEEF AN EYE OUT FOR
MINIMAL BLEEDING OR SPREADING OF INK, ABSORPTION
WHTH MiMIMAL FADING, THE ABILITY TO WITHSTAND
ERASING, SMOCTHMESS FOR PENS, THICKMNESS ENOUEH
NOT TO TEAR OR SET DAMAGED EASILY AND THINMNESS
ENMOUGH TO TRACE OVER WITH A LIGHTBOY (SEE
BELOWD,

T=SGUARE TIF:

A T-SRUARE CAN GET IN THE wiay WHEM YOU'RE NOT
USING IT. I SUGEEST STICKIMNG & COUPLE OF SCOTCH
MOUNTING SGIJARES ABDUT 4 INCHES FROM THE BacK
EDGE OF THE DESK (OME EACH MEAR THE LEFT AND
RIGHT SIDES). THEN, WHEN YOU WANT TO STOW THE
T-5GUARE WITHIN REACH BUT OUT OF THE WAy, YOu
Can _JUST SLIDE IT UP PAST THE SAUARES TO REST.

WORE RABITS:

TAKE BREAKS! IF ¥Ou DO A LOT OF DETAILED WORK
(HAND LETTERING OR TYPING ESPECIALLY) YOU CAN GET
SERIOUS HAND STRAIM WHICH, IF NOT TREATED, CAN
LITERALLY CRIPPLE ¥YOu FOR LIFE! AS S00M AS YOUR
HANDS START FEELING SORE, BEGIN TAKING & FEW
MINUTES OFF EVERY 20 MINUTES OR 50 aND LOOK INTO
GETTIMG A HAND BRACE OR SEEKING OTHER TREAT-
MENTS. REMEMBER, YOUR HANDS ARE TOOL #2 (RIGHT
AFTER YOUR BRAIND. TAKE 00D CARE OF THEM.
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OTHER TOOLS TO COMSIDER:

= A LISHTBOX, A FLAT METAL BOX WITH LIGHTS
INSIDE AND & TRAMSLUCENT PLASTIC SURFACE.
TURNS THICK DRAWING PAPER LIKE BRISTOL BOARD
INTO TRACING PAPER THROUGH BACK-LIGHTING.

= AN ULTRASCOMIC CLEANER. A LITTLE VIBRATING TUR
THAT CAN CLEAN TRADITIONAL TECHRICAL PEM
BARTS (PAGE 193, PANEL 22, IN CASE YOU PLAN TO
&0 HARDCOORE, THEY'RE PROBABLY AN ENDANGERED
SPECIES, ALONG WITH THE PENS THEMSELVES, BUT
I FOUND ONE ON THE WER FOR S0 DOLLARS, SO
THEY STILL EXIST AS OF THIS WRITING.

« A CUTTING MAT. A BI6, RUBBERY BOARD YOU CaM
SLICE INTD REPEATEDLY WHILE CUTTING BRISTOL
BOARD AND ODTHER PAFPER WITHOUT DAMASING IT
{"SELF-HEALIMG" aAS ONE SITE PUT |T). voul
SHOULD BE ABLE TO FIND ONE FOR UNDER 520,
BUT PRICES SEEM TO WARY A LOT. DEFINITELY
LISEFUL IF YOU PLAN TO USE AN X=-ACTO OR UTILITY
ENIFE OFTEN,

= & PROPORTION WHEEL. A CIRCULAR SLIDE RULE
WITH A SERIES OF NUMBERS ALOMNG THE EDSES OF
TWo COMNCENTRIC PLASTIC DHSKS INDICATING
CORRESPONDING SIZES FOR REDUCTIONS AND
ENLARSEMENTS. USEFUL FOR PLACING ON TOP OF
GLASSES OR MUGS CONTAINING CARBOMATED
DRIMES TO KEEP THEM FROM GOIMG FLAT.

PAGE 190, PANELS ONE-THREE - REDUCING
FOR PRINT
BEAR IN MIND, YOUR LINES WILL BE GETTING THINNER

WHEN REDUCED FOR PRINT, IF TOO THIM, THEY MaY
START BREAKING UP, S0 PLAM AHEAD.

e [mea— B

PAGE 190, PANEL FOUR - PENCIL
PREFERENCES

MY RESPOMDENTS SHOWED & LOT OF PASSION FOR
SPECIFIC TOOLS, AND DISMAY WHEN ONE OR MORE
TOOLS CHANGED OR WERE DISCONTINUED,

"L STRUSGLED FOR YEARS TO FIND THE PERFECT
PENCIL," WRITES Pia GLUERRA. WHEN PIA™S VENUS
VELVET HB YELLOWS RAN OUT SHE COULDN'T FIND
REPLACEMENTS ANYWHERE. “&0IMNG ONLINE T LEARNED
THERE WERE PEOPLE WHO COLLECTED PENCILS(T? AND
THEY WERE FamiLIAR WITH THE vELVETS AND HOW
GOOD THEY WERE AND WISHED ME LUCE IN FINDHNG AN
EGUINVALENT SINCE THE COMPANY STOPPED MAKING
THEM.” EVENTUALLY, AFTER TRYING NEARLY EVERY ART
PEMCIL ON THE PLANET, PlA SETTLED ON MIRADO F 2.5
SCHOOL PENCILS AND STOCKED UP. "IF YOU FIND
SOMETHING THAT WORKS, BUY LOTS OF IT," SHE
SUGGSESTS, A SENTIMENT THAT wWaS ECHOED REPEAT-
EDLY i OTHER RESPOMNSES.

GETTING JUST THE RIGHT PEMNCIL 15 ESPECIALLY
IMPORTANT FOR THOSE WHO DO THEIR FINISHED LINE
WORK WITH ONE, AS FOUR OF MY RESPONDENTS MNOW

DO, THAMES TO TECHNOLOGICAL ADVANCES.

I JUST USE WHATEVER .7 MM MECHAMICAL PENCIL HAS
THE BEST GRIP, BUT I'M OMLY DOING LAYOUTS WITH IT
BEFORE HEADING INTO DIGITAL FOR EVERYTHING ELSE,
I AM LOYAL TO MY PINK PEARL ERASER, THOUGH.

OTHER PINK ERASERS SEEM HARD AND SREASY TO ME.

MON-REFRODUCIBLE PENCILS SPARKED SOME LIVELY
DISCUSSIONS. THESE ARE LIGHT-COLORED PEMCILS
THAT DON'T HEED TO BE ERASED AFTER INKING
BECALISE THEIR HUES DON'T SHOW UP [N PRE-PRESS
PHOTOGRAPHY, PHOTOCOPYIMNG OR EVEN SCANNING (AT
LEAST I8 THEQRY) I CALL THEM "BLUE PENCILS®
BECALSE I'M FROM ANOTHER CENTURY, BUT THEY
ACTUALLY COME 1M A FEW COLORS THESE DAYS, THE
MOST POPULAR SEEM TO BE THE SANFORD COL-ERASE,
AND I'M TOLD THAT WHEN THEY WERE TEMPORARILY
DISCONTINUED RECENMTLY IT WAS LIKE THE ARAR OIL
EMBARGD OF 1973,

SOME, LIKE JASOM, HOPE AND JUSTINE, DO A SIGHIET-
CANT AMOUNT OF DETAILED WORK [N NOMN-REPRD
PENCILS, OTHERS USE THEM ONLY FOR PREPARATORY
SKETCHES BEFORE PENCILLING WITH SRADHITE PENCILS,
STILL OTHERS WON'T TOUCH 'EM AT ALL.

i

PAGE 191-192 - BRUSHES WITH GREATNESS

AFTER ALL THESE YEARS, THE EING OF BRUSHES STILL
SEEMS T BE THE VENERABLE WiNDSOR-NEWTON
SERIES #7 FINEST SABLE, WHICH USES OMLY "ROLINSKY"
SABLE HAIRS, MADE EXCLUSIVELY FROM THE WINTER
FUR OF THE MALE SABLE'S TalL — AND NG, I'M NOT
MAKING THAT UP. THE #i=2 SIZES ARE THE MOST
COMMON AMONG THOSE I TALKED TO, ALTHOUSH I
HEARD FROM ARTISTS LSING A #0 WVERY FINED ALL THE
Way TO A #5 (BIG; BUT STILL CAPABLE OF FINE LINES
— N FACT PAUL SMITH, WHO USES A #5, REPORTS an
IMPROVED FINE LINE WITH THE BIGSER BRUSH). PRICES
WARY, BUT EACH S1ZE NUMBER ADDS APPROMIMATELY
%10 TO THE PRICE.

MOT ALL WINDSOR-MEWTON SABLES ARE GEMS. PAUL
QUAOTES ONE BRUSH CONNOISSEUR AS SAYIMNG
"WINDSOR-NEWTON MAKES THE FINEST BRUSH IN THE
WORLD... EVERY ONCE IM & WHILE." TO FIND A &OOD
OME, PAUL SUGGESTS FLICKING & WET SABLE WITH
YOUR WRIST RIGHT IN THE STORE (AFTER ABOUT FOLR
MINUTES IN WATER, SOAKED UNTIL IT LOSES ITS SHAPE)
TC SEE IF IT NATURALLY SNAPS TO A POINT. IF 50,
THAT'S THE SHAPE IT WANTS TO TAKE AND YOL CAN
PULL OUT YOUR CREDIT CARD. IF IT SPLITS, IT'S A
CURSED EVIL IMPOSTER AND YOU SHOULD PUT IT Back
ON THE SHELF.

OTHER BRUSHES MENTIONED BY MY RESPONDENTS
INCLUDE THE CHEAP, YELLOW LOEW-CORMELL #2 (ONCE
USED, THOWEH NOT NECESSARILY ENDORSED, BY DREW
WEINED, THE ORANGE TIF RAPHAEL 4 SABLE BRUSH
SERIES B4O4 PAVORED BY JESSICA ABEL, AND
WINDSOR-MEWTON'S SCEPTRE GOLD, A HALF-SABLE,
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HALF-5YNTHETIC MIX WHICH |5 CARLA SPEED MCNEIL'S
WEAPON OF CHOICE,

ANY MATURAL BRUSH REGUIRES GREAT CARE, WaASH OUT
THE IMNKE. THOROUGHLY WHEN NOT IM USE. IT'S ONLY A
MATTER OF TIME UNTIL A BRUSH LOSES IT5 SHAPE, BUT
WITH FREGLENT CLEANING, YOU CAN EXTEMND (TS LIFE
COMSIDERABLY. WILL EISMER SUSGESTED WaY BACK IN
82 THAT I WRAP A PIECE OF PAFPER TAPE A FEW
MILLIMETERS ABOWE WHERE THE METAL MEETS THE
HAIRS TG HELP THE BRUSH KEEP |T2 SHAPE, AND THAT
DEFNITELY HELPED. IN FACT, WHEN I WAS WORKING N
BC'S PRODUCTION DEPARTHMENT THAT YEAR, BRIAN
BOLLAND CAME IN TO MAKE S0ME CORRECTIONS,
BORROWED MY EISNER-IZED SABLE AND MENTIONED
WHAT & GOCD LINE IT GAVE.

e

PAGE 192, PANELS ONE-FOUR - BRUSH
ALTERNATIVES

I w5 an EARLY aDOFTER OF SYNTHETIC BRUSHES
STARTIMG IW [F82. I8 FACT MY OLD SERIES 20T! WAS
FILLED WITH FELT BRUSH WORK, BUT I SYMBATHIZE
WITH THOSE WHO DON'T TRUST THEM, AND I'D HARDLY
POINT TO MY COMICS WORK FROM THAT DAY AS AN
EXAMPLE OF GREAT INKING.

CRAlG THOMPSON'S TRUSTY PENTEL POCKET BRUSH
PENS (SEE ABCWEY COME WITH REFILLABLE CARTRIDGES
OF PUSMENT INKS AS DO THE KURETAKE AND AITOH
BRUSH PENS, BUT MANY SYNTHETIC BRUSHES ARE
BASICALLY BRUSH-SHARED FELT-TIPPED PENS, PROG-
AELY THE MOST POPULAR, ESPECIALLY WITH MANGS
FAMS, ARE COPIC MARKERS, A FAST-DRYING MARKER
WITH A CHISEL POINT O ONE EMND AND A FLEXIBLE FELT
BRUSH ON THE OTHER. THEY COME IN mMaNyY COLORS AND
ARE OFTEN USED FOR INKING AND COLORING, BUT
DOM'T SEEM A5 COMMOM [N THE PROFESSIOMAL
COMMUMITY == YET. RESPONDENTS TO THE SURVEY WHO
MENTIONED USING FELT BRUSHES LISTED SAKURA'S
PraMa BRUSH PEN AMND THE ZEBRA 303 BRUSH PEN,

HanY SABLE USERS REALLY HATE THE FELT BRLUISHES.
FELT BRUSH USERS AREN'T EXACTLY JUMPING TO THEIR
DEFEMSE, BUT SOME SEEM PRETTY SATISFIED. UMIGLE
AMONG THE aRTISTS I TALKED TO was SPIKE, WHO
SAID SHE USES A SABLE BRUSH MOW, BUT THINES FELT
BRUSHES ARE GREAT. "I USED THEM AS TRAIMING
WHEELS FOR OVER TWO YEARS BEFORE I GRADUATED
TO REAL BRUSHES,” SHE WRITES. "I WOULD HaWE NEVER
HAD THE CONFIDEMCE AND PATIEMCE TO DEAL WITH A
BRUSH STRAIGHTAWAY AFTER I 5TOPFED USING PLAIN
MARKERS TO INE, 50 I'VE GOT NO PROBLEM WITH ‘EM
AT ALL."

PAGE 192, PANELS FIVE-SEVEN = NIB PENS

A NUMEER OF RESPONDENTS 5TILL USE NiB PENS, BUT

ART @Y TOC FETCH {SEE ART CREDITS, PAGE 2580,

MANY COMPLAIN AROUT THE QUALITY OF PRODUETS
AVAILABLE N THE (L5, THE ONCE RESPECTED NIBS FROM
HUNT AND SPEEDBALL (MOW THE SAME COMPANY) HAVE
REPORTEDLY SUFFERED IN BOTH SELECTION AND
GUALITY OVER THE YEARS: THOUGH THE HUNT #1902
AND #1108 CROWGEUILLS AND #R-5 AND #22 MIES ARE
STILL BEING USED, AND SOME S5TILL SWEAR BY THEM
(NCLUDING DREW WEING, BUT HE COULD &6ET &0CD
LINES CUT OF A SHICKERS BAR). CARTOONISTS IN MEW
YORKE REPORT THE SROWING POPULARITY OF THE
JAPANESE & PENS (BRANDS MAY INCLUDE ZEBRA,
TACHIKAMS, AND MIEED), THE & PENS ARE BaSICalLy
THE SAME THING AS TRADITIONAL MIE PENS BUT
STROMGER AND WELL-MADE, DD LASKY SAID HE'S
USING THE ROTRING ART PEN, A NIB PEN WITH ITS CWHN
BARREL OF s8¢, MUCH LIKE THE PENTEL POCKET BRUSH
AND ITS COUSING, Da/ID DESCRIBES THE ROTRIMNG AS
“MigH MAINTENANCE"™ THOUGH, AND COMPARED IT TGO
"OWNING & VESEA™

PAGE 192-193 - FIXED WIDTH AND TECHMICAL
PENS

TRADITIONAL TECHMICAL PENS LIKE THE KOH-TI-MOOR
RAPIDOGRAPH WHICH NEED TO BE DISASSEMBLED TO BE
REFILLED AND CLEANED MaY BE & DYING BREED, BUT
SOME CARTOORMISTS STILL SWEAR 8Y THEM. HOWARD
CRUSE DOES 90% OF HIS INKING WITH TECHNICAL PENS,
AND KRIS DEESEN USES THEM FOR EVERYTHING.
ROTRIMNG AND STAEDTLER SEEM TO BE OFFERING NEWER
VERSHING OF THE TRARDITIONAL DESIGHN, WITH
CARTRIDGES, WHICH MIGHT BE EASIER TO MAINTaIN, IF
MORE EXPENSIE IN THE LONG RUNM,

HEW YORK
STATE ARTIST
TG FETCH,
AFTER SCME
TAZILINGLY
INTRICATE
TECHMICAL
EEN WORK
(AT LEFT)
RECENTLY
RETURMED
TG HIS FIRST
LOWE, THE
FPENCH.

FLENTY OF ARTISTS FIND FIXED-WIDTH PiGMA MICROMS,
ALVIN PEMSTIX AND OTHER PRECISION FELT=TIPS AN
ADEGUATE, HASSLE-FREE ALTERMATIVE TO TECHMICAL
PEMNS. THEIR MAKERS CLAIM AN "ARCHINMAL GUALITY" INK
(OLD=5TYLE FELT-TIPS WERE NOTORIOUS FOR FADING,
AND COME (M THE SaME PRECISION SIZES AS OLD
SCHOOL TECHNICAL PEMS. IF THE IME IS 00D AND THE
LIME 15 SMOOTH AND CONSISTEMT. I 5AY &0 FOR T, BUT
BEAR IN MIND THAT YOU'LL 0 THROUGH DOZENS OF
THOSE SUCKERS DURING THE LIFETIME OF ONE RaPIl0-
GRAPH, 50 LONG-TERM COST MIGHT BE WORTH
CONSIDERING.

SOME CARTOOMISTS,: LIKE JASON LITTLE, REPORT LiKinG
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THE "DEAD" LIME THAT ALL FIXED-WIDTH PENS
PRODUCE. OTHER USERS SEEM A BIT RESTLESS THOUGH.
DEREK KIRK KiM USED COPIC'S FIXED-WIDTH MULTILIN=
ERS IM THE LAST FEW YEARS, BUT HE'S CONSIDERING
GOING BACK TO CROWGUILL. WEBCOMICS CREATOR
SHAEMON GARRITY REFERS TO HER OWN USE OF
MICROMS AS "LAME."

STILL, T NOTICED A CHEAD TOOL GRAMADOD EMANATING
FROM THE WEB-5aNY Bay AREA INDY SCEME.
"BRUSHES, SHARPIES, PISMAS AND EVEN BALLPOINT
PENS ARE USED,"” WRITES GENE YANG, "[JESSE HAMM]
WALKED UP TO ME AND DEREX DURING & 5aM DIEGOD
CON YEARS AGD AND SAID, ‘MIGHOLA DOES EVERYTHING
WITH A FleMa AND A SHARPIEI I DON'T THINKE JESSE'S
PICKED UP A BRUSH SIMCE."

PAGE 193, PANELS FOUR AND FIVE = INKS
AND WHITE PAINT

THREE RESPONDENTS CRITICIZED THE ALLEGED
WATERING DOWN OF THE ONCE-STANDARD HIGGING
BLACK Ma&IC INK (STEVE BISSETTE CALLED IT “&REY
SWILL™ BUT TWO OTHERS REPORTED STILL USING IT.
R, EIRUD JOHNSONM USES SPEEDBALL SUPER BLACK FOR
HIS RICH, COMPELLING BRUSH WORK. MEANWHILE,
JAPAM'S PELETER BRAND INK AND WHITE CORRECTION
PAINT ARE CATCHING ON FAST IN NEW YORK.

PAGE 195 = A LETTERING ALTERNATIVE

HOWARD CRUSE HAS A SMART SYSTEM FOR THOSE WHO
WANT TO SET THE BEMEFITS OF SUIDELIMNES LIKE THOSE
MADE BY AN AMES GUIDE, WITHOUT DRAWING THEM
OWVER AND OWVER, HE MADE A SET OF GUIDELIMNES IN
ADOBE ILLUSTRATOR, PRINTED THEM OMTO CLEAR
SHEETS AND JUST PLACES THEM AND HIS DRAWING
FaPER OVER & LIGHTBON.

PAGE 197 - DRAWING THIS BOOK DIGITALLY

JUST TO BE CLEAR, THE LAYERS I'M TALEING ABOUT
ARE VIRTUAL, I DON'T ACTUALLY PRIMT AND STACK
THEM LIKE THAT! IT ALL HAPPENS IN PHOTOSHOP, I'LL
POST MORE DETAILED STEP-BY-STEPS OMLINE (S5EE WEB
ADDRESS AT BOTTOM.

PAGE 199, PANEL SEVEN - BRUSHES AND
BUSHES!

PHOTOSHOP ALLOWS YOU TO SET SEVERAL PARAMETERS
WHEM YOU TURM A SHAPE INTO A BRUSH, BUT THE
FPROGRAM DOESH'T MAKE IT EASY. T'LL POST A QUICK
TUTORIAL O THE SITE.

PAGE 203 = LETTERING IN ILLUSTRATOR

CHECK CHAPTER FIVE AND A HALF (RIGHT) FOR MORE ON
DIZITAL LETTERING METHODS, INCLUDIMG A COOL
LAYER TRICK THAT ALLOWS ENDLESS REPOSITIONIMG
OF TAILS AND LIGHTNING-FAST PANEL BORDERS,

PAGE 204, PANEL EIGHT - THE TABLET
MONITOR

AS T WRITE THIS THE OhLY WAYS FOR GRAPHIC ARTISTS
TO DRAW DIRECTLY ON THE SCREEN ARE TO GET A
TABLET PL OR WALOM™S CINTIG MONITOR -- aND FOR
MALC LSERS LIKE ME, THE CINTIG 15 OUR OMLY OPTION,

I LIKE THE CINTIA & LOT. T PROBAELY COULDN'T HAVE
DONE THIS BOOK HALF AS FAST OR HALF AS WELL
WITHOUT IT. BUT THE OnLY SRAPHICS-FRIENDLY MODEL
THE MANUFACTURER 15 SELLING AS T WRITE THIS COSTS
MORE THAN & WHOLE NEW COMPUTER (320499 THOUSH
THINGS MaY HAVE IMPROVED BY THE TIME YOU READ
THISY,

IT'S A PRETTY MAMMOTH INVESTMENT, BUT IF YOU
HAVE SERIOUS HAND STRAIN PROBLEMS LIKE I DID 1N
2003-2004, OR YOUPRE BEING PAID ENOUGH FOR YOUR
ART THAT YOU CAN LOG GAINS IN PRODUCTIVITY AS
PROFIT, THEN GETTING A TABLET/MONITOR MIGHT
MAKE SEMSE.

PAGE 204-205 - INDUSTRY STANDARDS

THE MHaJORITY OF COMICS PROS T ENOW WHD ARE
MAKING COMICS DIGITALLY DO 50 ON A MACINTOSH
COMPUTER RUNMING ADOBE'S SRAPHICS PROGRAMS.
ADOBE PHOTOSHOR IS THE PROGRAM NEARLY ALL OF US
OwWn, FOLLOWED BY ILLUSTRATOR, ADOBE'S PRECISE
"OBJECT-ORIENTED" DRAWING PROGRAM, AND DREAM-
WESVER FOR WEB AUTHORING. (DREAMWEAVER USED TO
BE IN COMPETITION WITH ADOBE'S LESS-POPULAR
HOLIVE, BUT ADOBE BOUGHT THE COMPANY IN 20050

GETTING ALL THREE PROGRAMS OFF THE SHELF ADDS
UP TO ARCUND $,000, BUT DEPENDING ON WHAT yYou
WARNT TO ACCOMPLISH, THERE MAY BE CHEAPER OR
EVEN FREE ALTERNATNES OUT THERE. CHECK THE SITE
FOR MORE DETAILS.

CHAPTER 206 - GUIDES TO WEB PUBLISHING

ALSO SEE THE ADDRESS BELOW FOR SOME POINTERS TO
WER PUBLISHING. (T'M RUNNING OUT OF ROOMBD

CHAPTER FIVE AND A HALF!

I FOURD QUT IN REINVENTING COMICS HOW DIFFICULT IT
IS TO DESCRIBE WEB-MNATIVE TECHNIGUES IN A BLACK-
AND=WHITE B00, 50 I'VE PUT MOST OF MY DIGITAL
NOTES ONLINE, I'M ALSO OING TO SEE IF I CAM
PROVIDE UP-TO-DATE INFORMATION ON EQUIPHMENT AND
SOFTWARE, SINCE THAT TOPIC 15 A MOVING TARGET.

&0 To:
WWW.SCOT TRCCLOUDCOM/ MAKING COMICS
AND LODK FOR

THIS BUTTON: CHAPTER

9z
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Chapter Six

Three Essays about Style

Your Place in Comics

ERTELR R EH TR AR e F

A R

IF I HAD THE S
GO0 SENSE TO WRITE AN ORDINARY
HoW-TG BOOK, THIS WOULD BE THE CHAPTER
WHERE I EXPLAIN HOW TO “CHOOSE A STYLE
THET'S RIGHT FOR YO il

s

BUT STYLE
ISN'T REALLY SOMETHING YOU CaN

CHODOSE OFF-THE-SHELF LIKE A SCARF OR A
PAIR OF S0CKS. ITS ROOTS 560 DEEPER
THAN THAT.

AND
YOu DON'T
ALWaYS “CHOOSE™

TOUR STYLE.

SOMETIMES IT
CHOOSES

YOu.

“STYLE™ USUALLY DESCRIBES SURFACE DETAILS LIKE
LINE QUALITY, & way oF Drawise FACES oR
OME'S USE OF DIALOGUE.

BUT MANNERISMS LIKE THaT ARE JUST
BYPRODUCTS CF ARTISTS' ATTEMPTS TO
PRESENT THE WIORLD A5 THEY SEE IT —

LAST Blian ART B JIM wWoODRING, KVLE BaRER, J0E
SACCO AND CHRIS wWARE (S5EE ART CREDITS. PAGE Z5al,




=- AND TO CAPTURE THE ASPECTS oF COMICS
THAT iy HaVE CAPTHRWATED THEM a5 READERS.

BEHIND THAT STRUGELE LIES THEIR FUNDBRMENTAL
OUTLOOKE ON LIFE aND ART -

=
~

-~ & STATEMENT OF THEIR PASSIONS AND
PRIORITIES ==

== ppl ECHO OF THE TIMES AnD PLACES

THEYWE COME FROM ==

T
[
£

-= AND A SIGNPOST TC WHERE THEY WanNT
THEIR CHOSEN ART TO TAKE THEM.

s SHORT:

DISCOVERING YOUR OWN “STYLE™ 15 &
DEEPLY PERSONAL PROCESS WHICH CaM
TaEE YEARS --

-~ AND IT
CAN'T 8¢
TAUGHT IN &

BOOK.

ART BY JEFF SMITH. BusiIK0 TAKAMASHI, HARJANE SATRAPL 2.‘3

ERIC DROOKER OSAMU TEILA, HERGE, CHARLES SCHULL, PHOERE
ELOBCkMER. DAVID B AsD DEMIAN § (SEE ART CREDHTS. PaGE 2561



BUT.
EVEN THOUGH THE BATH TO

FINDING YOUR PLALCE IN COMICS 1S
OME THAT ¥OU'LL HAVE TO WALK
ALONME --

-= THE == AND THE SKILLS
BEMEFIT OF THE TO DRawl YOUR
EXPERIENCES oF OWN MaP WHEN
THAT LanNDSCaPE
CHANGES.

THOSE WHO HAVE
GOME BEFORE -~

-— FOLLOWED BY A FEW [DEAS ON
THE EVOLUTION AND LISES OF THE MASS
STYLES WE call "GENRES™ --

BANEL FIVE: ART BY AUMING TARAHASHI
{3£E ART CREDITS, PaGE 2587,

== Y0 CamM GET THERE & LOT
SOOMER IF YOU HAWVE A BiE ENOUGH MAP
OF THE PLACES You CAN 60O -

TO GET STARTED THEM, HERE
ARE THREE SNAPSHOTS ofF THAT
WORLD OF COMICS STYLES, STARTING WITH
MY Wi PERSONAL TAKE ON THE
MANG A PHENOMERNON --

~- AND AN UNUSUAL, BUT I
HOPE USEFUL, NEW Wiy OF LOOKING AT
COMICS CULTURE AND THE IDEALS

THAT Can BOTH SEPARATE US aND
BIND US TOGGETHER.




9 <4
1
UNDERSTANDING
MANGA
2= 5
Zr =

I B e e

MY DAy JOB Was AT DC COMICS iN

ROCKEFELLER CENTER, JUST A COUPLE OF [
BLOCKS FROM BOOKS KINOKUNIYA, ONE OF » IFLr-
THE BIGGEST JAPANESE BOOKSTORES IN =
AMERICA. IH

N

1
=\

E

IN 982, JUST oUT

OF COLLESE AND LIVING [N MANHAT TAM, I
BECAME OBSESSED WITH READING JAPANESE
COMICS, or “"MANGA.™

FUNNY THING
15, ALMOST NONE
OF WHAT T WAS
READING HAD BEEN
TRAMSLATED anD
I DIDN'T KNOW A
WORD OF
JAPANESE!

ALMOST EVERY DAY, ON MY LUNCH HOUR, I'D
RIFLE THROUGH THEIR SHELVES “READING®
THE PICTURES PANEL-BY-PANEL, RIGHT TO
LEFT, COVER TO COVER.

IN THOSE PAGES, I FOUND A LOT oF VISUAL | -||
STORYTELLING TECHNIQUES RARELY SEEN || i
IN AMERICAN COMICS THAT T WAS EAGER TO it
I PUT Is MY OWHN COMICS AS SOON AS T GOT .I-l 'll

THE CHANCE.* i |:

I%E SEEM BOOKS

ABOUT THE HISTORY, BUSINESS
AND CULTURE OF MaMGA AND PLENTY
OF Manma STYLE HOW=TO=-DRAW
BOCKS ==

== BUT IM 24
YEARS, I'VE RARELY
SEEM ANYONE FOCUS
ON THESE BASIC
STORYTELLING
TECHMIGUES. 50
LET'S TAKE A
CLOSER LOOK
RO,

R

R

* Twid YEARS LATER, AS IT HAPBENED,



I [982, SUPERHERD COMICS WERE EVEN MORE DOMINANT IN AMERICAN COMIC BOOKS THAM
THEY ARE MNOW, AND DC COMICS" OFFICES WERE RIGHT I8 THE CENTER OF THAT INDUSTRY.

MY TWO=-AND=a=HALF BLOCK WaLK FROM
DC TO KINDKUNIY A SPANNED AN OCEAN OF DIFFERENCES
BETWEEN THE TWO COMICS CULTURES,

g
=

-~
e

S

AT LEAST EIGHT ©F THE MANGA STORYTELLING TECHNIGUES I FOUND ON KIND'S SHELVES WERE
ALMOST COMPLETELY ABSENT FROM MAINSTREAM SUPERHERD COMICS AT THE TIME, INCLUDING:

ICONIC CHARACTERS. .

gy | THE SIMPLE. EMOTIVE FACES N
J/\ AND FIGURES WHICH LED TO

THE KIND OF READER

IDENTIFICATION I TALKED

ABOUT IN UNDERSTANDING

COMICS, PAGES 29-45.

2 GENRE MATURITY. an
N UNDERSTANDING OF THE UNIGUE

STORYTELLING CHALLENGES OF
= LITERALLY HUNDREDS OF
CHFFERENT GEMRES INCLUDING
SPORTS, ROMANCE, S.F.,
FANTASY, BUSINESS, HORROR,
SEXUAL COMEDY, ETC..

A BROAD VBRIETY OF
CHARACTER DESIGNS,
FEATURING WILDLY DIFFER-
ENT FACE AND BODY TYPES
AMD THE FREGUENT USE OF
RECURRING ARCHETYPES.

A 5TROMG SENSE OF PLACE.
EMVIRONMENTAL DETAILS THAT
TRIGEERED SENSORY MEMORIES
AND, WHEN CONTRASTED WITH
MOOMIC CHARACTERS, LEAD TO
THE “MASEING EFFECT™
DISCUSSED IN UNDERS TANDING
COMICS PASES 42-45).

SMALL REAL WORLD
DETAILS. AN APTRECIATION
FOR THE BEAUTY OF THE
MUNDANE, AND TS WABLUE
FOR CONNECTING WITH
READERS' EVERYDAY EXDERI-
ENCES -- EVEN IN FANTASTIC
OR MELODRAMATIC STORIES.

FREQUENT USES OF
WORDLESS PANELS.
COMBINED WITH ASPECT TO
ASPECT TRANSITIONS
BETWEEM PAMNELS; PROMPTING
READERS TO ASSEMELE SCEMES
FROM FRASMENTARY VISUAL
INFORMATION.

darious EMOTIONALLY
EXPRESSIVE EFFECTS
SUCH AS EXPRESSIONISTIC
BACKEROUNDS, MOMTAGES

T AND SUBJECTIWE CARICATURES
i — ALL AIMED AT &IVING
READERS A WINDOW INTO WHAT
CHARACTERS WERE FEELIMNG,

SUBJECTIVE MOTION.
USING STREAKED BACKGROUNDS
TO MAKE READERS FEEL LIEE
THEY WERE MovING WITH a
CHARACTER, INSTEAD OF JUST
WaATCHING HOTION FROM THE
SIDELINES,

LEFT COLUMM: ART & Marasar] & ADaCH! I3 D3aMI, OhAmL 2'6 RIGHT COLUMAE SHINH MEZUSHIMA, ¥aMASAK] & ADBCHI, D5aMU TEZUHA,
TEZUKA AND YASLITI O5IMA EELY MAKAZ A AND RIFOKD IREDW (SEE ART CREDITS. PasE 2580,




Wil

EACH

| LS

OF THESE CONTRIBUTED
TO THE MANGA EXPERIENCE M
DIFFERENT WAYS, BUT AS I
STUDIED MY OWN REACTIONS AS A
READER aND LOOEED INTO
ManEA's ROLE W JaPaNESE

SOCIETY +=

THEME EMEREING, AS IF
ALL OF THESE TECHNIGUES
WERE BEING DEPLOYED

MOTICED A COMMON

TOWARD A SINGLE
PURPOSE...

WHETHER THROUSH
THE ICONIC FACES
AND VARIED VISUAL
ARCHETYPES THaT
NEEDED TO BE FILLED
iN BY THE READER TO
BRING THEM TO LIFE —

== OR THE SILENT,
WANDERING
ENCOUNTERS WITH
ENVIRONMENTS
CAPABLE OF PLACING
READERS WITHIN A
SCENE -

-= OR THE DIRECT
COMNMECTION TO THE
REAL-LIFE
EXPERIENCES
AND INTERESTS
OF THE AVERAGE
READER -

-~ OR THE GRAPHIC
DEVICES MEANT TO
MOVE READERS
EMOTIONALLY. as
WELL a5 LITERALLY
MO IR WITH THE
ACTION ==

-— ALL oF

THESE TECHMIGQUES
AMPLIFIED THE SENSE
oF READER
PARTICIPATION
I AN GA, A FEELING
OF BEING PART OF
THE STORY.
RATHER THAN SIMPLY
OBSERVING THE
STORY FROM AFAR.

- &
HMIDDLE TIER: SEE ART CREDNTS, PAGE 254,

AND FOR ALL THE

TALE OF FORMATS,
MARKETING AND
“CULTURAL DIFFERENCES™
IN 1982, T BECAME
COMVINCED THAT IT Wias
THIS GUALITY OF ManEs
THAT HAD FUELED ITS
MASSIVE SUCCESS AT
HOME - AND,
POTENTIALLY, IN i
MORTH AMERICA.




g HOW, THE MANGA INDUSTRY was HUGE anNp -

VARIED IN 1982, I'M NOT SUGSESTING THERE WAS

ANY KIND OF DELIBERATE “NATIONAL STYLE™
FOCUSING OM READER INWVOLVEMENT.

MANY OF MANGA’S READER
PARTICIPATION TECHNIGUES CAN
BE TRACED TO JAPAN'S “SOD OF
Mansa,™ OSAMU TEZUKA,
WHO HAD BEEN INSPIRING MANGA
ARTISTS SINCE THE LATE ‘405,

" LR R |
iM FACT, THE
J DIFFERENCES I WAS

- - SEEIMG BETWEEN MANGS
_! AND MAINSTREAM AMERICAN
5 : COMICS MAY, IN PART, HAVE
1 SJUST BEEM AN ACCIDENT
prd N 7 _ OF HISTORY.
™ TV

-+ : Il - LU[ i : . Fir-e e A .
iR (| s
; _I'I I.“,' \\
1 i | SUBJECTWE MOTION FROM TEZUKA'S FIRST HIT MEW
| TREASURE ISLAND, /Y7,

LUSUALLY, A POWERFUL

AND POPULAR ARTIST ~- BUT TEZUKA'S OUTPUT ENCOMPASSED SUCH A DIVERSITY OF
WILL JUST SPainM &
GENERATION OF
CARBON COPIES --

STYLES AMD GEMREES THAT EVEM HIS MOST SLAVISH IMITATORS HaAD
TO Pick WHICH TEZUKA TO IMITATE, WHILE THOSE FOLLOWING THE
SPIRIT OF HIS WORK SOUGHT DIVERSITY IN THEIR OWN STORIES,

PR
BY 1982, WITH STRONG, CONSISTENT INFUT FROM READERS, EACH GEMRE HAD TAKEM

A UNIGUE SHAPE THAT STROVE TO MATCH THE LEVEL OF IMMERSION FELT BY ITS
READERS -- AMD AUDIENCE INVOLVEMENT TECHNIGUES DD THE TRICK MICELY.

JUST AS 1N
MATURE. A WIDE
DIVERSITY OF
ARTISTIC
SPECIES HELPED
SPEED MANGA'S
EVOLUTION.

-
RS i o
_JLEs
=
I

PAMELS Two AND POUR: ART &Y OSAMU TEZLRA, N
BAKEL S SEE ART CRENTS, PASE 258, A EtB



aLmosT 25 YEARS LATER.
TRAMNSLATED MANGA ACCOUNT FOR MANY OF THE
BEST=-SELLING comics iIN NORTH AMERICA - aND TS
NOT JUST BECAUSE OF THE CARTOOM TIE-INS!

MANGA :
STORYTELLING spr..q:‘:%‘ E f L - i
TO READERS TODAY |- Al |

FOR MaNY OF THE SAME T '
REASONS IT DID TO

BUT UNLIKE 19282,
THE DIFFERENCES
BETWEEN NCRTH

AMERICAN COMICS AND
MANGA AREN'T AS
PROMOUNCED AS THEY
OMNCE WERE.

ME Back i [F82, E
gt |mi —
i R {E
WH i - [ 11 b e :]1
= f e 2 el | F
= i 11 =
et e —— H-H""-\-..

e e
r} | v " ""' Sty S -\""\-\.‘ "
Iy AR e I i [ i

PROWVED HOSPITABLE
TO MANY OF THE
SAME GQUALITIES
LISTED ON BacE 2i6,

THE GROWING
ALTERMATIVE anp SOME ARTISTS

GRAPHIC NOVEL 'ggﬂfgssmﬁm
MARKETS HAVE [ FENRES

HAVE EMBRACED
MAMNGA STYLES.

AMD PLENTY OF
WEBCOMICS ARTISTS WHIPVE GROWN UP
WITH ANIME AND MaMNGs HAVE INCORPORATED
ITS SEMNSIBILITIES INTO THEIR Owh WORK,

STILL, DISTINCT DIFFERENCES
REMAIN BETWEEN TODAY'S DOPULAR MANGA IMPORTS
AND THE AVERAGE NORTH AMERICAN COMIC, BOTH ON
THE SURFACE AND UNDER IT —

== AND THAT SENSE
OF AUDIENCE PARTICIPATION
CONTINWES TO BE A FACTOR.

PAMEL THREE: ART BY CRAIE THOMPSON, CHRTS WARE, CHYNpA,
CLLAGETON SN0 DEREX KIRX KIM, PANEL FIWE: ART Y FRED
GALLAGHER. [SEC ART CREDNTS, PAGE 258,

PANEL Soc ART B BuiMICD TCAHASR], MOYOCO ANNO, CLAMP,
MATSLE ] TR, MASASH! KISHIMOTO AN A VA2 AWM, (SEL ART
CREDITS, PAGE 2580,



THE STORYTELLING |8

Jaman's SHOJO* TITLES IS PARTICULARLY

COMPELLING, AND DISTINGT FROM WESTERN
MAINSTREAM COMICS,

I THE NORTH AMERICAN TRADITION, THE PHYSICAL
POSITIONS OF CHARACTERS IN RELATION TO ONE
ANCTHER TEND TO BE CAREFULLY SHOWMN, AS IF THEY
WERE PIECES OM A CHESSBOARD -- EVEN IN NON=
ACTION GEMRES LIKE ROMANCE.

-

T

BUT STRUGGLES
OF THE HEART ARE
EMOTIONAL
NOT PHYSICAL;
THEY HAPPEN

INTERNALLY --

= -_.-l ==
B

~= 50 WHEN
EMOTIONS RUN
HIGH I
SHOLO MANGA
— AS THEY
OFTEN DO —-

WHETHER IT'S
THROUGH THE USE OF
EXPRESSIONISTIC
EFFECTS To
SUEHEST EMOTION --

THE
“ACTION™
MaY BE LITTLE
MORE THAN &
MONTAGE OF
FLOATING,

EXPRESSIVE
FALCES,
CASCADING
DoOws THE
PAGE.

,?e;-p-u-u-----uu-_:.-egﬁ_;?
-~ QORTHE %
EXAGGERATED
TRANSFORMATIONS
OF ENTIRE
BODIES --

= USHOUO™ = COMICE AIMED AT &IRLS.
BANEL GNE: ART BY MATSUKI TAKATA

== THE SHOJO APPROACH
INVITES READERS TO
PARTICIPATE IN THE
EMOTIONAL LIVES OF ITS
CHARACTERS, NOT JUST
OBSERVE THEM.

MEANWHILE,
il SHONEN TITLES (THOSE AIMED AT
BOYS), EMOTIONS CAN RUN EQUALLY HIGH,
AS THE FACES OF ITS PROTAGONISTS
CONSTANTLY REMIND U5 ==

BANELS TWO AMND FOUR: LAYOUT FROM ART BY JAcK KIREY AMD
PG SRS PANEL FIVE: ART BY Mina UEDA. PANEL EIGHT. ART
BY MASASHI KISHIMOTS (SEE ART CREDITS, PaoE 2880



-~ BUT THE
SENSE OF PARTICIPATION
15 & PHYSICAL oNE,
BROUGHT ON BY

SUBJECTIVE MOTION
aND Dizzy P.OV.

2 v
; SHONEN READER
15 INSIDE THE

ACTION 1 THE SAME
WaY THAT THE SHOJO

READER IS INSIDE

CHARACTERS’
HEADS.

T

COMMON GOAL OF GENERATING EXCITEMENT ~—

THE PAGE COMPOSITIONS aND BODY LANGUAGE
AREN'T FAR FROM WESTERN ACTION GEMRES AMND THEY SHARE THE

== AND S5OME ARTISTS
IN THE WEST HAVE
LOOKED TO MAMES
FOR [MSPIRATION IN
BRIDGING THaT
GAP.

== BUT MANGA READERS ARE FINDING A
VISCERAL THRILL 1 SUCH PARTICIPATION
TECHNIBGUES THAT THEY APPARENTLY AREN'T
FINDING [N NORTH AMERICAM COMICS -

OF COURSE, SOMETIMES A STYLE IS JUST A STYLE,
LIEE WHEN SUBJECTIVE MOTION LINES ARE USED TO
MAKE A MOMENT LOOK “DYMAMIC™ ——

== QR WHEN EXCESSIVE

MONTASES ARE USEDR JUST TO
PRETTY UP A SPREAD —

i
[ Il |
e ey

CIAM

|7

PANEL GrRHE: ART BY M55 KISHIMOTD. PANEL THREE: ART BY
ENCHIRD OTw. PAMEL POUR: PEMCILS BY MARK BAGLEY, IMKS BY
ART THREERT L DM PANOSHAM (SEE ART CREDNTS. PAGE 2583,

-- BUT PUTTING THE
READER INSIDE THE
STORY IS STILL THE
PRIMARY EFFECT OF
MANY OF THE TECH-
NIGUES THAT MANSA
HAS PLAYED HOST TG
OWER THE YEARS ==

-- AND
UNDERSTANDING
THAT EFFECT IS A
&00D FIRST STEP
ToOwWaRD TAPDING INTO

THAT POWER.




IT5 & NATURAL FIRST STEP TO IMITATE YOUR
FAVORITE ARTISTS AND I'M NOT GOING TG TRY
TO TALK ANYONE OUT OF IT,

IF YOU'RE A MANGA FaN WHD WaNTS TO DRaW
COMICS, THEM YOU MIGHT START OUT BY
LEARMING HOW TO DRawW N THET STYLE.: anD
THERE ARE HUNDREDS OF BOCKS IN PRINT
OFFERING TO TEACH yOu HOW.

EJ
LITERALLY.
HUNDREDS.

X I COUNTED.

BUT 1IN THE LONG RUN, T HOPE YOU'LL CONSIDER AND M == OT JUST ECHOIMNG
LockiNg BEYOND THOSE SURFACE STYLES TO MANGA'S THE waYS OTHER
THE FUNDAMENTAL IDEAS anND EFFECTS THaT CASE THAT MEAMS ARTISTS IN OTHER
THOSE STYLES HAVE GROWN TO COMVEY == FINDIMNG WNEW Ways TO LANDS CONMECTED
PERSOMNALLY wWITH THEIRS.
CONMNECT WITH
READERS -~

== AND HOW THEY
COMPARE WITH A
worRLD oF QTHER
STYLES.

ds AN il
i ra.":”

glofata

.,,

=]

=
1

]
&
&

BUT
DESPITE THEIR
INFLUENCES, THEY
HAVEN'T JUST BEEN
TELLIMNG STORIES ABOUT
JAPAMESE SCHOOLGIRLS
AND SAMURAL

N HORTH AMERICA, MAMNGA AND ANIME FANS FROH
THE MID-"905 HAVE JOINED THE RANKS OF THIS
DECADE'S PROMISING YOUNG ARTISTS.

THAT
TRANSITION I3
ALREADY STARTING
AS T WRITE THIS.

PAMEL Twie SASED OW ART BY HRROMU ARARAWS. PONEL SEWVEN
ART By Ay KiM GANTER (SEE ART CREDMTS, PAGE £S5



INSTEAD, THESE NEW JAPANESE-INELUENCED
COMICS ARTISTS ARE VEERING CLOSER TO THEIR
OWN LIVES FOR INSPIRATION, AND CLOSER TO
THEIR READERS® LIVES M THE DROCESS.

BUT THAT GEMERATION OF

YOUNG MANGA READERS AND THEY'LL DG IT

was TINY COMPARED TO UsinG THE PEOPLE
THE ONE WE HAVE 8OW, THEY KNOW AND
AND WHEN THAT wave UNDERSTAND —-

HITS MATURITY, THEY'LL
TELL STORIES THAT WILL
INSPIRE & WHOLE NEW
GEMERATION,

== AKND THE
EMOTIONS anD
SENSATIONS
THEY'WE KNOW
FIRST-HAND,

PANEL OME! ART BY BRYAM LEE O'MALLEY
{5EE ART CREDITS, PAGE 258),

IN THE MID="905, MaANGA (AND ITS BiS BROTHER
ANIME? HAD MaANY LOYAL FaMS IN NORTH AMERICA,
AND AMONGE THEM WERE ARTISTS THAT ARE NOW
BEGINNING TO SKENIFICANTLY CHANGE COMICS ON
THE WEB &ND, INCREASIMGLY, IN PRINT.

-~ THE PLACES == THE EVERYDAY

THEY CAM BRING TO INTERESTS anp

VIVIE LIFE =- DETAILS THEY can
MAKE REAL FOR

s ' READERS -~

-

AMD AS

STYLES AWND STORIES OMN BOTH
SIDES OF THE PACIFIC OCEAN CONTINUE
TO EVOLVE, MANGA CaN BE SEEN FOR
WHAT IT ALWAYS HAS BEEM:

ANCTHER
WORD FOR
COMICS.




=
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UNDERSTANDING

GENRES

AS N ANY
MEDIUM, WHEN A PERSONAL STYLE,
FORMAT crR TYPE OF STORY caTcHES ON
IM COMICS, IT'S LIKELY TO BE IMITATED.

GET ENOUGH
PECPLE MAKING
COMICS OF THAT KIND
AND YOU HARVE A

“GENRE.”

Fantasy
Teleyieion Cencral
The Hot 1e1

Al Genrgs
st AL LT Ca-d

Genres
Action & Advenlre

Enside the Music Store 3 B Nomeno
Ak House |'.‘

 Groose Gerre oI intirnatiens!
Altermative Classics
Auidinbooks Comedy
| mes s Mt
Chitdren's Music
Classical
Country
Dance ‘

GENRES ARE BUILT ARCUND
AUDIENCE EXPECTATIONS.
WHEN THE GENRE 15 BROAD, THE LIST
OF EXPECTATIONS IS SHORT.

COMEDIES
MAKE US LAUGH.

. 5
L L':‘I\.H,.f\-l-lll JT
i AR l":-—'"?"‘f.
ey

M CUR TIME, AT LEAST, Inl SHARESPEARE'S
D THE LIST WASN'T sEARLY 50 SHORT,

SOME, LIKE THE BROAD
GENRES OF COMEDY
AND TRAGEDY, HavE
BEEM WITH LS FOR
THOUSANDS OF YEARS ==

== WHILE OTHER, FAR
more SPECIFIC
SUB-GEMRES MAY
COME AND GO IN THE
WINK OF AN EYE.

WHEN THE GEMRE IS MORE SPECIFIC THE LIST
OF EXPECTATIONS CAN GET A LOT LONGER.

5 CUTE, CHANCE MEETING,

*905 STYLE
ROMANTIC W e orsue
COMEDY Ti_i(m M LOVE ANTAT,

M‘ MID-20TH CENTURY AMERICAN
POPULAR SOMG (OPTIONAL!
MAY USE AS TITLE OF FilM,

E(mmw BEST FRIENDS.
H’DRE;:DCIDU’S CHILD/ANIMAL,
E’ﬂﬁu‘r. BREAK-UP,

ﬁﬂ, YEARNING LONELY MONTAGE,

]g( ROMANTIC REUWION (OPTICNAL:
My INCLUDIE RUNNING FOR CAB
OR AIRPLANED.

224



GENRES HAVE
LIFE CYCLES.
AS THEY AGE,
SUCH LISTS CAN
GROW 50 LONG THaT
THE GENRE STARTS TO
SAG UNDER THE
WEIGHT OF TOOD MAMNY
FORMULA-DRIVEN
EXPECTATIONS.

AT THAT POINT,
ITS AUDIENCE
MIGHT START TO
DWINDLE --

-= QR & NEW BREED

WHEN ARTIST JACK KIRBY HELPED DEFINE THE
MODERN SUPERHER(D GENRE IN THE SIXTIES.®
SUPERHERO COMICS HAD ALREADY GEEN AROUND EOR

OF CREATORS MIGHT
THROW AWAY
THAT LIST AND
&IVE MEW LIFE TO
THE GENRE BY
REDISCOVERING ITS
BASIC APPEAL.

THE SUPERHERD GENRE HAD ITS RULES,
LEARNED FROM YEARS OF TRIAL AND ERROR:
CLEAR, DIAGRAMMATIC LAYOUTS, FULL FIGURES
IN ACTION, SMOOTH FLUID LINEWORK..,

THANKS To My
PHOTOGRASH He

DETALL Wi, 83

PERFECT... AND il
N ENACT SCALE! Jay o7 e = e

IF ¥OU DECIDE TO MAKE COMICS WITHIM A SPECIFIC ‘
GENRE: YOU CAN EITHER PERFECT A FORMULA
CREATED 8Y OQTHERS OR CREATE YOUR OWN. |

* ESPECIALLY |8l COLLABORATION WATH WRITER STAM LEE

THAT MEANS
LOCKING AT A WIDE
VARIETY oF
GEMRES TO FIGURE
OUT HOW YOURS (5
UNIGWE -

EITHER way,
IT HELPS TO
UNDERSTAND
WHAT THAT
FORMLULA |5,

BUT KIREY BROKE
EVERY OME OF THOSE
RLILES, AND N DOINE
50, HE SAVED THE
HEMNRE FROM ITSELF
(FOR A TIME, AT
LEAST).

== AND WHETHER
OR NOT [T°S
SUCCEEDING AT
iTS MOST BASIC
PURPOSES.

PAREL THREE: ART BY JACK Kindy, PaMEL FOUR: ART BY
CURT Swiamd (T THIMK! == SEE ART CRETHTS. PAGE 2530,



GEMRES CAM TAXE DECADES TO EVOLVE. 1N JAPAN, TEZUKA'S DIVERSE
STORIES INSPIRED SEVERAL GEMRES MODELLED CLOSELY OM HIS STYLE --

== BUT WITH EACH PASSING GENERATION,
ARTISTS STEERED THEIR STORIES AND STYLES IM
DIFFERENT DIRECTIONS, BASED OM THE MEEDS OF

THEIR CHOSEN GENRES, UNTIL MUCH OF THE FaMILY

RESEMBLANCE BETWEEN GENRES WAS LOST,

TEZUEA’S FIFTIES HIT MIGHTY ATOM {00 wias &
CLEAR PROGENITOR OF SHOTARD ISHINOMORI'S
STYLISTICALLY SiMILAR CYBORG 007 & DECADE
LATER (22 BUT BY THE EMGHTIES, SCIENCE-FICTION SERIES
LFEE MASAMUNE SHIROW'S APPLESEED (30 HAD RAMPED
LE THE GEMRE'™S LOVE OF GADGETS TO A MUEH GREATER
DEGREE, LEADIMG TC A MORE ORNATE, FULLY-RENDERED
TECHMOPHILAE STYLE.

MEARWHILE, TEZUKA'S [954 SERIES PRINCESS KNIGHT
(i) ANTICIPATED BOTH THE FLOWERY, ANDROGENOUS STYLE OF
RIYORD REDA'S ROSE OF VERSAILLES (5) AND THE FRENETIC, s
GEMDER-BENDING SEX FARCE OF RUMKO TRKAHASHI'S RANMA /2 (s

AND ALTHOUGH TEZUKA'S OWHN SAMURAI COMIC DORORO (7 DIDN'T APPEAR UNTIL THE LATE
SIXTIES, SAMPEI SHIRATES EARLIER NINJA BUCHEICHO (8) SHOWED STROMS TEZURA INFLUENCES,
COUPLED WITH A SLASHING, GESTURAL LINE GUALITY OF HIS Cws, & LINE EMULATED AND EXPANDED LIPON IN A
MORE REALISTIC CONTEXT BY LATER ARTISTS LIKE GOSERI KOUIMa OF LONE WOLF AND CUB FaME (90,

| Ul | -

.-_ﬁ'ﬁ;ﬁ:ﬁ:?;u ONE TEZUKA'S MASSIVE OUTPUT SHAPED A CENTURY
R S GRS ST PERSON OF MANGA, WHILE KIRBY'S DYNAMIC APPROACH
GROWING? IS THERE CAN HAVE AN WAS THE FACE OF AMERICAN MAINSTREAM
ANYTH ENORMOUS IMPACT COMICS FOR MANY YEARS.

NG A0 GAM D OM A GENRE -- OR

To ACCELERATE ITS EVEM O8 A WHOLE

NATION

OF COMICS!




o

SIMILARLY, THE 20TH CENTURY i
BEL&IAN MASTER HERGE CONSTRUCTED
SUCH DETAILED AND RICH EMVIRONMENTS

£ IN HiIS FAMOUS TINTIN SERIES --
p- .-ﬂ--.-_- | |
i e -
7 L
]
§ - o=
il — i
- K e
| o o -

IN RECENT YEARS,
WORLD-CLASS
CARTOONISTS LIKE
HAYAQ MIYAZAKI
HAVE BEEN MORE
IMCLINED TO BORROW
IDEAS FROM ACROSS
THE WORLD, LEADING
TO A BLURRING OF
THE BOUNDARIES
BETWEEN RESIOMAL
STYLES —

== THAT THE LION'S SHARE OF ARTISTS THAT EOLLOWED
IN HIS FOOTSTERPS GAvE WORLD=-BUILDING &
PROMIMENT ROLE IN THEIR WORK AND HELPED DISTIN-

] GUISH EUROPEAN COMICS FROM BOTH THE NORTH

|

== WHILE & WORLD-WIDE CULTURE OF ARTISTS ON THE
WEB HavE BEEN BLURRING THE BOUNDARIES EVEN

MORE WITH aN EXPLOSION OF DIVERSE GENRES AND
STYLES NOT CONSTRAINED EBY REGIONAL MARKETS —-

-

k- o . =
RELATONSHP. | GAMNG

FAKE

INTERSTELLAR
BUDDY COMICS

PEELDO-HS TORMAL
SUFERMATLRAL
NEG-ABSURDIST
ROMANTIC COMEDY

IF THESE TRENDS
CONTINUE, WE MIGHT
ASE IF THE WHOLE
IDEA OF GENRES
MIGHT BECOME
MARGINALIZED.

PANEL ONE: ART BY HERSE. PaslEL Twd: 4RT By MOEEIUE,
JEAM=CLAUDE MEZIERES AND LEWES TROMDHEIM, PRMEL THREE:
ART B MEM0 MaZakl (SEC ART CREDITS, PAGE FSAD,

15 SUCH A THING
POSSIBLE THoUEH?
AND IF POSSIBLE,
WOULD IT HELP or
HURT comics?

AMERICAN AND JAPAMNESE VARIETIES FOR MANY YEARS,

== R THE NEED TO
B&TTLE For SHELF
SPACE.

THE
ANMSWER. a5
WSUAL, DEPENDS
O WHO You

22? PaNEL FOUR: sRT 5Y JEFF MLHIES, MICE KRAHULIK, MITSH CLEM,
JAMES KOEHALIGA, ERIC MILLBON, JOE ZABEL, JEFFREY BOWLAND, JENN
HMANLEY LEE AND DfLasi MECONIS (SEE ART CREDITS, PAGE 2883



SOME CRITICS
AND ARTISTS DISMISS ALL GEMRE

COMICS AS BLAND, COMMON-DENOMINATOR
STUFF, PRODUCTS OF STUNTED ARTISTIC
AND LITERARY AMBITIONS,

THEYLL TELL you
THAT THE MOST
IMPORTANT WORKS OF
LITERATURE TEND TO DEFY
SUCH CATESORIES (AT LEAST
UNTIL NERDS LIKE ME
CLASSIFY THEM AFTER
THE FACT

[T ki

; .}m-fiﬂ{!

IF ¥OU AGREE AND WOULD RATHER GO YOUR OWN
ey, BE & GENRE OF ONE, AND NOT TRY TO FIT
ONTO ANYONE'S “SHELF.” MORE FOWER TO YOuU.

ON THE OTHER HAND, PLENTY OF
HISTORY'S GREAT CARTOONISTS JUST WaNTED
TC TELL THE BEST STORY THEY COULD, AND IF
THAT HMEANT WORKING WITHIN & GENRE, FINE:
THEY EMNJOYED THE COMPANTY,

== BUT IF ONE FLAVOR
GF COMICS IS ALl you
EVER TRY ==

-= AND
THEY Can
ROT —

ALL WE CAN
Sax FOR SURE IS
THAT GEMRES CAN
RIPEN -

OMCE
asalN, THERE'S MO
RIGHT ANSWER,

-~ ¥OU MIGHT
MEWVER TASTE THE
DIFFERENCE.




EVERY YEAR. AT CONVENTIONS ant
FESTIVALS ARCUND THE WORLD, COMICS

ARTISTS MEET FACE TO FACE TO TALKE ABOUT
LIFE, WORK AND EVERYTHING 1N BETWEEN.

UNDERSTANDING

COMICS
CULTURE

Wy

il
‘.I J"'I v ulplln—
&

g

/]

= | b E
el el et e Pl (W
o | :

=il !

ASK A R BUT LISTEN CLOSELY SHARED IDEALS,
THOUSAND OF THEM 46T A THOUARAD AND YOU MaAY NOTICE SHARED VALUES.,
WHAT THEY WANT CECERENF soME COMMON SHARED GOALS..

THEMES. i

OUT OF COMICS, WHAT
MAKES IT ALL
WORTHWHILE. or
WHAT |T TAKES TO
SUCCEED --

ANSWERS.

Like CAMPFIRES. THESE ARE THE UNDERLYING
PHILOSOPHIES THAT CREATORS HAVE GATHERED
r ARCUND THROUGH THE YEARS, THE BELIEFS THAT
BIND LIKE-MINDED ARTISTS TOGETHER WITH &
SENSE oF COMMON PURPOSE.

Il FACT, I THIMNK
THAT MAMY ARTISTS
ARE DRAWR TO

Just FOUR.

rE‘- "
THESE “CAMPFIRES™ DON'T NUMBER
I THE THOUSANDS, THOUGH, '!’
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FIRST |5 THE DEVOTION TO
BEAUTY, CRAFTSMANSHIP
AND A TRADITION OF

EXCELLENCE anND MASTERY.

THEMN THERE'S THE DEVOTION T
THE CONTENT OF A WORK,
PUTTING CRAFT ENTIRELY IN THE
SERVICE OF ITS SUBJECT.

e

- ks

3

THE DESIRE TO CREATE ART THAT OUR
DESCENDENTS COULD D6 UP 1IN A
THOUSAND YEARS AND STILL THINK:
“HEY, THIS 15 GOOD STUFF!™

THE UNDERSTANDING THAT PERFECTION
May NOT BE AT TAINABLE IN THIS LIFE ==
BUT THAT THAT'S NG REASCHN NOT TO
STRIVE ForRIT.

LEFT: ART By HAL FOSTER. COLLEEM DORAN AND P, SR
RUSSELL. REGHT: ART BY L¥dN JOHNSTON, JAJK KIREY AND
DA DECARLD {SEE ART CREMMTS, PlGE 2580,

THE BELIEF THAT IF THE POWER OF THE
STORIES aND CHARACTERS comME
THROUGH, THEN NOTHING ELSE

MATTERS.

THE WILLINGNESS TO TELL STORIES 50
SEAMLESSLY THAT THE TELLER
OF THE STORY ALL BUT VANISHES N
THE TELLING,
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THEW THERE'S THE DEVOTION TG
COMICS ITSELF. TO FiGURING

QUT WHAT THE FORM oF comics
IS CAPARLE OF,

THE EAGERNESS TO TURN COMICS
INSIDE-QUT AND UPSIDE-DOWR [N an

EFFORT TC UNDERSTAND THE FORM'S
FOTEMTIAL MORE FULLY.

THE WILLINGNESS TO LET CRAFT AND
STORY TAKe A BACK SEAT IF NECESSARY,

IN PURSLIT OF NEW IDEAS THAT CouLD
CHANGE coMICS FOR THE BETTER

lpeﬂ hoen
Eale,

[y e,

\

||| What 127

L
\'.

N

LEFT: ART BY ART SRIEGELMAN, KEVIN HUIZEMNGS, AND DANIEL
MERLW SOQDEREY. RIGHT: ART &Y JULIE DOUCET, JACOUES
TARDY AND R CRUMB (SEL ART CREDITS, PAGE 288),

AND FiMaLLY, THE DESIRE FOR
HONESTY., AUTHENTICITY,
AND & CONNECTION TO REAL
LIFE.

THE DETERMINATION TO HOLD UP &
MIRROR TO LIFE'S FACE == WARTS AND

ALL == AND TO RESIST PANDERING OR
SELLING QUT.

-]
THE CONVICTION OF ARTISTS TO REMAIN
TRUE TO THEMSELVES wHILE
MNEVER TAKING THEMSELVES TOO
SERIOUSLY. TO FLY NO OME*S FLAG —
= i ﬁ’r ,~
P N o=
LI QN \
@\
= J [ ;
| @r {
JREN AR
. N
T ——
i :
— gt
“-h.._____'=__ 3
:}__.- '“1‘.;'1-_______ -f: /
T ll- :\E
{ == NOT EVEN THEIR OWN. ||




WHEN AN ARTIST STARTS TO BUILD HIS OR HER COMICS ARDUND ONE OF THESE COLLECTIONS OF WaLUES,
HE OR SHE M&Y DISCOVER & LOOSELY AFFILIATED TRIBE OF LIKE-MINDED COMICS ARTISTS THAT SHARE
SUCH VBLUES. FOR DISCUSSION'S SAKE, LET'S CALL THEM...

THE THE THE THE
CLASSICISTS  ANIMISTS  FORMALISTS ICONOCLASTS
Fid o
EXCELLENCE. HARD PUTTING CONTEMNT FIRST, UNDERSTAMDING OF, HOMESTY, VITALITY
WORK, MASTERY OF CREATING LIFE THROUGH EXPERIMENTATION WITH, AUTHENTICITY AND
CRAFT, THE BUEST FOR ART, TRUSTING ONE'S AND LOWALTY TO THE UNPRETENTIOUSHESS.
ENDURING BEAUTY. INTLITION, COMICS FORM. PUTTING LIFE FIRST.
HOW IF YOU'RE LIKE MOST COMICS CREATORS, YOU
MANY ARTISTS PROBABLY WOULDN'T MIND ACHIEVING GOALS ANID WL PALT,
SETTLE FOR JUST FROM ALL FOUR OF THESE GROUPS. MOST CREATORS |
OME SET OF WaLUES, SPEND TIME AT MORE |
THOUGH? ey e~ = THAN ONE “CAMPFIRE™
= g@ = A SLIVING, HONEST, DURING THEIR
o ﬁ) | BEAUTIFUL AND INVENTIVE CAREERS,
‘Eb WORK OF COMICS..." S0UNDS
\\-b\ﬁ LIKE A GOOD BACK-COVER
QUOTE, RIGHT?
W, ¢
T b &
| BN
i | =5
! — AN \ | 7 s
b I —
[d4 II'I | b
JRETRREE R
LT R
|'|,-'..'||||-f — = N
LI H TN ! R S
BUT USUALLY, YOU -= AND THERE'S
Can TELL WHICH ALMOST ALWaYS ONE THIS |5 PARTIALLY BECAUSE
ONE BURNS OF THE FOUR THAT THESE FOUR IDEALS, WHILE COMPATIBLE
ERIGHTEST For BURNS RARELY OR NOT WITH EACH OTHER IN SOME weyrs, ARE
A GREN CREATOR == AT ALL FOR THEM, INCOMPATIELE W OTHERS.

ICOMOCLAST




FOR EXAMPLE, THE CLASSICIST AND ANIMIST
IDEALS BUILD On TRADITIONS OF CRAFT anD
STORYTELLING- WHICH FORMALISTS AMD
ICOMOCLASTS ENJOY OVERTURNING.

%

TRADITION

s REVOLUTION

X

AND CLASSICISTS AND FORMALISTS SHARE A
Foous Od ART FOR ART'S SAKE, 1N CONTRAST
TO THE AMIMIST/ICONOCLAST'S TENDENCY TO SEE
ART PRIMARILY THROUGH LIFE™S LENS.

e . i -
m .-

ATTRACTION TO TWO OF THESE IDEALS, IT'S
USUALLY ONE OF THESE ADJACENT PAIRS.

WHEN A COMICS ARTIST SHOWS A STROMNG

ART SPIEGELMAN, THOUGH PRACTICALLY A
PATRON SAINT TO Youse FORMALISTS,

ALSD HAS A STRONG ICONOCLASTIC

PANELS FOUR-50 ART BY MILTON CANEF, ART SPUEGTL Mo
AN DaWE MCKESAN (SEE ART CREDINTE. PASE 2582

FOR EXAMPLE, ADVENTURE STRIP MASTER
MILTON CAMNIFF PUT STORY FIRST IN THE
MOLD OF THE ANIMISTS, BUT HIS IMPECCARLE
COMPOSITIONS BETRAY A CLASSICIST'S EYE.

AND DAVE MCKEAN'S ART COMBINES
FORMALIST EXPERIMENTS WITH a
CLASSICIST'S Passion FOR MASTERY
AND BEAUTY.




MixIMNG aALONE THE DIAGOMNALS 15
LESS COMMON BECAUSE OPPOSITE CORMERS
OFTEN REPRESENT CPPOSITE VALUES.

a FORMALIST aAPPROACH MAKES THE COMICS
FORM VISIBLE THROUGH EXPERIMENTATION -
EXACTLY WHAT THE CONTENT-DRIVEN ANIMIST
TRIES TO AVOID BY PUTTIMNG STORY FIRST.

— CONTENT
V)
e -\."l-

AND CLASSICISTS WHO PURSUE WORKES OF
BEAUTY May FIND LITTLE COMMON EROUND
WITH ICONOCLASTS WHD FEEL DRIVEM TO
CONFROMT THE “UGLY TRUTHS®™ oF LIFE.

THERE ARE THOSE WHO EMECQDY
THESE COMFLICTIMG (DEALS IN THEIR
ART, BUT THEY TEND TO COMBISE THEM
Lice OHL anD WATER -~

== EACH
IDEAL
GOVERNING A
DIFFERENT
ASPECT oF
THE WORK.

& BEAUTIFULLY CRAFTED, MASTERFUL RENDHTION OF
JUNE CULTURE'S GROTESGEUE UNDERBELLY, FOR
EXAMPLE, AS IN THE CASE OF CHARLES BURNS -~

= R A& CONMSCIOUSLY INVENTIVE: FORMALLY AWARE
BODY OF WORK, WITH PURE INTUITIVE MYSTERY AT
TS HEART, AS IN THE ART 0F JIM WOODRING.

PRWELS FIvE andr o0 ART BY CHARLES BUENG sxl Jis
WOODARG (SEE ART CREDITS, PASE 2540




THE FOUR TRIBES CORRESPOND ROUGHLY TO CARL JUNG'S
IT'S TEMPTING TO SEE FOLR PROPOSED FUNCTIONS OF HUMAN THOUGHT* — == AND T KNOW, 1N MY

CWN CASE, THAT AS &

THESE CATEGORIES AS
AN OUTGROWTH OF
EACH ARTIST'S
PERSONALITY.

MERDY, AMALYTICAL SOM
OF AN ENGINEER, I wias
BOUMND TO HEAD FOR
THE FORMALIST

STILL, ALL WE'RE REALLY TALKING ABOUT HERE
IS & COLLECTION OF OBSERVABLE CLUSTERS,
WALUES THAT DIFFERENT GROUPS OF PEOPLE
SEEM TO SHARE.

ITD BE A MISTAKE, NOT TO MENTION OBNOXIOUS,
TO ASSUME THAT AMYONE'S ARTISTIC PERSOMALITY OB
POTENTIAL Was FIXED FOR LIFE BY SUCH cHOICES,

CH, YOU WOULDN'T
UNDERSTAND, MARTIN.
YOU'RE AN “ANIMIST,™

WHATEVER YOUR PERSONALITY, THERE'S MNOTHING
TO STOP ¥Ou FROM MOVING FROM ONE CLUSTER
TO ANOTHER AS OFTEN &S YOU WaMT.

= MORE ON JUNG"S CATESORIES 1M CHAPTER NOTES

THAT SAID, HEADING - EVEN BT
TOWARD ONE OR TWO ISN'T THE

OF THESE ARTISTIC DIRECTION YOU'RE
PHILOSOPHIES MIGHT

TURN OUT TO BE A G
GOOD DIRECTION
FOR YOU (N THE LONG

RUN ~-




WE ALL LDOK FOR ANSWERS TO THE BIG
GAUESTIONS 1N COMICS, ESPECIALLY WHEN WE'RE
JUST STarRTING OUT.

WHAT MAKES A
600D PAGE? HOwW
CAN WE BEST
COMMUNICATE WITH
ouR READERS?
WHAT ROLE SHOULD
ART PLAY IN OUR

BUT DEPENDHNG ON
wHICH TRIBE YOU ASE,
EACH GUESTION MIGHT

HAVE UP TO FOUR

DIFFERENT
ANSWERS!

AMD EVEN IF YOU'RE
LUCKY AND FIND THE
AMNSWERS THAT ARE
RIGHT FOR YOU FROM
THE START. IT HELPS
TO UNDERSTAND THE
ALTERNATIVES.

RECALSE FOR aLL THEIR STREMGTHS. EACH OF
THESE FOUR APPROACHES TOD MAKING COMICS HAS
ITS cwN DOWMNSIDE.

THE INTUITIVE APPROACH OF THE

ARIMIGTS CaAN PRODUCE POWERFUL WORE FOR
A TIME, BUT DOESKN™T ALWSYS AGE WELL
WITHOUT A BROADER PERSPECTIWE

THE CLASSICIST'S LOVE OF
HARMONY anD BALANCE, FOR EXAMPLE,
CAM LEAD TD AN UMINTEMTIONALLY STATIC

UNIVERSE WITHOUT REAL DRAMA.

THE FORMALIST MaY PRODUCE DREY,
ACADEMIC or EvEN UNREADABLE
COMICS BY ORSESSING OVER FORM TO THE
DETRIMENT OF CONTENT.




AND THE ICOMOCLAST'S
DETERMINATION TO NEVER “SELL-OUT™
CAN LEAD TO SOME ENEE-JERE REACTIONS
AGAINST anyTHING EVEN BREMOTELY
POPULAR or SLICK.

UED

STILL, WHATEVER THEIR DRAWRACKS,
ALL FOUR TRIBES HAVE BEEM INVBLUABLE
IN KEEPING cOMICS ALIVE anD KICKING
OWVER THE YEARS.

i'{ ANIMISTS
FORMALISTS IEENGELASTS
THE CLASSICISTS THE ANIMIST S Have THE FORMALISTS AND THE
HAaVE BEEN THE CREATED MORE EEEP MOVING ICONDCLASTS
BACKBONE oF READERS THaM THE COMICS FORWARD, ARE COMIES
OTHER THREE TRIBES STaYING O THE COMSCIENCE,

COMICS, DEVELOPING
AND REFINING &
CENTURY OF
TECHMIGUES.

PUT TOGETHER, AND
ARE OUR MOST
WalLUABLE ASSETS.

FOREFRONT OF
EACH GEMERATION
oF NEw IDEAS.

AMD THE SOURCE OF
MANY OF ITS MOST
PROFOUND WORKS,

YOU MIGHT ALREADY KNOW
WHAT YOU WANT OUT OF COMICS, OR yOU

MIGHT TAKE YEARS TO FIND OUT. EITHER
way, I'M NOT SONG TO BE MUCH HELE
IN DECIDING,

ALL I CAMN 5A¥ FOR SURE 15 THAT
WHATEVER GOALS AMD VALUES You EVENTUALLY
BUILD YOUR COMICS AROUND --




"5 oMLY

IT
THROUGH WANDERING THaT

AMNY OF US EVER GET A S0OLID SENSE

NG MATTER HOW GOOD YOUR

MAP IS5, FINDHMNG YOUR PLACE 1IN THE

COMICS LANDSCAPE 5 A LOT EASIER F

OF WHERE WE WanNT To GO.

BECALUSE T HAS YET TO.BE-

YOU'RE WILLING TO EXPLORE.

DISCOVERED.

== THERE'S ALWAYS & CHANCE
THAT YOURS DOESN'T EXIST ON ANY

MAP YET
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MOVING
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ON THE MAP —-

THE MEANTIME, KEEP YOUR EYES
OPEM FOR IDEAS FROM OTHER PLACES

OTHER REASONS TO TELL
THEM ==

-= AND GIVE READERS A
REASCH TS JOIN YOU
THERE.

OF STORIES THAN THE OMES

== 50 THAT WHEN Youl O
FIND A PLACE YOU LIKE —-

== OTHER KiNDS

== YO CAN
PUT THAT

GROUND TO
&SO0D USE --




GENERAL COMMENTS ON MANGA

I'M USING THE WORD "MaNGA" TO REFER TO COMICS
MADE I8 JAPAN AND PUBLISHED FIRST IN JAPANESE, 1
MIGHT USE THE TERM “MANGA-FORMAT™ OR “MANGA~
STYLE™ TO DESCRIBE COMICS FROM ELSEWHERE THAT
ARE INFLUENCED BY JaPan, BUT IT'S ALL STILL COMICS
AS FaR A5 I'M CONCERNED. THAT SAID, IF A &UY IN
MEWARE WANTS TO CaLl HIS COMIC "MEW JERSEY'S
BEST MaMNGA:" I'M NOT GOING TO ARGUE WITH HiM,

THIS SECTION STICKS MOSTLY TO THE DYNAMICS
BETWEEN THE JAPANESE AND MORTH AMERICAN S5TYLES
BECALISE THAT'S BEEN THE MOST VISIBLE CULTURE
CLASH HERE IN RECENT YEARS, BUT KOREAN, CHINESE
AND OTHER TRANSLATED ASKAN COMICS ARE STARTING
TO APPEAR ON THE SHELWVES, THEIR APPROACH TO
STORYTELLING SHOWS SOME DISTINCT DIFFERENCES
FROM JAPAN, BUT THEY CLEARLY COME FROM THE SAME
PART OF THE WORLD. JUST AS BRITISH COMICS
FOLLOWED A DIFFERENT PATH FROM THEIR AMERICAN

* COUNTERPARTS, WHILE 5TILL RECOGHIZABLY PART OF
THE EMGLISH LANGUAGE COMICS TRADITION.

OTHER FACTORS CAN COMPLICATE THE EAST-WEST
DIVIDE. SOME OF THE COLOR WORK IN RECENT AMERICAM
MAINSTREAM COMICS 15 INFLUENCED BY CLASSIC
EURDPEAN ALBUMS, TAKING IT IN & DIFFERENT DIREC-
TION ENTIRELY, AND COLOR ITSELF 1S A Bl& DIVIDING
LINE, OF COURSE, SINCE ALMOST ALL ManGA [S IN BLACK
AND WHITE (SEE UNDERSTANDING COMICS, CHAFTER 8
FOR SOME IDEAS ON HOW COLOR AFFECTS THE READING
EXPERIENCED,

IN THIS CHAPTER, MOST OF MY EXAMPLES ARE FROM
MAIMSTREAM TYPES OF MaNGS INCLUDING SOME
POPULAR SHOID AND SHONEN TITLES BECALISE THOSE
ARE THE EINDS THAT ARE AvVAILABLE HERE, BUT MORTH
AMERICAN BODESTORES ONLY SHOW A FRACTION OF
WHAT'S AAILABLE 1M JAPAM. SOME GEMRES BARELY GET
SHELVED AT alLl. ESPECIALLY THOSE DEALING WITH
SPECIFIC OCCUPATIONS AND ACTIVITIES. THERE'S ALSC A
COUNTERPART TO THE MORTH AMERICAN UNDXER-
GROUND AND ALTERMATIVE SCEME I8 JARAN THAT
DOESH'T CROSS THE OCEAN MUCH, CHECK OUT THE

LEFT: ART & KORELM BRTISTS Kitd JEA EUS &ND
DOHA KaMG, RIGHT: ART Sy MIROMOR| KELICH ANTH
YLHLG TSLD (SEE ART CREDNTS, PASE 2540

BIBLIOGRAPHY FOR S0ME BOCKS ON THE SUBJECT.

MO COUNTRY HAS ALL THE ANSWERS. CARTOONISTS
EVERYWHERE TAKE SHORTCUTS. PUBLISHERS EVERY-
WHERE TRY TO CLONE WHATEVER WORKED LAST TIME.
STORE SHELWVES EVERYWHERE ARE FAR TOO SHORT. BUT
MHANGA ARTISTS IN THE LATE 20TH CENTURY MADE
EXCEPTIONAL GAINS N UNLOCEING COMICS’ POTENTIAL
AND I THINKE THAT STUDYING THEIR RESLLTS CAN
BENEFIT ANYOME SERIOUS ABOUT MAKING COMICS.

PAGE 2l6 - MORE ON MANGA TECHNIGUES
ICOMIC FACES:

SEE UNDERSTANDING COMICS, PAGES 30-45, FOR A
DISCUSSION OF HOW CARTOON IMASERY AFFECTS THE
READING EXPERIENCE. ON THIS POINT, THE EAST WEST
CONTRAST T MOTICED N 1982 WAS SPECIFICALLY
BETWEEN MANGA AND THE SUPERHERD “MAINSTREAM®
COMICS. THERE WERE PLENTY OF CARTOONY CHARALC-
TERS IN MEWSPAPER STRIPS AND THE KIDS COMICS
FROM SOLD KEY, DFSHE?{L ETEC.

SENSE OF PLACE:

THIS WAS A BIT STROMNSER IN 1982 THAN |T 15 NOW.
ARG, NEVER WENT AS FAR AS THE EUROPEANS IN THE
WORLD-BUILDING DEPARTMENT (EXCEPT FOR
ELURCPEAN-INFLUENCED ARTISTS LIKE MiYaZAKD BUT
CONVEYIMNG THE EXPERIENCE OF A PLACE WAS VERY
IMPORTANT, AND FREGUENTLY GIVEM A LOT OF ROOHM AT
THE BEGINMINGS OF SCENES.

WORDLESS PANELS/ASPECT TO ASPECT TRAMNSITIONS:

NORTH AMERICAN COMICS HAVE DEFINITELY PICKED UP
OH THIS OWVER THE LAST 25 YEARS WITH THE GROWTH
OF GRAPHIC MOVELS AND THE REDUCED MEED TO HURRY
STORIES ALONE AND KEEP EVERYEODY TALKING, SEE
UNDERSTANDING COMICS, PAGES 7i-89, FOR MORE ON
HOW SILEMCE AND TRANMSITION TYPES WiaRY FROM BAST
TO WEST.

SUBJECTIVE MOTION:

SEE UNDERSTANDING COMICS, PAGES 108-114, FOR MORE
Onl HOW SUBJECTIVE MOTHON WORKS.

GENRE MaTURITY;

SUSHI CHEFS, BASEBALL PLAYERS. FISHERMEN,
STUDENTS, "SALARYMEN"... NO MATTER WHO Y0OU WERE |
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IN JaPan, THERE WAS PROBARLY A GENRE OF COMICS
DEVOTED TO YOU M 82 == AND AS FAR AS T KNOW,
THERE STILL I5. WHAT FASCINATED ME, THOUGH, WAS
THAT FROM AN ARTISTIC STANDPOINT, EACH GENRE WAS
WILDLY DHFFERENT, EACH HAD ITS5 OWN APPROACH TO
PaCiNG, FRAMING, EXPRESSIONS AND BODY LANGUAGE.
IF A Bl MAINSTREAM COMICS PUBLISHER IMN THE .5,
DECIDED TOMORROW TO PUBLISH FIVE COMICS DEAL NG
WITH SKATEBCARDING, HIGH SCHOOL ROMANCE,
MASCAR, MODELING AND POLITICS RESPECTIVELY, THEY
MIEZHT FEATURE VERY DIFFERENT TYPES OF STORIES,
BUT THE BASIC STORYTELLING ENGINE WOULD PROB-
AGLY BE THE SAME. BY "MATURITY.” I MEAN JUST THAT
== THE KIND OF DIFFERENTIATION THAT OMNLY COMES
WITH YEARS OF GROWTH (AS DISCUSSED O PAGE

2TED.

CHARACTER DESIGNS;

VARIETY OF CHARACTER DESIGH 1N MANGA HAS
SOFTENED CVER THE YEARS AS THE CARTOONY
TRADITIONS BEGUN BY TEZUKA HAVE GIVEN WaY TO
MORE IDEALIZED CHARACTER DESIGNS, GENERALLY
SPEAKING, THE BOY'S ACTION SENRES SHOW & BIT MORE
VARIATION THAN GIRL'S ROMANCE. SOME SHOID ARTISTS
TRY A LITTLE TOO HARD TO MAKE EVERYBODY BEALUTI-
FLL IN SIMILAR wWaYS, THEM AGaIN, T'M A GUY, SO TAKE
THAT WITH A GRAIN OF SALT.

SMALL, REAL WORLD DETAILS:

THIS 15 ANOTHER AREA WHERE _JAPAN AND THE LLS.
MIGHT BE MEETING IN THE MIDDLE, AS MANGA VEERS A
BIT TOWARD THE FANTASTIC AND MORTH AMERICAN
COMICS ARTISTS PAY MORE ATTENTION TO THE REAL
WORLD. FOR A GREAT EXAMPLE OF A LATE 20TH
CENTURY MANGA MASTER WHO UNDERSTOOD THE
POWER OF SMALL MUNDANE DETAILS, CHECK OUT THE
PUSH pMAN, & TRANSLATED COLLECTION OF MATURE,
SOMEWHAT DRRE STORIES BY YOSHIHIRD TATSLIMI
AVBILABLE FROM DRAWN AND GLUARTERLY.

EMOTIONALLY EXPRESSIVE EFFECTS:

SOME STYLES ARE BLATANTLY EXPRESSIOMISTIC IN
PORTRAYING EMOTIONS THROUGH PEN AND INK. RHYOKD
IKEDA HELPED PERFECT SUCH EFFECTS IN CLASSIC
STORIES LIKE THE ROSE OF VERSAILLES. T DEVOTE
CHAPTER FIVE OF UNDERSTANDING COMICS TO THE IDEA
THAT SGELIGELES OF INK OM PAPER CAN LODK HAPPY,
SAD, AFRAID OR ANGRY, BUT THESE ARTISTS HavE
MADE THE CASE, FAR MORE ELORUENTLY THAN I CAN,
WER THE COURSE OF MORE THAN 100,000 PASES.

ART BY wOSHEHIRD TATSUMI (SEE ART CREDITS, PAsE 285),.

PAGE 2I7 - OTHER EXPLANATIONS

JUST TO BE CLEAR, T DON'T WANT TO COMPLETELY
DISCOUMT "FORMATS, MARKETING AND CULTURAL
DIFFERENCES™ A5 FACTORS IN MANGH'S SUCCESS, THE
ABSENCE OF COLOR PRINTING ALONE WOULD HaVE
STEERED MANGA IN & THFFERENT DIRECTION FROM
EURCEIE, AND IE SPECULATED MYSELF ABOUT
DIFFERING TRADITIONS IN WESTERN AND EASTERN ART.
BUT HaVING EXPERIENCED MANGA STORYTELLING
MYSELF, I BECAME COMVINCED THAT THE FEELIMES IT
PRODUCED N ME AS A READER WERE THE “ACTIVE
INGREDIENT™ THAT HAD DRIVEM MAMEA'S WILDLY
SUCCESSFUL COMICS IWDUSTRY.

PAGE 218, PANEL SIX - THE MADAGASCAR
EFFECT

OME OF THE MOST INTERESTING THINGS ABOUT MAMEA
I THE DECADES LEADING UP TO THE EISHTIES IS5 HOW
LITTLE EUROPEAN AND AMERICAM STYLES HAD
PENETRATED IT. 05AMU TEZUKA MaAY HAVE TAKEN SOME
CUES FROM AMERICAN AMIMATION AT THE OUTSET. BUT
HE WENT OM TO CREATE SOMETHING UNIGUELY HIS OWN
AND [N RETROSPECT =-- A5 & NATION FOLLOWED HIS
LEAD == UNIGUELY JAPANESE, ARTISTS LIKE 0TOMO
AND MIYAZAK] WERE JUST BEGINNING TO BRING A MORE
EURCPEAN FLAVOR TO MANSGA AROUND THE TIME I
WAMDERED INTO BOOKS )iMORUMIYA ON MY LUNCH HOUR
I8 1982, BUT COMPARED TO THE PROMISCUOUS TRADING
OF [DEAS BETWEEM EVROPE AMD AMERICA DURING THIS
PERICD, JaPam was TRULY Ar ISLAND.

JAPAN'S COMICS CULTURE |5 LIKE ANOTHER |SLAND
MATION, MADAGASCAR, 1N THE WaY THAT ITS ARTISTIC
FLORA AND FALNA GREW TO LOOK LIKE NOTHING ELSE
OM EARTH DUE TO ITS RELATIVE ISOLATION. ISOLATION
CAN SOMETIMES LEAD TO STAGNATION AND INBREED-
G, BUT TEZUKA'S CAREER SEEMS TO HAVE PROMPTED
SUCH A BICDIVERSITY OF GENRES AND STYLES RISHT
FROM THE START THAT MATURAL COMPETITION WAS
PRESERVED OVER THE COURSE OF FOUR DECADES,
LEADING TS A HEALTHY, THRIVING COMIES

CULTURE.

PAGE 219, PANEL THREE -- ALTERNATIVE
COMICS AND GRAPHIC NOVELS

I INCLUDE A FACE FROM CHYNNA CLUSSTON'S SCHOLAS-
TIC COMIC QUEEN BEE IM THIS PANEL, WHICH 1SH'T
EXACTLY PART OF WHAT WE CALL THE “ALTERNATIWE" OR
"GRAPHIC MOVEL" SCENE, BUT |T BELONSES IN THIS
PAMNEL MORE THAN IN THE NEXT TwO, SINCE IT'S NOT A
WEBCOMIC AMND ISHN'T "MAINSTREAM" == AT LEAST NOT
IN THE TORTURED SENSE THAT WE USE THE TERM [N
AMERICA {LE., IT DOESNT LOOK LIKE & SUPERHERD
COMIC). CLUGSTON IS CLEARLY INFLUENCED BY AND
ASPIRING TOWARD A MAMNGA STYLE, THOMPSON AND kiM
HAVE ABSORBED A LOT OF MANGA INFLUENCES, THOUGH
THEY DON'T PURSUE IT A5 THEIR DOMINANT STYLE,
AMD CHRIS WARE JUST HAPPENS TO BE TREADING

S0OME OF THE SAME SROUND WITH HIS USE OF SILENT
MULTI-PanMEL ESTAGLISHING SHOTS AND OTHER
TECHMIGLES.

24|



PAGES 220-221 - SHOJO VERSUS SHONEN

THESE TERMS MOSTLY REFER TO TARGET AUDIENCES
(GIRELS VERSUS BOYS) RATHER THAN ANY SPECIFIC
GENRE. THERE'S OBVIOUSLY A LOT OF ROMAMCE IN
SHOJQ TITLES AND A LOT OF ACTION M SHOMEM TITLES,
BUT THEY'RE MNOT IRON=-CLAD DISTINCTIONS, RUMIKD
TAKAHASHI'S RaMMA 14215 COMSIDERED SHOMEM, FOR
EXAMPLE. BUT IT'S READ BY PLENTY OF GIRLS, INCLUD-
INE MY OWN DAUGHTERS.

MANGA TARGETED AT ADULT MEN AND WOMEN (SEIMNEN
AND JOSEl, RESPECTIVELY) OR SMALL CHILDREN
(EODOMO) AREN'T TRANSLATED AS OFTEM IN THE
STATES. BUT YOU CAN FIND SOME OW THE SHELWVES.

PAGE 221 - SUPERHEROES AND MANGA

FAMNEL FOUR IS FROM ULTIMATE SPIDER-MAN VOLUME
ONE WITH FPENCILS BY MARK BAGLEY AND INES BY ART
THIBERT AND DAN PANOSIAN, MANGA-STYLE MOTION
LINES LICE THESE APPEAR IN SEVERAL PLACES, AND THE
BOOK HAS & SLIGHT POST-ManGs FLAVOR OVERALL,

WITH THAT IN MIND, [T'S INTERESTING TO COMPARE IT
TO SOMETHING LIKE MASASHI KISHIMOTO'S
SUPERHERO-LIKE MARLUTO, (SEEN AT THE TOP OF PAGE
22103 TO SEE HOW MANY DIFFEREMCES STILL REMAIN
BETWEEN THE TWO COMICS CULTURES. FRSURES IN THE
LULTIMATE SPIDER-MAN PANELS SEEM TO FACE OUT
MORE OFTEN, FOR EXAMPLE. THE FIGURES 1IN MARUTO
QFTEN FACE AWAY FROM THE READER, AS IF WE'RE
RUNNING INTO ACTION BEHIND THEM OR CONTROLLING
THEIR MOVEMENTS IN A GAME. FIGURES IN LS-M ALSO
TEND TO FILL THE PANEL MORE. KISHIMOTO SEEMS LESS
RELUCTANT TO PULL BACK FOR LONG-SHOTS OF HIS
HEROES (THOUGH HE S0ES TOE-TO-TOE WITH HIS
AMERICAN COUNTERPARTS IN THE EXTREME CLOSE-UPS
DEPARTMENT.

PAGES 222-223 - MANGA'S SCATTERED
SEEDS

WHEN I BEGAN MAKING COMICS [N THE EARLY '805,
THERE WERE ONLY A FEW PUBLISHED ARTISTS WHO
CPENLY ACKNOWLEDZED A MANGA INFLUENCE. THE
THREE MOST PROMIMENT AT THE TIME WERE WENDY
Pitdl, FRANE MILLER {WHOSE SERIES RONIN HAD DIRECT
NCDS TO LONE WOLF AND CUBY ANT COLLEEN DORAN.
ALL INCORPORATED MANGA IDEAS INTO THEIR WORK,

SEE ART CREDITS, PAGE 258,

THOUGEH MONE WOULD BE DESCRIBED AS "AMERICAN
MAMNGA" AS SOME LATER TITLES WOULD BE. ARTISTS
LIKE LEa HERMANDEZ PURSUED MAMNGA STYLES MORE
FULLY AND WERE PRECURSCRS TC THE MORE RECENT
CEL (ORIGINAL ENELISH LANGUAGE) MANGA VOLUMES
WHICH SIT ALONGSIDE JAPANESE IMPORTS IN THE SAME
FORMAT.

LIKE ANY STYLE WITH A DEVOTED FAN FOLLOWING,
THERE'S S0ME CONTROVERSY OVER TERMINOLOGY AND
AUTHENTICITY (aSK A 20-50METHING MIRMBMA FAN
WHAT "GRUMGE" MEANS FOR A DEMONSTRATION OF THIS
FRIMCIPLEY. THE EARLY TERM "AMERI-MANGA" BECAME
AM IMSULT IM SOME CIRCLES, AND EVEN "DEL" HAS ITS
DETRACTORS, THOUGH IT'S HARD TO IMAGINE A MORE
MEUTRAL Way OF DESCRIBING SUCH BOOKS. SOME OEL
Makies LIKE SVETLANA CHMAKOVA'S DRAMACON STAY
WERY CLOSE TO MAINSTREAM MANES STYLES AND
CELEBRATE MANGA'S MORE IDIOSYNCRATIC TOUCHES LIKE
“CHIBIS" (PAGE 220, PAMEL 51 15 & CHIB VERSION OF
ME) OTHER OELS LIKE AMY KIM GANTER'S SORCERERS
AND SECRETARIES (PASE 222) STILL RETAIM SOME
WESTERN FLAVOR BUT ARE TARGETED TO MANGA
READERS THROUSH FORMAT, PUBLISHER aND OWVERALL
TOMNE.

GANTER AND BRYEMN LEE O'MALLEY (WHOSE SCOTT
PiL&RIM CAN BE SEEN AT THE TOF OF PAGE 2230 ARE
PART OF A MEW WEVE OF YOUNG CARTOOMISTS WHOWE
READ PLEMTY OF COMICS FROM JAPAN AND AMERICA
CVER THE YEARS; AND WHOSE INFLUENCES HAVE
BLENDED TO THE POINT WHERE IT'S HARD TO TELL
WHERE ONE STYLE BEGINS AND THE OTHER ENDS. THIS
TREML |5 ESFECIALLY NOTABLE IN THE SROUND-
BREAKING FLIGHT ANTHOLOGY, WHICH ALSO BECAME A
MEETING PLACE FOR WEBCOMICS ARTISTS HEADIMNG FOR
PRINT AND ANIMATION ARTISTS HEADIMNG FOR COMICS,
PUBLISHER'S WEEKLY EVEM REFERRED TC GANTER AS
PART OF THE "FLIGHT GENERATION," WHICH May NOT BE
FAR OFF WHEN WE LOOK BACK AT THIS PERICD.

PAGES 227 = UNDERSTANDING BANDE
PESSINEE?Y

LIKE MANGA, THE EURDPEAN TRADITION 15 INCREDIBLY
RICH AND DIVERSE. OBVIOUSLY, T DON'T THIME THAT
EVERYBODY IN EURCPEAM COMICS IS CONSCIOUSLY &OING
AFTER WORLD-BUILENNG AS THEIR TOP ASSIGHNMENT.
LIKE ARTISTS IN ANY CULTURE, THEY HAVE A THOUSAND
DIFFERENT SO0ALS I8N MIND WHEM THEY SIT DOWN TO
THE DRAWING BOARD.

BUT COMPARED TO JAPAN AND MORTH AMERICA,
WORLD-BUILDING WAS A CONSTANT FEATURE IN THE
COMICS OF ARTISTS FROM HERSE TO UDERZO TO
MOEBIUS TO TARD! TO SCHUITEN TO JANSSON, MO
MATTER WHAT THE GEMRE, ELROPEAM ARTISTS RARELY
SKIMPED ON THE CREATION OF RICH ENVIRONMENTS AND
THE CONSTAMNT REITERATION OF THOSE ENVIRONMENTS
ON EVERY PAGE. FOR MUCH OF THE 20TH CENTURY,
WORLD=-BUILDIMNG WaS & BEDROCK ASSUMPTION, FaR
ABOVE WHICH, DIVERSE CAREERS TOOK ROOT,

LIVING IN AMERICA, T MAY BE TOO CLOSE TO SPOT OUR
AN COMMON DENOMINATORS, BUT I DON'T DOURT
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THAT THEY EXIST. SUMMING UF POST-KIREY SUPER-
HERO COMICS WOULD BE LIKE SHOOTIMNG FISH IN A
BARREL, BUT IS THERE A SINGLE THEME THAT ROPES
IN EVERYTHING FROM KIRBY TO EISMER TO CRUME TO
SCHULZY |5 IT THE PRIMALY OF THE FIGURET OUR
APFROACH TO BACKGROUNDST? THE PROTAGONIST AS
LONERT THE WaY CHARACTERS PLAY TO THE READER?
QUR FREGUENT LISE OF THE WORD “IRNWULNER-
ABLET"

WHATEVER MAKES NORTH AMERICAN COMICS UNIGLUE,
IT'S PROBABLY BLURRED IM THE LAST 20 YEARS AS
ELROPEAN AND JAPAMESE INFLUEMCES HAVE ENTERED
THE MIX == AND AS JAPAN AND EUROPE'S UNIGUE
GUALITIES HAVE ALSD SOFTEMED,

EURCPE, MORTH AMERICA AND JaPan May NEVER
AcAIN BE AS DIFFERENT FROM ONE ANOTHER A5 THEY
WERE WHEN I wWaS STARTING OUT. THE WORLD 15
SHRINKING, INTERNATIONAL STYLES ARE EMERGIMNG,
AND SO0, THE WEB MaY SCRAMEBLE THINGS BEYOND
RECOSNITION, BUT BACK N 182, THE OCEANS SEEMED
ESFECIALLY WIDE FOR A YOUMNG COMICS FaM.

PAGES 229-237 - THE FOUR TRIBES

I ACTUALLY SAT ON THIS IDEA FOR OVER TEN YEARS
WITHOUT PUBLISHING IT, CONCERMED THAT IT MIGHT
DO MORE HARM THAM GOOD. I'M SYMPATHETIC TO
THOSE WHO SEE ANY SUCH EFFORTS TO CATEGORIZE
ART AS REDUCTIVE AND FUTILE. BUT THEN I'D SEE
THESE RANTS LIKE:

= "CRAFT 15 THE ENEMY OF ARTH

* "ALTERMATIVE COMICS ARE FOR PEOPLE WHO
CAN'T DRAW."

= "EVERYONE MAKING MAINSTREAM COMICS 15 A
SELL=-OUT."

* “EXPLAINING ART RUINS IT."

* "IF IT HAS NO NEW IDEAS, WHAT GOOD 1S IT?"

AND I REALIZED THAT IN A WORLD WHERE SO MANY
PECPLE REDUCE ART TO TWE SIDES, MAYEE RECUCING
IT T FOUR wWoULD BE AN IMPROVEMENT.

COMICS |5 AN ECOSYSTEM, AND EACH OF THE FOUR
TRIBES HAS A ROLE TO PLAY IN KEEFING T HEALTHY
AND GROWING. DECLARING WAR ON AMOTHER'S
ARTISTIC PHILOSOPHY IS5 AS POINTLESS AS A TREE
SCOLDING THE GRASS FOR BEING SHORT. WE MAY BE
COMPETING FOR THE SUNLIGHT OF OUR READERS'
ATTENTION, BUT THAT DOESNT MEAN WE'D BE
BETTER OFF WITHOUT EacH OTHER

PAGE 235 - CLUSTERS

THIS 15 AN IMPORTANT POINT THAT I HOPE EEEPS THE
FOUR TRIBES IDEA FROM DESCENDING INTO SOME-
THIMG MORE TOXIC. THERE ARE MO HARD DIVIDING
LINES BETWEEN THESE FOUR IDEALS. AND NO ONE
LABEL Can EVER 5UM UP A HUMAM BEING., BUT EACH
PHILOSOPHY HAS A CERTAIN GRAVITY TO IT THAT
MAKES THOSE CLUSTERS OF ARTISTS VISIBLE ON THE
PAGE, ON THE WEB AND ON THE CONVENTION FLOOR,

NEW ARTISTS WALK INTO THE CROWD, MEET OTHERS
LICE THEMSELVES AND GRADUALLY START HANGING
OUT WITH THE ARTISTS THAT SHARE THEIR WALUES,
THE ONES WHO “GET IT" WHEN THEY START TaLKiMNG
ABOUT THE THINGS THAT ARE THE MOST IMPORTANT
TO THEM, THIMNKE OF HOGWARTS' SORTIMNG HAT IN THE
HARRY POTTER BOOKS, PICKING OUT THE GRYFFINDORS,
HUFFLEPUFFS, RAVENCLAWS AND SLYTHERIMS... ONLY
THERE'S MORE TABLE-HOPPING, AND HARDLY ANYONE (5
TRYING TO KILL YO,

PAGE 236-237 - DRAWBACKS OF THE TRIBES

T'LL COMNFESS TO THE 5IMNS OF THE FORMALIST. T CAN
POINT TO ANY NUMBER OF COMICS THAT T'WVE DRaWHN (M
WHICH EXPERIMENTAL IDEAS WERE PRETTY MUCH THEIR
OnLY VIRTUE. ANYBODY CALLING SUCH COMICS “DRY."™
“ACADEMIC" OR “UNREADABLE™ WON'T GET MUCH
RESISTANCE FROM ME. AS LOMNG AS SOMETHING IS JUST
an EXPERIMENT, ARTISTS LIKE ME ARE CONTEMT WITH
SOME FAILURES ALONG THE WaY, “IF ¥OU CAN GUARAN-
TEE THE RESULTS IN ADVARCE, IT'S NOT AN EXPERI-
MENT™ SUMS UP THE ATTITUDE.

BUT FORMALISTS LIKE ME CAN SCREW UP BADLY WHEM
WE TRY TO TELL A STORY STRAIGHT. WE KEEP GETTING
DISTRACTED BY ALL THE FORMAL POSSIBILITIES ALONG
THE WwaY, AND WIND UP WITH A STIFF, FILL-IN-THE-
BLANKES COMIC WHERE INDMIDUAL PANELS ARE JUST
BORED EXCUSES TC GET TO THE NEXT Bi& IDEA. vOU
MIGHT CALL IT THE "NOT SEEING THE TREES FOR THE
FOREST" PROGLEM, AND IT'S A COMMDN OME WITH
ART-MERDS LIKE ME. IT'5 HARD TO JUST TELL A STORY
STRAIGHT WHEN THERE ARE 50 MAMNY POSSIBILITIES IN
THE AlR.

L' NOTORIOUS FOR ENCOURAGING A LOT OF CRAZY
EXPERIMENTS IN PRINT AND OM THE WER, EVER SINCE
LNDERSTANDING COMICS CAME OUT IN 1993, YET IN
MOST OF THIS BOOK, I'™ ESSENTIALLY TEACHING MY
READERS TO BURY THEIR EXPERIMENTS AND IMPERSON-
ATE ANIMISTS! &0 BACK TO PASE ONE. SEE THE
BaLlLOON M THAT MIDDLE PANELT:

A READING
EXPERIENCE 50 SEAMLESS
THAT IT DOESN'T FEEL LIKE
READING AT ALL BUT LIKE
BEING THERE?

THAT'S THE LAST THING OM A FORMALIST'S MIND., AND
IT'S MOT EXACTLY WHAT THE ICOMOCLASTS OR CLASSI-
CISTS ARE AFTER EITHER, BUT JUST A5 T MENTION 1N
THE NOTES TO CHAPTER ONE, THIS [5 WHERE MAKING
COMICS STARTS. IT'S WHY COMICS EXIST. AND PURSUING
THAT 0AL HELPS TO ILLUMINATE THE PATH TO ANY
HNUMBER OF OTHER GOALS.

ADDITIONAL NOTES AT:
WWW.SCOTTMCCLOUD.COM/MARINGLOMICS

243



WY @V iR

Chapter Seven

Making Comic

The Comics Professional
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LOME HOURS, BUT I SET TO BE My
OwN BOSS, DRaw My OwN STORIES,
LISTEN TS MUSIC I LIKE AND CREATE MY
cwiN WORK ENVIRONMENT.

SHORT, FOR

IF MAKING COMICS SOUNDS

A CONTROL LIKE A GOOD JOB TO YOU, you CONSIDERING
FREAK LIKE ME, MIGHT BE WONDERING HOW TO BREAK THAT, YOLPLL NEED
IT'S THE INTO “THE BUSINESS.” T ASK YOURSELF:

PERFECT
JOB!

“WHICH
BUSINESS?"

&
AN
ff @V LU | r

MONE OFFER AN EASY ROAD TO
FAME OR FORTUNE, AND SOME ARE MORE CREATIVELY
RESTRICTED THAN OTHERS, BUT MOST OFFER AT
LEAST A FEw SUCCESS STORIES.

IN MORTH AMERICA ALONE, THERE
ARE TWICE AS MANY MAREETS TO
COMSIDER AS WHEN I STARTED.

e £

PRINT



SOME OF COMICS™
BISGEST SUCCESS STORIES OVER THE YEARS
HavE SEEN IN NEWSPAPER STRIPS AND
PERIODICAL COMIC BOOKS.

IF THE KINDS OF COMICS YOU WANT TO
MAKE DON'T FIT EASILY INTO A POPULAR NICHE,
YOU MIGHT FIND MORE CREATIVE LATITUDE IM
“ALTERNATIVE" COMICS PUBLISHERS AND
ARTS WEEKLIES --

=

k

=
G

it

I

L
L
] = §

THE SYNDICATES AND PUBLISHERS THAT SERVICE THE
BIGGEST SHARES OF THESE MARKETS ARE WERY
SELECTIVE ABOUT THE STYLE anD CONTEMT oF

WHAT THEY ACCEPT. THOUGH,

AND THE COMPETITION IS5 FIERCE!

] | "= e T

-- OR SELF-
PUBLISHING via
OFFSET PRESS,
PRINT-ON-DEMAND OR
EVEN PHOTOCOPYING.

WITH LIMITED
DISTRIBUTION.
SUCH OPTIONS
MEAN LITTLE OR NO
CASH UP FRONT --

-= BUT ALTERMATIVE AND SMALL PRESS WORK
CAM ALSO FEED INTC THE GRAPHIC NOYEL
MARKET. |4 FACT, MANY HITS OF THE GRAPHIC
HOVEL MOVEMENT ORIGINATED N THE SMALL
PRESS AND ALTERMETIVE SCENES.

[ ] ars E-I
T B

{ ) HOST| @\ Mo '.-" N
IS g | NN\
. ANN | B = BRILET Vs
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SEE ART CREDITS, FagE 258,

OF COURSE, THE MOST
SUCCESSFUL COMICS
MARKET InN NORTH
AMERICA DOESN'T
AcTuaLLY COME FROM
NORTH AMERICA —

-= BUT SOME ARTISTS
N NORTH AMERICA
HAaVE HAD LUCK

CREATING MANGA-
FORMATTED comics
OF THEIR GWH,*

* EITHER THROUGH DOMESTIC OR JAPANESE FUSLISHERS,



RIGHT WOW, THE MARKET FOR
HOMEGROWN MANGA~FORMAT TED BOOKS 15 TOO

HEW TO EVALUATE, BUT MORE CROSS-BREEDING 15

INEVITABLE. SO KEEP YOUR EYES OPEN.

s

e

oM THE WEB, PUBLISHING AND DISTRIBUTION
ARE OME AND THE SAME AND —- AT LEAST AT THE
EMTRY POINT == FalRLY CHEAP.

ALSO KEEP YOUR EYES OPEN FOR OPPORTUMITIES

N OTHER PRINT PUBLICATIONS THAT RUN

COMICS, THESE POP-UP ALL THE TIME AND CaN
RESULT IN GREAT VISIBILITY.

gl

b=
i e o
| U == CAREER OUT OF A
on 253 KIND OF COMIC THAT
) DOESH™T EVEM
.l EXIST veni
-] 1 .
e - T %
fi et S
Al ll L

RIGHT
NOW, THE BISSEST WEBCOMICS
HITS ARE ABLE TO TURN A PROFIT EROM
ADVERTISING. MERCHANDISE, DONATIONS, ETC,
MOST STILL STRUGGLE T MAKE A LWVING, BUT
THE SCENE 15 CHANGING CONSTANTLY.

SEE

THE NOTES
PAGE FOR MORE
INFO,

WEB MAY NOT BE THE COMICS
BUSINESS' CUTTING EDGE IN A FEW YEARS,
AS THE PROSPECT OF NEW INFORMATION
APPLIANCES AND OTHER APPLICATIONS OF
WEW MEDNA LOOMS.

THERE HAVE
BEEN SOME
INITIATIVES I8 THIS
THRECTION BUT THE
FIELD IS STILL IN [TS
INFANCY, anND 15
EATE IS ANYONE™S
SUESS,

iF YOU'RE LIKE MOST PEOPLE, YOU WANT TO DD
YOUR OWN THING anND cET PAID FOR IT, AND
WHILE REALIZING THAT DREAM MIGHT NEVER BE
EASY. THE GROWTH OF NEW MARKETS HAS
DEFINITELY HELPED.
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e
— BUT GETTING A JOB IN
COMICS THESE DAYS IS MORE LIKE

IDEA OF CATCHING A MOVING TRAIN THAT
“BREAKING NEVER STOPS AT THE SAME
INTO™ comics STATION TWICE!

IMPLIES THAT

THERE'S S0ME SORT
OF INSTITUTION
WITH a FIXED
LOCATION THaT
You CAN FIND AND

b, PENETRATE --

PRUTTREN Ty o

T RITEA

MANGA aND
THE GRAPHIC

THE WEB w10

MOVEL MOVEMENT T%Hﬂx;ﬁ F.:.{r;dsr..; ¥OU
et sospapphe UNPREDICTABLE
ENOUSH TO TURM THE

MARKET COMICS HAS

WHOLE MARKET

)
UPSIDE DOWN -- EVER SEEN!

BE
PREFARED TO TAKE

soME TUMBLES |
BEFORE YOU GET IT
RiGHT!

TO GIVE HIM A L
JOB NOW Y

THE NEW SENERATION OF READERS
THAT THESE MARKETS ARE BRINGING N WILL BE
Making THEIR OWHN COMICS IM THE COMING

THATS WHY T : 7 -~ BUT WILL TRY
HOPE THAT YoOu'LL- TO &0 BEYOND

m I-"-H:‘RE. THAN JUE! : NHﬁﬂ AH" .IJF US

GENERATION OF

To BE GOOD AT IT.

SO 600D, IN
FACT, THAT THE

WHOLE MEANING OF

“PROFESSIONAL™
GUALITY COMICS MaY BE
= ABoUT To CHANGE.

i
o
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LOOK BACK THROUGH THIS BOOK
AND YOLPLL FIND & DOZEN OPPORTUNITIES
70 G0 BEYOND wHat ANY comics

ARTIST WORKING TODAY IS ACHIEVING!

THESE AREN'T THE
GOalSs EVERY SUCCESSFUL
ARTIST MEETS ==

-= THEY'RE THE
GOALS PROFESSIONALS
USUALLY FAIL TO MEET -
INCLUDING ME!

L8
»
™3 ::_ -—--—‘f :
. { "L“-I-\ : il ]
f—T O
I

NOW'S YOUR CHANCE TO EXPLORE THE CUTTING EDGE
STORYTELLING TECHNIQUES MY GENERATION
HaS ONLY BEGUN TO UNDERSTAND --

™,

== TO FIND
SOMETHING BEW
TO SAY, aND Say
IT WiITH & CLEAR,
STRONG VOICE --

CHOICE
'@'DF

CHOICE

ﬁ OF
FRAME

MOMENT
7 croice
IMAG

@ CHOICE

OF

WOR

n.] CHOICE

.

FLOW

== TO CREATE CHARACTERS WITH INNER LIWES 50 DEEP AND QUTER APDEARAMCES 50 VARIED aND
COMPELLING, THEY TaxE oM LIVES OF THEIR OWN.
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WHATEVER TOOLS

-= AND TRANSPORT US TO PLACES WE L) USE ~m

HEVER DREAMED COMICS COULD &O.

- WHATEVER PASSIONS DRIVE YOU TO CREATE --

&
=

YOU THIMK YOU
HAVE WHAT IT
TAKES.

s -- TO MAKE
7 COMICS THAT will
LEAVE MY GENERATION'S

BEST WORK IN THE
DUST!

.1&
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HOW MaNy
TONS OF INK
WENE SPILLED
ON T OVER THE

YEARS --

ITSELF --

Bl G s

IR ATLIVAL AN L i

AAVIED L] IRV TR

bR R

5

= HAS ALWAYS
BEEN A BLANK
PAGE --
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CHAPTER 7: MAKING COMICS

PAGE 244 - A GOOD JOB TO HAVE?

I REALLY DO LOWE MY JOG, BUT MNOT EVERYONE WHO
MAKES COMICS FEELS THE SAME WAY, AND I DON'T
ENCH ANY CARTOONISTS WHO WOULD CaLL IT “EASY."

CHRIS WARE WARNED AN AUDIENCE OF WOULD-BE
CARTOOMNISTS: "vyOU REALLY, REALLY HAVE TS WORK
HARD, DRAWING COMICS REGLIRES PRETTY MUCH ALL
OF YOUR FREE TIME.. TWC OR MORE DECADES WILL
FASS WITHOUT YOUR NOTICING IT AT ALL. FRIEMDS WILL
BE MARRIED, HAVE CHILDREN, GET DIVORCED AND DIE,
ALL WHILE YOU'RE WORKING ON YOUR SLOW MOTION
FICTURE STORY. AVERAGE RATHO OF WORK TIME TO
ACTUAL NARRATIVE STORY TIME, FOUR THOUSAND TO
OMNE." WARE'S OWH COMICS ARE UNUSUALLY LABOR-
INTENSINE, BUT OTHERS ECHO HIS DIRE PROGNOSIS,
MOST FAMOUSLY CHARLES SCHULEZ WHO FLATLY STATED:
"CARTOONING WILL DESTROY YO IT WILL BREAK YOUR
HEART.”

T'LL STICK BY MY "NICE WORK IF ¥OU CaN GET "
ATTITUDE == AND I'M NOT ALONE -- BUT IT'S ALSO
IMPORTANT TO STRESS THE "IF" IN THAT CHEERY
PHRASE. THE NUMBER OF COMICS ARTISTS MAKING
EMOUGH MONEY TO SUPPORT A FamiLY IS VERY SMall
COMPARED TO THE NUMBER OF THOSE WHO WANT TO,
AND THE TALENT AMONG THE WANNABES HAS
SKYROCKETED LATELY. BEING GDOD ENOUGH ISNT
OO0 ENOUGH, vOu HAVE TO BE GREAT.

PAGE 247, PANELS THREE-FOUR -
THE WEBCOMICS MARKET

MO MARKET |5 AS UNPREDICTABLE AND RAPIDLY
EVOLVING AS WEBCOMICS. I'M WRITING THIS IN SPRING,
AND BY THE TIME THIS BOOK COMES OUT N AUTUME,
EVERYTHING MIGHT HAVE CHANGED AdphlMN. SOME
THINGS ARE COMSTANT THOUSH. YOUR BEST BET FOR
ETTING NOTICED I5 5TILL DOING GOO0D WORK THAT
COMNECTS WITH YOUR AUDIENCE, FOLLOWED BY
GETTING THE WORD OUT TO THOSE ARTISTS AND
BLOGGERS THAT FREGQUENTLY LINK TO THINGS THEY
LIE. GET TO EMNOW THE SCEME AS A READER AND
YOU'LL FIND [T EASIER TO JOIN THE SCENE AS AN
ARTIST AND WRITER.

RIGHT MO, THE MOST SUCCESSFUL COMICS OM THE
WER ARE THE WEB-MATIVE HUMOR STRIPS WiTH
AUDIENCES Blg ENOUGH TO ATTRACT ATDWERTISERS
AND SPONSCRSHIPS, PROMOTE ASSOCIATED PRIMNT
TITLES AMD SELL MERCHANDISE, LONG FORM WEBCOM-=
I£5, THE EQUNALENTS OF COMIC BOOKS aND cRAPHIC
MOWVELS OhLIME, HAVE HAD FEWER BREAK~OUT HITS
BUT CONTINUE TO PROLIFERATE.

PAID DOWNLOADS, DESPITE AN EXPLOSION IN THE
MUSIC INDUSTRY, ARE LESS COMMON IN ENGLISH
LANGUAGE WEBCOMICS AT THIS POINT, THOUGH
BUSINESSMEN AND CARTOOMISTS (NCLUDING ME?
CONTINUE TO TRY OUT VARIOUS MODELS, AND THERE
ARE SOME SIGNIFICANT RUMBLINGS IN THE ASian
OHLIME COMICS MARKET.

I'LL TRY TO SUM UP THE CURRENT SCENE in MY OMLINE
HWOTES (AND 1M MY ONLINE EXTENSION TO THE
TECHMOLOGY SECTHON, "CHAFTER 5 1/2"). FOR NOW,
JUST REMEMBER THAT NO COMICS MARKET BETTER
FITS THAT RUNAWSY TRAIN METAPHOR FROM PAGE 248
THAN WEBCOMICS.

FINAL THOUGHTS

I SAID AT THE BEGINNING OF THIS BOOX THAT THERE
ARE WO RULES YOU NEED TO FOLLOW. IF YOU'RE
CURIOUS THOUGH, I DO HAWVE 50ME RULES I TRY TO
FOLLOW MYSELF, HERE ARE FOUR:

l. LEARM FROM EVERYONE
2, FOLLOW MO OME
3. WATCH FOR PATTERNS
&, WORK LIKE HELL

HNOBODY HAS ALL THE AMNSWERS, INCLUDING ME, BUT I
THIsK EVERYOME HAS A PIECE OF THE PUZZLE. I HOPE
TOUFLL TREAT THIS BOCK AS A STARTING POINT, A
GUIDE TO THE PATTERNS AND POSSIBILITIES AT LEAST
OME ARTIST BELIEVES HE SEES QUT THERE. THERE ARE
PLENTY OF MY PEERS WHO DISAGREE WITH ME ABOUT
SOME OF THESE TOPICS. LEARN FROM aALL OF US AND
DECIDE FOR YOURSELF WHAT WORKS FOR YOU.

YOU COULD IGMNORE EVERYTHING I'VE WRITTEN AND
STILL PRODULCE A GREAT COMIC, YOU COULD FOLLOW
EVERY SUGGESTION I'VE MADE AND STILL TURN OUT A
FIECE OF CRAP. THERE'S MO REPLACEMENT FOR
INSTINCT AMND INSPIRATION. BUT IF THIS BOOK HAS
HELPED TQ IMPROVE THE FORMER OR BOLSTER THE
LATTER, THAT'S EMOUGH FOR ME.

THANES FOR READING AND &OOD LUCK,

C(.'?

== SCOTT MCCLOUD
SOMEWHERE IN AMERICA, 2006

FOR ADDITIONAL NOTES, “CHAPTER 5 I/2.” RESOURCES,
LINKS, UPDATES, PONTIFICATIONS, RUN-ON SENTENCES,
WEASELLY DISCLAIMERS AND DETAILS ON THE MASSIVE
MAKING COMICS TOUR ¢aLL FIFTY STATES,
STARTING (N BaLL OF 2006 -- WE HOPED ViSIT:

WWW.SCOTTMCCLOUD.COM/MAKINGCOMICS
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Bibliography and
Suggested Reading

A true bibliography for this book would be thousands
of fitles long, since most of the ideas in these poges
come from recding comics, not books about comics,
3till, | hope you'll find the following st helphul, Some
of these books helped me directly with research,
Marny are Just good bocks | can recommend.

The Head of the Class

There are o few books which excel af thelr respective
topics to such a degree that they qualify os essential
reqding. Here they are:

Chelzea, David. Pespective! For Comics Arfists. Mew
York, NY: Watson-Guptil, 1977,

Eisner, Will. Comics and Sequential Art. Tamorac, FL:
Poorhouse Press, 1965,

Foigin, Gary. The Arfist's Complete Guide to Facial
Expression. Mew York, NY: Watson-Guptill, 1970,

Lee. Stan and John Buscema. How 1o Oraw Comics
the Marvel Way. New York, NY, Simon and
Schuster, 1978,

Tufte, Edward. The Visual Display of Quantifafive
informafion, Cheshire, CT: Grophics Press, 1987,

Chelseq and Faigin's books are the most practical
since you're bound to need their advice bn evary
page you drow, Chelsea's book is.in comics form like
this one and it's a reol eye-ocpener. If you've ever
tiad frouble drawing in perspeactive, he'll set you night
in record time, Faigin®s book on expressions was 4
great help foar me persanally. As with my own section
on expressions, thowgh, don't get hung up on style,
Faigin isn't tefling you how to draw exprassions in any
particulor way, just helping you understand how the
face warks and he does that exiremely wall.

Eisner's book i§ a foundation we've all been building
on for yeaors. His 1994 book Grophic Storyteling and
Visual Norative 15 also recommended.

Lee and Buscema ocra much narower in ther focus,
but If you want to understand the style of comics
they helped refing in the ‘70s, Marvel Way certainly
delivers,

Tufte's book is abouwt information design, not comics
bt his ideas on clarity ond communication are
powerful and persuasive. Tuffe knows That good
design is gbout more than just choosing the fght
logo and does a great job of explaining why. Visual
Display i the classic that started it ofl, but his loter
books Envisioning Information {1990] and Visvgl
Explanations [1997) are just s good,

General Reference / Theory

Blackbeard, Bill and Martin Willlams. The Smithsonian
Coflection of Newspoper Comics. Washington,
DC: Smifthsonicn Institution Press, 1977, A classic,
oversirzed collection of many classic early comic
strips. Might be ot your local library if you con't
find (orafferd] a usad copy.

Daoley, Michael and Steve Helier. The Educafion of a
Comics Arllsl: Visual Nowrative in Cartoons,
Graphic Novels, and Bevond. Menw York, NY:
Allworth Press, 2005, Interviews with o wide range
of comics arlists and carognists (including me)
and odd, but interesting glimpses into tha brains
of some of the better artists working today.

Gravett, Paul. Grophic Novels! Stares to Change
Your Ufe, New York, NY: Collins Design, 2005. Shck
coffee iable format, but Gravett is a serous
observer of fhe scene and covers o ot of ground
{saome goes for his Mangao book below).

Harvey, R.C. The Arf of the Comic Book, Jockson. MS:
Liriversity Fress of Mississippi, 1994, Also see
Harvey's 1974 book The Art of the Funnies:

Sehutz and Brownstein editors. Esner/nailier
MiwoLkie, OR: Dark Horse Publishing, 2005, Two
giants of American comics, Will Bisrier arnd Frank
Miller, talk about anything ond everything for 347
poges.

More on Manga

Deppey, Dirk editar. The Cormics Journal #2469,
Seattle, WA Fantagraphics, 2005, Several
interesting essays about Manga in this oversized
edition of the venergble TCJ.

Gravett, Poul. Manga: Sixty Years of Japanese
Comics. London, UK: Lourence King Publishing,
2004,

Schodt, Frederik L. Mangal Manga! The World of
Japanese Comics. Tokyo/New York: Kodansha
Internaticnal, 1983, A year affer | started scouring
the shelves ot Books Kinokuniyao in New York (see
page 215), Schodt's book come out and
amswered o lot of gquastions. Also check out his
more recent Dreamiland Japan,

Shirotor, Chikoo. Secref Comics Jopon, San
Francisco, CA: Codence Books, 2000, Nice*
anthclogy of some Japanese underground
comics, compiled by a former editor of the
influential Jopanese alternative anthology Garo,

And yas, there are fiterally hundreds of how-to books
focusing on Manga styles, | wish | could help sort
through the pite. but |'ve had trouble idenfifying the
standouts. Pick whatever looks good 1o you, Just
keep an aye on what's going on under those shytes.
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Drawing Humans

Bridigrnan, George. Constructive Anatomy.,
Bridgman's Life Drowing, efc. New York, NY:
Cover Publications. Popular figure drawing books
from fhe 1920s, still in use today.

Darwin, Chartes. The Expression of the Emafions in
Man and Animals. Oxford, UK Oxford University
Press, third edition 1998, first published in 1872,
With extensive footnotes by Paul Ekrman,

Ekman, Paul. Emofions Revealed, New York, NY:
Henry Holf, 2003, In-depth analysis of facial
expressions, Sporse ilustrations, but still usetul for
ortists and a key source for Gary Faigin's bock.

Harmim, Jock, Cartconing the Head and Figure, New
Tork, MNY: The Pulnam Publishing Groug, 1947.1
don't kivow any contempornory carfoonisis who
actualy want to drow like Jock Hamm, but wea
alt adore his goofy, obsessively delalled how-to
books aond you might too.

roms, Desmond. Manwatching, Mew York, NY: Harmry
M Abrams, 1977, [Oul of print but don't et that
stop you.) IF the stuff on page 111 interssts you,
track down o copy of Moms' mindblowing book
from the '70s. | wos frustrated in my search for a
guide fo body language that was gs good as
the lexts | found for fociol expressions [most
seemed pre-occupied with how fo pick up
wiormen at the water cogler or convinee tha
regional sales manager that you were o
ga-getter] buf Momis' book, which I've cwned
since coflege, confinues (o be a source of
Inspirgtion ond delight,

Writing for Comics

Gartler. Mot editor. Panel One: Comic Book Scripts by
Top Writers. Thousand Qaks, CA! About Comics,
2002, Exomples of various comics scrpts in the
form they wete given to the artist: the follow-up
valume, Panel Two repdints one of my own scripls
from the 'B0s.

O'Meil, Denis. The DT Comics Guide fo Writing
Corrics. Mew York, NY: DC Comics. 2001, From
the same series as DC's art instruction guides
(below).

Salishury, Mark. Writers an Comics Sariptwriting.
London, UK: Titan Boaoks, 2002, Dan't have it, but
the one on artists (see below) is pretty good and
I'rr guessing this is too,

Tools and Techniques
Bigir, Preston. Cartoon Anirmation. Laguna Hills, CA:

Walter Foster Publishing, 1995 {more compact
farmat than the ariginal | got bock in the "70s).

Collinz, Sean T, editor. How to Draw: The Best of
Wizard Basic Training. Congers. NY: Wizard
Enterfainmant, 2005 Pretty much the polar
opposite of this book, but a decent survey of
contemporany mainstream superhero stylas, plus
some greot advice from smort veterans ke Joe
Kuberl ond Walt Simonson,

Guptill, Arthur L. Rendering in Pen and Ink: New York,
WY: Watsan-Guptil, 1997, Criginally published in
1937, Recommended by several arlists |
contacted.

Loomis, Andrew, Various titles, Paul Smith and other
cirfists | know sweaor by the figure drawing books
of Andrew Loomis, The site Soveloomis.org has
links to oniine sowrces for various Loomis titles.

Martin, Gary with Steve Bude. The Ar of Camic-Boak
Inking, Milwaukie, OR: Dark Horse Publishing,
1997, A welrespected how-to guide that a faw
of my comespondents mentioned. May be out of
print, bt youw might skl find coples out there,

Maorling, Ernest, Perspecfive Mode Easy, Mineola, NY:
Bover Publications, 1999, First publishad In 1239,
this book sofidly delivers the promise of the title.
And it's cheopl Another favorite of Paul Smith,

Richordson, John Adkins. The Compiete Book of
Caontooning. Englewood Ciiffs, N Prenfice-Hall,
1977. Though o bit dated, Drew Weing and | both
have fond memornies of this smaornt, eclechic book
that caught our eve when we were first lacming
to make comics.

Saolisbury, Mark, Arfists on Comics Art, London, UK:
Titan Books, 2000. Interesting discussions with
comics artists about thelr technigues.,

Voriows, The DC Comics Guide fo... |... Penciing.,
.Inking. ...Colering and Lettering). New York, NY:
DC Comics, 2002-2004, Shick, well-done and
informative guides modern mainstream
techniques.

Waiker, Mort, The Lexicon of Comicang. Port Cheaster,
MNY: Comicana Inc., 1980. Not practical. but a lof
of fun.

Withrow, Steve and John Borber. Webcomics: Tools
and Technigues for Digital Carfaoning.
Houpoauge, NY: Barons Educoational Saries,
2005. Big, flashy collection of some of the Web's
most creative cartoonists, Definifely skewed to
the eccentric artsy cartoonists like me, but it
offers o lot of good information on toals and
techrigques.

Faor online guides. visit;
wiww scottmocioud. com,/makingocomics
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Art Credits

Unless oftherwise noted, the creator iz oo the copyright
hicicher.

Page 5. panel 1: Lynn Johnston, For Better or For Worse,
Cavid Marucchalli, Batnan, Yeor One [with Frank sMiler) @
DT Cormics. Art Splegelman, Maous: & Survivor's Toke, Rumiko
Takaohashi, Ranme 1/2 8 Burmiko TakahasnifShogakokan:
Covid B,, Epleptic. Demian 5, When | am King
(erwewe.clemionS.com).

Page 25, panel 4: lairme Harmandaz, Love and Rockels,
Page 27, panel & Mot Fearall, frarm Disney
Adventuras/Mickey Mouse ©/™ DEney,

Page 28, paned 4 loson Lutes, dorof Faois.

Page 2%, panel 3: Craig Thompson, Biankets, Pamel 4: Ho
Che Anderson, King, Fronk Milles Sn Cify.

Page 30, panel & imoge of Kely Donovon used by
prarrndsion. Thanks, Keliy!

Fage 31, panel 31: Derek Xirk Kim, Some Difference and
Other Storles.

Fage 47, panel 3; Eichiro Oda, One Piece. panel 4:
Francols Schiiten, Ioro [with Luc) & Les Humonoldes.

Page 5& Chester Brown, Louis Riel,

Page 48, panel 2-4: Choractars from Jof & Scott MoClowd,
Fanel 5: Curmbledore from Hory Polfer by 1. K. Rowding,
Gandall tram The Lord of the Rings by J, 8. R, Talkler, Obi
Won Kenobi from-Star Wars @ Lucasfiim,

Poge &4 Sieve Ditko, Amazing Fonfosy # 15 (with Ston Lee)
& Morvet Entertainment Group,

Page 49, panel & ‘Walt Kelly, Pogo & 0P

Fage 70, panel 7: Rumike Tokahashi, Banma 1/2 @ Bumiko
Takahashi/Shogakukon

Page 72, panel 1. Uderzo, Asterix (with Goscinny] 8
Dorgaoud, Panel 2; Yasuiti Csimo, Father and Son (with Moo
Hayasi), Panel 3: Jaime Hemandez, Love and Rockets. Iof!
& me. Characters frorm Meil Gaiman's Sandman & DC
Comics. Chorachers from The Fanbasic Fow © Marvel
Enteriginment Group.

Poge 79, panel : Croig Thompson, Blonkshs

Page 100, panef 5: Art Spiegetman, Mats: A Sundvars Tale,
Chiels Wone, Jimmy Corigan: The Emartest Kid on Earth,
Panel &; Jason Lithe, Jack's Luck Buns Cul,

Poge 104, panel 5: Bryan Hitch with Poul Meany/ Andnew
Cumie, The Ulimotes Volume 2 [with Mark Miar] & Marvel
Entertainment Group, Panel & Chrs Waore, Jimmy Comgan:
The Smartest Kid on Earth; B, Crumb, “Memonas are Mads
al This" from Walrda #22; Sath. Chide Fors Book One; Erld
Drooker, “Horre" from Flood,

Page 115, panel 1: Heirrich Kley, Untitled sketch. Panel 2
Jaime Hermandez, Love ond Rocket, Panel 4: Tom Hord, The
Soarwcts.

Page 124: Preston Bloi, Corfoon Animotion.

Page 125: laime Hernondez, Love angd Rockels Mo
Walker, The Lexicon of Comicona. Eyle Baker, Kvke Boker
Corfoonist; Volume 2.

Page 124: Chorles Schulz, Peonuts & United Media, Joime
Hernandesz, Love and Rockets, Will Eisner, Citv People
Notebook Condroct with God and Family Mohters, Craig
Thompsan, Bionkets,

Fage 132: jpongebob SquoarePonts ™ Viocom,

Page 135, panel 7; Renée French, The Soop Lody. Ponel B
Palrick Alangon, The Yellow far,

Fage 134, Fanel 3: [top down] Jung o, Uzurmakl © Jung o f
shogokuian: leff Smith, Borne; Tom Hart Huteh Owean's
Working Hard, Chirls Wara, Acme Novelfy Library: James
Sturm, The Galem's Mighty Swing: David B., Eplephs: And
Vara Brosgol V1 Wish,,.” from Fight #1,

Fage 137, panel 3: David Mozzucchelll, City of Glass (with
Paul Korsik) adaptefion 8 Bob Colahan Shudios.

Page 138, panel 7; Art Spiegaiman. "Don't Get Arcund
Much Anymore” from Breokdowns.

Page 137, panal 2: Steve Ditko, Ditkd Pubiiic Senrdice

Package, Panel 3; Wil Ener, A Conbroct with God, David
Chom, Slow Jams. Chiis Ware, dmmy Corigan: The Smoefes
Kid on Earfh,

Foge 140-141: Ses credits for 135-13%.

Foage 142, panel 2: Will Eisner. Comics ond Sequentiol Ar.
Panel 4; Posy Simmonds, Gemma Boverny, Panel &: Peter
kuper, "5ex, Drugs, Rock'n'Roll" rom Siipped. Hope Larson
& Luey Enisiery. Latters from the Bottom of the Sao.

Page 144, panel 2: Jock Kirby, Fontasfic Four fwith Stan Les)
& Marvel Enterfainment Group. Paned 3 Pofrick McDonnedl,
Mufis. Panel 4: Dave Sim, Cerebus {with Gerhard). Panel &
‘Will Eisrer. Cowmnics ond Sequentioi Arf,

Poge 145, panel 1; Dan Clowes, Ghost World, Paned 22 Jasan
Lutes, Berlin,

Fage 149, panel 5: Lecnordo Da Vinci, Ty bit o' The Mona
Lisar Jone Auefen, Tiny bit o Pride and Prefudice,

Page 152, panel 5: Palrick McDonnell, Mutfs,

Page 153, panel 1: Yincen! Yan Gogh, Tiny bit o' Starry Mighl
Jarmes Jovea, Tiny bit o' Uvsses,

Page 154: Wil Eisner, The Spif,

Fage 155: David Choe, Sow Joms, Guy Defiste, Pyongyang &
Guy Defsle ond L' Associafion: Marjane Sotrapl, Persepoliz &
Marjane Satrapi and L Assaciction,

Page 156, top down: Will Eisnar, The Spirh: Shawn Mokanis,
Senderean (writer kel Galman, ettering Todd Kiein) 8 0C
Comics: Jordan Crane, The Clouds Above; Masoshi
Kishimeto, Naruko, Bobom right: Craig Thompson. Biankets,
Page 147, panel 1: Seth, Chede Fons Book One,

Page 159, paneds 1-3: Charles Schulz. Peanuts-© United
Media. Panel 4: Rick Geary, "The Age of Condos froem Al
Home with Rick Geary.

Page 171, panel 2: John Porcelling, King-Cat Comics and
Stories; Special Mink-Supplement (o McSweensy's Quarterdy
Concem #13. Panel 3: Dabbie Drechsler, "Saxtaan™ from
Twisted Sislers 2. Panel & Richord Moguing, "o from
MeSwesney's Guarterty Concern # 13, Panel 5: Gary Panter,
Jimbo In Purgatory, Panel & Mariscal, "Crash” from Reod
Yourseif Row.

PFage 17%, panel 2: Hayoo Miyozoki, Nousicoa of The Vialey
of fhe Winds & Nibanki/Tekumo Shoten,

Paoge 181: Derak Kirk kKim, Healing Honds: Edword Gorey,
*The West Wing™ from Amphigorey: Johrn Porcelling, King-Cof
Cormics and Sharies: Special Mink-Supplement o
Moiweeney's Guarterly. Concem # 1.3,

Fage 182: Jeff Smith, Bane.

Poge 1846 Art by Paul Smith. (Cuh).

Poge 193: Giorglo Cavarranc, Wolt Disney's Waorld of The
Drergronlongs [with Byron Encison) @ Disney Enterprses.
Page 194, first row: Cralg Thompson, Blankefs; Marjanes
Satrapi Persepolis © Marjone Sofrapi ond L' Associofion;
Jesica Abel, La Perdida, Second row: Hope Larsan,
safamander Drearm: Chardes Burns, Black Hole; Spike.
Temiploy, Arizonc. Third rew: B, Crumb, “The Crumi Formiy"
trarn The &, Crumb Hondbook, Jim Rugg, Sfreet aAnge! (with
Bricin mMorucal; Tem Hart, Hutch Cwen. Fourth Row: Dave
Coopers Donand Lamy: Jure Kim, "Sheep, Sheep, Sleep”™
Megan Kelia, "The Pickie Fark” from Scheherazade, Fifth
Row: Rick Geary, Al Home with Rick Geary: Joost Swarte,
"The Miral™ vorm Row 85, Jasen Shiga, Doubié Hoponess,
Shcth Row: Howord Cruse, Sfuck Rubher Boby; Kiis Dresen,
Encointer Her; Toc Fetch, ..of the Mosf Pope Joey.., Yolume
£ na, 1 The Tenaciouws Focts of Life of a Norman.

Page 196 Charles Dana Gibaon, "The Education of M Pipp"
{189%],

Poge 200 Paned 3: Okoy, leff 1o Aght, fop down (some wera
obscured when fhe collage was pasted in - opologies o
the siced-up cartoonists] Greg Dean, Real Life; Steven
Charss Manola, Superdockers; Tataryo Bhida, Sinfest; Bfka
Moan, DAR: A Super-Gily Tap-Secrat Comic Diary: Tracy
White, Traced: Matt Bovne. Enights of the Shvoud; Bomy
Deuisch, Hereville: Tinfin Pantoja, Sevenplaing, Roger
Langridge, Hotel Fred; Spike, Templar, Arzona: Ned Babira,
Imitahon of Life: Raino Tedgemeier Smile; Walt Holcombe,
Holls of Sea; Foul Tovion Wopst Sguare; B, Stevens. Diess(
Sweefies, Joson Turner, Bight Marming Biue; Scoft Kurtz, Pef:
Bill Mudron, Pon; Adrian Romos, The Wisdom of Moo, Esan
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3o, Jefaty; Unsula Vernon, Digger; Demian 5, The Truth
cbout Biephants; Dorothy Gombrell, The New Advenfures of
Creath; Um... big rectangie thing... maybe D. Merdin
Goodbrey, Jomes Kochalka, American Ef; Bryant Poul
Johnson, Teaching Baby Pavancia; Joson Thompson, The
SHf; Mike Krohullic, Penny Arcade [with Jary Holkins]: Reinder
Difhiciis, Courfly Manners (with Gelr Strom); Steven L Cloud,
Bay on o Siick and Sither; Eris Dresen, Manva, Chris
Shodoion, Sreets of Morthomplon; Shoenon Gamify,
Novbonie: Chuck Whslon, Pewfeall (with Adary Prosser); Denek
Kk Klm, Half Empiy: Jann Manlay Lee, Dicebox: Kam
Kibuishi, Copper; Jefl Jocques, Questionabie Content: Cot
Garza, Cuentos de le Fronderg; Dvlon Meconis, Bile Me:
James Turner, Beaver and Steve; Mitch Clem, Nathing Mice
to fay; Lea Hemandes, Texos Steampunk; Christopher
Baoldwin, Lithe Dee; Faith Erin Hicks, loe; Cho Chiong,
Cascadia: Motasha Allegr, Nermal Life: Jeffrey Rowdand,
Wig, Micholos Gurewitch, Perry Bible Felfowshi, Les
MeCloine, Jonny Crostbones: lohn Alison, Soary Go Rownd;
Fachel Hartrean, Return of ihe Mad Bun: Steve Bryant,
Athena Vollgire (with Paul Daly ond Choad Fidber; Colin
White, Arrcably Subversive: Jonathan Eosenberg, Goals,
Fred Gallagher, Megatokyo: Svetiano Chmokeova, Chosing
Roinbows. Panel 4: Steve Bryant, Atheno Volfoie fwith Paul
Daly ond Chod Fdler). Ponel 5: Jomes Kochalka, Armerdcan
Eif; Caf Garzg, Cuenifos de le Fronfers, Panel &: Scott Kurtz,
P Mike Krohulic. Penny Arcade [with Jemy Hoikins). Panel 7;
dohn Allison, Scary Go Round; Dorothy Gombrell, The paw
Adveniures of Death, Panel & Joe Tabel, Fear Mongers;
Patrick Farley, Delta Thrives. Panel %: Brian Clevinger, 8-Bif
Theaire: R, Stevans. Diessl Sweafies,

Page 201, ponel 2 Kozu Kibuishl, Copper. Panel 3: Draw
Weing. Fup, Ponel 4: Justine Shaw, Nowhere Girl. Panel &:
Derrrican 5, When ! om King.

Fage 210: Toc Fetch, ...of the Most Pope Joey... Voiume 3,
no. 1 The Tendaciously Tane Advenfures of o Noman.

Poge 212, bottom row: Jim Woodding, Frank: Kvle Bakes,
Undercover Genle, Volume One; Joe Sccco, The Fixer; Chirls
Wore, Jimmy Comigan; The Smarest Kid on Earh,

Page 213, top row: Jelf Smith, Bone: Rumiko Takanashi,
Inuyasha: Majane Safrapl, Persepoiis: Erk Drocker. Flood,
Second row: Osamu Tezuka, Astrobay; Herge, Tintin @
Casterman; Chares Schulz, Peanuls © United Media:
Phoebe Gloacknar, A Child's Life, Third row: Dovid 8.,
Epdeptic; Demian 5, When | am King.

Poge 214, panel 5: Rumiko Takahashi, InuYasha,

Page 214, panel 1: Batman & DC Comics, Astroboy & Tezuka
Preductions. Left celumn: Yamasaki & Adachi, Flower Comics
Seres (book fifle in Japaness, samy): shi isami, 750 Rider;
Osamu Tezuka, Vampie; Yot Osima, Faother ond Son (with
Moric Hoyosi), Right eolumn: Shinji Mizushima, Dokoben,
Yamosaki & Adachi, Aower Comics Serdes; Osamu Tezuka,
Dovaro; Ked Makazawn, Gen of Himshirmo: Riyoko keda,
Rose of Versalies.

Page 217, middie Hler: Shotaro Ishinomarn, Cybong 009 (2
images): Yosuifi Osimo, Father and Son (with Marle Hoyasl) |2
Images); Shinji Mizushime, Dokaben; Yoshifing Tatsumi,
"Disinfecton” rom The Push Man and Cther Stories: H Soto.,
thonen Champion Comics Seres [book title in joponesal;
Istvil lsad, 730 Rider; Kiyoko lkedn, Rose of Versailes, Yasit
Osirma, Father and Son |with Hofo Hawasi),

Page 218, panal 2-4: Osomu Tezuka, New Treosurs fsland,
Astroboy, Blooikiack, Dovraro, Princess Knighf, Jungle Emperor,
Suddha & Tervka Productions. Poned 8, left fo right; Kaotou
Kamuhiko a.k.o. Monkey Punch, Lupin ll: Yomasaki & Adachi,
Fower Comics Sedes |book titke iIn Joponese]: Keiko
Takemiya, Toward Terra; Shinji Mizushima, Dokaben: Kozuo
Koilke and Geseki Kojima, Lone Wolf ond Cub; Kotsihirg
Dhtomao, Acfion Comics Sares (book tifie in Jopanese) (with
Toshiniks Yohagl); Shurd Sonayama, The Chief Clerk in His
Prime; Rivoko kedo, Rose of Vemalles: Reiji Matsumoto,
Ghiast Warrior, Fujika F, Fuio, Dorcemon; Akea Todyama, Dn
Slurnp: Camemarny and Takeshi Yoneda (| think - credits in
Joponesa), Boltor Madonna.

Poge 21%. panel 3: Craig Thompson, Blankete: Chrls Ware,
dimmy Comigan, The fmotes! kid on Eanh; Chynna

Clugston, Queen Bee; Derek Kik ki, Some Difference.
Panel 5: Fred Gallogher, Megalckyo, Ponel & Rumiko
Takohashi, InuYasho: Moyoco Anra, Sugor Sugor Rune;
Clamp. Chabits; Mofsuki Tokavio, Frufls Bosked, Moasashi
Kishimoto, Nonstor Al Yorowa, Poraclse Kiss,

Page 220, panel 1: Matsul Tokayo, Fruits Boske!, Panel 2
Layout from “Everybody Wants my G by Joe Simon and
Joick Kby, from the collection Real Love, Ponel 4; Layout
from Kodacha by Mihe Obana. Panel 5: Miwa Ueda, Peach
G, Panel 8: Masoshi Kishimoto, Narula,

Page 221, panel 1. Maseshi Kishimota, Narito. Parnel 3:
Eichiro Oda, One Fiecs. Panel 4; Mok Bogley, Arf Thiben
andior Dan Panosian, Uiimete Spider-fdan Volume One
[with BHl Jerras ond Brion Michasl Bandis).

Panel 2 Edweord Biric from Full Metal Alchemest € Hirormiu
Argkowa/Sguare Eni Panel 7: Amy Kim Ganter, Sorcerers
and Secrataries 8 Amy Kim Ganter and Tokyopop.,

Page 223, panel 1: Bryon Lee O Malley, Scoff Pilgrim,

Page 225, panel 3: Jock Kirby, The Fanfastic Four (with $han
Lea] & Marvel Entartainment Group, Panel 4; Supermon &
DC Cormecs: this ponel micy be drawn by Curt Swoan but
thiepe were no art credits in the anfhology | found this

pangl in,

Page 224, panel 1. elrcle #1: Csoma Teruka, Astroboy &
Teruka Praductions. #2: Shotaro Bhinomon, Cyborg 009, #3:
Mosamune Shirow, Appleseed. #8: Cramu Teruka, Princess
Knight @ Tenuka Produchions. #5; Byoko ledd, Rose of
Versaiies. #&: Furmniko Tokohashl, Bonmo 1/2 & Rumike
TakohashifShogokukan, #7: Csomu Tezukd, Dororo B Tezuka
Productions. #8: Sampei Shirato, Ninja Bucheicho., #9: Kamuo
Koike and Gosekl Kojima, Lans Woif aond Cub. Panel 4;
Gormu Tezuko, Fhoeni Jask Kitby, Mew Goos @ DT Comics,
Page 227, panel 1: Herge, Tinlfn @ Casterman, Panel 2;
Moebius, Ceuvres Completes Tome 2; Jean-Cloude
Meziares, Ambassadior of the Thodows |with Piare Cristing;
Lewis Trondbeim., Midiou © Editions du S=uil. Panel 3: Hovao
hivazakl, Mausicaa of The Valiey of the Winds &
HibarkiTokuma Shoten, Panel 4 Jeff Jocgues, Questionable
Confent; Mike Krahul, Panny Arcode [with Jery Hoelkinsg:
Mitch Clem, Matting Nice to Say; James Kochalke,
Amevican EIf; Eig Millikin, Fetus-X; Joe Iabel, Fear Mongers,
Jeifrey Rowland, Qvercompensafing: Jenn Mankey Lee.
Dicebox: Dylan Mecons, Bite Me. Panel §: The Hullk  Marvel
Eriterainment Growp.

Page 230, lel: Hol Foster, Frince Voliont & King Feafures;
Collean Doran, A Distant 3o P Crasg Russedl, Murcher
Mysteries (with Meil Gaiman], texf @ Ned Gaoimaon. cdapia-
fion and iustrotions & P. Croig Ruszell. Right: Lyrin Johnston,
For Bertter or for Worse; Jock Kirtby, The Fonfasiic Four fwith
Stan Les) 8 Marvel Entertginment Group; Don DeCorlo, Baffy
and VYeromnca & Archie Comics.

Fage 231, left: Art Spiegalmaon, "Ace Hole: Midget Detec-
five" from Breakdowns, Kevin Huirenga, "The Sunset™ from
Goriang; Danisl Merin Goodbrey, The Fomafish, Right: Jule
Doucat, My New York Diary; Jocaues Tordl, “Manhotian”
reprinted in Beod Yourself Row; R. Crumb, *I'm Grotafult I'm
Crotefull” frorm Weindo #25.

Poge 233, pane| 4: Mitton Coniff, Terry and fhe Pirates 8 Eing
Feotures, Panel 5: Art Spiegelman, in the Shadow of No
Towears, Panel & Dave MckKean, Cages,

Page 234, panel & Charles Burr:, Black Hole. Paned & im
Woodring, Frank.

Page 240, lef: Kim Jeo Eun, Soul to Seoul © Kim Jeo
Eun/Daiion C.1.: Doha Kang, The Greal Cofsby. Right:
Hiraron Kikuchi "Gedaotse Man™ © Hironon Kikuchi/Sekindo;
Yuko Tsund, "Swing Shel" € Yuke Tane/Gure; both reprinted
In Secret Comics Jooan,

Page 241; Yoshikirg Tatsurni, “Troffic Accident” from The Push
Mart and Ofher Sfores,

Poge 242 Mok Bagley, A Thibert and/or Dan Panosicn,
Uttimate Spider-Mon Valume One [with BE Jermas ond Brian
Michiciet Bendis),

Fage 246, panel 1: Choria Brown ™ United mediar Calvin
and Garfisld ™ Universal Press Syndicate;: Batmaon ™ DC
Cormice; Spicer-hMan ™ pMarved Entertainmant; Batty ™ Archia
Comics.
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Abal, Jewsica, 1974, 208-209

Adobe, 197-198, 202, 211

“Age of Condos, The", 167

Allegr, Matasha, 200

Allison, John, 200

Alternative comics, 56, 104, 219, 244
Amaes guide lettering template, 189, 195, 211
Amphigoray, 181

Anolog to digital fransition, 205-207
Anatomy, 28, 104, 174-115
Andersan, Brent, 208

Anderson, Ho Cha, 29

Anime, 219, 222-223

Arirnist, see four fribes of comics
Anno, Movoco, 219

Applesesd,. 228

Arakowa, Hiromu, 222

Archetypes, 48, 123, 217

Artist's Complete Guide o Facial Expressians, The, 124
Atangan, Palrick, 135, 140
Atmospheric effects, 207

Auster, Poul, 137

Babera, Nell, 200
Backgrounds, 50, 178, 180, 201, 214
Bock-up drive, 205
Bagley, Mark, 221, 242
Bokar, Kyle, 125, 2172
Bolonce [olso see imbolance and discontent)
Detwean words and pictures, 128-12%, 153
in choice of frame, 19
Baldwin, Cheistopher, 200
Baonde dessines, see ELurop&Ean Comics
Bayne, Matt, 200
B.. David, 5, 1348, 213
Batty (and VMeronica), 122
Bizsaite, Steva, 57, 208, 211
Block rolling baoll fine point pern, 185
Bloir, Praston, 124
Blead, 162-163
Body language, 4, 37, 62, 76, 102-120, 126-127, 144, 221
Bogarl, Humphrey, 30
Bollond, Brign, 210
Books Kinokuniya, 215-214, 241
Borden
ponel borcars, 195, 197
bordeardess colors, 200-201
Boutros-Ghafi, Boutros, 30
Bristol beard, 188-189, 194, 208-209
kidl findsh, 18%
plate finish, 189
wvelium finish, 189
Brosgol, Viera, 134
Brown, Chester. 55-54
Brushies [olso see soble), 188-18%. 193-178. 210-211
Aioh, 210
brush pens, 210
Copic morkers, 210
Kuretoke, 210
Pantel Pocket, 210
Soble brushes, 191-192, 209-210
Sakura Pigmia, 210
Windsor-Mewion Scepire Gold, 208
yellow Loew-Comell, 208

febra 303, 210
Bryant, Steve, 200
Buffy the Vampire Sloyer, 30,
Buthy and Spike, 122
Burns, Chaores, 125, 194, 234

Campbell, loseph, 123
Coaniff, mitton, 233
Copilions, 128, 155
Cartoon Arimation, 124
Cavamzano, Giongio, 193
Chairs, drafting, 205, 208
Challengers of the Unknown, 124
Characher design, 4, 42-7%, 120, 214, 247
Chelseo, David, 172,183
Chiang, Chio, 200
Chibis, 242
Chiddren's book tone, 135
Chinesa comics, 240
Chmokova, Svetiono, 200, 242
Choe, David. 13%. 155
Cholce of:
fiow, 10, 32-39. 42, 45, 53-54, 57, 173, 249
frame, 10, 14, 19-25, 37-43, 45, 53, 5&-57, 173, 24%
image, 10, 26-29, 37-40, 43, 53, 57, 173, 249
moment, 10, T1-18, 37-40, 43, 45, 53, 5§, 173, 249
ward, 10, 30-31, 37-39, 42-43, 53. 173, 249
Cify of Gigss, 137
Clamp, 21%
Clarity, 37, 45, 47-48, 51-53, 55-57, 135
Clossicist, sea four fibes of comics
Clamn, Mitch, 200, 227
Clevinger, Brion, 200
Close-ups, 20, 22, 40, 42, 51, 54, 74, 140, 178, 198
Cloud, Steven L., 200
Cilowes, Daniel, 145
Clugston, Chynng, 219, 241
Chyde Fans, 167
Celon 193, 200-201
rola of, infernaticnally, 240-241
focial exprassions companson, 83-85, 125
Comedy, 224
Comic books, 5, 128, 200, 244, 255
Comicraf, 202
Comic ships, 5, 54, 124, 128, 4%, 244
Comics, 1-255
Comics and Seguential A, 2, 142
Computers
cast of, 204-205
as "tools,” 207
Conflict, intarnal vs. extermnal. &7
Consistent laok, 79
Cooper, Dove, 194
Corman, Leeia, 208
Costumeas, 73
Crane, Jordan, 154
Crillery, Mark, 208
Cropping, 19
Cross-hatching, 194
Crow gusill [olso see nib pans), 192, 210-211
Cruse, Howard, 194, 208, 210-211
Crumb, B, 104, 194, 231, 243
Cumie, Andraw, 104
Cutting mots, 2079
Cyirong 00%, 226

Caly, Poul, 200
Daredevi, 154
Darger, Henry, 122
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Darwin, Chorles, 82, 124

DC Comics, 210, 215-216, 241

Dean, Grag, 200

DaeCaro, Dan, 230

Delisle, Guy, 155

Dernicn Five, 5, 200-201, 213

Depth cues, 46, 48, 50, 55, 143, 145, 171, 201
Desks, 208, 208

Deutsch, Barmy, 200

Cewan, Brian, 57

Dewan, Ted, 57, 208

Dingonals, 44, 48, 50, 54-55
Divlogue/conversalion, 31, 41-44, 127, 137, 212
Digital art, 198-207, 209

Dijkhus, Reinder, 200

Distance and relotionships, 104, 107-108, 1711-112. 124,
i7a

Difieo, Steve, &6, 139

Conovan, Kelly, 30

"Don't Get Around Much Anymiore,” 138
Boran, Colleen, 230, 242

Dororn, 224

Drofting chair, 188

Droffing table, 188, 194197, 208
Dramacon, 242

Drawing from lfe, 28, 177, 181

Drawn and Quartery, 241

Crachsler, Debbia, 171

Dresen, ks, 194, 200, 208. 210

Drooker, Edc, 104, 213

Cocucet, Julie, 231

Dumbledore, &8

DVD burnar, 205

Ehony, 124
Eimstein, Albert, 27
Eisnar, Will, 2. 73, 123-124. 124, 139, 141-142, 144, 154,
154, 210, 243
Ekmon, Poul, 82, 124
Elevohon and stabus, 104-106, 111, 128
Emotion, 29, 76, 125, 150, 220, 241
basic (primarnies), 82-85, 89, 73
Emotionol average, #9, 143
Environments, 158-180, 182, 217, 227
Erosers, 188
gum. 190
pink peod, 190, 209
Estoblishing shots, 22-33. 37, 40-41, 117, 140-148, 180,
83
European comics, 5. 54, 156, 168, 227, 240-243
Exaggeration, 46-48, 94, 87
Exprassion, 29, 37, 44-47, 43, 74-78, 100, 144
symbolic, 76-97
Expressionistic effacts, 216, 220, 241

Foclol expressions, 4, 82, 74, 80-101, 103, 114, 120, 124,
[ 24-127

Facial muscies, ¥2-23

Foigin, Gary, 92, 124

Fantastic Four, 72, 123-124
Farey, Patrick, 200

Feazell, Matt, 27

Faft brush, 210

Felt tips, 192

Fafch, Toc, 194, 208, 210

Fidier, Chod, 200

Figure Drowing. 114-115
Fixagd-width, see tachnical pens
Fleenear, Mary, 208

Flight Anthciogy, 242

Fornis, 195,203

Formalst, see four fribes of comics

Foster, Hal, 230

Fountoin pen, 187, 193

Fourth wall breaks, 33, 44, 48, 50

Fouwr Iribes of comics, Z25-237, 243
cirirmists, F22, 230, 232-23%, 243
clossicists, 230, 232-239, 243
formclists, 231-237, 243
iconociosts, 231-23%, 243

Frame (sire and shope), 24, 46, 50, 54

French, Reneea; 135

Froda (and Gaollum), 122

Full soript, 38, 197

Gaiman, Neil, 72

Goallaghar, Fred (oko Piro), 200, 21%

Gambred, Dorothy, 200

Gandalf, 58

Gantern Ay Eim, 222, 2432

Gomer, Jennifer, |54

Gorty, Shoenon, 200, 208, 211

Gorza, Cat, 200

Geory, Rick. 149, 174

Genras, 54, 214, 216, 218-221, 224-228, 240-242
Gesture and communicafion, 103104, 112-115, 119
Gibbons, Dove, 180

Gibson, Charles Dana, 1948

Gloeckner, Phoebe, 213

Gollum [ond Frodo), 122

Goodorey, Danigl Mertin, 200, 231

Gorey, Edward, 181

Graphic. contrast, 44, 50

Graphic novels, 5 54, 54, &%, 79, 128, 147, 219, 240-241;
244, 248, 255

Graphic sfrategies, 74

Graphic Stonvteling, 73

Graphics programs, 204-205

Graphics tablets, 204

Guero, Pig, 208-209

Guidelnes, 195, 211

Gurewitch, Nicholas, 200

Haologen lamps, 208

Harmm, Jessa, 211

Honds, 112-113, 117, 11%

Hand strgin, 199, 208, 211
Hardware, see compliars

Hamy Potter, 243

Hart, Torm, 115, 134, 194, 208
Hartran, Bochel, 200

Hoirvey, RAC., 128, 154
"Hearfbreaok Soup,™ 123

Herge, 213, 227, 242

Hernaondez, Gilbert, 123
Hemandes?, Jalme, 25 72 115, 125124
Hernandez, Lea, 200, 242

Hero with o Thouwsand Faces, The, 123
Hicks, Faith Erin, 200

Hitch, Bryan, 106

Holcombe, Walt, 200

Holkins, Jermy (oka Tycho), 200, 227
Horzon lines, 170

Horocks, Dylon, 208

Hukzenga, kevin, 231
Hyper-rendearing, 55

lconic choracters, 216-217, 240
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lccnockast! [See four bes of comics) precision, 171
lkeda, Rivoko, 216-217, 224,241 vanation, 1]
Imbalonce and discontent, 104, 109-111, 124 width, 1%1
as hand gestura, 112 Linus (from Peonufs). 124
Info-comics, 135 Lion, hungry, 11-14, 20,51
Ink, 188, 191-193, 205. 211 Lithe, Jason. 100, 208-210
Daleter ink ond white paint, 211 Litthe Mermoid [and prince Whatssname), 122
Higgins Biock Magic, 211 Lois Lane [ond Superman), 122
Speedball Super Block, 211 Lone Wolf and Cub, 226, 242
Inkang, use of term. 55 Long-shots, 44, 54, 117, 140, 242
Inner life, 43-49, 120, 249 Loul Riel, 55-54
Irspector Jovart (and Jean Valjean), 122 Lucas, George, 123
Intensity, 45-53, 55, 57, ¥7 Lucy [from Peanuts), 1246
In the Regtms.of the Unredl, 122 Lutes, Joson, 28, 145
Ishida. Fofsuya, 200
Ishinomon, Shotaro, 217, 224 Macs [Apple Computers) 194, 04, 211
o, Junp, 138 Madagascar effect, 241
Madden, Malt, 208
dack's Luck Rung Out, 100 mmalnstrecm comics, 220, 241
Jocques, Jeff, 200, 227 Mandale, Stever Charles, 200
Jane [and Tarzan), 122 Manga, 5, 54, 97, 123, 146, 180, 182, 214-223, 227,
Janssan, Tave, 242 239-241, 243, 245-248
Joponese comics, see Manga Josel, 242
Jean violjean {ond Inspector Javert], 122 Shojo, 230-221, 240-242
lirnmy Corrigan, 54, 100, 104 Shanen, 220-221, 240-242
Johnson, Berant Pou, 200 Seinen, 2432
Johrzon, B, Kikuo, 208, 211 Mariscal, 171
Johnston, Lymm, 5, 230 Morkers, 188, 173194, 210
Jung, Corl, &8, 123, 235 Sharpies, 211
mMarvel Comics, 66, 241
¥ong, Doha, 240 masking effect, 1824183, 216
¥arasi, Poul, 137, 141 Maus! A Sundvar's Tale, 54, 100, 187
Eelly, Walt, 49 Mazzuccheli, David, 5, 137, 141
Kelso; Megan, 194, 208 McClaine, Les. 200
Kibwishi, Kozu, 200-201, 208 MeDonnell, Pafrick, 144, 152
Kikuchi, Hirgnor, 240 MeGoire, Richard, 177
Kirm, Derak Kirk, 31, 181, 208, 200-211,. 2189, 241 McKay, Windsos, 124
“Kim, Jeq Eunn, 240 McEear, Dave, 233
Kirn, June, 194, 208 MohAanus, Shawn, 154
Kirby, Jock. 54, 72, 173-124, 144, 148, 220, 225224, 230, McMeil, Caorlo Speed, 208, 210
243 Meaning versus resembiance, 7é
Eishirmoto, Mosashi, 158, 219, 220-242 recaonis, Dylan, 200, 227
Klgin, Todd, 158 Mercury, Freddis, 30
Kley, Heinrich, 115 mMegeres, Jeon-Claude, 227
Enisley, Lucy, 142 michelongelo, 29, 184
knives, 188 Middle shot, 40, 44, 51, 54, 180
Kochalla, Jomes, 200, 227 Mighty Aform, 226
kodoma, 242 Migncla, Mike, 211
Koepp. David, 122 iller, Frank, 29, 242
KEojima, Goseki, 224 Miliken, Erc, 227
Korean comics, 240 mMink-comics, 204
Erahufik. Mike (oka Gabea) 200, 227 Mivozoki, Hovao, 179, 227, 240-241
Kuper, Feter, 142 mMizushirma, Shing, 214
kurlz, Scott, 200 Models, 74
Model sheet, 74-77, 75, 124
Longridge. Roger, 200 Moebius, 175, 227, 242
Lappan, Bob, 145 mMoen, Erika, 200
Larsor, Hope, 142, 194, 208-209 mMontages, 214, 220-221
Lasky, David, 208, 210 Monitor, 204
Layout, 38, 174, 194197, 220 Mood, 29
Leave it fo Chance, 184 Moore; Alan. 148, 157
Lee, Jann Maniay, 200, 208, 227 Mudron, Bill, 200
Les, Stan, &4, 72, 123-124, 148, 225
Letiarng, 197, 202-203, 208, 211 Makozowa, Keiji, 214
Lexicon of Comicana, The, 125 Maruto, 242
Life history, 44-44, 127 Mavigation onling. 201
Lightbow, 209, 211 Meory. Paul, 104
Line; 45, 191-192, 197-200, 207, 212,226 Maufeld, Josh, 208
character 121 Mew Tregsure Hond, 218
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Mew York, 210-211
Manhattan, 215
Rockefaller Center. 215
Mew Yorker “Master Closs,” 125
Nib pens, 192-195, 210
crow guill, 210
Hunt, 210
Mikka. 210
Rofring Art, 210
Speadbal, 210
Tachikawa, 210
Iebrg, 210
Mickerion, Al 208
Ninja Bucheicho, 224
MEvano, 242
Mormiol Life, 200
Narth Amedcan camics styles, 5, 147, 219, 227, 240-241,
243, 244

Obaona, Mikho, 219, 220
Ohi-Wan, &8

Oda, Eichiro, 221

Oal, 242

OIff balance, 102

Olive Oyl lond Popeys), 122
O'Maliey, Bryan Lee, 223, 242
Onling comics, see webhcomics
Original art, 196

Crigin stories, 46

Olsimia, Yosuifi, 72, 2186217
Otome, Kotsuhien, 241

Ponel-to-panel transtions
action to action, 15-14, 18, 37, 42
cspect to aspect, 15, 17-18, 37, 166, 214, 240
general, 15, 54
moment fo moment, 15-14, 18, 37
non-sequitur, 15, 17,37
scene fo scene, 15 17-18, 22, 30, 37
subject to subject, 15-14, 18, 37
Panasian, Dan. 221, 242
Panter, Gory, 171
Pantoda, Tintin, 200
Poper, 208, 211
Poftern-based stamps ond Drushes, 199
Paanuts, 124, 169
Pen brushes, 192
Penciling
use of term, 55
tools for, 190
Pencils, 188-18%, 201, 209
mechanicol, 190, 209
Miracko F2.5 School, 209
non-repna biue, 190 20%
WVenus Velvet HB Yellow, 209
Pens, 188-189, 1946-1%8
Pitot Precise "v7" roling ball, 208
Parsonal space, 107, 117
Ferepois, 56
Persian painting. 171
Perspective, 28, 170-174, 183
wastern, 170, 172
Perspectivel for Comic Book Arfists, 172
Photocopying, 209
Photographic reference, 94, 181-182
Pimi, Wendy, 242
Popeye [and Olive Oyl), 122
Porceling, John, 171, 181
Posture, 48, 117

Fosas, 46. 47, 50, 77,103, 127

Power of Myth, The, 123

Princess Knight, 224

Prince Whatsisname (and the Lithe Mermaoid), 122
Print comics, 5, 203, 206207, 209, 223, 243

Printer, 205

Froportion wheedt, 209

Brosser, Adam, 200

Puklisher, 205, 244

Pubiisher's Weaekly, 242

GQuanto comics, 57
Queen Bee, 241
Quinn [frem Clty of Giass), 137

Raimi, Sam, 122

Ramos. Adrian, 200

Ronma [/2, 228, 242

reoder involvernant, 217-223
Feader's come, 24

Renlism, 74. 97

Reallife reference, 95, 181-182
Eeducing for print, 150

Rehr Henrik, 208

Research, 176177
Resemblancs versys meaning, 74
Riverg, Poulo, 208

Ranin, 242

Rose of Versgilas, 224, 241
Rosenberg, Jonothan, 200
Reashell, lohn, 202

Rowland, Jeffray, 200, 227
Rude, Steve, 208

Rugg. Jim. 194

Russedl, P, Croig, 230

Sacco. Jos, 212
Samural, 224
Sondman cast, 72
Son senf vs. senf, 202
Satrapl, Morjone, 55, 155, 194, 213
Sconners, Scanning. 204-205, 209
Scholastic, 241
Sehuiten, Froncois, 47, 242
Sehulzr Charles, 128, 18%, 213, 243, 255
Scissors, 188-189
Scaht Pigrim, 242
Scripfs. 149, 157
Self publishing, 208, 244
Sense of ploce, 23, 158-14%, 214
Seth, 104, 167
seurct, Georges, 123
Shiaclokan, Chis, 200
Shokespaare, 224
Show, Justine, 207, 208-207
Shiga, Jason, 174
Shirato, Somped, 224
Shircw, Mosomune, 224
Sim, Dowva, 144
Simmonds, Posy, 142
Simphfication, 74, #7
Sime, The:, 171
“Slow Joms," 155
Smoll press, 206, 244
Smith, Jeff, 138, 182, 213
Smith, Poul, 184187, 208-20%
Softwarnes

castof, 204-205

drawing progroms, 205
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Ureamweaover 211
Golve 211
Wosiotor, 1997, 202,211
painfing programs, 205
Photoshop; 197-198, 211
Jorcerers ond Secretaries. 242
Soo, Keon, 200
Sound effects, 126129, 132, 148-147, 157
Spesch pattems, 74
spider-han, g4
Spider-Man movie (2002). 122
Spiegeiman, Art, 5, 54, 100, 138, 187, 231, 233
Spike [artist), 194, 208, 200, 210
spike (charocter], 122
Spirif The, 124
Starn, Jim, 123
Star Wars, 123
Stereotypes, 49, 124
Sevens; R, 200
Stipplinig, 194
storytelfing, 3, 215-223
Sirgight edge ruler 188-187
Jfrom, Geir, 200
Sturm, Jormes, 134, 141
Shyle, 212-214
Jubjective maotion, 216, 218, 221, 240
“Sunday Afternoon on the sand of Lo Grande Jatte.”
123
Superheroas, 54, 64, T27, 144, 148, 214, 225, 240,
242-243
Superman (and Lois Lane), 122
Surfoce appeal [virtuosa drawing|. 45-47, 50
Swan, Curt, 225
Swarte, Joost, 194
Swirg crm lamp, 188-18%, 208
Symbalism, 94, 7697
Symimetry, 58-40, 109, 122
Synclicates, 244
Sevkorwmy, Heedi, 154

Tablet/menitor, 197, 204, 211
Wacom Cintig monitor, 211
Tabiet PCs, 211
Takohoshi, Rumiko, 5, 70, 123, 213-214, 219, 224, 242
Teikovea, Matsuki, 220
Tope, 188
Tardi, Jocgues, 231, 242
Tarzon (ond Jonej, 122
Tatsumi, Yoshihirg, 241
Taylorn Faul, 200
Technical pens (or fixed-widthi, 192-195, 199, 209210
Abvin Penstig, 210
Copic's Fixed-Width Multliiners, 211
Kaoh-i-Moar Rapidogroph, 210
Pigma Microns, 210-211
Foting, 210
Staediler 210
Telgemeisr, Raina, 200
Terukn, Osamu, 123, 213, 218, 218, 228, 24)
Thitaert, Art, 221, 242
Thompson, Craig, 29, 79, 126, 158, 194, 210, 219, 241
Thompson, Jason, 200
Thipught Balloons, 155
Tilt 1%
Tirhin, 156, 227
Tona, 174
Topffer. Rodolphe, 124
Tools, 4. 181, 184-211, 251
Tragedy, 224

Triongle, 188-189
Trancheim, Lewis, 227
T-square, 188-18%, 195, 208
Tsuno, Yuko, 240

Turres, Joson, 200

Twatin, Mork, 27
Twenty-four hour comics, 57

Uderzo. 72, 242

Ueda, Miwa, 220

Uitimote Spider-Man, 242

Ultrasonic cleaner 209

Uncle Jack, 182

Understanding Cormics. 54, 122, 130. 154, 156-157, 180,
182, 214, 240-247, 243

Unitying idea/ theme, &9

Utility knife, 189, 209

Vanishing point, 170-171
Vearnon, Ursulg, 200

Weronica (ond Betty), 122
Wirtual tools, 198

Visugl communication, 81
Viual distinction, 63, 70-73, 78
Wocaol inflection, 99

Walker, Mort, 125

Waore, Chris, 54, 100, 106, 125, 134, 139, 212, 219, 241,
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Warlock, 123

Wertchmen, 180

Web occess, 205

Webh authoring program;, 205, 211

Webcomics, 5 54, 2D0-201, 203, 20&, 211, 219, 223, 227,

241,243, 247, 248, 255

Weing. Drew, 208-20%, 210

Wesf Wing, The, 18]

Whelon, Chuck, 200

White, Colin, 200

Whate, Trocy, 200

Windsor-Nawton, 208-209

Wizard of Oz, 122

Wioodring, Jir, 212, 234

Word balloons, 101-102, 128-12%9, 142-145, 154, | 55-157,

(95, 202203

World building, 158-183 , 242

Word/picture combinations, 130-141, 14%, 155, 157
duo-speciiic, 130, 135, 140-14)
interdependent, 130, 137, 140-141
intersacting, 130, 134, 140-141
rmontage, 130, 139, 140-141, 155, 157
parabiel, 130, 138, 140-141
picture-specific, 130, 133-134, 140-141, |57
word-specific, 130-133, 140-141, 155, 157

Waords and piciures, 128157

Woald buliding, 53, 227

Writer-artist teams, 129, 148-149, 157

Writhan word, 74

Xander {from Buffy the Vampire Slayer), 30
X-gcto krife, 189, 209
X-Men, 184

Tamasaki & adochi, 216
Yang, Gene, 208, 211
Yarawa, Al, 219

lobel, Joe, 200, 227
Zoh, 68, 72, 210
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Also by Scott McCloud

THEINY

'.l'l. REHI!RHAEE HEW BAFDER
T TREAL »wvﬂ ot

UNDERSTANDING COMICS
1993

“If you read, write, teoch or draw comics; if you want
to; or if you simphy want to watch a master explainer
at work, you must reod this book.”

= Nell Gaiman

“Cleverly disguised a5 an easy-to-read comic Book,
oottt MoCloug's simple iooking tome deconstructs
the secret longuage of comics while cosualhy
raveaqling secrats of Time, Space, At and thea
Cosmast The mast inteligent comics 've seenin g
kg tirne, Brave,”

= Art Spiegelman

"When tha 215-page journey is finally over. most
recciers will find it difficult o lock at comics In quite
the some way ever agoin,”

- Gary Trudeau, New York Times Review of Books

"If you've ever felt hod about wasting your Bfa
reqding comics, then check out Scott MoCloud's
classic book immeadiately. You might still feel you've
wsted your life, but you'll know why, and you'll be
proud.”

= Maft Groening
cregtor of The Simpsons

REINVENTING

*SEOTT McCLOUD

AUTHON or UNDERYTANDING COoMICS

REINVENTING COMICS
2000

"“Sooit MoCloud has got to be just aboul the smortest
gury in comics. Once again, he's opened the floor to
debate thot will no doubt go on tor years — this fime,
with not just the definifion of comics, but its very fate of
stoke,”

= Frank Miller
creator of Sin Cify

"Anyane involved in inferactive enterfainmant (games,
web, efc.] should read this book, Scoftt McCloud has
chce again transcended the warld of comics and
fopped into much deeper issUes of craativily,
entartainmment and economics. This time he's looking
into the future rather than the poast.”

— Will Wright
creator of The Sims

"This 5 an excepfional baok (in comic format) of ideas
presanted as a reader-fnandly theoretical leciura -
and it may just be the blusprnt for the very future of
the comics indusiry, Srongly recommended for ail
public and academic librarkes.”

= Library Journal
FROM

HARPER
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