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gﬂ THE WORLD 15 A BIG PLACE.
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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.®
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YENOW, THOSE BiG
LONMG=-SHOT PaneELS
THAT TELL YOU WHERE
YOU ARE, USUALLY BEFORE
ZOOMING [N TO THE
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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 —-
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= 7 WANT TO
Y ‘_—%\ﬂ :-'-1%? CONSIDER 50ME
B '—'?J ADDITIONAL
S SiLTi= TECHNIQUES.
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== 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
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-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 -




o inETa AT e ameas
e A e
H

i __;51:
a8 .l.....l..l'1 N
3243
£
25 b

== 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 --
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: -= IT USUALLY MEANS

E-' WE'RE THROUGH IT.
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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.
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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.
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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
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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.
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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
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Mkl
ikl it el
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== 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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~ TWO POINT - |

-- ONE POINT --
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| - AND THREE POINT 6RiDs. | ‘f b “,‘r’nj THESE ELEMENTS e
' : [ Have To coexisT wiTH @ ¢ ENT. -
- THE VARIOUS CHOICES - MOMEN-
AND DEMANDS OF |- - e T
WRITING WITH /.- —1""¢ROICE O
PICTURES. E FRAE‘!E- .
------- B “CROICECF ~
............. _IMAGE _______

A BN

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
| AFTER THOSE = “”*v.».-\-\ FULLY REALIZED
| RELATIONSHIPS ARE // : P~ THREE-
| WORKED OUT THAT | - ) \ DIMENSIONAL
A GRID IS LAID & 3 | | SCEME STARTS TO
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3-Di ! 50 THE FIRST JOB OF PERSPECTIVE IS o
TO SERVE THE LAYOUT OF THE PAGE AND 1
go T | [l ENHANCE THE STORY, AND SOMETIMES THAT |
: B ET / DOESN'T LEAVE MUCH ROOM FOR -
- _ I 4 - [MPROVISATION. o —
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-- N
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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,
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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.
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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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