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“Only Scott McCloud eauld have organized his thoughts on comics like this. Scott’s talent as

a cartoonist not only makes him intimate to insights no outsider can see but also gives him

the power to show it to the warld. Will it be controversial2 Does it live up to the promise of
Understanding Comicsé Happily, the answer to both questions is yes!” —Jeftt Smith
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Learn How to. .. ' Praise for Understanding Comics
+ by Scott McCloud

* Choose the right moments to clarify

and strengthen your stories. _"If you read, write, teach or draw comics; it

* 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. .

* 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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Scott McCloud is the award-winning creator of Zot!, Understanding Comics
and Reinventing Comics. His books are available in sixteen ;
languages. Sin City creator Frank Miller called :
him “just about the smartest guy
in comics.”
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Pre -

Visit any big bockstore and you'll find tans of how-to-draw books on
the shelves aimed at comics artists. Flip through them and you'll see
step-by-step instructions on drawing manga schoolgirl outfits, superhero
muscles and strip gags. These are the books that tell you what they all
assume you want to know—how fo draw like your favorite arfists—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 yvou've ever felt there must be something more to making comics
than just copying drawing styles, then this is the book for you.

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

» Choosing the right moments to make into panels—what to
include, what to leave out.

* Framing actions and guiding the reader’s eyes.

» Choosing words and images that communicote fogether,

» Creating varied and compeliing characters with inner lives
and unforgettable appearonces.

» Mastering body language and facial exprassions,

» Creating rich, believable worlds for your readers fo explore.

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

» Mavigating the vast world of comics styles and genres.

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

Whether you want to draw graphic novels, superheroes, manga-style,
comic strips or webcomics, you're going to be putting one picture after
another to tell a story.

Heare's how,

&

Scott MceCloud
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INTRODUCTION

DO YOU WaNT TO
CREATE COMICS THAT
PULL READERS INTO
THE WORLD OF THE

WANT TO MAKE
COMICS?

STORY?

DO YOU WANT TO MAKE THE KIND
THAT READERS REMEMBER?

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

A READING
EXPERIEMNCE S0 SEAMLESS
THAT IT DOESNT FEEL LIKE
READING AT ALL BUT LIKE
BEING THERE?

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

POPULATED BY
CHARACTERS S0 VIMID
THEY SEEM AS REAL
AS THE READER'S OWN
FRIENDS AND FAMILY?

-= MAYBE
T CAN TEACH
MYSELF as
WELL.




N TWENTY YEARS
oM THE JOB, IVE LEARMED EMOUGH ABOUT
COMICS TO FILL TWO BOOKS, VaRIOUS
ARTICLES AND A FEW THOUSAND HOURS OF
TALKING TO ANYONE WHO'D LISTEM.

HE LOOKS
THINNER i

SOME CHALLEMGES,
LIKE IMPROVING MY FIGURE DRAWIMG,
CaM ONLY BE MET BY HARD WORK,
OESERVATION AND STUDY.

BUT MY OWMN COMICS STORIES
HAVE NEVER BEEN A5 &00D AS I ENOW
THEY cOULD BE.

I'M SURE
ICAN DO A
BETTER JOB AND
I'M DETERMINED TQ
LEARN HOW.

A%

' AND ‘
FORTUMATELY,

THERE ARE PLENTY OF
&OOD TEACHERS QUT
THERE FOR THAT S0RT
OF THING.

comics 15 A SECRET LANGUAGE ALL ITS OWH,
AND MASTERING IT POSES CHALLENGES UNLIKE
ANY FACED BY PROSE WRITERS, ILLUSTRATORS OR
AMNY OTHER CREATIVE PROFESSIOMALS,

UNFORTUNATELY,
APART FROM A FEW
GREAT BOOKS ON
THE SUBJECT™® ==

* SEE BIGLIOGRADHY

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

e MOST
OF THAT
TERRITORY HAS
REMAINED
UNEXFLORED...
UMTIL NOW.




20, FOR YOUR
SAKE AND MINE, I'VE GONE
"BACK TC THE DRAWING BOARD™ ONCE
MORE AND COLLECTED EVERYTHING |
KNOW ABOUT THE ART OF TELLING
STCRIES WITH PICTURES --

== THEN
FIGURED OUT WHAT I
DIDN'T KNOW, FILLED IN

-- FRAMED --

ﬁl‘rlpli“.’ mm 5'.‘. -I;I'.

M.IllllllLlil*ull.'ll.:|I|II.;II|'iI: |

THESE ARE THE
BEDROCK PRINCIFLES OF COMICS
STORYTELLING...

COMCEPTS
THAT <O FAR DEEPER
THAMN THE USUAL
HOAW-TO BOOKS,

THE PRIMNCIPLES oF CLARITY anD
COMMUNICATION, FOR EXAMPLE,
AND HOW THEY GOVERN THE wWays
OUR STORIES ARE PACED --

II T P,
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HOW THE
READER'S EVE IS GUIDED
FROM PANMEL TO PANEL, AND HOW THE
READER'S MIMD IS PERSUADED TO
CARE ABOUT wWHAT IT SEES.




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

|

-- FACIAL

-- AND BODY
EXPRESSIONS —- LANGUAGE.

HOW WHOLE WORLDS
ARE CONMSTRUCTED OM
THE PAGE -- AND IN THE
READER'S IMAGINATION.

ol e, ek AL T T T
el "l“:."'!ii“-‘ii;;
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e TLERRT
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WORDS AND PICTURES
canN COMBINE TO CREATE
EFFECTS THAT NEITHER COULD
CREATE SEPARATELY.

[ Ly

WHY PEOPLE CHOOSE THE TOOLS THEY DO TO

CREATE THESE STORIES.

AND WHY THEY
CHOOSE OME KIND
OF STORY OVER
ANOTHER.




WHETHER
YOU'RE DRAWN TO
COMIC STRIPS,
COMIC BODKS
or GRAPHIC
NOVELS..
WHETHER YOl
LikE JAPANESE,
EUROPEAN, NORTH
AMERICAN CR ANY
OTHER RESIONAL
STYLES... WHETHER
YOU WORK |M
PRINT, ONLINE
orR BOTH --

-- THESE
ARE THE
ISSUES
YOU'LL HAaWVE
To FACE.

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

AN
STYLE, ANY
APPROACH, ANY
TOOL, CAN WORK N
COMICS IF IT'S RIGHT

For YOU.

BUT, YOUR CHOICES NARROW WHEN YOU WANT
YOUR COMICS TO PROVIDE A SPECIFIC REACTION 1M
READERS. THAT'S WHEN CERTAIN METHODS MIGHT
DO THE JOB FOR ¥OU —

== AND OTHERS

TIT31 T =

E\E'ﬂ; 3
b
THERE ARE NO LIMITS To wHAT vou I
Can FILL THAT BLANK PAGE WITH == ONCE
¥YOU UNDERSTAND THE PRINCIPLES THAT ALL
: COMICS STORYTELLING 15 BUILT upoed.

sl

PAMEL OME: ART BY LYNN JOHNSTOM, Dva1D MAZZUCEHELLI,
ART SPIEGELMAN, RUMIKD TAKAHASHL, DD B, AND DEMMN 5
(SEE ART CREDITS. PAGE 2587,

% “:;1'““ = | i.' il

S IN SHORT: | '
o, THERE ARE NO ' |"'I.'I
= RULES.

\




AND
HERE THEY
ARE.




MAKING
COMIC




Chapter One

Writing with Pictures

Clarity, Persuasion and Intensity

PEOPLE HAVE BEEM
TELLING STORIES TO
ONE ANOTHER,
STORYTELLERS LIKE ¥YOU
AMND ME HAVE WANTED

Tl

| i
| Ty

il

—

[P
.I_:i-_ll

l

i

WE WaMT THEM TG
UNDERSTAND WHAT WE HAVE
TO TELL THEM --

CARE ENOUGH TO STICK AROUND

== AND WE WANT THEM TO

TIL WE'RE DONE.

BEETREE
Ll




TO
ACHIEVE THAT FIRST &OAL.
YOU'LL NEED TO LEARN THE
FRIMCIPLES OF COMMUNICATIMNG

== AND TO ACHIEVE THE SECOND GOAL,
YOU'LL NEED TO LEARN WHICH ELEMENTS OF A
WORK car PERSUADE YOUR AUDIENCE TO

WITH CLARITY -- SR BERR-RN

== S0 LET'S START BY

IE THE | N COMICS, THAT STORY WiLL NEED To Take ||| | EXAMINING How THAT
Il THE Form oF IMAGES IN SEQUENCE, I CONVERSION |5 DONE
=+ L 0 '| PERHAPS WITH WORDS -- Il WHEN CLARITY AND
HAVE IN MIND IS I .|'.| COMMUNICATION
COMPELLING. e auly ARE THE PRIMARY
IN AND OF ITSELF, : -

GOALS.

THEN TELLING IT
STRAIGHT wWITH A
MAXTMLUM OF
CLARITY MaY BE THE
OMLY PERSUASION
YOUR aUDIEMCE
WILL MEED.

TTT T

SHU' JpdT il
AT aloste =

COMICS REGUIRES

US TO MAKE A COMSTANT STREAM OF
CHOICES REGARDING IMAGERY, PACING,
DIALOGUE, COMPOSITION, GESTURE AND
B TOM OF OTHERE OFPTIONS —

== AMD THESE
CHOICES BREAK
DOWN INTO FIVE
BASIC TYPES.

APOLOGES TO €, SCHULE. q



CHOICE OF MOMENT

DECIDING
WHICH
MOMENTS
To INCLUDE
IN A COMICS
STORY AND
WHICH TO
LEAVE
QUT.

CHOICE OF FRAME

CHOOSIMNG
THE RIGHT DISTANCE AND ANGLE
TO VIEW THOSE MOMENTS --

== AND
WHERE TO
TRIM
THEM,

CHOICE OF IMAGE

RENDERING THE
CHARACTERS, OBJECTS AND
EMVIRDMNMENTS IN THOSE
FRAMES CLEARLY.

%

THROUGH anND
BETWEEMN PAMELS ON &
PasE O SCREEM.

GUIDING READERS

THESE ARE
THE FIVE AREMNAS WHERE YOUR
CHOICES CAN MAKE THE DIFFERENCE BETWEEN
CLEAR, CONVINCING STORYTELLING
AMD & CONFUSING MESS.

Ly

f

{Jr CHOICE OF MOMENT

CHOICE OF

)

| (6] 1] ()

CHOICE OF

CHOICE OF

CHOICE OF

:




STARTING AT THE
TOP. LET'S TAKE A LOOK AT
EACH ONE AND HOW THEY FIT
TOGETHER.

*CHOICE OF MOMEN

CHOICE OF FRAME

5 (5] [

CHOICE OF IMAGE

@ CHOICE OF WORD
(ool runicE AE EIL oWl |

THESE EARLY CHOICES ARE
coMics’ ROUGH PLANNING STAGE
WHERE & STORY'S EVENTS ARE FIRST
BROKEN DOWN INTO READABLE

CHUNKES,
e T
/——'I]EII!.‘ .- |I|.

18RI

i

4 -n.'a_
T — :
|||| |||“|--| '..‘

S WALKING.
NS

\ T, Se—

ST
" T % = |
."'k‘ ||I|I Ll L '_I- 1 :-'_ﬁ
I | I . 3
i | HEiL SUPPOSE, FOR
EXAMPLE, THAT YOU

2| (T wanTeD To SHow A MaN O

MOTHIMNE FAMNCY, JUST
A SKETCH,

' THEM, LET'S 5aY '
THE MHAN FINDS A

KEY ON THE GROUND,
PICES IT UP, TARES IT
WITH HIM AND COMES
TO A DOOR.

UNLOCKS
THE DOGR AND THEM
A T DUNNOD... A
HUNGRY LION
JUMPS OUT!

HERE'S HOW A

SEGLENCE LIKE THaAT

MIGHT TAKE SHAFE IN
COMICS ForM.

=Lk
S

b

\
F,
==




l&/ EvVEN WITH BOUSH
SEETCHES LIKE THESE, A CcASUAL
READER SHOULD NOW BE ABLE TO

“READ™ THE ACTION CLEARLY.

'. - '

_H-L"\LL‘-:._ 5

OUR
CHOICE OF
MOMENT -—— THE
SELECTION PROCESS
THAT LED TO THESE EIGHT

i PANELS -- PLAYS AN (
IMPORTANT ROLE IN
INSURING THAT |
CLARITY. --:' -
':I 1
S .
Fa
5 il
B ¥ e
|
i
THE MOMENTS LT

CHOSEN IN THE ABOVE
SEQUENCE REPRESENT
THE MOST DIRECT,
EFFICIEMT ROUTE TO
COMMUNICATING DUR
SIMPLE PLOT.

ANY NUMBER OF MOMENTS COULD HAVE BEEN USED TO
REPRESENT “A MAN IS WALKING,” BUT ALL WE REALLY NEEDED
IN THIS CASE WaS QNE, 50 THAT'S WHAT WAS CHOSEN. A




EACH PAMNEL FURTHERS THE “PLOT.™

“"A man is
walking.”
,l _5___-_1_ T | .’
i'f |
N
~ . "He finds a key
= K_ on the ground.”
[—. |
B
I .,_.--"I |"I| E __.-ll
= | = "He takes it
ET-"-:&, l. {'.| with him, then
B S | he comes to a
= S locked door.”
3
5 ’é;j‘:l !
¥,
% . “He unlocks
cuh ‘l the door.”
W
—.ij g
“Then a
hungry lion
jumps out.”

AND IN
THIS CASE, EIGHT PANELS
IS WHAT WE NEEDED TO oET
THE JOB DONE.

13

REMOVE
ONE AND THE
MEANING I5
ALTERED.




CLARITY IS5
YOUR SOLE
PURPOSE --

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

ORIF
THAT'S MOT THE CASE,
MaAYRE THAT PARTICULAR

“DOT™ WASHN'T NEEDED IN

THE FIRST PLACE.

*HE FINDS A KEY ON THE GROUND™
BREAKS DOWN INTO THREE SUCH ACTIONS:
SEEING, REACHING DOWN aND
EXAMINING (.E., &IVING READERS A CLEAR
VIEW OF THE KEY ITSELF).

EACH PANEL
SHOWS & COMPLETE
ACTION. BECAUSE WE'RE
ADAPTING A PLOT THAT'S
ANCHORED ENTIRELY
IN ACTIONS,

IF THE PLOT CALLED FOR THE MAN TO “SLOWLY™
REACH DOWN, A CERTAIN NUMBER OF EXTRA “DOTS"
MIGHT HAVE BEEN NECESSARY TO SHOW THE FINDING
OF THE KEY --

-- BUT BECAUSE WE'RE ILLUSTRATING THE FACT oF
THESE ACTIONS, RATHER THaM THEIR QUALITY. OME
PANEL PER ACTION SEEMS TO BE ENOUGH.

14



P ™

WHAT YOU WANT
FROM EACH PART
OF YOUR STORY: DO
FYOU WaMT TO JumMP
AHEAD TO A KEY
EVENT? DO vou
WANT TO PUT ON THE
BRAKES AND FOCUS
oM SMALLER
MOMENTS? DO YOU
WANT TO DRAW
ATTENTION TO
CONVERSATIONS

aND FACES?

DEFEMDIMNG ON
YOLIR ANSWERS,
YOU'LL FIND THAT
CERTAIN TYPES OF
TRANSITIONS
BETWEEN PANELS
MAY GET THE JOB
DONE BETTER
THAN CTHERS.

THESE
PAMNEL TO PANEL
TRANSITIONS
COME I SIX
WVARIETIES®, Fi
INCLUDING:

® SEE UNDERSTANDWEG COMICS PAGES 70-89 FOR
HORE INFORMATION ABCUT THE SIW TRANSITIINS,

. MOMENT TO MOMENT

A SINGLE ACTION PORTRAYED IN A SERIES
OF MOMENTS.

2. ACTION TO ACTION

A SINGLE SUBJECT (PERSON, OBJECT, ETC...)
IN A SERIES OF ACTIONS.

3. SUBJECT TO SUBJECT

A SERIES OF CHANGING SUBJECTS WITHIN A
SINGLE SCENE.

4. SCENE TO SCENE

TRANSITIONS ACROSS SIGNIFICANT
DISTANCES OF TIME AND/OR SPACE.

5. ASPECT TO ASPECT

TRANSITIONS FROM OME ASPECT OF A PLACE,
IDEA OR MOOD TO ANOTHER.

6. NON SEQUITUR

A SERIES OF SEEMINGLY NONSEMSICAL,
UNRELATED IMAGES AND/OR WORDS.




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

ACTION TO ACTION
TYPES ARE KNOWN FOR THEIR
EFFICIENCY. THE CARTOOMIST OMLY
PICKS ONE MOMENT PER ACTION, SO EACH
PAMNEL HELPS FURTHER THE PLOT AND

KEEP THE PACE BRISK.

SUBJECT
TO SUBJECT
TRANSITIONS ARE

EQUALLY EFFICIENT AT
MOVING THE STORY
FORWARD --

Pow'T Yo LOVE HME
ANTHIORE, KAREN T

== WHILE
CHANGING ANGLES
TO DIRECT READER
ATTENTION A5
NEEDED.*

YOU'RE
JUST SO

EASILY "
DISTRALTED.. /'

* ALTHOUGH THEY PRIMARILY RELATE TO CHOICE OF MOMENT, tE
TRAMSITIONS THREE AND FIVE ALSO TOUCH Orl THE LIBCOMING
Tobw croice oF FRAME.



SCENE TO SCENE JumMPs
CAM HELP COMPRESS A STORY DOWM
TO A MANAGEABLE LENGTH, WHILE 3TILL
ALLOWING FOR A RANGE OF TIME=SPANS AND
& BREADTH OF LOCATIONS. LOCK HARD AT
YOUR STORIES AND YOU MAY FIND YOU
CAN CUT A LOT GUT.

GONNA SIT RIGHT HERE TiL EDHETI-HHEI
ﬁaﬂ COMES ﬂ‘" SUIT YOURSELF.

e—

£ Y "i'r"'-

s \mmi "\.. ﬁ

SOMETIMES
IT MaY SUIT YOUR NARRATIWE TO
HAWE TIME STAWD STILL AND LET
THE E¥E WANDER.

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

AND FINALLY THE NON SEGUITUR,
WHICH, THOUGH IT MaY NOT DO ANYTHING
TO ADVANCE A STORY —

-~ HAS
PLAYED A ROLE
IN EXPERIMENTAL
COMICS, PROVIDING

THE OCCASIONAL
MOMSENSE GAG M
OTHERWISE
RaTionAL
STORIES.




IF YOU HAVE A STORY THAT'S VERY PLOT=-DRIVEN.,
YOU MAY FIND THAT A LOT oF ACTION TO ACTION
TRANSITIONS WITH A FEW SUBJECT TO SUBJECTS
AND SCENE TO SCENES ARE aLL YOU NEED.

it I}

iy ) _

2. ACTION

THESE TEND
TO CLARIFY THE FACTS OF A
SCENE: WHO DOES WHAT, WHERE
IT'S DONE, HOW IT'S DONE
AND SO FORTH.

H

s

3. SUBJECT

2. ACTION

4.5CENE

TRANSITIONS ONE AND FIVE, ON
THE OTHER HaMD, HELP CLARIFY THE
NATURE OF AN ACTION, IDEA OR MOOD, AND

WORE WELL 1N MORE NUAKNCED OR
EMOTIONALLY-DRIVEN STORES.

g

ot | | = | | L@

Vi

I, MOMENT TO MOMENT
P

I:;--. = . fg((:/-

5. ASPECT TO ASPECT

OF COURSE,

CHOOS MG THE
RIGHT MOMENT

IS5 ONLY THE
BEGIMNNING.

OMNCE YOU'VE PICKED
THE RIGHT MOMENTS
FOR THE JOB, YOU'LL
NEED TO SHOW YOUR
READERS WHERE THAT
MOMENT'S FOCUS
LIES.

(1S
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WHATEVER YOUR
CHOICE OF MOMENT, THOUGH, CLARITY
MEANS LETTING THESE TECHNIQWES OPERATE
@UIETLY IN THE BACKGROUND AND LETTING

THE CONTENT OF THE WORK SPEAK
FOR ITSELF,

2 || &7
A8 ]

IE% %g: ]
L oyl =l

AND THAT'S WHEN PICKING
THE RIGHT VIEW oF THaT
MOMENT CAM BE CRUCIAL.




CHOICE OF FRAME

15 THE STAGE WHERE YOU DECIDE
HOwW CLOSELY TO FRAME AN
ACTION TO SHOW ALL THE
W PERTINENT DETAILS --
\ = 3 0
~ VR T
f e ||
\ R
| . M ’ 7
A JI’ ' Il I\ WHERE AN ACTION 15 . *;fff*”f;’f? "
N _ T, TAKING PLACE - e e
ORI BT FaE: =—=g
\ | Vi ¥
A [ L/ -- AND MAYRE
— &IVE & SENSE OF =
| J;u_, BEING THERE =
i = B | iN THE PROCESS. AW E
| | B ==
.. m ; m _:
: | ey ==
/ ; s HE
! 11 % | [ =
1 = 3 1L [T
||l
v == =
I'\-- ?"\-\.{I T —
> p;ijﬂ —
— R e — ”:.'ﬁ? —
M e g e e t _ =[]
= . —_— f;f f?;:ff? = “‘1:7'1'?::?— & \ R R
i _.:"' - %# .-::;_-'rl.r'*;":'-'_‘-'l-’.':.; '-'.;_-F‘-III . ;h_lll 'I . -_:.H«:._.
Sl —— ol VA TA T T M Vi SR
IT5
THE STAGE THEIR SENSE OF POSITION
WHERE YOU WITHIN THAT WORLD.
DECIDE HOW
COMPOSITIONAL
FACTORS LIKE
CROPPING,
BALANCE AaND
TILT AFFECT
YOUR READERS’ Al
IMPRESSIONS OF 7
7
| I
M
|4
_,-F"'"-F...H
- qu'ﬂ'
il

19



THE CHOICE OF MOMENT FOR OUR
ORIGINAL EXAMPLE WAS PRETTY SIMPLE
£JUST STRAIGHT ACTION TO ACTION) ==

-= AND THE CHOICE
OF FRAME FOR THOSE
DANELS was TOO,

DQUR TALE COULD
HAWE BEEM SHOT FROM MANY ANGLES AND
DISTANCES, BUT BY OFFERING A VIEW OF THE
ACTION THAT BARELY CHANGES —

TWC OUT OF THE EIGHT PANELS FEATURED
CLOSE=UPS TO SHOW A FEW IMPORTANT
DETAILS ==

[ ¢
i
_ﬁl—:’_

- BUT OTHERWISE, THE ACTION wWas SHOWN
FROM A FIXED MIDDLE DISTANCE AND FIXED
VIEWING ANGLE.

== THE READER IS5 EMCOURASED TO FOCUS OM
wHAT DOES cHANGE, SUCH A5 THE POSITION
AND ATTITUDE oF THE CHARACTER, AS WELL
AS HIS UNCHANGING FORWARD STANCE -~

m

'||1|-I'||'|'“||H'ﬂ'||'l.|||'|lu I.III-“IHH!II"'I.HIIIIH'IIJ'II.II.I.IJJEiI Hml|ﬂﬂ|M|m|ﬂ|"|ﬂw|

H'.'HHIHI[HHWHIHIWIW (RATLIALLR L

l. -= INSTEAD OF BEING DISTRACTED BY NEEDLESSLY
VARYING SHOTS, IRRELEVIANT TO THE NARRATIVE.

1{[TTRREN] ||'
' III I"I'IIIr

AR T
JEHHLEEIL sl

AL I.h_I F

i ”i”l" |||. ’I || ||II T REE Tk

READERS

LIKE CHANGE AND VARIETY, SO
[T°S TEMPTING TO VARY ANGLES A LOT.
JUST MAKE SURE THAT THE CHANGES
IN YoUR ARTWORK --

== AREM'T
DISTRACTING
READERS FROM
MORE IMPORTANT
CHAMGES TAKING
PLACE IM YOUR

STORY.
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//1.; SAID, SOME SCEMES

REGUIRE FREQUENT CHANGES oF
FRAME, SUCH AS THE FLIP-FLOPPING ANGLES
OF SUBJECT TO SUBJECT TRANSITIONS USED

TO CAPTURE THE RHYTHM OF TWO PEOPLE
N CONVERSATION.

WHY Do T Have To
GET MALFLED BY Tub
HUNGRY LION
| i
BUT, LOOK AT Yo MEAM I HEY, AT LEAST YOU
ALL THE PANELS HAVE TO KEEP GET TO P-:'PEM
TOUVE BEEN IM! ' BERIN, THIZ 15 MY
MH’E WE-?- LAST 'P'MEL E_E’-'

S
(r

THERE™S MO

L8 ¥
NEED TO KEEP E;’éﬂﬁ:‘éi
EVERY PANMEL AT CAN GIVE
EYE LEVEL. WEIGHT AND
GRAMNDEUR TO

OBJECTS --

== WHILE
GETTING ABOVE
| A SCENE CAN &IVE

f oF "RISING

READERS ACCESS TO A
WEALTH OF INFO ABOUT
A SETTIMNG —-

== AND A SENSE

ABOVE IT ALL"
EMOTIONALLY AS




CONCEPTS LIKE
“A MAN IS WALKING™ DON'T REQUIRE

~ iy . __._.'-ﬂ - = B

PULLING BACK THE FRAME MUCH, BUT IF you === . e
WANT YOUR READERS TO KNOW WHERE 2% P el

THAT MaM |15 WALKING —— : —— 5_-

=1

Ii-
i K T T TR TP A T
e

E
= _ T,
= YOU MAY WANT TO 2 | . X
Ry —— ;
INVEST SOME SPACE IN A [=2™% Al JES
WIDER VIEW. /£ 5 R =
_-——c—h—--—f_;'—'—'-——:-— bin—

READERS

SCENE -

—— HENCE
THE TRADITION
OF THE
ESTABLISHING
SHOT: A BiG

LONG-SHOT PAMNEL
OR TWO AT THE
BEGINNING OF EACH

MEW SCENE, USUALLY
FOLLOWED BY S0ME

MIDDLE GROUND AND
CLOSE-UP PAMELS

OF INDIVIDUAL

CHARACTERS.

NEED THAT T
INFORMATION LL;':'IJHW:T
ESPECIALLY WHEN L THE TIME |
MOVING FROM : :

SCENE TO

il

I|m[| 3
(5 %

PEMEMBER
To S84 HT

"' | el .'.

|

-L_'_L-PL'_
| L_'_L-L'-ll 1
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Ol THE
OTHER HAND,
BECALISE

READERS WANT

AND EXPECT
THAT SEMSE OF

PLACE. A CLEVER

STORYTELLER CAM
CHOOSE TO DELAY

THE ESTABLISHING
SHOT TO INCREASE
SUSPENSE —

-- OR
TO MIRROR THE
THOUGHTS OF A
CHARACTER WHO'S
TEMPORARILY
UNAWARE
OF HIS OR HER
SURROUNDINGS.

DRAWING DETAILED ESTABLISHING SHOTS caM BE HARD WORK BUT
THEY'RE WORTH THE EFFORT IF, BY DOING 50, YOU CAN CREATE A STROMS
SENSE OF PLACE IN THE IMAGINATIONS OF YOUR READERS.

LOOK FOR
MORE ON THIS TOPIC
N CHAPTER
FOUR.




— — -
r—

CHOOSING How T FRAME

MOMENTS I8 COMICS 15 LIKE CHOOSING CAMERA
ANGLES IN PHOTOGRAPHY AND FILM.

B

THERE ARE
DIFFERENCES --

~=SUCH AS
THE ROLE THAT
SIZE. SHAPE
AND POSITION
HAVE ON COMICS
PANELS —-

- EE T C

-= BUT TO THINK OF
THAT FRAME AS
THE READER’S
CAMERA 15 A
USEFLUL METAPHOR,

R b UL [ R T ITRV  ErEr AN

READERS WILL
ASSIGN IMPORTANCE

TO CHARACTERS AND
OBJECTS PLACED In
THE CENTER --

THIS 15 THE DEVICE BY WHICH YOU CAN
&RAB THE READER BY THE SHOULDER,
GUIDE THEM TO THE RIGHT SPOT ==

== AND TELL
THEM *YOU ARE
HERE..™

MNOT
THAT HE'S
SUGGESTING

ANYTHING! 3

yOu CAN'T KILL ALL
OF US, FRANK,

i-- . .- |
R R
3 -, |-'— — :: st | TI=‘"'| ‘ﬁﬁ ITF
I | | AT
g v -a-'w.-'-':' hi i -~

SN i ana A

= 2\ A =

ETTIA LY ASAACITY L

SLETEEL TR §

L TTERAL BRI VT I A0 YN

—- AND SOME COMICS
ARTISTS OBLIGE BY
PUTTING THEIR MOST
[MPORTANT SUBJECTS
THERE.




BUT THAT CENTER CAM ALSO POINT
US TOWARD LESS TANGIBLE IDEAS, SUCH AS
THE MOTION ofF aM OBJECT --

-- a DISTANCE agouT TO BE CROSSED --

A

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

PapEL OME: ART BY CHARLES SCHULZ, PAMEL FOUR: ART
By JaiME HERMAMDEE (SEE ART CREDITS, PAGE 258,

== & MYSTERIOUS ABSENCE --

o

£ D4 Ex FF Gy Wb Li J; f(h L1 i No O B2
N Liw? B e !
s l £ i
o BE Bl
L._-l _
t '\.k E' e,
=" 3| 4@
Nain |
-]
= : \ -
- A
—
e s < P )

THOSE ARE
JUST A FEW
OF THE REASONS
THAT AN ARTIST
MIGHT CHOOSE A,
SEEMINGLY
OFF=CENTER
COMPOSITION.
WE'LL
CONSIDER




HNEXT UP IS YOUR

CHOICE OF IMAGE:
CREATING PICTURES TO FILL
THOSE FRAMES AND BRING THE
WORLD OF YOUR STORY TO
LIFE VISUALLY.

JI& cnoice oF imase
@ CHOICE OF WORD

IEi CHOICE OF FLOW

AFTER alLL
THAT PLANNING,
CHOQSING, ARRANGING
AND SKETCHING THINGS OUT,
HERE'™ THE PART OF THE PROCESS
WHERE YOU GET TO PICK UP YOUR
PEd, BRUSH OR DI&ITaAL 5TYLUS
AND Finally DRAW
SOMETHING!

NO MATTER WHAT STYLE OF IMASE YOU CHOOSE, YOUR PICTURES® FIRST AND MOST IMPORTANT
JOB I5 TO COMMUNICATE QUICKLY, CLEARLY aND COMPELLINGLY WITH THE READER.




: ; '}&'-"5“ O =
T CON'T JUST RELY ;f f:::: ﬁgf}i
=1 oM sTock GENERIC -
FEATURES; A DRESS,
A CAR, & SMILE... GET i
b v READY TO GET  [|[-
& e e T
| | SPECIFIC. /|
___i e : ; 11 |
A= == | |
i [ | | il :_ —— O _‘_I | Lo

=
[}

CaN YOU DRawW A MOPED CLEARLY ENOUGH THAT
READERS CAM TELL THEY'RE MOT LOOKING AT A
MOTORCYCLE OR A BICYCLE?

CaM YOU DRAW an
EXPRESSION OF MOCK,
DISAPPROVAL THaT
WON'T BE MISTAKEN
FOR THE REAL

CAN YOU DRAW A

SCORPION THAT'S -
CLEARLY ABOUT TO

STRIKE? - - =

caN YOU DRAW A PICTURE OF MARK
TWAIN THAT DOESHN'T WIND UP LOOKING
LiKE ALBERT EINSTEIN?

s

YOUR PICTURES CAN 5TILL INCORPORATE A WEALTH OF REAL LIFE DETAILS.

EVEN WHEN WORKING IN A MINIMAL STYLE LIKE STICK FIGURE MASTER MATT FEP-I@

IF | ASKED YOU
[ TO DRAW A CLOCK, A
|  WATER BOTTLE OR A
|  SHOE IN JUST A FEW
| LINES, HOW SPECIFIC
COULD YOU &ET?T

2? PoMEL S0 ART BY MATT FEAZELL (SEE ART CREDMTS, PASE 2540



ny
v

— /[ == [T

=7 % //Z l' l"l' Ul |

oy V) T CHOICE L
B e Y oF IMAGE 15 DRAWING
T ‘, ,:"-‘;' Y s '|'|,' WHERE ALL THOSE FROM LIFE

. ¢/ A TRADITIONAL I}

= ' HOW-TO-DRAW [

BOOKS CAN BE
HELPFUL ==

ik . F'-'
L -

|l

CLASSIC DRAWING SKILLS
LIKE ANATOMY anND PERSPECTIVE
caM HELP YOU TO RENDER THE FORMS IN
YOUR WORLD COMVIMCIMGLY =-

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

HOW YO DRAW THE INTERIOR OF AN
APARTMENT, FOR EXAMPLE, CAM TELL YOUR READERS A LOT
ABOUT THE CHARACTER WHO LIVES IN IT.

PAMEL FOUR: ART 2Y JASOH LUTES 28
(SEE ART CREDITS, FAGE 258).




F

THE STANCES anND EXPRESSIONS OF CHARACTERS —- EVEN WHEN
SILENT AND IN THE BACKGROUND —— CAN &INE READERS & WEALTH OF
INFORMATION ARBOUT THEIR EMOTIONS anD ATTITUDES.

—ea|

& MINOR DETAIL IN
THE ART can
FORESHADOW MAJOR
DEVELOPMENTS IN A
STORY.

s
\ '@W’T!h“
L
- | |

[y

AN ABSTRACT, EXPRESSIONISTIC or
SYMBOLIC IMAGE CAN STRENGTHEN THE
RECOUNTING OF AN INTENSELY FELT EMOTION.

AN EXTREME STYLISTIC cHOICE CAM INVEST EVERY
MOMENT OF A STORY WITH AN OVERRIDING MOOD.

¥YOU MIGHT ALREADY BE ABLE
TO DRAW LIKE MICHELAMNGELD, BUT IF IT
DOESN'T COMMUNICATE, IT'LL JUST
DIE OM THE PAGE -

THE ULTIMATE TEST OF
CLARITY IN COMICS
ARTWORKE 15 IM HOW
WELL IT DELAWERS ON
THE BASIC INTENT
OF EACH PARNEL.

-= WHILE A

CRUDER BUT MORE
COMMLUNICATIVE STYLE
WILL WIN FANS BY THE
HUNDREDS OF
THOUSANDS.

FAMNEL THREE: ART B CRAl: THOMPSON, PANEL FOUR: ART BY RO CHE 2[?
AMNDERSON AND FRAMC MILLER (SEE ART CREDITS, PAGE 258,

QUESTION
MUMBER OME:
WILL READERS

GET THE
MESSAGE?




-

AL

e Arar @ B S0

THE NEXT ASPECT
oF CLARITY IN coMIcs
STORYTELLING 5 YOUR

CHOICE OF
WORD

OF MOMENT
- OF FRAME
' IMAGE

FILE...

LG

LAY,

THEY BRING THERE'S NO

WITH THEM AN IMAGE S0 VAGUE
UNPARALLELED THAT WORDS CAN'T
LEVEL OF LOCK IT INTO A DESIRED

SPECIFICITY. MEANING.

WORDS CAN BE A
POWERFUL ALLY M THE STRUGGLE
TO COMMUMICATE,

“*On the bright
zide, I got my
caffeine. On the
not-so-bright
zide, we got
mugged on the

oH HEY, LOOK! im°s KELLY DONOVAN, TWIN BROTHER OF THE GUY WHO
PLAYED XANDER ox BUFFY THE VAMPIRE SLAYER, pLUS HUMPHREY
BOGART weEarRING & FREDDIE MERCURY MASK AND A& ROBOT DUPLICATE
OF FORMER U.N, SECRETARY-GENERAL BOUTROS BOUTROS-GHALI

IM & COUPLE OF
EPISODES...

I BRING YOU
fcLicns

MESSAGES OF
PEACE.

SPECIAL THANKS TO KELLY DONChRM
{5EE ART CREDITS, PASE 2580,

' AND SOME l

SPECIFIC CONCERPTS
AND MAMES CAM
ONLY BE CLEARLY
EXPRESSED THROUGH
WORDS.

TRY DOING

THAT
WITH JUST
PICTURES!




WORDS CAN BE USED

TEN YEARS LATER.... ]’

MEANWHILE..

To COMPRESS A STORY,
SUMMING UP VAST CHANGES IN
A SINGLE CAPTION AS SEEN IN
SCENE-TO-SCENE

TRANSITIONS.

15 THAT

s M SRS S Mg

'I:.ﬂ.H WE WRPER IR

ﬂ THIS ? 5{%1

il
'ﬂL u"l“ ——

lm

c-r""" CAR

PHIHEE

— _ﬁ%

mu N

A LONE TIME AGO, IN A
GALAXY FAR FAR AWAY,,

MUCH MUCH CLOSER...

A LONG TIME LATER, AND

OH, ST
GNORE

HIM 'I1-I|TI

AND OF COURSE, WORDS TakE CENTER STAGE wWHEN

REPRODUCING THE FINE ART OF CONVERSATIOM.

(

0
H‘-ﬂ'h

p,HGEE:f"

"Dxi
=P
HT-oP

Words alone
have been

Wiell, you know whet they say, "The
best things come to thosa who wait,”

telling
stories

Makes me wonder i
“they" work for DMV... p i

A

clearly for
millennia.
They've done
just fine
without
pictures...

T7 7 AT T
_'"w" ;
BUT IN COMICS, THE I
TwWo HAVE TO WORKE TOSETHER
SEAMLESSLY ENOUGH THAT READERS

BARELY NOTICE WHEN SWITCHING
FROM ONE TO ANOTHER.

I HAVE A WHOLE CHAPTER ON THIS SUBJECT,
BUT FOR NOW, SUFFICE IT TO SAY THAT THE SECRET
OF COMMUNICATING CLEARLY WITH WORDS IS JUST

TO LET WORDS DO WHAT WORDS DO BEST —

- AND WHEN A
PICTURE IS THE
BETTER SOLUTION, TO
LET THEM GET QUT
OF THE WAY.

FanMEL Twite ART BY DEREE EIRE KIM (SEE ART
CREDAT S, PauzE 2580




FINALLY, AFTER CHOOSING JUST
THE RIGHT MOMENTS, FRAMES, IMAGES
AND WORDS, ALL THAT'S LEFT IS YOUR
CHOICE OF FLOW: How you GUIDE
YOUR AUDIENCE THROUGH YOUR WORK
FROM BEGINNING TO END,

WITHIN

THEM.

iinire
L

BETWEEN PANELS, YOUR CHOICE OF
FLOW WILL RELY ON THE LUMWRITTEM
CONTRACT BETWEEN ARTISTS AND
READERS WHICH STATES THAT PANELS
ARE READ LEFT=TO=-RIGHT FIRST.
THEN UP=TO=-DOWN® ==

e

\.

-— AND THAT WITHIN EACH PANEL, THE SAME
PRINCIPLES WILL aPPLY TO CAPTIONS anD
WORD BALLOOMNS.

IT ALSO MEANS BEING ON THE
LOOKOUT FOR ANY PART OF THE
CREATIVE PROCESS THAT cAN HELP --
OR HINDER - THAT FLOW.

L

N
+CH CHOICE OF MOMENT
L8] cHolce oF FRAME

1)

=9
#] cHoICE OF IMAGE
CHOICE OF WORD
[ cHolce oF(FLow ) mpTidl

¥ OR RIGHT-TO-LEFT W SOME CULTURES, OF COURSE.
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—

THE EASIEST Way
TO AVOID PANEL-TO-PAMEL CONFUS

TO JUST KEEP IT SIMPLE, BUT IF YOU LIKE TO
MIX THINGS UP, KEEP A LOOK OUT FOR CERTAIN

INHERENTLY CONFUSING ARRAN
LIKE THIS OME —-

IOM 15 |
GEMENTS

== | WHICH HABIT
WILL SEND YOUR
READERS LEFT TO
RIGHT, LEavING
THE LOWER LEFT=
HAND PAMNEL
UNREAD --

REEN

SURE, THERE ARE WaY5
To COMPEL READERS'
EYES TO MOVE IN THE
RIGHT DIRECTION.

JUST MAKE
SURE YOUR LayouT
IS SERVING YOUR
STORY --

== INSTEAD OF

[ THE OTHER WAY | |

AROUND --

- UNLESS, oF
COURSE, YOU WarMT
TO 0 THE
EXPERIMENTAL
ROUTE. AS I
SOMMETIMES DO,
BUT THAT'S A WHOLE
OTHER BOOK!

A

.

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

AMOTHER SOURCE OF
“WHICH COMES NEXT?" CONFUSION OCCURS
WHEN PANEL ARRANGEMENTS ARE OBSCURED
BY TOO MANY “FOURTH WALL™ BREAKS
AND BORDERLESS IMAGES.

rrfiTHE COMPOSITIONS anND
MOTION IN YOUR FRAMES CAN HELF GUIDE THE

READERS' EYES, BUT MAKE SURE THEY'RE BEING

GUIDED IM THE RIGHT DIRECTION!




I = B R 0 e TR

-

How Your CHOICE
OF FRAME CHANGES
FROM PAMEL TO PamEL
CAN ALSO AFFECT THE

READING FLOW.

BY ROTATING THE
VIEWING ANGLE
TOO FAR BETWEEN
ParMELS, CHARACTERS
CAMN SEEM TO SWITCH
PLACES. CREATING
CONFUSION.

TELL THE
CAPTEIN

CONSIDER SHOWING YOUR WORK=-IN-PROGRESS CHOICE OF FLOW 15 PARTIALLY aBOUT
TO A FRIEND TO CATCH SUCH MIX-UPS IN THE CLEARING YOUR READERS' PATHS oF OBSTACLES
ROUGH PLANNING STAGE -- AND IN THE TO A SMOOTH READING EXPERIENCE.
FINISHED ART, OF COURSE.

ECALIALLY
IMPORTANT
THOUGH, 15 HOW
THE SIGHTS ALONG
THAT PATH DRAW
THE READERS®

DUDE, THIS GIRL™S " THAT'S SUPPOSED

BREAST DOES NOT - TOBEMY DAD!
LOOK RIGHT, :

NOT ALL PICTURES == WHILE BACKGROUND
ARE CREATED EQUAL. DETAILS AND REPEATED LOOKING AT
READERS FOCUS OM ELEMENTS JUST FADE THE TABLE- DIDN'T
AREAS OF CHANGE FROM VIEW AND ARE CLOTH IN THaT THINK S0,

AND RELEVANCE TO
THE STORY--

IGNORED. LAST PANEL?T




THERE'S MO wWayY TO FORCE READERS TO TAKE A
SPECIFIC PATH. BuUT wITH EXPERIENCE, YOU CAN RELIABLY PREDICT
WHAT THEY'LL Pay ATTENTION TO —- AND BE DISTRACTED BY -- aND
USE THAT KNOWLEDGE TO YOUR ADVANTAGE.

1R REATERD A S EVERY DAY, OUR FIVE SENSES TAKE IN AN OVERWHELMING AMOUNT
HUMANS, JusT N oF INFORMATION, YET WE GUICKLY SEPARATE OUT WHAT WE CARE
LIKE ¥OU AND ME, AND kel ABOUT FROM THE CHAOS AND DIRECT OUR ATTENTION TOWARD IT.
WE ALL SORT 2
INFORMATION THE
SAME WAY,

AND AT THE END OF -- AND ALL THOSE IN COMICS, YOU CAN DO A LOT OF
THE DAY, IT'S THAT OTHER SENSATIONS THAT “CUTTING™ BEFOREHAND TO INSURE
FLOW OF SELECTED ARE LEFT ON THE THAT THE FLOW OF IMAGES READERS SEE ARE
| MOMENTS THAT WE CUTTING ROOM EXACTLY THE ONES YoU WANT THEM TO SEE.
REMEMBER -- FLOOR. IN THE ORDER THAT BEST SERVES
YOUR STORYTELLING GOALS.

25



WEBCOMICS Have
INTRODUCED NEW
CPPORTUNITIES FOR --
AND POTEMTIAL
OBSTACLES TO ==
FLOW.

%

e

’ DAILY STRIPS
AND SCREEN-FITTING

COMICS PAGES FLOW IN
MUCH THE SAME WAY AS THEIR

FAFER AND INK COUSIMNG, AND
READING THEM IS A PRETTY
INTUITIVE PROCESS.

SOME NEwW EXPERIMENTAL
FORMATS ARE DISTRACTING BY THEIR MATURE,

OF COURSE. BUT EVEN THESE CAN ALLOW FOR SMOOTH
READING IF ALL THE NAVIGATING IS DONE WITH A
SINGLE CONTROL LIKE AN ARROW KEY.

BUT MANY MULTI-PAGE
WEBCOMICS YANK
READERS OUT OF THE
STORY BY CONSTANTLY
FORCING THEM TO
SCROLL, THEN HUNT.
THEN CLICK, THEN
SCROLL.

3 3§ 0 8 11

NG MATTER WHAT SHAPE YOUR COMICS TAKE, AS
Long AS NAVIGATING THROUGH THEM 15 A
SIMPLE, INTUITIVE PROCESS, THAT PROCESS WILL BE
TRANSPARENT TO THE READER =--

-

=

P

“F*“
|

-~ AND THE READING
FLOW CAN CONTIMNUE
UNINTERRUPTED.

WE'LL GET DOWN TO
SOME NUTS AND BOLTS
REGARDIMG THIS TOPIC
iN CHAPTER FIVE, AND
ITS OHLINE EXTENSION,
“CHAPTER FIVE AND &

HALF.™

FOR NOW, THOUGH, WHETHER YOU WORK IN
PRINT, THE WEB Or BOTH: IMPROVING FLOW
CAN HELP YOUR AUDIENCE ENTER THE WORLD OF

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

DO THAT, AND YOUR
STORYTELLING CAM

PUT ITS FULL WEIGHT
BEHIND THE “*STORY™
WITHOUT THE
“TELLING™ GETTING

IN THE Wwiay.




TOSETHER THESE FIWVE
DS OF CHOICES ARE WHAT
COMMMUNICATING THROUGH
COMICS REAUIRES --

CLARITY

== AMND COMMLUMCATING
WITH CLARITY MEANS MAKING
READER COMPREHENSION YOUR
ULTIMATE GOAL.

_@,_ CHOICE
OF

MOMENT

CHOICE

)

OF
FRAME

OALS:

“COMMECTING THE
DTS, SHOW MG
THE MOMENTS
THAT MATTER AND
CUTTIMNG THOSE
THAT DO#'T,

TOOLS:

THE S0 TRANSITIONS:
L MOMERMT TO MOMENT
2. ACTION TO aCTHON

3, SUBLIECT TO SUEECT
3. 3CEME TO SCEME

4. ASPECT TO ASPECT
g oHCw SEGULITUR

MINIMIZING PRMEL
COUNT FOR
EFFICIEMCY, OR
ADDIMG PANELS
FOR EMPHASIE.
CHARALCTER OF
MOMENT, MOOD
AND IDEA.

GOALS:

SHOWIiMG READERS
WHAT THEY NEED
TO SEE. CREAT MG
A SEMSE OF PLACE,
POSITION AND
FOCLUS,

TOOLS:

FRAME 5IZE AND
SHAPE.

CHOICE OF
“CAMERA"™ ANGLES,
THSTAMCE, HEIGHT,
BalLAaMCE aMD
CENTERIMG.

THE “ESTABLISHIMG
SHOT." REVEALING
AND WITHOLDIMG
IMFORMAT I0M.
DIRECTIMNG READER
FOCLS,

\ﬁ\ CHOICE @ CHOICE .l CHOICE
OF OF ' oF
COALS: COALS: GOALS:
CLEARLY AND CLEARLY AND GLITHNG READERS
GUICKELY EVIOKMNG PERSUASIELY BETWEEN AMND
THE APPEARAMNCE COMMUNICATING WITHIE PAMELS,
OF CHaRACTERS, IDEAS, VOICES AND AND CREATING A
OBJECTS, SOUNDS M SEAMLESS TRANSPARENT AMD
EMNVIROMMENTS COMBIMATION WITH INTUITIVE READING
AND SYMBOLS, IMESE S, EXPERIEMCE.
TOOLS: TOOLS: TOOLS:
EVERY ARTISTICS EVERY LITERARY THE ARRAMEE=
RAPHIC DEVICE AND LINGLUISTIC MENWT OF PAMELS
EVER IMWENTED. DEVICE EVER On o PasE OR
[NWEMTED. SCREEM, AND THE
RESEMBLAMCE, ARRANGEMENT OF
SPECIFICITY, RANGE, SPECIFICITY, ELEMEMTS WITHIN
EXFRESSION, BODY THE HUMAN YOICE, A PAMNEL.
LANGUAGE AND ABSTRACT
THE MATLRAL CONCEFTS, THE DIRECTIMG THE EYE
WORLD. ENVOCATION OF THROUGH READER
OTHER SEMSES. EXPECTATIONS
STYLISTIC AND BANT CONTENT.
EXPRESSIONISZTIC BALLOONS, SOUND
DEVICES TO EFFECTS AMD USIMNG MOMENT,
AFFECT MOOD AND WORD / PICTURE FRAME, IMAGE AMND
EMOTION, INTESRATION® WORD N TAMDEM.

TAKEN N 50ME PREDETERMINED ORDER.

Q:E_SE AREN'T “STEPS"™ THAT HAVE TO BE

MOST COMICS
ARTISTS JUGGLE
ALL FIVE as
NEEDED.

DECISIONS HAVING TO DO WITH MOMENT,
FRAME AND FLOW ARE LIKELY TO BE MADE IN THE
PLANNING STAGES OF A COMIC, WHILE IMAGE
AND WORD DECISIONS ARE USUALLY BEIMNG MADE
RIGHT UP TO THE FINISH LINE --

—

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

* SEE CHAPTER THREE: “THE POWER OF WORDS" FOR MORE 0%
DIFEERENT TYPES OF WORD/PICTURE INTESRATION sMD OTHER
TESHRMAIES RELATEDR TO CHORCE OF WORL
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YOU MIGHT WANT TO -- THEN COME UP —= THEMN CREATE
START WITH ROUGH WITH THE DIALOGUE THE FIMISHED ART.
SKETCHES OF THE AND NARRATION --

WHOLE COMIC -- _,.’—"f..f

A e

[ MOMENT | | FRAME |

/r OR YOU MIGHT \\l /_ == THEM LUISE -\\I' /’_ —- THEMW CREATE \

START WITH A FULL THAT TO DO YOUR THE FINISHED ART.
SCRIPT. WRITTEN BY ROUGH SKETCHED -
¥OU OR SOMEOMNE LAYOQUT --
ELSE — 1

TAP

TRP!

YOU MIGHT EVEN CREATE ONE == THEN DO THE SAME WITH PANEL
FINISHED PANEL WITH NO TWO aND JUST KEEP GOING!
IDEA WHAT HAPPEMNS MEXT --

T LOVE vyou it
MAREY ME I

[MOMENT| | FRAME | [MOMENT] | FRAME |

[ mMace | [ worD | | Mace | | worD |




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

= AND EACH

DECISION YOU MAKE CAN BE INFORMED

BY, AND EVALUATED ON THE BASIS OF,
THESE FIVE CATEGORIES.

- CHOICE OF MOMENT

CHOICE OF FRAME

CHOICE OF IMAGE

! CHOICE OF WORD

CHOICE OF FLOW

WE’LL START
WITH A FEW
THROWAWAY
CHARACTERS.

EXAMPLE: LET'S

IMPROVISE a SIMPLE STORY,
TOLD AS CLEARLY AS POSSIBLE, aMD
SEE HOW OUR FIVE KINDS OF CHOICES
caM BE MADE IN REAL TIME.

; AN ; m A
| UNDERCOVER HAPLESS SCRUFFY
COP. DOOFUS. WOMAN. Uy,
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F‘ —q
LET'S 5TART THEIR STORY WITH A Bl
ESTABLISHING SHOT TO SHOW WHERE THE
ACTION IS TAKING PLACE, THEM a MIDDLE SHOT
TG INTRODUCE CHARACTERS A AND B, AND THEM

A CLOSE=UP oN CHARACTER A.

== - =
,,...-"-"" 2 Ef— E
- == =]
T s
"-._‘ = -| L | _,‘.-;i:_ﬁ'-""‘-

PR

b

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

———— WE COULD HAVE f

=~ DOME Many MORE
- FRAMES, BUT THREE
=" GETS THE JOB DOME.

I

Wil UL jt__

\!i g B Zf’@

l ’}’-If'“- :;@\%\% -
| k. e

= -

NOW AS A STARTS FOLLOWING B, NOTICE HOW
BOTH ARE SHOWN IN FRAME. TO REINFORCE THEIR
RELATIVE POSITIONS. ALSC, DESPITE CHANGING
VIEWING ANGLES, BOTH MAINTAIN & LEFT=-TO-RIGHT
FORWARD FLOW, TRACKING THE READER'S USUAL

READINEG DIRECTION,

i

T

N

NO FIREWORKS IN THE IMAGES DEPARTMENT.
JUST & FEW RECOGHMIZABLE DETAILS, BUT OUR
CHOICE OF IMAGE |5 AT LEAST SPECIFIC. WE
KMNOW WE'RE IM & MiaMI-LIKE CITY; WE KNOW (]
CHARACTER A I5 A SERIOUS GUY. 1




,i. flinn |||I'|!:f||'||_|'||I (1] 1LE - I|-|:|.|
g it 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 ONE ANOTHER.

U

IT WASH™T PRACTICAL TO SHOW ALL LR T e T

THREE CHARACTERS IN A SINGLE FRAME - = THE DOUBLE-CIRCULAR SHAPE OF THE —
THEY'D BE TOO SMALL IN A LONG-SHOT == 5 BGINOCULARS IN THE FIRST PANEL TELLS .=
BUT THE VISUAL FRAGMENTS STILL ADD = US WE'VE INTRODUCED A THIRD POINT B
UP TO A SINGLE IDEA. =- OF VIEW. T e A
R e e
R

% 2 — i
- THEN WE PICK A LS A G_LGSE_E
LONG ENOUGH =55 | ENOUGH ANGLE TO 5
.. ANGLE TO SHOW -3 : gHow C'SFACE =
= C'SPOSITIONON . | | aAnD THE BINOCU- =
: - THEROOF -- 111 | | aRSCLEARLY. / W=
U Y 4 A

LOCATION, SO THE CAMERA PULLS BACE AdalM
FOR ANOTHER ESTABLISHING SHOT.

ALSO, WITH D5

INTRODUCTION,
COMES OUR FIRST
DIALOGUE.

%}’Fk el
ARRER | = S




s e — 1 R "

THE NEXT TWO MOMENTS ARE FRAMED & BIT TOO .
CLOSE TO SHOW US EXACTLY WHAT 15 BEING E=—( HERE You ¢o.
BOUGHT oR FOR HOW MUCH AaND THE WORDS ==

AREN'T VERY SPECIFIC EITHER. CHOICE OF FRAME THANKS!
AND CHOICE OF WORD ARE BOTH HOLDING W / v
QUT ow us! = Pl

T
il

|l
|

I:,'

'|||I||||'-|| I

BECAUSE OF THAT DELIBERATE LACK
OF INFORMATION, WE ONLY KNOW WHAT

CHARACTER A KNOWS. IN FACT, PANEL TWO HERE
IS SHOT FROM A'S POINT OF VIEW. 50 HIS
DISCOVERY FEELS LIKE QUR OWN.

-=FOR THE ILLESAL
POSESSION OF --

L
[ : RELAY , KID. IT LOOKS
R - ||| | LIKE T'VE BEEN TRICKED, |
E Ve a—éﬂ"";?
RSN
fd _ —
ot
NOW, A5 S00M A5 WORDS ENTER, THE PICTURES NOTICE TOO HOW MaNY OF THESE ACTION TO
ALONE WOULDN'T GUITE TELL THE WHOLE STORY. ACTION CHCICES ARE COMPOSED FOR
B LEFT-TO-RIGHT FLOW RESULTING IN & SENSE
E:_—E:-_:-_?.: = oF FORWARD MOMENTUM.

WITHOUT
“POLICE!™ FOR
EXAMPLE, YOU MIGHT
MISS THE BADMTE AND
JUST ASSUME THAT

CHARACTER A WAS

YET, WHEN CHARACTER
A TURNS HIS HEAD
AGAINST THE FLOW,
I'T HELPS PUT O THE
BRAKES JUST AS
THE ACTION SLOWS

1\\“‘?&% s

42

RELAY. BID 1T LodKE
Lif TUE BEFH TREGRD,




' OR — AS HAPPEMS MEXT --

THE CAMERA CAN SHARE INFORMATION WITH
READERS THAT CHARACTER A DOES NOT HavE
SPECIFICALLY, THE AMOUNT OF MOMNEY B GOT, AND
THE PRESEMNCE OF A GUN IN PANEL &,

\

i

%

3

7

|

|

NOTICE HOW
MOMENT, FRAME anND IMAGE
ACCOMMODATE EACH OTHER: ADDING
MOMENTS TO INCLUDE ANGLES WHICH
REVEAL MEANINGFUL DETAILS.

i

-

|
il

- - N

" CAN WE G0 NOW 7

HERE ALSO, WE SEE HOw WORDS anND PICTURES
caM OPERATE oM DIFFERENT PLANES: ONE
RELAYIMNG DIALOGUE THAT ALL can HEAR; THE
OTHER SHOWING INFORMATION (THE AMOUNT OF
MONEY? THAT OMLY SOME KNOW ABOUT.

EOTTA TRKE YOuU JUET A FEW
BALE T THE STATION CHAESTROMS. ...

\\

AMD BY LETTING READERS “IM OM THE SECRET,"
OUR CHOICE OF FRAME AND IMAGE MAY LEAVE
THEM FEELING A BIT LIKE COLLABORATORS.

MNEXT, IT'S WORTH PULLING BACK THE
FRAME, NOT FOR A NEW SCENE, BUT BECAUSE OUR
UNDERSTANDING OF THE SCENE 15 CHAMNGING.

" q@ LB LA Y
i oty '\._:'I.,L-:'l;""' IIL Tk
g 1

ALSS WITH T T
| PHYSICAL CONFLICTS, e
| THE LOCATIONS
OF CHARACTERS
MATTER.

..l.

A

= m-‘*;‘ 77




TN O RN, R LA
e AND AS THE

SCENERY STARTS SHIFTING FAST, IT'S
IMPORTAMT TO CONTIMUE FRAMIMNG THE ACTIOM
WITH LONG=-SHOTS anD MIDDLE=SHOTS
TO ALLOW READERS TO TAKE IT ALL IN.

Haw/ ke KEPT
ALL FRAMES AT THE SAME HEIGHT TO THIS
POINT, ADDING A DOUBLE=-HEIGHT PaMEL
CAMN CHAMGE THE FLOW OF ACTIONS TO

ACCOMMODATE A VERTICAL SHIFT.

[

1 LLEL Iy

1!

RN {
il AN W

AMND FINALLY, A FEW

== QR WHAT
CHARACTERIZATION ~—

AWAY STORY
LIKE THIS ONE.*

|

/':-l..,.

ITF] THIS RELATIONSHIP 1S
=7 NOT WORKING, DOoRIS!
[ H s -
/" ]\\ Tio BE COMT - OH, NEVERSIND,
|
= OEVICLUISLY, THERE'S & DIFFERENCE BETWEEN G000 ‘ I ‘ I

STORYTELLIMNG AND A 500D STORY. I' OFFERING
THIS AS AN EXAMPLE OF THE FORMER OnlLY.
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R e e e
A

MOTE THAT
THE VISUALS IN
THESE PANELS
DON'T FEATURE
MANY FANCY CAMERA
ANGLES OR STUNNING
MAGERY. IF WE HAD
TO RATE THE
DRAMATIC
CONTENT IN THE
ART, WE MIGHT SAY
“LOwW™ TO

% “MODERATE™

IM OTHER WORDS,
THE CHOICES OF
MOMENT. FRAME,
LINE AND FLOW N
THESE EXAMPLES ARE
GOVERNED BY
CLARITY --

HOW, DEFIMiIMG
“INTEMSITY™ 15 A
SUBJECTIVE BUSINESS.
FOR SOME PEOPLE, A
COMIC FILLED WITH
MOTHING BUT PAMELS
OF OWE FERSOMN
ASLEEP M THEIR BED,
SHOT FROM THE SAME
ANGLE adaln AND
AGalk, MIGHT BE
COMSIDERED
“INTEMNSE."

== FAR MORE
THAM THEY
ARE BY --

BUT FOR NOW, WE'LL USE IT TO REFER TO
THOSE VISUAL TECHNIQUES wHICH ADD
CONTRAST, DYNAMISM, GRAPHIC
EXCITEMENT OR & SENSE OF URGENCY
TO A PaMEL.
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WILD
VARIATIONS OF

FRAME
SIZE AND
SHAPE.

THE SENSE OF GREAT
DISTAMCES, EXTREME
CLOSEMESS AND THE
CONTRAST BETWEEM

GRAPHIC CONTRAST.

BOLD JUXTAPOSITIONS OF COLOR,
SHAPE AND BRIGHTNESS.

VIRTUOSO
DRAWING

exaceeraTEr POSES anp
EXPRESSIONS!!

TECHNIGQUE.

BREAKING THE FOURTH WALL.

BORDERLESS AND BORDER-BREAKING CHARACTERS
AND OBJECTS.

DIAGONALS.

TILTED SUBJECTS, AMGLES ==




w PARTICULARLY THOSE INVOLVING A a BUT WHILE THE
“EXAGGERATED POSES

AND EXPRESSIONS™ ==

BONs, THE way
IE ILLUSTRATED
HIGH INCIDENCE oF HITTING, BLEEDING,
THEM HERE, THESE COLLISIONS, EXPLOSIONS OR PEOPLE SAYING
. "0H MY GOD, NOI™ ON A REGULAR BASIS.

GUALITIES MAY
RECALL CERTAINM \*I'\'\N,"_
H| LT T

GENRES oF
COMICS.

7 PREPARE %
\ TO FIRE! |

v v

-= THE BASIC EFFECT OF SUcH
TECHMIGUES STAYS CONSTANT:
ATTRACTING anp/or EXCITING
READERS AS SOON AS THEY PICK
A COMIC OFF THE SHELF OR LOAD IT
INTO THEIR BROWSER.

== 0O “VIETUO5C DRAWING TECHNIGUIES™ OF OTHER
GENRES MIGHT TAKE ON DIFFERENT FLAVORS --

"!'3-'-'%.&

-—_..ﬂi‘

I

\
THIS IDEA OF CLARITY WITHOUT ANY THING 1S, WHILE
ADDING & LITTLE PRESENTATIONAL FLAIR CLARITY AND INTENSITY can
PIZAZZ TO A WHATSOEVER CAN BE A | Llll &0 HAND IN HAND, YOU CAN ONLY LEAN ON
BITTER PILL FOR SOME ONE SIDE 50 HARD BEFORE THE OTHER
111 1w STARTS TO SUFFER.

STORYTELLER'S STYLE
I5 A TIME-HOMORED
TRADITICM,

TO SwalLow,

PEAEL THREE: ART 3 EICHIRD ODA. PAMEL FOUR: ART 1.}-?
BY FRAMCOIS SCHUITEN (SEE ART CREDITS, PAGE 258D




FOR EXAMPLE, IF
WE TAKE THE BASIC
COMPOSITIONS FOUND
iN OUR SAMPLE STORY,
AND APPLY EVEN A FEW

G4 A\ OF THESE DYNAMIC
F EFFECTS —
T _,_...‘

MORE EXTREME ey —— THESE PANELS
TH CUES, SOME START TO FEEL A
%El,,np,ﬁ-lamm,s,lmng LITTLE MORE LIVELY,
EXAGGERATED POSTURES, [ W/THOUT SACRIFICING
AND ONE OR Two FOURTH £




IN SUCH CASES, THE
INTENSITY OF THE
WORK a5 & WHOLE
CAN ACTUALLY &0
DOWN.

BUT RAMP
UP THOSE SAME ELEMENTS
TOO MUCH AND YOU GET
Aan INMCOMPREHENSIBLE
JUMBLE.

...........

PAMNEL IS TURNED UP TO FULL
VOLUME at ALL TIMES; any
HOPE OF DRAMATIC
CONTRAST 15 LOST!

SN
MY

- (Y
Tt S i

L
ﬂ' AW

o
five

%‘m

FT0N
.r/- =

L

IN FACT, THERE'S NO SINGLE LEVEL OF
INTENSITY THAT'S LIKELY TO WORK IN EVERY PANEL.
IT's 1N THE VARIATION BETWEEN PANELS THAT

TRUE DYMAMIC EFFECTS ARE CREATED.

4



ol s i N N B e T o B

DEPTH CONTRAST

GRAPHIC CONTRAST

DIAGOMNALS

EXTREME POSES

4TH WALL BREAKS

FRAME VARIATION
S oooo

o

SURFACE APPEAL

MAKIMNG COMICS FOR
THE FIRST TIME, IT'S
TEMPTING TO TRY TO

MAKE EVERY MOMENT OF

A STORY HIT LIKE A

THUNDERSTORM.

BUT JUST AS

A THUNDERCLOUD MNEEDS TIME TO
GROW AND GATHER STRENGTH

BEFORE THE RAIN --

-= COMICS
STORIES NEED TIME
TC BUILD ON THE
KNOWLEDGE aMD
EXPECTATIONS oF
READERS BEFORE THEY
CAMN DELIVER THEIR
STRONGEST
MOMENTS.

READERS CRAVE
DRAMATIC CHANGES,
BUT TO HIGHLIGHT
CHAMEE REGIUIRES aM
UNcHaMGING POINT
OF REFERENCE.

INTRUDER.

THE FIXED, GUIET BACKGROUND SETS THE STAGE FOR THE CACOPHONOUS

PAsc THE
TEA, DERR.

W




THE FIZED
THE FIXED CAMERA THREE-BY-
ANGLE DRAWS THREE
ATTENTION TO THE PANEL
ZOOM. GRID
g FREPARES

FOR THE
IMPACT OF
THE
FULL-
PAGE
PANEL.

AND THE FIXED MIDDLE GROUND SHOT CONTRIBUTES TO THE EMOTIOMAL
IMPACT OF THE CLOSE-UP.

BEM THINKS SHE
BOUSHT IT FO& WYLE,

SHEYS MEVER

SHIWM AMY

INTEREST IN
HyLE,

— AND THEN
STRIKE LIKE
IN SHORT,
SOMETIMES JUST TELLING IT LlGHTNlNG
STRAIGHT, WITH CLARITY AS YOUR WHEN IT COUNTS.
GUIDE, IS THE BEST WaY FOR
1 STORIES TO GATHER STEAM ==
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FINDING THE RIGHT BALANCE
BETWEEN INTENSITY AND CLARITY
IS MORE THaN JUST A PRACTICAL
CHALLENGE.

4

INTENSITY CLARITY

I'T ECHOES

A BROADER
PHILOSOPHICAL
DIVIDE M COMICS

CULTURE -=

-- BETWEEN THE JOY OF
TELLING STORIES WITH A STRONG
PERSOMNAL FLAIR, MAKING OLD
STORIES SEEM NEW, TAKING READERS
oN & THRILLING RIDE AND
CELEBRATING VIRTUOSITY OF
TECHNIGQUE --

COMICS HAS SEEN
PLENTY OF GREAT
TALENTS osd BOTH
ENDS OF THE SCALE.
THERE™S MO “RIGHT™
CHOICE.

BuT

YoU PLAN TO
LEAN TOWARD —

WHICHEVER SIDE  “—

-- AND THE BELIEF THAT THE
STORIES MOST WORTH TELLING CAN BE
TOLD WITHOUT ANY BELLS AND WHISTLES;
THAT THE CHARACTERS anD EVENTS IN
A STORY WILL BE REASON ENOUGH TO KEEP
READING, |F THE PRESENTATION IS
CLEAR anND EFFECTIVE.

-~ THE
PRINCIPLES OF
PURE, CLEAR
STORYTELLING
SHOULD BE YOUR
STARTING
POINT.
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YOU WANT READERS

o UNDERSTAND

WHAT YOU HAVE TO

I

e
I“I “-’,,m;:,r”f ‘f‘r”'{;’(

CLARITY 15 THE
PATH THAT LEADS

A ‘-. TO THE &0aL OF
= = AND YOU WANT UNDERSTANDING --
] tHeM To CARE.
s 1Or MOMENT
o AT ; Fa] FRAME
| =
i | Q & IMAGE
e S (@] worD
o =
,-'__'| N 3 FLOW
L ”

== BUT THERE ARE
TWO PATHS you
Cam TAKE TO SET

YOUR READERS TO
CARE.

ONE RELIES ON THE

INTENSITY oF your
PRESENTATION --

THE HUMAN BEINGS

THAT LivE WITHIN
THAT 5TORY.

— WHILE THE
OTHER RELIES O
THE COMTENT OF

THE STORY

ITSELF.

THE IDEAS
EXPRESSED THROUGH
THEM AND BETWEEN
THEM.

AND THE SENSATIONS
of THE WORLD
YOUR STORY BRINGS
TO LIFE.

TAKE A BREAK, MAYBE TRY SOME
OF THE EXERCISES LISTED IN THE
FOLLOWING NMOTES PAGES.

THEM WE’LL SEE
WHERE THAT SECOND
PATH LEADS.

!
-
] L =y
.I""r | :\.“H
! | 1
4] el \
= 1
A




INTRODUCTION
CHAPTER I: WRITING WITH PICTURES*

PAGE | - GUESSING WHAT YOU WANT

OEAY, T'™M STARTING WITH SOME Bl& ASSUMPTIONS
HERE! THE KIND OF COMIC I DESCRIBE ON PAGE ONE
ISN*T THE ONLY KIND OUT THERE. (IN FAcT, I'LL TALK
ABOUT THE VERY DIFFERENT &GOALS SOME CARTOOMISTS
HAVE I8 CHAPTER SIX.) BUT I DO THINK THIS IS THE
GOAL MOST OF US START WITH: TO TELL A STORY THAT
SWALLOWS THE READER WHOLE, UsUaLLY BECAUSE
THAT'S THE EXPERIENCE WE HAD AS READERS THAT LED
US TO COMICS IN THE FIRST PLACE.

TELLING STORIES IS WHY COMICS EXISTS. AND THE
DRIVE TO MAKE THOSE STORIES MEMORABLE, MOVING
AND INTOXICATING IS WHAT GIVES COMICS ITS CURRENT
SHAPE, EVEN |F TOO MANY ARTISTS FAIL AT THAT
MISSION.

IT'S LIKE LEARNING ABOUT SEX. EVEN IF MAKING BABIES
IS THE LAST THING OM YOUR MIND, UNDERSTANDING
HuUMAN SEXUALITY STILL STARTS WITH THE REPRODULC-
TIVE 5¥YSTEM.

PAGE 2, PANEL 2 - TEACHING MYSELF

NO JOKE. I'M PLANNING A MAJOR GRAPHIC MOVEL AS
MY NEXT Bl& PROJECT AND CREATING THIS BOOK HAS
HELPED ME PREPARE FOR IT. I HAVE A LOT OF BAD
HABITS TO GET RID GF!

PAGE 5, PANEL | - ON MY EXAMPLES

THIS BOOK 15 BLACK AND WHITE 50 MOST OF MY
EXAMPLES COME FROM GRAPHIC NOVELS, 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, S0 YOU WON'T SEE AS MUCH OF THAT
WORK REPRESENTED UMLESS THOSE SUBJECTS COME UP
DIRECTLY. IT'S NOT MY PERSONAL PREFERENCE, JUST
KEEPING THE EXAMPLES AS SHARF AND 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 &WVEN POINT, I PROBABLY WILL.

PAGE |19-25 - FRAMES AND GENRES

CHOICE OF FRAME CAN DIFFER FROM GENRE TO GENRE.
SUPERHERD COMICS TEND TO FEATURE CONTRASTING
DISTANCES, CHAMGES OF HEIGHT AND LOTS OF DIAGO-
MALS TO KEEP THINGS LOOKING DYMAMIC (AT LEAST

* WiILL EISMER HAS REFERRED TO HIMSELF AS “A WRITER WHO WRITES
WITH PICTURES™ AND I™E HEARD ART SPIEGELMAKN TALE ABIUT
COMICS A5 & POSM OF "PICTURE WRITIMG™ 50 THIS ISN'T MY TERM

SINCE KIRBY REINVENTED THE GENRE, WHICH WE'LL
DISCUSS IN CHAPTER Sk
\ EXTREME

% LS ol CLOSE-UP,
U / —— TiT

MIDDLE-5HOT,
WORM"S EYE
WViEw, TILT —1

T 0
LONG-SHOT, \\\\\ e ! -l:::l
BIRD'S EYE ;\ | g 5“/{,';
ViEw ——— P e

MIDDLE
LONE-3HOT, — CLOSE-UP
TIT .

IN A DAILY &AG STRIP, ON THE OTHER HAND, AN ARTIST
MIGHT GO FOR MONTHS WITHOUT EVER MOVING THE
“CAMERA™ TO GIVE THE COMIC A MUNDANE, DOWN TO
EARTH FEELING ON THE ASSUMPTION THAT DRAMATIC
STAGING WOULD UNDERCUT THE HUMOR:

ol

FIED MIDDLE=S5HOT, FIXED AMGLE, NG TILT

PAGE 29 - DRAWING STYLES AND MOOQD

FOR A WHOLE CHAPTER ON HOW DRAWING STYLES CAN
AFFECT MOOD, SEE UNDERSTANDING COMICS, CHAFPTER
FIVE, "LIVING W LINE.”

PAGE 36 - FLOW AND PANEL SHAPE

FLOW CAN BE AFFECTED BY PAMEL SHAPE IN VARIOUS
WAYS, YOUR READERS INSTINCTIVELY KNOW THAT AS
THEIR EYES MOVE ACROSS A ROW OF PANELS, THEY'RE
MOVING FORWARD IN TIME, 50 A ROW OF MARROW
PAMNELS WHICH DIVIDE THE READING FLOW INTO SHORT
BURSTS ARE USEFUL FOR FAST, CHOPPY SEGWEMNCES:

—

—TMe

————]
———
——

WHILE WIDER PAMNELS CAN BE USED FOR MOMENTS THAT
SHOULD PASS MORE SLOWLY.
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PAGE 37 - CATEGORIES AND LIMITATIONS

ARTISTS HAVE BEEN DRAWING WONDERFUL COMICS
STORIES FOR WELL OVER A HUNDRED YEARS WITHOUT
WORRYIMNG ABOUT TERMS LIKE MY FIWE CHOICES, OF
COURSE, A LOT OF PURE IMNSTINCT SOES INTO MAKING
COMICS. THESE IDEAS ARE MEANT TO SUPPLEMENT
aND INFORM THOSE INSTINGTS, NOT REPLACE
THEM.

IF YOU'RE CREATING A COMIC, AND A PARTICULAR PANEL
OR PAGE DESIGN JUST FEELS RIGHT TO YOU, GO FOR IT.

JUST BECAUSE YOU DIDN'T &0 DOWN ONE OF MY NERDY
CHECKLISTS FIRST DOESN'T MAKE IT ANY LESS WaLID.

BUT, WHEN ¥OU COME BACK TO THAT COMIC AND
SOMETHIMG MO LONGER FEELS QUITE RIGHT, OR WHEN A
FRIEND READS IT AND DOESN'T GET IT, THAT'S WHEN T
CAN PROMISE THAT YOUR SOLUTION LIES IN OME OF
THOSE FIVE COLUMNS. THAT'S WHEN YOU MAY WANT TO
RECOMSIDER SOME OF THE CHOICES YOU™E MADE AN
COMSIDER THE ALTERMATIVES.

PAGE 38 - ART STAGES

CREATING FINISHED ART HAS TRADITIONALLY INCLUDED
SOME KIND OF UNDER-DRAWING WITH LIGHT (HARD)
PENCIL AND/OR LIGHT BLUE PEMEIL TO GET DETAILS
AND PROPORTIONS RIGHT, FOLLOWED BY FINISHED INK
DRAWINGS. IN THE INDUSTRY OVER THE YEARS, THESE
SEPARATE TASKS -- OFTEN PERFORMED BY SEPARATE
ARTISTS —- BECAME KNOWHN AS “PENCILLING™ (5IC) AND
F MR ME

A LOT OF LOME COMICS ARTISTS STILL SPLIT THEIR
COMICS ART INTO THESE SEPARATE STAGES. IT MAKES
SENSE TO HAVE A NON=PERMANENT WaY TO WORK OUT
WHERE LIMES ARE &OING TO &0 BEFORE IMNE HITS PAPER
STILL, I"M RELUCTANT TO USE THE TERMS BECALSE
THEY DON'T FIT WELL WITH OTHER TYPES OF FIMISHED
ART LIKE PAINT OR DITAL MEDIA,

THAT SAID, MOST CARTOONISTS GO THROUGH A FEW
STAGES ON THEIR WAY TO FINISHED ART, INCLUDIMG:

* A ROUGH LAYOUT STAGE WHEN THEY FIGURE OUT
WHERE EVERYTHING IS5 GOING TO &0 ON THE PAGE.

* A PENCILLING-LIKE 5TAGE WHEN THEY WORK OUT
THE PROPORTIONS AND DETAILS OF CHARACTERS
AND 0B JECTS IN THEIR STORY

= & FINISHED ART S5TAGE WHEN RENDERIMNG DECISIONS
ARE MADE FiNAL,

PAGE 46 - INTENSITY BOOSTERS

ALTHOUGH THESE TECHNIGWES ARE DHSCUSSED HERE AS
WaAYS TO PUNCH UP THE SURFACE APPEAL OF A WORK,
THERE ARE ALSO PLENTY OF STRAIGHTFORWARD
MARRATIVE USES, INCLUDING:

EXTREME DEPTH CUES TO IMPLY THE EXTREME 5IZE OR
MaSS OF A CHARACTER OR OBJECT:

TILTED AMGLES TO REFLECT A CHARACTER'™S SENSE OF
DISORIENTATION:

.l

OR HYPER-REMNDERING TO SHOW IMPORTANT DETAILS OF
AN OBJECT:

PAGE 47, PANEL 7 - CLARITY WITHOUT
INTENSITY

IT'S ACTUALLY PRETTY INTERESTING WHEN CARTOON-
ISTS TRY DIALING DOWN THE INTENSITY MEARLY aLL
THE WAY. CHESTER BROWRN'S LOUIS RIEL INCLUDES
STATIC CHARACTER POSTURES, VERY FEW CLOSE-UPS
AMND SOME DELIBERATELY MOMOTONOUS LAYOUTS, BUT
THE DRAMATIC EVENTS STILL PULL THE READER IM:
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GENERALLY SPEAKING, THE “ALTERNATIVE COMICS™
SCENE, INCREASINGLY ASSOCIATED WITH THE LITERATE
GRAPHIC NOWVEL MOVEMENT, USES THE DYMNAMIC
ACCENTS DISCUSSED ON PAGE 46 ONLY SPARINGLY,
CREATING MOODS MORE AKIN TO A STAGE PLAY THAN A
HOLLYWOOD BLOCKBUSTER. BROWN'S LOLIS RIEL 1S AN
EXTREME EXAMPLE, BUT LOOK AT MATURE GRAPHIC
MOVELS LIKE SPIEGELMAN'S MALS, WARE'S JIMMY
CORRIGAN OR MARJAMNE SATRAPI'S PERSEPOLIS FOR
EXAMPLES OF THAT GENRE'S MORE RESTRAINED ANGLES
AND COMPOSITIONS.

OPTIONAL EXERCISES

NOTE: IF YOU'D LIKE TO EXPLORE SOME OF THESE
TOPICS FURTHER (OR IF YOU'RE A TEACHER WHC'D LIKE
TO INCORPORATE SOME OF THESE IDEAS INTO A
CLASSROOM SETTING) I'VE INCLUDED SUGGESTIONS
FOR EXERCISES IN THE NOTES SECTIONS OF THE FIRST
FOUR CHAPTERS. THEY AREN'T NECESSARY TO GRASP
THE IDEAS N THIS BOOK, BUT YOU MIGHT FIND THEM
USEFUL FOR GETTING A MORE HANDS-ON UNDERSTAND-
NG OF THE COMICS-MAKING PROCESS.

# | - CHOICE OF MOMENT (PAGES II-18)

DICK & FAVORITE MOVIE AND TRY ROUGHLY BREAKING
DOWN THE STORY INTO JUST SIXTEEN KEY MOMENTS
USING ONLY PICTURES, NO WORDS. MAKE SURE THEY'RE
CLEAR ENOUGH AND CONNECTED ENOUGH THAT A
FRIEND WHO HASN'T SEEN THE MOVIE CAN TELL YOU
WHAT'S GOING ON WITHOUT ANY ADDITIONAL EXPLANA-
TION, QUESTION: IF YOU HAD TO CUT TO JUST EIGHT
PANELS, WHICH ONES WOULD YOU DROPT HOW MANY
PAMELS WOULD BE ENOUGH TO SHOW ALL OF THE KEY
MOMENTS OF THE STORY?

SACAE: ART BY CHESTER BROWM
{SEE ART CREDITS. PAGE Z58).

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

PICK A FEW OF YOUR FAVORITE COMICS AND TRY TO FIND
AT LEAST ONE PANEL THAT COULD HAVE BEEMW CLUT
WITHOUT ADVERSELY AFFECTIMG THE CLARITY OF THE
STORY. CONSIDER WHAT MIGHT HAVE PROMPTED THE
CREATOR(S) OF THE COMIC TO INCLUDE IT IM THE FIRST
PLACE. WAS IT MEANT TO SLOW DOWN THE ACTIONT OR
FILL SPACE BEFORE A PASE TURNT WAS IT EMUIMELY
USELESS OR WAS THERE A SUBTLER PURPOSE IN

MIMNDT

# 3 = THE SIX TRANSITIONS (PAGES 15-18)

PICK ONE 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 I7:

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

« BOY MEETS &IRL, BOY LOSES GIRL.

« DOG EATS DOG, DOG BURPS, DOG FIGURE SKATES.

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

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

BuUY THE LATEST COMIC BY YOUR FAVORITE CREATOR.
DON'T LOOK INSIDE, BUT INSTEAD &ET A COMICS-SAVVY
FRIEND TO COPY JUST THE PANEL BORDERS FROM A
FEW PAGES AND WRITE A SHORT DESCRIPTION OF
WHATS GOING O# IN EACH PANEL. TRY TO GUESS HOW
YOUR FAVORITE CREATOR COMPOSED EACH PANEL AND
DRAW A ROUGH VERSION INSIDE THE BORDERS. THEN
TAKE A LOOK AT THE PRINTED COMIC AND COMPARE
YOUR ROUGH VERSION TO THE REAL THING.

# 5 - CHOICE OF FRAME (PAGES I19-25)

SKETCH A I6-PAMEL GRID ON A PIECE OF TYPING PAPER
WITH A SIMPLE STANDING FIGURE IN THE FIRST PAMEL:

A
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ASK A FRIEND TO DECIDE WHAT YOUR CHARACTER
SHOULD DO IN PANEL TWO. DRAW THE SUGSESTION AND
CONSIDER WHETHER IT WAS NECESSARY TO CHANGE THE
VIEWING AMGLE. IF YOUR CHARACTER ENCOUNTERS AN
ELEPHANT, DO YOU HAVE TO PULL BACK?T IF HE/SHE
CLIPS A TOENAIL, DO YOU HAVE TO PULL INT DO ANY OF
THE SU&GGESTIONS REGUIRE A TILT OR ROTATION OF
VIEWING ANGLE? DO ANY REGUIRE A CHANGE OF
ELEVATIONT REPEAT UNTIL THE PAGE IS FILLED!

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

TEST YOUR VISUAL MEMORY, TRY MAKING SIMPLE
DRAWINGS OF FIVE COMPLEX ITEMS FROM MEMORY
(EXAMPLES: A FIRE HYDRANT, YOUR FAVORITE
SKYSCRAPER, A PAIR OF 5CIS50RS, A SNEAKER, A GAME
CONTROLLER..). THEM FIND THE REAL THING OR CHECK
THE WEE FOR PHOTOS. STUDY THE DIFFERENCES. THEN
DRAW THE S5AME ITEMS AsalN FROM MEMORY AMD SEE
IF YOU CAN CAPTURE THEM MORE EFFECTIVELY.

ALTHOUGH DRAWING FROM MEMORY I1SH'T AS NECESSARY
TODAY AS IT WAS FOR MY SENERATION HYOU CAN

FEETTY MUCH FIND & FHOTO OF ANYTHING ONLIME]
PRACTICIMG IT CAN HELP ISOLATE THE MOST IMPOR-
TANT STRUCTURAL DETAILS OF SUBJECTS THAT CAN
JOF READERS MEMORIES WITHOUT OVERLOADING THEM
WITH UNMECESSARY DETAILS.

FOR EXAMPLE, IF ASKED TO GUICKLY SKETCH A BICYCLE
FROM MEMORY, & LOT OF PEOPLE MIGHT SEETCH
SOMETHIMNG 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)

CamM YOU DRAW AN UNOCCUPIED ROOM WITH ENOUGH
DETAIL THAT A FRIEND CAM TELL YOU AT LEAST TEM
MEAMNINGFUL THINGS ABOUT THE KIND OF PERSOM THAT
LMWES THERE, JUST BY LOOKING AT YOUR DRAWING?

[NOTE: 5EE CHAFTER 3 FOR CHOICE OF WORD EXERCISES.]

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

FIND A COMIC OR GRAPHIC HOWVEL WITH A LOT OF
WVARIATIONS IN FRAME 5IZE AND SHAPE. PICK AT LEAST
TEM PAGES AND COMSIDER HOW YO MIGHT ARRAMGE
THE SAME PAMELS IF YOU HAD TO FIT THEM ONTO THE
PAGES OF A DIFFERENTLY-SHAPED BOOK, WOULD SOME
PAMNELS HAWVE TO BE ADDED OR SUBTRACTEDT HOW
DOES THE NEW LAYOUT AFFECT TURM-OF-PAGE
MOMEMNTS? CAN YOI KEEP THE READING ORDER EASY TO
FOLLOW?

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

CAM YOU FIND A COMIC WHERE THE CLARITY OF SOME
SCENES COULD BE IMPROVED BY DIALING DOWN THE
INTEMSITY OF SOME LAYOUTST CAN YOU DO A ROUGH
SKETCH OF YOUR IMPROVED VERSION? CONVERSELY, CAN
YOU FIND A& COMIC WHICH COULD BEMEFIT FROM THE
ADDITION OF S0ME INTENSITY, WITHOUT SACRIFICING
CLARITY IN THE PROCESS? HOW WOULD YOU &0 ABOUT
IT?

# 10 - LOOSENING=-UP EXERCISES

A, QUANTO COMICS (INVENTED BY THE LEGENDARY
DEWAN BROTHERS, TED AND BRIAN). GET TOGETHER
WITH ONE OR MORE COMICS-MAKING FRIENDS. GET A
FEW BLACK MARKERS AND SOME PLAIN WHITE PAPER.
EACH ARTIST TAKES A FEW MINUTES MAKING A TITLE
LOGO ON THE TOP OF A PAGE (TITLES SHOULD BE
SOMETHING GENERAL LIKE “I5 THAT YOUR DAD?,”
“BLIND DATE,™ “IGNORE IT AND IT WILL &0 AwAY,”
“CLOSED MOMNDAYS,™ ETC.; AVOID OVERLY SPECIFIC
TITLES LIKE “POPE BENEDICT AND JAMIROGUA| GO
SKYDIVING OVER PENNSYLVANIA™). EACH ARTIST THEN
TRADES PAGES AND DRAWS A ONE-PAGE COMIC TO
MATCH SOMEONE ELSE'S TITLE. REPEAT UNTIL
SLEEPY.

B. THE 24-HOUR COMIC (BEGUN IN 990 AS A
CHALLENGE TO MY PaL S5TEVE BISSETTE) DRAW AM
ENTIRE 24 PAGE COMIC BOOK IN A SINGLE 24-HOUR
FERICD. NO SCRIFT. NO PREFARATION, ONCE THE CLOCK
STARTS TICKING, IT DOESN'T STOP UNTIL YOU'RE DONE.
&REAT SHOCK THERAPY FOR THE CREATIVELY BLOCKED.
OVER 1,000 ARTISTS HAVE GIVEN IT A TRY 50 FaR!

SUGGESTIONS: START IN THE MORNING, AFTER A FULL
MIGHTS SLEEF. PLAM TO HAVE PLENTY OF FOOT,
CAFFEINE AND MUSIC AT THE READY. AND IF YOU DON'T
DO 1T AT HOME, YOU MIEHT WaNT TO HAVE A FRIEND OR
FAMILY MEMBER &IVE YOU A RIDE WHEN YOU'RE DONE.

IF ¥OU WANT TO MAKE YOUR COMIC IN THE COMPANY OF
OTHER CRAZY ARTISTS, CHECK CUT Z4HOURCOMICS.COM
FOR DETAILS OM 24=-HOUR COMICS DaY, AN ANMUAL
CELEBRATION DURING WHICH GROUP EVENTS ARE HELD
AT COMICS STORES AND OTHER LOCATIONS IN SEVERAL
COUNTRIES.

ADDITIONAL NOTES (NCLUDING MORE DETAILS ON THE
24=-HOUR COMICS CHALLENGE) CAN BE FOUND AT:
WIWW.SCOT TMCCLOUD.COM/MAKINGCOMICS

57



Character Design, Facial
Expressions and Body Language

FOR MOST OF US IN THE ANIMAL KINGDOM, IT STILL
TAKES TWO TO CREATE NEW LIFE, AND CREATING
NEW LIVES THROUGH COMICS IS NO DIFFERENT.

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

¥YOU PROVIDE THE
SHAPES, LINES AMND
COLORS OF YOUR
CHOSEMN ART --

-= AND THE READER
PROVIDES THE
HUMAN EXPERIENCE
NEEDED TO BREATHE
LIFE INTO THEM.

THEY MEED TO
INCLUDE JUST A FEW
KEY ELEMENTS

THAT WILL TRIGGER
RECOGNITION IN YOUR

L

== STARTIsG WITH OME OF THE MOST BASIC
VISUAL QUALITIES THAT MARK ALL LIVING THINGS,
AND SEPARATE U5 FROM THE NON-LMWING WORLD —-

_—- OUR )"HHET "




T [ AL

IT'S THAT BIT OF QURSELVES THAT BREEDS
AFFECTION WHEN WE SEE IT IN OUR
NEARER RELATIVES --

SYMMETRY 15 LIFE'Ss CALLING CARD., THE
WaY WEE LEARNED TO RECOGNIZE EacH
OTHER Is THE WILD.

':{r ff ihsy I;m|

N
LA

AWV ==

i i s

'||||||‘| | minum

HiL EVEN WHEN NOTHING coulD BE '”l ‘

IT'S THE KEY INGREDIENT THAT 5aY5
“yES, THIS IS AN ANIMAL LIKE ME. THIS IS
A LIVING THING.™

Il W’Ml |J|{||l||||i|u If |||J|]||}i£||} U H‘w (AL

sl

| FURTHER FROM THE TRUTH. ,
Tﬁl T "'“l‘
N ‘M



THE KIND OF SYMMETRY YOUR ! OUR LOCOMOTION IS AT OUR BASE AND OUR l
READERS WILL BE LOOKING FOR IS CALLED NAVIGATIONAL GEAR - INCLUDING TWO EYES FOR
“BILATERAL™ SYMMETRY, WHERE LEFT AND DEPTH PERCEPTION -- ARE AT THE TOP* TO 6ET
RIGHT ARE MIRROR IMAGES. o A BETTER VANTAGE POINT.

IT"S
A GOOD
DESIGN!

NO MATTER HOW ABSTRACT or STYLIZED A IN EACT, EVEN WHEN A SET OF LINES |5 50 SPARE
PIECE OF ART IS, IF IT DISPLAYS THAT BASIC THAT IT COULD AS EASILY DESCRIBE AN APE, A
ARRANGEMENT, HUMANS WILL SEE THEMSELVES BEAR OR A FISH, THEY'LL STILL SEE A HUMAN
IN ITS FEATURES. IF THEY CAN.,

i

- ——
HUMANS LOVE HUMANS! THEY CAN'T GET ENOUGH
OF THEMSELVES. THEY CRavE THE COMPANY OF
HUMANS, THEY VAaLUE THE OPINIONS OF HUMANS --

’ |
-~ AND THEY

LOWE HEARING
STORIES

ABOUT |

HUMANS! {

AW

.'II I|I|I|




IN FACT, THEY LOVE

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

| FROM THE SLIGHTEST

- HINT,

EVEN THE LOOSEST
SCRIBBLE WiLL
SUGGEST A FIGURE ==

== AN EMOTION == == OR A GESTURE.

s ||°

IN SHORT, CREATING A HUMAN BEING IN
THE MIND OF THE READER IS EASY. JusT
A FEW LINES 15 ALL IT TAKES AND YOUR
READERS WILL DO THE REST.

BUT IF YOU WANT THEM TO SEE A SPECIFIC
PERSON, WITH A SPECIFIC APPEARANCE AND
SPECIFIC HOPES AND DREAMS, THAT'LL
TAKE a FEW EXTRA STEPS.

el




|. CHARACTER DESIGN
—‘—__ :: T ;:::: i | fm

7 To CREATE
CHARACTERS WITH

DISTINCTION AND
PERSOMALITY,

iN THIS

CHAPTER, I'LL TALK ABOUT
THREE SUCH MEASURES YOU CAN
TAKE TO BRING YOUR DRAWINGS TO
LIFE A5 VIVID, BELIEVABLE
HUMAN BEINGS.
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2. FACIAL EXPRESSIONS
=

HoW TO PORTRAY EMOTIONS WITH
POWER aND PRECISION.

MASTER THESE
ELEMENTS, PLUS THE
EFFECTIVE USE OF
WORDS (COMING UP
IN CHAPTER THREE) --

3. BODY LANGUAGE

CAN GIVE BIRTH TO
CHARACTERS THAT
READERS WiLL
BELIEVE IN AND
REMEMBER FOR
YEARS TO COME.

HOwW

TO MAKE SURE
THAT EVERY FISURE
YOU DRAW HAS A
STORY TO TELL.




HOW YOu DESIGN
YOUR CHARACTERS HAS A LOT TO DO WITH
STYLE aND PERSONAL PREFERENCE.
ONCE AGAIN, THERE'S NO "RIGHT™ OR
“WROMG™ WaY TO DO [T,

I. CHARACTER DESIGN

SOME CHARACTERS ARE BORN AS DOODLES IN A SKETCHBOOK, SoME -- THERE ARE THREE :
ARE IMPROVISED IN THE MIDDLE OF A STORY, SOME ARE CONCENED IN QUALITIES THAT MO :
GREAT COMICS c

THE SCRIPT STAGE == MAYBE TO BE VISUALLY DESIGNED BY OTHERS.

CHARACTER CAN DO

t
||

I,
IIHH‘I

I

i

|I1Il|i||“

BUT MO MATTER WHAT SEQUENCE OF
STEPS BRIN&S THEM TO LIFE —

AN INNER VISUAL EXPRESSIVE
LIFE DISTINCTION TRAITS LET'S TAKE
& CLOSER LOOK
AT EACH.
] o~
'.pl:"__l.
r.'.'f"
A UNIGUE HISTORY, A DISTINCT AND TRAITS OF SPEECH AND
WORLD VIEW aMD MEMORABLE BODY, REHAVIOR aSSDCIATED
DESIRES, FACE AND WARDROSE. WITH THAT CHARACTER.
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BEGINNERS KNOW THAT EACH CHARACTER NEEDS
A “PERSONALITY™ --

iﬂ;; THE ONE ON THE FRIDMGE, HOMEY? )
o HE'S THE
MEAMN OME!

CREATING A COMPELLING INNER LIFE
FOR YOUR CHARACTERS MAY BE THE MOST
IMPORTANT, AND LEAST UNDERSTOOD,
ASPECT OF CHARACTER CREATION.

UL I

-- BUT OFTEN THAT MEAMNS A LIST OF
BEHAVIORAL TRAITS WITHOUT A SPECIFIC
ORIGIN orR UNIFYING PURPOSE. ; %

TT T T TR Lt f o £ g gt P e
I' 'Iu'l '::'::"r" {:’i“-ﬁ -'.r":::'r'r.-'":".l::r".-l;: J?fﬁ -:::- At ues
T EEV,

..l .
O e ey
) KRy s el o

== AMD HELF U5
PREDICT wWHAT -= TO SUCH AN
THEY'LL DO 1M aMyY EXTENT THAT THEY
GIVEN SITUATION == VIRTUALLY WRITE
THEMSELVES!

BY
GOING
DEEPER INTO

CHARACTERS' \

MINDS, WE CAN .
LOOK FOR THOSE
FACTORS THAT i
&IVE THEM A B
REASQON FOR '*' 2
EVERYTHING |

THEY DO ANMD

Say — 1 -

N € A=
T4
ﬂ '|_ 1 |

A GOOD PLACE _ % 3 (7= WHO WERE THEIR
TO START IS WITH ' = e HEROQES? wHaT
YOUR CHARACTERS' ) ; : gﬁ'ﬁuﬁgfgsﬂ?

| RIES. : .
LIFE HISTO E e

& THINGS AND
: e MORE CAN HELP

E’:_:“:::E";'E;: e E = 14l SHAPE WHO THEY
RAISED? WHAT = | | s

=

—1

:

KINDS OF PARENTS

DID THEY HAVE? : ; J B JUST CONSIDER
WHAT'S THE BEST | : YOUR OWN
THING THAT EVER [ HISTORY AND
HAPPENED TO HOW IT SHAPED
THEMT AND THE

WORST? YOU.




FINDING COMMON GROUND
BETWEEN THE EXPERIENCES OF YOUR
CHARACTERS AND THOSE OF THE

READER CAM HELF EMOTIONALLY
CONNECT THEM --

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

i PR Bl leal b T1 TT 1

THE SON OF A FUNDAMENTALIST MINISTER
MIGHT FIND ROMANCE PROBLEMATIC WITH THE
DAUGHTER OF aN ANTHROPOLOGIST.

e S e S T

A CHARACTER RAISED IN POVERTY. FOR
EXAMPLE, MAY HAVE TROUBLE RELATING
TC A SHOPPING-ADDICTED HEIRESS,

¢

LAy

A RUNNER WHO'S BEEN ON THE WINNING SIiDE
ALL HIS LIFE MIGHT APPROACH A COMPETITION
DIFFEREMTLY FROM A RUNNER FIGHTING TO
EWERCOME A LIFE FILLED WITH LOSSES.

e b

o

THESE LIFE HISTORIES --
OR “BACKSTORIES™ — DON'T
HAVE TO BE TOO ELABORATE,

ESPECIALLY FOR MINOR
CHARACTERS.

OBSESSING TOO
MUCH OWER SLUICH
DETAILS IS &

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

CLASSIC
BEZINNER'S
MISTAKE!

g @

-‘-|.|‘_|-|-

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




SOMETIMES, A
SINGLE, LIFE=CHANGING
EVENT CAM BECOME
A CHARAMCTER™S
DEFINING
MOMENT.

ALTHOUGH RARE
IN REAL LIFE, SUCH
EMOTIONAL BiG
BANGS HAVE PROVED
USEFUL OVER THE
YEARS AS A SOURCE
OF MANY SUPERHERC
“ORIGIN STORIES™--

-- INCLUDING LEE
AND DITRO'S 1961
ORIGIN FOR MARVEL
CcOMICS' SPIDER=MAM.

PETER PARKER'S
FIRST IMPULSE WHEN
SETTING HIS UNIQUE
POWERS WASH'T TO
FIGHT CRIME AT ALL
BUT TO MAKE MOMEY
as a CELEBRITY.

WITH THEIR HERD'S MORAL BURDEN

ONLY AFTER PETER'S
UNCLE 15 MURDERED BY
A CROOK HE'D EARLIER
REFUSED T CATCH
AS SPIDER-MAN ==

FIRMLY ESTABLISHED. WRITERS HAD A FIELD
Day THROWING ONE THORNY MORAL DILEMMA
AFTER ANOTHER AT THE POOR GUY, GEMERATING

A LONG RUN OF SUCCESSFUL STORIES. [I

e

OUR HISTORY

=

HOWwW WE SEE THE
WORLD AFFECTS

WHAT WE WANT anD

PAMELS TWO-FOUR AND Six: ART &Y STEVE DITED
(SEE ART CREDITS, PhixE 2860,

-- DOES PETER
UNDERSTAND THAT
WITH GREAT POWER
COMES “&REAT
RESPONSIBILITY”
AND EMBARE ON THE
DIFFICULT PATH OF
DOING G00D.

AND WHEN THOSE
DESIRES AND
EXPECTATIONS
COLLIDE WITH THE
DESIRES OF OTHERS
OR WITH NATURE ==

THEY KNEW THAT
AS MANY STORIES

COULD STEM
FROM COMNFLICTS
UNDER THE
MASK AS OUT ON
THE STREET.

== THAT'S
THE SOURCE OF
ManNY OF THE
BEST STORIES
EVER TOLD.




*!};k IN SCHOOL, WE'RE -= BECAUSE THEY
I TAUSHT TH&T STORIES COMFELIET TRACK THEM TO ALL START wWiTH
RELY ON “CONFLICT™ anD MEANS THEIR SOURCE, SOMEONE, SOMEWMERE,
THAT SOME CONFLICTS ARE FIGHTING. THOUGH, AND NEARLY WANTING
INTERNAL WHILE SOME ARE RIGHT? ALL CONFLICTS ARE | SOMETHING.
EXTERMAL. INTERMAL -~

LRI

H|| -

TH LYK

q
|

T

. -
-
= |
|

o

\
i

WELL...

III

5_:.- --x‘-ﬁ_ 3 = gl Y it
| WE CAN ADD TO A CHARACTER'S PERSONALITY | —| | | —- BUT IT'S ONLY WHEN THEY START TO WANT |-
| ALL WE WANT -- MAKE THEM KIND-HEARTED I SOMETHING THAT THOSE TRAITS ARE SET IM
OR WITTY OR SENTIMENTAL OR NEUROTIC -- | MOTION aND &IVEN A PURPOSE.
o o~
4 F o
I__.--—-\.\_\l = " |,.: ) : - P
, 3

]

i 1%

- AND HOW IT
AFFECTS THEM 15
THEIR PRIMARY
MEASURE OF EACH
MOMENT'S
IMPORTAMCE.

EVERYBODY IS
A HERD IN THEIR
AN MIRIES,

FULLY REALIZED CHARACTERS
DON'T SEE THEMSELWES AS PART OF
YOUR STORY AT ALL.

WHATEVER
¥YOU THROW AT
THEM 15 JUST
FART OF THEIR

OWN STORY —
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MOST WRITERS PUT A BIT oF THEMSELVES
INTO EVERY CHARACTER, WHICH cadN ADD WARMTH
AND CREDIBILITY TO A STORY, BUT CAN ALSO DULL

THE VARIETY OF A CAST IF TAKEN TOO FAR.

OME

wiay TO
BOLSTER THAT

VARIETY IS TO BASE
EACH CAST MEMBER

ON A DIFFERENT
UNIFYING
IDEA.

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

PEABODY BUTCH
INTELLECT SENSATION

Z0T
INTUITION

JENNY
FEELING

SOUNDS WEIRD,
T KNOW, BUT BECAUSE
OF THAT, I COuULD
FREDICT HOW E&CH
CHARACTER WOLILLY
REACT IN ANY GIVEMN
SITUATION.

GUYS! wanNMA
CRASH THE

<

ARCHETYPES
FROM MYTH AND

SOMETHING

THE “HERO"™ OR “THE
TRICKSTER™ CAN
ALSO BE USED TO

INSURE A VRRIETY OF
DESIRES AND

WORLD VIEWS -

I5
THAT THE
RIGHT THING

CHAMCE OF
SUCCESS.

EING MUST BE

== WHILE TAFPING
INTO UNMIVERSAL VALUES

YOU WANT TO DESTROYED! THAT TRANSCEND ANY
LEGEND LIKE THE
“OLD WISE MAN,” TELL ME, ONE GENRE OR
& HARRY? CULTURE.

i CAN T GET YOUR

THE “OLD WISE MAN™ CLUB
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HUMAN BEINGS ARE
COMPLICATED
CREATURES WITH A
LOT OF SUBTLE

VIBRIATIONS,

CAPTURING
¥ i THAT SUBTLETY
! AMND COMPLEXITY 15 &

CHALLEMSE MAMNY
MODERM CARTOOMISTS
ARE TRYING TO MEET,

ESPECIALLY IN THE

GRAPHIC NOVEL /
MOWVEMENT. |||
R L

ONE
OF THE REASONS
WE ALL LOWE
STORIES 15 THAT THEY
CFFER FROPOSALS FOR

PAMEL FOUR: ART B WaLT KELLY
{SEE ART CREDITS, PASE 2580,

THE RELIANCE ON A
SINGLE THEME
FOR A CHARACTER'S
INNER LIFE MAY SEEM
TO RUN AGAINST
THAT AMBITION ==

-= AND IT CAN IF
USING SUCH THEMES
JUST PRODUCES
CHARACTERS MIRED
IN CLICHES anND
STEREOTYPES -

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 CAMN OFFER A
TRIANGULATED, FULLER PICTURE OF THE
WORLD YOUR CHARACTERS LIVE IN.

GOING TO HAVE MUCH

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

-- BECAUSE
WITHOUT THaT
VARIATION, YOUR

CHARACTERS AREN'T

TO TALK ABOUT!

===

AMD FOR aALL THE
BEAUTIFUL ART OR
WORDPLAY YOU MIGHT
DELIVER, IT™S THAT
PICTURE OF THE
WORLD THAT YOUR
READERS MAY
REMEMBER BEST.




VARIETY anD
DISTINCTION 1N
CHARACTER DESIGN
ARE IMPORTANT FOR
A FEW REASONS.

-- 50
THAT INTERMAL VARIETY OF
CHARACTER TYPES WILL NEED AN
OUTWARD vARIETY OF VISUAL
DESIGNS TO MATCH.

OF COURSE, COMICS
15 A VISUAL
MEDIUM -~

oM A PURELY PRACTICAL LEVEL, THEY HELP
THE READER KEEP TRACK oF WHO'S WHO.
A CAST OF CHARACTERS THAT ALL LOOK THE

AND EVEN IF DETAILS LIKE FACIAL HAIR anD
CLOTHING ARE THROWN IN TO DISTINGUISH
THEM, TOO MUCH SIMILARITY IN CHARACTERS'

UNDERLYING APPEARANCE CAMN LEAD TO A
BLaAND COOKIE-CUTTER LOOK,

SAME CAM BE CONFUSING.

M N A, e

LIKE AMNYOME
CAMN TELL THE

== AND THERE ARE
MANY DIFFERENT
KINDS oF BEAUTY
TO CHOOSE FROM.

BUT BEAUTY IS MORE
EFFECTIVE WHEN
&IVEN A BASIS FOR

COMPARISON --

SOME STRIVE TO MAKE EVERY ONE OF THEIR
CHARACTERS BEAUTIFUL, AND IN DOING
S0 RELY OM THE 5aME IDEAL FACE aND
BODY REPEATEDLY.

] I:':I;Illlllhl

e —

ParEL SEVEM: ART BY RUMED TAKAHASHI 7ﬂ
(SEE ART CREDITS, PivGE 258),



NOW, DRAWING PECPLE I5 HARD FOR
SOME OF US, 50 I UNDERSTAND WHY MANY
ARTISTS RELY ON THE SAME BASIC FACE AND
FIGURE AmAIN AND AGAIN.

gy

N

GETTING IT

RI&HT OMNCE 15
DIFFICULT ENOUGH
WITHOUT HAWVING
TO REIMWVENT THE
WHEEL EACH

BUT ADDING
VARIETY DOESN'T
REGQUIRE YOU TO BE

s MASTER

DRAFTSMANM.

SUCH A5 “ARE ALL E
OF MY CHARACTERS -

CHARACTER'S
HEIGHT? Do
THEY ALL STAND
EYE TO EYE?”

THE SAME WEIGHT

OI T

“Do I KEEP
DRAWING THE
SAME NOSE anD
UPPER LIPS
OVER AMD OWVERTY

LT

m ANDBUILD?® g

DEEPER DIFFERENCES OF FACE AND BODY TYPE
HELP READERS KEEP TRACK OF YOUR CAST, AND
GIVES THEM A UNIQUE VISUAL REMINDER oF
CHARACTERS® DIFFERENT PERSONALITIES.

IT JUST MEANS
TAKING & CLOSER
LOCK AT YOUR
ARTWORK AND ASKING
YOURSELF A FEW
GIUESTIONS.

“DOES EVERY
WOMAN I DRAwW
HAVE THE SAME
BUST OR HIPS?*

AS YOUR READERS GET
TO KNOW YOUR CAST,
THOSE FEATURES WILL

coME To SYMBOLIZE

WHAT EACH CHARACTER

MEANS TO THEM --

E}g -= JUST AS m

REAL-LIFE PHOTOS OF
OUR FRIENDS axD
FAMILY CAN RECALL

THE WHOLE PERSOMN IN

OUR MEMORIES.




CARTOONY STYLES ACCOMMODATE MORE
DRAMATIC VARIATIONS IN BODY TYPES, SO SUCH
EXTREME DIFFEREMNCES HAVE TRADITIONALLY
BEEN ASSOCIATED WITH ALL=-AGES TITLES.

BUT & SOME COMICS
CULTURES, DRAMATIC
STORIES HAVE ALSD
BEMEFITED FRCHM

THEM —-

i

131

-= aND EVEN REALISTICALLY PROPORTIONED
FIGURES CAN SHOW DISTINCT VARIATIONS IN
SHAPE, SIZE AND OTHER FEATURES.

A5 WITH INMER
DRIVES, SOMETIMES A
CHARACTER'S OUTER
APPEARAMNCE CAN BE
BUILT AROUND A
SINGLE IDEA.

Pay SPECIAL ATTENTION TO EYES. 1 FOUND WHEN
DOIMNG ZOT! THAT I coULD HIGHLIGHT CHARACTERS'
UMIGUE GUALITIES BY GIVING EACH ONE A UNIQUE
aND EASILY RECOGNIZED Palr oF EYES.

SUCH THEMATIC “CASTING™ CAM BE
OPENLY ACKNOWLEDGED, AS IN NEIL

GalMAN'S SANDMAN SERIES --

PapEL OME-THREE: ART ¥ UDERZO, ¥a ST O5IMA AND ?’2
JAIME HERMAMDEZ (SEE ART AND COFYRIGHT CRETHT 5

PRGE 258

-~ OR JUST UNDER
THE SURFACE, AS IN
LEE AND KIRBY'S
FANTASTIC FOUR.

EARTH £-8

i
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EISMER SU&GESTS USING ANIMALS* AS A BaSIS
FOR CHARACTERS, IN PART TO TAP INTO READERS’
FRIMORDIAL REACTIONS. AND LUCKILY THERE ARE A

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

LOT OF AMIMALS OUT THERE TO CHOOSE FROM!

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

SOME SUGGESTIONS:

* THE FOUR SEASONS

* CHESS PIECES

* THE FIVE SENSES

» MYTHOLOGICAL FISURES
* COUNTRIES/STATES

* CULTURAL ERAS

- THE PLANETS

* HISTORICAL FIGURES

» TREES/PLANTS

» TOYS

* TAROT CARDS

* THE SEVEN DEADLY SINS
» SOMNGS

- HAND TOOLS

* ASTROLOGICAL SIGHNS

FIRE WATER

YOU MAY EVEN WANT TO TAP SOME OF THE VARIOUS
PHYSICAL STEREQTYPES CARTOOMISTS HAVE USED
OWER THE YEARS, THE FACE aND BODY TYPES
THAT CAN MARK A CHARACTER AS “HEROIC™ or

“BRUTISH” OoR “NERDY," ETC. |

_—

THESE HAVE THE
ADVANTAGE OF
BEING INSTANTLY
RECOGNIZABLE AND
CONFORMING TO
READER
EXPECTATIONS.

OF COURSE, YOU COULD
aLs0 CONTRADICT
THOSE ASSUMPTIONS,
&IVE YOUR READERS A
SURPRISE, AND PUMCTURE
SOME REAL-LIFE
STEREOTYPES IN THE

PROCESS!

AT TIMES, I THINK POETRY IS5
CIVILIZATIONS OMLY RATIONAL
RESPOMSE TO THE FUTILITY OF
LINGUISTIC REFPRESENTATHOM.

HEY!
WHAT THE HELL
ARE YOU TALKING

fin IS BOCK rRAPHIC STORYTELLING (SEE BIBLKMGRAPHYY



OMNCE YOU'VE
DECIDED ON A
Basic DESIGN FOR
YOUR CHARACTER,
YOU MAY WANT TO
LOCK THAT DESIGN IN
WITH & *MODEL
SHEET.”

THIS
IS A SERIES OF
DRAWIMNGS OF YOUR
CHARACTER FROM
VBRIOUS ANGLES — A
KIND OF BLUEPRINT
¥Ou CAN REFER TO
WHEN DRAWING.,

¢
g
\ d
L . -
Z |
—
/

A S00D
MODEL SHEET
WILL LsuUsLLY
INCLUDE BOTH FULL
FIGURE AND FACIAL
CLOSE=UPS -

%

S ATOIDS




-- AS WELL
AS NOTES ON
HOW THE 2ODY IS
CONSTRUCTED,
BOTH UNDER THE
CLOTHES, aND
UNDER THE

-- COSTUME
DETAILS, IF

THERE IS &
COSTUME --

== 0OR THE
DIFFEREMT STYLES
oF CLOTHING
YOUR CHARACTER

LIEES TO WEAR.

N

FIlAY
I
NTT?
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THIS 15 WHEN YOU CAN START
PLANNING FOR WHAT KINDS OF

EXPRESSIVE TRAITS you'D LIKE
EACH CHARACTER TO HAVE.

THESE ARE THE VARIOUS TENDENCIES
oF BODY LANGUAGE --

-- FACIAL
EXPRESSION --

e — -- SPEECH
PATTERNS --

THIS 1S WHERE YOU GET TO MAP OUT THE
EMOTIONAL TERRITORY EACH CHARACTER
OPERATES WITHIM ==

OH
YEAH, LIKE

THAT LL

HasPEM !

- e

== AND OTHER
PERSONAL GUIRKS.

- - e e

76



T

= AND LOOK FOR THOSE TWO OR THREE KEY EXPRESSIONS OR POSES UNIGUE TO EACH CHARACTER.

You
CAM EVEN BUILD
YOUR CHARACTERS
WITH CERTAIN TYPES
OF EXPRESSIONS N
MIND!

SLIsHTLY CROSSED
EYES FOR A SLIGHTLY
FLAKY CHARACTER.
FOR ExaMIPLE.

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

SOME TRUST
3 THEMSELVES TO DESIGN
A, CHARALTERS ON THE FLY --

== AN MAMNY
MODEL SHEETS ARE
LITTLE MORE THaAM
ROUGH
SKETCHES. ,(‘é

@

OR A FULL SUPPLY
OF WRINKLES,
TAILOR-MADE FOR
SNEERING.

BUT
WHETHER Yo

PLAN TO THE LAST
DETAIL OrR PREFER TO
WING IT. YOUR G0ALS
SHOULD BE THE

OF A PERMAMNENT
SLOUCH FoRrR A
&RUMPY, DEFEATED
PERSOMALITY.

-- TO FIGURE OUT
WHAT MAKES EACH
CHARACTER UNIQUE
AND PUT THOSE
GUALITIES FRONT
AND CENTER.

i




THESE ARE THE
THREE COMPONENTS OF
SUCCESSFUL

CHARACTER
DESIGN.

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

TERRITORY ALL THEIR OWN, BY HIGHLIGHTING
THE DIFFERENCES BETWEEMN CHARACTERS ==

THE READER WILL BE GETTING TO KNOW
YOUR CHARACTERS ACROSS HUNDREDS CR
EVEN THOUSANDS OF PANELS, THROUGH
SMALL FRAGMENTS oF SPEECH, SIGHT
AND ACTION --

AN INNER
LIFE

VISUAL
DISTINCTION

EXPRESSIVE
TRAITS

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

s

.

THEY PRESENT
DIFFERENT
CHALLENGES.
BUT ALL SHARE A
COMMON

-- WHICH CAN ADD
UP TO A SINGLE
CONTINUOUS ILLUSION
oF HUMAN LIFE —

STRATEGY:

il s

LIKE PLANETS,
KEDT APART IN
THEIR SEPARATE
ORBITS BUT HELD
TOGETHER BY
GRAVITY.

-

) e
B P

©
S g

- |F THosSE ‘

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




MAINTAINING A
CONSISTENT LOOK
FOR YOUR CAST 15 PART
OF THAT CHALLENGE --

~
INE
Ed)

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

Ll

MY CHARACTER AMD I
! HAWVE BOTH GOTTEN & BIT,
Uk, ROUNDER cvER
THE YEARS. FOR ExamDLE

Wiz e e

== AND ANOTHER
Way IN WHICH MODEL
SHEETS CAM HELP.

== BUT WITHIM
A SINGLE, SELF-CONTAINED WORK LIKE A
GRAPHIC NOVEL, CONSISTENCY IS IMPORTANT
FOR KEEFPING READERS IN YOUR SPELL.

CRA

T AL |

400N HYTY

SHORAID TAva

R
|

- VARAES TR

ﬂ DON'T WORRY ABOUT MATCHING YOUR ART TO
THE MODEL SHEET EXACTLY. THERE'S NOTHING
WRONG WITH & LITTLE DYNAMIC VARIATION -- i‘

WITH IT, YOU
CAN CREATE A
SENSE OF A 5INGLE
CHARACTER PASSING
THROUSH LIFE 1M

/fWITHﬂLIT IT, \

THAT SPELL CAN
BREAK., AND LEAVE
YOUR READERS WITH
NOTHING BUT LINES

DRAWING THE
SAME CHARACTERS OVER AND OVER IS
HARD WORK. ALL THE MORE REASON TO PICK
DESIGNS THAT ARE A JOY TO DRAW RATHER
THaN A CHORE.

AFTER ALL,
YOU'RE GOING TO
BE FACE-TO-
FACE WITH THESE
&uYs a LOT.

WMEL Tk ART BY CRAIG THOMDSON
EE ART CREDITS, PRSE 2580,




IT 15, IN FACT, A PICTURE OF NO
EXPRESSION WHATSOEVER!

2. FACIAL EXPRESSIONS

THIS IS5 A FACE
iN WHICH NONE
OF THE FaCIAL
MUSCLES ARE BEING
USED, EXCEPT MAYBE
THE EYELIDS
KEEPING THE EYES
OPEM.

“‘x

THIS MIGHT BE THE

MOST COMMON YOU'LL ALMOST
EXPRESSION OF ALL. MEVER GET TO
PEOPLE DO IT SEE IT HEAD=-ONM
OFTEMN. EVERY DAY. LIKE THIS --

IF I ASKED YOU TO
DESCRIBE THIS
EXPRESSION, YOU
cOULD PROBABLY COME UP
WITH A FEW WORDS.

CAaLM, 5
THOUGHTFEUL,
REVERENT,
REFLECTIVE... £
- o=
/ Fe .
L f;
{ —f i

iN FAcT, YOUR
OWN EXPRESSION
may HavE SOFTENED
A BIT JUST NOW, SIMPLY
EFROM LOOKING AT THIS
PICTURE!

~-BECAUSE. AS

SOON AS THAT OTHER
FACE’S EYES MEET YOURS,
Yvou'LL PROBABLY GET A
REACTION —- AND
RESPOND N KIND.

a

N
%

N
@ : 7]

o el
“‘EA‘QM
o, e =,




EXPRESSIONS AREN'T
SOMETHING WE CaN
OPT OUT oOF EASILY,
AS WITH WORDS.

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

COMICS ARTISTS. WE NEED TO DO
EXACTLY THAT IF WE WANT THE EMOTIONS
OF OUR CHARACTERS TO COME
THROUGH oN THE PAGE.

WE ALL ENOW HOW
TO “READ™ anD
“WRITE™ THEM
WITH OUR FACES ==

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

L
A

== AS WE
DO N LIFE.

ALMOST AMY STORY CAM BE EVALUATED BY ITS
ABILITY TO PROVOKE EMOTION IN THE READER,
EVEN |F EMOTIONS AREN'T ITS PRIMARY FOCUS -

== AND THERE'S NO STRONGER CONDUIT TO YOUR
READERS® EMOTIONS THAN THROUGH THE EMOTIONS
OF THE CHARACTERS YOU CREATE FOR THEM.

WITH FOUR

SENSES. MOST WANT TO GET
HOTABLY SQUND, THE MOST OUT OF
UNavaILABLE TO THE OME YOU

YO ==

8l



PUTTING FACIAL EXPRESSIONS To UsE IN COMICS REQUIRES You TO TACELE FOUR SUBJECTS:

THE DIFFERENT
KINDS OF FACIAL
EXPRESSIONS AND
WHERE THEY COME
FROM,

HOW THOSE THE waRIOUS
EXPRESSIONS ARE STRATEGIES FOR
FORMED BY THE RENDERING
MUSCLES oF THOSE EXPRESSIONS
THE FACE. GRAPHICALLY.

AND HOW Facial
EXPRESSIONS WORK
IN COMICS-STYLE
SEQUENCES.

THE HUMAN
FACE CAM TAKE ON
ANY NUMBER OF
SHAPES IN THE
COURSE OF A DaY,

SOME INDICATE
PHYSICAL
STATES sucH
AS PAIN OR
EXHAUSTION.

SOME ARE
MEANT TO
COMMUNICATE
WITH OTHERS
DIRECTLY.

* SEE BIBLIDGRAPHY,

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

BUT THE LION'S
SHARE OF THE
FACE'S POWER TO MOVE
US LIES IN ITS ABILITY
TO COMVEY BASIC
HUMAN
EMOTIONS.

THESE ARE THE BASIC EMOTIONS wHICH
ALL HUMaN BEINGS EXHIBIT, REGARDLESS OF
CULTURE,; LANGUAGE OrR AGE. A SMaALL
HANDFUL OF “PURE™ EXPRESSIONS FROM WHICH
OTHERS ARE DERNED,

IN 1872, DARWIN
WROTE THAT S0ME
EXPRESSIONS MIGHT BE
UNIVERSAL, A VIEW
SHARED BY MODERM
EXPRESSIONS EXPERTS
LIKE PAUL EKMAMN.*

THEM, TO BE
EXALCT.
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SURPRISE
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NOW, SOME OF YOU
MIGHT BE THINKING:
“THAT CAN'T BE IT!
THERE ARE FAR
MORE EXPRESSIONS
THaN THOSE."

AND THERE ARE!
BUT JUST AS THREE
PRIMARY COLORS
CAM BE MODIFIED or
MIXED TO ACHIEVE
EVERY COLOR OF THE
RAINBOW -

== 50 TOO CAN
THESE EMOTIONAL
PRIMARIES BE
MODIFIED AND
MIXED TO CREATE
MANY OF THE

EXPRESSIONS WE SEE
EVERY DAY.




FOR EXAMPLE, BY
VARYING THE
INTENSITY oF
OUR PRIMARIES YOU
CAM SEE OTHER
FAMILIAR EMOTIONS
EMERGE.

o

S0 INGRAINED
ARE THESE
INTERMEDIATE
EMOTIONS THAT
EACH OME CARRIES A
SPECIFIC MEANING ==

-- AND EACH
GETS ITS OWN

NAME.

ALERTMESS

WONDER

84




AND BY MIXING any TWO oF ouR
EMOTIONAL PRIMARIES, WE CAN PRODIUCE A
THIRD EXPRESSION —- WHICH, IN MANY CASES,
IS ALSO DISTINCT ANMD RECOGNIZABLE ENOUGH
TO EARN ITS OWN NAME.

SaDMESS

SURPRISE i SURPRISE

DISGUST

85

CREEFY, YES -- BuUT USEFUL, SEE THE
CHAPTER MOTES FOR MORE oM wid,

. S




-- OR EVEM
COMBIMNATIONS
oF THREE crR

MORE ==

THROW IN
MIXTURES oF
THE OTHER
INTENSITIES --

R

MILD LD e
DISGUST SADMESS PUZZLEMENT

-= AND THE NUMBER OF
DISTINCT EMOTIONAL
EXPRESSIONS ¥Ou HAVE AT YOUR ]
FINGERTIPS CAN GROW TO WELL
OvER A THOUSAND.

REMEMBERING

A DECEASED ¥ :
: LOVED ONE. \ [
FODERATE IO
FOR EXAMPLE, NOTICE EMOTION BUT THERE'S A
AND THERE HOW ALL OF THE FACES HAS NO WORLD OUTSIDE
ARE OTHER STEMMING FROM THE DIRECTION. THOSE FACES THAT
FACTORS wHicH EMOTIONAL PRIMARIES IT COMES FROM CAN ALSO PLAY A
CAN ADD EVEN HAVE BEEN LARGELY WITHIN. BART IN FACIAL
MORE VARIETY. SYMMETRICAL? EXPRESSIONS.




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

== ELIT BECALISE
THEY INVOLVE
OUR CHAOTIC
INTERACTIONS WITH
THE PHYSICAL
WORLD, THE
SHAPES THEY TAKE
CAM BE LESS
BALANCED aND
PREDICTABLE.

RELAXATION

HEAT OVERLOAD

GRAVITY, BODILY THIS LEADS TO

AND MATURALLY, THESE EXPRESSIONS CAN BE

SE_msEﬁg’_?"S t"m COMBINED WITH THE VARYING INTENSITIES AN EVEN GREATER
fighto: CEREHSF AND COMBINATIONS OF THE EMOTIONAL NUMBER AND
PRIMARIES. VARIETY of

STIMULATION ALL
COME INTO PLaAY.

EXPRESSIONS - YET
IT’S STILL JUST THE
TIP OF THE
ICEBERG -

I'LL LIVE..




== BECALSE WHEM ¥OU THROW IN ALL
THE MANY WAYS WE USE OUR FACES AS A
FORM OF DIRECT SPECIALIZED
SIGMNAL --

-= MO SYSTEM
OF AMALYSIS COULD
EVER BEGIN TO
CATALOG aLL THE
DIFFERENT TYPES OF
FacCial EXPRESSIONS
YOUR CHARACTERS
COULD WEAR!

T r=—

I

-- BUT THEY ADD AN EVER-CHANGING GLOSSARY
OF CULTURALLY-SPECIFIC SIGNS AND SYMBOLS
UNDERSTOOD BY BOTH SENDER anD RECEIVER.

-—='T_

LLLEENT

EACH OTHER DIRECTLY, OFTEN IN COMBINATION
WITH BODY LANGUAGE SIGNALS LIKE HEAD aND
HAND PosITION aND GAZE DIRECTION.

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

= = 1 "' S o 5 .--
= d
B il .
o, 3 -".ﬁ" - e, é*-ﬁ'._-.:
i e w S——— —i,

‘\"'-.

_? {a{{fﬁ _..F'ﬁ : _1:

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




I

]

!ﬂ

SOME OF THESE THE THE
Sl&NS HAVE BECOME - +
AS FORMALIZED AS THE WINE. OUTSTRETCHED OH, MOM...!

TRAFFIC TONGUE. LOOK.

SIGNALS.

BY ADDING HEAD POSITION aND GAZE DIRECTION TO THE MIx, AND
ALLOWING FOR ASYMMETRY,. THEY ACHIEVE FAR MORE VARIETY THAN THE
BASIC EMOTIONAL EXPRESSIONS —-

ARE MORE
SUBTLE aND
IDIOSYNCRATIC,
TAILORED TO SPECIFIC
PEOPLE M SPECIFIC
SITUATIONS, anD
SUBJECT TO THE
iNDIVIDUAL STYLE
OF THE SENDER.

| SUSPICIOUS coY SELF-RIGHTEOUS

= BUT THEY'RE ALSO HARDER TO PIN DOWH, OF MAKE UNINVERSALLY
RECOGMIZABLE, 50 CONTEXT IS IMPORTANT WHEN SEPARATING
“PLEADING.,” SAY, FROM MERELY SAD, OR “REGRETFUL™ FROM FORGETFUL.

SELF-SATISFIED PLEADING REGRETFUL




BUT. OMCE THOSE KEY FEATURES ARE IN
S PLACE, THE SEMDER CAN SPIN THAT EXPRESSION
sl O IN ANY NUMBER OF DIRECTIONS.
HAS TC MATCH

& FEW KEY

TO BE

RECOGNIZABLE.

MISTREAT MY IWE CATCH YOuU
DAUGHTER AND DON'T REALLY MAKING PERSONAL LIAR... BUT YOU'RE
I'LL HAVE #OL EXPECT ME TO CALLS Ashlm, MY KIND OF LIaR!
H KILLED. BELIEVE THAT?Y YOLU'RE FIRED.
EAD
TURNED
i A BIT OF AN EMOTION BUT IE THAT EMOTION IN REAL LIFE, WE
LIKE DIS&UST CAN BE BECOMES THE FACE'S ACHIEVE THESE KINDS
F"'-Jf'-’5 ADDED, FOR EXAMELE, DOMINANT VISUAL OF PRECISE EFFECTS
TO &IVE SUSPICION A STATEMENT, THE WITHOUT MUCH
ks DISDAINFUL AIR. EXPRESSION CAN BE CONSCIOUS KNOWLEDGE
: F .
i b A HIJACKED oF HOW WE DO IT
COMTALT
: 2 STRONG DISGUST
PLUS = o
-I- -
LOWERED BROW g
EQUALS
+
SUSPICION 7 :
\ P

YET. WE MUST -= BECAUSE WE CAN ALSO CONSCIOUSLY IMITATE ANY OF THESE EXPRESSIONS,
AND EVEN ADD AN ELEMENT OF STYLIZATION OR EXAGGERATION TO PRODUCE

o Shetpadgine A MOCK VERSION OF EACH ONE.
SOME LEVEL HOW
OUR FACES ACHIEVE
THESE LOOKES —




IN SOME CASES. AN ATTEMPT TO STOP
SHOWING EMOTION CAN ACTUALLY BE OME OF
THE KEY FACTORS THAT MAKE A SIVEN FACIAL
EXPRESSION RECOGNIZABLE.

IN FACT, ADULT SOCIETY RELIES, IN LARGE PART,
ON THE SUPPRESSION OF BASIC EMOTIONS. THE
WaYS IN WHICH WE SUPPRESS AND REDIRECT THEM
ARE THE SOURCE OF MUCH OF OUR EXPRESSIONS'
VARIETY anD DEPTH.

EMBARRASSMENT:

AVERTED, FEARFLUIL &AZE.
MOUTH EXPRESSIONLESS,

RESEMTHMEMT!

AVERTED, AMGRY SATE,
MOUTH CLOSED THEHTLY.

T N i
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LOOK AT THE
SMILES v
SMAPSHOTS AND
EACH WILL SEEM AS
UNIGIUE a5 A
SNOWFLAKE.

~
=

Ls
it —="""
i

Zi

BUT UNDERNEATH
THEM ALL ARE
THESE SaME BASIC
PRINCIPLES
PLAYED OUT AGAIN
AND AGAIN.

AS PART oF HUMAN
SOCIETY, WE ALL WANT
TC SEE PAST EACH
OTHER'S FACES TO THE
PERSON WITHIN.

-- WE WEED TO
UNDERSTAND THAT
THE HUMAN FACE IS
& MACHIME OF SORTS,
FOR ALL ITS BEAUTY
AND SUBTLETY.

WE DON'T WANT TO
DECOMSTRUCT THEM

' BUT AS '
ARTISTS HOPING

TO THE POINT WHERE To REPRODUCE
THE HUMAMN FACE THOSE INNER

SEEMS LIKE A PERSOMALITIES IM

MACHIMNE. THE MINDS OF OUR

READERS —

AND THE OMLY WaY TO
UNDERSTAND THAT MACHINE IS TO &0
BENEATH THE SURFACE ~--

-— AMTY SEE
ITS PARTS IN

ACTION.




2
THE FRONTALIS,
FACIAL MUSCLES KHOwWH AS THE
BEROW-LIFTER.
i ORBICLLARIS
OCULI, WHICH

SAUEEZES THE
EYE AS In

LET'S CALL IT i | | | |I| | | | |
SQUINTER.

LEWATOR
LABI SUPERIORIS,
THREE BRAMNCHES
OF MUSCLES, KMNOwWM
COLLECTIWVELY AS
THE SNEERING
MUSCLE.

ARRA
"'- TII". II'. |

A

TRIANGULARIS wHICH PULLS
DOWN THE MOUTH'S CORMERS.
{1 WOULD CALL IT THE
“FROWNING MUSCLE™ BUT..)

o] DEPRESS0R LABI INFERICRIS,
e PULLS THE BOTTOM LIP
o S | DOWN, AS [N SPEAKING,
50 LET'S CALL 1T THE
iy SPEAKING MUSCLE.

] ;
] '||i|

THE CORRUGATOR, WHICH
PUSHES DOWSN THE BROW. KNOWN
AS THE “FROWNING MUSCLE® BUT
THAT™S JUST CONFUSING,

fanryaey “CORRUGATOR™ JUST
SOUMDS COOLER)

LEVATOR
PaLPEBRAE, WHICH
ALSC SOUNTHS
cooL, BuT LID=
LIFTER I5 EASIER
TO REMEMBER
BECAUSE THAT'S
ALL IT DOES,

ZYGOMATIC MAJOR,
KnOWN 45 THE
SMILING MUSCLE.

RISORIUS (B), KNOWN AS THE
LIP=STRETCHER, USED IN
COMIUNETION WITH THE MECK

I rz MUSELES KNOWN AS PLATYSMA (9).
—r——— ] | T ||||
THERE ARE MAMNY i |
MUSCLES THAT MOVE |I|I msﬁrgsFACE 1
THE FACE, BUT THESE e i I
ARE THE OMES THAT THE MENTALIS, OR CRBICULARIS o S sl
CONTRIBUTE PRIMARILY POUTING MUSCLE. ORIS, THE LIP= uTw &
To EXPRESSION.* WHICH PUSHES UP THE TIGHTENER, TO THE SURFACE
i CHIN AND LOWER LIP, WHICH CURLS AND OF THE SKIN.
CREATING A BULGE IN TIGHTENS THE J
LIPS, s
THE CHIM. : I,l' -:_.:.‘-':._;-'___.-___
' amchorep- o
|| TO BONE / g
3
MOST MUSCLES :
i THE BODY
CONNECT
BONE-TO-
BONE ACROSS
[ A JOINT. THEY
INE ; CONTRACT. J
! \\ WE MOVE. -
|

*1 &OT THESE TWELVE FROM &ARY FalziN™S EXCELLENT
BOOK ON THE SUBJECT (SEE BIBLIGERAFHY], THOWGH 1
HADE SOME HAME CHARGES A% HMOTED.




WHEN YOuU SMILE. / _g

FOR EXAMPLE, THE -- PULLING THE FLESH FROM UNDERNEATH [ TAKE
SURFACE eND OF TOWARD THE CHEEK BOME WHERE IT BUNCHES [ ANOTHER LOOK AT
THAT MUSCLE (#é) /| UP AND LEADS TO THE IRREGULAR WRINKLES WE E OUR EMOTIONAL
IS PULLED TOWARD 1 CALL “DIMPLES.” = PRIMARIES wiTH
THE ANCHORED | THESE MUSCLES IN

MIND.

END — e ST

CORRUGATOR PLUS THE SHiLitE
LID=LIFTER ADDS MUSCLE PULLS THE
UP TO A ANERY CORMER OF THE
@LARE, WHILE THE MOUTH UP AND

ACTIVE SMEERMG,
SPEARING AND

OUT, COMPRESSING
CHEEKS WwHICH,

LIP=STRETCHER TOGETHER WITH
MUSCLES PRODUCE THE SCQLINTER,
THE SEUARE PROTHICE THE
MOUTH OF THE ARCHED EYES OF
CORMERED FREDATOR. o

CORRUGATORBROW-
LIFTER STRUMGGLE
CWVER SGUINTED
EYES, WHILE THE
LIP-5TRETLHER,
TRIANGULARIS AMD
POUTIMG MUSCLE

CORRUGATOR PLUS
SQUINTING MUSCLE
SHUTS THE EYES
TiEHT iM REACTION
TO THE THS&UIST-
ING ORIECT OF
ATTEMNTION, WHILE

THE MOUTH AND PRODUCE THE

MOSE RECOIL VIA SIDEWAYS ‘8" SHAPE
THE POUTING AND OF THE CRYING
SHEERING MUSCLES, MOUTH.

CORRUSATOR AMD THE BROW-LIFTER

BRCW-LIFTER PULLS THE UPPER
COMPRESS AND FACE STRAIGHT
RAISE THE LF 1M SURPRISE

FOREHEAD OWVER
THE LIFTED Lilx5
OF FEAR-FILLED
EYES, WHILE THE
LIPS ARE TIGHTLY
STRETCHED APART
AND OFEMED.

CVER WIDHE OPEM
LID=LIFTED EYES,
WHILE THE MOUTH
FallLs OFEN. ALl
OTHER MUSCLES
REMAIN IMACTNVE.

BY LEARNING -= AND
WHAT'S GOING SHOW YOoLE
oM UNDER THE 3 READERS
SKIN You can : : WHAT'S GOING
BETTER SHOW T OM INSIDE
WHAT'S HAPPEN= : YOUR
ING ON THE | | CHARACTERS
SURFACE ~ / A MINDS.
| . 1 Fiai Fil 1

9



WHEN DRAWING EXPRESSIONS,
¥OU CAN CHOOSE FROM A FEW DIFFERENT

GRAPHIC STRATEGIES.

EXAGGERATION.
AMPLIFYING THE KEY
FEATURES THAT MAKE
AN EXPRESSION
RECOGNIZABLE.

IF CHOOSING A MORE
REALISTIC

NEED TO USE LIVE
MODELS ©R
PHOTOGRAPHIC
REFERENCE.

APPROACH, YOU MIGHT

SYMBOLISM.
IMAGES THAT DEPICT

EMOTIONS SYMBOLICALLY
RATHER THAN WITH REAL-

WORLD RESEMBLANCE.

L | y &

L EEEE DR

(-

FRIENDS AND FAMILY CAN BE ESPECIALLY
HELPFUL WHEM &OIMG FOR REAL-LIFE DETAILS.

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

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

aND you Can INDIRECTLY AFFECT HOW YOUR
AUDIENCE READS AN EXPRESSION BY ITS CONTEXT
WITHIN & STORY, OR HOW IT'S PAIRED WITH

WORDS.

BECAUSE I

LOVE vou,

EXECUTE
THE PRISONERS

NOW!

-= 50 GET READY TO
USE YOUR KNOWLEDGE
OF EXPRESSIONS TO

OF COURSE, YOUR FRIENDS Mby NOT
ALWAYS BE GREAT ACTORS --

BRIDGE THE GAP
WHEN MECESSARY.

S
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EVEN IF YOU'RE WORKING IN A SIMPLE OR

EXAGGERATED STYLE, REAL-LIFE REFERENCE
CAN IMPROVE YOUR RESULTS.

A LOT OF ARTISTS REFER !

T A MIRROR WHEN DRAWING
EXPRESSIONS.

~

THE ARCHED EYES

OR THE PINCHED BROW

SJUST MAKE
SURE YOU DON'T
STAET DRawiMNG aALL
YOUR CHARACTERS TO
LOOK LIKE YOU!

SIMPLIFICATION IS
MOST EFFECTIVE
WHEN T
CAPTURES THE
KEY FEATURES |
OF AN EXPRESSION,

OR THE RAISED

== BND HOW IT

AND BUNCHED AND MOSE, SQUARED BROW, POPPED EYES DIFFERS FROM THE
CHEEKS OF JOY, UPPER LIP AND AND SLACK Jaw OF TORTURED BROW AND
FOR EXAMPLE. BULGING CHIN OF SURPRISE -- STRETCHED MOUTH

DISGUST. OF FEAR.

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

CHEEKS BULGING A FACE PINCHED NEARLY A HEAD STRETCHED EYES LITERALLY

LIKE GRAPEFRUIT... OUT OF EXISTEMCE... THIN... “BULGING OUT OF
THEIR SOCKETS.."
-
/;’f-:-.
=

-~

.,

a5



EMBARRASSED PROUD

EXPRESSIONS DON'T RELY
oN AN UNDERSTANDING OF REAL
FACIAL EXPRESSIONS TO WORK,

SYMBOLIC

& SIMPLE
DOODLE OR TwWO
IS USUALLY ALL IT
TAKES,

SOME BEGIMN THEIR
LIVES AS SIMPLE
PICTURES oF
ACTUAL PHYSICAL
REACTIONS SUCH
AS SWEAT --

== THEN DRIFT
INTO THE MORE
ABSTRACT
TERRITORY OF
PURE 5YMBOLS.

T

);

..'-31:.':
i "‘L- iy ‘l—:' z
araliteman ! mmi—
x%i’hw-a-ﬂ

OTHERS ARE STRICTLY
METAPHORICAL AND REGUIRE YOU
AND YOUR AUDIENCE TO BOTH “KNOW
THE CODE™ BEFORE THE MESSAGE
CaM FET THROUSH,

SYMBOLIC

EXPRESSIONS ARE CLOSER TO
THE WRITTEN WORD N
THE SEMSE THAT THEIR MEANING
I5 FIXED REGARDLESS OF HOW
THEY'RE RENDERED --

&—— RESEMBLANCE ]

96

THE S5AME THING

HANDWRITING
OR FONT CHOICE.

-= JUST AS A
WORD MEANS

RE@ARDLESS OF




LIMLIKE
THE BASIC
EMOTIONAL
EXPRESSIONS,
WHICH ANYONE.
ANYWHERE
CAN RECOGNIZE,
SYMBOLIC
EXPRESSIONS WVARY
FrROM CULTURE
TO CULTURE.

RECENTLY SOME
SYMBOLS FROM
JAPANESE comics,
LIKE THE BULGING
VEIN-ON-FOREHEAD,
HAVE BECOME MORE
FAMILIAR N
ENGLISH LANGUAGE
COMICS —-

(A T
ﬁ 1 ™o

sy

o

S¥YMBOLS ARE A
REAT WayY TO GET
AN EXPRESSION
ACROSS, REGARDLESS
OF YOUR DRAWING
ABILITY --

== BUT OTHER MANGA SYMBOLS STILL SEEM
PRETTY STRANGE TO WESTERN READERS, 50
BEFORE USING ANY SYMBOL, CONSIDER WHETHER

YOUR READERS CAM DECODE IT OR HG—H

BLOOD MUCUS
SHOOTING OUT BUBELE
OF MOSE = COMIMNG OUT
SExLUAL OF NOSE =

| AROUSAL ASLEEP

A FACE SURROUNDED

-= BUT THE RIGHT
EXPRESSION WILL ADD
STRENGTH anD
PRECISION THaT
YOU CAN'T ACHIEVE
ANY OTHER way.

IN THE END, MOST COMICS
ARTISTS INCORPORATE AT LEAST A
LITTLE REALISM, SIMPLIFICATION,
EXAGEERATION AND SYMBOLISM
INTO THEIR STYLES --

- BUT DON'T By SWEAT BEADS
LET THEM WILL READ AS ANXIOUS
BECOME A, MO MATTER HOW IT'S
CRUTCH! DRAWN ==

a v p
O i
g
-= WHATEVER IT

TAKES TO SPECIFY
THE EMOTION AND
GET THE JOB
DONE.

B £
ADAI E |
TERY | T
(13 A g = ——
4t \ = 1\ C
= N M
A
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WHEN CREATING FACIAL EXPRESSIONS FOR COMICS SEQUENCES., '
PAY SPECIAL ATTENTION TO HOW THOSE EXPRESSIONS WILL BE READ IN
CONTEXT. ESPECIALLY IN COMBINATION WITH WORDS.

?/( ]I_||[ ||”: [W ll.l l%

A FACE LIKE THIS
MIGHT SEEM MILD AND
UNTHREATENING ==

e it I'M GOING TO TELL
RIGHT CONTEXT, M
EVEN THE KINDEST My FRIEND TO CUT OFF YOUR
SMILE CAN COMVEY FINGERS Now.

== COMPARED TO
OUR “CRUEL™ FACE
FEOM PAGE 85 ==

(0000 00 A G A R R AR )
| AS SOCIAL CREATURES, YOUR READERS WILL

l-' NOTICE SMALL CHANGES OF EXPRESSION IN

|| _ YOUR CHARACTERS, JUST AS YOUR CHARACTERS

NOTICE SUCH CHANGES IN EACH OTHER.

SOCIETY DISCOURAGES US FROM DISPLAYING
CWVERLY STROMG EMOTIONS, SO MOST OF US
KEEP IT DIALED DOWN MOST OF THE TIME.

HEY, EARTH TO CLAIRE...




| | == BUT IN COMICS, WE
DON'T 6ET TOO SUBTLE. THOUGH! IN REAL LIFE, WE | CAN ONLY APPROXIMATE ~— 50 YOU MIGHT NEED
CAN COMMUNICATE THE INTENSITY OF OUR FEELINGS THE SOUNDS oF T2 THRN U THE
THROUGH VOCAL INFLECTION, WHILE OUR FACES' |  VOICES -- EMOTIONAL VOLUME
EXPRESSIONS STAY FAIRLY MUTED -- ON SOME FACES TO
COMPENSATE.

FINE. WE'LL
ALL &0 FISHING
NEXT WEEK

FINE. WE'LL
ALL &0 FISHING

'ﬁm\ﬁ\ﬂ

== ANMD READERS AREN'T
LOOKING DIRECTLY AT
YOUR CHARACTERS® FACES
AS THEY READ THEIR

WORDS -~
CHOOSING THE RIGHT WHEN A SINGLE FACE HAS TO REPRESENT ALL THE
EXPRESSION CAN BE A WORDS IN A BALLOON OR TWO, SUCH FACES ACT AS IF EMOTIONAL
FUNCTION OF CHOOSING A SORT OF "EMOTIONAL AVERAGE™ SUMMING CHANGES ARE THE
THE RIGHT MOMENT. UP THE BALLOON AS A WHOLE. FOCUS
OUR FALCES CYCLE vt

GIVEM SCEME —-

THROUGH A LOT OF
EXFRESSIONS WHEN

SPEAKING, SURE, WE
COULD BuY

THE THEATER,
BUT WE'D HAVE
TO SELL THE
HOUSE TO GET
THE MONEY!

-= DEVOTING A PANEL TC EACH CHANGE OF EMOTION MIGHT ACHIEVE
THE INTEMNSITY THE SCENE REQUIRES.
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e SOME COMICS

Nl g

' HAVE JUST &
] =] SUE‘T‘LE EKPEESSIGHS TE' —'j . x HP.NDFUL l:I'F MS'E

HMaKE EFFECTIWE COMICS. 1|| EXFRESSIONS,

I ENOW I CAM TRUST YOU
TO FILL IN THE BLAMNKS
EMOTIOMNALLY, JusT

HELL,

YOU'RE
AS YO FILL I8 THE
LOOKING BLANES BETWEEN
AT ONE!

PAMELS.

EVEM WITH THE BAREST
OF EVIDEMCE YOLULL
WANT TO SEE ME AS A
PERSON, NOT JUST A
SERIES OF DRAWINGS.

READERS MAY EVEN “SEE™ EXPRESSIONS THAT
AREN'T THERE. BASED SOLELY ON THE
SURROUMDING STORY aND TEXT.

ParELS FROM JACE'S LUCK RUNS OUT BY JaoOn
LITTLE, A& COMIC WITH UHCHANGING FACES TAKEM
FROM PLATING CARDS,

PaMEL FIVE: ART BY ART SPEEGELMAN AND CHEIS WARE. PaklEL
S ART @Y JaScel LITTLE (SEE ART CRE[MTS, PAGE 2580

SOME OF THE MO5T EMOTIONALLY COMPLEX
COMICS 1N HISTORY HAVE FEATURED PROTAGOMISTS
WITH A LIMITED PALETTE OF EXPRESSIONS, YET
M CONTEXT, THOSE FACES SEEM TO HaWVE BOTH
BREADTH aNe DEPTH.

ARET SPIESELMAN'S MALS (LEFT} FEATURES OMHLY A FEW
BASIC EXPRESSIONS, WHILE CHRIS WARE'S CHARACTER
JiMMY CORRIGAM STICKS MOSTLY TO JUST THIS OHE.
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BUT IN MANY POPULAR COMICS
OVER THE YEARS, CHARACTERS
FEATURE SEVERAL BASIC TYPES
oF EXPRESSIONS --




-- WHICH CAN THEN BE FINE=TUNED &Y THEIR 50 WHY BOTHER IN PART, BECAUSE
CORRESPONDING WORD BALLOONS. LEARMING TO MAKE UNMDERSTARNDING
& THOUSAND THE THOUSANDS WiLL
EXPRESSIONS WHEN HELF ¥OU DRAW THE
JUST A FEW wiLL FEW WITH GREATER
WE MUST DO IT? CONTROL AND
STOP HM BEFORE HE PRECISION.
KILLS asain,
W THIS couLD
= MEAN THE
o END oF ALL
z MANKIND.
TLL HA&E THE
SALMON. | c
t =
-= MANY OF WHOM FIND -= AND WHO
BUT ALSO BECALUSE FACIAL THE EMOTIONAL WILL EXPECT, WHEN
EXPRESSIONS == |N PART, AS A RESULT ARENA AS COMPELLING THEY LOOK INTO THE

OF THEIR TRADITIOMALLY LIMITED ROLE —-
MAY REPRESENT OME OF COMICS' GREATEST

AS THE PHYSICAL

EYES OF YOUR
CHARACTERS ==

AREAS OF UNTAPPED POTENTIAL: A
CHAMCE FOR A MEW SEMERATION OF
CREATORS TO CONNECT WITH A NEW
GENERATION OF READERS --




3. BODY LANGUAGE.

JUST AS
FACES EXPRESS A LOT OF WHAT'S
GOING OM INSIDE A CHARACTER EMOTIONALLY,
THEIR BODIES CAN SEND SOME POWERFUL
MESSAGES OF THEIR OWN.

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

—

k St ]

|| I |||' Wi

"._'u'. T |!||J|I.|II'I"
|'I | ||

il i r
fll ”',II it

== AND SEND OTHERS
WITHOUT EVER REALIZING
IT.*

TELL READERS WHO

[[ILHLd IR R TN T AR AR AL |Jri'|

-i|;||||1|||||.'|."-||||:-|.||-:'|.'||||.||:||I|II|I|I||!
] [

ARE THEY
DOUBTFUL or
CONFIDENT?

gony
LANGUAGE CAN

YOUR CHARACTERS
ARE BEFORE THEY

EVEN SPEAK.

i AL
| DOMINEERING |
or SUBMISSIVE? |

AFFECTIONATE |
OR COLD?

' IT TAKES TIME TO LEARN HOW
TO PORTRAY 1T 1IN COMICS, BUT WHEN DONE

I =
m{ | mjh‘ all WELL, BODY LANGUAGE CAN FILL A PAGE WITH
: i | R LIFE, ENERGY anD PERSOMNALITY
) |II ' FROM TOP TO BOTTOM! //A
= : ,r;f '::'.;'.l | : .Z'/r I'
= \lll7 = -
/ —| e ) !
= - - | -~ |
— ‘2 il A 1 ) /
1] ”.;’_:F ) |I' i x\\ 3 “f —p———
[y = =
T | 2
gl I Il
Bl 1'."“‘?‘!:*,*“"“*.‘;1“““““"'““'”H'.“"‘“"lff"l?*ﬁ*:11"|1ﬁfr'i‘%[ | - —-.
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FaCial EXPRESSIONS
AND BODY LANGUAGE
EXPRESS MANY OF THE
SAME FEELINGS
AND OFTEN WORK
TOGETHER --

-= BUT THERE
ARE IMPORTANT
DIFFERENCES.

/ THE BASIC
EXPRESSIONS ARE FAIRLY CONSISTENT

IN APPEARAMNCE, A FACE OF EXTREME FEAR,
WHATEVER THE CAUSE, TENDS TOWARD
THE SAME FAMILIAR SHAPE.

BODY LANGUAGE IS MORE
SITUATIONALLY-BASED, AFFECTED BY
DIRECTION, TERRAIN, SOURCE OF DAMGER,
PHYSICAL OPPORTUNITY, ETC...

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

-- AND EVERYDAY
ACTIVITIES LEAD TO A
SPLIT BETWEEN WHAT
WE'RE DOING ON THE
OUTSIDE anD wHaT
WE'RE FEELING ON
THE INSIDE.

DO YOU WANT

MOST IMPORTANTLY, FOR COMICS ARTISTS, FACIAL
EXFRESSIONS ARE MORE SURFACE-ORIENTED,
MORE AFFECTED BY NUANCE, SKIN SHADOWS, ETC. --

I|II|.I || 'Inll,'ln 1y

——

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

THERE'S A KIND OF
CALLIGRAPHY 10
BODY LANGUAGE, JUST
AS AN “AM 15 AN =AM
MO MATTER HOW IT'S
WRITTEN --

AY
a A
A A

103

== 50, TOO, DO
GESTURES anD
POSES COMMUNICATE
THEIR MEANINGS NO
MATTER HOW THEY'EE
DEAWN,




JUST AS WITH FACIAL EXPRESSIONS, MASTERING
BODY LANGUAGE IN COMICS MEANS TACKLING FOUR SUBJECTS: THE VARIOUS KINDS OF BoDY
SIGNALS, THE ANATOMY THAT UNDERLIES THEM, STRATEGIES FOR DRAWING SUCH POSES AND
HOW BODY LANGUAGE wWoRrkS IN COMICS SEQUENCES.

UNLIKE
FACIAL
EXPRESSIONS,
THERE AREN'T
ANY KINDS OF
“PRIMARY"
BODY POSES
FROM WHICH
ALL OTHERS
ARE DERIVED.

BUT
THERE ARE
A FEW BASIC
KIMNDS OF
RELATIONSHIPS
BETWEEN OUR
PHYSICAL ACTIONS
AND THE
MESSAGES THEY

CONVEY, WHICH
SURFACE
OFTEN.

THESE
IMCLUDE:

L

ELEVATION
AND STATUS

et

DISTANCE AND
RELATIONSHIPS

fr

IMBALAMNCE AND
DISCONTENT

o«

GESTURE AND
COMMUNICATION

AT THE HEART OF
EACH OF THESE
RELATIONSHIPS IS A
SIMPLE STATEMENT
oF SPACE AND
GEQMETRY.

FOR EXAMPLE, IF T MADE
TWO BRUSH STROKES
AND ASKED YOU WHICH
ONE LOOKED MORE
“PROUD™ you MIGHT
THINE IT WAS A WEIRD
GUESTION —

was THINKING OF.

STATUS AT WORK.

-- BUT WITH LINES LIKE THESE,
YOU'D HAVE NO TROUBLE
GUESSING WHICH ONE I

THAT™S YOUR UNDERSTAMNDING
of ELEVATION AND

104




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

HUMBLE.

Hl.
.
b= 1
Y,
>4

HigH &UY:

POWERFUL.

Ul

WHETHER IT COMES FROM OUR OLD MAMMALLAN
COMBAT INSTIMCTS OR THE PARENT/CHILD
ARCHETYPE, THE IDEA OF HEIGHT AS POWER CAN
STILL BE SEEN IN EVERYTHING FROM CEREMONIES
TO ARCHITECTURE.

TODAY, WE MAY NOT
BOwW A5 LOW as we
USED TO --

THOSE PAPERS, SIR.

THAHE ¥ou.
THAT'LL BE ALL.

— BUT THAT
oLD-BRAIN IDEA
OF THE “BOW™ IS
EVERYWHERE!

WE "BOwW™ WHEN WE
MAKE MISTAKES --

-~ WHEN WE'RE
SHY --

YOU'RE RIGHT;
I SHOULD HAVE
SEEMN THAT.

I'm SURE YOU
DON'T REMEMBER

-- OR ASHAMED --

WHAT ARE oL
HOLDING, RICKYT

— OR DEFEATED.




WE ALSO TAKE THE
“HIGH GROUND™ IN
& LOT OF ways.

(%

WELL,
WELL... LOOK WHO"S
COME BACK,

oH, ¥ou LIKED
THE DA VINGI CODE,

A RAMROD STRAIGHT
POSTURE, LIKE THE
ONE SEEN IN A LOT OF
SUPERHERQO BOOKS,
WILL COMMUNICATE
STRENGTH AND
CONFIDENCE &Y
BEING SYMBOLICALLY
TALLER.

LIKEWISE, A BENT, LOWERED

AND 15 FREQUENTLY SEEN ON PROTAGONISTS FROM UNDERGROUND,
ALTO=BI0 AND ALTERNATIVE COMIX.

POSTURE WILL BE IDENTIFIED WITH THE WEAK anD DISPOSSESSED.

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

WITHOUT WORDS,
I'LL BET YOU CAN
STILL *HEAR™ THE
DIFFEREMCE.

PAREL FR'E: ART BY BREYAN HITCH ASD PALL MEARY/ANTREW
CURRIE, PAMEL Six: ART BY CHRIS WARE, R CRUME, SETH AMD
ERIC DROOKER (SLE ART CRECHTS, PAGE 2581
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ANOTHER PRINCIPLE AT WORK IN BODY L= YOU MAY = 'E?[E
LANGUAGE IS THE CORRELATION BETWEEN : HAVE HEARD THE TERM “PERSONAL =
DISTANCE anND RELATIONSHIPS. : SPACE"™ == THAT BUBBLE AROUND US THAT
L'r DESCRIBES OUR COMFORT ZOMNE. P
e i % . : : #___.
.-"":'-“"'\-\.._ﬁ_.-"mi H'"--\._ - h
[4 “' — ::H- -\_\I-\-?r ﬁ-‘ :‘- -
k=] .:h - - |
: _JL|- o = .r_ T- ¥ d-,EF{_':-l};s"
2 any.= o fad e, 1
et % g
)
ﬁ i :
<y s -
] el
B NEXT!
] -l"Il ]
-k -~ L A

l"r

B

THE SIZE OF THAT ZOME DEPENDS ON WHO WE'RE
INTERACTING WITH. FOR PUBLIC ENCOUNTERS WITH
STRANGERS., WE LIKE TO KEEP A DISTANCE OF

SEVERAL FEET. FOR EXAMPLE.

EXCUSE ME, DO YOu
HAVE THE TIME?

CAM'T ¥OUu
READT?

iN SOCIAL GATHERINGS. THaT
BUBBLE SHREINKS A5 WE'RE EXPECTED TO
INTERACT ONM A MORE PERSONAL LEVEL WITH
OUR FELLOW HUMANS,

Er R e

HEY, LOVWED
THE FIRST BOOK!
I'M STILL: UH..

...NGRK;JS

O THAT
SECOND

AND N INTIMATE
RELATIONSHIES WITH
FRIENDS anD
FAMILY, THE BUBBLE
SHRINKS OR POPS.

EVEN WHEN SOCIAL SITUATIONS
PUT US AT A CERTAIN FIXED DISTANCE
FROM OTHERS, WE STILL INDICATE OUR
DESIRED CLOSENESS TO EACH OTHER
THROUGH OUR STANCES.

I'™ SORRY, AM I

\ STANDING TOO CLOSE?
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ONLY A FEW LOVED ONES CAN BREACH THE ZONE OF PHYSICAL CONTACT, BUT THERE ARE HUNDREDS OF
WAYS THEY CAN DO IT, AND THAT GIVES CARTOONISTS HUNDREDS OF ways TO SHOW INTIMACY
BESIDES HUSSIMG AND EISSING (OR SEX, IF IT'S THAT KIND OF COMIC.

HJIJI 1 TS R e s v AT AT I|I!-.'I|l'-!||IL'II!-h'III1||'ll'.ﬂ'E|I5III'iIII!-IIIIH|||',

[
i
Ml LIKEWISE, THERE ARE HUNDREDS OF WaYS TO SHOW A CHARACTER RESISTING INTIMACY WITH

| ANOTHER, THROUGH THE wayS THEY TURN AwaY, STEP BACK, AVERT THEIR EYES OR ERECT “BARRIERS™

TC CREATE SYMBOLIC OR EVEN LITERAL DISTAMCES.
T G T
T

NO, NOT aTaLL )| B

\
Y

THE RELATIONSHIPS YOU COME UP AND ¥YOU CAN BUILD AND STRENGTHEN THOSE
WITH FOR YOUR CHARACTERS CAN HAVE A RELATIONSHIPS IN EVERY PANEL, BY SHOWING
POWERFUL EFFECT ON THE RELATIONSHIPS HOW THEY PLAY THEMSELVES OUT IN SPACE.
YOUR CHARACTERS HAVE WITH YOUR
READERS.

—
Ty———— s
Erim,

e 1 TR
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MAYBE BECAUSE SYMMETRY IS THE NATURAL ORDER
OF THINGS, WE TEND TO REACT TO FEELINGS OF
DISCONTENT BY MiMING WITH OUR BODIES THAT
SOMETHING IS FIGURATIVELY “OFF-BALANCE.

ANOTHER FACTOR IN BODY
LANGUAGE 15 THE RELATIOMSHIP
BETWEEN IMBALANCE AND

DISCONTENT.

AT
LEAST 1.
THIME IT IS,

l A SYMMETRICAL l

STAMCE CONVEYS

IT MIGHT
CONVEY A HOSTILE

THE SENDER’S
DIRECTED SELF=IMAGE

STABILITY OR DEFIANT OUTWARD IS AS SOLID AS
AND SELF- MESSAGE — oMLY, A ROCK,
CONFIDENCE.

A2

LD

DEFIANCE == AND THE |
WITHOUT THAT MaY START TO i SENDER'S SELF-IMAGE
SYMMETRY, THE O MORE LikE T OR CAN START TO
FIGURE'S MESSAGE IS EVASION -- LOOK MORE LIKE

RESENTMENT --

WEAKER. SELF-LOATHING.
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OF COURSE, GRAVITY, FATIGUE anND
PHYSICAL OBSTACLES OFTEN REQUIRE
US TO TAKE ASSYMMETRICAL POSES. THESE
DON'T NECESSARILY INDICATE ANY KINDS OF

?\giﬂﬂﬂm IMBALAMNCE -~

e A
AT
.«“iﬂ:{ \

= B [
= i :
= v

i -- ESPECIALLY IF OVERALL
O BALANCE 15 MAINTAINED AND
= : THE HEAD STANDS UPRIGHT.
—— %

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

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

== THROWIMNE [N &
LITTLE IMBALANCE
15 A GREAT WayY TO
DO IT.

AMD EVEM BLATANTLY
LOPSIDED POSES DON'T
HAVE TO SEEM WEAK IF
EYE CONTACT 15
MAINTAINED.

SUCH COMBOS HAVE A
REBEL FL&VOR, A SORT
OF “YEAH, I'"M LOPSIDED;
WHAT ARE YOU SONKA
DO ABOUT ITT™ LOOK,
SIMILAR TO EXFRESSIONS
OF SUSPICION.

WHETHER WE'RE SHOWING
OUR FEELINGS or
COMMLINICATING OUR
OPINIONS, IMBALANCE IS
EVERYWHERE. WE TIP OUR
HEADS AT UNSOLVED
PROBLEMS --

== OR IN THE
WORLD
ARQUND US!

== ARCH AM EYEBROW
AT DISTURBANCES
iM THE NATURAL
ORDER --




ﬂ;;mw, DISTANCE AND
IMBALANCE ARE JUST A FEW OF THE
WAYS OUR BODIES LET OTHERS KNOW HOW
WE FEEL ABOUT QURSELVES, EACH

OTHER anD THE WORLD.

'::_LJI'

LY
£

=

et

KEEP YOUR EYES OFPEN AND
YOU'LL SEE MANY MORE.

THE WAy AN EXTREME POSTURE OF GRIEF
CaM RESEMBLE A FETAL POSITION.

THE way ONE PERSON WILL TURN TOWARD A

STRAMNGER IN A CROWDED DOORWAY WHILE

ANOTHER WILL TURN AWAY.,
'-':“-\. T ._.l I|| arns T _-.' o B
'.':|||.. I‘l"|_ | L ll._n'll "-,.l.‘r- e =
S ) ..; =3

==

y

Rl ":'I:'I,' |I,'I| |I i |

—

g

i,
I

—---l-l-1|||lr||||l|P.'TH'[|:I

THE Wiy WE POINT HIGHER WHEN WE'RE
POINTING AT SOMETHING FURTHER AWAY,
AS IF SHOOTING AN ARROW.

THE waY WE SiGNAL OUR INTEREST N SOME

KINDS OF ADVAMNCES AND DISINTEREST IN

THE Way WE WaAIT FOR A CO=-WORKER
COMPARED TO THE Way WE WaIT FOR SOMEONE

wE LOVE.




HANDS PLAY AN IMPORTANT
ROLE IN BODY LANGUAGE, BUT UNLIEE
WHOLE-BODY POSTURES, THEY TEND TO
SPECIALIZE IN MORE DELIBERATE
MESSAGES.

SOME TAKE THE SHAPE OF SYMBOLS WITH
FIXED MEANINGS, LIKE AN INFORMAL SIGN
LANGUAGE --

== AND A5
WITH ANY
LANGUAGE, SUCH
SIGNS MAY BE
SUBJECT TO
REGIONAL
DIFFERENCES.
S0 ENOW YOUR
ALDIENCE BEFORE
USING THEM IN
YOUR COMICS.

"SPEAK-UP"
(WORLE-
WIBE)

"1 DOMT SET ITY
(NORTHERM AFRICAY

HANDS CAM
ALSO AMPLIFY THE
SORTS OF SPATIAL
RELATIONSHIPS WE
DISCUSSED IN THE
LAST FEW PasES,

"T SWEAR!
{HIDDLE EAST)

"JEALOUS" { JAran)

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

-- AND A LOT OF IMBALANCE SIGNALS CAN
INCORPORATE HAMD SIGMALS.

12




HANDS CaM USE POLITICIANS, CAR SALESMEN AND PROFESSIONAL AN UPTURMED PalLmM

HEIGHT cues To LIARS wiLL TELL You THAT & PALMS=UP SYMBOLICALLY
COLOR WHAT WE SAY GESTURE CAMN MAKE A STATEMENT SEEM MORE LOWERS SPEAKERS,
IN WMARIOUS SUBTLE FRIENDLY, NONTHREATENING anND PLACING THEM AT THE

wiay's, HONEST. MERCY OF LISTEMERS.

| O B B

IN CONTRAST, A DOWNTURNED PALM SYMBOLICALLY == JUST AS AN HANDS ARE A BIG
RAISES THE SPEAKER, CLAIMING AUTHORITY, ADULT MAINTAINS PART OF HOW WE
POWER anND CONTROL OVER OTHERS — CONTROL OVER A COMMUNICATE WITH
CHILD. EACH OTHER. IF
YOUR CHARACTERS
REFLECT THAT --

-,

=

== THEM HAMNDS CAM /f._ Do You _‘-\\‘

BE A BI& PART OF HOW SEE WHAT I MEANT I'M OnLY MAKING
YOU COMMUNICATE DOES THAT SOUND THIS POINT ONCE.,
WITH YOUR REASONABLE? YOU KNOW.,

| READERS. w
B

\
U

13



HERE'S WHERE A GOOD WORKING
KMOWLEDGE OF HUMAN ANATOMY
AN BE INVALUABLE.

I WON'T

ATTEMPT A WHOLE

COURSE IN ANATOMY
AND FIGURE

III|I|_I g I
:hb-. #ﬂr
-
=

DRAWING
HERE.

2

THERE ARE SOME
00D BOOKS ON THE

i1 SUBJECT. WHICH T°LL
MENTION IN THE

| BIBLIOGRAPHY.

BESIDES
WHICH, IT'D TAKE
A HUNDRED
PAGES AND, UM...
WELL...

OwWH FIGURE
DRAWING ISN'T
EXACTLY THE
GREATEST.

. FIEU;W DRAW. '

BUT EVEN IF YOU'RE LIKE ME AND ANATOMY
DOESN'T COME EASILY, YOU CAN STILL IMPROVE
YOUR STORYTELLING DRAMATICALLY BY JUST
GETTING THE GESTURE ACROSS IN EVERY




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

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

ARTISTS WHO COMNCEMTRATE ON AMATOMICAL
ACCURACY BUT NEGLECT GESTURE, MAY CREATE
TECHMICALLY “CORRECT™ FISURES, BUT THE
RESULTS MAY BE UTTERLY LIFELESS --

-- WHILE ARTISTS WITH TECHMICALLY
“INCORRECT™ FIGURES BUT A STRONG
SENSE OF GESTURE MAY PRODUCE ART THAT
SEEMS REAL AnD ALIVE.

I HAVEN'T GIVEN
UP ON LEARNING TO
IMPROVE MY FISURE
DRAWING AND
MNEITHER SHOULD

THAT SAID,
DON'T PLAN TO
EET BY OM
GESTURE
ALONE!

-

FOMELS OnE. TWO AND FOUR: ART BY HEMRICH KELEY, JAIME
HERMANIHET AND TOM HART (SEE ART CREDITS, PacE 258,

115

’ JUST REMEMBER THAT

1N ANY COMICS PAMEL, IT'S THE MESSAGE OF
YOUR CHARACTER'S GESTURE THAT READERS

WILL BE WAITING FOR, AND THE FIRST JOB OF

FIGURE DRaWIMNG 15 TO DELIVER THaT
MESSHGE ==

Wil




THESE ARE THROWAWAY CHARACTERS, 50 WE CAN
JUST IMPROVISE THEIR DESIGHNS ON THE SPOT.
LET'S PICK A CRISP, SMART LOOK FOR CARRIE, A
LAID-BACK SLOPPINESS FOR PETE AND A DORKY,
GREGARNOUS LOOKE FOR MILLER.

LET'S TAKE A LOOK NOW AT HOW
FACIAL EXPRESSIONS AND BODY LANGUAGE
cad WORK TOGETHER BY ADAPTING SOME
WRITTEN DIALOGUE IMTO COMICS FORM,

WE'LL START

! IN & HIGH SCHOOL
M A\ STUDY LOUKSE,
i n TWO STUDENTS
™ MEET AMD START
o TALKING...
FL =
I_.ll"
Pete: Hey, are you okay?
Carrie: Mot so much. | got a "D" on the history CARRIE STARTS OUT WE COULD DRAW HER
test, DEPRESSED AND WE cLOSE TO TEARS, as
3 o caM SHOW THAT IF THE TEST WAS VERY
PRSI (5 Tk ik BEFORE SHE EVEN IMPORTANT TO HER.
Carrie: Mo way! You always ace those things! OFENS HER MOUTH, BUT _
HOW INTENSE SHOULD | HEY, ARE 7oU QAT
Pete: Actually, | think Mr. Duncan kinda lost it. | THE EMOTION BE? =1 |'- AT =
heard everybody got a "D” or an “F" today. l'] i i g
Carrie: Really? Wow. He was acting kind of weird -
in class. All that stuff about |if Peanut Butter and
thie Communists. J
Miller(entering): Room for ane more? anet g é
Carrie: Mao. {
Pete: Hey, Miller. T 11 1
-
Miller: 5o, did you hear? Duncan went on a =
rampage!
Carrie: Yhat? | H
Hiller: | was there! He smashed all the iMacs In
R-a_-arn 4 with a baseball bat! Then he stole the
rhino head off the wall and ran off BUT BASED ON HOW GUICKLY SHE RECOVERS IN THE
Pate: You'rs kidding! SCRIPT, IT SOUNDS LIKE SHE'S JUST FEELING A BIT
- DEFEATED, AN EMOTION BEST EXPRESSED BY A
Carrie: Oh my God! SLUMPED POSTURE anD TIRED FACE.

Pete: Waow. | kinda fove Mr. D now

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

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

Pete: Y know, | always heard Mr. D. was nuts. Did
vou puys know that last year, he was --

Carria: Uh...
Pete: Whar?
Mr. Duncan: Hello, childran,




AN EASY=GOIMNG CHARACTER
LIKE PETE CAN BE A CHALLENGE.
WITHOUT A 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 IN A BIG
ESTABLISHING

SHOT ON THE

FIRST PAGE.

MOTICE HOW EVEN
IN A LONG-SHOT.
WE CaM aLREADY
“READ™ CARRIE'S
POSTURE?

\\.;T_ INENE
s EFE-L

AND “LISTEN" TO
PETE'S VOICE. wiTH
A DIFFERENT POSE
AND EXPRESSION.
THE EXACT SAME
DIALOGUE WOULD
FEEL DIFFERENT.

7



CARRIE 15 TRANSITIONING .
TCWARD THE POSE OF THE |

NO wAay ! ACTUALLY, T THINK HR. DUNCAN i WILLING LISTENER |
YOouU aLwhys ACE KiNDA LOST /7. T HEARD EVERYBODY NOW, BECALUSE SOMEOMNE |
THOSE THINGS! | GOT AD" OR AN F™ TODAY, SHE LIKES IS SAYING
; ! T | SOMETHING THAT

; T HER.
‘ | REALLY? . INTERESTS
: oW, -

HE WAS ACTING KINDA WEIRD ROOM FOR
IN CLASS. ALL THAT STUFF ABOUT OMNE MORE 7
JIF PEANUT BUTTER AND THE

COMMUMISTS. ’H,

NOT TRUE FOR POOR |
MILLER, THOUGH, |
WHOSE UNWELCOMED
INVASION OF HER
PERSOMAL SPACE EARNS
4_| HIM EVERY “BARRIER™
< SIGNAL IN THE BOOK.

N

Ii i

S0, DID YOU HEAR ? DUNCAN
N HEY, WENT ON A RAMPAGE! /|
l _ HILLER. : |
T |
==y —3f
|
W= - WITH MILLER'S
e WHAT : NEWS, HOWEVER,
HER POSE SOFTENS
AND HER EXPRESSION
I WAS THERE! HE SMASHED ACKNOWLEDGES HIM
ALL THE IMALCS 1N ROOM 4 WITH tALL STUDENTS ARE
A BASEBALL BATY FaMILY WHEN DISSING
TEACHERS)
THEN HE
STOLE THE
fors s L e
BND RAN

OFF!

i f il
i [
iy
A
T
g

|||'|||||I'
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SHE STILL DOESN'T PETE SEEMS A LITTLE MEAMWHILE, MILLER'S SO CONFIDENT, IN
wWaMNT TO DATE THE MORE ACCEPTING BODY IS ALL ABOUT FACT, THAT HE'S GOT
LY OR ANYTHING == OF MILLER, BUT FORWARD HIS HANDS DOWM [N
THE BARRIERS ARE JUDGING BY THE LEG, MOMENTUM. THAT “QLIET! YOU
STILL UP == BUT LAME WAVE AND HE'S CONFIDENT THAT WanMA HEAR THIS.™
MILLER AT LEAST HAS FIFTEEMN-WATT SMILE, HE'S 40T THE GOODS. WY,
HER ATTENTION, HE'S NOT A Bi& Fan.
3y |
- —"‘ e
1] J 'I
]
HE'S IN
COMMAND.
SEE CARRIE'S
. . . - FOREFINGER JABT
WOW, I KINDA | ) ” | uy-*’ T SWEAR S -""'L
L / THaT'S SERIQUS.
LOVE MR. D NOW. L7 m THE POLICE ARE SHE'D KICK HIS
LOOKING FOR HIM
[\ MAKING THIS AND EVERYTHING ASS IF HE LIED TO
Ay . __'.,.-"

Fi
?

YKENOW, I
ALWAYS HEARD
MR. D Was A LITTLE
NUTS. DID YOU GUYS
KNOW THAT LAST
YEAR, HE WAS -~

TR A LI

LA

Y

19

HENCE MILLER'S
COMICALLY FORMAL
GESTURE INCLUDES AN
ELEMENT OF ACTUAL
FEAR. BOTH IN THE
CONSTRICTED POSE
AMD [N ASPECTS OF
HIS EXPRESSION.




HOW READERS INTERPRET BOTH BODY LANGUAGE
AND FACIAL EXPRESSION WiLL RELY HEAVILY OM WHAT THEY
ALREADY KNOW ABOUT YOUR CHARACTERS.

-- BASED ON WHAT
THOSE CHARACTERS
KNOW --

el

=
— = THOSE
s o | | CHARACTERS MAY
= = NOT ALWAYS SHOW | /‘
ALL THEIR FEELIMGS

ON THE PAGE, BUT i
l b&j‘-—-‘.‘_&- READERS WILL BE ABLE |
L=
SN
ol
=

TO INFER A LOT
ABOUT THEM ==

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

-- AND
WHAT THEY
WANT.

|
LT T

FROM CHARACTER DESIGN TO

B - awpvourReaeRs wiLge il FACIAL EXPRESSION T0 BODY
[l 8eTTER ABLE TO RECOGNIZE THosE [l L. LANGUAGE. IT'S THAT SENSE OF
I | QUALITIES IN THEMSELYES. ,,4”' || ﬂ RECOGMITION THAT MANY OF YOUR
,' T READERS WILL VALUE IN YOUR
COMICS ABOWVE ALL ELSE.
-y
=y Ty
Y/
Ly
—
=
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COMICS HISTORY IS
BURSTING WITH
SIMPLE. POPULAR
CHARACTERS WHO

OMLY SCRATCH THE
SURFACE OF THESE
COMPLEX HUMAN
GQUALITIES.

SOME HAVE EVEN
SUSGESTED THAT
COMICS® CHILDLIKE
INMOCEMCE AMND
LACK OF HUMAN
SUBTLETY IS PART
OF ITS STRENGTH.

OR MAYRE IT'S

JUST EVIDENCE OF
AN ARTFORM WITH
ROOM TO GROW.

I

FOR
DECADES, EACH
GEMNERATION OF
COMICS CREATORS HAS
DuU& A LITTLE DEEPER
INTO THE EMOTIONAL
LIWES OF THEIR
CHARACTERS.

WH DieeinGg DEEPER STILL

['f  couLD BE ONE OF THE wiaYS

THAT FUTURE GENERATIONS OF
CREATORS WILL DEFINE

THEMSELVES.

r--;:-"""

MAKING LIFE THROUGH COMICS CAM BE AS SIMPLE
AS PLACING A FEW LINES ON A PIECE OF PAPER —

HOW MUCH OF
THE SUBTLETY OF
HUMAN BEHAVIOR YOU
FPUT INTO YOUR
COMICS |15 UP TO

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

W I i ,I'.u?.”-.. e

DEPENDS ON WHAT
YOoU CHOOSE TO
SHOW THE HUMAN
BEINGS WHO READ
YOUR STORIES --

-= AND WHAT THEY CHOOSE TO SEE.
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CHAPTER 2: STORIES FOR HUMANS

PAGE 58-61 - SYMMETRY AND RECOGNITION

GRANTED, THERE ARE PLENTY OF WaAYS TO DISTINGUISH
AN ANIMAL FROM TS ENVIRONMENT (GROWTH AND
REPRODUCTION, MOVING, RESPONDING TO STIMULL.D
THE REASON I CHOSE TO FOCUS ON SYMMETRY —-
BESIDES THE FACT THAT I LIKE WEIRD DIGRESSIONS —
i5 THAT IT'S THE ASPECT OF LIFE MOST AT HOME IN A
STATIC VISUAL MEDIUM LIKE COMICS.

THE ABOVE IMAGE IS FROZEN IN TIME. YOU CAN'T SEE IT
MOVE. YOU DON'T KNOW WHAT'S GOING ON IN IT'S HEAD.
BUT YOU KNOW IT'S ALIVE. AND YOU'D KNOW IT EVEN IF
YOU'D MEVER SEEM A TIGER IN YOUR LIFE.

NATURE PROVIDES OTHER EXAMPLES OF SYMMETRY, LIKE
CRYSTALS, AND THERE ARE PLANTS THAT EXHIBIT IT,
BUT ANIMALS HAVE ENOUGH OF A MONOPOLY ON THE
BILATERAL DESIGN THAT | DESCRIBE ON PAGE 60 THAT 1
THINK [T'S FAIR TO DUB IT OUR "CALLING CARD."

oM PAGE &1, T ALSO TOUCH ON OUR PREFERENCE FOR
SEEING HUMANS IN SIMPLE IMAGES, SOMETHING T TALK
AROUT AT LENGTH IN UNDERSTANDING COMICS,
CHAPTER TWQ.

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

PAGE 64, PANEL FIVE = CHARACTERS THAT
"WRITE THEMSELVES"

I"/E HEARD CREATORS LITERALLY SAY THAT THEY'RE MNOT
S0 MUCH WRITING THEIR CHARACTERS AS RELAYING
WHAT THE CHARACTERS THEMSELVES WANT TO DO, AN
INTUITIVE APPROACH THAT COMES UP IN CONNECTION
WITH THE “ANIMIST™ CAMPFIRE DISCUSSED IN CHAPTER
Si¥, IT'S ACTUALLY A PRETTY COMMON ATTITUDE
AMOMNG SUCCESSFUL COMICS ARTISTS.

AND LUNATICS, OF COURSE.

PAGE 65, PANEL FIVE - THE BACKSTORY
TRAP

SERIOUSLY, THERE ARE MANY SAD, LONELY WOULD-BE
COMICS AUTHORS WHO ADD COMPULSIVELY TO THE
BACKSTORIES OF CHARACTERS MO OME WILL EVER SEE
INSTEAD OF PRODUCING READABLE, FINISHED STORIES.
DON'T LET THIS HAPPEN TO YOU! FOR A CAUTIONARY
TALE, TRY GOOGLING THE MAME "HENRY DARGER," OR
GET THE DOCUMENTARY ABOUT DARGER CALLED IN THE
REALMS OF THE UNREAL.

PAGE &5, PANEL SIX - WHEN LIFE HISTORIES
COLLIDE

CHARACTERS WHOSE DIFFERING ORIGINSG SOVERN THE
MATURE OF THEIR RELATIONSHIPS INCLUDE:

« BETTY AND VERONICA

« SUPERMAN AND LOIS LANE

« FRODO AND GOLLUM

« TARZAN AND JAMNE

« POPEYE ArND OLIVE OYL

» JEAM VALJEAN AND INSFECTOR JAVERT

« THE LITTLE MERMAID AND PRINCE WHATSISNAME
« BUFFY AND SPIKE

PAGE 66 = LIFE LESSONS

A FRIEND OF MINE SAW A SCREEMING OF SAM RAIMI'S
2002 SPIDER-MAN MOVIE DURING WHICH HE SAT BEHIND
A FATHER AND HIS SON. EARLY IN THE FILM, THE
NOT-YET-HEROIC SPIDER-MAN IS RIPPED OFF BY A FIGHT
PROMOTER AND WHEN THE FIGHT PROMOTER IS ROBBED
MOMENTS LATER, SPIDER-MAN LETS THE CROOK GET
AwAY TO GET EVEMN.

SCREENWRITER DAVID KOEPP (WHO STaYS CLOSE TO THE
COMICS ORIGIN FOR THE MOST PART) CONSTRUCTS THE
SCENE TO MAXIMIZE OUR SYMPATHY WITH SPIDER-MAM.
SURE ENOUSGH, MY FRIEND REPORTS THAT THE FATHER
LEANED OVER TO HIS SON AT THIS POINT IN THE MOVIE
AND SAID, "NOW THAT'S JUSTICE!"

THE FATHER AT THAT SCREEMING (AND PRESUMABLY HIS
SOND WAS INSIDE SPIDER-MAN'S HEAD TO SUCH A
DEGREE THAT WHEN THE CHARACTER'S UNCLE I5
MURDERED BY THAT SAME CROOK IN THE VERY NEXT
SCENE, HE AND THE CHARACTER RECENED THE MOVIE'S
MORAL WAKE-UP CALL AT THE SAME TIME, DOUBLING
THE EFFECTIVENESS OF THE MOMENT.

IF MANY OF OUR BEST STORIES INCLUDE A MaJOR
CHAMNGE IN 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!

IN THE WIZARD OF OZ, CHARACTERS LITERALLY SIN&
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 LIKE THAT. IN REAL LIFE, ESPECIALLY
WHERE BASIC DESIRES LIKE LOVE OR MOMNEY ARE
COMCERMED, PECPLE ARE CONSTANTLY ANGLING FOR
THE THINGS THEY WANT WITHOUT ADMITTING IT TC
OTHERS -- OR EVEN TO THEMSELVES.

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

PAGE 67, PANEL SIX - "EVERYBODY IS A HERO
IN THEIR OWN MIND"

PROPS TC WRITER/ARTIST JIM STARLIN FOR INCLUDING
THAT LIME IM THE FIRST COMIC I EVER BOUGHT, AN
EARLY ISSUE OF WARLOCK (#9, I THINK) WHEN I waS
ABOUT |2 YEARS olLD,

PAGE 68, PANEL TWO = JUNG AT HEART

¥OU DON'T HAVE TO BE AN EXPERT IN JUMNGIAN
PSYCHOLOGY TO USE IDEAS LIKE THESE AS JUMPING OFF
POINTS. I'M CERTAINLY NOT. MY TOTAL GRASP OF
JUNGE'S "FOUR FUNCTIONS" OF MENTAL ACTIMATY IN 1982
WHEN I CREATED THOSE FOUR CHARACTERS WAS THAT
"THINEING" EMPHASIZED LOGIC AND REASONING,
"SENSATION" WAS ABOUT SEMSORY EXPERIENCE,
"FEELING" ASSIGMED VALUES AND JUDGEMENTS, AND
"INTUITION" WAS ABOUT THE PERCEPTION OF THINGS
LUMSEEM,

EVEN IF T WAS way OFF THE MARK, JUNG GAVE ME A
STARTIMNG POINT THAT HELPED SEPARATE THOSE
CHARALTERS ENQUGH TO &IVE THEM UNIGUE DESIRES IN
MOST SITUATIONS,

PAGE 68, PANEL FIVE - MYTHOLOGY AND
ARCHETYPES

JOSEPH CAMPBELL'S BOOK THE HERO WITH A THOUSAND
FACES COMES UP A LOT WHEN DISCUSSING ARCHETYPES
IN LITERATURE, IN PART BECAUSE OF HIS INFLUENCE ON
GEORGE LUCAS' ORIEINAL STAR WARS CHARACTERS.
LuCAS' DOCUMENTARY ON CAMPBELL, THE POWER OF
MYTH, WAS ANOTHER TOUCHSTOME FOR MaNY WRITERS
DURING THAT PERIOD. AGalN, YOU DON'T NEED TO HAVE
A DEGREE IN MYTHOLOGY TO PUT SUCH IDEAS TO USE.
FEEL FREE TO USE ANYTHING THAT INSPIRES YOU AS A
JUMPING OFF POINT.

PAGE &9, PANEL FOUR = SUBTLETY THROUGH
INTERACTION

WHEN T THINK OF THIS PRINCIPLE, I USUALLY THINK OF
THE FRENCH PAINTER SEORGES SEURAT (1859-1891,

SEURAT USED MANY SHALL DOTS OF PURE COLOR 1M HIS
FalNTINGS, WHICH APPEARED TO MIX IN THE WIEWER'S
EYES WHEM SEEM FROM A DISTAMCE TO CREATE THE
ILLUSION OF & SUBTLER AND MORE VARIED RANGE OF
TONES AND COLORS (TODAY, COLOR PRINTING
FRODUCES

SIMILAR EFFECTS WITH HALFTONE DOTS OF CYAN,
MaGENTA AMD YELLOWD,

HERE'S A TINY PIECE OF HIS BEST KNOWHN PAINTING,
SUNDAY AFTERNOON ON THE ISLAND OF

LA GRANDE JATTE, THE ONLY PAINTING EVER MADE
INTO A MUSICAL, AS FAR AS T EMOW:

WHEN SIMPLY-CONCENVED CHARACTERS INTERACT,
THEY'RE LIKE SEURAT'S DOTS, REFERENCE POINTS TO
DIFFERENT BASIC ASPECTS OF HUMAN BEHAVIOR THAT
CAN ILLUMINATE ASPECTS OF LIFE THAT ARE MUCH
MORE SUBTLE.

I FIRST NOTICED THIS WHEN READING GILBERT
HERNANDEZ'S CLASSIC STORY HEARTEREAK S50UPR.

PAGE 70, PANELS FOUR AND FIVE -
COOKIE-CUTTER CHARACTERS

THIS IS DEPRESSINGLY COMMON. MAYBE A THIRD OF ALL
WOULD=-BE COMICS ARTISTS JUST DRAW THE SAME
CHARALTER OVER AND OVER AND OVER. PLEASE. DON'T
BE ONE OF THEM!

PAGE 70, PANELS SEVEN AND EIGHT - THE
REPERTORY APPROACH

SOME ARTISTS, NOTABLY JAPaM'S OSAMLU TEZLKA, HAVE
A CAST OF VARIED CHARACTER TYPES THAT AFPEAR IM
DIFFERENT STORIES AS [F THEY WERE ACTORS IM A
REPERTORY COMPANY TAKING ON DIFFERENT ROLES.
OTHERS, LIKE WILL EISMER AND RUMIKO TaKAHASHI,
HAVE A NARROWER RANGE OF FEATURES FOR HEROIC OR
BEAUTIFUL PROTAGONISTS, BUT A WIDE RaANSE OF FACE
AND BODY TYPES AMONG SUPPORTING CHARACTERS.

PAGE 71 - CHARACTER VARIATION

YOuU DON'T HAVE TO MAKE EVERY CHARALCTER DIFFER-
ENT FROM EVERY OTHER CHARALCTER IM EVERY WaAY, OF
COURSE, BUT 5EE EXERCISE #3 FOR SOME OF THE
PARAMETERS YOU MIGHT WANT TO CONSIDER.

PAGE 72, PANEL SEVEN - KIRBY’S BRAIN

I HAVEN'T TURNED UP ANY DIRECT EVIDENCE THAT
JACK KIRBY OR STAMN LEE BASED THE FANTASTIC FOUR
O THE FOUR SREEK CLASSICAL ELEMEMTS, THOUSH
KIRBY FOLLOWED A SIMILAR TEMPLATE FOR THE F.F.'S
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NOMN-SUPERHERO PREDECESSORS THE CHALLEMGERS OF
THE UNKNOWN, 50 IT'5 PROBABLY NOT A COINCIDENCE.

PAGE 73, PANELS FOUR THROUGH SEVEN -
COMICS AND STEREOTYPES

THE COMMECTION BETWEEMN COMICS AND STEREQTYPES
REACHES ALL THE Way BACK TO ITS ORIGING. SWISS
ARTIST RODOLPHE TOPFFER (799-I1846) —— OFTEN
COMSIDERED A STARTING POINT FOR COMICS AS WE
KNOW THEM TODAY -- FLIRTED WITH THE PSEUDO-
SCIENCE OF PHRENOLOGY, WHICH HELD THAT ¥ou
COULD TELL ANYOMNE™S PERSONALITY AND MENTAL
CAPABILITY JUST BY MEASURING THEIR HEAD-5HAPE.
TOPFFER DIDN'T NECESSARILY BUY INTO THE
“SCIEMCE'S™ MORE TOXIC COMCLUSIONS, BUT HE
CONSIDERED SUCH WiSUAL STEREOTYPING USEFUL FOR
VISUAL ARTISTS WOREING IN THE SIMPLE STYLE OF

MARRATIVE DRAWING HE DEVELOPED. g

FROM ITS BESINNINGS IN THE LATE NINETEENTH
CENTURY, AMERICAN COMIC STRIPFS CONTAINED
NEGATIVE DEPICTIONS OF ETHNIC MINORITIES, AND
RACIST DEPICTIONS OF AFRICAN-AMERICAMS. SOME OF
COMICS' SEMINAL ARTISTS, LIKE WINDS0R MCKAY AND
WILL EISMER, INTRODUCED CHARACTERS VISUALLY
MODELLED AFTER OLD RACIAL STEREOTYPES. IM
EISNER'S CASE, ATTEMPTS WERE MADE TO HUMANIZE
THE BLACK SIDEKICK EBOMNY IM EISMER'S SERIES THE
SPIRIT, BUT THE STERECTYPED VISUAL DESIGN
CONTINUED TO WEIGH HEAVILY ON THE SERIES, WHICH
EVEMTUALLY DROPPED THE CHARACTER.

SINCE THIS BOOK 15 DEDICATED TO WILL, WHO I
COMSIDERED A FRIEND AND MEMTOR, IT'S IMPORTANT
TO ACKENOWLEDGE THE LEGITIMATE CRITICISMS
LEVELED AGAINST EBONY -—— ESPECIALLY THE EARLIEST
VERSIONS OF THE CHARACTER. TO HIS CREDIT, THOUGH,
THE VERY YOUNG EISMER WOULD MOVE ON TO WORK IN
COMICS FOR SIx DECADES AFTER LEAVING THOSE EARLY
PAGES BEHINDG, AND PRODUCE MaNY SOCIALLY
PROGRESSINE STORIES, ESPECIALLY IN THE YEARS
FOLLOWING 78S 4 CONTRACT WITH GO

MORE GENERALIZED STEREOTYPES LIKE THOSE SHOWN
ON PAGE 73 (THE BI& BRUTE, LITTLE NERD AND HEROIC
LEADING MAN} DON'T NECESSARILY CARRY THE SAME
S0CIAL CHARGE, AND THEY'RE TEMETING FOR
CARTOOMNISTS HOPING TO MAKE A FAST IMPRESSION,
BUT EVEN HERE, SOME PREJUDICES CAN CREEP IN.
NOTICE THE SHIRT PATCH OVER THE "BRUTE'S" POCKET,
MARKING Hi A% BLUE COLLART AND DOES THE "NERD
HAVE STEREOTYPICALLY “JEWISH™ FEATURES? IN
SHORT: EVERY STEREOTYPE COMES FROM SOMEWHERE,
AND THAT PLACE MAY NOT ALWAYS BE OBVIOUS,

PAGE 74=77 - MODEL SHEETS AND CHAR-
ACTER CONSTRUCTION

BOOKS ON ANIMATION ARE ESPECIALLY HELPFUL FOR
LEARNING HOW CHARACTERS CAN BE CONSTRUCTED IM
THE MODEL SHEET PHASE TO INSURE A CONSISTENT
APPEARANCE THROUGHOUT A STORY. I LEARNED A LOT
FROM AN OLD PRESTON BLAIR BOOK, AND HE SEEMS
TO

ART BY PRESTON BLAS (SEE ART CREDHTS. PAGE 2581

STILL HAVE S50ME OTHERS IN PRINT, BUT LOCK ARCUND
AND YOU CAM PROBABLY FIND GUITE A FEW.

HERE'S AN EXAMPLE FROM PRESTOM BLAIR'S RECENT
BOOK CARTOON ANIMATON:

PAGE 78 - GRAVITY AND SEPARATION

THE BIGEEST PROBLEM WITH KEEPING CHARACTERS
INTERNALLY COMNSISTENT AND DIFFERENT FROM OME
ANOTHER IS THAT AFTER A WHILE, CHARACTERS WIND
UP SQUNDING MORE AND MORE LIKE THEIR AUTHOR—
ONE OF MANY REASONS TO HAVE AN HONEST FRIEND
READING YOUR STUFF AND LOOKING OUT FOR SUCH
LUMWANTED HABITS.

PAGE 80-101 - FACIAL EXPRESSIONS:
GENERAL COMMENTS

OME OF THE BiG PROBLEMS WITH HOW-TO-DRAW BOOKS
IS THE IMPLICIT ASSUMPTION THAT READERS SHOULD
STUDY THE MASTER'S DRAWINGS AND IMITATE THEM
(AN ESPECIALLY BAD IDEA IN MY CASE, SINCE I'M HARDLY
A "MASTER"L

THE DRAWINGS [N THIS SECTION ARE MY BEST
ATTEMPTS TQ ILLUSTRATE THE PRINCIPLES OF FaCial
EXPRESSION I'M DESCRIBING, BUT THEY'RE NOT
SUPPOSED TO SHOW THE "RIGHT way™ TO DRAW
SPECIFIC EXPRESSIONS, THERE ARE COUNTLESS waYs TO
DRAW ANY EXPRESSION, AND COUNTLESS ARTISTS
WHOSE TECHNIGUES YOU CAN STUDY.

THE BEST SOURCES I FOUND FOR FACIAL EXPRESSIONS
{BESIDES REAL-LIFE OBSERVATIONS) WERE DARWIN,
PAUL EKMAMN AND ARTIST GARY FAIGIN, SEE BIBLIOGRA-
PHY FOR MORE INFORMATION O EACH. FAIGIN'S BOOK,
THE ARTIST'S COMPLETE &UIDE TO FACTAL EXPRESSIONS,
WAS ESSENTIAL AND HIGHLY RECOMMENDED.

PAGE B84=85 - THE CREEP FACTOR

oy, EVEN I FIND THESE TWO PaGES KIND OF CREERY
AMD REDUCTIVE, S0 T CAN HARDLY BLAME YOU IF YOU
FEEL THE SAME WAY. NOBODY WANTS TO THINK OF
THEIR FACE AS A MACHINE, REACTING TO INTERMAL
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SWITCHES OF EMOTION LIKE A THREE-WAY FLOOR LamMP.
FACES ARE INFINITELY MORE SUBTLE THAN THAT, AND
THE EMOTIONS THAT GOVERN THEM ARE SUBTLER
STILL.

THIS IS AMOTHER PLACE WHERE A COLOR ANALOGY
MIGHT BE USEFUL. A PURE RED, GREEN OR BLUE IS
RARELY 5EEN IN HATURE WHERE VARIATIONS OF HUE,
SATURATION AND VALUE LEAD TO AN INCREDIBLY
SUBTLE WORLD OF COLORS. DESCRIBING A HILLSIDE AS
"GREEN" OR A RUSTY ABANDONED CAR AS "ORANGE"
BARELY SCRATCHES THE SURFACE. BUT UNTIL WE
UNDERSTAND THE BASIC PRINCIPLES OF HOW PRIMARY
COLORS COMBINE WITH ONE ANOTHER, OUR CHANCES OF
REPRODUCING THAT SUBTLETY IN ART IS REDUCED. THE
CHARTS ON PAGES 84 AND BS 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 91, PANELS ONE AND TWO - HIDING
EMOTIONS

CHRIS WARE, IN A NEW YORKER "MASTER CLASS" WITH
CHARLES BURNS (AVAILABLE ON ITUNES, THOUGH A BIT
PRICEY) QUESTIONED THE USEFULMESS OF EVEN TRYING
TO TEACH BASIC EMOTIONAL EXFRESSIONS TO
CARTOOMNISTS, LARGELY BECAUSE OF THE WaY ADULTS
HIDE EMOTIONS:

"I JUST RECENTLY HAD A DAUGHTER, AND I THINK THE
OMLY HUMAN BEINGS ON THE PLANET WHO COMMUNI-
CATE THIS way ARE BABIES. ONLY THEY REALLY USE
THEIR FACES TO EXPRESS THEMSELVES, AND BY ABOUT
AGE TWO, THEY START TO TRY TO [CONTROL THEIR
FACES] OR LIE TO YOU. I THINK ONLY A CHILD IS
COMPLETELY HOMEST M THEIR FACIAL EXPRESSIONS,
AMD BEYOMD THAT, OME OF THE SECRETS OF TRICES T
DRAWING A SUCCESSFUL COMIC STRIP ABOUT ADULTS, IF
YOU'RE DRAWING THEM FROM THE OUTSIDE IN, IS TO
REMEMBER THAT MOST ADULTS LIE WITH THEIR

FACES."

PAGE 94=99 = WHEN NOT TO BE SUBTLE

EVEM IF YOUR DRAWING STYLE INCLUDES A SOME VERY
SUBTLE EXPRESSIONS, YOU'LL NEED TO KEEFP THEM
SIMELE 1M LONMGSHOT. HERE'S PART OF A PAMEL BY
JAIME HERMANDEZ:

4
=

ABDVE ANDY TOF: ART BY JAIME HERHANDES. CENTER RIGHT:
ART BY MORT WALEER, BOTTOM RiGHT: ART B KYLE SaKER
{5EE ART CREDNTS, PAGE 2580

g
n_ﬂa

EACH EXPRESSION 15 ALMOST STICK FIGURE SIMFLE, BUT
IT HELPS US TO HEAR THE SARCASM, STERN RESOLVE
AND [NMOCENT AFFECTION IN THEIR CORRESPONDING
WORD BALLOONS.

DEHEY

MORE COMPLEY EXPRESSIONS ARE BEST USED FOR
CHARACTERS IM CLOSE=UF THAT READERS WILL BE
GETTING A GOOD LOOK AT. FACES IN 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 COMICANA GIVES SOME
GREAT, FUNNY MAMES TO A LOT OF FAMILIAR CARTOON
SYMBOLS (THOSE SWEAT BEADST MORT CALLS ‘EM
“PLEWDS!"). SEE BIBLIOGRAPHY TO TRACK DOWN A
copPYy.

PAGE 99, PANEL SEVEN - PANEL-TO-PANEL
CHANGES

HERE ARE FOUR CONSECUTIVE FACES FROM A FOUR-
PAGE SILENT COMIC BY KYLE BAKER. CAN YOU FIGURE
CUT THE SITUATION FROM THE FACES ALOMET
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EVEN IN SIMPLER CARTOOMN STYLES, ONE OR TWO WELL
CHOSEN LINES CAN GO A LONG WAY TOWARD SPECIFYING
AN EMOTION, AS IN THIS TWO PANEL TRANSITION FROM
CHARLES SCHULZ'S PEANUTS:

WHATS 501 1M SORRY...I
FUNNY' # / COULDN'T HELP
LAUGHINS...

HEE

-

HEE
HEE

ORDIMNARILY, WHEM LUCY YELLS, SHE HAS A HEAWY,
ANGRY BROW, AS IF ON THE VERGE OF PUNCHING
SOMEBODY. IN THIS SEQUENCE, THOUGH, THE BROW 15
UP, INDICATING A MORE REASONABLE KIND OF OUTRAGE.
MEANWHILE, LINUS' SMILE IS STILL ON ITS WaAY DOWHN
{REAL SMILES FADE GRADUALLY) BUT WE CAM BEGIN TO
SEE THE LOWER LIF HEADING OUT A BIT INTO THE
STRETCH THAT DEMOTES FEAR (ALONG WITH THE BODY
LANGUAGE TO MATCH):

PAGE 102-Ill - BODY LANGUAGE

HERE ARE SOME BETTER ARTISTS THAM ME, DEMON-
STRATING THE TYPES OF RELATIONSHIPS I DESCRIBE IM
THE BODY LANGUAGE SECTION, STARTING WITH JAIME
HERMANDEZ ON ELEVATION AND STATUS:

ART BY CHARLES SCHULE, JaiME HERMAMNDES, WILL EISMER
AAD CRAE THOMPSON (SEE ART CREDNTS: PAEE Z5A).

WILL EISNER ON DISTANCE anND RELATIONSHIPS:

DOCLATING
- PERTOMMAL

SFACE 05 AN

ARERESSNVE

AND CRAIS THOMPSON ON IMBALAMNCE AND
DISCONTENT:

Ll

I

PAGE 104 - BODY LANGUAGE FACTORS

THESE ARE MY OWHN CATESORIES AND THEY'RE BY NO
MEAMNS COMPLETE (A5 T MENTION ON PAGE NI MY
REFEREMNCES FOR BODY LANGUAGE WERE A BIT MORE
SPOTTIER THAN THOSE FOR FACIAL EXPRESSIONS. IN
THIS SECTION, I RELIED MORE OM MY OWN OBSERVA-
TIONS FOR PUTTING IT ALL INTO SOME USEFUL ORDER.

PAGE Il - OTHER BODY SIGNALS
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PARTS OF THIS PASE DRAW ON IDEAS IN DESMOND
MORRIS' 1977 BOOK MANWATCHING (SEE BIBLIOGRAPHY).

OPTIONAL EXERCISES

# | = CHARACTER LIFE HISTORY
(PAGES &4=66)

FROM PAGE &4, PANEL 5Ix: "JUST CONSIDER YOUR OWN
HISTORY AND HOW T SHAPED YOU."

TRY LISTING THE FIVE MOST IMPORTANT ASPECTS OF
YOUR OWN HISTORY. YOUR FAMILY LIFE, PLACE OF BIRTH,
BI& EVENTS, ETC... THEN CREATE A NEW CHARACTER
THAT LOOKS NOTHING LIKE YOU, BUT HAS THOSE SAME
KEY EXPERIENCES N HIS/HER PAST. CONSIDER WHAT
KIND OF PERSON COULD HAVE EMERGED FROM THAT
HISTORY.

NOW CREATE A SECOND CHARACTER THAT HAD AN
OPPOSITE LIFE HISTORY IN THOSE SAME FIVE WAYS. HOW
WOULD THE TWO OF THEM RELATE TO OMNE ANOTHER IF
CIRCUMSTAMNCES THREW THEM TOGETHER?T

#2 - CASTING A WIDE NET (PAGE 71D

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 DIFFEREMCES HELP TO HIGHLIGHT THE
OME THING THEY ALL HAVE IN COMMON?

= HEIGHT * AGE

* WEIGHT * INTELLIGENCE

* FACIAL PROFILE * STYLE OF OUTFIT
= BEAUTY * TEMPERAMENT

* STRENGTH = OBLIGATIONS

* RACE AND ETHNICITY * ALLEGIANCE

* BACKGROUND * GENDER

= DESIRES

#3 = DIFFERENT DESIRES (PAGE 67)

TRY CREATING A -2 PAGE ROUGH COMIC FEATURING ONE
OF THESE PAIRINGS IN CONVERSATION. USING DIALOGUE,
FACIAL EXPRESSIONS AND BODY LANGUAGE, CAN YOU
MAKE IT CLEAR TO THE READER WHAT EACH CHARACTER
WANTS, WITHOUT THEM HAVING TO COME OUT AND SAY
IT HRECTLY?:

= AN UNDERCOWVER FEMALE COP LOOKEING FOR A
KILLER IM A SINGLES BAR, AND A GUY TRYING
TO HIT ON HER.

* A NEWSPAPER REPORTER DOING TAPED
INTERWVIEWS OF “LIFE Onl THE STREET™ AND A
HUNGRY HOMELESS MAN HOPING HE'LL BE
OFFERED PART OF THE SANDWICH THE
REFORTER IS HOLDIMNG.,

* A SUPERHERO TRACKING A VILLAIN AND THAT
SAME VILLAIN IN DISGUISE, POSING AS A
CIVILIAN GFFERING TO “HELP"™ THE HERO.

#4 - EXPRESSIONS AND BODY LANGUAGE
(PAGES 80-120)

TRY A ONE PAGE SEGUENCE OF A PERSON HOLDING A
PHOME TO THEIR EAR, SPEAKING ONLY OCCASIONALLY,
MAEING SHORT UNSPECIFIC ANSWERS OR COMMENTS ON
WHAT THE UNSEEM CALLER IS TELLING THEM (“I SEE.”
“UH-HUH," “NO, OF COURSE,™ ETC...). SEE IF YOU CAN
COMMUNICATE HOW THE OTHER CALLER IS AFFECTING
THEM EMOTIONALLY, THROUSH THEIR CHAMNGES OF
EXPRESSION aND BODY LANSUAGE ALONE.

EXTRA CHALLENGE: CAN YOU THEN TAKE THE EXACT
SAME DIALOGUE AND REDRAW THE COMVERSATION TO
HAVE A COMPLETELY DIFFERENT EMOTIONAL MEANINGT

#5 = TARGETING EXPRESSIONS

PICK TWO EXPRESSIONS FROM THIS LIST, AND DRAW A
FACE TO MATCH EACH :

* CONFIDENT

* UNCERTAIN

* FRUSTRATED

* HURT (EMOTIOMNALLY)
* FLIRTATIOUS

« MISCHIEVOUS

* TIRED

THEN &IVE THE SAME LIST TO A FRIEND, ALONG WITH
YOUR DRAWINGS, AND ASK HIM/HER TO GUESS WHICH
EXPRESSION YOU WERE GOING FOR.

#6 - TARGETING POSES

FICK OME OR TWCO ATTITUDES FROM THIS LIST, AND
DRAW A BODY TO MATCH:

= POMPOUS

= UNEASY

* IMPATIENT

= AEGRESSIVE
* TIRED

* HUMBLE

= STUBBORM

WO FACIAL EXPRESSION FOR THIS OME, JUST A NOSE
AMND EARS TO SHOW HEAD FOSITION.

AGAIN, GIVE THE SAME LIST TO A FRIEND AND ASK
HIM/HER TO GUESS WHICH POSE YOU WERE GOING FOR.

#7 - BODY LANGUAGE IN SEQUENCE

TRY DRAWING A SHORT COMIC SHOWING TWO FACELESS
STICK FIGURES IN COMVERSATION. WITHOUT USING aNY
WORDS AT alL, CAN A FRIEND DESCRIBE EACH
CHARACTER'S CHAMGING EMOTIONST

ADDITIONAL NOTES AT:
WWW.SCOTTMCCLOUD.COM/MAKINGCOMICS
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|!.'. ".‘II;’.‘ LR T THE POWER OF WORDS IS AN UNDENIABLE PART OF THE APPEAL OF THIS

Il,'I 1 ill'i T ART FORM WE CALL COMICS. 50 STRONG |5 THE ROLE OF WORDS iN THE VAST

L LA A I N I T MAJORITY OF GREAT COMIC STRIPS, COMIC BOOKS AND GRAPHIC NOVELS DURING

T AT TR
|| I|.|I'|II ||III-III-III-I-I"I.III“'II I II'I”"' i ll_.ll.__:_..
I ! i J

T —rs 7 THE LAST 100 YEARS, THAT S50ME COMICS SCHOLARS SUCH AS R.C. HARVEY HAVE

L / SUGGESTED THAT THE ARTFUL COMBINATION OF WORDS AND PICTURES |
Chapter Three SHOULD BE INCLUDED IN ANY COMPREHENSIVE DEFINITION OF COMICS. T
= ; THINK |T'S POSSIBLE TO CREATE

/ WORDLESS COMICS (AND IN THESE |
- BOOKS I'M PROCEEDING FROM A |
The Power of Words i

: THE IDEA OF COMICS AS PICTURES

|| IN SEGWENCE, WITH OR WITHOUT

: WORDS) 50 I WOULDN'T NECESSARILY GO THAT FAR, BUT

Seamless Integ ration and CLEARLY ANY EXAMINATION OF THE ART OF MAKING COMICS

the “ Desperatinn Device” SHOULD PLACE THE ROLE OF WORDS FRONT AND CENTER.
i * WORDS EVOKE FEELINGS, SENSATIONS AND ABSTRACT

l CONCEPTS WHICH PICTURES ALONE CAM ONLY BEGIN TO

| CAPTURE; THEY'RE COMICS’ ONLY TRADITIONAL LINK WITH THE WARMTH AND NUANCE OF THE

HUMAN VIOICE; THEY OFFER COMICS CREATORS THE OPPORTUNITY TO COMPRESS AND EXPAND
TIME; AND WHEN WORDS AND PICTURES WORK INTERDEPENDENTLY, THEY CAN CREATE NEW
IDEAS AND SEMSATIONS BEYOND THE SUM OF THEIR PARTS. +« WORDS HAVE ALS0 PLAYED
A ROLE IN THE GRAPHIC EVOLUTION OF MODERN COMICS AND THROUGH THEIR OFFSPRING
== THE WORD BALLOON, CAPTION AND SOUND EFFECT -- HAVE GIVEN RISE TO A WEALTH
OF UNIGUE GRAPHIC DEVICES. MANY OF THEM NOW CLOSELY ASSOCIATED WITH COMICS
AND APPROPRIATED IN OTHER MEDIA ON 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 AND 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 ONE'S STRENGTHS, BUT ALSO

STRIVES, WHENEWVER POSSIBLE, TO FIND THE

PERFECT --

A |

L L L D

R LT e

ML adide Al

o
SR

FRARAARATE || |
Wil hdil

IN MOST GREAT COMICS, THAT BALANCE 15
A DYNAMIC ONE. SOMETIMES WORDS TAKE
THE LEAD, SOMETIMES PICTURES DO ==

-- BALANCE

BETWEEN THE
Two,

TOGETHER TO
- PROPEL THE STORY
FORWARD.

| | —1/ == BUT BOTH woRK
\

EI\
5




COMICS IS A MEDIUM OF FRAGMENTS -- A PIECE OF TEXT HERE, A CROPPED PICTURE THERE —— BUT WHEN |T
WORKS, YOUR READERS wWILL COMBINE THOSE FRAGMENTS AS THEY READ AND EXPERIENCE YOUR STORY AS A

CONTINUOUS WHOLE.

AND AS NOTED IN CHAPTER ONE, IT'S THAT
SEMSE OF COMTIMNUOUS EXPERIENCE THAT CAM
HELP MAKE READING FeEL LIKE LIVING.

T T T PR TS

| ,i.'l. |.. I Ill | | | III”“l | | )
- N _ |||| |.|||1|||. H||||||| H||
| - "

.-".-'_.-
| ' |

.-'ﬁ"'""":."
| |'l|||""|'|'|I
el
s

::I.I|'I (il ‘H-” i

i THIS
CHAPTER, WE'LL EXAMINE SEVEN
WAYS WORDS AND PICTURES CAN COMBINE
TO ACHIEVE THAT SEAMLESSNESS
AND BALANCE -

— CAPTURING THE
;;f;";i:ﬂi ESSENCE OF SOUND
WITH SQUND
WoRo EFFECTS --

BALLOONS TO
&IVE VOICE TO YOUR
CHARACTERS --

== AND SOME NOTES On COMBINING WORDS
AND PICTURES THROUGH THE JOINT EFFORTS




MIEANDA GAVE ME THE
KEYS AMD SMILED ...

\

o
ay 1 MJ

A 5
||!i| "'-_ ]
: hl:-.,. )

N UNDERSTANDING COMICS. 1

IDENTIFIED A FEW DISTINCT CATEGORIES oF

WORD/PICTURE COMBINATIONS.*

l. WORD-SPECIFIC

WORDS PROVIDING ALL ¥OU NEED TO
EMOW, WHILE THE PICTURES ILLUSTRATE
ASPECTS OF THE SCENE BEING
DESCRIBED.

2. PICTURE-SPECIFIC
PICTURES PROVIDING ALL YOU NEED TO

ENOW, WHILE THE WORDS ACCENTUATE
ASPECTS OF THE SCENE BEING SHOWN.

3. DUO-SPECIFIC

WORDS AND PICTURES BOTH SENDING
ROUGHLY THE SAME MESSAGE.

4. INTERSECTING

WORDS AND PICTURES WORKING
TOGETHER IN SOME RESPECTS WHILE
ALSO COMTRIBUTIMNG INFORMATION
INDEPEMDEMNTLY.

5. INTERDEPENDENT

WORDS AND PICTURES COMBINING TO
COMNVEY AM IDEA THAT NEITHER WOULD
CONVEY ALOME.

6. PARALLEL
WORD'S AND PICTURES FOLLOWING

SEEMINGLY DIFFERENT PATHS WITHOUT
INTERSECTING.

7. MONTAGE

WORDS AND PICTURES COMBINED
PICTORIALLY.

IT MIGHT HELP TCQ THINK OF
THESE SEVEN CATEGORIES
DIAGRAMMATICALLY.

WORD=-5PECIFIC

B

PICTURE=SFECIFIC

o

DUO-5PECIFIC

INTERSECTIMNG

F
d
-
| &
ra
:
5

PARALLEL

0

MONTAGE

&

*SEE UNDERSTANDING COMICS PAGES 153-155, IEG
MOTE THAT I'WE CHAMSED THE MAME OF ONE
CATEGORY. “ADDITIVE" IS NOW “INTERSEC TG



WORD=SPECIFIC COMBINATIONS
OFFER SOME POWERFUL ADVANTAGES
FOR STORYTELLERS.

MIRANDS GAE ME THE
KEYS AMD SMILED ...

U 4,
*-M

THIS IS ESPECIALLY USEFUL
WHEN YOU'RE WRITING A SHORT
AND/OR FIXED-LENGTH cOMIC, AND
YOU WANT TO JUMP AHEAD QuickLy
TO THE HEART OF YOUR STORY.

| FIVE YEARS LATER, THAT
L~ TEN DOLLAR BiLL HaD
L~ BECOME THRTY MILLIONT

S0,
HERE'S HOW --
AHEMz -- EACH OF

THESE SEVEN CAN HELP
YOU aDnvaRCE YOUR
STORY.

THE FIRST OF THESE ADVANTAGES,
COMPRESSION, MAKES USE OF
THE WRITTEN WORD'S ABILITY TO
REDLUCE Bl CHUMNKES OF TIME
AND INFORMATION mwu
% TOAFEWTINY =
WORDE.

HO MATTER HOW BiG
THE EVENT, WORDS
Can PackK IT DOWN

YOU JUST NEED TO
DECIDE HOW MUCH You
WANT YOUR READERS

FOR YOU. TO SEE FOR

THEMSELVES anD
HOW MUCH YOU WasNT
THEM TO IMAGINE.

...and

the Harth o »
exploded.” i E ¥ G
e FAY

13




AMOTHER ADvVBMNTASE OF WORD=SPECIFIC COMBOS
IS THE WAy THEY FREE UP THE PICTURES BY PULLING
THE WHOLE WEIGHT OF THE STORY USING WORDS ALOME,

THINK ABOUT IT!
IF EVERYTHING YOUR READERS NEED TO

5 KMOW 1S IN THE WORDS, YOU CAN PUT
O i A A PRETTY MUCH ANYTHING YOU WANT IN
z THE PANELS, ART-WISE.

WITH EVERYTHING
SPELLED OUT IN THE
TEXT LIKE THAT, YOUR
ART CAN GO IN A LOT
OF DIFFERENT

DIRECTIONS.

WELL, OKAY, NOT
“ANYTHING™ MAYBE
== BUT ¥YOU DO HAVE A

LOT OF LATITUDE.

FOR EXAMPLE: SUPPOSE
You HAD A COMPLETE TEXT READING
SOMETHING LIKE THIS:

Bob was a happy
baby.

At 18, he went to
wWar.

At 36, he bought a
house. ”#
: AL
He died at 72. <3
YOU COULD ILLUSTRATE THE EVENTS IN A FAIRLY YOU COULD DRAW THE WHOLE THING LUSIMG JUST
STRAIGHTFORWARD way, HANDS.

BOE WAS A HAPPY [Jlo| 1 AT 18, HE WENT NI BOB WAS A HAPPY

|

AT 18, HE WENT =
TOWAR. [ —
.-""".'I-

AT 3&, HE BOUGHT : |

PANEL T EE ART CRERITS, PASE 258, IEE



YOU COULD SHOW A NARRATOR SPEAKING
DIRECTLY TO THE READER.

‘I :‘-lm *
Wiy, g 8
. i

_ AE.‘&%!}‘ A

h
i

YOU COULD EVEM ILLUSTRATE IT ENTIRELY WITH

SYMBOLS.
AT 18, HE WENT f—
TO WAR . ":

BOB WAS A HAPPY
BABY.

r_&_ o '—__:-
— e —— —
AT 36, HE BOUGHT /—] HE DIED AT 72. / —

t
: s
o
g
i
"

|l
LILH |

l”.'

|

MOST WORD-SPECIFIC
COMBOS OCOUR
ALONGSIDE OTHER
SORTS OF COMBOS.

CARTOONISTS LIKE TO
LET THE PICTURES
TELL THE STORY JUST
AS OFTEN AS
WORDS.

PICTURE=SPECIFIC cCoMBINATIONS
SIMILARLY GIVE LICENSE TO THE WORDS, AND
THEY OFFER OTHER BEMEFITS.

ﬁ |

2. PICTURE-SPECIFIC

P

BUT THERE
ARE LARGELY
WORD=5FECIFIC COMICS
THAT MAKE USE OF
THAT “ARTISTIC
LICEMSE™ ON A
REGULAR BASIS.

READIMG OME

NOW,

AMOME THEM, A CLOSER LINKE TO
THE WHOLE IDEA OF SEQUENTIAL VISUAL
STORYTELLING WHICH THE ART OF COMICS
IS BASED ON,
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BECAUSE OF THE PICTORIAL NATURE OF COMICS, PICTURE-SPECIFIC

sl

il <€A

A
=NE
Y I" :. A

.

&

——]
HARCoY 0l
TME For JEELY ey OR GIVE US A
DINNER. _:i| My WINDOW NTO A
e o BIKE! CHARACTER’S INMER
ol 2 ¢ LIFE AND
- SENSATIONS.

---Il! Iﬁ"ﬁ?!h I:I

&0 YEARS TO THE

W DAY... AND WHAT DD
B, I HAVE TO SHOW

SEQUEMNCES CAN FUNCTION WITHOUT ANY WORDS AT ALL FOR AS LONG AS i llﬂlﬂ{E
MECESSARY —- "
word-specific
| ;ﬂ f? Sequences,
5 U/? ﬁf 7| | which can' g0
24 1 ) N picture-less for
| ik more than a
Y a1,
P\ panel or two
= : :
i without simply
= ) becoming
WHA--? prose.
o %
(L} j}’w WORDLESS PANELS CAN PROVIOKE -- BUT THERE ARE == SUCH AS IF
A SENSE OF DIRECT EXPERIENCE Wit COMPELLING REASONS YOU WANTED TO
AND IMMEDIACY WHICH IS SOMETIMES TO CONSIDER ADDING EVOKE THE SOUNDS
BEST LEFT ALONE -- OF A FAMILIAR

LANDSCAPE. ‘

HEY... DO
I SMELL
FRESH-BAKED
COOKIES P

|
jad  1led

=1 |




HERE™S ONE NOW:

THERE IS &
WATERMELON
O MY HEAD!

WHEN BOTH WORDS AND PICTURES
ARE TELLING THE 5AME 5TORY, YOUE GOT

I AM
STANDING IN A
PANEL!

A DUO-SPECIFIC comBo.

HE JABBED HIS FINGERS

b4 17

ey
1 i
11 Ir""
3. DUO-SPECIFIC | % \ S /
e "
ST
fresigatara)
171
WELL, OBVIOUSLY I'M NOT A FAN OF COMBINATIONS INFO=-COMICS,
THAT ARE JUST POINTLESSLY REDUNDANT LIKE FOR EXAMPLE, USE
THAT. FORTUNATELY, MODERM COMICS WRITERS REDUNDANCY TO INSURE
AVOID REDUNDANCY MOST OF THE TIME. mMaxiMuM CLARITY.
waCOTT
SAID AND
SADLY. DUO-SPECIFIC
COMBINATIONS DO ExT
I HAWVE SOME
T LEGITIMATE
£ T USES.

NEAREST EXIT.

| o - | I 1 |
ﬂ W, ] e WALK, DON'T
. \\ ; RUN. TO THE
A

A

e
i\

DUO=SPECIFIC COMBINATIONS CAN ALSO BE USED -- OR TO LEND AN AIR OF ANTIQUE STORYTELLING
TO EVOKE A CHILDREN'S BOOK TOME -- TRADITIONS,

= _— e

'_1.' AND JUST 45 HE TOOK HER
Bl INTO HIS ARMS, THE FORTRESS |
! WALL GAVE WAY TO THE FLOOD.

e Ty

AR TSR

Rollo and Squeeker, the dummy, shared a bath.

FANELS SEVEM-EIGHT: ART G% RENEE FREMCH AMND IBS
PATRICE ATAsdes (SEE ART CREDITS, PRGE 2582



INTERSECTING
COMBINATIONS CAN BE A BIT
HARDER TO PICE. OUT THAM OUR LAST THREE,
BUT THEY'RE USEFUL AND PRETTY
COMMON.

THESE ARE PAMELS IM WHICH THE WORDS AaND
PICTURES COVER SOME OF THE SAME GROUND,
BUT EACH ADDS SIGNIFICANT DETAIL OR
PERSPECTIVE TO THE SCENE.

HOW DA
LIKE MY
NEW THREADS,
BABE?

IMPORTANT INFO ABDUT
THE CHARACTER"S
ATTITUDE aND HIS
TAREZET AUDIEMCE.

IMPORTAMT INFO ABDUT
THE CHARACTER'S
PHYSICAL APPEARAMCE
AND FASHION CHOICES.

LEFT TO
THEIR INSTINCTS, MANY CARTOONISTS WILL

USE A LOT OF INTERSECTING COMBINATIONS, CREATING
PAGES WHICH READERS COULD PARTIALLY MAKE SEMSE OF
WITHOUT THE WORDS, aND PARTIALLY MAKE SENSE
OF WITHOUT THE ART.

Twio ESGE PaL S
WHET T @i TH
PEICE &0 uF T

HE.I.d.lhj for town

e A BIT. BT
| Dok'T THuE
| CivW FLY. |

TOP DOWN: ART BY JURLE |TO, JEFF SpITH, TORM IBE
HART, CHEIS WARE, J8MES STURM, DD &, AMDR
WERA BROLSOL {SEE &RT CREDITS, PASE 258],




HERE, THE RESULT OF WORDS AND PICTURES IN
COMBINATION 15 UTTERLY UNLIKE WHAT EITHER
COULD ACHIEVE ALONE.

INTERDEPENDENT COMBINATIONS
AREN'T AS COMMON, BUT WHEN DONE WELL
THEY CAN ACHIEVE MEMORABLE EFFECTS.

WITHOUT THE
AT, WE WOULD -~
TAKE HER — [ I'M 50 HAPPY FOR m]
I'M SO HAPPY FOR YOU.. WORDS AT FACE 9

i WVALUE. v

. ; WITHOUT THE
== — WORDS, WE
WOULDM'T

5. INTERDEPENDENT KNOW SHE WS

IN THE COMICS ADAPTATION OF PALIL AUSTER'S ' IN PANEL TwWO, ONLY THE WORDS TELL
CITY OF GLASS, STORYTELLERS KARASIK AND s THE SOURCE OF GUINN'S EMOTIONAL
MAZZUCCHELL! USE SUCH A COMBINATION TO SYMBOLICALLY “WOUND™ aND OnLY THE ART PORTRAYS THE

SHOW THE INNER TURMOIL OF A MAN (“GLINN"D MOMENT AS ANYTHING MORE THAN A
WHOSE WIFE AND CHILD HAD DIED. POLITE CONVERSATION.

CUINN FELT A5 THOUEH AUSTER WERE TAUNTIMNG v BUT WHY DON'T Adl.,. THAT S VERY
HIM WITH THE THINGS HE HAD LOST. You STAY AND HAVE KIND. BUT I anusT

BE GOINE,
1 ¥MOW IT%
L SORT OF LAST
MINUTE...

o |

: sl

INTERDEPENDENT COMBINATIONS KEEP READERS' MINDS FULLY ENGAGED
BECAUSE THEY REGQUIRE THEM TO ASSEMBLE MEANINGS OUT OF SUCH

DIFFERENT PARTS. SUCH EFFECTS CAN BE STIMULATING, GRATIFYING == EXPERIENCE RARELY
FOUND OUTSIDE OF

COMICS.

AND THIS IS HY
PEAR WIFE HELEN.

MY GOD, WALTER!
YOU HAVE CHANGE D!
T —

PeAEL THREE: ART AY DAV MAZZUCCHELLY IB?
{3EE ART CREDITS. PA&E 258),



= THOUWGEH THEIR SUCH COMBINATIONS
M PARALLEL COMBINATIONS,; WORDS PATHS MAY BEND CAN HAVE BOTH
AND PICTURES DON'T CONMECT AT ALL -- TOWARD EACH PRACTICAL AND

OTHER IM LATER AESTHETIC

PANELS. APPLICATIONS.

TED! ARE YoU %

3 DONT. SOREET I8 LISTENING TO
~T 1] R
i o
"*-.,II'\
La =
r.d'::-::..___-

DIALOGUE FROM ONE SCENE CaM RUN -- OR IT CAN BE USED TO SOFTEN A TRANSITION

THROUGSHOUT ANOTHER TO SAVE ROOM FROM ONE SCENE TO ANOTHER.
AND CREATE & DENSE, LAYERED TEXTURE —-

=== = e == - . ”
A BACK-RUE 7" CHARLIE?" |- 3
= =

b0

e e o | TASYOU [S
~ | wisH." |3
= "i&._ e S

-= SLUCH AS
IN ART SPIEGELMAN’'S I973 PAGE
“DON'T GET AROUND MUCH ANYMORE™
WHERE THE CONTEMNTS OF THE CAPTIONS
REFER PRIMARILY TO THE PICTURES THAT
PRECEDE THEM, CREATING A
DISORIENTING SENSE OF
psycHoLOGICAL INERTIA*

PARALLEL
COMBIMATIONS CAN
ALSO BE PUT TO MORE
"\ EXPERIMENTAL

A -

* FORE THIS READER. &7 LEAST.

IEE ART BY ART SPIEGELMAN {SEE ART CREDITS, PAGE 2530




AND FINALLY THERE'S THE
MOMTAGE WHERE WORDS AND LETTERS
TAKE ON PICTORIAL QUALITIES AND ARE
COMBINED MORE FREELY WITH THE PICTURES
THAT SURROUND THEM.

THE USE OF PURE COLLAGE TECHMNIGUES IN COMICS
HAS BEEN PRETTY RARE OVER THE YEARS, BUT
CARTOOMNISTS DABBLE IN IT FROM TIME TO TIME —-

-= THE MOST FAMOUS EXAMPLE BEING WILL
EISNER wWHO DEVISED MANY INGEMNIOUS WaYS
TO INCORPORATE LOGQS DIRECTLY INTO A
STORY'S OPENING PANEL.

THE IDEA THAT
WORDS MIGHT
“CROSS THE
FENCE™ INTO
PICTORIAL TERRITORY
ONCE IN A WHILE SEEMS
REASOMABLE --

SOME MODERN CARTOONISTS HAVE TESTED THE
POTENTIAL OF TREATING COMMON ELEMENTS
LikE CAPTIONS aND WORD BALLOONS
WITH A STRONG PICTORIAL SENSIBILITY —-

o m b
& ehiife one Jasi e | wasn't dre

[)edd [ AT LEAST

T LEAST]

-- AND OF COURSE
THE SOUND
EFFECT SPiLLS
OVER INTO THIS
TERRITORY OFTEM —

FAMELS TWO, THREE AMD SI: ART BY STEVE DITEQ, WiLL EISAMER
D CHOE AMD CHRIS WARE (SEE ART CREDITS, PAGE 2580

-~ BUT
FOR THE MOST
PART, MONTAGE
REMAINS & LARGELY
UNEXPLORED
TERRITORY.

IMHOVETORS
OF THE
FUTURE

TAKE




MIZAKDY SAVE ME THE
HETS AMD SMULED ..

] x"‘gﬁ@

i |

l. WORD=-SPECIFIC

THERE'S NO SET RULE FOR WHEN
AND HOW TO USE A &IVEN TYPE OF WORD PICTURE
COMBINATION, MOST CARTOONISTS JUST RELY ON THEIR

INSTINCTS AND DON'T GET HUNG UP ON
ANYONE’S NERDY CATEGORIES.

2. PICTURE-SPECIFIC

6P

3. DUO-SPECIFIC
@
—_—-—F"'/

4, INTERSECTING

UP

AND BUILD YOUE OWN

PLAY AROUND, S5EE
WHAT WORKES FOR YOLU,

INSTINETS THROUGH
PRACTICE.

BUT WHEM
THOSE INSTINCTS
FAIL -- aND IT
HAPPENS TO ALL
OF US --

5. INTERDEPENDENT

D

RALLEL

== THIS IS5 A
ROAD MAP
THAT CAM HELP
YOU GET BACK
ON COURSE.

CI
A

7. MONTAGE

@

ASK
YOURSELF & FEW
QUESTIONS
RO AMD
THEM:

AM T TAKING AM I TAEING
ADVANTAGE OF ADVANTAGE OF THE
THE FREEDOM FREEDOM MY ART
WORDS &NWVE TO GIVES TO My

MY ART? WORDS?

HEY... DO
I SMELL
FRESH- BAKED
COOK/IES 7

PaREL SEVERE BEE ART CRERITS. PAGE 258,

140

ARE THEREE 00D
REASONS TO TELL
MY READERS

ANY THING

TWICE?

D JUST AS HE TOOK HER
) HIS ARMS, THE FORTRESS |
L 5AVE 'WAY TO TH[ Fn..ClCID F




ARE BOTH PICTURES AND
WORDS CONTRIBUTING
SOMETHIMNG OF VALUE
TO EACH PANEL?

H.-E..h-:l.unla for Cown T

COULD THE TwWO
TOGETHER &2E
MORE THAM THE SUM
OF THEIR PARTS?

v BUT WHY DON'T
YOu STAY AND HAVE
DINNERT

OMCE AGaIM,

THERE'S NO “WRONG™ WAY TO MIX WORDS
WITH PICTURES, BUT IF ¥YOU WANT TO HOLD
YOUR READERS' ATTENTION —

== THERE ARE
& COUPLE OF
THINGS TC
WaTCH FOR.

MOST OF ALL, KEEP
FOCUSED ON YOUR
STORY. WHICH BOTH
WORDS AND DICTURES
SHOULD EQUALLY
SERVE -~

-- BECALSE
THAT'S WHAT YOUR
READERS wiLL BE
FOCUSED ON IF YOU DO
YOUR JOB RIGHT.

PAMELS OME, TWO AND FAUR: SEE ART CREDITS, PAGE 258,

OR COULD THEY EACH
CARRY A VASTLY
DIFFERENT
MESSAGET

o

"MIND GIVING ME

3

| "as you

YAfSE] M

A BACK-RUE 7" |7

DO WORDS AND
PICTURES NEED TO BE
TREATED ALL THAT
DIFFERENTLY?

FIRST: KEEP YOUR
WORD COUNT
UNDER CONTROL! IF
HALF OF EVERY PAMEL
IS COVERED IN WORDS,
TOU MIEHT WANT TO
CONSIDER SAYING MORE
WITH THE PICTURES,
ADDING MOMENTS TO

BREAK UP THE TEXT
INTO SMALLER CHUNKS,
OR SIMPLY LISING
FEWER WORDS TO &ET
YOUR MESSAIRE

ACROSS5. ALSO, DON'T

THINE THAT, UM...

OH CRAP, I'M, RUNNING
CUT OF RGOM -- JIST
DON'T DO THIS

CONSIDER LSIMG A
HEALTHY VARIETY oF
COMBIMNATIONS 50
THAT MEITHER SIDE
OF YOUR READERS'
BRAINS IS
HESLECTED.

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
OVER MY HEAD!




NN )
THE RELATIONSHIP oF WORD i
BALLOONS TO THE DRAWINGS
THAT SURROUND THEM HAS ALWAYS
BEEM AN UNEASY ONE.

IN COMICS AND
SEGUENTIAL
ART, WILL EISNER
CALLS THE WORD
BALLOON A
“DESPERATION
DEVICE™: AN

ATTEMPT TO
“CAPTURE AND
MAKE VISIBLE AN
ETHEREAL
ELEMENT: SOUND.™

i ﬁifﬂ*{iﬁgﬁ.&'&%};ﬁ;‘r
NOT .. BE reEEN

R T e T R
LI L

'é}jh'."!' -H,-ﬂﬂﬂﬂ_ﬁ:r_{tﬂ I;_l;t‘-'f :

N

—

MY WORPS
CANNOT BE
SEEN!

BALLOONS DON'T EXIST IN
THE SAME FLAME OF REALITY
A5 THESE PICTURES, YET
HERE THEY ARE, FLOATING
ABOUT LIKE PHYSICAL
OBJECTS!

o
" i
#;.!‘""-c:ﬁ- s
'i.“&r#ﬁr H* 1\ !
Oy TN
o F=1
" i
e M 1 ..
<~ 7 [N |
Hh

SOME RESPOND TO THIS PARADOX BY
DE-EMPHASIZING THE PHYSICALITY OF THE
BALLOOMN SHAPE USING HAIRLINE BORDERS
OR HO BORDERS AT ALL —

Thought I'd §
out...gointo B
2 plunger. .. hin
rods..or mayh

a plumber...
Oh. | would've
done Hhak, darli
r~/

=

lh..whatday wednesday,
, Charlig...

GEmma?

== WHILE OTHERS EMBRACE THE PHYSICAL
PRESENCE OF BALLOONS WITH HEAVY CONTOURS,
HMORE DELIBERATE SCULPTIMNG OR DIRECT
INTERACTIONS WITH THE SURROUNDING ART.

SHAPE AND STYLE
ARE ENTIRELY UP TO
YOU, OF COURSE ==

BAMELS TWO, FOUR AND SN ART BY WILL EISHER. POSY If.l.z
SiEMONDS, PETER KUPER AMD HOPE LARSON/LUCY KNESLEY

(SEE ART CREDITS. PAGE 2581,

== ASIF TO
SAY “HEY, I'M
MOT REALLY HERE,
THIS |5 JUST WHERE
THE PICTURE
ENDS” --

L ROL-

~

-= BUT DO KEEP AN
EYE oM THE SIZE oF
YOUR BALLOONS,

PaRTIALLY
FOR THE REASONS OF
TEXT/IMAGE BALANCE
CITED EARLIER —

hI




-- BUT ALSO
TO AVOID FORCING
FICTURES TO
REPRESENT TOO
Many EMOTIONS
IN A SINGLE IMAGE.

THIS WILL BE THE BEST
PARTY EVER! why, IF--'%
WAIT A MINUTE... WHAT DIDHE

SAN ABOUT "FRANCE" ? QOH MY
GOD, THAT'S THIS WEEKEND,!
HE WONT BE HERE/ v+ PARTY

I5

CHE BALLOON
REFRESEMTIMG
FOUR EMOTIONS.

UINED!

| -

~
ALSO, WHEN OWERSIZED
WORD BALLOONS TIP THE
TEXT/IMAGE BALANCE TOO
FAR, A KIND OF NEUTRALITY
OF IMAGE KICKS [N == AN
EXTREME VERSION OF THE
“"EMOTIONAL AVERASE™
MENTIONED EARLIER -—- AND
A COMIC CAN START TO FEEL
MORE LIKE ILLUSTRATED
PROSE. ALSO, IN PAMELS
LIKE THIS OME, OR THIS
CHAPTER'S FIRST PAGE, THE
READER IS5 LIKELY TO START
MOTICING THAT THEY'RE
JUST READING TEXT ==
EVEN TO THE POINT OF
DEBATING WHETHER TO SKIP
PARTS OR NOT ==

"

4 THIS WILL BE THE o WAIT A MINUTE... oH My GOD,
BEST PARTY EVER! ‘ﬂ}'iﬂl%&f THAT'S THIS
"ERANCE " P WEEKEND. HE
WON'T BE HERE!

- WHILE ™
MORE BALANCED
COMBINATIONS TEXT
AND IMASE KEEP
TAPPING EACH OTHER
ON THE SHOULDER --

II“‘"rIllllllln ........... 1
MY PARTY |5

-- SO THE
READER NEVER
LOOKS LONG ENOUGH
To BREAK THE

SPELL!
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THOSE OF US " BAN! wHO'S woRRIEDE
WHO STARTED NOTHING HUMAN CAM

GUESTION OF HOMW MUCH 7 OUT IN THE 9&4 O UP To THE THING.

E M P H ASIS oty THAT'S THE SCARY

TO GIVE INDIVIDUAL WORDS [N A WORLD OF e T s
BALLOON i5 LESS CLEAR-CUT. SUPERHERO 3 fmﬂﬁ;ﬁi

COMICS
BECAME
ACCUSTOMED
TO FREGUENT
USES OF
OVERSIZED,
BOLD or
ITALICIZED
LETTERING.

ALLOWING FOR STRONG VARIATIONS IN
LETTERING CAN HELP TO INTEGRATE WORDS AND
PICTURES BY CELEBRATING THEIR COMMON
ROOTS Aas GRAPHIC SYMBOLS.

SOME CARTOONISTS USE DRAMATIC VARIATIONS
OF SIZE AND SHAPE TO PORTRAY VOCAL
INFLECTION ON A WORD-TO-WORD BASIS.

ON THE OTHER HAND, WILL EISHNER == HIMSELF A LONG=-TIME USER OF B!G’
AR WORDS -- POINTS OUT THAT HOW WE “HEAR™ A WORD BALLOON IS ALSO
O LOAHSE, AFFECTED B THE EXPRESSIONS AND BODY LANGUAGE OF THE SPEAKER,
HGTHING SAYS REGARDLESS OF HOW THE DIALOGUE IS LETTERED® —-
LIKE &
BIG FONT! -
amms
1
PANELS TWS. THREE, FOUIR AND S0 ART Y JACK j},l.f,l. T RAKE A SiMILAR POINT OM PAGE 106, PANEL
KiBRyY, PaTRICK MCDBONMELL. DEAVE SBM/SERHARD SEVEN, BUT EISHER SAID IT FIRST &Y 20 FEARS,

AMED WILL EISHER (SEE ART CREDITS, PASE 2530



-= AND, A5
PROSE WRITERS WILL TELL ¥Ou,

GEEES BACALL- I AM BWH YO-154
SIMGFER-SOHEPNINTER , MOM- SMOEER.
YoOu ARE FEM. TO-UET, B - TUlEE -

P v | LIGTEN 0 THIS 1 " BOBEY

-

W pd BOD! " BE THE S8JECT OF
i PEEIRE - MBRRIAGE - uHPER
PROF Swm, 51 SEEKS PERFECT 10,
12 -2 . 1 wWahT TAKE NP FOR Al

BY THE MEANINGS oF THE
WORDS THEMSELVES.

THUS, A
MUMBER OF THE
CARTOONISTS
WORKING ON QLIETER,
MORE MATURALISTIC
STORIES HAWVE BEEM
LSING EMPHASIS
MORE SPARIMELY 1M
RECENT YEARS.

SIMILARLY, IN THE LAST DECADE A GROWING
NUMBER OF ARTISTS ARE TURNING FROM COMICS®
BRASSY ALL-CAPS TRADITION TO EMBRACE
UPPER= anD LOWERCASE FONTS.

B Whst bme—7 1
MBS Who canbell ]
im bhis kerrent !

Upper- and lowercase letters do
have some advantages including their
more distinct word shapes that
facilitate scanning.

I[5 it possible that
the whole ALL CAPS
thing Is Just an old habit

that comics needs to
outgrow?

TOF RIGHT: ART BY DAMIEL CLOWES. MIDDLE-LEFT: ART
B JaS0n LUTES (S£E ART CREDITS, PraE 2580,

MEMTAL , LOVES 1 HEWESTY , PILLETW-
EubHTS, MOOHLEHT SERENADES.
BE MY MUSE. ™

I THINE THE EBY
WEED S TR -
TUDSEMENTAL."

ANGWER « "

Bop! THAT'S

B0 LEaEY !

My FFERTEST FeiW
15 THAT &0ME SPEEF
LIKE THA&T Wikl RaLL
M LOVE WITH ME!

PERSOMNALLY, | GO BACK AND FORTH A LOT ON THE
GQUESTION OF WHETHER OR MOT TO USE UPPER- AND
LOWERCASE LETTERIMG.

[ MY FIRST BOOK WAS ;

HAND-LETTERED IN ALL
CAPS 8Y PRO LETTERER
%LEF OF LAFFAN

The next book
used an UPPER-and

fowercase font with

‘L bold italics.”

G -

CHECK QUT
THE MOTES SEcTion &T THE END OF
THIS CHAPTER FOR MORE ON THIS DEBATE
AND WHY I'M STILL O THE FENCE.

ALSO CHECK
CHAPTER FIVE FOR
SOME INFO ON
TRADITIONAL AND
DIGITAL LETTERING
TECHNIQUES.
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THANES TO FILM AND
TELEWVISION, WENVE GOTTEN USED TO STORIES THAT
CONTINUOUSLY USE SIGHT anD SOUND AND OFFER
RIEH, IMMERSIE EXPERIENCES.

/

WORDS PLAY AN IMPORTANT ROLE IM COMICS BY
BRIDGING THAT AP, THEY &IVE VOICE TO OUR
CHARACTERS, ALLOW US TO DESCRIBE aLL FIVE
SENSES --

== AND GIVE

READERS A RARE
CHANCE TO
LISTEN --

— AND IN THE CASE OF
SOUND EFFECTS, THEY
&RAPHICALLY BECOME
WHAT THEY DESCRIBE ==

BUT AS COMICS
CREATORS, IF WE WaNT
T0o REPRODUCE
THAT EIND OF
EXPERIENCE, WE NEED
TO DO IT USIMG OMLY
ONE SENSE.

CREATING GREAT
SOUND EFFECTS
DOESHN'T REGUIRE THE
SORT OF METHODICAL
COMSISTENCY THAT
OO0 BALLOON
LETTERING NEEDS.

SOUND EFFECTS ARE
ME=SHOT IMWVENTIONS YOU CAR
IMPROVISE LIKE CRAZY.

“RIGHT™ OR “WRONG"™
APPROACHES --

-- BUT THERE
ARE SOME SET
VARIABLES THAT
YOU CAN IMPROVISE
WITHIN.
INCLUDING...




LOUDNESS, as
INDICATED BY SIZE,
BOLDMESS, TILT AND
EXCLAMATION
POINTS.

TIMBRE. THE
GUALITY OF THE SOUND,
ITS ROUGHNESS,
WaVINESS, SHARPNESS,
FUZZINESS, ETC...

KMOLK - KNOCK,

KNOCK.-KNOCK,

riTe!

[ SCRITITC

Pihg:'

ASSOCIATION.
FONT STYLES AND
SHAPES THAT REFER
TO OR MIMIC THE
SOURCE OF THE
SOUND.

GRAPHIC
INTEGRATION.
PURE DESIGN
CONSIDERATIONS OF
SHAPE, LINE AND
COLOR == A5 WELL
AS HOW THE EFFECT
MIXES WITH THE
PICTURE.

UNDERSTATED KIND OF STORY YOU MAY

OF COURSE, IF YOU'RE GOING FOR A MORE —
WANT TO AVOID TOO MANY FLASHY EFFECTS ==

(] Tall s
for ane.

{
Again. :

== BUT IF yOu
DOMN'T MIND
SHOWING-OFF
ONCE 1N A

-- SOUND
EFECTS ARE
A GREAT Way
TO DO IT!




IN SOME

CASES, THE COLLABORATION
OF WORDS AND PICTURES INVOLVES
THE COLLABORATION OF A SEPARATE
WRITER aND ARTIST.

ik

IF YOU PLAN TO
WRITE STORIES FOR
OTHERS TO
DEAW, HERE ARE
SOME ADDITIONAL
SUGGESTIONS.

FIRST, AND

All 57 animals are suddenly lifted off

Minnie blinks in

MOST OBVIOUSLY, the ground toward the mothership... astonishment...
THINK
VISUALLY. =
= 5
el _;_,p:_ S g
Y (G
. g o b 1
el e e s ¢
o VL : i)
ri,-!-'”" 1 1‘-. R :":-;ﬁ..
ik o 51_:_,\.- # _+_ L o .:.;r'l =] X
mﬂﬁx - WHILE SOME VERY
SIMPLE ACTIONS
VISUALS CAN BE
REPRESENTED MIGHT NEED MORE
THAN ONE.
IN A SINGLE
PANEL —

TRY VARIOUS METHODS OF COLLABORATION.
IN THEIR 605 SUPERHERD STORIES, STAN LEE
AaND JACK KIRBY REPORTEDLY WORKED OUT
ROUGH PLOTS IN CONVERSATION, KIRBY THEN
FLESHED THEM OUT AS HE DREW.®™ AND LEE
ADDED THE DIALOSUE LATER.

P —

—
(1

i
L]

-
]
]

®HOT RIGHT THERE IN THE OFFIOL, O IOUSLY, T
JUST SNTED To SHOW WHECH GrIE wWaS JACE,

OTHERS LIKE ALAN
MOORE HAVE BEEN
KNOWN TO WRITE
RICH, DETAILED
DESCRIPTIONS OF
EACH AND EVERY
PANEL FOR HIS
VBRIOUS ARTISTS.

BSSUIMING YO
EMOW WHO YOUR
COLLABORATOR IS,
YO CAMN ADJUST
YOUR METHOD TO
WHAT WORKS BEST
ForR BOTH oOF you.




THE COMICS
SCRIPT 15 THE ToOL
MOST ASSOCIATED WITH
WRITING coMics THAT
OTHERS wiLL

-- THOUGH THERE
ARE S50ME LONE
CARTOOMISTS WHO
WRITE FULL SCRIPTS
FOR THEMSELWVES.

BUT REMEMBER, EVEN IF YOou TEAM UP WITH
SOMEOMNE TO CREATE COMICS, YOUR STORIES WILL BE
AT THEIR STRONGEST IF THEY FEEL LIKE THEY WERE
CREATED WITH A SINGLE=-MINDED PURPOSE.

WRITING
COMICS SCRIPTS IS AN ART UNTOC ITSELF;
CHECK THE BIBLIOGRAPHY FOR SOME BOOKS
THAT CAN &IVE YOU DETAILED GUIDES ON
HOW IT'5 DONE.

Tl

-

ke

el

BEWARE OF THE WRITER-VERSUS=-ARTIST
SYNDROME WHERE ONE COLLABORATOR TRIES TO WIN
THE READER OVER WITH EVOCATIVE PROSE AND THE
OTHER TRIES TO DAZZLE THE READER WITH
SUMPTUOUS ART --

T
il r'ir_'!m.-' Hy

frich ivariabiy rrood o
Toniiag which wuds fim s
Fudiy vl wads afradd off meni
W cretrd it ful |'|:'r L]
Ingpoctingrie. Hi
h

i g

-- WHILE NEITHER ART MOR WRITING EVER FULLY

MO MATTER WHAT KINDS OF WORD/PICTURE
MIXTURES ¥OU PUT IN ¥OUR COMICS —

ACKNOWLEDGES EACH OTHER.

== IT"5 WHEN WORDS WHETHER yoOu

AND PICTURES WORK ALONE OR AS
COMBINE
SEAMLESSLY s dydasaplena 18
THAT COMICS ARE AT
THEIR BEST.

———
>

i
B\

VT

]

Sl

A
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BEAMEL FWE: SEE ART CREDITS. PAGE IEA,



SO FAR, I'VE BARELY TOUCHED ON WHAT MAKES A
il “GOO0D STORY™ -- PARTLY BECAUSE I'M STILL TRYING
| IR B Y [0 TO FIGURE THAT ONE OUT FOR MYSELF.

TR - — T

'-II_. |:|I|'ILI |_;_‘_D}|—— —-Iﬂnrr,]:ll. _u.l'nll
THIS BOOK |5 ABOUT .

HOW TO TELL THE STORIES

Lr
O

YouU ALREADY HAVE IN MIND, =
" 1 RESARDLESS OF WHEERE 57 |
r : THOSE S5TORIES COME ! 51
£ EROM. b M
= 4
L]
(1 TR
| | | | | i |
SoRAT

¥ LI

3TILL, THERE
ARE SOME
SUGGESTIONS FOR
BASIC STORYTELLING
GOALS THAT MOST
WRITERS 3EEM TOD
AGREE ON.

\

FIRST, LOOK FOR STORIES THAT ARE FIND NEW AND
ROOTED IN YOUR OwWN EXPERIENCE, aND INTERESTING
THAT SPEAK TO THE EXPERIENCES OF YOUR KINDS OF
READERS. CONFLICTS
BETWEEN
)/ CHARACTERS ——

BETWEEN
INDIVIDUALS
AND THE WORLD
AROQUND THEM,

L

SURPRISE
YOUR READERS!
TAKE THEM TO

PLACES THEY'VE

MEVER BEEN.

FROWVOKE EMOTIONS — SUSPENSE,
LAUSGHTER, HORROR, JOY, SADNESS == NOT
THROUGH CHEAP MAMIPULATION, BUT BY

TAPPING INTO COMMON HERITASE AND
EXPERIEMCES.

L R
PO L

MAKE YOUR
READERS CARE.
MAKE THEM WANT
TO KNOW HOW IT ALL

TURNS OUT, MAKE
THEM COME BACK
FOR MORE...




-- BECALISE ALL

BaASICALLY, IT'S THE
COMICS |5 DIFFERENT FROM THESE

SAME ADVICE yourLL

GET, NO MATTER OTHER MEDIA IN TERMS OF ITS CHALLENGES, STORIES WIND UP IN
WHAT MEDIUM YOU TOOLS avp WORKING METHODS — THE SAME PLACE:
CHOOSE TO TELL THE MINDS OF THE
YOUR STORIES IN, AUDIENCE.

== BUT THOSE
BASIC &0alS ARE

l[ s THE SAME --

THIS
IS WHY I DON'T
THIME THERE'S A
TYPE OF STORY
THAT'S “RIGHT™
FOR COMICS —

- AND WHY IT'S A MISTAKE TO LIMIT
THE KINDS OF STORIES WE TELL IN AN
ATTEMPT TO SGUEEZE CURSELVES INTO
SOMEOME ELSE'S SHELF SPACE.

P
e
f

|
/L
2
Al

Il|I| :

|

N

i
il

MY ADVICET
WRITE WHAT
YOU WANT To

-= AND IF ALL
ELSE FAILS, YOU'LL
Alwiays HawE AT
LEAST ONE LOYAL

NOBODY KNOWS WHAT WILL wWORKE
UNTIL THEY TRY |IT. SOME OF COMICS"

BIGGEST SUCCESS STORIES IN RECENT YEARS READ.
HaWE EXPLORED SUBJECTS THAT NO ONE READER.
WRITING T AT TH
WAaS T ABOUT AT THE TIME. YOU'LL HAVE
MORE FUN DOING
STORIES MO L2 s
CME HAD anry
- ; : ™ REASON TO THINE &
I‘ . WOULD
| ¥ . | SUCCEED. ?
I i i
k| I | |
\ I = 8
| S+___ - III 7 . H i)
'\-.J-1 e I. - : 3 [T -
= A (y




IT'S EASY TO FORGET THAT THE
SAME FEW DOTS AND LINES THAT
can DRaW A PERSON —

- CAN AS EASILY WRITE WHAT
THAT PERSON SAYS.

\/

TaX /.
/

WORDS anD

PICTURES,
FOR ALL THEIR
DIFFERENCES —-

Q

-- ARE JUST
TWO SIDES

OF THE SAME
COIN. /

BOTH SHARE & COMMON PURPOSE AND A
COMMOMN HERITAGE.

- "
R e
E ;

e e
'

O

GREAT CARTOOMISTS
DEMONSTRATE HOW
SEAMLESSLY THE TWO CAN
EE COMBINED --

BarMEL FWVE: ART BY BPATRICKE MCDOMMELL
{5EE ART CREDITS, Paag 2580,

-- BY EMPHASIZING THE CALLIGRAPHIC -— AND THE
GUALITIES OF SIMPLE CARTOON |IMAGES -- PICTURE=-LIKE

IMMEDIACY OF SHORT
BolLD WORDS.
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BUT WORDS AND FICTUEEN

== AND THESE HAVE ALSO BEEN A RICH
SOURCE OF INSPIRATION FOR MANY OF
THE CREATORS WHO ARE DRAWN TO COMICS.

HAVE THEIR SEPARATE HISTORIES AND
SEPARATE STRENGTHS --

-
o

AN
%= PICTURES HAVE TO
BALAMCE THE MNEED TO FIND
COMMON GROUND WITH
THE MEED TO EXPLORE
THEIR SEPARATE
IDENTITIES.

b IS, Fall s B

e

STl
o
e

LIKE ANY MﬁRRTED%
COUPLE, WORDS AND

AND, AS ANY MARRIED COUPLE WILL TELL YOU, THAT

PROCESS 1S ONGOING AaND CaN LAST a LIFETIME.

JUST SaYING, T

SEEM TO DO ALL THE =  T'MTRYING TO
TALKING IN THIS SHOW you How |

RELATIONSHIE,

\f P ,,;f,.ff;;’;:;rﬁf’s fﬁfiﬁ”ﬁ}i%
HOW YOU CHOOSE TO BRING THE jf’fyﬁ =
Two TOGETHER ON THE PAGE |2
15 UP To YOU.

YOU'RE THE
MATCHMAKER.

PAMEL OME: SEE ART CREDITS. PAGE 258,

ik il Ll



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
PICTORIAL NARRATIES OR EXPOSITIONS IN WHICH
WORDS (OFTEM LETTERED INTO THE PICTURE AREA
WITHIN SPEECH BALLOONS) USUALLY CONTRIBUTE TO
THE MEANING OF THE PICTURES AND VICE VERSA.™®

PAGE 129, PANEL ONE - A MEDIUM OF
FRAGMENTS

SEE UNDERSTANDING COMICS, CHAPTER THREE, FOR 34
PAGES' WORTH OF MUSINGS ON WHAT T USUALLY REFER
TO AS "CLOSURE," THE TENDENCY WE ALL HAVE TO TAKE
INCOMPLETE INFORMATION AND FILL IN THE BLANKS,
AND WHY I THINK IT'S OME OF THE ESSENTIAL BUILDING
BLOCKS OF THE COMICS-READING EXPERIENCE.

PAGE 134, PANEL NINE - THE SMELL OF
COOKIES

WRITERS FREGWENTLY OVERLOOK THE OPPORTUNITY
WORDS &IVE US TO REVEAL WHAT'S GOIMG OM IN THE
SEMNSES OF TOUCH, TASTE AMD SMELL. ONE OF MY
FAVORITE COMICS WHEN I WAS 14 YEARS OLD WAS
PAREDEVIL (THE BLIND SUPERHERO WHO RELIES OM HIS
HEIGHTEMED OTHER SENSES TO FIGHT CRIME AND
CHECK OUT JENMIFER GARMER IN THE RAIND AND I 5TILL
REMEMBER AN OVERVOICE CAPTION WHERE HE
DESCRIBES TRACE SCENTS OF “"CORDITE AND GUNPOW-
DER" ALL THESE YEARS LATER.

HEY... DO
T SMELL
FRESH-BAKED

THE INFLUENCE OF MOVIES ON COMICS PROBABLY TIPS
US TOWARD SIGHT AND SOUND AS THE DOMIMANT
SENSES, BUT WE SHOULD AlLS5C TAKE A PAGE FROM
FROSE AND POETRY WRITERS WHO GIVE aLL FIVE
SENSES THEIR DUE. GIVING READERS A WINDOW INTO A
CHARACTER'S SENSCRY EXPERIENCES CAN INCREASE THE
INTIMACY OF THEIR RELATIONSHIP WITH THAT CHARAC-
TER, AND STRENGTHEN THEIR DESIRE TO STAY WITH
THE STORY.

*SEE BIBLIMOGRARPHY
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PAGE 139, PANEL THREE = DON'T TRIP ON MY
LOGO!

Hav NG A LOGO PHYSICALLY COEXIST WITH CHARACTERS
RAISES GUESTIONS OF BELIEVABILITY. IF THE COMICS
ARTISTS WANT US TO BELIEVE IN HIS OR HER WORLD AS
A REAL PLACE, DOES A GIANT PLYWOOD BILLBOARD
WITH THE CHARACTER'S NAME ON IT GET IM THE WaY OF
THAT G0OALT I THINK THE ANSWER'S BOTH YES AND NO;
IT'S ALL JUST A QUESTION OF TIMING.

THE SENSE OF LOSING YOURSELF IN A MOVIE, BOOK,
COMIC OR PLAY DOESN'T HAPPEN INSTANTANEOUSLY.
WHEN THE OPEMNING CREDITS TO A MOVIE START
APPEARING, YOU'RE PERFECTLY AWARE THAT YOU'RE
SITTING IN A DARK ROOM WITH STRANGERS WHILE
LIGHT IS PROJECTED ON A SCREEM. IT'S ONLY A FEW
MINUTES LATER, AFTER THOSE NAMES STOP APPEARING
IN MID-AIR OVER THE ACTION, THAT THE MOVIE
THEATER AND THE STRANGERS AND THE SCREEN ALL
VRNISH AND YOU'RE SIMPLY LIVING THE STORY. IF THE
STORYTELLING |5 600D ENOUGH (AND IF EVERYBODY
TURNS OFF THEIR CELL PHONES AND SHUTS UP) YOU
WON'T RETURN TO THAT DARK ROOM FILLED WITH
STRAMGERS UNTIL THE CLOSING CREDITS ROLE.

SIMILARLY, WHEM WE START READING & COMIC, A
I6=FOOT HIGH LOGO ON PAGE ONE DOESN'T TAKE US OUT
OF THE ACTION BECALUSE WE'RE NOT EVEN IN IT YET. WE
KROW THAT WE'RE HOLDING A STACE OF PAPER (OR
LOOKING AT A GLOWING SCREEN? AND IT USUALLY TAKES
A PASE OR TWO TO FORGET. IT'S IN THAT EMTRY PHASE
{AND ITS CORRESPONDING EXIT PHASE) THAT A LITTLE
ARTIFICE CAN'T HURT, AND MIGHT ACTUALLY EMHANCE
THE READING EXPERIENCE.

ART 7 WILL EISHER {5EE ART CREDATS, PASE 2580



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 AND ART (FROM HIS
COMIC SLOW JAMS), NOTICE THAT THIS ALSO FOLLOWS
THE WORD-SPECIFIC PATTERMN. CHOE'S TYPED
SENTENCES TELL US EVERYTHING WE NEED TO KNOW,
S0 THE PICTURES ARE FREED TO WANDER AS FAR AS
THEY LIKE.

PAGE 140141 - USING (AND ABUSING) THE
WORD=-PICTURE CATEGORIES

JUST TO REITERATE, I'M DEFINITELY NOT SUGGESTING
THAT ANYONE 5IT DOWN AND CAREFULLY CHOOSE THEIR
WORD/PICTURE COMBINATIONS BEFORE CREATING A,
COMIC. AS WITH THE & PAMEL TRANSITIONS IN CHAPTER
OME, I DON'T WANT THIS KIND OF CLASSIFICATION TO
REPLACE WHATEVER INSTINCTS YOU HAVE. INSTEAD, BY
ASKING THE KINDS OF GLESTIONS I POSE AT THE
BOTTOM OF PAGE 14O AND AT TOP OF PAGE |4, I HOPE
YOU CAN HONE YOUR INSTINCTS IN THE FUTURE TO TAKE
ADVANTAGE OF THESE WORD=-PICTURE POSSIBILITIES IN
A MATURAL, INTUITIVE WaY.

L)
S i

WP

ToP LEFT: ART BY DAWID CHOE. RIGHT: ART Bv &uv DELISLE
AkD MAR JAME SATRAPT {SEE ART CREDITS, PASE 2580,

EVERY TECHNIGLIE WE USE BEGIMS ITS LIFE AS A
CONSCIOUS PROCESS AND, WITH LUCK, GRADUALLY
BECOMES SECOND NATURE. BUT NOT EVERY TECHMNIGUE
WORKS TO OUR ADVANTAGE IN THE LONG RUM AND IT
PAYS TO CONSCIOUSLY SEPARATE GOOD INSTINCTS
FROM BAD HABITS OMCE IN A WHILE.

PAGE I142-145 - THE THOUGHT BALLOON AND
ITS RELATIVES

THOUSHT BALLOONS AREN'T AS COMMON AS THEY ONCE
WERE, BUT THEY'RE STILL A GREAT WaY TO GUICKLY
REVEAL A CHARACTER'S INMER LIFE {SEE "THE SMELL OF
COOKIES" ABOVE). IN THE LAST COUPLE OF DECADES,
THOUGH, CHARACTERS' THOUGHTS ARE AS LIKELY TO BE
EXPRESSED IN THE FORM OF A CAPTION - THE
EQUINALENT OF A MOVIE OVERVOICE. SUCH CAPTIONS
SEEM TO ACKMOWLEDGE THE AUDIENCE IN A WaY THAT
BALLOONS DON'T, AS IF THE CHARACTER WaAS SENDING
THEIR THOUGHTS DIRECTLY TO THE READER, AND CAN
GIVE THE TEXT AN EXTRA LEVEL OF INTIMACY, THEY
ALSO DON'T REGUIRE THE THINKER TO BE IN PANEL TO
SHOW WHERE THE THOUGHT ORIGINATES FROM, S0 THEY
CAN APPEAR IN PAMELS THAT ARE FRAMED FROM THE
THINKER'S POINT OF VIEW. SUCH "THOUGHT CAPTIONS"
ARE USUALLY IN PRESENT TENSE AND FIRST PERSON
(BELOW LEFT) BUT PAST TENSE NARRATION (BELOW
RIGHT) CAN COVER A LOT OF THE SAME GROUND.

0K...
WHAT NOwW 7

| FELT S0 ASHAMED FOR

vl FELT S0 SORRY FOE HEE.

THE TRADITIONAL THOUGHT BALLOON HAS ADAVAN-
TAGES, THOUGH, IT CAN OFFER A GLIMPSE INTO ANY
CHARACTER'S THOUGHTS AT ANY TIME, AND DOESN'T
REGUIRE REPETITION THROUGHOUT THE STORY. A
THOUGHT CAPTICN ONLY WORKS AS RUNNING NARRA-
TION, AND READERS HAVE TO KMNOW WHICH CHARACTER
I5 DOING THE THINKING, EVEN IN PANELS OVERFLOWING
WITH CHARACTERS. A THOUGHT BALLOON, ON THE
OTHER HAND, CAN APPEAR OMCE IN A 200 PAGE
GRAPHIC NOVEL POINTING TO A RANDOM BYSTANDER,
AND AUDIENCES WILL THINK NOTHING OF IT.
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PAGE 142, PANEL SEVEN - BALLOON SHAPES - ABOUT 98 OF ALL ENGLISH LANGUAGE COMICS IN
THE LAST 100 YEARS HAVE USED IT. INCLUDING

SOME EXAMPLES OF BaLLOOM SHAPES: MEARLY ALL OF THE COMICS NOW COMSIDERED
CLASSICS. IF IT AIN'T BROKE, WHY FIX IT?
« CAPITAL LETTERS ARE EASIER TO LETTER BY HaMD.
YOU DUMB :

* CAPS BLEND BETTER WITH PICTURES,
* CAPS LOOKE BETTER WITH FRERUENT BOLD/AITALIC
TYPE.

1am HETEZI'H% W”hmﬂ ON THE OTHER HAND, ADVIOCATES OF USING UPPER AND
gle LT =a - Ly R s | | oercasE LETTERS MIGHT RESPOND:

1o understand him. 7

* THERE ARE A LOT OF THINGS COMICS HAVE RARELY
DONE IN THE LAST 100 YEARS, INCLUDING MATURE
THEMES, SUBTLE CHARACTERIZATION AND SOPHISTI-
CATED ARTWORK; THAT'S NO REASON NCT TO TRY
THEM.

 OME OF THE MOST POPULAR COMICS I HISTORY,
TINTIN, USES UPPER= AND LOWERCASE LET TERIMNG,
AS DO OTHER EURCPEAN COMICS, AND IT LOCKS
FREAT.

* EASIER DOESN'T EQUAL BETTER.

¢ & LITTLE WHITE SPACE MEVER HURET ANYOME.

« IF UPPER AND LOWERCASE LETTERS DON'T BLEND
WITH PICTURES, HOW DO WE EXPLAIN FIVE CENTU-
RIES OF ILLUSTRATED BOOKS?

* BOLD TYPE 15 OVER-USED AND MELODRAMATIC.

FOR MNOW, I'™M STICKING WITH THIS UPPERCASE FONT
MADE FROM MY HAMDWRITIMNG, BECAUSE I LIKE THE WayY
IT BLENDS WITH MY PICTURES. TRONMICALLY, I DON'T
THIMNK IT WORKS AS WELL HERE IN THE NOTES SECTION,
BUT I LIKE THE CONTINUITY OF APPEARANCE FROM THE
COMICS PAGES 50 THAT'S WHY YOU'RE READIMG IT KNOW.

SOME THINGS I DO KNOW FOR SURE:

« THE OCCASIOMAL BiG, BOLD WORD DOES SEEM TO
AMNCHOR THE TEXT AMND PICTURE WHEN YOU FIRST
GLAMCE AT A PAGE (I.E., NEITHER PICTURES NOR
WORDS SEEM OVERPOWERED).

« INCLUDING UPPERCASE, LOWERCASE, BOLD, ITALICS
AND SIZE VARIATION THE way I DID IN THE LAST
BOOK WAS A BIT CLUTTERED.

« I'LL PROBABLY KEEP CHANGING MY MIND FOR A
WHILE.

PAGE |44, PANEL THREE - COMMON ROOQOTS

FOR MUCH MORE ON WHY I SEE WORDS AND PICTURES
AS TWO BRAMCHES OF THE 5AME TREE, SEE UNDER-
STANDING COMICS, CHAPTER 51X, "SHOW AND TELL."

PAGE 145, LAST PANEL - THE LOWERCASE
DEBATE

I KEEP GOING BACK AND FORTH ON THE QUESTION OF
WHETHER TO USE UPPER- AND LOWERCASE LETTERS IN
WORD BaLLOONS, THE FACT THAT I'M BaCk TO all
UPPERCASE IN THIS BOOK ISHN'T IN ANY WAY AN INDICA-
THON THAT I'VE MADE UP MY MIND,

ONM THE OME HAND, UPPERCASE COMIC BOOK LETTERING
HAS THE FOLLOWING ARGUMENTS IN ITS FAVOR:

TOP Bowes ART BY WELL ETSNER. SHAWN MCHANUS (LETTERING By |5.5 ART By CRATG THOMPSON (SEE ART CREDITS. PAGE 2581,
TODE KLEIM), JORDARN CRAME AMD MASASHI KISHIMOTO {LETTERED

Fomt BHEGLISH B4 HEIDD SEvmiwry] (SEE ART CREDITS, PasE 2530,



PAGE 148-149 - THE COMICS SCRIPT

SEE THE BIBLIOZRAPHY FOR POINTERS TO PRINTED
COLLECTIONS OF WRITERS' SCRIPTS INCLUDING ALAN
MOQRE (AND ME, FOR THAT MATTERD.

PAGE 149, PANEL FIVE - WRITER VERSUS
ARTIST

I FIRST DESCRIBED THIS SYNDROME IN UNDERSTANDING

COMICS, PAGE 48, AND AGAIN IN CHAPTER 5IX.

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 CARTOONISTS WHO ARE FAR MORE ENTHUSIASTIC
FOR THAT KIND OF COMIC THAN YOU ARE, AND THEY'LL
KICK YOUR AS5 EVERY TIME.

OR, TOPUT IT
AMNOTHER Way: JUST BECALISE
YOUMVE DECIDED
TO SELL QUT, THaT
DOESM™T MMESM THAT
ANYOME™S GOaNG

T0 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 IN COMICS
FORM, ONE PER PAMEL.

#2 - PICTURE-SPECIFIC {(PAGES 133-134)

FIND & COMIC WHERE THE PICTURES FRIMARILY TELL
THE STORY. MAKE A COPY AND HAVE A FRIEND BLAKNK
OUT ALL THE CAPTIONS, TRY OUT AT LEAST TWO VERY
DIFFERENT wWia¥5 OF FILLING THOSE CAPTIONS.

#3 - MONTAGE (PAGE I139)

CAN YOU MAKE AN ENTIRE COMIC USING NOTHING BUT
FICTURES AND WORDS CUT FROM THE LATEST IS5UE OF
A POPULAR MAGAZINEY HOW DOES THE CUT-AND-
PASTE LOCK OF IT AFFECT THE READING EXFERIENCEY

#4 - BALLOON DISSECTING (PAGE I143)

FIND A COMICS PAGE WHERE THE WRITER HAS TRIED
CRAMMING TOO MANY WORDS AND BALLOONS INTO EACH
PAaMEL. IF YOU HAD ALL THE ROOM IN THE WORLD, HOW
COULD YOu S5PLIT THOSE BALLOONS INTO SEPARATE
PANELS AND ILLUSTRATE THEM 50 THAT EACH CHARALC-
TER WAS EXPRESSING JUST OME EMOTION PER
BaLLOOM.

#5 - EXTREME EMPHASIS (PAGE I44)

FIND A 2-4 MINUTE AUDIC SAMPLE OF SOMECNE
TALKING WITH A LOT OF EXPRESSION IN THEIR WVOICE
{E.G., A COMEDIAN, POLITICIAN, RELIGIOUS LEADER,
ACTOR IN AN EMOTIONAL SCENE..) AND LETTER THEIR
DIALOGUE IM A WaY THAT REFLECTS THEIR TONE OF
VOICE INCLUDING VOLUME, TIMBRE, DURATION, ETC...
WOULD SUCH EXTREME EXPRESSIVENESS N LETTERIMNG
WORK IN A COMICS PANELT IF NOT, HOW MUCH WoULD
YOU NEED TO TOME IT DOWNT

#6 - SOUND EFFECTS LAB (PAGES I146-147)

PRODUCE AT LEAST TEMN SOUNDS, USING OBJECTS IN
THE ROCH ¥OU'RE IN RIGHT MOwW. CaM YOU DRAW A
SOUND EFFECT FOR EACH ONE THAT REFLECTS ITS
VOLUME, DURATION AND TIMBRE? COULD A FRIEND
SUCCESSFULLY GUESS THE SOURCE OF AT LEAST FIVE OF
THEM, JUST BY LOOKING AT YOUR SKETCHES?Y

ALTERMATELY, THERE ARE SOME OLD S0UND EFFECTS
RECORDS OUT THERE. THESE CAN ALSO BE A FUN
SJUMPING OFF POINT,

#7 = SCRIPTING FOR OTHERS (PAGE 149)

PICK A SCEMNE FROM A MOVIE YOU LIKE AND TRY
ADAPTING T INTO A COMICS SCRIPT. CHOOSE YOUR
MOMENTS AND FRAMING WITH THE UNIGUE NEEDS OF
COMICS IN MIND, RETHER THAKN JUST USING THE SHOTS
THAT APPEARED IN THE MOVIE. WHAT WORKS IMN FILM
THAT DOESN'T WORK AS WELL IN COMICS AND VICE
VERSATY

ADDITIONAL NOTES AT:
WWW.SCOT TMCCLOUD.COM/MARINGCOMICS

I57
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WORLD IS A BIG PLACE. |} |
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CAPTURING ALL OF ITS SIGHTS AND
SENSATIONS IN LITTLE RECTANGLES
CAM BE A DAUNTING CHALLENGE.
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== YOUR WORLDS CAN SEEM AS [
POWERFUL AND VIVID AS any
OTHERS, REAL OR IMAGINED. ;

SWEATING SUCH DETAILS
CAN MAKE THE DIFFERENCE
BETWEEN DRAWING & PAGE IN
SIX HOURS OR DRAWING IT
IN TWENTY --

-— BUT FOR
yoUr READERS.,
IT CAN MAKE THE
DIFFERENCE -~

== BETWEEM
KNOWING
WHERE YOUR STORY
TAKES PLACE —
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L IN CHAPTER ONE ~, 1 =
oL i

WE TALKED ABOUT ONE
SUCH OPPORTUNITY FOR GIVING
READERS A SENSE OF PLACE:

THE “ESTABLISHING
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= RS THAT ONE FOR WELL, IF JUST %3
YEMOW, THOSE BliG - : e EXAMPLE. TELLING YOUR
LONG-SHOT PAMNELS TR READERS WHERE
THAT TELL YOU WHERE Ii' % THE STORY TAKES
YOU ARE, USUALLY BEFORE ’ r PLACE IS YOUR
ZOOMING IN TO THE ) PRIMARY GOAL --
PROTAGONIST? ' ] I :
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== YOU CAN PROBABLY AFTER THAT IT CAN == WHICH USUALLY I MEAM LOOK AT
GET BY WITH JUST ONE BE ALL MEDIUM REGUIRE LESS WORK THAT THING —- |T*S A
OR TWO PANELS OF SHOTS - THAM, 54Y, DRAWING SQUIGGLE For
STRAIGHTFORWARD, 700 LEAVES EVERY PETE'S SAKE! BUT YOU
ECONCMICALLY DRAWN TIME YOU WANT TO KNOW IT'S A TREE
ESTABLISHING SHOTS PUT A TREE IN THE BASED O THE
PER SCENE. PAaNEL. | PArELS BEFORE.

=

“

-- aND CLOSE-UPS --




IF. oN

\*\ \ | A THE OTHER HAND, YOU
A - WANT MORE THAMN JUST
CLARITY AND EFFICIENCY —-

WHAT IF, RATHER THAN
SUST EIVING YOUR
READERS THE SEMSE
OF LOOKING aT A
SCEME --

WANT TO
CONSIDER SOME
ADDITIONAL

TECHNIQUES.

1]
UL

= YOU WANT WHAT |F YOU WANT THE ENVIRONMENTS IN WHAT IF YOU WANT
THEM TO FEEL : YOUR STORY TO PROVOKE A SPECIFIC, THEM TO ENGAGE ALL
SURROUNDED SUSTAINED MOOD? FIVE SENSES, nOT
BY IT? _ =S JUST SIGHT.

7]
i

MRS A

1 |I LT
WHAT IF, IN IN THIS ]LVW/—— STARTING X
FACT, YOUR STORY CHAPTER, WE'LL COMSIDER HOW PAMEL | WITH SOME SLIGHT
s ABOUT CHOICE: COMPOSITION, RESEARCH AND DRAWIMNG VARIATIONS ON THE
THE PLACE YOU'RE TECHMIQUES CAN HELP you ACHIEVE STANDARD
THESE &OALS —

DRAWINGT

“ESTABLISHING
SHOT.™ [

=
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FIVE DIFFEREMCES

COMPARE THE PANEL miiilpive)

ABOVE TO THE FIRST
FANEL ON PAGE 160, AND
YOU MIGHT NOTICE A FEW

DIFFEREMCES.

el 2 o e i

|, THE EXPANSIOMN OF THE PANEL OUT TO
THE PacE EDGES, KNOWHM |8 THE PRINT
INDUSTRY AS A “BLEED.”

REALISTIC
DETAIL.

o M e =
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&, & LowER, OFF-CENTER CAMERA ANGLE.

ptt 5. AN INCREASED SENSE OF DEPTH,
Sl BOTH IN TERMS OF PERCENVED SIZE AND THE
FADING OF DISTANT OBJECTS.

BUT I'D BE :
NOW, T CAN'T _ WILLING TO BET THAT THE SECOND BLEEDS, FOR
READ YOUR fylas VERSION OF THAT SHOT PRODUCED A EXAMPLE, TEND
MIND.* {1111\ DIFFERENT READING EXPERIENCE IN A FEW TC OPEN UP A

SUBTLE BUT IMPORTANT WAYS.

== NOT JUST BECALISE

-= OR PERHAPS
PaMEL SIZES — FULLY CONTAINED BY THE PaMEL BORDER AND CONDITIONED BY
CAM, WELL... “BLEED" INTO OUR WORLD -- THE PANEL-AS~-

WINDOW

JJ/, EXPERIENCE —

..........




== AND IF & WINDOW FRAME HAS PASSED
BEYOND OUR PERIPHERAL VISION ==

o 2

== [T UsUALLY MEANS
WE'RE THROUGH IT.

"\ -- or SMELL -- -- OR SOUND —-

Hi

SILEMCE HAS THE EFFECT OF REMOWVING & DANEL FROM
ANY PARTICULAR SPAN OF TIME.

THEY'RE IN DO

ADDING REALISTIC DETAILS AND
TEXTURES. IF DOME WELL, CAN HELP
TRIGGER MEMORIES, NOT ONLY OF THE
APPEARANMCE OF SUBJECTS --

I == AND HELP

BOLSTER A SENSE OF
RECOGNITION o
THE PART OF THE
READER.

L
T

WITHOUT THAT
IMPLICIT TIME STamMP
WHICH WORDS
PROVIDE, A SILENT
PANEL DOESH'T “END™
GUITE A5 CRISPLY —-




SILENCE ALSC ALLOWS READERS TO STEP OFF THE TWIN CONVEYOR BELTS OF PLOT
- AND THE AND DIALOGUE LONG ENOUGH TO LET THEIR EYES WANDER AND EXPLORE Your
EFFECT oF IT WORLD, INSTEAD OF VIEWING [T AS NOTHING MORE THAN & PASSING BACKDROP.
CAM LINGER

THROUGHOUT A
PAGE.

BY NOT “BLOCKING US AT THE DOOR,™ AN OFF-CENTER
=iVIMG READERS THAT LICEMSE TO “wWaNDER™ IS FIEURE, FACING AWAY FROM THE READER, CAM IMWVITE US
ALSO A BYPRODUCT OF AN OFF-CENTER CHOICE To FOLLOW IT MORE FULLY INTO A SCEMNE.

OF FRAME.

SUCH COMPOSITIONS CREATE A SENSE OF
ENTERING A SETTING WITH A PERSOM IM IT,
RATHER THAMN MEETIMNG A& PERSON WITH A
SETTING BEHIND THEM.

== AND WITH
IT. THE READER'S
SENSE OF BEING
SURROUNDED
BY YOUR WORLD.

FINALLY, AN INCREASED SENSE OF DEPTH. cand
IMCREASE THE PERCENVED SI1ZE OF A SETTING — REGARDLESS
OF ITS S5IZE OM THE PASE --
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THE SECOND VERSION OF OUR ESTABLISHING
SHOT IS A BIT LESS EFFICIENT, SINCE IT LEAVES
OUT A WORD-BALLOGN WHICH == [F THIS WAS AN
ORDINARY COMICS STORY —- WOULD PRESUMABLY

H&VE TO &0 ELSEWHERE.

BUT
OTHERWISE,
MONE OF OUR
MODIFICATIONS
REGUIRED
ExXFPasDinNGE THE
PAMEL BEYOND THAT
TOP THIRD OF A
PAGE. EVERYTHIMNG
STILL HAPPENS IM
ONE PANEL.

2777 77

7,
7777
' ///’f/fff%

SUPPOSE, HOWEVER,
THAT YOU HaWE PLENTY
OF ROOM TO TELL YOUR

STORY; IS5 THERE AMNY

REASON TO USE
MULTIPLE PaNELS
TO ESTABLISH A
SETTINGT

ONE OPTION IS TO SPLIT
AN OPENING SCENE INTO
FRAGMENTS usiNG
ASPECT TO ASPECT
TRANSITIONS, A
TECHMNIQUE POPULAR IN
JAPANESE COMICS.

|66

IM THIS METHOD, THE
SCEME I5 “ASS5EMBLED™
IN THE READER'S
MIND.

R




AS
[ 300+ PAGE
| GRAPHIC
NOVELS HAVE
BECOME MORE
COMMON, SOME
NORTH AMERICAN

A

]

b

NI NI

CARTOOMNISTS ARE
ALS0 STARTING TO

EXPLORE THE

POTENTIAL OF
MULTI-PANEL
AND EVEN
MULTI-PAGE
SCENE-SETTERS
IN HOPES OF
CREATING MORE
| POWERFUL AND
MEMORABLE
WORLDS.,

HERE
THE READE=R
EXFERIENCES THE
WORLD IN MUCH TH=E
SAME WaY THAT =E
OR SHE WOULD
“REAL LIFE.™

THIS LENDS AN AIR OF
FIRST-HAND
EXPERIENCE anD

OF WANDERIMG
THROUGH A SCEME.

BOLSTERS THE ILLUSION

S -
e
]
E - e
=
1 T
| |
%
1

SEE ART CREIHNTS. PAGE 258,

YOUR READER |5 FREE
TO FORM A PERSONAL

AND WHER HO OME
I3 IN SIEHT, AS IN
THE ABOVE PAGE,

RELATIONSHIP

WITH YOUR WORLD

EVEM BEFORE YOUR
CHARACTERS

BT

o - _.-.-'- 3 . o
TN T
- ﬁ':?ﬁf.

B A A

FROM A 3-PAGE SUNRISE BY CANADIAN COMICS ARTIST SETH, FROM
CLYDE FANS BOOK OWE

FIECE AT &

LOOKING AROUND...
UP... DOWHN...

WHATEVER
CATCHES THE

TIME.

MULTI-PANEL SEQUENCES ALSO GIVE YOU
TIME TO BUILD A SPECIFIC MOOD FOR YOUR
WORLDS -- A PROCESS THAT TAKES TIME TO
ACCOMPLISH IN ANY STORYTELLING MEDIUM.

15




ANCOTHER OPTION IS5 TO TREAT EVERY PANEL--

=85 IF IT WAS AN
ESTABLISHING SHOT ==

[1-!,_ I:'—.'- |I|l|.
A T
- -
1.._- —
J._T_._

—=AND ADD WALL-TO-WALL
S| EMVIROMMENTAL DETAILS
WHEREVER POSSIBLE.

THIS APPROACH, TYPIFIED
BY SOME EURDPEAN GRAPHIC
ALBUMS, CAN CREATE A

STRONG SEMSE OF PLACE. Ji

IF vOd DOM'T MWD THE
LONG HOURS AMD SORE HAMNDS,
IT HIGHT BE WORTH A TRY,

PICKING THE
RIGHT APPROACH
FOR YOUR 5TORY
WILL DEPEND ON
THAT 5TORY'S
PRIORITIES.

SOME TYPES OF
STORIES, LIKE SCIEMCE
FICTION, FaNTASY OR
HISTORICAL FICTION ARE
AT LEAST PARTIALLY
ABOUT THE WORLDS
THEY IMHABIT --

o2 N

-= AND THEY Moy REQUIRE THAT you Layv|1SH
CONSTANT ATTENTION UPON THE DETAILS
OF THOSE WORLDS.

STORIES ABOUT MODERN RELATIONSHIPS,
ON THE OTHER HAND, MaAY ONLY NEED THEIR
FAMILIAR, EVERYDAY SETTINGS REITERATED
OMNCE IN & WHILE, WHILE THEY FOCUS INSTEAD
on AN EMOTIONAL LANDSCAPE.




SOME TYPES
OF COMICS
DON'T RELY ON A

“SEMSE OF PLACE"™

MUCH AT ALL.

TAKE THE FIGURES OUT
OF & LOT OF CLASSIC DalLY

HUMOR STRIPS. FOR EXAMPLE,
AND YOU'LL FIND NO MORE THAM A

FEW WELL-PLACED LINES.

X 45/,, BACKSROUND DETAILS FROM THE FIRST FIVE PEANLITS DAILIES BY CHARLES
e = SCHULZ (19507,

THE BACKGEROUNDS IM SUCH
STRIFS ARE RELEVANT ONLY S0
FAR AS THEY &IVE A CONTEXT
FOR WHAT THE CHARACTERS
ARE UP TO, AFTER WHICH THEY
ARE THE SHOw --

== THOUEH IF THE
MOMENT REGUIRES IT, MASTERS
OF THE GEMRE CAM STILL CREATE
ANVMID SETTING.
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o8 THE OTHER END OF THE SCALE, COMICS ENTIRELY
ABOUT A PLACE ARE A RARITY, BUT A FEW INNOVETIVE TALENTS
HAVE TRIED IT WITH SOME SUCCESS.

Avocado Hightands Larkhaven

PANELS FROM RICKE GEARY'S BLEAK YET BEAUTIFUL "THE AGE OF CONDOS"™ FROM IF80.

SEE ART CREDITS, PAGE 258. IE?
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S5 THE WORD “PERSPECTIVE™ IS MOST /77 ]
b OFTEM ASSOCIATED WITH THE “HORIZON -':__-"""

e LINES™ aMD “VamISHING POINTS" OF _..-: .-

WESTERN PERSPECTIVE --

-= BUTIT
CAM REFER TO ANY ATTEMPT TO
REFRESENT A 3-D WORLD ON &
2=-D SURFACE LIEE THIS PAGE.




THERE ARE
PLENTY OF GRAPHIC
DEVICES THAT CAN
INDICATE DEPTH.

CLOSER OBJECTS
cad OVERLAP
MORE DISTANT
OMES —

-= OR THEY M&Y
APPEAR LARGER,
HAWE DARKER
OR THICXER BORDERS
OR SIMPLY BE LOWER
ON THE PAGE IN VIEWS
FROM ARBCNVE.

AN ARTIST WITH A MINIMAL STYLE LIKE JOHN
FORCELLING MITHT DRAW HUNDREDS OF PAGES
WITHOUT EVER GOING NEAR A VANISHING POINT,
BUT 5TILL CREATE A CONVINCING AND CONSISTENT
WORLD USING SUCH BASIC DEPTH INDICATORS.

- SOME ARTISTS BUILD THEIR SCEMES

OM & SLANTED CHECKERBOARD
PATTERN WHERE PARALLEL LINES
DON'T COMVERGE; A TYPE OF
PERSPECTIVE SEEM IN EVERYTHING FROM PERSIAN
PAINTING TO GAMES LIKE THE 5IMS.

POSITION
COMPELLING STORIES
IF YOUR APPROACH |5

HAVE BEEN TOLD IN - BIGMORPHIC -= AND USING CONSISTENT, AND
COMICS USING LANDSCAPES WHERE PERSPECTIVE THAT'S THE CONTEMNTS OF
DIAGRAMS oF A THE ONLY INDICATION ALWAYS JUST A LITTLE YOUR 5TORY ARE
WORLD SEEN ENTIRELY OF DEDPTH WAS IN BIT WARPED. INTERESTING
FROM ABOVE -- OVERLAPPING -- o ENOUGH, YOUR

E: ALDIEMNCE WILL

1) PROBABLY ACCEPT

1- WHATEVER TYPE OF

R

f
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PAMELS TWO-50: ART BY JOHS PORCELLING, DEERIE DRECHSLER.
RICHARD MEEUIBE, oARY PANTER AND MARISCAL (SEE ART
CREDNTS. PaGE 2540

PERSPECTIVE YOU USE.
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THAT SaIly, IF YOU WANT YOUR
WORLD TO LOOK AS “REAL™ AS POSSIBLE
IN THE CONVENTIOMAL SENSE, WESTERN
PERSPECTIVE IS THE wWay TO DO IT.

Sl Y R T e B T

i

IF YOU™E TAKEN
A FEW DRAWING
CLASSES IN
SCHOOL —

ALREADY READ
CHELSEA'S
BOOK ==

b

- s I CAN'T

OFFER A FULL-LENGTH COURSE IN
WESTERN PERSPECTIVE IN THESE PAGES.
FOR THAT I SUGEEST DavID CHELSEA'S
BOOK ON THE SUBJECT™ ==

| 5
\_/ -- BUT HERE ARE

SOME THOUGHTS ON
HOW PERSPECTIVE AND
COMICS CAMN WORK
TOGETHER.

L)

g

] W*’ A

\ N

== SUCH A5 HOW
OBJECTS OM A PLANE

CONVERGE wiITH

== YOU MAY

ALREADY KNOW
SOME OF THE

BASICS -

-— OR HOW

THE HORIZON CROSSES FIGURES AT
THE SAME HEIGHT AS YOUR EYE-LEVEL.
RESARDLESS OF DISTANCE --

YOU aMD THE KEITr ARE &T THE
SAME HENHT IN THIS PANEL,

-- Ok How CIRCLES AND YOU MIGHT

COMPRESS TO OVALS HAVE SOME
WHEN VIEWED FROM EXPERIEMNCE WITH
THE SIDE. APDLYING ==

¥ PERSPECTIVE! FOR COMIC BOOK ARTISTS 15 1M
COMICS FORM LIKE THIS BDOE AND IS HIGHLY RECOMMENDED

(SEE BELIOGERAEHY).




-- ONE POINT --
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-- TWO POINT --
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-~ AND THREE POINT 6ros. | j
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COMICS PAGES ARE
STRUCTURED
AROUND HOW
PEOPLE, OBJECTS
AND WORDS ARE
PLACED ON THE
PAGE --

pENN, T |—

.

PAMNELS BEGIN THEIR

OF FLaT, 2-D
ELEMENTS.

LAWES AS A COLLECTION

BUT IN COMICS,
THESE ELEMENTS
HAVE TO COEXIST WITH
THE “ARIOUS CHOICES
AND DEMANDS OF
WRITING WITH
PICTURES.




|
L AND IT"S OMLY -= AND A MORE
! AFTER THOSE e — FULLY REALIZED
. | RELATIONSHIPS ARE N R THREE-
| | WORKED OUT THAT ‘5 \\ DIMENSIONAL
: A GRID 15 LAID SCENE STARTS TO
DOWN ==
1
k!
', |
1
L
i
[
; RO, T TIELIET [ --nulm!.'iy”fﬁﬂif#{*mﬂﬂg.ﬂﬁ
3-D: | L
; . ' e . P SO THE FIRST JOB OF PERSPECTIVE IS %
. /. ~FDO e TO SERVE THE LAYOUT OF THE PAGE AND |
: 1 R O | AR - | B ENHANCE THE STORY,; AND SOMETIMES THAT
| PN T . GET I : e DOESN'T LEAVE MUCH ROOM FOR
: . . e N IMPROVISATION.
% e ———
[ = [ / o & . L
| . - Wh
: - * —i-—_" — — 4 J
e —_— =\
= = = \ T
- b Vai
== AND THAT'S WHEHN
IN OTHER PANELS, THOUGH, THE REQUIRED ELEMENTS ARE MINIMAL YOUR IMAGINATION
AND THE LATITUDE For IMPROVISATION 1S GREAT-— CAN TAKE OVER!
] | |
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WORLD-BUILDING

COMICS ARTISTS LIKE FRANCE'S
MOEBIUS HAVE DEMONSTRATED
JUST HOW FAR THAT LICENSE TO

IMPROVISE caM TAKE A PAGE.

ONCE
A GRID IS IN PLACE,
WHOLE WORLDS
CAN BE SUGGESTED IN
JUST A FEW SGUARE
INCHES OF PAPER.

THE
KEY IS TO LET YOUR
IMAGINATION wWoRK
¥ THE 3=D SPACES THE
SRID SUSSESTS.
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IMAGINATION AND IMPROVISATION CAN
HELP you wWITH REALISTIC SCENES
AS WELL AS FANTASTIC OMES —-

== BUT IF YOU'RE &DIMG
FOR & STRONG SENSE |
OF REALISM -~

; by == YOU'LL ALSO
¥ i{ MNEED TO DO SOME
RESEARCH.

IF THAT SOUNDS
ABOUT AS MUCH FUN

LOTS OF OTHERWISE
TALENTED ARTISTS

AS A ROOT CAMAL TO TEND TO SKIMP on
YOou, YOU'RE NOT RESEARCH ==
ALOME. ESPECIALLY WHEN ON
A DEADLINE --

ITLL DO
ITELL DO

BUT EVEN A LITTLE
EXTRA EFFORT IN
THE RESEARCH
DEPARTMENT CAN
G0 A LONG WAY,

PREDICTARLY
BLAND, BUT

PASSABLE,
RESULTS.
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000 RESEARCH MayY MAKE THE DIFFERENCE
.| BETWEEN A GENERIC 6AS STATION --
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== AND ONE THAT CONMECTS WITH YOUR
READERS' MEMORIES aND EXPERIENCES.
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EVEMN WHEM
WORKING N MINIMAL CARTOONY STYLES,
000 RESEARCH AN HELP ¥OuU FIND THE
ESSEMCE OF A LOCATION --

OR BETWEEN A == AKND ONE WITH
RUN=0F=THE= CHARACTER AND
MILL BUILDING -- & CREDIBILITY.

(r A
ey
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i
g R
-||-|.
LW
! -- AND THAMKS TO THE
- WEB. ARTISTS CAN STILL, IF ¥OU NEED TO
~ NOwW FIND PHOTO DRAW ANYTHING
= REFERENCE onN WITHIN DRIVING
“5 i EVERYTHING FROM DISTANCE --
=l W AARDVARKS ToO
~ ZINNIAS IN MINUTES. L\——j
~
=
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: m 2 3 7
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THE SECRET oF
DRawING GREAT

BACKGROUNDS?

DON'T
THINK OF THEM AS
“BACKGROUNDS!™

== MOT JUST

BACKDROPS 1o

THESE ARE
ENVIRONMENTS.

THE PLACES YOUR CHARACTERS
EXIST WITHIN —

TOO MANY ARTISTS FORGET THIS AND BECOME WHAT
EISMER CALLED “SLAVES TO THE CLOSE-UP™;
STICKING WITH THE ONE THING -- PEOPLE -- THAT
THEY'RE CONFIDENT THEY CAN DRAW ==

THROW BEHIND THEM AS
AN AFTERTHOUGHT,




== AFRAID THAT IF THEY PULL THE “CAMERA™ BACK
THEY MIGHT HAVE TO DRAW A DOZEN THINGS
THEY"WE MEVER DRAWN BEFORE,

Frpa
TEVE

T "_"-.,_:'-.‘ ; * ‘j"rl?l'f_r'r T 7 f.l'll 7 ' .::: i I_,I.
THOSE WHO HAVE SEIZED ON THAT CHALLENGE,

HOWEVER, HAVE CHANGED COMICS HISTORY WITH
THE WORLDS THEY"E CREATED.
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ART BY HAYAD MIYAZAKI (SEE ART CREDITS. PAGE 2581,

SJUST REMEMBER TO LET YOUR READERS
STEP INTO YOUR WORLD --

THAT WORLD

UNIQUE --
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- AND GIVE THEM a REASON TO COME
BACK AGAIN AND AGAIN,
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CHAPTER FGUR WORLD BUILDING

PAGES 158-159 - HOW MUCH IS ENOUGH?

I OPEN THIS CHAPTER WITH SOME LABOR-INTENSMNE
PANELS, BUT I HOPE I'M NOT SCARING ANYONE OFF.
YES: YOU CAN CREATE A STRONG SENSE OF PLACE
WITHOUT SPENDING A DayY OM EVERY PANEL (AND THIS
SPREAD TOOKE A WEEE 50 I MEAN THAT LITERALLY). THE
REASON I'M PUTTING THE HARD WORK UP FRONT IS5
THAT THE RATIO OF ARTISTS PUTTING TOO LITTLE
WORK INTO ENVIRONMENTS VERSUS THOSE PUTTING
TOO MUCH 15 ABOUT NINETY-NINE TO ONE. WE ALL FIND
EXCUSES TO SKIMP OM WHAT WE DISMISSVELY CALL
"BACKSROUNDS" AND THIS CHAPTER 15 MY ATTEMPT TO
COUNTER THAT TREND.

PAGES 162-163 - ESTABLISHING SHOTS ON
STEROIDS

IT SHOULD BE NOTED THAT THERE'S NOTHING TECHNMI-
CALLY WRONG WITH THE FIRST ESTABLISHING SHOT I
SHOW ON PAGE 160. IT'5 CLEAR AND COMPREHENSIVE.
THE FIVE CHANGES FEATURED IN THE PUMPED UP
VERSION SHOWN ON PAGE 162 AREN'T MEANT TO REPAIR
ANYTHING; THEY'RE JUST OPTIONS FOR TaKING THE
ESTABLISHING SHOT TO A DIFFEREMNT LEVEL, AND A WaY
OF RECONSIDERING THE GOALS OF SUCH PANELS, FIVE
TOOLS THAT ARE AVAILABLE IF YOU WANT TO USE THEM.
I HAVE NG DISAGREEMENT WITH ANYONE WHO LIKED
THE FIRST VERSION BETTER.

PAGE |64, PANELS 7-9 - SILENCE AND
LENGTH

LENGTH OF STORY CAN AFFECT A COMICS ARTIST'S
WILLINGNESS TO INCLUDE SILENT PANELS. THE
RELATRVELY SHORT LENGTH OF AMERICAN COMIC BOOKS
MADE SILENT PANELS RARE FOR MANY YEARS. WHILE
MANGA, WITH ITS THICK ANTHOLOGIES BOUND FOR
THICKE COLLECTIONS, INDULGED IMN LONG, SILENT
SEGUENCES ON A REGULAR BASIS. STILL, EVEN SHORT
STORIES CAN BEMEFIT FROM THE OCCASIONAL PAUSE IM
THE SOUMDTRACK.

PAGE l65 = A LICENSE TO WANDER

THIS CONNECTS TO THE DISCUSSION OF FRAMING ON
PAGE 25. WHEN A CHARACTER IS DEAD-CENTER. THEN
THE PANEL 15 ABOUT THAT CHARACTER AND EVERY-
THING ELSE 15 "BACKEGROUND™; WE DON'T HAVE TO
SMELL THE &RASS OR FEEL THE BREEZE BECALUSE OUR
PROTAGONIST WILL DO THAT FOR US. BUT WHEN THOSE
IMaASINARY CROSS-HAIRS OF THE FRAME ARE POINTING
INTO EMPTY SPACE, THEN THE PAMEL IS -—- AT LEAST

PARTIALLY —— ABOUT THAT SPACE, AND EXPLORING IT
WILL BE THE READER'S FIRST IMPULSE.

THE IDEA OF NOT BLOCKING THE READER AT THE DOCR
I5 ALSO CONSISTENT WITH THE "RULE OF THIRDS," A
TECHMIGUE USED IN ART AND PHOTOGRAPHY TO
PURSUE MORE DYMAMIC AND PLEASING COMPOSITIONS,
THE RULE HOLDS THAT IF YOU DIVIDE YOUR PICTURE
INTO THREE SECTIONS VERTICALLY AND HORIZONTALLY
AND PLACE YOUR POINTS OF INTEREST AT THE INTER-
SECTIONS OF THOSE LINES. THE COMPOSITIONS WILL BE
IMPROVED. THERE'S NO PROCF FOR SUCH RULES, OF
COURSE, BUT YOU MIGHT WANT TO TRY IT YOURSELF
AND SEE IF YOU LIKE THE RESULTS. DAVE GIBBONS, OF
WATCHMEN FAME, HAS MENTIONED USING THE RULE IN
SOME PAMELS (SEE BIBLIOGRAPHY FOR THE BOOK
ARTISTS ON COMIC ART).

FOR S50ME HEAVIER MATH AND ANOTHER THECQRY OF
WHAT-LOOKS-GO0D, YOU MIGHT WANT TO LOOK INTD
THE EVER-POPULAR "OLDEMN RATIOY AND SEE WHAT
KINDS OF RESULTS IT CAN PRODUCE IN YOUR WORK,
ALWAYS REMEMBER, THOUGH, IF IT DOESN'T LOOK GOOD
TO YOU, IT DOESN'T MATTER HOW MANY THEORIES
(INCLUDING MINED? TELL YOU IT'S GOOD. DRAW WITH
YOUR EYES, NOT YOUR EARS.

PAGE |66 = FRAGMENTS AND THE SENSES

ON PAGES 88-87 OF UNDERSTANDING COMICS, T
SUGGEST THAT FRAGMENTED TRAMSITIONS LIKE THIS
CAN ALS0 RECALL OTHER SEMSES, SINCE THE MEMTAL
ACTIMITY THAT STITCHES THEM TOSETHER DOESN'T
HAVE TO BE ENTIRELY VISUAL BUT CAN DRAW FROM THE
OTHER SEMSES A5 WELL.

PAGE 168, LAST PANEL - ...BUT DON'T USE
THIS AS AN EXCUSE!

EVEN EVERYDAY SETTINGS LIKE OFFICES AND APART-
MENTS CAN BE VISUALLY RICH, 50 DOMN'T SKIMP TOO
MUCH ON THOSE ENVIRONMENTS. EVEN IN SCENES
WHERE THE AUDMENCE IS FAR MORE INTERESTED IN
WHAT CHARACTERS ARE SAYIMNG THAN IN WHERE THEY
ARE, & LITTLE ATTENTION T3 THE DETAILS ARSUND
THEM CAN HELP EVOKE A MOOD, CONMNECT WITH
READERS' SENSORY MEMORIES OR REMIND THE READER
OF THE BROADER COMTEXT THAT THE COMVERSATION IS
TAKING PLACE (M.
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YOU DON'T HAVE TO &0 AS FAR AS DEREK KIRK KIM:

«BUT AT LEAST CONSIDER THE POSSIBILITIES.

PAGE 169, LAST PANEL - STORIES ABOUT
PLACE

EDWARD GOREY'S SILENT STORY "THE WEST WING" IS
ANOTHER COMIC (WELL, I CALL IT A COMIC) THAT'S
EFFECTIVELY ABOUT A PLACE AMD LITTLE ELSE. IT CAN
BE FOUND IM HIS COLLECTION, AMPHISOREY (PERIGEE
TRADE, 19800,

PAGE 171, PANEL 2 - JOHN PORCELLINO

PORCELLING'S COMICS CONVEY A VERY STRONG SEMSE
OF PLACE WITH ALMOST NO RENDERING, BUT HE HAS A
&REAT EYE FOR DETAILS AND FREGUEMTLY INCLUDES --
WITH JUST A FEW LINES -- OQBJECTS THAT TRIGGER
MEMORIES IN THE READER THAT AM ARTIST WITH A
MORE LABOR-INTENSIVE STYLE MIGHT HAVE MISSED.
SINCE T OPEN WITH 5UCH DETAILED IMAGES, IT'S

ToP Dow: ART BY DEREK IRK KIM, (00 PORCELLING
AMD EDHaARD GOREY (SEE ART CREDITS. PASE 2581,

IMPORTANT TO NOTE THAT SOME ARTISTS GET THE JOB
DONE WITH FAR FEWER LINES.
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PAGE |74, PANEL ONE - PERSPECTIVE
GUIDELINES

NOMN-REPRO BLUE PENCILS ARE ESPECIALLY USEFUL FOR
DRAWING GUIDELINES. THEY DONT DISTRACT FROM
OTHER PENCIL WORK AND DON'T NEED TO BE ERASED
BECAUSE TRADITIOMAL PRE-PRESS TECHMIGUES DON'T
PICK THEM UP WHILE DI&ITAL PRE-FPRESS CAM EASILY
KMNOCK THEM OUT. SEE CHAPTER FIVE AND ITS NOTES
FOR MORE IMFORMATION ON SUCH TOOLS.

PAGE I176-I77 - REFERENCE TAKING

WHEM YOU WANT TO GET THE DETAILS RIGHT, YOUR
REFERENCE OPTIONS INCLUDE:

= GO TO THE S0URCE AND DRAW IT.

« @0 TO THE SOURCE AND MAKE SKETCHES YOU CAMN
REFER TO WHEN DRAWING IT LATER.

» G0 TO THE SOURCE AND TAKE A PHOTO TO USE FOR
DETAILED REFEREMNCE (OR DIRECT COPYING, IF
APPROPRIATEN.

« FIND A STOCK PHOTO ON THE WEB THAT YOU CAN
BUY FOR A FEW BUCKS AND USE FOR DETAILED
REFERENCE (OR DIRECT COPYING, IF APPROPRIATED.

* FIND A PHOTO ON THE WEB AND USE IT AS REFER-
ENCE FOR AN ORIGINAL DRAWING (BUT MOT CORIED
DIRECTLY, SINCE IT'S NOT YOUR PHOTO).

IF YOU HAVE THE TIME AND YOU'RE NEAR YOUR SOURCE
(FOR EXAMPLE, A FIRE HYDRANT) IT'S ALWAYS PREFER-
ABLE TO 5TART NEAR THE TOF OF THAT LIST. DRAWING
FROM LIFE I5 5TILL THE BEST WaY TO &0 IN MOST
SITUATIONS. BUT REALISTICALLY, MOST OF US == MYSELF
INCLUDED == FIND IT HARD THESE DAYS NOT TO JUST
&0 TO THE WEB AND SAVE THE TIME.

PERSOMALLY, I THINK COPYING FROM YOUR OWHN
PHOTOS, OR FROM STOCK PHOTOS THAT YOU'WE BOUGHT
ONLIME, IS LEGITIMATE IF IT REALLY IS THE BEST IMAGE

18I



FOR THE JOB. THE PARKING LOT ON PAGE 165 WAS FROM
A PHOTO I TOOK, FOR EXAMPLE, AND THE BUILDING ON
PAGE I77 IS TAKEN FROM A PICTURE I BOUGHT FOR $3
AT ISTOCKEPHOTO.COM, IN BOTH CASES, IT TOOK 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 50 LONG AS
YOU'RE MAKING SOMETHIMNG NEW AND JUST USING THE
PHOTO FOR GEMERAL REFEREMCE (THE waY I DID WITH
THE TAJ MAHAL ON PAGE 177, FOR EXAMPLE), YOU'RE ON
SOLID GROUND, BOTH LESALLY AND ETHICALLY.

PAGE 178 = CHARACTER AND ENVIRONMENT:
A THEORY OF SEPARATION

RS

THE LINES YOU USE TO DRAaW A CHARACTER ARE
DIFFERENT FROM THE LINES YOU USE TO DRaw THE
EMVIBOMMENTS THEY LIVE IN. THEY SERVE DIFFEREMT
PURPDSES AND READERS READ THEM IN DIFFERENT
ways, wHEM READERS SEE THE LINES THAT MAKE UP A
CHARACTER'S EYES, FOR EXAMPLE, THEY'RE LOOKIMG
BEYOND THOSE EYES TO THE THOUGHTS AND EMOTIONS
REVEALED IN THEM; THEY MIGHT EVEMN FEEL A SENSE OF
PARTICIPATION IM THAT CHARACTER'S INMER LIFE AND
IMVESTMENT IN HIS OR HER FATE. WHEN THEY 5EE THE
LINES THAT MAKE UP A BRICK WALL, ON THE OTHER
HaWD, THEY'RE MORE LIKELY TO WONDER HOW THE WaLL
FEELS TO THE TOUCH OR MOTICE HOW SHADOWS FaLL
OM T, THE wall BELOMNGS TO THE REALM OF SEMSES -—-
SIGHT, SOUND, TOUCH, TASTE, SMELL == BUT NOT TO
THE REALMS OF EMOTION OR |DENTITY.

IN MOST COMICS, DRAWING STYLES DON'T VARY MUCH
BETWEEN CHARACTER AND ENVIROMMENT. WHETHER
IT'S A MAILMAN OR THE TRUCK HE'S DRIVIMG, MOST
ARTISTS USE ROUGHLY THE SAME STYLE OM BOTH.
STILL, IF YOU LOOK CLOSELY, YOU MIGHT NOTICE SOME
SUBTLE DIFFERENCES. WITHOUT CONSCIOUSLY INTEMD-
ING TO, I THINK THAT MANY ARTISTS TEND TO MAKE
THEIR CHARACTERS A BIT MORE CONCEPTUALIZED.
CARTOONY OR EXAGGERATED, WHILE ENVIRONMENTAL
DETAILS LIKE BUILDINGS aND CLOUDS 5TAY CLOSER TO
THE PROPORTIONS, CONTOURS AND SHADIMNG OF THEIR
REAL-LIFE COUMNTERPARTS.

AT &Y JEFF SMITH (SEE ART CREDNTS, PAGE 2580

A FEW ARTISTS HAVE REFLECTED THAT SPLIT MORE
VISIBLY, THOUGH, USUALLY DRAWING DELIBERATELY
CARTOONY CHARACTERS COMBINED WITH CAREFULLY
RENDERED, REALISTIC BACKGROUNDS. IN LIWDERSTAND-
ING COMICS, PASES 4244, I TALKED ABOUT THE
POTENTIAL BENEFITS OF THIS APPROACH, NOTING HOW
SOME MANGA ARTISTS HAD USED IT. THE IDEA BEHIND
WHAT I CALLED "THE MASKING EFFECT " WAS THAT THE
SIMPLY DRAWN CHARACTERS FACILITATED IDENTIFICA-
TION (A PHEMOMENON I HAD TALKED ABOUT IN THE
FRECEDING IZ PAGES OF LLLC) WHILE THE MORE
REALISTICALLY-RENDERED DETAILS OF THEIR WORLD
EVORED THE SENSORY EXPERIEMCES OF THOSE CHARAC-
TERS MORE EFFECTIVELY. “ONE SET OF LINES TO SEE.
ANOTHER SET OF LINES TO BE."

SINCE WRITING ABOUT THE MASKING EFFECT IN 1993,
IE MADE THINGS EVEN MORE CONFUSING WITH FOUR
DIFFERENT LEVELS OF IDENTIFICATIOM:

CHARACTERS

THE HUMAN OR HUMAN-LIEE CREATURES THAT WE'RE
EXPECTED TO IDENTIFY WITH AND AS5IGN PERS0N-
ALITIES, MOTIWVES AND EMOTIONS TO.

EXTEMSIONS:

CLOTHES, TOOLS, WEAPONS AND OTHER OBJECTS
WORM OR HELD BY CHARACTERS WHICH SERVE AS
EXTENSIONS OF THEIR IDENTITIES (E.G.. WE DON'T
SEE OUR UMCLE JACK AMD S&Y "OH, THERE'S UNCLE
JACE AMD HIS CLOTHES, SLASSES aMD CELL PHONE";
WE PERCEIVE ALL OF THOSE THINGS AS A PART OF
LIMCLE JACK'S IDENTITY AND JUST SaY "OH, THERE'S
UMNCLE Jack.")

DISCRETE ENTITIES:

OBJECTS, ANIMALS OR PLANTS THAT HAVE A
DISCRETE IDENTITY AND SHAPE, SEPARATE FROM
THE CHARACTERS, BUT NO PERCENED MOTIVE OR
EMOTION. & CAR, A COUCH, A POTTED CACTUS, A
STOP SI&N, A SLEEPING ELEPHAMT. THINGS THAT
MIGHT BE SAID TO HAVE A "PERSOMALITY" BUT ONLY
IN THE METAPHORICAL SENSE ("OH, WHAT A SAD
LITTLE TROPHY"™) NOT IM THE SEMSE OF AN INNER
LIFE.

ERIRONMENTS:

SUNSETS, MOUNTAIN RANGES, GRASS, SHADOWS,
WALLS, BODIES OF WATER -- SUBSTANCES THE
CHARACTER IS LIKELY TO REACT TO OMLY AS
SEMSORY EXPERIENCES, NOT AS DISCRETE
EMTITIES.

SINCE THESE CATEGORIES ARE BASED ON READER
PERCEPTION, THE STATUS OF SOMETHING IN ONE
CATEGORY CAN CHANGE |F THE PERCEPTION OF IT
CHAMGES. A CELL PHOME SITTING ON A TABLE UNUSED
MIGHT BE SEEM AS A DISCRETE ENTITY; A CAR THAT
REARS UP ON ITS HIND WHEELS AND STARTS TALKING
MIGHT BE SEEM AS A CHARACTER; A CHARACTER THAT
DIES AND BECOMES A SKELETOM COULD BE S5EEM AS A
DISCRETE ENTITY.
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IF THE MASKING EFFECT WERE APPLIED TO THE FOUR,
THEN, THE LEVEL OF REALISM WOULD &GO UP AS WE
MOVED FROM CHARALCTERS TO EXTENSIONS TO
DISCRETE ENTITIES TO ENVIROMNMEMNTS, LIKE SO:

. CHARACTER
VERY CARTOOHY

Z. EXTENSIOM
MODERATELY CARTOONY

L~

3. DISCRETE ENTITY
MODERATELY REALISTIC

4, ENVIRONMENT
WERF REALISTIC

THIS IS ONE OF MY WEIRDER THEORIES, 50 THINK TWICE
BEFORE EXFERIMENTING WITH IT. IF YOU'RE INTER-
ESTED IN SUCH THINGS, YOU MIGHT WANT TO JUST
TRY IT AS AN EXERCISE OR TWO TO SEE IF YOU LIKE
THE RESULTS. T THINK IT COULD WORK, BUT I DON'T
HAVE ANY PROOF. I'VE TRIED A VARIATION OF THE IDEA
AND FAILED, BUT I MIGHT TRY IT AGAIN ONE OF THESE
DaYS.

OPTIONAL EXERCISES

#| - DRAWING THE REAL WORLD

TRY CREATING A SHORT (2-4 PAGE) SKETCHED COMIC
IN WHICH EVERYTHING IS DRAWN DIRECTLY FROM LIFE.
SCOUT OUT A LOCATION. GET FRIENDS OR FAMILY TO
POSE FOR YOU, MaKE SURE YOU HAVE Axy PRODPS ON
HAND. IN SHORT: PLAN YOUR COMIC AS IF YOL WERE
PLANNING A SHORT FILM. BE SURE TO START WITH A
Bi& WIDE ESTABLISHING SHOT OF YOUR LOCATION
(PAGES 1860-162) OR WITH AN EFFECTIVE MULT I-PaNEL
ESTABLISHING SEQUENCE (PAGES le&-167). USE A
CAMERA IF YOU NEED TO, BUT TRY DRAWING IT ON THE
SPOT AS MUCH AS POSSIBLE, USING JUST YOUR EYES,
PEMNCIL AND PAPER.

#2 - GUESS THE MOOD (PAGES |66-167)
CHOOSE ONE OF THE FOLLOWING THEMES:

* ABANDONED
« SERENE

« FORBIDDING

* WELCOMIMG

= OFFICIAL

= EXOTIC

= INNCCENT

THEM MAKE A SINGLE PAGE, MINE PANEL COMIC SHOWING
FRAGMENTS OF A PLACE BASED ON THAT THEME. NO
CHARACTERS AND NO WORDS. JUST IMAGES FROM A
SETTING, REAL OR IMAGIMNARY, THAT YOU THINK
EXPRESSES THE THEME.

HOW &MWE THE LIST AND ¥YOUR COMIC TO A FRIEMD AND
SEE IF HE/SHE CAN GUESS WHICH THEME YOU WERE
TRYING FOR.

#3 - YOU ARE HERE (PAGES l66-167)

WHEREWVER YOU ARE, RIGHT NOW, NOTICE YOUR
SURRCUNDINGS. LIST NINE ASPECTS OF IT; SIGHTS,
SOUNDS, SMELLS, TEXTURES, ETC... CREATE A SINGLE
PAGE, MINE PANEL ESTABLISHING SEGUENCE THAT
MANAGES TO EVOKE ALL OF THESE GUALITIES FOR THE
READER.

ALTERMNATE VERSION: TAKE PHOTOS OF WHAT YOU SEE
AROUND YOU, THEM SELECT NINE THAT BEST REPRE-
SENT YOUR SURROUNDINGS AND THE WARIOUS SEMNSA=
TIONS YOU ASSOCIATE WITH IT.

BTG

#4 - PERSPECTIVE EXERCISE (PAGES I70-175)

IF YOU'RE COMFORTABLE WITH PERSPECTIVE ALREADY,
OR YOUWE READ CHELSEA'S BOOK (SEE BIBLIOGRAPHY)
TRY THIS:

TAKE A PHOTO OF AN OBJECT WITH A FAIRLY COMPLI-
CATED SHAPE AND & LOT OF PARALLEL EDGES OR RIGHT
AMGLES (A CAR, A LAWN MOWER, A COFFEE MAKER, A
FIRE HYDRANT). MAKE SURE YOUR VIEWING ANGLE ISN'T
STRAIGHT ON, BUT FROM AN ODD ANGLE, SO THAT YOU
CAMN SEE TWO SIDES OF IT AND ITS TOP OR BOTTOM.
THEMN TRACE THAT PHOTO INTO A SMALL SECTION OF A
LARGE PANEL AND USE IT TO INFER A PERSPECTIVE
&RID. USING THE GRID, DRAW AN INVENTED SCENE
AROUND |T. THEN IMPROVISE ONE OR TWO NEW PANELS,
INCLUDING THE SAME OBJECT, BUT USING A NEW &RID
OF YOUR CHOOSING TO SHOW IT FROM DIFFERENT
AMNGLES.

#5 - REVISIT YOUR PAGES!

IF YOUNE ALREADY DRAWN SOME COMICS, TAKE A CLOSE
LOOK AT YOUR PAGES AND SEE |F YOU WERE SHOWING
ENOUGH OF THE WORLD THAT YOUR CHARACTERS
IMHABIT. IF YOU'RE LIKE MOST ARTISTS, PROFESSIOMAL
OR AMATEUR, THE ANSWER I5 PROBABLY NO. CaN YOU
FIND OME PAMNEL IN PARTICULAR THAT COULD HAVE
BEMEFITTED FROM PULLING BACK THE CAMERA AND
EVIMG YOUR READERS A BETTER VIEW OF YOUR
WORLD?

ADDITIONAL NOTES AT:
WWW.SCOTTMCCLOUD.COM/MAKINGCOMICS
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Chapter Five

Tools, Techniques and Technology
Making it Real B

WHEN MAKING
€OMICS, THERE ARE
oMLY TWO TOOLS

SO FAR IN THIS
BOOK, WE™E BEEN

FOR THE
WORKIMNG OM CHALLENGES
YOuU CAN'T DO GETTING TOOL COMICS
WITHOUT. MUMBER ONE -- PRESENTS.

THE TECHNIGUES =

== AND IT -= THERE'S
AND TECHNOLOGIES Itﬁgﬂtsﬁmui ACCOMPLISHES NO “WRONG™
YOU USE TO TWO -- THE PURPOSES TOOL FOR
PRODUCE Your YOUWE SET FOR THE JOB.
COMICS ARE LUP — YOURSELF --
HAND --
- D
L .

|84




== |F YOLR

== YOLPLL

ol
GOALS ARE WANT TO KENOW

THE OTHER AMYTHING LIKE THE WHAT TOOLS
THOUSANDS WHO THEY USED --

CAME BEFORE
YOU --

IF YOUR GOAL IS TO
HAaVE YOUR WORE PUBLISHED
USING TRADITIONAL PRINTING
METHODS, FOR EXAMPLE --

-= YOU'LL NEED A
TOOL THAT CAN DRAW A
REPRODUCIBLE
BLACK LINE.

I
THIS CASE,
F .

AND YOU'LL
MEED SOMETHING TO USE IT ON,
LIKE THIS SHEET oF PRINTER PAPER
FROM MY LOCAL OFFICE STORE.

BOUGHT IT AFTER
LUMCH TODAY AT THE
DRU& STORE.

“BLACK
ROLLIMG BALL
FINE POINT.™

COST ABOUT A
PENNY PER
SHEET.




-- PUT OUR PAPER
OM IT AND TRY A
GuUIck 3=-MINUTE
SKETCH.

HERE, I°LL
JUST GRAR & Ble
FLAT HARD COVER
BOOK CFF THE

I WONDER WHAT

oA,
MNOT EXACTLY A MORE NATURALLY HEY, HERE'S
MICHELANGELQ, TALENTED PAUL SMITH!
BUT THEN MEITHER DRAFTSMAN COULD
DO WITH A SIMPLE

Ar T

PEN LIKE THIS.

S0, IT'S NOT THREE MINUTES
FOR PRINT OR LATER...

PAUL, cOULD I
ASK YOU TO DO A ARYTHING, BIGHT?
LITTLE 3-MINUTE

DOODLE usiNG

il

'
i
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DRAWS LEAVE IT
TO CHANCE. CLASSIC
X-MEN ARTIST. HE'S
LOCAL.




OKAY, EVEN IN A LITTLE
DOCDLE LIKE THIS, YOU CAN SEE THE
COMFIDENT LINE, FORM AND COMPOSITION

THAT AN EXPERIENCED ARTIST LIKE PaUL CAN
COMMAND, EVEN WHEN USING THE SIMPLEST
OF TOOLS.

BUT, IS A TWO
DOLLAR PEN AND
SOME CHEAP PAPER
ALL YoU NEED TO
MAKE COMICS?

FOR A FEW
OF YOU, THE

ANSWER MIGHT
IN FACT, BE
YES!

ACTUALLY, T
LIKE THAT PEM!

- 2 ) 1T kT

IF PAUL HAD TO DO A
WHOLE BOOK THIS
WAY, HE COULD.

SUPPOSE

¥YOU WANTED TO TRAVEL ARCUND
THE COUNTRY FOR A YEAR, MAKING UF
STORIES ABOUT EACH CITY AND THE PECOPLE
YOU MEET, JOTTIMNG THEM DOWHN AS
THEY COME TO YOU.

SERIOUS
COMICS HAVE BEEN
DRAWN LSING
SIMPLE TOOLS
BEFORE.*

S50
WHY WOULD

YOU INVEST IN
MORE?

KEEPING YOUR

= TooLs SIMPLE 7
: MIGHT SUIT SUCH pet
T A DIARY-LIKE 1
ll hou | 1= IMPROVISATION AL Q
= : STYLE. 1 |

WELL, FOR OR A

OR A way TO PLAM
STARTERS, MayEE STURDIER, OR & BIT MORE FOR AND ﬂRGﬁHIIE
¥YOU WANT A MORE LONGER-LASTING VARIATION IN THE THE PANELS OF YOUR
COMFORTABLE PAPER. LINEWORK. STORY BEFORE THE
SURFACE 1O

TRy bl FIRST LINES ARE EVENM

DRAWN.

* SPIEGELMAN'S MALS was DR WITH & FOURTRE
FEM, MUCH OF IT 06 ORDIMARY TYERING PAPER.




DRAFTIMNG TMBLE.
ADJUSTABLE HEMFHT

SiME=aRM LAME WITH
INCAMNDESCENT AND FLUQRESCEMT AMD AMGLE.
|

BULBS. ADJUSTRBLE TO AMY
|

TO
ACHIEVE THAT
ADDED CONTROL

AaND FLEXIBILITY, POSITION, l\
ARTISTS THROUGHOUT
THE 20TH CENTURY LY , |I il
TURMED TO A WIDE - | / DRAWING PAPER.
ARRAY OF DRAWING \ G || /
TOOLS. ) | /
T-SGUARE. ) | / TRIANGLE.
HERE ARE . 1 | / ;
SOME OF THE \ M |/
\ el Il l,f'f I-“'a ERASERS,
|| [/ / SCISSORS, TAPE,
/ / KMIVES, ETE.

CLASSICS.

T il
e—
-I'h"-\
|
" T
o

N
i | / i i
[~ | =
|
.r] ,
j ;
STRAGHT L | ;::Z;L!L
T E.quEEn T BRUSHES
Ny I ' AND
e MARKERS.
o . BLALK MK E
] T~ DRAFTING WHITE FOR
W CHAIR, CORRECTIONS,
ADJUSTABLE
HENSHT. TOOL TRAY. L
s REALLY LIEE THIS
ATTACHABLE SIDE
TRAY.

THOUGH, IF You
WEED a LEVEL

SURFALE, IT CAN BE
ADJUSTED.

THE TILT PREVENTS
BACK STRAIN AND
ALLOWS ¥OU TO LOOK

STRAIGHT DOWN
AT THE PAGE TO AVOID

DISTORTIONS.

YOU'LL NOTICE THAT THE DRAFT NG
TABLE 15 A BIT HIGH. THAT MAKES IT

ACCESSIBLE WHETHER YouU'RE SEATED
[N THE SLIGHTLY HIGH DRAFTING CHAIR
orR STANDING.

i

fFi s,
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THE ADJUSTABLE LAMP'S

-r"'"-.-._-_-_-_-_-'-""'-._
INCANDESCENT AND FLUORESCENT BULBS il
KEEP COLORS LOOKING BALANCED, AND KEEP f/ /0 TPUBRSTOL N 2 L
YOU AWAKE WHILE AVOIDING THAT __ TR, BLRKELE AR .
TWO=-IN=-THE-MORMNING FEELING.
_ / PAPER, COMES IN A FEW
i TEXTURES.
__,.-" e
3 A\ 14
p
\
=) S
J J
‘\.‘ ——

--_H v,
1=
X
~
b
ULl

NN SLR

A T=SEAUARE AND FINE PEN LINES
TRIANGLE HELP RULE PARALLEL AND TEMD TO WORK WELL =
PERPENDICULAR LIMNES LIKE PANEL ON THE SMOOTH e

BORDERS AND CAPTIONS. \ “pLATE™ FINISH. ) 2

L FENCIL

AND BRUSH ARE FINE O
s THE ROUGHER “VELLUM™
= AND *KID™ FINISHES.

AMES UIDE
LETTERIMNG
TEMPLATE

..'JT

SRR W

|l||||-|||-|| L |||-|||| |||-||||-||tl|||| ||||||.|||| |||-|||| ||r|||-|||| I|||||||-|||||||
L i ¥ b L] L] T n ¥

AMD A STRAIGHT=
EDGED METAL
RULER WILL COME IN
HANDY FOR MEASURING ¥ __ 410 cor
AND DRAWING OTHER < iipinG YOUR

STRAIGHT LINES — CUTTING
TOOLS.
@ Qb b
SCISS0ORS
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THERE'S NO RIGHT SIZE TO CUT YOUR
PAPER TO, BUT THERE IS5 A RIGHT SHAPE --
THE SHAPE OF YOUR PRINTED PAGE.

COMICS ARTISTS OFTEN DRAW THEIR
PAGES ON ART BOARDS BETWEEN |25%
AND |66T OF THE PRINTED SIZE.

“55% — REDUCES
B0
I133% - REDUCES
TEE
125%
s - REDUCES
PRINTED 50%
{ SIZE
-

FOR PLANNING aND
PENCILLING. MOST USE A
LIGHT {LE, HARD) MECHAMICAL
PEMCIL, A NON-REPRODUCIBLE BLUE

PENCIL, A SMOOTH GUM ERASER
AMDSOR & MORE ABRASIVE BUT
LESS &REASY PINK ERASER

WHEN PICTURES ARE REDUCED FOR PUBLICATION,
EVEN UNSTEADY LINEWORK CAN SEEM PRECISE
AND CONTROLLED -- A FACT I RELIED ON FOR
YEARS IN MY OWN ARTWORK!

EFPRODLUCIBLE |

AND, OF COURSE, TO CREATE BLACK LINES
FOR MECHANICAL REPRODUCTION --

-= A VARIETY OF TOOLS
HAVE EMERGED OVER THE YEARS,
AND BECOME INDUSTRY
STANDARDS.




MHOST ARTISTS
FaLL IN LOVE wWITH
OME OR TWO DRAWING
TOOLS EARLY ON, AND
STay HITCHED FOR

IF YOU'RE
JUST STARTING OUT, YOU MIGHT WANT
TO TRY a5 MANY TOOLS A5 POSSIBLE, IN
CASE YOUR PERFECT MATCH 15 ouT
THERE SOMEWHERE.

3y
=

b

LINE WIDTH. VARIATION.
PRECISION. CHARACTER.
i

AND THEN
THERE'S COST.
PERMANENCE,

EASE oF USE, How
A TOOL TAKES TO
CERTAIN KINDS OF

PAPER. ETC.

BLACK LINE
ART IS A NARROW,
SPECIALIZED CRAFT,
BUT IT HAS A LOT
oF VARIABLES:

MOST OF THE
CLASSIC DRAWING
TOOLS HAVE
EXCELLED AT ONE
OR MORE OF THESE
GUALITIES OVER

TIME.

SABLE BRUSHES, FOR EXAMPLE, HAVE ALWAYS
DELWERED SMOOTH, CONSISTENT VARIABLE WIDTH
LINES, AND ARTISTS FROM SEVERAL GENERATION
HAVE SWORN BY THEM. Iy

SABLES ARE SREAT
AT WHAT THEY DO,
BUT THEY COST A
BUNDLE,; DEMAND A
LoT oF LOVE aND
CARE, AND CAN ONLY
BE USED WITH OPEN
BOTTLES OF INK aND
WATER NEARBY --

-= LEADING
SOME TO SEEK
EASIER TO USE.
CHEAPER AND/OR
MORE PORTABLE
ALTERMATIVES.




PEN BRUSHES WITH FELT TIPS SOME FEEL THEIR LINE AND OF COURSE,
OR THEIR OWN BUILT-IN INK SUPPLY QUALITY AND VARIATION DISPOSABLES CAN
HAVE BEEN CATCHING ON FOR THESE PALES coMPARED To COST MORE IN THE
REASOMS, THOUGH THEY DO HAVE THE SABLES AND LONG RUN,
OTHER TRADITIOMAL

DETRACTORS.

BRUSHES.

NIB PENS -- 50LD WITH A HOLDER AND ASSORTED REMOVBELE NIBS —
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 WITHIN SMALL AREAS,

BUT LIKE ANY
TECHNOLOGY,
THESE BRUSH
ALTERMATIVES
CONTINUE TO
EVOLVE, 50 keep
AN EYE OUT.

SOME MIB TYPES,

LIKE THE VENERABLE
CROW-QUILL¥ can

BE EVEM TRICKIER TO UNMISTAKABLY BY ELIMINATING LINE VARIATION ENTIRELY AND
USE AND CARE FOR HAND-DRAWN LOCK GUARANTEEING & SMOOTH CONSISTENT LINE
THAN THE SABLE 15 INVALUABLE. WIDTH.

BRUSHES --

* MADE OF METAL, OF COURSE,

BUT DESCEMDED FROM ITS
HAMESAKE SHOWM HERE.

- BUT FOR MANY,
THEIR PRECISE, YET

Yl

FIXED-WIDTH or TECHNICAL PENS

PROVIDE THE HIGHEST LEVEL OF PRECISION

i

o




DESCENDED FROM
FOUNTAIN PENS, THE
CLASSIC TECHMICAL PENS
COME WITH AN INK
RESERVOIR INSIDE
THEM, ELIMINATING THE
NEED FOR DIPPING INK.

LIKE FINE BRUSHES
AND NIB PENS, SUCH
FEMNS ARE & CHORE
TO CLEAN AND
MAINTAIN —

== BUT THE TECHNICAL PENS'
VIRTUES AREN'T PaRTICULARLY SUBTLE. s0
A GREATER NUMBER OF ARTISTS HAVE BEEN
WILLING TC SWITCH TO FIXED-WIDTH MARKERS
WITH (SUPPOSEDLY) PERMANENT INKS AND
SAVE THEMSELVES THE HASSLE.

[ SPEAKING OF INKS,
YOU MAY WaNT TO
EXPERIMENT.
CERTAIN TOOLS
WORK BEST WITH
CERTAIN INKS.

THINNER INKS ARE

FOR SOLID BLACK

LESS LIKELY TO CLOG YOUR BRUSH OR
PEN, BUT DENSER INES caM DELIVER A MORE
SATISFYINGLY DARK LINE. TRY MIXING TO
FIND A BALANCE YOU LIKE.

LINES, THESE ARE THE
THREE MOST COMMON
KINDS OF TOOLS:

APART FROM THE OCCASIOMAL
DRY-BRUSH or TONAL EFFECT, MOST
TWENTIETH CENTURY COMICS WERE BUILT
AROUND SOLID BLACK LINES PRODUCED
BY TOOLS LIKE THESE ——

FANEL EBGHT! ART BY SIORGI0 CAJATTAMND

(SEE ART CREDHTS, PacE 25a)

s ——

BRUSH
BROAD LINE WARIATION

NIB PEN
MARROWER LIME WARIATION
ALSO USEFUL!
CRAGLE WHITE
PAINT FOR
CORRECTIONS.

TECHNICAL PEN
FIXED WIDTH

-- EVEN WHEN THOSE
LINES WERE FILLED
WITH THE COLORS
OF MECHAMICAL
REDRODLMCTION ——

== AMND IT"S
THAT SAME
SEMSIBILITY THAT
INFORMS MANY
ARTISTS® STYLES,
EVEN TODAY.




GEMERALLY SPEAKING,
BRUSH WORK
TENDS TO NUDGE
ONE'S ARTWORK IN A
MCORE FLOWING,
RHYTHMIC anD
SOMETIMES “SLICK™
DIRECTION.

NIB PEN WORK can
BE QUITE SMOOTH,
BUT MORE OFTEN
TENDS TOWARD A
DRY, SLIGHTLY

EDGY, BRITTLE
LOOK,

FIXED-WIDTH PN
ART, WHETHER THROUGH
TECHNICAL PENS OR
MARKERS, TEWDS TO BE
A BIT SCHEMATIC anD
COOL, THOUGH WHEN
USED TO REPRESENT
TONE THROUGH
STIPPLING anD
CROSS-HATCHING 1T
CAN WARM UP A LOT.

FEE R mbh #

T .
el i
S Rl B

BRUSH ART BY CRAK THOMESOMN, MARIANE SATEASL JESSICA ABEL, HOPE Ic'?'.:‘l' FIXER-WADTH PEM ART BY RICE GEARY, JOOST SWARTE,
LARSOM, CHARLES BUIRNS AMD SPIKE, 8IB PEM ART By ROBERT CRLME, SAS0 SHiGA, HOWARD CAUSE, KRIS DRESEN AMR TOC FETCH
JIM RUGE, TOM HART, DWVE COCPER. JUMNE KiM AMND MEGAN KELSO, (SEE ART CREDNTS, PASE 258



MANY POPULAR COMICS wWITH BRUSH
OWVER THE YEARS HAVE HamMDLIMG MOST
USED aLL THREE OUTLINES --

FAMILIES OF TOOLS,
PLAYING TO EACH ONE'S
STRENGTHS.

-= NIB PEN
HITTING MANY OF
THE DETAILS --

== AND S50ME
TECHNICAL PEN
on BORDERS,
WORD BALLOONS
OR ADDITIONAL

DETAIL WORK.

A T=-SGQUARE was
USED TO KEEP THE
GUIDELINES
PARALLEL --

o

== AND & LITTLE
TEMPLATE CALLED AN
“AMES GUIDE"™ sLID
BACK AND FORTH A5 A
PEMCIL WAS PLACED M
& SUCCESSION OF HOLES
TO PRODUCE AS MHMANY
GUIDELINES AS NEEDED.

THE IDEA WAS THAT EACH
ROW OF LETTERS NEEDED TO
BE THE SAME HEIGHT WHILE
THE SPACE BETWEEN THOSE
LINES COULD BE A BIT

MANY CARTOONISTS TODAY USE A FONT OR JUST
LETTER FREEHAND, BUT YOU CAN STILL FIND
LOYAL USERS OF THE AMES GUIDE SYSTEM AND
THEIR WORK CAN BE BOTH COMSISTENT AND

ATTRACTIVE.

NARROWER.
LIKE SO
| ROws - BETWEEN ROWS
m't
N | -
'm

t13-':-’ ROTATIMG THE WHEEL, THE SPACES BETWEEN LIMNES
COULD BE IMCREASED OR DECREASED PROPORTIONATELY.



A FULLY-STOCKED SET-UP
LIKE THIS caN cosT HUNDREDS

OF DOLLARS, BUT IF YOU WANT TO
&0 THE TRADITIONAL ROUTE, IT
COULD BE WORTH IT.

ARTISTS HAVE
BEEN MASTERING
THESE TOOLS FOR
CENTURIES --

¢
| o
N
+ U

A GOOD PAGE AND THERE'S

OF ORIGINAL NOTHING GUITE LIKE
ART CAN BE AN THE RIGHT PEN OR

OBJECT OF TANGIBLE ER;IES H”GLIDIMG

BEAUTY AND ACROSS A NEWLY CUT

LASTING VALUE. PIECE OF BRISTOL
BOARD.
1 1
= 7 ,
Zat « N
I - .-i""f ———
A | ] ¥ i i
|
| |
¥ sl 9
F = o T S P N i
THIS BOOK WAS DRAWN AND o =l Al =k

. PR Mk, LETTERED DIGITALLY. SR CHED e

HﬁTMTS:iiD e | [/ LAYOUTS HERE ON MY ﬁ

TEN YEARS. oLD DRAWING DESK, | 7

PAMEL THREE: ART BY CHARLES DWplA SIS0 JIE5T)
(3EE ART CREDITS, PasE 2880,

196

-= AND THERE'S A
RICH TRADITION
TO DRAW FROM.

4

ALL OF THIS FINISHED ART WAS N :
) DONE ON THAT MAC OVER THERE.




- BUT THEN, THOSE LAYOLUTS ARE
- MOW, MY LAYOUTS ARE PRETTY SCANMED IN, AND USED AS A
= TIGHT AND INCLUDE THE FULL SCRIPT. 50 &UIDE FOR LETTERING EACH
El A LOT oF REAL WORK 15 DONE HERE AT PAGE IN ADOBE ILLUSTRATOR, AN
B THE DRAFTING TABLE. OBJECT-ORIENTED DRAWING
PROGRAM,
-] I---"'l'l--IE'FIi--.i'ﬁ-r'urr..r-..---ll
H— _ = iF REAL WORK IS DONE HERE AT | |
Lz E.[ — i
1 r r_'.-
\ | ] ]
~ 7 | | R
A3 1 i J
| l\L all iﬁll
A 1 oL

THEN, WITH THE LETTERING ON TOP AND MY SKETCHED
I EXPORT THE LETTERING LAYOUTS ON THE BOTTOM. I CREATE FIVE TO FIFTY
TO PHOTOSHOP AS A SOLID WHITE LaYERS OF FINISHED ART BETWEEN THEM; aLL IN
&RID WITH THE PANELS PUNCHED PHOTOSHOP AT 1200 DOTS PER INCH --
OUT T FORM WINDOWS FOR
THE ART TO SHOW THROUGH.®

== AND ALL DRAWN AFTER CORRECTIONS, ALL IN ALL, & RADICALLY DIFFERENT WORKING

WITH A STYLUS EACH PAGE IS THEN METHOD FROM My PEN aND BRUSH Days.

DIRECTLY ON THE FLATTENED TO A

SCREEM OF ad |1B™ SIMNGLE BLACK AND BUT BECAUSE THE END RESULT IS A

TABLET/MONITOR. WHITE BITMAP, PLUS PRINTED BOOK FILLED WITH LINE ART,
A GRAYSCALE PacE MANY OF THE BASIC PRINCIPLES oF
IF NEEDED.**

DRAWING THIS WAY ARE THE SAME. __/

=

* THAT PUNCHED OUT FaasE 158'T REAL, MIND ¥OU, I'™ JUST ,q‘? 7 I'LL POST & MORE DETRELED STEP-BY-STEP AT
SHIOWIE HOW IT WORKS i SOFTWARE. THERE"S MO ACTLAL, Wil SCOT TRLCLOUDLCOM AR I NGLOMICS.
PHYSICAL PASE AT THIS POINT.



WHATEVER TOOLS YOU USE, A G0O0D

way To ACHIEVE THAT CLARITY IS5 TO DRaW
THICKER LINES AROUND THE EDGES OF
YOUR SUBJECTS --

OME OF THE BASIC GOALS oF

LINE ART IS TO MAKE ALL THE DETAILS OF A

SCEME CLEAR AT A GLANCE wWiTHOUT L
CVERWHELMING THE EYE. ]

- -r'l"'!l’ e

-- AND TO USE FINER PEM AND BRUSH ARTISTS
LINES FOR INTERIOR IT'S A SIMPLE TECHNIQUE, BUT ONE WHICH CAN GET THAT EFFECT BY
DETAILS AMND FOR TRANSFORM AN UNINTELLIGIBLE JUMBLE OF LINES SWITCHING FrROM ONE
OVERLAPPED OR MORE INTD A SCENE WITH FORM aND DEPTH. TOOL TO ANOTHER, OR BY
DISTANT SUBJECTS. USING & SINGLE TOOL'S
ABILITY TO VARY LINE
AT THICKNESS.
fof - l. ¢ 0 U 7 S
( |'.'II'}|I 2 | !
[T S
1] ([l ie- &2
I Eﬂ' IJ: :I_ E.I'I .
|| B | |'|_. x T
I TSR :
e
o 4 MNO0) 3
= : kY
¥ g !; | ‘ s e
[ : r ‘h ; i nl.-[ L

WHEN DRAWING
A CLOSE-UP LIkE
THIS, FOR EXAMPLE, T
USED A 28-PIXEL.
VARIABLE WIDTH BRUSH
IN PHOTOSHOR,*

WHILE,
FOR DISTANT
FIGURES LIKE THIS,
I SWITCHED TO A
I4=-PIXEL

DIGITAL ARTISTS &OING FOR THE SAME EFFECT
CAN SWITCH BETWEEN “PENS,” “BRUSHES™ AND
OTHER VIRTUAL TOOLS WITH SPECIFIC VARIATIONS
AND LINE CHARACTERS BUILT-IN, USING VARIOUS
DRAWING AND PAINTING PROGRAMS,

= WOREIMG AT 1200 DOTS PER IMNCH. !?B



I USED A THIM

FIXED-WIDTH
LINE TOOL FOR THE
CHECKS --

N

A

MOST OF WHAT You
2EE HERE |5 DRAWN
FREE-HAND.
MOTHIMNG FANCY, BUT
DOING IT DIGITALLY
HAS HELPED ME A

== AKTI A
MORE MNARROWLY
VARIABLE, PEN-LIKE [
&-PIXEL BRUSH i
FOR SOME DETAIL %
WORE.
i
X

NO MATTER HOW SMALL
A GNVEN DETAIL 15, FOR
EXAMPLE, | CAN ALWAYS
FILL THE SCREEM WITH IT.
INCREASING PRECISION
WITHOUT LEADIMNE TO
HAND-STRAIN.

AND THE RESIZING AND REPOSITIONING oF
DIFFERENT ELEMENTS ON DOZENS OF SEPARATE LAYERS
HAS ALLOWED ME TO FINE-TUNE MY ART LIKE CRAZY.

THE TOOL IN MY
DRAWING HAND
NEVER CHANGED -

-— BUT m¥ OTHER
HAND SWITCHED
FROM TOOL TO TOOL
WITH A SERIES OF
FRE-FPROGRAMMED
FUNCTION KEYS.

ALSO, CREATING PATTERN=-BASED STAMPS anND
BRUSHES can SPEED UP S0ME OF TRADITIONAL
DRAWING'S MORE TEDIOUS AND REPETITIVE TASKS.

DAGITALLY CREATE
LINE=-ART FOR
PRINT,. THESE ARE
A FEW OF YOUR
OPTIONS.

IF YOU WANT TO
CREATE TONAL OR
COLOR ARTWORK ==
ESPECIALLY FOR THE
SCREEN, AS WITH
WEBCOMICS -- YOU'LL
HAWVE ABOUT A
THOUSAND




FROM AN ART-CREATION STANDPOINT, THE MOST
BASIC DIFFERENCE BETWEEN PAGE AND SCREEN
IS THAT ONE REPRESENTS TONE THROUGH LINES
AND DOTS. WHILE THE OTHER CAM DISPLAY A
FULL RANGE oF TONES M EacH PIXEL.

AND FOR WEBCOMICS aRTISTS, THEFtE_-'—S-\
NO EXTRA EXPENSE TO USING A FULL RANGE OF
COLORS (OTHER THAN BIGGER FILE slziﬁ:L/

IF YOL GET POPULAR EMOLIGH

TO WORRY ABOUT BANDWIDTH CHARSES.

THE WEB HAS
BECOME A MASSIVE
LABORATORY
FOR NEW

TECHNIGQUES.
THAMNKS TO THE

THOUSANDS OF
CARTOCNISTS
MAKING WEBCOMICS
EVERY DaY IN
DOZENS OF

B
iy L

THE COLOR-FILLED,
ALL-BLACK, FINE-
FEATHERED LINE WORK
OF TRADITIONAL

== BUT JOINING IT
ARE COLORED
OUTLINES -

PRINTED COMIC
BOOKS can STILL BE
SEEN IN PLACES —-

-- BOLDER,
STREAMLINED
LINEWORK --

MWEAR BORDERLESS
COLOR SHAPES --

FAMEL THREE: S5EE ART CREDITS, PASE 2548,

== AND EVEN
DELIBERATELY
PIXELATED
CONTOURS.

PAMEL FOUR ONWARD: ART BY STEVE BRWGNT, MMES KoCHALKA,
CAT SARZA, SCOTT EURTZ. MIKE KRAHULIK, JoHN ALLISON,
DOROTHY GAMBERELL. JOE ZABEL, PATRICK FARLEY, BRIAH
CLEVINGER AND R STEVENS {SEE PAGE 258 FOR MORE INFOD,



mﬁm'-:Eﬂ -= SUCH AS BLURRED -- FADING -- OR
ISTS HAVE OR BORDERLESS CONTOURS — ATMOSPHERIC
ALSO TINKERED WITH BACKSROUNDS —- EFFECTS.

VARIOUS DEPTH
CUES WOT OFTEN
FOUND IN PRINTED
COMICS ==

i\

ARTISTS USED TO WORKING WITH

TRADITIONAL MEDIA HAVE EXPERIMENTED
WITH SCANNING STRAIGHT FROM PENCILS TO
COLOR, OR USING ANY NUMBER OF COLOR

\/ﬁ TOOLS --

== WHILE NATWE DIGITAL ARTISTS
HAVE PUSHED THE LIMITS OF VECTOR
STYLIZATION AND OTHER FORMS OF
DIGITAL ART.

A
i-_ll-"

THE

THIS 15 WHERE —V— -= 50, FOR SOME

CHAMNGE FROM WEBCOMICS RUM INTO SOME OF THE IDEAS ON THIS AND OTHER TOPICS
PRINT TO NAVIGATIONAL IS5UES I TALKED ABOUT RELATED TO TECHNOLOGY, GO TO
SCREEN Has aLso IN REINVENTING COMICS, AND WHICH I CAN SCOTTMCELOUD,.COM/MAKINGCOMICS
RAISED FUNDAMENTAL
GUESTIONS ABOUT

HOW COMICS ARE

PROBABLY BETTER DESCRIBE ON L%AME LOOK FOR THIS BUTTON:

CHAPTER

93
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PAMEL TWO-FOUR AND 5D ART BY KAZU KIBUISHIL, DREW WERS, 20*
JUSTIME BHaw AMD DEMIAM § (SEE ART CREDITS, PASE 2580,
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g PRACTICAL NOTE, LETTERING i pe - -
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[ -= AND vaRIOUS
BALLOON SHADE

OR WORR ST

YOUR COMIC DIGITALLY ¢usuaLLy N
OBJECT-ORIENTED PROGRAMS LIKE ADOBE
| ILLUSTRATORY CAN SAVE TIME AND WORK WHILE
INSURING A CONSISTENT APPEARANCE
AND SPACING FOR YOUR CAPTIONS
AND WORD BalLLOONS,

UNFORTUNATELY,
d| IT CAN ALSO OPEN A
FaNDORA™S BOX OF NEW
BAD LETTERING
OPPORTUNITIES!

wow, E x ERE/W/?

e —= BY ALL MEANS! HAVE FUN! TRY EVERY FONT
T = IN THE UNIVERSE!

BUT ALS0
BE AWARE OF
THE REASONS
THAT TRADITIONAL
HAND LETTERING
EVOLVED THE Wwiay
IT DID, AND HOW
THOSE PRINCIPLES
MAY APPLY TO

YOu.

It’s harder to
imagine lecters like
these drawn by the

MANY CARTOONISTS, |
INCLUDING YOURS
TRULY, HAVE HAD

FIRST, THERE'S A TRADITION
AMONG CARTOONISTS TO USE SANS
SERIF FONTS FOR BALLOON LETTERING.

THIS MIGHT JUST BE A HABIT INHERITED same hand that drew FONTS MADE OF
FROM E'FFrcrENC-?-HrHDEE" HAND the hand below. for e T Bl
LETTERERS :
example: WRITING FOR THIS

REASON.

== BUT IT MIGHT

ALSO BE BECAUSE
SIMPLER STROKES IN
LETTERING MORE CLOSELY
RESEMBLE THE LINE WORK
OF THE DRAWINGS THAT
SURROUND THEM.

semFAs.-ws SERIE:

{"SANS™ = “WITHOUT™ IN FREMNCH)

* THES FOMT WAS ADAPTED EROM
202 MINE Y JOHN ROSHELL OF

COMICRAFT AND IS AAILABLE AT

WAl COMEC BOOKFORTS, COM,




HAND-DRAWRN

FORTS ALSO INSURE

THAT THE OCCASIONAL,
HaND-LETTERED

EFFECT

WON'T LOCKE TOO
OuUT OF PLACE.

FIRST, ALWAYS GIVE A
LITTLE WHITE
SPACE BETWEEMN
YOUR WORDS AND THE
BALLOON BORDERS, TO
LET BALLOONS AND
ART BREATHE A BIT.

T TETRTE LLLATEIL TR TE]
LR TR R RS R IAL
-| UNTRIERI RPN
TR R TR AR R
LT LT TR ]

4

HERI AL
LRI T T
' LR R LT ]
IR DAL DT LT A
LI

SOME
CARTOONISTS CHOOSE
THEIR FONTS FROM
VARIOUS COMICS-STYLE

FONT PACKAGES
AVAILABLE ONLINE.

AS FOR BALLOONS., THERE ARE PLENTY OF
STYLES anND SHAPES TO CHOOSE FROM.
ONCE AGAIN, THERE'S NO “RIGHT™ way TO DO
IT, BUT I DO HAVE A COUPLE OF GENERAL
SUGGESTIONS:

e, a H‘x
/ OVAL BaLLOON SHAPE, MAKE SURE THE "
+ WORDS FILL THE SPACE COMFORTARBLY AND :.

\i:ar_sﬂugilrllﬂﬁ THE OvAL A BIT ON
ALL FOUR SIDES TO “SQUARE™ IT, .~

UNSSGUASHED 6VaLS LiKE THS LEAVE
A LOT oF WASTED SPACE ON EITHER
END, ESPECIALLY WHEN COMBINED WITH A
RECTANGULAR TEXT BOX LIKE THIS ONE,

THE LINE BETWEEN
TRADITIONAL ANMND
DIGITAL METHODS ISN'T
Alwiays CLEAR.

ToDaY, PLENTY oF WEBCOMICS FEATURE MK
AND PAPER DRAWINGS, WHILE PLENTY OF PRINTED
COMICS ARE DRAWN DIGITALLY!

203

THIS IS A Bl SUBJECT
OF COURSE. CHECK THIS
CHAPTER'S NOTES
PAGE FOR POINTERS TO
aM OMLIME TUTORIAL
AND OTHER RESOURCES.

BUT WHEN IT COMES TO
GETTING STARTED IN
COMICS, OME DHFFEREMCE

BETWEEN DIGITAL aND
ANALOQG STILL LOOMS

PRICE.




GEETTING
A FULL SUITE OF HARDWARE AND

2OFTWARE CAN COST THOUSANDS, BUT
DEPENDING ON WHAT YOU WANT OUT OF [T,
YOU MIGHT SET AwaY WITH SPENDING A
LOT LESS.

FOR EXAMPLE, IF ALL ¥OU NEED TO DO IS SCAN
AND UPLOAD SOME HAND-DRAWN COMIC STRIES
TO A FRIEND'S WEBSITE, AN 8-YEAR-OLD USED
LAPTOP anND CHEAP SCANNER MIGHT BE

\\1\\1_ ALL YOL'LL MEED.

_-_._.___._.--""'-.F

STILL, IF YOU
WANT TS CRESTE
MORE AMBITIOUS
ORIGINAL DIGITAL
ART, EITHER FOR PRINT
OR THE WER, YOU MIGHT
NMEED TO SPEND A
BIT MORE.

YOU'LL wWaNT
A BIG, SHARP
MONITOR IF You
REALLY PLAN TO
STARE AT IT ALL Day
== OR JUDSE YOUR
COLORS BY IT.

+|

COMPUTERS THAT PLAY MICE
WITH GRAPHICS PROGRAMS TEND
TO HAWVE EXTRA MEMORY INSTALLED
AND RUMN FAST.

THE MMACHINE
I USED PoR

THE BoOe.,

HARDLY
ANY OF US DRAW
WITH A MOUSE, BUT
INSTEAD USE SOME

FORM OF ALSO ESPECIALLY EXPENSIVE.
GRAPHICS SEE THE CHAPTER NOTES FOR
TABLET. MORE INFO.

A TABLET/MONITOR
THAT ALLOWS YOU TO DRAW
DIRECTLY ON THE SCREEN IS
ESPECIALLY GOOD -- BUT THEY'RE

THOSE OF US
WHO PREFER MACS --
COMMOR AMOMNS
FRAPHIC ARTISTS --
ARE ESPECIALLY
VULMNERARBLE, SINCE
THESE BABIES AIN'T




ADD IN A DECENT DESK aND CHAIR. WEB
ACCESS, various PERIPHERALS, A PRINTER.
INK. SCANNER AND A BACK=UP DRIVE or DVD
BURNER, AND YOU CAN IMAGINE HOW IT ADDS UD.

GETTING THE PREMIERE
PAINTING. DRAWING anND WEB
AUTHORING PROGRAMS CAN ADD A
LOT TO YOUR SHOPPING LIST'S

BOTTOM LINE.

ALS0, PUBLISHING B : M
THAT SAID, YOU MAY YOUR WORK ONLINE CAN : == AND THE CHANCES 1
ALREADY HAVE A BE A LOT CHEAPER THaN 5o OF TECHNOLOGY CLOSING
COMPUTER IN THE TRADITIONAL PRINTING = THE PRICE GAP IN THE NEAR
HOUSE AND THERE ARE |  AND DISTRIBUTING —- T_‘;E[ FUTURE WITH AFFORDABLE
Low cosT SOFTWARE =E 1 ALL-IN-ONE WIRELESS
ALTERENATIVES ouT -4 GADGETS LOOKS MORE
THERE. \ =t LIKELY THAN EVER.
\_—_L// .b"‘.{l'h{"' 3__=|,; JF i o i JF‘: :I
. C =z I-|| 40 :
: s A Q
v e =2 E;J ~ \ y
_I"';-’J-: ! L' ¥
=== AR, { \
-é:'-:'f: b = I I y i
—r s - o

FOR MOW, THOUGH, THESE
ARE THE TWOQ ALTERNATIVES
MOST COMICS ARTISTS CHOOSE FROM,
WITH STRONG ADVOCATES FOR EACH, AND
A GROWIMNGE HMUMBER OF ARTISTS
COMFORTABLE WITH BOTH.

ONE OF THEM BOASTS TOOLS
AND TECHMIQUES THAT HAVE BEEN
MASTERED anD REFINED FoOR
CENTURIES. onNE 15 CHANGING
AND GROWING BY THE DAY.

{)

#

R

s

&
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FOR ARTISTS WORKING IN PRINT coMICS,
THE SUBJECT OF TOOLS AND TECHNIGUES
USUALLY ENDS WHEN THE FINISHED ARTWORK
IS SENT OFF TO A PUBLISHER.

ARE ANY NUMBER
OF HELPFUL
GUIDES 1o wes
PUBLISHING™* ==

® SEE CHAPTER MOTES.

NOT
TRUE ON THE WEB,
WHERE SELF-PUBLISHIMNG
ISN'T JUST PRACTICAL —-
IT*s THE NORM.

-- BUT THE
BASIC CHALLENSE OF
PUTTING COMICS OM

THE WEB ISN'T REALLY

A TECHNICAL

ONE.

P

IN THE SMALL PRESS
AND MINI-COMICS SCENE, PUBLISHING 15 A
BIT MORE HANDS=0MN. BUT FOR MOST INKE
AND PAPER CARTOONISTS ——

SOMEONE ELSE’S

== PRINTING I5

JOB.

CREATING
WEBPAGES HAS GOTTEN EASIER IN
RECENT YEARS, THANKS TO VARIOUS

OFF-THE-SHELF PROGRAMS —-

TELL YOUR
STORIES CLEARLY
AND EFFECTIVELY.
DESIEM YOUR SITES
WITH THE READING
EXPERIENCE N
MM ==

206
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-- AND
EVERYTHING
ELSE IS JUST
CONNECTING
THE DOTS.




IVE
WRITTEN A LOT ABOUT THE
TRAMNSITION FROM ANALOG TO
DIGITAL 1N COMICS.

IT'S A
PROFOUND CHANGE THAT'S
ALREADY TURNING A LOT OF OUR
TRADITIONAL ASSUMPTIONS
UPSIDE-DOWN AND IT"S JUST
GETTING STARTED.

ATl 4t bt R

" 'II ] L
reretrl o :
S IR it VAT

- A5 RADICAL
A5 THESE NEW
EFFECTS, FORMATS,
DESIGHN PRINCIPLES
AND DHSTRIBUTION
MODELS ARE --

=15 ABIT
LIKE DESCRIBING
THE FIRST PRINTIMNG
FPRESS AS A “REALLY
FAST SCRIBE™ —=

DESCRIBE
COMPUTERS AS
“JUST ANCTHER
TOOL™ —

-~ THE ART OF
PUTTING ONE PICTURE
AFTER ANOTHER TO
TELL & STORY 15 STILL
THE NAME OF THE

-— AND EVERY

ONE OF YOUR TOOLS

WILL LINE UF TO DO
YOUR BIDDIMNG ==

= IMSTEAD OF
THE OTHER &y
AROUNDY,




CHAPTER 5: TOOLS, TECHNIGQUES AND
TECHNOLOGY

GENERAL NOTES

SIMCE IVE BEEN DRAWING DIGITALLY FOR A WHILE, I
PUT OUT THE CALL TO PEOPLE IN MY ADDRESS BOOK
WHO STILL &ET IMK OM THEIR FINGERS TO SEE WHAT
THEY WERE USING. SPECIAL THANKS TO THOSE WHO

RESPONDED, INCLUDING:

JESSICA ABEL PEREK EIRKE KEir
BRENT ANDERSON HOPE LARSON
STEVE BISSETTE PAVID LASKY
LEELA CORMAN JASON LITTLE
MARK CRILLEY MATT MADDEN
HOWARD CRUSE JENM MAMLEY LEE
TED PEWAN CARLA SPEED MONEIL
KRIS DRESEN JOS5H MEUFELD
TOC FETCH AL NICKERSOM
MARY FLEEMER HEMRIK REHR
SHAENON GARRITY PAULD RIWVERA
Fla GUEREA STEVE RUDE

TOM HART SJUSTINE SHAW
DYLAN HORROCKS PALUL SMITH

R RIELO JOHNSON SPIEE

MEEAM KELSD DREW WEING
KAZU KIBUISHI GEMNE YANSG

JUNE Kl

IT™S A QUIRKY, SLIGHTLY RANDOM LIST, BUT IT G&VE ME
A SENSE OF SOME OF THE TRENDS OUT THERE. THEIR

RESPOMSES WERE ESPECIALLY HELPFUL IN PUTTING
TOGETHER PAGE 194 (MATCHING SPECIFIC TOOLS TO

DRAWINGS) BUT I USED THEIR INFORMATION THROUGH-

QUT THE CHAPTER.

PAGE 185, PANEL SEVEN - THAT TWO DOLLAR

PEN

IF ANYONE IS CURIOUS, IT WAS A PILOT PRECISE V7"
ROLLING BaLL, AND YES, I LITERALLY BOUGHT IT AT
LUNCH, DID MY SKETCH, AND DROVE OVER TO PALL
SMITH'S APARTMENT TO GET A SKETCH WITH THE SAME
PEM. I THINK IT WAS ACTUALLY $1.99. 50 WITH CALIFOR-
MiA SALES Tax, THAT COMES TO $Z14. THE KIND OF
PAPER I BOUSHT FOR THIS IS JUST ABOUT A PENNY A
SHEET AFTER TAX, 50 THE TOTAL COST waS §2.I5. 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 DIEITAL
TOOLS.

e ————

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 YERSIONS OF EACH, MAKE
SURE THAT WHATEWVER TABLE AMD CHAIR yOU GET
MATCH IN HEISHT, OR YOU'RE &OING TO BE MISERABLE.
ALSO, RESEARCH WHICH CHAIRS SUPPORT yOUR LOWER
BACK TO avOID BACK PaIM (THIS |5 TRUE FOR BOTH
DRAWING AND COMPUTER SET-UPS) FYI: THE SIDE
TRAY SHOULD BE AaBOUT $30. I'VE FOUND AT LEAST
TWo COMPAMNIES OFFERING TRAYS SIMILAE T MIME.
PEFINITELY WORTH IT.

LaMPS:

THE SWING=-ARMED LUXO-LAMP PICTURED OM PAGE 189
Was 50 COMMON WHEM I STARTED OUT THAT WE
CALLED AMY SWING-ARM LAMP A “LUX0." THE INCAN-
DESCENT AND FLUORESCENT BULBS TOGETHER CaN
REALLY MAKE A DIFFERENCE. INCANDESCENTS ALONE
DON'T KEEP YOU AWAKE AS EFFICIENTLY AND FLUORES-
CENTS ALOME CAN BE KIND OF BLEAK, BUT THE Two
COMBINED APPROACH THE FREGUEMNCY OF SUMLIGHT
WHICH CAN TRICK YOUR BODY INTO NOT NOTICING THAT
YOU'VE BEEN DRAWING FOR |4 HOURS STRAIGHT., y
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 TO THE HIGHER
QUALITY 400 SERIES RECENTLY WHEN THE PREVIOUSLY
RELIABLE 300 SERIES TURNED CRAPPY. WHETHER YOU
USE BRISTOL BOARD OR NOT, KEEP AN EYE OUT FOR
MiINIMAL BLEEDING OR SPREADING OF INK, ABSORPTION
WITH MINIMAL FADING, THE ABILITY TO WITHSTAND
ERASING, SMOOTHNESS FOR PENS, THICKMESS ENOUGH
MNOT TO TEAR OR GET DAMAGED EASILY AND THINMESS
EMOUGH TO TRACE OVER WITH A LIGHTBOX (5EE
BELOW.

T=-SGUARE TIF:

A T=SGEUARE CAMN GET IN THE WAY WHEN YOU'RE NOT
USIME IT. I SUSSEST STICKING A COUPLE OF SCOTCH
MOUNTIMNG SQUARES ABOUT 4 INCHES FROM THE BACK
EDGE OF THE DESK (ONE EACH NEAR THE LEFT AND
RIGHT SIDES). THEM, WHEN YOU WANT TO STOW THE
T-SGUARE WITHIN REACH BUT OUT OF THE WY, You
CAMN JUST SLIDE IT UP PAST THE SAUARES TO REST.

WORK HABITS:

TAKE BREAKS! IF ¥YOU DO A LOT OF DETAILED WORK
(HAND LETTERING OR TYPING ESPECIALLY) YOU CAM GET
SERIOUS HAND STRAIN WHICH, IF NOT TREATED, CAM
LITERALLY CRIPPLE YOU FOR LIFE! AS SOON AS YOUR
HANDS START FEELING S50RE, BEGIN TAKING A FEW
MIMUTES OFF EVERY 20 MINUTES OR 50 AND LOOK INTO
SETTING & HAND BRACE OR SEEKING OTHER TREAT-=
MENTS. REMEMEBER, YOUR HANDS ARE TOOL #2 (RIGHT
AFTER YOUR BRAIN), TAKE GOOD CARE OF THEM.
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OTHER TOOLS TO CONSIDER:

= A LIGHTBOX. A FLAT METAL BOX WITH LIGHTS
INSIDE AND A TRANSLUCENT PLASTIC SURFACE.
TURNS THICK DRAWING PAPER LIKE BRISTOL BOARD
INTO TRACING PAPER THROUGH BACK-LIGHTING.

* AN ULTRASONIC CLEANER. A LITTLE VIBRATING TUB
THAT CAM CLEAN TRADITIONAL TECHNICAL PEN
PARTS (PAGE 193, PANEL 22, IN CASE YOU PLAN TO
&0 HARDCORE. THEY'RE PROBABLY AN ENDANGERED
SPECIES, ALONG WITH THE PENS THEMSELVES, BUT
I FOUND ONE ON THE WEB FOR $110 DOLLARS, 50
THEY STILL EXIST AS OF THIS WRITING.

= A CUTTING MAT. & BlG, RUBBERY BOARD YOU CAN
SLICE INTO REPEATEDLY WHILE CUTTING BRISTOL
BOARD AND OTHER PAPER WITHOUT DAMAGING IT
{"SELF-HEALING" AS ONE SITE PUT IT). yOU
SHOULD BE ABLE TO FIND OME FOR UNDER $20,
BUT PRICES SEEM TO VARY A LOT. DEFINITELY
USEFUL IF yOU PLAN TO USE AN ¥-ACTO OR UTILITY
KENIFE OFTEMN,

« & PROPORTION WHEEL. A CIRCULAR SLIDE RULE
WITH & SERIES OF NUMBERS ALOMNG THE EDGES OF
TWO CONCENTRIC PLASTIC DISKS INDICATING
CORRESPOMDHNG SIZES FOR REDUCTIONS AND
ENLARGEMENTS. USEFUL FOR PLACING ON TOP OF
GLASSES OR MUGS CONTAINING CARBONATED
DRINES TO KEEP THEM FROM GOING FLAT.

PAGE 190, PANELS ONE-THREE = REDUCING
FOR PRINT
BEAR IN MIND, YOUR LINES WILL BE GETTING THINMNER

WHEM REDUCED FOR PRINT. IF TOO THIN, THEY MaY
START BREAKING UP, S0 PLAN AHEAD.

P>

PAGE 190, PANEL FOUR - PENCIL
PREFERENCES

MY RESPONDENTS SHOWED A LOT OF PASSION FOR
SPECIFIC TOOLS, AND DISMAY WHEN ONE OR MORE
TOOLS CHANGED OR WERE DISCONTINUED.

"I STRUGGLED FOR YEARS TO FIND THE PERFECT
PENCIL,” WRITES PIA GUERRA. WHEN PIA’S VENUS
VELVET HB YELLOWS RAN OUT SHE COULDN'T FIND
REPLACEMENTS ANYWHERE. “&OING ONLINE I LEARNED
THERE WERE PEOPLE WHO COLLECTED PENCILS{T AND
THEY WERE FaMILIAR WITH THE VELVETS AND HOW
G000 THEY WERE AND WISHED ME LUCK IN FINDING AN
EQUIVALENT SINCE THE COMPANY STOPPED MAKING
THEM.” EVENTUALLY. AFTER TRYING NEARLY EVERY ART
PENCIL ON THE PLANET, PIA SETTLED ON MIRADO F 2.5
>CHOOL PEMNCILS AND STOCKED UP. "IF YOU FIND
SOMETHING THAT WORKS, BUY LOTS OF IT," SHE
SUGGESTS, A SENTIMENT THAT WAS ECHOED REPEAT-
EDLY IN OTHER RESPONSES.

GETTIMNG JUST THE RIGHT PENCIL IS ESPECIALLY
IMPORTANT FOR THOSE WHO DO THEIR FINISHED LINE
WORE WITH ONE, AS FOUR OF MY RESPONDENTS NOW

DO, THANES TO TECHMOLOGICAL ADVANCES.

I JUST USE WHATEVER .7 MM MECHAMICAL PENCIL HAS
THE BEST &RIP, BUT I'M ONLY DOING LAYOUTS WITHIT
BEFORE HEADING INTO DIGITAL FOR EVERYTHING ELSE.
I AM LOoYal TO MY PINK PEARL ERASER, THOUGH.

OTHER PINK ERASERS SEEM HARD AND GREASY TO ME.

MOM-REPRODUCIBLE PENCILS SPARKED SOME LIVELY
DISCUSSIONS. THESE ARE LIGHT=-COLORED PENCILS
THAT DON'T NEED TO BE ERASED AFTER INKING
BECALISE THEIR HUES DON'T SHOW UP IN PRE-PRESS
PHOTOGRAPHY, PHOTOCOPYING OR EVEN SCANNING (AT
LEAST IN THECRY). I CALL THEM "BLUE PENCILS®
BECAUSE I'M FROM ANOTHER CENTURY, BUT THEY
ACTUALLY COME IM 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 RECENTLY IT WAS LIKE THE ARAR OIL
EMBARGO OF 1973,

SOME, LIKE JASON, HOPE AND JUSTINE, DO A SIGMIFI-
CANT AMOUNT OF DETAILED WORK IN NON-REPRO
FEMNCILS. OTHERS USE THEM ONLY FOR PREPARATCORY
SKETCHES BEFORE PEMNCILLING WITH GRAPHITE PENCILS.
STILL OTHERS WON'T TOUCH 'EM AT ALL.

—~a (| —

PAGE I91-192 - BRUSHES WITH GREATNESS

AFTER ALL THESE YEARS, THE KING OF BRUSHES STILL
SEEMS TO BE THE VENERABLE WINDSOR-NEWTON
SERIES #7 FINEST SABLE, WHICH USES ONLY "kOLINSKY"
SABLE HAIRS, MADE EXCLUSIVELY FROM THE WINTER
FUR OF THE MALE SABLE'S TAIL —- AND NO, I'M NOT
MAKING THAT UP. THE #1-2 SI2ZES ARE THE MOST
COMMON AMONG THOSE I TALKED TO, ALTHOUGH I
HEARD FROM ARTISTS USING A #0 (WVERY FINEY ALL THE
wWay TO A #5 (BIG, BUT STILL CAPABLE OF FINE LINES
-~ IN FACT PAUL SMITH, WHD USES A #5, REPORTS AN
IMPROVED FINE LINE WITH THE BIGSER BRUSH). PRICES
VARY, BUT EACH SIZE NUMBER ADDS APPROXIMATELY
$/0 TO THE PRICE.

NOT ALL WINDSOR-MEWTON SABLES ARE GEMS. PALL
QUOTES ONE BRUSH CONMNOISSEUR AS SAYING
“WINDSOR-NEWTON MAKES THE FINEST BRUSH IN THE
WORLD... EVERY ONCE IN A WHILE." TO FIND A 00D
ONE, PAUL SUGGESTS FLICKING & WET SABLE WITH
YOUR WRIST RIGHT IN THE STORE (AFTER ABOUT FOUR
MINUTES IN WATER, SOAKED UNTIL IT LOSES ITS SHAPED
TO SEE IF IT NATURALLY SMAPS TO A POINT. IF S0,
THAT'S THE SHAPE IT WANTS TO TAKE AND YOU CAN
PULL OUT YOUR CREDIT CARD. IF IT SPLITS, IT'S &
CURSED EVIL IMPOSTER AND YOU SHOULD PUT IT BACK
OM THE SHELF.

OTHER BRUSHES MENTIONED BY MY RESPONDENTS
INCLUDE THE CHEAP, YELLOW LOEW-CORMELL #2 (ONCE
USED, THOUGH MOT MECESSARILY ENDORSED, BY DREW
WEING}, THE ORANGE TIP RAPHAEL #4 SABLE BRUSH
SERIES 8404 FAVORED BY JES5ICA ABEL, AND
WINDSOR-NEWTON'S SCEPTRE GOLD, A HALF-SABLE,
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HALF-5YNTHETIC MiX WHICH |5 CARLA SPEED MCHEIL'S
WEAPOH OF CHOICE.

ANY NATURAL BRUSH REQUIRES GREAT CARE. WASH OUT
THE IMK THOROUGHLY WHEN MOT IN USE. IT'S OMLY A
MATTER OF TIME UNTIL A BRUSH LOSES ITS SHAPE, BUT
WITH FREGUENT CLEANING, YOU CAN EXTEND ITS LIFE
CONSIDERABLY., wiLL EISMER SUGGESTED WAY BACK IN
982 THAT I WRAFP A PIECE OF PAPER TAPE A FEW
MILLIMETERS ABOVE WHERE THE METAL MEETS THE
HAIRS TO HELP THE BRUSH EEEP ITS SHAPE, AND THAT
DEFINITELY HELPED. IN FACT, WHEN I WAS WORKING IN
PLC'S PRODUCTION DEPARTMENT THAT YEAR, BRIAMN
BOLLAND CAME IN TO MAKE SOME CORRECTIONS,
BORROWED MY EISNER-IZED SABLE AND MENTIONED
WHAT & GO0D LINE IT GAVE.

-

PAGE 192, PANELS ONE-FOUR - BRUSH
ALTERNATIVES

I waS AN EARLY ADOPTER OF SYNTHETIC BRUSHES
STARTING IN 1982, IN FACT MY OLD SERIES ZOT/ waAS
FILLED WITH FELT BRLUSH WORK, BUT I SYMPATHIZE
WITH THOSE WHO DON'T TRUST THEM, AND I'D HARDLY
POINT TO MY COMICS WORK FROM THAT DaY AS AN
EXAMPLE OF GREAT INEING.

CRAIG THOMPSON'S TRUSTY PENTEL POCKET BRUSH
PENS (SEE ABOVE) COME WITH REFILLABLE CARTRIDGES
OF PIGMENT INKS AS DO THE KURETAKE AND AITOH
BRUSH PENS, BUT MANY SYNTHETIC BRUSHES ARE
BASICALLY BRUSH-SHAPED FELT-TIFPED PENS. PROG-
ABLY THE MOST POPULAR, ESPECIALLY WITH MANGA
FAMS, ARE COPIC MARKERS, A FAST-DRYING MAREER
WITH A CHISEL POINT ON OME END AND A FLEXIBLE FELT
BRUSH ON THE OTHER. THEY COME [N MANY COLORS AND
ARE OFTEN USED FOR INKING AND COLORING, BUT
DON'T SEEM AS COMMOM |M THE PROFESSIONAL
COMMUMITY == YET. RESPONDENTS TC THE SURVEY WHO
MENTIOMED USING FELT BRUSHES LISTED SAKURA'S
PiGMA BRUSH PEN AND THE ZEBRA 303 BRUSH PEN.

MaMY SABLE USERS REALLY HATE THE FELT BRUSHES.
FELT BRUSH USERS AREMN'T EXACTLY JUMPING TO THEIR
DEFEMSE, BUT SOME SEEM PRETTY SATISFIED. UNIGUE
AMOMS THE ARTISTS I TALKED TO WAS SPIKE, WHO
SAID SHE USES A SABLE BRUSH NOW, BUT THINES FELT
BRUSHES ARE GREAT. "I USED THEM AS TRAIMNING
WHEELS FOR OVER TWO YEARS BEFORE I GRADUATED
TO REAL BRUSHES," SHE WRITES. "I WOULD HAVE MEVER
HAD THE CONFIDEMNCE AND PATIENCE TO DEAL WITH A
BRUSH STRAIGHTAWAY AFTER I STOPFED USING PLAIN
MARKERS TO INK, 50 I'VE GOT NO PROBLEM WITH ‘EM
AT ALL."

PAGE 192, PANELS FIVE-SEVEN - NIB PENS

A NUMBER OF RESPONDENTS STILL USE NIB PENS, BUT

ART B¥ TOC FETCH (SEE ART CREDITS, PasE 2580,

MANY COMPLAIN ABOUT THE QUALITY OF PRODUCTS
ABILABLE IM THE L5, THE OMCE RESPECTED MNIBS FROM
HUNT AND SPEEDBALL (NOW THE SAME COMPANY) HAVE
REPORTEDLY SUFFERED IN BOTH SELECTION AND
GUALITY OVER THE YEARS, THOUGH THE HUNT #102
AND #108 CROWQUILLS AND #B-5 AND #22 NIBS ARE
STILL BEING USED, AND S0ME 5TILL SWEAR BY THEM
{(INCLUDING DPREW WEING, BUT HE COULD GET GOOD
LINES OUT OF A SNICKERS BAR). CARTOONISTS IN NEW
YORK REPORT THE GROWIMNG POPULARITY OF THE
JAPAMESE & PEMNS (BRANDS MAY INCLUDE ZEBRA,
TacHIKAalA AND NIKKC). THE & PENS ARE BaSICalLy
THE SAME THING AS TRADITIHONAL MIB PENS BUT
STROMGER AND WELL-MADE. DAVID LASKY SAID HE'S
USIMNG THE ROTRIMG ART PEM, A MIB PEN WITH ITS QWM
BARREL OF INK, MUCH LIKE THE PENTEL POCKET BRUSH
AND ITS COUSING. DAVID DESCRIBES THE ROTRIMG AS
“HiGH MAINTENANCE" THOUGH, AND COMPARED IT TO
"OWHIMEG & VESPA"

PAGE 192=193 = FIXED WIDTH AND TECHNICAL
PENS

TRADITIOMAL TECHMICAL PENS LIKE THE KOH-I-NOCOR
RAPIDOGRAPH WHICH NEED TO BE DISASSEMBLED TO BE
REFILLED AND CLEANED MAY BE A DYING BREED, BUT
SOME CARTOOMNISTS STILL SWEAR BY THEM. HOWARD

CRUSE DOES 90% OF HIS INKING WITH TECHMNICAL PENS, ‘
AND KRIS DRESEN USES THEM FOR EVERYTHING.
ROTRING AND STAEDTLER 5EEM TO BE OFFERING NEWER
VERSIONS OF THE TRADITIONAL DESIGN, WITH
CARTRIDGES: WHICH MIGHT BE EASIER TO MAINTAIMN, IF
MORE EXPENSIVE IN THE LONG RUN,

HEW YORK
STATE ARTIST
TGO FETCH,
AFTER 50ME
DaZ2LiMGLY
INTRICATE
TECHHMICAL
FEN WORK
(AT LEFT)
RECEMTLY
RETURNED
TG HIS FIRST
LOVE, THE
PEMCIL.

PLENTY OF ARTISTS FIND FIXED-WIDTH PIGMA MICRONS,
ALVIM PENSTIX AND OTHER PRECISION FELT-TIPS AN
ADERUATE, HASS5LE-FREE ALTERMATIVE TO TECHMICAL
FENS. THEIR MAKERS CLaIM AN "ARCHINVAL GUALITY" INK
(OLD=STYLE FELT-TIPS WERE NOTORIOUS FOR FADING),
AND COME [N THE SAME PRECISION SIZES AS OLD
SCHOOL TECHMICAL PENS. IF THE INK IS 600D AND THE
LINE IS SMOOTH AND CONSISTENT, I 5AY GO FOR IT, BUT
BEAR IN MIND THAT YOU'LL 60 THROUGH DOZENS OF
THOSE SUCKERS DURING THE LIFETIME OF ONE RAPIDC-
GRAPH, 50 LONG-TERM CO5T MIGHT BE WORTH
COMSIDERING.

SOME CARTOONISTS, LIKE JASON LITTLE. REPORT LIKING
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THE "DEAD" LINE THAT ALL FIXED-WIDTH PENS
PRODUCE. OTHER USERS SEEM A BIT RESTLESS THOUGH.
PEREK KIRK KIM USED COPIC'S FIXED-WIDTH MULTILIN=-
ERS IM THE LAST FEW YEARS, BUT HE'S CONSIDERING
GOING BACK TO CROWGQUILL. WEBCOMICS CREATOR
SHAENON GARRITY REFERS TO HER OWHM USE OF
MICRONS AS "LAME."

STILL, I NOTICED A CHEAP TOOL BRAMADO EMANATING
FROM THE WEB-S8WY BAY AREA INDY SCEME.
"BRUSHES, SHARPIES, PIGMAS AND EVEN BALLPCINT
PENS ARE USED," WRITES GENE YANG, "[JESSE HAMM]
WALKED UP TO ME AND DEREK DURING A SAN DIEGD
COM YEARS AGDO AND SAID, 'MIGNOLA DOES EVERYTHING
WITH A PIGMA AND A SHARPIE! I DON'T THINK JESSE'S
PICKED UP A BRUSH SINCE."

PAGE 193, PANELS FOUR AND FIVE - INKS
AND WHITE PAINT

THREE RESPONDENTS CRITICIZED THE ALLEGED
WATERING DOWN OF THE ONCE-STANDARD HIGGINS
BLACK MaAGIC IMKE (STEVE BISSETTE CALLED IT “GREY
SWILL™) BUT TWO OTHERS REPORTED STILL USING IT.
R. KIEUO JOHNS0MN USES SPEEDBALL SUPER BLACK FOR
HI5S RICH, COMPELLING BRUSH WORK., MEANWHILE,
JaPan’s DELETER 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 GET THE BENEFITS OF GUIDELINES LIKE THOSE
MADE BY AN AMES GUIDE, WITHOUT DRAWING THEM
OVER AND OVER. HE MADE A SET OF GUIDELINES IN
ADOBE ILLUSTRATOR, PRINTED THEM ONTO CLEAR
SHEETS AND JUST PLACES THEM AND HIS DRAWING
PAPER OVER A LIGHTBOX.

PAGE 197 - DRAWING THIS BOOK DIGITALLY

LJUST TO BE CLEAR, THE LAYERS I'M TALKING ABOUT
ARE VIRTUAL. I DON'T ACTUALLY PRINT AND STACK
THEM LIKE THAT! IT ALL HAPPENS IN PHOTOSHOP. T'LL
POST MORE DETAILED STEP-BY-STEPS ONLINE (SEE WEB
ADDRESS AT BOTTOM).

PAGE 199, PANEL SEVEN - BRUSHES AND
BUSHES!

PHOTOSHOP ALLOWS YOU TO SET SEVERAL PARAMETERS
WHEN YOU TURN A SHAPE INTO A BRLISH, BUT THE
PROGRAM DOESHM'T MAKE IT EASY. I'LL POST A QUICK
TUTORIAL ON THE SITE.

PAGE 203 = LETTERING IN ILLUSTRATOR

CHECK CHAPTER FIWE AND A HALF (RIGHT) FOR MORE ON
DIGITAL LETTERING METHODS, INCLUDING A COOL
LAYER TRICK THAT ALLOWS EMDLESS REPOSITIONING
OF TAILS AND LIGHTNING-FAST PANEL BORDERS.
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PAGE 204, PANEL EIGHT - THE TABLET
MONITOR

AS 1 WRITE THIS, THE ONLY WaYS FOR GRAPHIC ARTISTS
TC DREAW DIRECTLY OM THE SCREEM ARE TO GET A
TABLET PC OR WACOM'S CINTIG MONITOR -- AND FOR
MAC USERS LIKE ME, THE CINTIG IS OUR OMNLY OPTION.

I LIKE THE CINTIG A LOT. I PROBABLY COULDN'T HAVE
DONE THIS BOOK HALF AS FAST OR HALF AS WELL
WITHOUT IT. BUT THE ONLY GRAPHICS-FRIENDLY MODEL
THE MANUFACTURER IS SELLING AS T WRITE THIS COSTS
MORE THAN A WHOLE NEW COMPUTER (2499 THOUGH
THINGS MAY HAVE IMPROVED BY THE TIME YOU READ
THIS).

ITS & PRETTY MAMMOTH INVESTMENT, BUT IF YOU
HAVE SERIOUS HAND STRAIN PROBLEMS LIKE I DID 1N
2003-2004, OR YOU'RE BEING PAID ENOUGH FOR YOUR
ART THAT YOU CAN LOG GAINS IN PRODUCTIVITY AS
PROFIT, THEN GETTING A TABLET/MONITOR MIGHT
MAKE SENSE.

PAGE 204-205 - INDUSTRY STANDARDS

THE MAJORITY OF COMICS PROS T KNOW WHO ARE
MAKIMG COMICS DIGITALLY DO S0 ON A MACINTOSH
COMPUTER RUNNING ADOBE'S GRAPHICS PROGRAMS.
ADOBE PHOTOSHOP 15 THE PROGRAM NEARLY ALL OF US
OwWN, FOLLOWED BY ILLUSTRATOR, ADOBE"S PRECISE
"OBJECT-ORIENTED" DRAWING PROGRAM, AND DREAM-
WEAVER FOR WEE AUTHORING. (DREAMWEAVER USED TO
BE IN COMPETITION WITH ADOBE'S LESS5-POPULAR
GOLNE, BUT ADOBE BOUGHT THE COMPANY IN 2005,

GETTING ALL THREE PROGRAMS OFF THE SHELF ADDS
UP TO AROUND $1,000, BUT DEPENDING ON WHAT YoU
WANT TO ACCOMPLISH, THERE MaAY BE CHEAPER OR
EVEMN FREE ALTERMATNES OUT THERE. CHECK THE SITE
FOR MORE DETAILS.

CHAPTER 206 - GUIDES TO WEB PUBLISHING

ALS0 SEE THE ADDRESS BELOW FOR SOME POINTERS TO
WEB PUBLISHING. (I'M RUNNING OUT OF ROCMID

CHAPTER FIVE AND A HALF!

I FOUND OUT IN REINVENTING COMICS HOW DIFFICULT IT
IS TO DESCRIBE WEB-NATIVE TECHNIGUES IN A BLACK-
AND=-WHITE BOOK, 50 I'VE PUT MOST OF MY DIGITAL
NOTES ONLINE. I'M ALSO GOING TO SEE IF I CAN
PROVIDE UP-TO-DATE INFORMATION ON EQUIPMENT AND
SOFTWARE, SINCE THAT TOPIC IS A MOVING TARGET.

>0 TO:
WWW. SCOTTMCCLOUD.COM/MAKINGCOMICS

AND LOOK FOR
THIS BUTTOM:
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Chapter Six

Three Essays about Style

Your Place in Comics

._"' "-.:'-."._III1.'|:'.'-I""| ".I”- T A T ey .-'"-""-"":-"-"-".-".-_.-"-'-""-':-"' _,.::"f.-""
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IF I HAD THE
00D SENSE TO WRITE AN ORDINARY
HOW-TO BOOK, THIS WOULD BE THE CHAPTER
WHERE I EXPLAIN HOW TO “CHOOSE & STYLE
THaAT'S RIGHT FOR yoU™ II i

I

il
e

N 'l - H |||-| —

BUT STYLE
ISN'T REALLY SOMETHING YOU CaN

CHOOSE OFF-THE-SHELF LIKE A SCARF OR A
PAIR OF 50CKS. ITS ROOTS 60 DEEPER
THAMN THAT.

AND
¥Oou DON'T
ALWayYs “CHOQSE™
TOUR STYLE.
SOMETIMES IT
CHOOSES

YOU.

“STYLE™ USUALLY DESCRIBES SLURFACE DETAILS LIKE
LINE QUALITY. A way oF DRawiNG FACES or
OME’S USE OF DIALOGUE.

BUT MANNERISMS LIKE THAT ARE JUST
BYPRODUCTS OF ARTISTS' ATTEMPTS TO
PRESENT THE WORLD AS THEY SEE IT --

LAST ROW: ART BY JIM WOODRIMNG, KvLE BAKER, 08
SALCCE AMD CHRIS WARE (SEE ART CRECHTS. PAGE 25A%




-- AND TO CAPTURE THE ASPECTS oF COMICS
THAT May HAVE CAPTIVATED THEM AS READERS.

BEHIND THAT STRUGGLE LIES THEIR FUNDAMENTAL
OUTLOOK ON LIFE AND ART --

-- & STATEMENT OF THEIR PASSIONS AND
FEIORITIES ==

-= AN ECHO OF THE TIMES anD PLACES
THEYE COME FROM ==

-- AND A SIGNPOST TO WHERE THEY WANT
THEIR CHOSEN ART T TAKE THEM.

- ]

‘ =

IN SHORT:
DISCOVERING YOUR OwWN “STYLE™ IS A
DEEPLY PERSOMNAL PROCESS WHICH CAM
TAKE YEARS —-

—= AND IT
CAN'T BE
TAUGHT IN A

BOOK.

ABT BY JEFF SMITH, BUsIkD TAKAHASHI, MAR MHE SATRAPI,
ERIC DROOKER. GSAMU TEZLIKA, HERGE, CHARLES SCHULZ, FHOERE
ELOGCEMER. DAVID B AND DEMIAN 5 (SEE ART CREDHTS. PAGE Z58L
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== THE
BEMEFIT OF THE
EXPERIENCES OF
THOSE WHO HAVE
GOME BEFORE --

BUT.

EVEN THOUGH THE PATH TO
FINDING YOUR PLACE IN COMICS 15
ONE THAT YOU'LL HAVE TO WALK
ALONE --

-~ AND THE SKILLS
TO DRAW YOUR
OWN MAP WHEN
THAT LAaNDSCAPE
CHANGES.

-- FOLLOWED BY A FEW IDEAS ON
THE EVOLUTION AND USES OF THE MASS
STYLES WE CalLlL “GENRES™ --

FANEL FIVE: ART By RUMIKD THAHASHI
(SEE ART CREDITS, PaGE 254),

-= YOU CAN GET THERE A LOT
SOOMER IF YOU HAVE A BiG ENOUGH MAP
OF THE PLACES you CAN &0 --

TO GET STARTED THEM, HERE
ARE THREE SNAPSHOTS OF THAT
WORLD OF COMICS STYLES, STARTING WITH
MY O PERSONAL TAKE ON THE
MANGA PHENOMENGN --

_ -- AND AN UNUSUAL, BUT I
il HOPE USEFUL, NEW WaY OF LOOKING AT
COMICS CULTURE AND THE IDEALS
THAT CaN BOTH SEPARATE US AND
BIND US TOGETHER.
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=t . S IN 1982, JUST ouT
/g %@é’ OF COLLEGE AND LIVING IN MANHATTAN, T
BECAME OBSESSED WITH READING JAPANESE

COMICS, or “*MANGA.™

FUMMY THIMG
15, ALMOST NOME
OF WHAT T was
READING HAD BEEM

L

UMNDERSTANDING TRANSLATED AND
I DIDM'T ENOW A
MANGA .

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.

\
\
U

e
e
e o

MY DAY JOB Was AT DC COMICS IN
ROCKEFELLER CENTER, JUST A COUPLE OF
BLOCKS FROM BOOKS KINOKUNIYA, ONE OF
THE BIGGEST JAPANESE BOOKSTORES [N
AMERICA.

L ——

e

AR

AN

—_—

=0

s
3

= e
CETEY
=

R

L e e e Ty AN | IVE SEEN BOOKS
::I IN THOSE PAGES, I FOUND A LOT OF VISUAL Illll\ ABOUT THE HISTORY, BUSINESS
| STORYTELLING TECHMIGUES RARELY SEEN |/ AND CULTURE OF MANGA AND PLENTY
|| IN AMERICAM COMICS THAT I WAS EAGER TO L]} OF MANGA STYLE HOW-TO-DRAW
1| PUT IN MY OWN COMICS AS SOON AS I GOT |||' |'|' BOOKS —
‘| THE cHANCE.* i
' — BUT IN 24

YEARS, I'VE RARELY
SEEN ANYONE FOCUS
oM THESE BASIC
STORYTELLING
TECHNIQUES. 50
LET'S TAKE A
CLOSER LOOK
NOW,

* TwiD YEARS LATER, AS IT HAPPENED. 2'5



IN 1982, SUPERHERO COMICS WERE EVEN MORE DOMINANT IN AMERICAN COMIC BOOKS THAM
THEY ARE NOW, AND DC COMICS® OFFICES WERE RIGHT IN THE CENTER OF THAT INDUSTRY.

: -3 === MY TWO-AND-A-HALF BLOCK WALK FROM
iet o o DC To KINOKUNIYA sPanneED AN OCEAN OF DIFFERENCES
-* BETWEEN THE TWO COMICS CULTURES.

AT LEAST EIGHT OF THE MaNGA STORYTELLING TECHMIGUES I FOUND ON KEING'S SHELWVES WERE
ALMOST COMPLETELY ABSENT FROM MAINSTREAM SUPERHERO COMICS AT THE TIME, INCLUDING:

ICONIC CHARACTERS.
THE SIMPLE, EMOTIVE FACES
i} AND FIGURES WHICH LED TO
THE KIND OF READER
IDENTIFICATION T TALKED
ABOUT IN UNDERSTANDING
COMICS, PAGES 29-45.

GENRE MATURITY. an
UNDERSTANDING OF THE UNIGUE
STORYTELLING CHALLENGES OF
LITERALLY HUNDREDS OF
DIFFERENT GENRES INCLUDING
SPORTS, ROMAMCE, 5.F.,
FANTASY, BUSINESS, HORROR,
SEXUAL COMEDY, ETC...

A STROME SENSE OF PLACE.
ENVIRONMENTAL DETAILS THAT
TRIGGERED SENSORY MEMORIES
AND, WHEN CONTRASTED WITH
ICONIC CHARACTERS, LEAD TO
THE “MASKING EFFECT™
DISCUSSED IN UNDERSTANDING
COMICS PAGES 42-45).

A BROAD VARIETY OF
CHARACTER DESIGNS,
FEATURING WILDLY DIFFER-

ENT FACE AND BODY TYPES

AND THE FREGQUENT USE OF
RECURRIMG ARCHETYPES.

FREGQUENT USES OF
WORDLESS PANELS.
COMBINED WITH ASPECT TO
ASPECT TRANSITIONS
BETWEEN PANELS; PROMPTING
READERS TO ASSEMBLE SCEMES
FROM FRASMENTARY VISUAL
INFORMATHGM.

SMALL REAL WORLD
DETAILS. AN APPRECIATION
FOR THE BEAUTY OF THE
MUNDANE, AND ITS VALUE
FOR COMNECTING WITH
READERS' EVERYDAY EXPERI-
ENCES == EVEM IN FANTASTIC

7 OR MELODRAMATIC STORIES.

SUBJECTIVE MOTION.
USING STREAKED BACKSGROUNDS
TO MAKE READERS FEEL LIKE
THEY WERE MOVING WITH A
CHARACTER, INSTEAD OF JUST
WATCHING MOTION FROM THE

§j SeLmes.

viarIous EMOTIOMNALLY
EXPRESSIVE EFFECTS
SUCH AS EXPRESSIONISTIC
BACKSROUNDS, MONTAGES
AND SUBJECTIVE CARICATURES
== ALL AIMED AT &IVIMGE
BEEADERS & WINDOW INTO WHAT
CHARACTERS WERE FEELING,

LEFT COLUMM: ART BY YAMASAK] & ADaCH], TSHI 1S0M], CSaMU 2'6
TEZUKA AND YASUTT| OSIMA.

RIGGHT COLUMAL SHIML FIZUISHIMA, YAMASAK] £ ADACH], DSAML TEZLIKA,
KEL)| MakaAZme AND RIYOKD (KEDS (SEE ART CREDITS. PAGE 2580




EACH
OF THESE CONTRIBUTED
TO THE MANGA EXPERIENCE IN
DIFFERENT WAYS, BUT AS I
STUDIED MY OWN REACTIONS AS A ?
READER AND LOCKED INTO
MaMEs's ROLE IN JAPANESE
SOCIETY —

———— = A1

NOTICED A COMMON
THEME EMERSING, AS IF
ALL OF THESE TECHMIGUES
WERE BEING DEPLOYED
TOWARD A SINGLE

PURPOSE...

I

"

WEEDED TO BE FILLED
IN BY THE READER TOQ
BRING THEM TO LIFE —-

WHETHER THROUGH -- OR THE SILENT,
THE ICONIC FACES WANDERING

AND VARIED VISUAL ENCOUNTERS WITH
ARCHETYPES THaT ENVIRONMENTS

CAPABLE OF PLACING
READERS WITHIN A
SCEME ==

== OR THE DIRECT
CONNECTION TO THE
REAL-LIFE
EXPERIENCES
AND INTERESTS
OF THE AVERAGE
READER --

- OR THE GRAPHIC

DEVICES MEANT TO
MOVE READERS
EMOTIONALLY, AS
WELL A5 LITERALLY
MOVIMG WITH THE
ACTION ==

e

o
Y 4

-~ ALL oF

THESE TECHNIGUES
AMPLIFIED THE SENSE
oF READER
PARTICIPATION
IN MANGA, A FEELING
OF BEING PART QF
THE STORY.
RATHER THAN SIMPLY
OBSERVING THE
STORY FROM AFAR.

- s
MIDRLE TIER- SEE ART CREDITS. PAsE 258,

X

AND FOR ALL THE

TALK OF FORMATS,
MARKETING AND
“CULTURAL DIFFERENCES™
IN 1982, T BECAME
CONVINCED THAT IT WAS
THIS QUALITY OF MANGA
THAT HAD FUELED ITS
MASSIVE SUCCESS AT
HOME -- AND,
POTENTIALLY, IN .
NORTH AMERICA.



MANY OF MANGA'S READER
PARTICIPATION TECHNIGUES CAN
BE TRACED TO JAPAN'S “&0D OF
MaNGA,” OSAMU TEZUKA,
WHO HAD BEEN INSPIRING MAMNGA
= ARTISTS SINCE THE LATE "405.

g HNOW, THE MANSS INDUSTRY was HUGE anD .
VARIED IN I782. I'M NOT SUGGESTING THERE WAS
ANY KIND OF DELIBERATE “NATIONAL STYLE"®

MSIH& O READER INWOLWVEMENT.
I||.IIII:I|I| i

RN % 08

&\

4 i IN FACT, THE
DIFFERENCES T WAS
SEEING BETWEEN MANGA
AND MAINSTREAM AMERICAN
COMICS MAY, IN PART, HAVE
JUST BEEM AN ACCIDENT
OF HISTORY.

s

SUBJECTIVE MOTION FROM TEZUKA'S FIRST HIT MNEW
TREASURE ISLAND, IH97T.

USUALLY, A POWERFUL
AND POPULAR ARTIST
WILL JUST SPAWN A
GEMERATION OF
CARBON COPIES --

== BUT TEZUKA'S OUTPUT ENCOMPASSED SUCH A DIVERSITY OF
STYLES AND SENRES THAT EVEN HIS MOST SLAVISH IMITATORS HAD

TO PICK WHICH TEZUKA TO IMITATE, WHILE THOSE FOLLOWING THE
SPIRIT OF HIS WORK SOUGHT DIVERSITY IN THEIR OWN STORIES.

BY 1982, WITH STRONG, CONSISTENT INPUT FROM READERS, EACH GENRE HAD TAKEN
A UNIGUE SHAPE THAT STROVE TO MATCH THE LEVEL OF IMMERSION FELT BY ITS
READERS -- AND AUDIENCE INVOLVEMENT TECHNIQUES DID THE TRICK MICELY.

JUST AS IN
MATURE, & WIDE
DWVERSITY OF
ARTISTIC
SPECIES HeLPED
SPEED MANGA'S
EVIOLUTION.

PAMELS TWO AND FOUR: ART BY DSAMU TEZUKA, )
PANEL S04 SEE ART CREDNTS, PAGE 258, i 218



alLMosT 25 YEARS LATER.

NOT JUST BECAUSE OF THE CARTOON TIE-INS!

[ A =
STORYTELLING SPEAKS
TO READERS TODAY

FOR MANY OF THE SAME
REASONS IT DID TO
ME BACK IN |82

A :
}- .-""_.-'_..-' ._-._ £y

P .-__.-.-.I.I_.' 1 i
"'--"'.-":"'-" e el v I.II I I.I I 114

TRANSLATED MANGA ACCOUNT FOR MANY OF THE
BEST-SELLING comics IN NORTH AMERICA - aND TS

BUT UNLIKE 1982,
THE DIFFERENCES

F s
ﬁ;} == BETWEEN NORTH
,:_:’_e;:*i’f.":j AMERICAN COMICS AND
o .______-

MANGA AREN'T AS
FROMNOUMCED AS THEY
OMCE WERE.

THE GROWING

ALTERNATIVE anD bl

IN MAINSTREAM
GRAPHIC NOVEL COMICS GEMNRES
MARKETS HaWE

HAVE EMBRACED

FPROVED HOSPITABLE MANGA STYLES.

TO MANY OF THE
SAME GUALITIES
LISTED ON PAGE 216,

AND PLENTY OF
WEBCOMICS ARTISTS WHOWE GROWN UP

WITH ANIME AND MANGA HAVE INCORPORATED

ITS SEMSIBILITIES INTO THEIR OWN WORK.

STILL, DISTINCT DIFFERENCES )
REMAIN BETWEEN TODAY'S POPULAR MANGA IMPORTS |\
AND THE AVERASE NORTH AMERICAM COMIC, BOTH ON
THE SURFACE AND UNDER IT -~
%ﬁiﬁ\ -— AND THAT SENSE
Fd |'.-.I".| o OF AUDIENCE PARTICIEATION
s & # CONTINUES TO BE A FACTOR.
- T : .?I r =
= 7 'j%r.r‘ g
—— ,L:'-" _;'\., !
1 ' :_-.I'T',def ] I| =T
= LY. Ly i }.ﬂ* | e
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AN/ (N Iy
C ; Ty IIRM%\:,": { 1 i
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PAHEL THREE: ART B CRANG THOMPS0N, CHRFS WARE, CHYMMA 2'1? PAMEL S0¢ ART By BLMIKD TAKAHASHI, MOYOCD AMNGO, CLAME,
CLLGSTON aND DEREE KIRK KIM. FANEL FIVE: ART 3Y FRED RATEURS TRKARS, MASASH! EISHIMOTD AND & YAZ AW, (SEE ART

eALLAGHER. (SEE ART CREDITS. PAGE 2583,

CREDITS, PaGE 2580,



THE STORYTELLIMG W
JaPan's SHOJO* TITLES IS PARTICULARLY
COMPELLING, AND DISTINCT FROM WESTERMN
MAINSTREAM COMICS.

% THE NORTH AMERICAN TRADITION, THE PHYSICAL
POSITIONS OF CHARACTERS IN RELATION TO ONE
AMOTHER TEND TO BE CAREFULLY SHOWHN, A5 IF THEY
WERE PIECES ON A CHESSBOARD -- EVEN IN NON-
ACTION GENRES LIKE ROMANCE.

BUT STRUGGLES -- 50 WHEN WHETHER IT"S
OF THE HEART ARE EMOTIONS RUN THROUGH THE USE OF
EMOTIOMNAL HIGH n EXPRESSIONISTIC
WOT PHYSICAL; SHOMD MAMNGA EFFECTS TO
THEY HAPPEN ~— AS THEY SUGGEST EMOTION --
INTERNALLY -- OFTEN DO -~
THE
H‘/ “ACTION"
MaAY BE LITTLE
MORE THAN A
MONTAGE OF
) FLOATIMNG,
EXPRESSIVE
- FACES,
| & CASCADING
Dok THE
—F | \ PAGE.
I LY

== THE 5HOJC APPROACH
INVITES READERS TO

PARTICIPATE IN THE
EMOTIONAL LIVES OF ITS

CHARALCTERS, NOT JUST
OBSERVE THEM.

== OR THE
EXAGGERATED
TRANSFORMATIONS
OF ENTIRE

BODIES - 4

= USHOO™ = COMICS AIMED AT &IRLS.
PAHEL OrE! ART BY HATSUE] TRKAYS,

MEAMWHILE,
N SHONEM TITLES (THOSE AIMED AT
BOYS), EMOTIONS CAN RUN EQUALLY HIGH,
AS THE FACES OF ITS PROTAGONISTS
CONSTANTLY REMIND US --

ol ]

i
L

T

PAMELS TwD AMD FOUR: LAYOUT FROM ART BY JALK KIREY AND
MIHE GEANS, PANEL FRVE: ART 2Y MilWA UEDA. PApEL EIGHT: ART
BY MASASHI KISHIMOTO (SEE ART CREDITS, PAsE 2880,
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== BUT THE

15 A PHYSICAL oNE,
BROUGHT ON BY

SUBJECTIVE MOTION

AND DIZZY P.O.Y.

-_g FRAMING.

SEMSE OF PARTICIFATION

THE

%GHEM READER

IS INSIDE THE
ACTION IN THE SAME

WaAY THAT THE SHOJO
READER 15 INSIDE

CHARACTERS’

"

THE PAGE COMPOSITIONS anND BODY LANGUAGE
AREN'T FAR FROM WESTERN ACTION GENRES AND THEY SHARE THE
COMMON GQAL OF GENERATING EXCITEMENT -

-~ BUT MANGA READERS ARE FINDING A
VISCERAL THRILL N SUCH RARTICIPATION
TECHMIGUES THAT THEY APPARENTLY AREN'T

FINDING IN NORTH AMERICAN COMICS —

== AND SOME ARTISTS
IN THE WEST HAVE
LOOKED TO MANGA
FOR INSPIRATION IN
BRIDGING THaT
GAP.

OF COURSE, SOMETIMES A STYLE IS JUST A STYLE,

LIKE WHEN SUBJECTIVE

MOTION LINES ARE USED TO

MAKE A MOMENT LOCK “DYMAMIC™ ——

.

MONTAGES ARE USED JUST TO

T

-= OR WHEN EXCESSIVE
PRETTY UP A SPR\EF[i——/

I
.| :“IJ 5
L

PANEL OME! ART BY MASASHI KISHIMOTC. PAKNEL THREE: ART BY

ERCHIRG ODve. PRMEL POUR: FEMCILS

BY MARK BASLEY, INES BY

ART THBERT & Dl PANOSIAN (SEE ART CREDITS, RAGE 258},

== BUT PUTTING THE
READER INSIDE THE
STORY IS STILL THE
PRIMARY EFFECT OF
MANY OF THE TECH-
NIGUES THAT MANGA
HAS PLAYED HOST TO
OVER THE YEARS ==

== AND
UNDERSTANDING
THAT EFFECT 15 A
OO0 FIRST STEP
TOWARD TAPPING INTO
THAT POWER.




IF YOLFRE A MaMGa FAN WHD WANTS TO DRAW
COMICS, THEN ¥OU MIGHT START OUT BY
LEARNING HOW TO DRaW IN THAT STYLE. aND |
THERE ARE HUNDREDS OF BOOKS IN PRINT
OFFERING TO TEACH You HOW.

TO TALK ANYONE QUT OF

LITERALLY.
HUNDREDS.
I COUNTED.

s

THAT
TRAMNSITION I5
ALREADY STARTING
A5 I WRITE THIS.

PAMEL Twit BASEDR OH ART BY HIROML ARAEAWS. PANEL SEVEM
ART 37 AMY KiM SGAMTER (5EE ART CREDNTS, PAGE 2581,

BUT I{ THE LOMNG RUMN, T HOPE YOU'LL CONSIDER
LOOKING BEYOND THOSE SURFACE STYLES TO
THE FUNDAMENTAL IDEAS AND EFFECTS THAT
THOSE STYLES HAVE GROWN TO COMVEY -=

AND IN
MANGA'S
CASE THAT MEANS
FINDING NEW WaYS TO
FPERSOMALLY
CONNECT wiTH
READERS -

== AND HOW THEY
COMPARE WITH A
WORLD oF OTHER
STYLES.

M MORTH AMERICA, MAMGS AND AMIME FAMS FROM
THE MID="905 HaWVE JOINED THE RANKS OF THIS
DECADE'S PROMISING YOUNG ARTISTS.

IT'S A MATURAL FIRST STEP TO IMITATE YOUR
FAVORITE ARTISTS AND I'M NOT &OING TO TRY

-

— —

== NOT JUST ECHOING
THE Way5 OTHER
ARTISTS IN OTHER
LANDS CONNECTED

wWiITH THEIRS.

: ottt
h]-J'L'i
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BUT
DESPITE THEIR
INFLUENCES, THEY
HAVEN'T JUST BEEN
TELLING STORIES ABOUT
JAPANESE SCHOOLGIRLS
AND SAMLURAL



PaMNEL OME: ART BY BRYAMN LEE C'MALLEY
[SEE ART CREDITS, PasE 2581,

INSTEAD, THESE NEW JAPANESE-INFLUENCED
COMICS ARTISTS ARE VEERING CLOSER TO THEIR
OWN LIVES FOR INSPIRATION, AND CLOSER TO
THEIR READERS® LIVES I[N THE PROCESS.

IN THE MID="905, MANGA (AND ITS BI& BROTHER
AMIME) HAD MANY LOYAL FANS IN MORTH aMERICA,
AND AMONG THEM WERE ARTISTS THAT ARE NOW
BEGINMIMNG TO SIGMNIFICAMNTLY CHANGE COMICS OM
THE WEB aND, INCREASINGLY, IN PRINT.

a

BUT THAT GEMERATION OF

YOUNG MANGA READERS AND THEY'LL DO IT

was TINY cOMPARED TO UsiNG THE PEQPLE
THE OMNE WE HAWE BOAlL, THEY ENOW aAND
AND WHEN THAT wave UNDERSTAND —-

HITS MATURITY, THEY'LL

TELL STORIES THAT WILL
INSPIRE A WHOLE NEW
EENERATION.

== AND THE
EMOTIONS AND
SENSATIONS

-- THE PLACES == THE EVERYDAY
THEY CAM BRING TO INTERESTS anDp
VIVID LIFE ~-- DETAILS THEY can

MAKE REAL FOR
READERS —-

STYLES AND STORIES oN BOTH
SIDES OF THE PACIFIC OCEAN CONTINUE
TO EVOLVE, MANGA CaN BE SEEM FOR
WHAT T ALWAYS HAS BEEN:

ANOTHER
WORD FOR
COMICS.
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UNDERSTANDING

GENRES

AS 1N AMNY
MEDIUM, WHEN A PERSONAL STYLE.

FORMAT orR TYPE OF STORY CATCHES ON
IN COMICS, ITS LIKELY TO BE IMITATED.

COMICS OF THAT KIND

GET ENOUGH
PECPLE MAKING

AND YOU H&VE A

“GENRE.”

ANY CREATVE MARKET HAS A HANDFUL
OF POPULAR GEMRES AND AS50RTED

SUB-~GENRES.
STTETC FICTOr &
Inside the Music Store Eantagy
Tedeyigian Central
| Ehoose Genre ~4d Ihe Hof List
1 r'\.l:ll'-lll =5
Genres

Actiom B Adventure

| Arf House & 0%
| Alternative

I_.-'i!'l'-\.'-\.'l' =
Audiobooks Comedy
Blues Cult Movies
Children's Music ":'.":"Tﬂ. ahinr

Gay & Leshian
Classical

Horror
':ﬂl.ll'lu'_lﬂ' | ids B '_.:."":I|:|'
Dance Paizlcals
Elactromic | A E T

SOME, LIKE THE BROAD
GENRES OF COMEDY
aND TRAGEDY. HaVE
BEEN WITH US FOR
THOUSANDS OF YEARS ==

-- WHILE OTHER, FAR
moRE SPECIFIC
SUB=ZEMRES MAY
COME AND GO IN THE

GENRES ARE BUILT AROUND
AUDIENCE EXPECTATIONS.
WHEN THE GENRE IS BROAD, THE LIST
OF EXPECTATIONS IS SHORT.

COMEDIES
MAKE US LAUGH.
TRAGEDMES MAKE
us CRY.*

£ fﬂnny.ihdl feut
CraEgy i
Laveyg )

*|M CLIR TIME, AT LEAST, I8 SHARESPEARE'S
Do’ THE LIST widSH™T sEARLY 50 SHORT.

WINK OF AN EYE.

= A

WHEM THE GEMNRE IS5 MORE SPECIFIC THE LIST
OF EXPECTATIONS CAN GET A LOT LONGER.

E\( CUTE, CHANCE MEETING.

*F05 STYLE
ROMANTIC E'IHITML DISLIKE.
COMEDY W EALL I LOVE AvwaRY.

E’mm-m‘m CENTURY AMERICAN
POPULAR SONG (OPTIONAL:
MaY USE AS TITLE OF FILM).

E"m:r.-: BEST FRIENDS.
'H'F'RF_CCH:IDUS CHILD/ANIMAL,
E"nsﬁ'r, EREAK-UP,

E"re.nnmms LOMELY MOMTRGE.

E’t ROMANTIC RELMION (OPTIONAL:
MAY INCLUDE RUNNING FOR CAB
OR AIRPLANEL

224



GENRES HAVE
LIFE CYCLES.
AS THEY AGE.
SUCH LISTS CAN
GROW S0 LONG THAT
THE GENRE STARTS TO
Sa6G UNDER THE
WEIMEHT OF TOO MasY
FORMULA-DRIVEM
EXPECTATIONS.

AT THAT POINT,
ITS AUDIENCE
MIGHT START TO
DWIMDLE --

WHEN ARTIST JACK KIRBY HELPED DEFINE THE

THAT LIST AND
&IVE NEW LIFE TO
THE GENRE BY
REDISCOVERING ITS
BASIC APPEAL.

THE SUPERHERDO GEMRE HAD ITS RULES,
LEARMNED FROM YEARS OF TRIAL AND ERROR:
CLEAR, DIASRAMMATIC LAYOUTS, FULL FIGURES

IN ACTION, SMOOTH FLUID LINEWORI...

THANKS T3 MY
FHOTOGRAPH L
MEMORY , EVERY
SETAIL WiLL BE
PERFECT... AND
N EVACT SCALE! o

L

== 0OR A NEW BREED MODERM SUPERHERQ SENRE IN THE SIXTIES.*
OF CREATORS MIGHT SUPERHERC COMICS HAD ALREADY BEEN AROUND FOR
THROW AwaAY MORE THAN 20 YEARS.

BUT KIREY BROKE
EVERY ONE OF THOSE
RULES, AND IN DOING
50, HE 3AVED THE
GENRE FROM ITSELF
{(FOR A TIME, AT
LEASTM.

IF YOU DECIDE TO MAKE COMICS WITHIN A SPECIFIC

‘ AND == AND WHETHER

THAT MEANS

=ENRE, YOU CaM EITHER PER FE'I:T & FORMLULA OR NOT IT'S
CREATED 8Y OTHERS OR CREATE YOUR OWN. LECkne AT B e SUCCEEDING AT
VARIETY oF
SENRES TO FIGURE 3 Pl Shsile
PURPOSES.

EITHER WAY, OUT HOW YOURS 15

IT HELPS TO
UNDERSTAND
WHAT THAT
FORMULA |S.

FaMEL THREE: ART BY JACK KIBEY. PANEL FOLUR: ART BY

* ESPECIALLY M COLLARORATION WITH WRITER STaM LEE 225
CURT Swesl (I THIMK! == SEE ART CREDITS. BAGE 2580



ENRES CAN TAKE DECADES TO EVOLVE. IN JAPAN, TEZUKA'S DIVERSE
STORIES INSPIRED SEVERAL GENRES MODELLED CLOSELY ON HIS STYLE -~

== BUT WITH EACH PASSING GENERATION,
ARTISTS STEERED THEIR STORIES AND STYLES IN
DIFFERENT DIRECTIONS, BASED ON THE MEEDS OF

THEIR CHOSEN GENRES, UNTIL MUCH OF THE RAMILY

RESEMBLANCE BETWEEMN SENRES wWaAS LOST.

il | “/ |
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s 3 — oy A
—_— f = R )
- §
= e =, s o = i o, T
e, "_"‘,}. = St - ?" - :_ y L= .
—r_\-: T "i\_r =3 ";t'\-__.-\._\ -\.: - Al T !
T \3\1 4
> i - . e
.H"‘--\. b BTy Sl e =

TEZUKA'S FIFTIES HIT MIGHTY ATOM {7 WAS A LR 6
CLEAR PROGEMITOR OF SHOTARD ISHIMOMORI'S w 5 o %,
STYLISTICALLY SIMILAR CYBORG 00T A DECADE "".'h% ., g
LATER (2} BUT BY THE EMGHTIES, SCIENCE-FICTION SERIES B i b
LME MASAMUNE SHIRDCW'S APPLESEED (3 HAD RAMPED .. \;,%( oy
UE THE GEMRE'S LOWE OF cADGETS TO & MUCH GREATER b

DESREE, LEADIMG TO A MORE ORMATE, FULLY-RENDERED ' &+
TECHNOPHILIE STYLE.

MEAMWHILE, TEZLA'S [958 SERIES PRINCESS KNIGHT

() ANTICIPATED BOTH THE FLOWERY, ANDROGENGUS STYLE OF ] = e e ~
RIYOKO EDA'S ROSE OF VERSAILLES (5) AND THE FRENETIC, _ 4 ——
SENDER-BENDING SEX FARCE OF RUMIKD TAKAHASHI'S RANMA 1/2 (2). ™ 8 )

AND ALTHOUGH TEZLEA'S OWHN SAMURAI COMIC DORORO (72 DIDNT ACFEAR UNTIL THE LATE : 9
SIXTIES, SAMPEl SHIRATD'S EARLIER NINJA BUCHEICHQO (B} SHOWED STROMNS TEZUKA INFLUENCES, :

COUPLED WITH A SLASHING, ESTURAL LINE QUALITY OF HIS Swel, & LINE EMULATED AND EXPANDED UPOH N A

MORE REALISTIC CONTEXT BY LATER ARTISTS LIKE GOSER! KOJIMA OF LONE WOLF AND CUB FAME (7).

[
| TR el

ASK YOURSELE: =
(e G e ONE TEZUKA'S MASSIVE OUTPUT SHAPED A CENTURY
AT TS W W ST PERSON OF MANG A, WHILE KIRBY'S DYNAMIC APPROACH
CAN HAVE AN WS THE FACE OF AMERICAN MAINSTREAM

GROWING? IS THERE

ANYTHING YOU CAN DO

TOo ACCELERATE ITS
GROWTH?

EMORMOUS IMPACT

ON A GENRE -- OR

EVEM ON A WHOLE
NATION

OF COMICS!

COMICS FOR MANY YEARS.

T o
) '-IIII:I"_I. {Fi a8 f 4
e f‘:—%:'l’fu:l .:-' |1:|II|:I| !|I:|1'I |III I|' 0 i




A

L == THAT THE LICN'S SHARE OF ARTISTS THAT FOLLOWED
- IN HIS FOOTSTEPS &AVE WORLD=-BUILDING A

SIMILARLY, THE 20TH CENTURY -~ PROMIMENT ROLE IN THEIR WORK AND HELPED DISTIN-
BEL&IAN MASTER HERGE CONSTRUCTED " GUISH EUROPEAN COMICS FROM BOTH THE NORTH
SUCH DETAILED AND RICH ENVIRONMENTS

AMERICAMN AND JAPANESE VARIETIES FOR MANY YEARS,
il IN HIS FaMOUSs TINTIN SERIES == "
l 1
1= B o

] :_-’

£ S

= i —

=" = s

| {5 L

IN RECENT YEARS,
WoRLD—CLaSS
CARTOONISTS LIKE
HAYAD MIYAZAKI
HAVE BEEM MORE
IMCLINED TO BORROW
IDEAS FROM ACROSS
THE WORLD, LEADING
TO A BLURREING OF
THE BOUNDARIES
BETWEEMN REIOMAL
STYLES --

FARHEL ONE; ART BY HERGE, PAMEL T
JEAN=-CLAVUDE MEZIERES AND LEWSS TROMDHEIM. PaMEL THREE:
ART &y HaraD Mrezakl (SEE ART CREDITS PASE 2587,

== WHILE A& WORLD-WIDE CULTURE OF ARTISTS ON THE
WEB HaVE BEEN BLURRING THE BOUNDARIES EVEN

MORE WITH AN EXPLOSION OF DIVERSE (ZENRES AND
STYLES NOT CONSTRAINED BY RESIONAL MARKETS --

== OR THE NEED TO
BATTLE FOR SHELF
SPACE.

[T

MARGINALIZED. ;1//

N..ITC.'-E-H:I
I Il'|llll ¥
LB I
E'l "‘ SOCIOBOLITICAL
f)' awpRoGrous | PSSR
INTERSTELLAR HEC-ABSURDIST
FAHE .a.umﬂm BUDDY COMICS ROMANTIC COMEDY
IF THESE TREMNDS IS SUCH A THING
COMTINUE, WE MIGHT POSSIBLE THOUGH? ANSWER, as
ASK IF THE WHOLE AND |F POSSIBLE, USuaL, DEPENDS
IDEA OF GEMRES WoulD IT HELP or oM WHO You
MIGHT BECOME HURT comMics? ASK.

ART By MOTEIUS, 22?’ PeMEL FOUR: ART BY JEFE MACOLES, MIKE ERAHULIK, MITEH CLEM,

JAMES KOCHALKA, ERIC MILLEM, JOE ZABEL, JEFFREY RBOwWLAND, JEN
MarlLEY LEE aND CriLad MECOMIS (SEE ART CREDITS, PAGE 2840



SOME CRITICS
AND ARTISTS DISMISS ALL GENRE
COMICS AS BLAND, COMMON-DEMOMINATOR
STUFF, PRODUCTS OF STUNTED ARTISTIC
AND LITERARY AMBITIONS.

THEY'LL TELL yYOUu
THAT THE MOST

IMPORTANT WORKS OF
LITERATURE TEND TO DEFY
) SUCH CATEGORIES (AT LEAST
| UNTIL NERDS LIKE ME
_J__ CLASSIFY THEM AFTER
THE FACTD.

......

7“'" o

IF YOU AGREE AND WOULD RATHER GO YOUR QWM
WaY, BE A GENRE OF ONE, AND NOT TRY TO FIT
ONTO ANYONE'S “SHELF,™

MORE POWER TO YOU.

s YOU'LL BE
FOLLOWIMNG IN THE

1 FOOTSTEPS OF

GIANTS.

ON THE OTHER HAND, PLENTY OF
HISTORY'S GREAT CARTOONISTS JUST WANTED
TO TELL THE BEST STORY THEY COULD, AND IF
THAT MEANT WORKING WITHIN A GENRE, FINE.
THEY ENJOYED THE COMPANY.

== BUT IF ONE FLAVOR
OF COMICS IS ALL YOU
EVER TRY -

THEY CAN
ROT --

ONCE
AGAIN, THERE'S NO
RIGHT ANSWER.

== YOU MIGHT
NEVER TASTE THE
DIFFERENCE.

ALL WE CAN
SaY FOR SURE 15
THAT GEMRES CAN
RIPEN --




UNDERSTANDING

COMICS

CULTURE

ASK A,
THOUSAND OF THEM
WHAT THEY WANT
OUT OF COMICS, WHAT
MAKES IT ALL
WORTHWHILE. cr
WHAT IT TAKES TO
SUCCEED --

== AND YOU'LL
&ET A THOUSAND

ANSWERS.

AND YOU MAY NOTICE
SoME COMMON
THEMES.

CHFFERENT

EVERY YEAR, AT CONVENTIONS anD
FESTIVALS AROUND THE WORLD, COMICS
ARTISTS MEET FACE TO FACE TO TALK ARBOUT
LIFE, WORK AND EVERYTHING IN BETWEEN.

LIkE CAMPFIRES. THESE ARE THE UNDERLYING
PHILOSOPHIES THAT CREATORS HAVE GATHERED
AROUND THROUGH THE YEARS, THE BELIEFS THAT

BIND LIKE-MINDED ARTISTS TOGETHER WITH A

SENSE oF COMMON PURPOSE.

THESE “CAMPFIRES" DON'T NUMBER
IN THE THOUSANDS, THOLIGEH,

SHARED IDEALS.
SHARED VALUES,
SHARED GOALS..

IN FACT, I THINK
THAT MANY ARTISTS
ARE DRAWN TO
JusT FOUR.

[| |I|I
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FIRST |5 THE DEVOTION TO

BEAUTY, CRAFTSMANSHIP
AND A TRADITION OF

EXCELLENCE aND MASTERY.

THEN THERE'S THE DEVOTION TO
THE CONTENT OF A WORK,
PUTTING CRAFT ENTIRELY IN THE
SERVICE OF ITS SUBJECT.

THE DESIRE TO CREATE ART THAT OUR
DESCEMDENTS COULD DIE UF IM A
THOUSAND YEARS AND STILL THIMK:
“HEY, THIS IS GOOD STUFFI"

2\
il

\

Q |
I\

\

THE UNDERSTANDING THAT PERFECTION
May NOT BE AT TAINABLE IN THIS LIFE ==
BUT THAT THAT'S NG REASON NOT TO
STRIVE FORIT.

\

LEFT: ART BY HAL FOSTER, COLLEEN DORaM AND P. CRAG
RUSSELL. RASHT: ART BY L¥NN JOHMSTON, JACK KIREY AND
sl DECARLD (SEE ART CREDITS, PRSE 2580,

THE BELIEF THAT IF THE POWER OF THE
STORIES anD CHARACTERS comEe
THROUGH, THEN NOTHING ELSE

MATTERS. .

THE WILLINGNESS TO TELL STORIES SO
SEAMLESSLY THAT THE TELLER
OF THE STORY aALL BUT VANISHES N
THE TELLING,

{
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THEN THERE'S THE DEVOTION TO
COMICS ITSELF. TO FIGURING
OUT WHAT THE FORM OF COMICS
15 CAPAELE OF.

AND FINALLY, THE DESIRE FOR

HONESTY. AUTHENTICITY.
AND A CONNECTION TO REAL
LIFE.

_._..-""f

THE EAGERNESS TO TURN COMICS
INSIDE-OUT AND UPSIDE-DOWHN [N AN

EFFORT TC UNDERSTAND THE FORM'S
POTEMTLAL MORE FLLLY.

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

Liestice
Calc,

What iz?

ol L

™

LEFT: ART BY ART SPIESELMAN, KEVIM HUIZEMEA AND DAKIEL
HEELM SOODEREY. RIGHT: ART BY JULIE DOUCET, JACEUES
TARDH AMD B CRUME (SEE ART CREDITS, PasE 2580,

THE DETERMINATION TO HOLD UP A
MIRROR TO LIFE'S FACE -- WARTS AND

ALL == AND TO RESIST PANDERING ORr
SELLING OUT.

I\

THE CONVICTION OF ARTISTS TO REMAIN
TRUE TO THEMSELVYES WHILE
NEVER TAKING THEMSELVES TOO
SERIQUSLY. TO FLY NO ONE’S FLAG —-

i

NN
- .

>

b

7 T ks
== NOT EVEN THEIR OWN.

e

4




WHEN AM ARTIST STARTS TO BUILD HIS OR HER COMICS AROUIND ONE OF THESE COLLECTIONS OF WaLLUES,
HE OR SHE May DISCOVER A LOOSELY AFFILIATED TRIBE OF LIKE-MINDED COMICS ARTISTS THAT SHARE
SUCH VALUES. FOR DISCUSSION'S SAKE, LET'S CALL THEM...

THE THE THE THE
CLASSICISTS ANIMISTS FORMALISTS ICONOCLASTS
.

EXCELLENCE, HARD PUTTING CONTEMNT FIRST. UNDERSTAMDING OF, HONESTY, VITALITY
WORK, MASTERY OF CREATING LIFE THROUGH EXPERIMENTATION WITH, AUTHENTICITY AND
CRAFT, THE GUEST FOR ART, TRUSTING ONE'S AND LOYALTY TO THE UNPRETENTIOUSNESS.
EMDURING BEAUTY. INTUITION. COMICS FORM. PUTTIMG LIFE FIRST.

IF YOU'RE LIKE MOST COMICS CREATORS, YOU
PROBABGLY WOULDMN™T MIND ACHIEWVIMNG SDAaLS
FrOM ALL FOUR OF THESE GROUPS.

HOW
MANY ARTISTS
SETTLE FOR JUST
OMNE SET OF WALUES,
THOUGHT

AND, IM FACT,
MOST CREATORS
SPEND TIME AT MORE
THAM OME “CAMPFIRE™
DURING THEIR

-
i

A

& @ =7 A“LNING, HONEST,
R E’:‘LJ | BEAUTIFUL AND INVENTIVE
WORE OF COMICS..." S0UNDS

\ & LIKE A GOOD BACK-COVER

L il
|
§
l..| |
[dY Lall
TRENRRRE™
e
AT
o< 'I'I"Illllll'-ll
BUT USUALLY, YOU -- AND THERE'S
caM TELL WHICH ALMOST ALWAYS ONE THIS |5 PARTIALLY BECAUSE
ONE BURNS OF THE FOUR THAT THESE FOUR IDEALS, WHILE COMPATIBLE
BRIGHTEST FOR BURNS RARELY OR NOT WITH EACH OTHER IN. SOME WAYS, ARE
A GIVEN CREATOR -- AT ALL FOR THEM, INCOMPATIBLE IN OTHERS.

CLASSICIST AMIMIST

ICONOCLAST




FOR EXAMPLE, THE CLASSICIST AND AMNIMIST
[DEALS BUILD OM TRADITIONS OF CRAFT AND
STORYTELLING, WHICH FORMALISTS AND

ICONOCLASTS ENJOY OVERTURNING.

AND CLASSICISTS AND FORMALISTS SHARE A
FOCUS ON ART FOR ART'S SAKE, IN CONTRAST
TO THE ANIMIST/ICONOCLAST'S TENDENCY TO SEE
ART PRIMARILY THROUGH LIFE®S LENS.

TRADITION

i
m T = -

2o REVOLUTION

i FOR EXAMPLE, ADVENTURE STRIP MASTER
MILTON CANIFF PUT STORY FIRST IN THE
MOLD OF THE ANIMISTS, BUT HIS IMPECCABLE
COMPOSITIONS SBETRAY A CLASSICIST'S EYE.

WHEN A COMICS ARTIST SHOWS A STRONG
ATTRACTION TC TWO OF THESE IDEALS, IT'S
USUALLY OME OF THESE ADJACENT PAIRS.

"y
A

THTRRRARIER A

—;.;—iim:-

EE e 18 g LA
— u$,#_==ﬂh%-"-
-

ART SPIEGELMAN, THOUGH PRACTICALLY A
PATRON SAINT TO youNE FORMALISTS,
ALSO HAS A STRONG ICONQCLASTIC

AND DAVE MCKEAN'S ART COMBIMES
FORMALIST EXPERIMENTS WITH A
CLASSICIST'S PasSSION FOR MASTERY
AND BEAUTY.

PANELS FOUR-504 ART B MILTON CANEF, ART SPREGELMAN
AMD DAVE MCEEAM (SEE ART CREDITS PASE 2583




MiXING ALONE THE DIAGOMNALS 15
LESS COMMON BECALUSE OPPOSITE CORMERS
OFTEN REPRESENT OPPOSITE VALUES.

AND CLASSICISTS WHO PURSUE WORKS OF
BEAUTY MaY FIND LITTLE COMMON GROUND
WITH ICONOCLASTS WHO FEEL DRIVEN TO
CONFRONT THE *“UGLY TRUTHS™ OF LIFE.

] f'i'r
BEAUTY
[

TRUTH

II.

& FORMALIST APPROACH MAKES THE COMICS
FormM VISIBLE THROUSH EXPERIMEMNTATION —-
EXACTLY WHAT THE CONTENT-DRIVEN ANIMIST
TRIES TO AVOID BY PUTTING STORY FIRST.

e

i ¥
————ad

- CONTENT

FORM

THERE ARE THOSE WHO EMBODY
THESE CONFLICTING IDEALS IN THEIR
ART, BUT THEY TEND TO COMBINE THEM
LIKE OIL AaND WATER --

-- EACH
IDEAL
GOVERNING A
DIFFERENT
ASPECT ofF
THE WORK.

& BEAUTIFULLY CRAFTED, MASTERFUL RENDITION OF
JUNKE CULTURE'S GROTESGUE UNDERBELLY, FOR
EXAMPLE, &S IN THE CaSE OF CHARLES BURNS --

PANELS FIVE aND 500 ART BY CHARLES BURnMG AsD Ja
WOOTHEBGE (SEE ART CREDITS, PRGE 2580

-~ OR A CONSCIOUSLY INVENTIVE, FORMALLY AWARE

BODY OF WORK, WITH PURE INTUITIVE MYSTERY AT

ITS HEART, AS IN THE ART oF JIM WOODRING.
=3 - ‘H_-T- _— '---'._'_'_'.:-.;_‘

e ——— i
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THE FOUR TRIBES CORRESPOND ROUGHLY TO CARL JUNSE'S
IT'S TEMPTIMNG TO SEE FOUR PROPOSED FUNCTIONS OF HUMAN THOUGHT* --
THESE CATEGORIES AS
AN OUTGROWTH OF
EACH ARTIST'S
PERSONALITY.

== AND T KNOW, IN MY
OWH CASE, THAT AS A
MERDY, AMALYTICAL SON
OF AN ENGINEER. I WAS
BOUMD TO HEAD FOR
THE FORMALIST

t‘i :
AT ¢
7o\

IT'D BE A MISTAKE, NOT TO MENTION OBNOXIOUS,
TO ASSUME THAT ANYOME™S ARTISTIC PERSOMALITY OR
POTENTIAL WasS FIXED FOR LIFE By SUCH CHOICES.

STILL, ALL WE'RE REALLY TALKING ARBOUT HERE
IS A COLLECTION OF OBSERVABLE CLUSTERS,
VALUES THAT DIFFERENT GROUPS OF PECPLE
SEEM TO SHARE.

OH, YOU WOULDN'T
UNDERSTAND, MARTIN,
YOU'RE AN “ANIMIST."

WHATEVER YOUR PERSONALITY, THERE™S NOTHING THAT SAID, HEADING - EVEN IF IT
TO STOP YOU FROM MOVING FROM ONE CLUSTER TOWARD ONE OR TWO ISN™T THE

TO ANOTHER AS OFTEN AS YOU WANT, OF THESE ARTISTIC DIRECTION YOU'RE
— PHILOSOPHIES MIGHT HEADING [N

TURN OUT TO BE A
GOOD DIRECTION
FOR YOU IN THE LONG

RUN —

T MORE ON JUNS"S CATESORIES IH CHAPTER WOTES. 235



WE ALL LOOK FOR AMSWERS TO THE BIG
QUESTIONS IN cOoMICS, ESPECIALLY WHEM WE'RE
JUST STARTING OUT.

WHAT MAKES A
000 PAGE? How
AN WE BEST
COMMUNICATE WITH
our READERS?
WHAT ROLE SHOULD

ART PLAY IN OUR
LIVES?

BUT DEPEMDING O
wHICH TRIBE You ASK,
EACH QUESTION MIGHT

HavE UP TO FOUR

DIFFERENT
ANSWERS!

AND EVEN IF YOU'RE
LUCKY AND FIND THE
ANSWERS THAT ARE
RIGHT FOR YOU FROM
THE START. IT HELPS
TO UNDERSTAND THE
ALTERNATIVES.

BECALSE FOR ALL THEIR STRENGTHS. EACH OF
THESE FOUR APPROACHES TO MAKING COMICS HAS
ITs owN DOWNSIDE.

THE INTUITIVE APPROACH OF THE
ANIMISTS CAN PRODUCE POWERFUL WORK FOR
A TIME, BUT DOESN™T ALWAYS AGE WELL
WITHoOUT A BROADER PERSPECTIVE.

THE CLASSICIST™S LOVE OF

HARMONY anD BALANCE. FOR EXAMPLE,

CAN LEAD TO AN UNINTENTIONALLY STATIC
UNMNVERSE WITHOUT REAL DRAMA,

THE FORMALIST MayY PRODUCE DRY,
ACADEMIC or EvEN UNREADABLE
COMICS BY OBSESSING OVER FORM TO THE
DETRIMENT OF COMTENT.




AND THE ICONQCLAST'S
DETERMINATION TO NEVER “SELL-OUT™
CAMN LEAD TO SOME KMNEE-JERK REACTIONS
AGAINST ANYTHING EVEN REMOTELY
POPULAR or SLICK.

STILL, WHATEVER THEIR DRAWRBACKS,
aLL FOUR TRIBES HaVE BEEN INVALUABLE
IN KEEPING COMICS ALIVE anD KICKING
OVER THE YEARS.

"* -y
- \l ANIMISTS
FORMALISTS ICONCELASTS
THE CLASSICISTS ] THE ANIMISTS Have THE FORMALISTS AND THE
HAVE BEEN THE CREATED MORE KEEP MOVING ICONOCLASTS
BACKBONE oF READERS THaAN THE COMICS FORWARD, ARE COMICS’
STAYING ON THE CONSCIENCE,

COMICS, DEVELOPING

OTHER THREE TRIBES

WHAT YOU WANT OUT OF COMICS, OR YOu
MIGHT TAKE YEARS TO FIND QUT. EITHER
A WiayY, I'M NOT GOING TO BE MUCH HELP
IN DECIDING.

a S
i -
15 o i,
s T
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THE MEANTIME, KEEP YOUR EYES
OPEN FOR IDEAS FROM OTHER PLACES
ON THE MAP --

== OTHER EINDS
OF S5TORIES THAN THE OMES o

-— 50 THAT WHEN YOU DO
FIND A PLACE YOU LIKE -

== YOU CAM
PUT THAT
GROUND TO
00D USE ==

=]

-- AND &GIVE READERS A
REASON TO JOIN YOU
THERE.
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CHAPTER &: YOUR PLACE IN COMICS

GENERAL COMMENTS ON MANGA

I'M USING THE WORD "MANGA" TO REFER TO COMICS
MADE I8 JAPAN AND PUBLISHED FIRST IN JAPAMESE. I
MIGHT USE THE TERM “MANGA-FORMAT" OR “MANGA-
STYLE™ TC DESCRIBE COMICS FROM ELSEWHERE THAT
ARE INFLUENCED BY JaPaM, BUT IT'S ALL STILL COMICS
AS FAR A5 I'M CONCERNED. THAT SAID, IF & LY IN
MNEWARK WANTS TO CALL HIS COMIC "NEW JERSEY'S
BEST MANGA," I'M NOT GOING TO ARGUE WITH HIM.

THIS SECTION STICKS MOSTLY TO THE DYNAMICS
BETWEEN THE JAPANESE AND MORTH AMERICAN S5TYLES
BECAUSE THAT'S BEEN THE MOS5T VISIELE CULTURE
CLASH HERE IN RECENT YEARS, BUT KOREAN, CHINESE
AND OTHER TRANSLATED ASIAN COMICS ARE STARTING
TO APPEAR ON THE SHELVES, THEIR APPROACH TO
STORYTELLING SHOWS SOME DISTINCT DIFFEREMCES
FROM JAPAN, BUT THEY CLEARLY COME FROM THE SAME
PART OF THE WORLD, JUST AS BRITISH COMICS
FOLLOWED A DIFFERENT PATH FROM THEIR AMERICAM

© COUNTERPARTS, WHILE STILL RECOGMIZABLY PART OF
THE ENGLISH LANGUAGE COMICS TRADITION.

OTHER FACTORS CAN COMPLICATE THE EAST=-WEST
DIVIDE. SOME OF THE COLOR WORK IN RECENT AMERICAN
MAINSTREAM COMICS 15 INFLUENCED BY CLASSIC
EUROPEAN ALBUMS, TAKING IT IN & DIFFERENT DIREC-
TION ENTIRELY, AND COLOR ITSELF IS A BlG DIVIDING
LINE, OF COURSE, SINCE ALMOST ALL MANGA IS IN BLACK
AND WHITE (SEE UNDERSTANDING COMICS, CHAPTER 8
FOR SOME IDEAS ON HOW COLOR AFFECTS THE READING
EXPERIENCE).

IN THIS CHAPTER, MOST OF MY EXAMPLES ARE FROM
MAINSTREAM TYPES OF MANGS INCLUDING SOME
POPULAR SHOJO AND SHONEM TITLES BECAUSE THOSE
ARE THE KINDS THAT ARE AVAILABLE HERE, BUT MNORTH
AMERICAN BOOKSTORES OMLY SHOW A FRACTION OF
WHAT'S AVAILABLE IN JAPAN. SOME GENRES BARELY GET
SHELVED AT ALL, ESPECIALLY THOSE DEALING WITH
SPECIFIC OCCUPATIONS AND ACTIVITIES. THERE'S ALSO A
COUNTERPART TO THE MORTH AMERICAN UNDER-
GROUND AND ALTERMNATIVE SCENE IN JAPAN THAT
DOESN'T CROSS THE OCEAN MUCH. CHECK OUT THE

LEFT: &RT &Y EOREAN ARTISTS EIM JEA ELS AND
DOHA KaMG, RIGHT: ART &Y HIRDHOR| RIKLCH| AHD
YUKD TSUHO (SEE ART CRETHTS, PASE 2587

BIBLIOGRAPHY FOR SOME BOOKS ON THE SUBJECT.

MO COUNTRY HAS ALL THE AMSWERS. CARTOONISTS
EVERYWHERE TAKE SHORTCUTS. PUBLISHERS EVERY-
WHERE TRY TO CLONE WHATEVER WORKED LAST TIME.
STORE SHELVES EVERYWHERE ARE FAR TOO 5HORT. BUT
MANGA ARTISTS IN THE LATE 20TH CENTURY MADE
EXCEPTIONAL GAINS IN UNLOCKING COMICS’ POTENTIAL
AND I THINK THAT STUDYING THEIR RESULTS CAN
BENEFIT ANYONE SERIOUS ABOUT MAKING COMICS.

PAGE 216 - MORE ON MANGA TECHNIQUES
ICONIC FACES:

SEE UNDERSTANDING COMICS, PAGES 30-45, FOR A
DISCUSSION OF HOW CARTOON IMAGERY AFFECTS THE
READING EXPERIENCE. ON THIS POINT, THE EAST/WEST
CONTRAST I NOTICED IN 1982 WAS SPECIFICALLY
BETWEEN MANGA AND THE SUPERHERO "MAINSTREAM®
COMICS. THERE WERE PLENTY OF CARTOONY CHARAC-
TERS IN NEWSPAFER STRIPS AND THE KIDS COMICS
FROM &OLD KEY, DISMEY, ETC.

SEMNSE OF PLACE:

THIS WAS A BIT STROMGER IN IF82 THAN |T IS NOW,
Marcs NEVER WENT AS FAR AS THE EURSPEANS IN THE
WORLD-BUILDING DEPARTMENT (EXCEFT FOR
EUROPEAN-INFLUENCED ARTISTS LIKE MIYAZAKD BUT
CONVEYING THE EXPERIENCE OF A PLACE WAS VERY
IMPORTANT, AND FREGUENTLY &NEMN A LOT OF ROOM AT
THE BEGINNINGS OF SCEMES.

WORDLESS PAMELS/ASPECT TO ASPECT TRANSITIONS:

NORTH AMERICAN COMICS HAVE DEFINITELY PICKED UP
ON THIS OVER THE LAST 25 YEARS WITH THE GROWTH
OF GRAPHIC NOVELS AND THE REDUCED NEED TO HURRY
STORIES ALONG AND KEEP EVERYBODY TaLKING. SEE
UNDERSTANDING COMICS, PAGES 74-89, FOR MORE ON
HOW SILEMCE AND TRANSITION TYPES VARY FROM EAST
TO WEST.

SUBJECTIVE MOTION:

SEE UNDERSTANDING COMICS, PAGES 108-114, FOR MORE
Ot HOW SUBJECTIVE MOTION WORKS.

GENRE MATURITY:

SUSHI CHEFS, BASEBALL PLAYERS, FISHERMEN,
STUDENTS, “SALARYMEN".. NO MATTER WHO YOU WERE
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IN JAPAN, THERE WAS PROBABLY A GENRE OF COMICS
DEVOTED TO YOU IN 1982 —= AND AS FAR A5 T KNOW,
THERE S5TILL 15 WHAT FASCINATED ME, THOUGH, WAS
THAT FROM AN ARTISTIC STANDPOINT, EACH SENRE WAS
WILDLY DIFFERENT. EACH HAD ITS OWN APPROACH TO
PACING, FRAMING, EXPRESSIONS AND BODY LANGUAGE.
IF A BIG MAINSTREAM COMICS PUBLISHER IN THE .5,
DECIDED TOMORROW TO PUBLISH FIVE COMICS DEALING
WITH SKATEBOARDING, HIGH SCHOOL ROMANCE,
MASCAR, MODELING AND POLITICS RESPECTIVELY, THEY
MIGHT FEATURE VERY DIFFERENT TYPES OF STORIES,
BUT THE BASIC STORYTELLING ENGINE WOULD PROB-
ABLY BE THE SAME. BY "MATURITY,” I MEAN JUST THAT
== THE KIND OF DIFFERENTIATION THAT ONLY COMES
WITH YEARS OF GROWTH (AS DISCUSSED ON PAGE

2262,

CHARALCTER DESIGMS:

VARIETY OF CHARACTER DESIGN IN MANGA HAS
SOFTENED OVER THE YEARS AS THE CARTOONY
TRADITIONS BEGUN BY TEZUKA HAVE &IVEN WaY TO
MORE IDEALIZED CHARACTER DESIGNS. GENERALLY
SPEAKING, THE BOY'S ACTION SENRES SHOW A BIT MORE
VARIATION THAN GIRL'S ROMAMNCE. SOME SHOJO ARTISTS
TRY A LITTLE TOO HARD TO MAKE EVERYBODY BEAUTI-
FUL IN SIMILAR WaYS. THEN AGAIN, I'M A GUY, S0 TAKE
THAT WITH A GRAIN OF SALT,

SMaLL, REAL wWORLD DETAILS:

THIS IS ANOTHER AREA WHERE JAPAN AND THE L.S.
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 MAN, A& TRANSLATED COLLECTION OF MATURE,
SOMEWHAT DARK STORIES BY wOSHIHIRD TATSUMI
AVAILABLE FROM DRAWN AND QUARTERLY.

EMOTIONALLY EXPRESSIVE EFFECTS:

SOME STYLES ARE BLATANTLY EXPRESSIONISTIC IN
PORTRAYING EMOTIONS THROUGH PEN AND INKE. RIYOKO
IKEDA HELPED PERFECT SUCH EFFECTS IN CLASSIC
2TORIES LIKE THE ROSE OF VERSAILLES. I DEVOTE
CHAPTER FIVE OF UNDERSTANDING COMICS TO THE IDEA
THAT SGUIGGELES OF INK ON PAPER CAN LOOK HAPPY,
SAD, AFRAID OR ANGRY, BUT THESE ARTISTS HAVE
MADE THE CASE, FAR MORE ELOGUENTLY THAN I CAMN,
OVER THE COURSE OF MORE THAN 100,000 PAGES.

ART 3¢ wOSHHIRD TATSUMI (SEE ART CREDITS, Pace 258,

PAGE 2I7 - OTHER EXPLANATIONS

JUST TO BE CLEAR, I DON'T WANT TO COMPLETELY
DISCOUNT "FORMATS, MARKETING AND CULTURAL
DIFFERENCES™ AS FALTORS IN MANGA'S SUCCESS. THE
ABSEMCE OF COLOR PRINTIMG ALONE WOULD HAVE
STEERED MANGA N & DIFFERENT DIRECTION FROM
EUROPE, AND I"VE SPECULATED MYSELF ABOUT
DIFFERING TRADITIONS IN WESTERN AND EASTERN ART.
BUT HAVING EXFERIENCED MANGA STORYTELLING
MYSELF, I BECAME CONVINCED THAT THE FEELINGS IT
FRODUCED IN ME A5 A READER WERE THE “ACTINE
INGREDIENT™ THAT HAD DRIVEN MANGA'S WILDLY
SUCCESSFUL COMICS INDUSTRY.

PAGE 218, PANEL SIX - THE MADAGASCAR
EFFECT

ONE OF THE MOST INTERESTING THINGS ABOUT MANGA
IN THE DECADES LEADING UFP TO THE EIGHTIES 15 HOW
LITTLE EUROPEAN AND AMERICAN STYLES HAD
PENETRATED IT. O5AMU TEZUEA MAY HAVE TAKEN SOME
CUES FROM AMERICAM ANIMATION AT THE OUTSET, BUT
HE WENT ON TO CREATE SOMETHING UNIGUELY HIS OWN
AND IN RETROSPECT == AS A NATION FOLLOWED HIS
LEAD -- UMIGUELY JAPANESE. ARTISTS LIKE OTOMO
AND MIYAZAKI WERE JUST BEGINNING TO BRING A MORE
EURCPEAN FLAVOR TO MANGA AROUND THE TIME I
WANDERED INTO BOOKS KINOKUNIYA ON MY LUNCH HOUR
IN 782, BUT COMPARED TO THE PROMISCLUOUS TRADING
OF IDEAS BETWEEN EURCPE AND AMERICA DURING THIS
PERICD, JAPAN WAS TRULY AN [SLAND.

JARPAMNS COMICS CULTURE IS LIKE AMOTHER ISLAND
NATION, MADAGASCAR, IN THE WAY THAT ITS ARTISTIC
FLORA AMD FAUNA GREW TO LOOK LIKE NOTHING ELSE
OM EARTH DUE TO ITS RELATIVE ISOLATION. ISOLATION
CaM SOMETIMES LEAD TO STAGMATION AND INBREED-
ING, BUT TE2ZUKA'S CAREER SEEMS TO HAVE PROMPTED
SUCH A BIODIVERSITY OF GENRES AND STYLES RIGHT
FROM THE START THAT NATURAL COMPETITION wWas
FRESERVED OVER THE COURSE OF FOUR DECADES,
LEADIMNG TO A HEALTHY, THRIVING COMICS

CULTURE.

PAGE 219, PANEL THREE -- ALTERNATIVE
COMICS AND GRAPHIC NOVELS

I INCLUDE A FACE FROM CHYNMNA CLUGSTON'S SCHOLAS-
TIC COMIC GWEEN BEE IN THIS PANEL, WHICH ISN'T
EXACTLY PART OF WHAT WE CALL THE “ALTERNATIVE" OR
"GRAFPHIC MOWEL" SCEME, BUT |T BELOMGS IN THIS
PAMEL MORE THAN IN THE NEXT TWO, SINCE IT'S NOT A
WEBCOMIC AND ISN'T "MAINSTREAM" -- AT LEAST NOT
IN THE TORTURED SENSE THAT WE USE THE TERM IN
AMERICA (LE.. IT DOESN'T LOOK LIKE A SUPERHERO
COMIC). CLUMGSTON IS CLEARLY INFLUENCED BY AND
ASPIRING TOWARD A MANGA STYLE. THOMPSON AND KIM
HAVE ABSORBED A LOT OF MANGA INFLUEMCES, THOUGH
THEY DON'T PURSUE IT A5 THEIR DOMINANT STYLE,
AND CHRIS WARE JUST HAPPENS TO BE TREADING
SOME OF THE SAME GROUND WITH HIS USE OF SILENT
MULTI-PANEL ESTABLISHING SHOTS AND OTHER
TECHMIGUES.
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PAGES 220-22| - SHOJO VERSUS SHONEN

THESE TERMS MOSTLY REFER TO TARGET ALUDIEMCES
{&IRLS VERSUS BOYS) RATHER THAN ANY SPECIFIC
GEMNRE. THERE'S OBVICOUSLY A LOT OF ROMANCE IN
SHOJO TITLES AND A LOT OF ACTION IN SHOMEN TITLES,
BUT THEY'RE NOT IRON=-CLAD DISTINCTIONS, RUMIKD
TAKAHASHI'S RANMA /2 IS CONSIDERED SHOMEM, FOR
EXAMPLE, BUT IT'S READ BY PLENTY OF SIRLS, INCLUD-
IMNG MY OWN DAUGHTERS.

MANGA TARGETED AT ADULT MEN AND WOMEN {SEINEN
AND JOSEL RESPECTIVELY) OR SMALL CHILDREN
(KODOMO) AREN'T TRANSLATED AS OFTEN IN THE
STATES, BUT YOU CAN FIND SOME O THE SHELVES.

PAGE 22| - SUPERHEROES AND MANGA

PANEL FOUR IS FROM ULTIMATE SPIDER-MAN VOLUME
ONE WITH PENCILS BY MARK BAGLEY AND INKS BY ART
THIBERT AND DAN PANOSIAN, MANGA-STYLE MOTION
LIMES LIKE THESE APPEAR IN SEVERAL PLACES, AND THE
BOOK HAS A SLIGHT POST-MANGA FLAVOR OVERALL.

WITH THAT IN MIND, IT'S INTERESTING TCO COMPARE IT
T SOMETHING LIKE MASASHI KISHIMOTO'S
SUPERHERO-LIKE NARUTO, (SEEN AT THE TOP OF PAGE
221) TO SEE HOW MANY DIFFERENCES STILL REMAIM
BETWEEN THE TWO COMICS CULTURES. FIGURES IN THE
ULTIMATE SPIDER-MAN PANELS SEEM TO FACE OUT
MORE OFTEM, FOR EXAMPLE. THE FIGURES IN MARUTO
OFTEN FACE AWAY FROM THE READER, AS IF WE'RE
EUNNING INTO ACTION BEHIND THEM OR CONTROLLING
THEIR MOVEMENTS IN A GAME. FIGURES IN LS-M ALSO
TEMD TO FILL THE PAMEL MORE. KISHIMOTO SEEMS LESS
RELUCTANT TO PULL BACK FOR LONG-SHOTS OF HIS
HEROES (THOUGH HE SOES TOE-TO-TOE WITH HIS
AMERICANM COUNTERPARTS IN THE EXTREME CLOSE-UPS
DEPARTMENT.

PAGES 222-223 - MANGA'S SCATTERED
SEEDS

WHEN I BEGAN MAKING COMICS IN THE EARLY 'BOS,
THERE WERE OMNLY A FEW PUBLISHED ARTISTS WHO
OPENLY ACKNOWLEDGED A MANGA INFLUENCE. THE
THREE MOST PROMINENT AT THE TIME WERE WEMNDY
PINI, FRAMNK MILLER (WHOSE SERIES RONIN HAD DIRECT
NODS TO LONE WOLF AND CUB} AND COLLEEMN DORAM.
ALL INCORPORATED MANGA IDEAS INTO THEIR WORK,

SEE ART CREDITS, PAsE 258,

THOUGH MONE WOULD BE DESCRIBED AS "AMERICAMN
MAMNGA" AS SOME LATER TITLES WOULD BE. ARTISTS
LIKE LEA HERMANDEZ PURSUED MAMGA STYLES MORE
FULLY AND WERE PRECURSORS TO THE MORE RECENT
OEL (ORIGINAL ENGLISH LANGUAGE) MANGA VOLUMES
WHICH S5IT ALONGSIDE JAPANESE IMPORTS IN THE SAME
FORMAT.

LIKE ANY STYLE WITH A DEVOTED FAN FOLLOWIMG,
THERE'S SOME CONTROVERSY OVER TERMINOLOGY AND
AUTHENTICITY (ASK A& 20=-S0METHING NIEVANA FAN
WHAT “GRUNGE" MEANS FOR A DEMONSTRATION OF THIS
PRIMNCIPLE). THE EARLY TERM "AMERI-MANGA" BECAME
AN INSULT I8 SOME CIRCLES, AND EVEN "0EL" HAS ITS
DETRACTORS: THOUGEH IT'S HARD TO IMAGINE A MORE
HMELTRAL way OF DESCRIBIMNG SUCH BOOKS, SOME OEL
MaMGA LIKE SVETLANA CHMAEOWA'S DRAMACON STAY
WERY CLOSE TO MAINSTREAM MaMGEa STYLES AND
CELEBRATE MANGA'S MORE IDIOSYNCRATIC TOUCHES LIKE
"CHIBIS” (PAGE 220, PANEL 51X IS A CHIBI VERSION OF
ME), OTHER OELS LIKE AMY KIM GANTER'S SORCERERS
AND SECRETARIES (PAGE 222) 5TILL RETAIN SOME
WESTERN FLAVOR BUT ARE TARGETED TO MANGA
READERS THROUSH FORMAT, PUBLISHER aMD OWVERALL
TOME.

GANTER AND BRYAMN LEE O'MALLEY (WHOSE SCOTT
PiL&RIM CaM BE SEEN AT THE TOP OF PAGE 223) ARE
PART OF A NEW WAVE OF YOUNG CARTOOMISTS WHO'WVE
READ PLEMTY OF COMICS FROM JAPAMN AND AMERICA
OVER THE YEARS, AND WHOSE INFLUENCES HAVE
BLENDED TO THE POINT WHERE IT'S HARD TO TELL
WHERE OME STYLE BEGINS AND THE OTHER EMDS. THIS
TREMD |5 ESPECIALLY NOTABLE IN THE GROUND-
BREAKING FLIGHT ANTHOLOGY, WHICH ALSO BECAME A
MEETING PLACE FOR WEBCOMICS ARTISTS HEADING FOR
FPRINT AND ANIMATION ARTISTS HEADING FOR COMICS,
PUBLISHER'S WEEKLY EVEN REFERRED TC GANTER AS
PART OF THE "FLIGHT GENERATION,” WHICH MaY NOT BE
FAR OFF WHEN WE LOOK BACK AT THIS PERIOD.

PAGES 227 - UNDERSTANDING BANDE
DESSINEE?

LIKE MANGA, THE EUROPEAN TRADITION IS INCREDIBLY
EICH AND DIVERSE. OBVIOUSLY, T DON'T THIMK THAT
EVERYBODY IN EUROPEAN COMICS IS CONSCIOUSLY GOING
AFTER WORLD-BUILDING AS THEIR TOP ASS5IGNMENT.
LIKE ARTISTS IN ANY CULTURE, THEY HAVE A THOUSAND
DIFFERENT GOALS IN MIND WHEN THEY SIT DOWN TO
THE DRAWING BOARD.

BUT COMPARED TO JAPAN AND MORTH AMERICA,
WORLD-BUILDING WaS & CONSTANT FEATURE IN THE
COMICS OF ARTISTS FROM HERGE TO UDERZO TO
MOEBIUS TO TARDI TO SCHUITEN TO JANSSON, MO
MATTER WHAT THE GENRE, EUROFPEAN ARTISTS RARELY
SKIMPED ON THE CREATION OF RICH EMVIRONMENTS AND
THE CONSTANT REITERATION OF THOSE ENVIRONMENTS
ON EVERY PAGE. FOR MUCH OF THE 20TH CENTURY,
WORLD-BUILDING WAS A BEDROCK ASSUMPTION, FAR
ABOVE WHICH, DIVERSE CAREERS TOOK ROOT.

LivIMNG IN AMERICA, T MAY BE TOO CLOSE TO SPOT OUR
QWi COMMON DENOMINATORS, BUT I DON'T DOUBT
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THAT THEY EXIST. SUMMING UP POST-KIRBY SUPER-
HERO COMICS WOULD BE LIKE SHOOTING FISH IN A
BARREL, BUT 15 THERE A SINGLE THEME THAT ROPES
IN EVERYTHING FROM KIRBY TO EISNER TO CRUMS TO
SCHULZ? |5 1T THE PRIMACY OF THE FIGLURE? OUR
APPROACH TO BACKSROUNDST? THE PROTASONIST AS
LONER? THE wWaY CHARACTERS PLAY TO THE READERT
OUR FREGUENT USE OF THE WORD “INWVULNER-
ARLE?™

WHATEVER MAKES NORTH AMERICAN COMICS UNIQUE,
IT"S PROBABLY BLURRED IN THE LAST 20 YEARS AS
EURDPEAN AND JAPAMESE INFLUEMCES HAVE ENTERED
THE X == AND A5 JaPan AND EUROPE'S UNIGUE
QUALITIES HAVE ALSO SOFTENED.

EUROPE, NORTH AMERICA AND JaPAM MAY NEVER
AN BE AS DIFFERENT FROM ONE ANOTHER AS THEY
WERE WHEN I WaAS STARTING QUT. THE WORLD 15
SHRIME MG, INTERNATIONMAL STYLES ARE EMERGING,
AND SO0MN, THE WEB MAY SCRAMBLE THINGS BEYOND
RECOGMITION. BUT BACK IN 1982, THE OCEANS SEEMED
ESPECIALLY WIDE FOR A YOUNG COMICS FAM,

PAGES 229-237 - THE FOUR TRIBES

I ACTUALLY SAT OM THIS IDEA FOR OVER TEM YEARS
WITHOUT PUBLISHING IT, CONCERNED THAT IT MIGHT
DC 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 ART!"

* "ALTERMNATIVE COMICS ARE FOR PEOPLE WHO
CANT DRAW."

= "EVERYONE MAKING MAINSTREAM COMICS IS A
SELL-OUT."

* “EXPLAINING ART RUINS IT."

* °IF IT HAS NO NEW IDEAS, WHAT 00D IS IT?"

--AND I REALIZED THAT IN A WORLD WHERE 50 MANY
PEOPLE REDUCE ART TO TWO SIDES, MAYBE REDUCING
IT TO FOUR WOULD BE AN IMPROVEMENT.

COMICS |5 AN ECOSYSTEM, AND EACH OF THE FOUR
TRIBES HAS A ROLE TO PLAY IN KEEFING IT HEALTHY
AND GROWING. DECLARING WAR ON ANCOTHER'S
ARTISTIC PHILOSOPHY 15 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 IS AN IMPORTANT POINT THAT I HOPE KEEPS THE
FOUR TRIBES IDEA FROM DESCENDING INTO SOME-
THING MORE TOXIC. THERE ARE MO HARD DIVIDING
LINES BETWEEN THESE FOUR IDEALS, AND NO ONE
LABEL CAN EVER 5UM UP A HUMAN BEING. BUT EACH
PHILOSOPHY HAS A CERTAIN GRAVITY TO IT THAT
MAKES THOSE CLUSTERS OF ARTISTS VISIBLE ON THE
PASE, ON THE WEB AND ON THE CONVENTION FLOOR,

MEW ARTISTS WALK INTO THE CROWD, MEET OTHERS
LIKE THEMSELVES AND GRADUALLY START HAMNGING
OUT WITH THE ARTISTS THAT SHARE THEIR WALUES,
THE ONES WHO "GET IT" WHEN THEY START TALKING
ABOUT THE THINGS THAT ARE THE MOST IMPORTANT
TO THEM. THINK OF HOGWARTS' SORTING HAT IN THE
HARRY PCTTER BOOKS, PICKING OUT THE GRYFFINDORS,
HUFFLEFUFFS, RAWVENCLAWS AMD SLYTHERIMS... OMLY
THERE'S MORE TABLE-HOPPING, AND HARDLY ANYOMNE IS
TRYING TO KILL YOu.

PAGE 236-237 - DRAWBACKS OF THE TRIBES

T'LL CONFESS TO THE 5IMN5 OF THE FORMALIST. I CAN
POINT TO ANY NUMBER OF COMICS THAT I'VE DRAWM IN
WHICH EXPERIMENTAL IDEAS WERE PRETTY MUCH THEIR
OHLY VIRTUE. ANYBODY CALLIMG SUCH COMICS “DRY.™
“ACADEMIC” OR “WUNREADABLE™ WONT GET MUCH
RESISTANCE FROM ME. AS LONG AS SOMETHING IS JUST
AN EXPERIMENT, ARTISTS LIKE ME ARE CONTENT WITH
SOME FAILURES ALONG THE WaY. “IF ¥OU CAN GUARAN-
TEE THE RESULTS IN ADVAMNCE, IT'S NOT AN EXPERI-
MENT™ SUMS UP THE ATTITUDE.

BUT FORMALISTS LIKE ME CAN SCREW UP BADLY WHEN
WE TRY TO TELL A STORY STRAIGHT. WE KEEP GETTING
DISTRACTED BY ALL THE FORMAL POSSIBILITIES ALONG
THE waY, AND WIND UP WITH A STIFF, FILL-IN-THE~-
BLANKS COMIC WHERE INDIVIDUAL PANELS ARE JUST
BORED EXCUSES TC GET TO THE NEXT BlG& IDEA. YOU
MIGHT CALL IT THE "MOT SEEING THE TREES FOR THE
FOREST" PROBLEM, AND IT'S A COMMON ONE WITH
ART-NERDS LIKE ME. IT'5 HARD TO JUST TELL A STORY
S5TRAIGHT WHEN THERE ARE 50 MANY POSSIBILITIES IN
THE AIR.

I'M NOTORIOUS FOR ENCOURASING A LOT OF CRAZY
EXPERIMENTS IN PRINT AND ON THE WEB. EVER SINCE
LNDERSTANDING COMICS CAME OUT IM 1993, vET 1IN
MOST OF THIS BOOK, I'M ESSENTIALLY TEACHING MY
READERS TO BURY THEIR EXPERIMENTS AND IMPERSDON-
ATE ANIMISTS! GO BACK TO PASE ONE, SEE THE
BalLLOON IN THAT MIDDLE PANELT:

A READIMG
EXPERIENCE 50 SEAMLESS
THAT IT DOESH'T FEEL LIKE
READING AT ALL BUT LIKE
BEING THERE?

THAT'S THE LAST THING ON A FORMALIST™S MIND, AND
IT'S NOT EXACTLY WHAT THE ICONOCLASTS OR CLASSI-
CISTS ARE AFTER EITHER, BUT JUST AS I MENTION IM
THE NOTES TO CHAPTER ONE, THIS IS WHERE MAKING
COMICS STARTS. IT'S WHY COMICS EXIST. AND PURSUING
THAT &0al HELFS TO ILLUMINATE THE PATH TO ANY
MUMBER OF OTHER &OALS.

ADDITIONAL NOTES AT:
W SCOTTMECLOUD.COM/MAKINGCOMICS
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Chapter Seven

Making Comic

¢

The Comics Professional
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I WORK
LONE HOURS, BUT I GET TO BE MY
ownN BOSS. DRaw MY owN STORIES.
LISTEN TO MUSIC I LIKE AND CREATE MY
owN WORK ENVIRONMENT.

ALREADY HERE
WHEN I RENTED
THIS PLACE.

[z
¥

SHORT, FOR
A CONTROL
FREAK, LIKE ME,
ITS THE
PERFECT
JOB!

IF MAaKING COMICS SOUNDS
LIKE A ¢OOD JOB TO YOU, you
MIGHT BE WONDERING HOW TO BREAK
MTO “THE BUSINESS.”

BUT BEFORE
CONSIDERING
THAT, YOU'LL NEED
TO ASK YOURSELF:
“WHICH
BUSINESS?™

=
T || |
IN NORTH AMERICA ALONE, THERE NONE OFFER AN EASY ROAD TO
ARE TWICE AS MaNY MARKETS TO FAME OR FORTUNE, AND SOME ARE MORE CREATIELY
CONSIDER AS WHEM T STARTED. RESTRICTED THAM OTHERS, BUT MOST OFFER AT
LEAST A FEW SUCCESS STORIES.

A

1

A R
€
Yol i ; S
AN | NEWSPAPER PERIODNCAL ERAPHIC ALTERMATIVE /
.,:' i AT COMIC STRIPS COMIC BOOKS MOWVELS SMALL PRESS
=7 NP
- :
3
MISCELLANEOUS OTHER NEW

FRINT




SOME OF COMICS?
BIGGEST SUCCESS STORIES OVER THE YEARS
HAVE BEEN IN NEWSPAPER STRIPS AND
PERIODICAL COMIC BOOKS.

IF THE KINDS OF COMICS YOU WANT TO
MAKE DON'T FIT EASILY INTC A POPULAR NICHE,
YOU MIGHT FIND MORE CREATIVE LATITUDE IM
“ALTERNATIVE™ COMICS PUBLISHERS AND

ARTS WEEKLIES --

g

THE SYNDICATES AND PUBLISHERS THAT SERVICE THE
BIGGEST SHARES OF THESE MARKETS ARE VERY
SELECTIVE ABOUT THE STYLE aND CONTENT oF

WHAT THEY ACCEPT, THOUGH.

AND THE COMPETITION 15 FIERCE!

FRINT=0OMN-DEMAND OR
EVEN PHOTOCOPYING.

O
AN
i _
| |
= .
=i
|
——
-- OR SELF= WITH LIMITED
PUBLISHING wvia DISTRIBUTIOMN.
OFFSET PRESS, SUCH OPTIONS

MEAN LITTLE OR NO
CASH UP FRONT ==

T

R

- BUT ALTERNATIVE AND SMALL PRESS WORK
CamM ALSO FEED INTO THE GRAPHIC NOVEL
MARKET. IN FACT, MANY HITS OF THE GRAPHIC
NOVEL MOVEMENT QRIGINATED IN THE SMALL
PRESS AND ALTERNATIVE SCENES.

+mil f@mre T

i

SEE ART CREDITS. BAGE DRA, 2%

OF COURSE, THE MO5T
SUCCESSFUL COMICS
MARKET IN NORTH
AMERICA DOESN'T
ACTUALLY COME FROM

‘ MNORTH AMERICA ==

-= BUT SOME ARTISTS
N NORTH AMERICA
HAVE HAD LUCK
CREATING MANGA-
FORMATTED comics
OF THEIR OWHN.*

* E[THER THROUGH DOMESTIC OF JAPANESE FUSLISHERS.



RIGHT NOW, THE MARKET FoR
HOMEGROWN MANGA-FORMATTED BOOKS IS TOO
NEW TO EVALUATE, BUT MORE CROSS-BREEDING 15

GRAPHIC MOVELS

ON THE WEB, PUBLISHING AND DISTRIBUTION
ARE ONE AND THE SAME AND -- AT LEAST AT THE
ENTRY POINT == FaIRLY CHEAP.

S
W
W IF
YOU HaVE THE
EQUIPMENT FOR
IT. OF COURSE.

ALSO KEEP YOUR EYES OPEN FOR OPPORTUNITIES

IN OTHER PRINT PUBLICATIONS THAT RUN

COMICS. THESE POP-UP ALL THE TIME AND CAN
RESULT IN GREAT VISIBILITY.

— X —
s e YOU =
ﬂ@ —==7  MIGHT MAKE A
| rens | CAREER OUT CF A
| on 1855 KIND OF COMIC THAT
¥ DOESN'T EVEN
EXIST veT!
I I | ‘\I
%
! -
Ty

RIGHT
NOW, THE BIGGEST WEBCOMICS
HITS ARE ABLE TO TURN A PROFIT FROM
ADVERTISING, MERCHANDISE, DOMATIONS, ETC.
MOST STILL STRUGGLE TO MAKE A LIVING, BUT
THE SCEME IS5 CHANGING COMSTANTLY.

SEE
THE NOTES
PAGE FOR MORE
INFO,

EVEN THE
WEB MaAY NOT BE THE COMICS
BUSINESS' CUTTING EDGE IN A FEW YEARS,
AS THE PROSPECT OF NEW INFORMATION
APPLIANCES AND OTHER APPLICATIONS OF
NEW MEDIA LOOMS,

THERE HAVE
BEEN S0ME
INITIATIVES 1IN THIS
DIRECTION BUT THE

iF YOU'RE LIKE MOST PEOPLE, YOU WANT TO DO
YOUR OWN THING AaND ¢ET PAID FOR IT, AND
WHILE REALZIMNG THAT DREAM MIGHT NEVER BE
EASY, THE GROWTH OF NEW MARKETS HAS
DEFINITELY HELPED.

FIELD IS STILL IN ITS
INFANCY, aND IT5
FATE IS ANYONE'S
GUESS.

I'.-H
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by THE WHOLE

THERE’S SOME SORT
OF INSTITUTION
WITH A FIXED
LOCATION THaT -
yOU CAN FIND AND

MANGA aND
THE GRAPHIC
NOVEL MOVEMENT
TOGETHER WOULD BE
ENOUGH TO TURN THE
WHOLE MARKET
UPSIDE DOWN --

TO GIVE HIM A 12
OB MOwW

THE NEW SENERATION OF READERS
THAT THESE MARKETS ARE BRINGING N WILL BE
MaKiNG THEIR OWN COMICS IN THE COMING
DECADE AND EARLY SIGNS ARE THEY'RE GOING

To BE GOOD AT IT.

—=" 50 600D, N
FACT, THAT THE
WHOLE MEANING CF
“PROFESSIONAL™
GUALITY COMICS MAY BE

ABOUT To CHANGE. y-

-= BUT GETTING A JOG 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

PENETRATE -- = ey
T, 2 s,
- .y
% SRl -
S =

== BUT THROW

THE WEB muT0
THE EQUATION AND YOU
HAVE THE MOST
UNPREDICTABLE
MARKET COMICS HAS
EVER SEEN!

BE
PREPARED TO TAKE

SOME TUMBLES |
BEFORE YOU GET IT
RIGHT!

E THAT'S WHY L

HOPE THAT YOU'LL-
DO MORE THAN JUST

CATCH=UP TO MY
GENERATION OF

-- BUT WILL TRY
To 0 BEYOND
WHAT ANY .OF US
HaVE EVER DOME.




LOOK BACK THROUGH THIS BOOK
AND YOUPLL FIND & DOZEN OFPORTUMNITIES
To GO BEYOND wHar ANY comics

ARTIST WORKING TODAY IS ACHIEVING!

NOW'S YOUR CHANCE TO EXPLORE THE CUTTING EDGE
STORYTELLING TECHNIGQUES MY GENERATION
HaS ONLY BESUN TO UNDERSTAND --

THESE AREN'T THE
E0aLS EVERY SUCCESSFUL
ARTIST MEETS ==

== THEY'RE THE

o

GOALS PROFESSIONALS
UsUALLY FAIL TO MEET —
INCLUDING ME]

Y
=%

-~ TO FIND
SOMETHING NEW
TO SAY, AND 5aY
IT WITH A CLEAR,
STRONG VOICE --

CHOICE
) OF

MOMENT

™

-Q

FR

AME

CHOICE

&

CHOICE
OF

IMAG

@

WORD

CHOICE
o

He

CHOICE
OF

FLO

== TO CREATE CHARACTERS WITH INNER LIVES 50 DEEP AND OUTER APPEARANCES 50 VARIED aND

COMPELLING. THEY TAKE oM LIVES OF THEIR OWN.
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-- BRING WORDS AND PICTURES TOGETHER TO CREATE IDEAS AND SENSATIONS MONE OF

US EVEN DREAMED COMICS COULD PRODUCE ==

J

M

| 7: 7_ g

___:__ ____ |

250



BT JRETRE BT I||I'| YT
I"r“"' S T "l;!ll

WH
-= AND TRANSPORT US TO PLACES WE  § 5 UP‘LEEEEi TOOLS

MEVER DREAMED COMICS COULD &O.
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- NOW %\ ' ¥ -= TO MAKE
IS YOUR : ] COMICS THAT wWiLL
CHAMCE == LEAVE MY GENERATION'S
BEST WORK IN THE
DUST!
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HOW MANY
TONS OF INK
WE'VE SPILLED
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CHAPTER 7: MAKING COMICS

PAGE 244 - A GOOD JOB TO HAVE?

I REALLY DO LOVE MY JOB, BUT NOT EVERYONE WHO
MAKES COMICS FEELS THE SAME WAY, AND I DON'T
ENOW ANY CARTOONISTS WHO WOULD CALL IT “EASY."

CHRIS WARE WARMNED AN ALUDMENCE OF WOULD=-BE
CARTOOMNISTS: "wOU REALLY, REALLY HAVE TO WORK
HARD. PRAWING COMICS REGLIRES PRETTY MUCH ALL
OF YOUR FREE TIME.. TWO OR MORE DECADES WILL
FASS WITHOUT YOUR NOTICING IT AT ALL. FRIENDS WiLL
BE MARRIED, HAVE CHILDREM, GET DIVORCED AND DIE,
ALL WHILE YOU'RE WORKING ON YOUR SLOW MOTION
PICTURE STORY. AVERAGE RATIO OF WORK TIME TO
ACTUAL MARRATIVE STORY TIME, FOUR THOUSAND TO
CME.” WARE'S OWN COMICS ARE UNUSUALLY LABOR-
INTENSIVE, BUT OTHERS ECHO HIS DIRE PROGMNOSIS,
MOST FAMOUSLY CHARLES SCHULZ WHO FLATLY STATED:
"CARTOONING WILL DESTROY YOU, IT WILL BREAK YOUR
HEART."

I'LL STICK BY MY "NICE WORK |F YOU CAN GET IT”
ATTITUDE == AND I'M NOT ALOME -- 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 IS5 VERY SMaLL
COMPARED TO THE NUMBER OF THOSE WHO WANT T,
AND THE TALENT AMONG THE WANNARES HAS
SKYROCKETED LATELY. BEING GOOD ENOUGH ISNT
GOOD ENOUGH, ¥OU HAWE TO BE GREAT.

PAGE 247, PANELS THREE-FOUR -
THE WEBCOMICS MARKET

NO MAREET IS AS UNPREDICTABLE AND RAPIDLY
EVOLVING AS WEBCOMICS. I'M WRITING THIS IN SPRING,
AND BY THE TIME THIS BOOK COMES OUT IN AUTUMN,
EVERYTHING MIGHT HAVE CHANGED AGAIN. SOME
THINGS ARE CONSTANT THOUGH. YOUR BEST BET FOR
GETTING NOTICED IS STILL DOING G000 WORK THAT
COMMECTS WITH YOUR AUDIENCE, FOLLOWED BY
GETTING THE WORD OUT TO THOSE ARTISTS AND
BLOGGERS THAT FREQUENTLY LINK TO THINGS THEY
LIKE. GET TO KNOW THE SCENE AS A READER AND
YOU'LL FIND IT EASIER TO JOIN THE SCEME AS AN
ARTIST AND WRITER.

RIGHT MOW, THE MOST SUCCESSFUL COMICS ON THE
WEE ARE THE WEB-MNATIVE HUMOR S5TRIPS WITH
AUDIENCES Bl& ENOUGH TO ATTRACT ADVERTISERS
AND SPONSORSHIPS, PROMOTE ASSOCIATED PRINT
TITLES AND SELL MERCHANDISE. LONG FORM WEBCOM-
ICS, THE EQUNALENTS OF COMIC BOOKS AND GRAPHIC
MOWVELS OMLINE, HAVE HAD FEWER BREAK-OUT HITS
BUT CONTINUE TO PROLIFERATE.

FAID DOWNLOADS, DESPITE AN EXPLOSION IN THE
MUSIC INDUSTRY, ARE LESS COMMOM IN ENGLISH
LANGUAGE WEBCOMICS AT THIS POINT, THOUGH
BUSINESSMEN AMND CARTOONISTS (INCLUDING MED
CONTINUE TO TRY OUT VARIOUS MODELS, AND THERE
ARE SOME SIGNIFICANT RUMBLIMNGS IN THE ASIAN
OtLINE COMICS MARKET.

I'LL TRY TO SUM UP THE CURRENT SCENE IN MY ONLINE
NOTES (AND IN MY ONLINE EXTENSION TO THE
TECHMOLOGY SECTION, "CHAPTER 5 I/2"). FOR NOW,
JUST REMEMBER THAT NO COMICS MARKET BETTER
FITS THAT RUMNAWAY TRAIN METAPHOR FROM PAGE 248
THAN WEBCOMICS.

FINAL THOUGHTS

I SAID AT THE BESINNING OF THIS BOOK THAT THERE
ARE NO RULES YOU NEED TO FOLLOW. IF YOU'RE
CURIOUS THOUGH, I DO HAVE SOME RULES I TRY TO
FOLLOW MYSELF, HERE ARE FOUR:

l. LEARN FROM EVERYONE
2, FOLLOW NO OME
3. WATCH FOR PATTERNS
4. WORK LIKE HELL

NOBODY HAS ALL THE ANSWERS, INCLUDING ME, BUT 1
THINKE EVERYOME HAS A PIECE OF THE PUZZLE. I HOPE
YOUPLL TREAT THIS BOOK AS A STARTING POINT, &
GUIDE TO THE PATTERNS AND POSSIBILITIES AT LEAST
OME ARTIST BELIEVES HE SEES OUT THERE. THERE ARE
PLENTY OF MY PEERS WHO DISAGREE WITH ME ABOUT
SOME OF THESE TORICS. LEARM FROM alLL OF US AND
DECIDE FOR YOURSELF WHAT WORKS FOR YOU.

SOU COULD IENORE EVERYTHING ISE 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 NO REPLACEMENT FOR
INSTIMNCT AND INSPIRATION. BUT IF THIS BOOK HAS
HELPED TO IMPROVE THE FORMER OR BOLSTER THE
LATTER, THAT'S ENOUGH FOR ME.

THANES FOR READING AND &OOD LUCK,

e

== SCOTT MCCLOUD
SOMEWHERE N AMERICA, 2006

FOR ADDITIONAL NOTES, “"CHAPTER 5 I/2,™ RESOURCES,
LINKS, UPDATES, PONTIFICATIONS, RUN=-0ON SENTENCES,
WEASELLY DHSCLAIMERS AND DETAILS ON THE MASSIVE
MAKING COMICS TOUR ¢ALL FIFTY S5TATES,
STARTING IN FALL OF 2006 -- WE HOPED VISIT:

WWW.SCOTTMCCLOUD.COM/MAKINGCOMICS
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Bibliography and
/ Suggested Reading

A frue bibliography for this book would be thousands
of titles long. since most of the ideas in these pages
come from reading comics, not books about comics.
Still, | hope you'll find the following list helpful. Some
of these books helped me directly with research.
Many are just good books | can recommend,

The Head of the Class

There are a few books which excel at their respective
topics to such a degree that they qualify as essential
reqading. Hare they are:

Chelseqa. David. Perspectivel For Comics Artisfs. New
York, NY; Watson-Guptill, 1997.

Eisner, Will. Comics and Sequential Arl. Tamarac, FL:
Poorhouse Prass, 1985,

Faigin, Gary. The Arfist's Complefe Guide ta Facial
Expression. New York, NY: Watson-Guptil, 1990,

Lee, Stan and John Buscema. How to Draw Cormics
the Marvel Way. New York, NY: Simon and
Schuster, 1978.

Tufte, Edward, The Visual Display of Quantitative
Information, Cheshire, CT: Graphics Press, 1987.

Chelsea and Faigin's books are the most practical
since you're bound to need their advice on every
page you drow, Chelsea’s book is in comics form like
this one and it's o real eye-opener. If you've ever
had trouble drawing in perspective, he'll set you right
in record time. Faigin's book on expressions was a
great help for me personally. As with my own section
on expressions, though, don't get hung up on style.
Faigin isn't telling you how to draw exprassions in any
particular way, just helping you understand how the
face warks and he does that exiremely well,

Eisner's book is a foundation we've all been building
on for years, His 1994 book Graphic Storyteliing ond
Visugl Namative is also recommended.

Lee and Buscema are much namrower in their focus,
but if you want to understand the style of comics
they helped refine in the '70s. Marvel Way certainly
delivers,

Tufte's book is about information design, not comics,
but his ideas on clarity ond communication are
powerful and persuasive. Tufte knows that good
design is about more than just choosing the nght
logo and does a great job of explaining why. Visual
Display is the classic that started it all, but his later
books Envisioning information {1990) and Visval
Explanations [19%7] are just s good.

General Reference / Theory

Blackbeard, Bill and Martin Williams. The Smithsonian
Cofllection of Newspaper Comics. Washington,
DC: Smithsonion Institution Press, 1977. A classic,
aversized collection of many clossic early comic
strips. Might be at yvour local liorary if you can’t
find [or afford) a used copy.

Dooley, Michael and Steve Heller. The Educafion of o
Comics Artist: Visual Namrafive in Cartoons,
Graphic Novels, and Beyond. New York, NY:
Alworth Press, 2005, Inferviews with a wide range
of comics artists and cartoonists (including me)
and odd, but interesting glimpses into the brains
of some of the better artists warking today.

Gravett, Paul. Grophic Novels: Stories to Change
Your LUfe. New York, NY: Collins Design, 2005. Slick
coffee table format, but Gravett is a sedous
observer of the scene and covers a lot of ground
[same goes for his Mango book below).

Harvey, B.C. The Art of the Comic Book, Jackson, MS:
University Press of Mississippi, 1994, Also see
Harvey's 1994 book The Art of the Funnies,

Sehutz and Brownstein editors. Eisner/piliar,
Mitwaukie, OR: Dark Horse Publishing, 2005, Two
giants of American comics, Will Eisner and Frank
Miller, talk about anything and everything for 347

prges.

More on Manga

Deppey, Dirk editor. The Comics Jounal #24%9.
seattie, WA: Fantagraphics, 2005. Several
interesting essays about Manga in this oversized
edition of the venerable TCJ1.

Gravett, Paul. Manga: Sixty Years of Japanese
Caornics. London, UK: Laurence King Publishing,
2004,

Schodt, Frederik L. Mangal Manga! The World of
Japanese Comics. Tokyo/New York: Kodansha
International, 1983, A year after | started scouring
the shelves at Books Kinokuniva in New York [see
page 215), Schodt's book come out and
answered a lot of questions. Also check out his
more recent Dreamiand Japan.

Shirator, Chikao. Secret Comics Jopan. San
Francisco, CA: Cadence Books, 2000, Nice*
anthology of some Japanase underground
comics. compiled by a former editor of the
influential Jopanese alternative anthology Garo,

And yes, there are literally hundreds of how-to books
focusing on Manga styles. | wish | could help sort
through the pile, but I've had trouble identifying the
standouts, Pick whatever looks good 1o you, Just
keep an aye on what's going on under those styles,
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Drawing Humans

Bridgman, George. Construcfive Anatomy,
Bridgman's Life Drawing, etc. New Yark, NY:
Dover Publications. Popular figure drawing books
fram the 1920s, still in use today.

Darwin, Chartes. The Expression of the Emaotions in
Man and Animals, Cxford, UK: Oxford University
Press, third edition 1998. first published in 1872.
With extensive footnotes by Paul Ekmaon,

Ekman, Paul. Emofions Revealed. New Yark, NY:
Henry Holf, 2003, In-depth analysis of facial
exprassions, Sparse illustrations, but still useful for
arfists and o key source for Gary Faigin's book,

Hamm, Jack, Cartocning the Heod and Figure, New
York, NY: The Putnam Publishing Group, 1947. |
don't know any contemporary carfoonists who
actually want to draw like Jack Homm, but we
all adore his goofy, obsessively detailed how-to
bocks and you might too.

Mormis, Desmond. Manwalching. New York, NY: Harry
M, Abrams, 1977. (Qut of print but don't let that
stop you.) If the stuff on page 111 interests you,
track down a copy of Momris' mindblowing book
from the '70s. | was frustrated in my search for a
guide to body language that was as good as
the texts | found for facial expressions [most
seemed pre-occupied with how to pick up
wormen at the water cocler or convince the
regional sales manager that you were o
go-getter) but Moris' book, which |'ve owned
since college. continues to be o source of
inspirafion and delight,

Writing for Comics

Gertler, Nat editor. Panel One: Comic Book Scripts by
Top Writers. Thousand Qaks, CA: About Comics.
2002, Examples of various comics scripts in the
form they were given to the ariist; the follow-up
volume, Panel Two reprints one of my own scripis
from the '80s.

O'Neil, Denis. The DC Comics Guide to Writing
Cormnics. New York, NY: DC Comics. 2001. Frorm
the same series as DC's art insfruction guides
(Below).

salisbury, Mark. Writers on Comics Scriotwriting.
London, UK: Titan Books, 2002. Don't have it, but
the one on arfists (sea below) is pretty good and
I'm guessing this is too.

Tools and Technigues

Blair, Preston. Carfoon Animation. Laguna Hills, CA:
Walter Foster Publishing, 1995 {more compact
farmat tharn the original | got back in the '70s),

Collins, Sean T. editor. How fo Drow: The Best of
Wizard Basic Training, Congers, NY: Wizard
Entartainmeant, 2005. Pretty much the polar
opposite of this book, but a decent survey of
contemporary mainstream superhero styles, plus
some great advice from smart veterans like Joe
Kubert and Walt Simonson,

Guptil, Arthur L. Rendering in Pen and Ink. New York,
NY: Watson-Guptill, 1997, Originally published in
1937. Recommended by several artists |
contacted.

Loomis, Andrew. Various fitles. Paul Smith and other
arfists | know swear by the figure drawing books
of Andrew Loomis. The site Saveloomis.org has
links to online sources for various Loomis titles.

mMartin, Gary with Steve Rude. The Arf of Comic-Book
inking, Milwaukie, OR: Dark Horse Publishing,
1997, A well-respected how-to guide that a few
of my carespondents mentioned. May be out of
print, but you might still find copies out there,

Morling. Ernest. Perspective Made Easy. Minaola, NY:
Dover Publications, 1999, First published in 1939,
this book solidly delivers the promise of the tifle.
And it's cheap! Another favorite of Paul Smith.

Richardson, John Adkins. The Complete Book of
Coartooning. Englewood Cliffs, NJ: Prentice-Hall,
1977. Though a bit dated, Drew Weing and | both
have fond memaories of this smart, aclectic book
that caught our eye when we were first laarning
to make comics.

Salisbury, Mark. Artists on Comics Arf. London, UK:
Titan Books, 2000, Interesting discussions with
comics artists about their techniques.

Various. The DC Comics Guide .. (... Pencilling,
«Inking. ...Coloring and Lettering). New York, NY:
DC Comics. 2002-2004. Skck, well-done and
informative guides modermn mainstream
technigues.

Walker, Mort. The Lexicon of Comicang. Port Chester,
NY: Comicana Inc., 1980. Not practical, but a lot
of fun.

Withrow, Steve and John Barber, Webcomics: Tools
and Technigques for Digital Carfooning.
Hauppauge, NY: Bamons Educational Series,
20035, Big. flashy collection of some of the Web's
mast creative cartoonists, Definitely skewed to +
the eccentric artsy cartoonists ke me, but it
affers o lof of good information on tools and
tachniques.

For anline guides, visit:
wiww scottmocloud.com/makingcomics
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Art Credits

Unless otherwise noted, the creator is obo the copyright
holder.

Page &, panel 1: Lynn Johnston, For Befter or For Worse.,
David Marrucchalli, Batman: Yeor One [with Frank Miller) @
DT Comics. A Splegelman, Maus: & Sundvors Tale. Rumiko
Tokahaoshi, Ronma 172 € Buemiko Tokahashi/Shogokukan,
David B, Epilepfic. Demian 5. When | om King
fwrwiwr.demions. coml.

Page 25, panel 4: Jaima Hernondez, Love and Rockels,
Page 27, panel &: Malt Feazell, from Disnay
Adverniuras/Mickey Mouse /™ Denay.

Page 28, panel 4: lason Lutes, Jor of Fools,

Page 2%, panel 3: Craig Thompson, Bionkefs, Panel 4: Ho
Che Anderson, King. Fronk Milles Sin Cify.

Fage 20, panel & image of Kelly Donovan used by
parmEsion. Thanks, Kelly!

Page 31, panel 31: Derek Kirk Kim, Same Difference and
Char Sores.

Fage 47, panel 3: Sichiro Oda, One Plece. panel 4
Francais Schuiten, Zarg |with Luc) @ Les Humanoides,

Page 54 Chester Brown, Louis Riel,

Page &8, panel 2-4;: Chaoracters from Zotl & Scott MeCloud.
Panel 5 Dumbledaore from Homy Polter by J. K. Rowling.
Gandall from The Lord of the Rings by J. B, B, Tolkien, Obd
Wan Kenobi from Stor Wars @ Lucaosfilm.

Fage &é: teve Ditko, Amazing Fonfasy #15 [with $tan Lee)
& Marvel Entertainment Group,

Page 479, panel 4: Walt Kelly, Pogo @ OGP

Page 70, panel 7: Rurmike Takahashi, Banma 172 8 Bumike
Takohashi/Shogokukan,

Foge 72, panel 1: Uderzo, Astery [with Goscinny] ©
Dorgaud, Panel 2: Yosuili Osima, Father and Son [with Morio
Hayasil, Panel 3: Jaime Hemondez, Lowve and Rockets, Zaf!
& ma. Charactars from Mail Gaiman®s Sandman @ DC
Comics, Choracters frorm The Fanbashic Four & Marvel
Entertainment Group.

Page 7%, ponel & Croig Thompson, Blonksts,

Poage 100, ponel 5: Art Spiegelmon, Mous: A Survivars Tale,
Chris Ware, Jimmy Comigan: The Smortest Kid on Earfh.
Panel & Jason Litile, Jack's Lock Buns Owl.

Page 108, panel 5: Bryan Hitch with Paul Medn/Amndrew
cume, The Wimaotes Volume 2 [with Mark Milkar] © Marvel
Entertainment Group. Paned &: Cheis Ware, Jimmy Comgan:
The Smarfest Kid on Barth; B, Crumb, “Memories are Made
of This" from Weirdo #22; S5ath, Chede Fans Book One; Eric
Drocker, "Home" from Rood.

Page 115, panel 1: Heinrich Kley, Unfitted sketch. Panel 2
Jaime Hemandez, Love ond Fockefs. Panel 4 Tom Hort, The
Scarcts.

Page 124: Preston Blar, Cavfoon Animalion.

Page 125: Jaime Hemandez, Love and Bockals. Mot
Walker, The Lexicon of Comicana. Kvie Baker, Kvle Baker
Corfoonisl; Volume 2,

Page 12&: Charles Schulz, Peanuls 8 United Media, Joime
Hermandaz, Love and Rockets, Will Eisner, Cify Peogple
Notebook, Confract with God and Family Maotters. Craig
Thompsan, Blankets.

Page 132: fpongebob SquorePants ™ Viocom,

Fage 135, panel 7: Renge French, The fcap Lody, Panel 8
Patrick Atangan, The Yellow Jar,

Page 134, Panel 3: [fop down| Jung Ito, Uzormakl & Junj ife f
shogakukon: Jeff Smith, Bone; Tom Hart Hulch Owen's
Working Haord, Chris Ware, Acme Novelty Librony James
sturm, The Golem's Mighty Swing: Dovid B., Eplleplic; And
Vara Brosgael Ul Wish, " from Fight #1,

Page 137, panel 3: David Marzucchell, City of Glass (with
Poul Earosik] odaptotion 8 Bob Collahan Studios,

Fage 138, panel 7: Art Spiegelman, "Don't Gef Around
fMuch Anymora" from Bregkdowns.

Page 139, panel 2 Steve Ditko, Ditko Public Zarvice

Package. Panel 3; Wil Ezner, & Confract with God, David
Choa, Sow Joams. Chiis Ware, Jimmy Comigan: The Smarfest
Kid on Earth,

Foge 140-141: iee credifs for 135-13%.

Fage 142, ponel 2: Will Eisner, Comics and Seguenfiol Ar.
Panel 4; Posy Simmonds, Gemma Bovery, Panel & Peter
Kuper, "5, Drugs, Rock'n'Red” from Stipped. Hope Larson
& Lucy Knisley. Letters frorm the Bottom of the Sea.

Fage 144, panel 2: Jock Kirby, Fonfosfic Four {with Stan Leeg)
& Marvel Enterfainment Group. Panel 3: Potrick McDonned,
Muffs, Panel 4: Dove Sim, Cerebus [with Gerhaord]. Panel &:
Will Eismar, Covnics and Sequenticl Arf.

Page 145, panel 1: Don Clowas, Ghost World. Paned Z Jason
Lutes, Bevlin,

Page 14%, panel 5: Lecnarde Da Vinci, Tiny bit o' The Mona
Lisa; Jone Austen, Tiny bit o' Pride and Prejudice,

Page 152, panel 5: Pafrick McDonnell, Muts,

Page 153, panel 1: Vincent Yan Goah, Tiny Bit o' Starmy Night:
James Joyce, Tiny bif o' Uvsses,

Page 154: Wil Eisner, The St

Page 155: Dovid Choe, Slow Joms, Guy Delisiz, Pyongyang ©
Uy Defsle and L' Associotions Marjone Sofropi, Persepaolis 8
Marjane Satrapi ard L' Asseciation.

Page 158, top down: Will Eisreer, The Spinl; Shorwn Mobanus,
Sardman [writer Mell Gaiman, ketterdng Todd Elein) & DO
Ceomics; Jordan Crane, The Clouds Above; Masashi
Kishimoto, Marufo, Bottom right: Craig Thompson, Blankefs,
Page 147, panel 1; 3eth, Chyde Fans Book One,

Page 147, panels 1-3: Charles Schulz, Peanuts € United
Meadia. Panel 4; Rick Geary, "The Age of Condos" from Af
Horme with Blck Geary.

Page 171, panel 2; John Porcelling, King-Cot Comics and
Hories: ipecial Mini-luppiement fo Mciweeney's Quariery
Concem #13. Panel 3: Debbie Drechsler, "Sxteen” from
Twisted Sisters 2. Paonel 4: Richard Maguira, "cid” fram
MeSweenay's GQuarterdy Concerm #1323, Panel 5 Gary Panter,
Jimbo In Purgotory, Panel & Marscal, "Crash” from Beod
Yourself Row.

Page 179, ponel 2 Hovao Mivozoki, Mousicoo of The Valey
of the Winds & Nibariki/Tokurma Shoten,

Page 181: Dersk Kirk Kim, Healing Honds; Edward Goray,
"The Wast Wing" from Amphigorey: John Porceling, King-Cof
Cormics and Sfories: Special MinkSuppiement fo
Mchweeney's Guarterly Concem #1.3.

Fage 182: Jeff Smith, Bone,

Page 184 Ard by Paul Smith. (Duwhj.

Page 193: Giorgio Cavarmano, Wall Dieney's Ward of The
DragonLords [with Byron Edckson) @ Disney Enterprizes,
Page 194, first row: Craig Thompson, Blonkels; Marjone
Satropi Fersepalis B Marjone Safrapi ond L' Associotion;
Jessica Abel, La Perdida, Second row: Hope Larson,
Salomander Dream; Choarles Burns, Biock Hole; Spike,
Tempior, Arizona. Third row: B, Cruomibs, "Tha Crumb Farmiby™
fraom The B, Crumb Handbook; Jim Rugg, Street ange! [with
Bricin kaaruca); Tom Hart, Hutch Creen. Fourth Row: Dove
Coopern Don and Lamy; June Kim, "Sheep, Sheep, Sleep";
hMegon Kelso, “The Pickle Fork"” from Scheherarade. Fifth
Row: Rick Geary, Al Home with Rick Geary; Joost Swartea,
"The Miror™ from Bow #5; Joson Shiga, Double Hoppinass,
Sixth Row: Howord Cruse, Stuck Rubber Boby; Kris Dresen,
Encounter Her; Toc Fetch, ...of the Most Pope Joey.., Volume
5 ne1; The Tenaciouws Facts of Life of g Mormon,

Fage 174 Charles Dana Gibson, "The Educalion of e Plpp"
{1899,

Foge 200: Panel 3: Okoy, left fo Aght, fop down [some wera
obscured when the colloge was posted in — opelogies fo
the sliced-up cartoonists] Greg Dean, Readl Life; hteven
Charles Manale, Supersiackers; Tatewva Bhida, Sinfesf: Erika
Moan, DAR: A Super-Girly Top-Secret Comic Diary; Tracy
White, Troced,; Mott Bovne, Knights of the Shroud; Bamry
Deutsch, Hergville; Tintin Pontoja, Sevenploins; Eoger
Langridge, Hotel Frad: Spike, Temphar, Anzana: Med Babro,
irmitalicn of Life; Raina Telgemeler, Imile; Waolt Holcombe,
Hoils af Sea; Poul Tovior, Wiopsi Square; B. Stevens, Diesel
Sweelles: Jason Turner, Bright Moming Blue; Scolt Kurtz, PvF;
Bill Mudron, Pan; Adrian Raomos, The Wisdom of Moo; Kedn
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Soo0, Jellaby: Ursula Vernon, Digger; Demian 5, The Truth
cbout Elephants: Dorothy Goambrell, The New Adventures of
Deafh; Um... blg rectangie thing... mavibe D, Merdin
Foodbrey: Jomes Kochalka, American EF; Bryant Poul
Johnson, Teaching Baby Porancia; Jason Thompson, The
Shf; Mike Krohuli, Penny Arcade [with Jemy Holking]; Reinder
Dijhuis, Cowdly Maonners [with Gelr Strom); Steven L. Cloud,
Boy on o Stick and Sither; Kris Dresen, Manya; Chris
Shadaian, Streefs of Northompton: Shoenon Ganity,
Narbanie; Chuck Whelon, Pewfell [with Adam Prosser]; Derek
Kirk Kirn, Half Emply: Jenn Manley Lee, Dicebox; Kazu
Kibuishi, Copper; Jeff Jacgues, Questionabde Content: Cat
Garzg, Cuenfos de le Frontera; Dylan Meconis, Bife Me:
James Tumner, Beaver ond Sfeve; Mitch Clern, Nothing Noe
te Say: Lea Hemandeaz, Texas Steompunk; Chiistopher
Baldwin, Lithe Dee; Faith Erin Hicks, lce; Clo Chiang.
Cascadia; Matasha Allegr, Narmal Life; Jeffrey Rowland,
Wigu Micholas Gurawitch, Pery Bible Fellowshio; Les
McCloine, Jonmny Crossbones: lohn Allison, Scary Go Round,
Rachel Hartrmaon, Befurn of the Mod Bun; Steve Bryant,
Athena Voitaire [with Poul Doly and Chad Fidbar; Colin
White, Amicably Subversive: Jonafhan Bosenberg, Goafs;
Frad Gallagher, Megatokyo; Svetiana Chmokova, Chasing
Roinbows. Panel 4: Steve Bryant, Athena Voltaie (with Paul
Daly and Chad Fdler). Panel 5: James Kochalka, Amencan
&, Cot Garzo, Cuenfos de e Fronfera. Panel & Scotf Kuriz,
PwiP; Mike Krahulik, Penny Arcade (with Jemy Holiins]. Panel 7:
John Allison, Scary Go Round; Donothy Gambrell, The Mew
Adventures of Death. Panel 8: Joe Iabel, Fear Mongers;
Faotrick Farey, Delta Thrives. Panel ¥: Brian Clevinger, §-8if
Theatre; E. Stevans, Diesel Swealies.

Fage 201, panel 2: Kozu Kibuishl, Copper. Panel 3: Crew
Weing. Pup, Panel 4: Justine Shaw, Nowhere Gir. Pane &:
Demian 3, When | am King.

Page 210: Toc Fetch, ...of the Most Pope Joey... Yolume 3,
na. l: The Tendaclously Sane Advenfuras of o Moman.

Fage 212, boltom row: Jim Woodding, Frank; kKyle Baker,
Undercover Genle, Volume One; Joe Sacco, The Fixer; Chris
Ware, Jimmy Comigon: The Smaortest Kid on Earfh.

Page 213, top row: Jefi 3mith, Bone: Rumiko Tokahashi,
Inurasha; Marjane Satrapi. Persepafis; Erk Drocker, Fiood.
Second row: Osamu Tezuka, Astroboy; Herge, Tinfin &
Casterman; Charles Schulz, Peanuls ® United Media;
Phoebe Gloeckner, A Chikd's Life., Third row: David B.,
Epiepfic; Demian 5, When | am King.

Page 214, panel 5: Rumiko Takahashi, InuYasha,

Page 214, panel 1: Batrman © DC Comics, Astroboy € Tezuko
Productions. Lelt column: Yamasaki & Adachi, Flower Comics
series (book fifle in Jopanese, somy); ishil lkami, 750 Rider;
Csomu Tezuka, Vompire; Yosultl Osima, Fother and Son [with
Maric Hoyoasi). Right column: Shinji Mizushima, Dokoban;
Yamasakl & Adachi, Flower Comics Seres; Osamu Tezuka,
Dorore; Kedi NMakazowa, Gen of Hiroshimo; Rivako lkeda,
Rose of Versailes.

Poge 217, middle fler;: Shotaro shinoman, Cybaorg 009 (2
images); Yosuiti Osima, Fafher and Son [with Moro Hayasd) |2
Images): Shinji Mizushima, Dokaben; Yoshihiro Tatsumi,
“Disinfection” rom The Push Man and Ofher Stovies; H Sato.
Shonen Champion Comics Series [book title in Joponeasa];
Ishii lsarmi, 750 Rider; Rivoko lkeda, Rose of Versales; Yasuiti
Csima, Father and Jon (with Noro Hawasl).

Fage 218, panel 2-4: Osomu Tezuko, New Treaswe Island,
Asfroboy.Blackjack, Dovoro, Princess Knighf, Jungle Empercr,
Budaha @ Tezuka Froductions. Panel &, left to right: Eafou
Kazuhiko a.k.a. Monkey Punch, Lusén M Yamasaki & adachi,
Flower Comics Seres (book fitke in Japanesa): Kelko
Takemiya, Toward Tema; Shinji Mizushima, Dokaben; Kozuo
kolke and Goseki Kojima, Lone Wolf and Cub; Katsuhiro
Ohtomo, Action Cormics Seres (book title in Jopanese)] (with
Toshiniko Yahagi); Shunii Sonoyama, The Chief Clerk in His
Prime; Bivoko lkeda, Bose of Versallles; Reiji Matsumota,
Ghost Warrior; Fujike F. Fuio, Doroeman; Akira Torlyama, Dr.
Slump; Camemarny and Takeshi Yoneda (| think - credits in
Jopanese), Bolforn Madonna.

Page 21%, panel 3: Cralg Thompson, Blankefs; Chris Ware,
Jimmy Cowmigan, The Imortesf Kid on Earth; Chynna

Clugston, Queen Bee; Derak Kirk Kim, Same Difference.
Fanel 5; Fred Gallogher, Megotokyo. Panel & Rumiko
Takahashi, InuYasho Moyoco Anno, Sugar Sugar Rune;
Clamp, Chobifs; Matsukd Takaya, Frufts Boske!, Maosashi
Kishirmoto, Morwte: Al Yazowao, Poradise Kiss.

Page 220, panel 1: Natfsuki Takaya, Fruifs Basket, Panel 2:
Layout from “Everybody Wants my Gil" by Joe Simen and
Jack Kirby, from the collection Real Love, Panel 4: Loyout
from Kodaocha by Mihe Obana. Panel 5: Miwa Ueda, Peach
i, Panel 8: Masashi Kishimoto, Narwto.

Page 221, panel 1; Masashi Kishimoto, Maruio. Panel 3:
Eichiro Oda, One Piece. Panel 4 Mork Bogley, Art Thibert
and/or Dan Panosion, Utimate Spider-Mon Volume One
[with Bl Jermas and Brian Michoel Bandis).

Ponel 2: Edword Bl from Full Mefol Alchermisf 8 Hirarmu
Arokowa/sguare Enix, Panel T Amy Eim Ganter, Sorcerers
and Secrataries @ Amy Kim Ganter and Tokyopop.

Fage 223, panel 1: Bryan Lee O'Malley, Scoff Pilgrim.

Page 225, panel 3: Jack Kirby, The Fantasfic Fouwr (with Stan
Lea)] & Marvel Enfertainment Group, Panel 4: Supermon &
DT Comics; this ponel may be drawn by Curt Swean but
there were no art credits in the anthology | found this

panel in.

Page 224, panel 1, circle #1: Osoma Teruka, Astroboy ©
Teruka Productions. #2: Sholars shinamon, Cybang 009, #3:
Masamune Shirow, Apphleseed, 84 Osarmu Tezuka, Princess
Enight @ Teauka Froductions. #5; Byvoko lkeda, Rose of
Viersailes. #&: Rumiko Takahashi, Bonma /2 @ Rumiko
TakohashifShogakukan, #7: Osamu Tezuka, Dororo @ Tezuka
Productions, #8: Sampei Shirato, Minja Bucheicho. #%: Koo
Foike and Goseki Kajima, Lone Wolf and Cub, Fanel &
osomiu Tezuka, Phoenns Jack Eirby, New Gods & DT Comics,
Page 227, panel 1: Herge, Tinkin @ Casterman. Panel 2:
Moebius, Qeuvres Completes Tome 2; Jean-Claude
Mezierss, Ambassador of the Shadows [with Piemre Cristin);
Lewis Trondhairm, Mildiouw @ Edifions du Sevil. Panel 3: Havoo
Mivazakl, MNausicaa of The Valley of the Winds @

Mibarikl/ Tokurna Shoten. Panel 4:; Jelf Jocques, Guestionable
Confent; Mike Erahulik, Penny Arcode [with Jemy Holkins):
Mitch Clem, Mothing Mice fo Say; James Kochalka,
American EIf; Eric Millikin, Fefus-X; Joe Iabel, Fear Mongers;
Jeifrey Rowland, Overcompensating: Jenn Monkay Lee,
Dicebox; Dylan Meconis, Bife Me, Panel §: The Hulk & Marye|
Enferdainment Group.

Page 230, lelt: Hal Foster, Prince Yaliont € King Fealuras;
Colleen Doran, A Diskant 3oil; P, Crodg Bussell, Murder
Myzsteres [with Meil Gaiman], text @ Med Goimon, aodapiha-
tion and Mustrations © P, Craig Russell. Right: Lynn Johnston,
For Better or For Worse! Jock Kirby, The Fantasfic Four {with
Stan Lee) @ Marvel Enfertainment Group: Don DeCarlg, Befty
and Veranica & Archie Comics.

Foge 231, lefl: At Spiegeiman, “Ace Hole: Midget Detec-
tive" from Breakdowns: Kevin Huizenga, "The Sunset” from
Zorand; Daniel Merlin Goodbrey, The Formalisf, Righk Jubs
Doucet, My New York Dvary: Jocgues Tardi, *sManhictian™
reprinted in Beod Yourself Row; B, Crumb, "I'm Gratefull I'm
Grotefull" from: Weirdo #25.

Page 233, panel 4: Milton Coniff, Termy and the Firafes © King
Features, Panel 5: Art Spiegelman, in the Shadow of Mo
Towers. Panel & Dave McKesan, Cages.

Fage 234, panel 5: Charles Burns, Black Hole. Paned &; Jim
Weoodring, Fronk.

Fage 240, lefi: Kim Jea Eun, Soul fo Seoul @ Kim Jeo
Eun/Damwon C.1.; Doha Kang, The Great Cofsby. Righk:
Hironod Kikuchi *Gedatse Man™ © Hironon Kikechi/Sekindo;
Yuko Tsung, “Swing Shell" @ Yuko Tsuno/Garo; both reprinted
in decret Comics Jopan.

Fage 241: Yoshihira Tatsumi, “Traffic Accident” from The Push
Man and QOther Stories.

Page 242: Mark Bagley, Arf Thibert and/for Don Panosian,
Ultimate Spdder-Man Volume One [with B8l Jermas and Brian
richoel Bendis).

Fage 244, panel 1: Chorlie Brown ™ United Media; Calvin
and Garfield ™ Universal Press Syndicate; Batman ™ DC
Cormics; Splder-Man ™ Marvel Enferfainment; Bethy ™ Archia
Comics.
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Abel Jessica, 194, 208-209

Adabe, 197-198, 202, 211

“Age of Condos, The", 14%

Allegr, Matasha, 200

Allison, John, 200

Alternative comics, 56, 106, 219, 244
Ames guide lettering template, 189, 195, 211
Amphigoray, 181

Analeg to digital transition, 205-207
Anatomy, 28, 104, 114-115
Anderson, Brent, 208

Anderson, Ho Che, 29

Anime, 21%, 222-223

Animist, see four fribes of comics
Anno, Movoco, 219

Appleseed, 224

Arakawa, Hirormw, 222

Archetypes, &8, 123, 217

Artist's Complete Guide o Focial Expressions, The, 124
Atangan, Patrick, 135, 140
Atmospheric effects, 201

Auvster, Paul, 137

Bobro, Neil, 200
Backgrounds, 50. 178, 180, 201, 214
Bock-up drive, 205
Bagley. Mark, 221, 242
Boker, Kyle, 125, 212
Balance [abso see imbalance and discontent)
betweean words and pictures, 128-12%, 153
in choice of frame, 1%
Baldwin, Christopher, 200
Bonde desinee, see European comics
Bayne, Matt, 200
B.. David. 5. 134, 213
Batty (and Veronica), 122
Bissette, Steve, 57, 208, 211
Black rolling ball fing point pen, 185
Blair, Prasion, 124
Bleed, 162-1463
Body language, 4, 37, 62, 74, 102-120, 124-127, 144, 21
Bogart, Humphray, 30
Bolland, Brign, 210
Books Kinokuniya, 215-214, 241
Borders
panel borders, 175, 197
borderess colors, 200-201
Boutros-Ghali, Boutros, 30
Bristol board, 188-18%9, 194, 208-207
kid finish, 189
plate finish, 189
vellum finish, 189
Brosgol, Vera, 136
Brown, Chester, 55-56
Brushes [also sea saoblke), 188-18%9, 193-198, 210-211
Aitoh, 210
brush pans, 210
Copic markers, 210
Kuretake, 210
Fentel Pocket, 210
Sable brushes, 191-192, 209-210
Sakura Pigma, 210
Windsor-Mewton Sceptre Gold, 208
vellow Loew-Comell, 208

Zebra 303, 210
Bryant, Steve, 200
Buffy the Vampire Slayer, 30,
Buffy and Spike, 122
Burns, Charles, 125, 194, 234

Campbell, Joseph, 123
Caniff, Milton, 233
Captions, 128, 155
Cartoon Animafion, 124
Cavazzano, Giorgio, 193
Chairs, drafting, 205, 208
Challengers of the Unknown, 124
Character design, 4 , §2-7%, 120, 214, 249
Chelsea, David, 172, 183
Chiang, Clio, 200
Chibis, 242
Children's book tone, 135
Chinese comics, 240
Chmakova, Svetlanag, 200, 242
Choe, David, 139, 155
Choice of:
flow, 10, 32-39, 42, 45, 53-54, 57, 173, 249

frame, 10, 14, 19-25, 37-43, 45, 53, 56-57, 173, 249

image, 10, 26-29, 37-40, 43, 53, 57, 173. 249

moment, 10, 11-18, 37-40, 43, 45, 53, 54, 173, 249

word, 10, 30=31, 37-39, 42-43, 53, 173, 249
City of Glass, 137
Clamp, 219
Clarity, 37, 45, 47-48, 51-53, 55-57, 135
Classicist, see four fribes of comics
Clerm, Mitch, 200, 227
Clevinger, Brian, 200
Close-ups, 20, 22, 40, 42, 51, 54, 74, 140, 178, 198
Cloud, Stevan L., 200
Clowes, Daniel, 145
Clugston, Chynna, 219, 241
Ciyde Fans, 147
Codor, 193, 200-201
rola of, internationally, 240-241
facial expressions comparson, B3-85, 125
Comedy, 224
Comic books, 5. 128, 200, 244, 255
Comicraft, 202
Comic strips, 5. 54, 124, 128, 167, 244
Comics, 1-255
Comics and Sequential Art, 2, 142
Computers
cost of, 204-205
as “tools," 207
Conflict, internal vs, external, 47
Consistent look, 79
Coopar, Dave. 194
Corman, Leela, 208
Costumes, 75
Crane, Jordan, 154
Crilbey, Mok, 208
Cropping. 19
Cross-hafching. 194
Crow quill (also see nib pens), 192, 210-211
Cruse, Howard, 194, 208, 210-211
Crumb, R., 108, 194, 231, 243
Cumie, Andrew, 108
Cutting mats, 20
Cyborg 009, 224

Drxaly, Paul, 200
Croredevil, 154
Doarger, Henry, 122
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Darwin, Charles, 82, 124

DC Comics, 210, 215214, 241

Dean, Greg, 200

DeCarlo, Dan, 230

Delige, Guy, 155

Damian Five, 5, 200-201, 213

Cepth cues, 44, 48, 50, 55, 143, 145, 171, 201
Desks, 205, 208

Deutsch, Barry, 200

Dewan, Brian, 57

Dewan, Ted, 57, 208

Diagonals, 44, 48, 50, 54-55
Dialogue/conversation, 31, 41-44, 127, 137, 212
Digital art, 1¥8-207, 209

Dijkhuis, Reinder, 200

Distance and relafionships, 104, 107-108, 111-112, 124,

178

Ditkeo, Steve, &5, 139

Donovan, Kelly, 20

“Don't Get Around Much Anymore,” 138
Doran, Colleen, 230, 242
Dioraro, 224

Drafting chair, 188

Drafting table, 188, 196-197, 208
Dramacon, 242

Drawing from life, 28, 177, 181
Drawn and Quarterly, 241
DCrechsler, Debbig, 171

Dresen, Kris, 194, 200, 208, 210
Drooker, Eric, 104, 213

Doucet, Julie, 231

Dumbledaore, &8

DWD burner, 205

Ebony, 124
Einstein, Albert, 27
Eisner, Will, 2, 73, 123-124, 126, 139, 141-142, 144, 154,
154, 210, 243
Ekman, Paul, 82, 124
Elevation and status, 104-104, 111, 124
Emotion, 29, 76, 125, 150, 220, 241
basic (primaries), 82-84, 89, 73
Emotfional average, 9, 143
Environments, 158-180, 182, 217, 227
Ercsers, 188
gurmn. 190
pink pear, 190, 209
Establishing shots, 22-23, 37, 40-41, 117, 140-148, 180,
183
European comics. 5. 54, 156, 168, 227, 240-243
Exoggerafion, 46-48, 94, 97
Expression, 29, 37, 46-47, 63, 74-78, 100, 144
symbolic, 96-97
Expressionistic effects, 216, 220, 241

Facial expressions, 4, 42, 74, 80-101, 103, 114, 120, 124,

124=127

Focial muscles, $2-93
Faigin, Gary, 92, 124
Fantastic Four, 72, 123-124
Farley. Pafrick, 200
Faazell, Matt, 27

Felt brush, 210

Feltf fips, 192

Fetch, Toc, 194, 208, 210
Fidier, Chod, 200

Figure Drawing. 114-115
Fixed-width, see technical pens
Fleaner, Mary, 208

Fiight Anthology, 242

Fonts, 125, 203

Formalist, see four tribes of comics

Foster, Hal, 230

Fountain pen, 187, 193

Fourth wall breaks, 33, 44, 48, 50

Four ribes of comics, 229-239, 243
anirmists, 122, 230, 232-239, 243
clossicists, 230, 232-239, 243
formclists, 231-239, 243
iconociasts, 231-239, 243

Frome [size and shape), 24, 46, 50, 54

French, Reneaea, 135

Frodo [and Gollumj), 122

Full script, 38. 177

Gaiman, Nell, 72

Gallagher, Fred (aka Pirs), 200, 219

Gambredl, Dorothy, 200

Gandalf, &8

Ganter, Army Kim, 222, 242

Garner, Jennifer, 154

Garity, Shaenon, 200, 208, 211

Garra, Cat, 200

Geary, Rick, 147, 194

Genres, 54, 214, 214, 218-221, 224-278, 240-242
Gesture and communication, 103-104, 112-115, 119
Gibbons, Dave, 180

Gibson, Chardes Dana, 194

Gloeckner, Phoebe, 213

Gollum [and Frodo), 122

Goodbrey, Daniel Merdin, 200, 231

Gorey, Edward, 181

Graphic contrast, 46, 50

Graphic novels, 5, 54, 56, 49, 79, 128, 147, 219, 240-241,
244, 248, 255

Graphic sirategiss, 74

Graphic Stondfeliing, 73

Graphics programs, 204-205

Grophics tablets, 204

Guema, Pia, 208-20¢

Guidelines, 195, 211

Gurewitch, Micholas, 200

Halogen lamps, 208

Hamm, Jessa, 211

Honds, 112-113. 117, 119

Hand strain, 199, 208, 211
Hardware, see computers

Hamy Poffer, 243

Hart, Torm, 115, 134, 194, 208
Hartrman, Bachel, 200

Harvey, B.C., 128, 154
“Heartbreak Socup,™ 123

Herge, 213, 227, 242

Hernandez, Gilbert, 123
Hernandez, Jaime, 25, 72, 115, 125-124
Hernaondez, Leq, 200, 242

Hero with a Thousand Faces, The, 123
Hicks, Faith Erin, 200

Hitch, Bryarn, 106

Holcombe, Walt, 200

Holkins, Jemy (aka Tycho), 200, 227
Horizon lines, 170

Homracks, Dylan, 208

Huizenga, Kevin, 231
Hyper-rendering, 55

Iconic charactars, 216217, 240
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lconoclast [see four tribes of comics) precision, 171
lkeda, Rivoko, 2146-217, 224, 241 variation, 191
Imbalance and discontant, 104, 109111, 12& width, 171
as hand gesture, 112 Linus {from Peanuts), 124
Info-comics, 135 Lion, hungry, 11-14, 20. 51
Ink, 188, 191-193, 205. 211 Little, Jason, 100, 208-210
Delater ink and white paint, 211 Litthe Marmaid [and prince Whatsisname), 122
Higgins Black Magic, 211 Lois Lane [and Suparman), 122
speedball Super Black, 211 Lone Wolf and Cub, 226, 242
Inking, use of term, 55 Long-shots. 44, 54, 117, 140, 242
Inrer life, 63-49, 120, 249 Louis Riel, 55-54
Inspector Javert (and Jean Valjean), 122 Lucas, George, 123
Intensity, 45-53, 55, 57, 7% Lucy [from Peanufs), 1246
In the Realms of the Unreal, 122 Lutes, Jason, 28, 145
Ishida, Tatsuya, 200
Ishinomo i, Shotaro, 217, 224 Macs [(Apple Computers) 194, 204, 211
Ito, Junj, 136 Madagascar effect, 241
Madden, Matt, 208
Jock's Luck Runs Out, 100 mainstrecm comics, 220, 241
Jocgues, Jeff, 200, 227 Manale, Steven Charles, 200
Jane [and Tarzan), 122 Manga, 5. 54, 97, 123, 146, 180, 182. 214-223, 227,
Jansson, Tove, 242 237-241, 243, 2446-248
Jopanese comics, see Manga Josei, 242
Jean Valiean [and Inspector Javert], 122 Shojo, 220-221, 240-242
Jimmy Comigan, 54, 100, 104 Shonen, 220-221, 240-242
Johnson, Bryant Paul, 200 einen, 242
Johnson, B, Kikuo, 208, 211 Mariscal, 171
Jlohnston, Lynn, 5, 230 markers, 188, 193-194, 210
Jung, Carl, 48, 123, 235 Sharpias, 211
mMarvel Comics, &6, 241
Kaong, Doha, 240 masking effect, 182-183, 216
Karasik, Paul, 137, 141 Maus: A Survivor's Tale, 56, 100, 187
Kelly, Walt, 49 rMazzucchelli, David, 5, 137, 141
Kelso, Megan, 174, 208 McClaine, Les, 200
Kibuishi, Kazu, 200-201, 208 McDonnell, Patrick, 144, 152
Kikuchi, Hironor, 240 McGuire, Richard, 171
Kirm, Derak Kirk, 31, 181, 208, 200-211, 219, 241 McEay, Windsorn 124
“Kim, Jea Eunn, 240 mMckean, Dave, 233
Kirn, June, 194, 208 McManus, Shawn, 156
Kirby, lack, 54, 72, 123-124, 144, 148, 220, 225-226, 230, mMcMeil, Carla Speed, 208, 210
243 rMeaning versus resemblance, 6
Kishimoto, Masashi, 158, 219, 220-242 mMeconis, Dylan, 200, 227
Klein, Todd, 156 mMercury, Freddie, 30
Eley, Heinrich, 115 rMezieres, Jean-Claude, 227
Enisley, Lucy, 142 Michelangelo, 29, 186
Knives, 188 mMiddle shot, 40, 44, 571, 54, 160
Kochalka, James, 200, 227 pighty Atom, 224
Kodomo, 242 tignola, Mike, 211
Koepp, David, 122 miller, Frank, 29, 242
Kojima, Gosekl, 224 Milliken, Erc, 227
Korean cormics, 240 min-comics, 2048
Krahulik, Mike {cka Gabe) 200, 227 mMivazaki, Hoyao, 177, 227, 240-241
Kuper, Patar, 142 Mizushima, Shinji, 214
Kurtz, Scotf, 200 rodels, 74
Model sheet, 74-77, 7%, 124
Langridge. Roger, 200 mMoebius, 175, 227, 242
Lappan, Bab, 145 moen, Erika, 200
Larson, Hope, 142, 194, 208-209 mMontages, 214, 220-221
Lasky, David, 208, 210 mMonitar, 204
Layout, 38, 174, 194-197, 220 mMood, 29
Leave it fo Chance, 188 Moore, Alan, 148, 157
Lee, Jenn Manley, 200, 208, 227 mMudron, Bill, 200
Lee, Stan, &4, 72, 123-124, 148, 225
Lettering, 197, 202-203, 208, 211 Nakazowa, Kelji, 214
Lexican of Comicana, The, 125 MNaruta, 242
Life history, 44-44, 127 Mavigation onling, 201
Lightbox, 209, 211 Meary. Paul, 104
Line, 45, 191-192, 197-200, 209, 212, 224 Meufeld, Josh, 208
character, 191 New Treasure islond, 218
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Mew York, 210-211
Manhattan, 215
Rockefeller Center, 215
Mew Yorker “Master Class,” 125
Nib pens, 192-195, 210
crow quill, 210
Hunt, 210
Mikko, 210
Rolring Art, 210
speadball, 210
Tachikawa, 210
Zebra, 210
Nickersan, Al, 208
Ninjo Bucheicho, 224
Mirvana, 242
Normal Life, 200
North American comics styles, 5, 167, 219, 227, 240-241,
243, 244

Obana, Miho, 21%. 220
Obi-Wan, 68

Oda, Eichiro, 221

Oal, 242

Off balance, 109

Olive Oyl (and Popeye), 122
O'Malley, Bryan Lee, 223, 242
Online comics, see weabcomics
Ornginal art, 1946

Qrigin stones, 66

Osima, Yasuiti, 72, 216-217
Otomo, Katsuhiro, 241

Ponel-to-panel transitions
acfion to action, 15-14, 18, 37, 42
aspect to aspect, 15, 17-18, 37, 164, 216, 240
general, 15, 56
moment to moment, 15-14, 18, 37
non-sequitur, 15, 17, 37
scene to scene, 15, 17-18, 22, 30, 37
subject to subject, 15-16, 18, 37
Panosion, Dan, 221, 242
Panter, Gary, 171
Pantoja, Tintin, 200
Poper, 20B, 211
Pottern-based stamps and brushes, 199
Feanuts, 124, 149
Fan brushes, 192
Fancilling
use of term, 55
tools for, 190
Pencils, 188-18%, 201, 207
mechanical, 190, 209
Mirado F2.5 School, 209
non-repro blua, 190, 209
Venus Velvet HB Yellow, 209
Pens, 188-189, 1946-178
Pilot Precise “v7" roling ball, 208
Personal space, 107,117
Persepolis, 56
Parsian painting. 171
Parspective, 28, 170-174, 183
wastern, 170, 172
Perspectivel for Comic Book Artists, 172
Photocopying, 209
Photographic reference, 94, 181-182
Pini, Wendy, 242
Popeye |and Ofive Oyl]. 122
Porcellino, John, 171, 181
Posture, 48, 117

Poses, 44, 47, 50, 77, 103, 127

Power of Myth, The, 123

Princess knight, 226

Prince Whatsisname (and the Lithe Mermaid), 122
Print comics, 5, 203, 206-207, 209, 223, 243

Printer, 205

Proportion wheel, 209

Prosser, Adam, 200

Publisher, 204, 246

Fubiisher's Weskly, 242

Quants comics, 57
Queen Bee, 241
GQuinn [from City of Glass), 137

Raimi, 5am, 122

Ramos, Adrian, 200

Ranma 1/2, 2246, 242

Reader involvemeant, 217-223
Reader's camerng, 24

Raalism, 74, 77

Reallife reference, 35, 181-182
Reducing for print, 190

Rehr. Henrk, 208

Research, 174177
Resemblance versus meaning, P4
Rivera, Paulo, 208

Ronin, 242

REose of Versailles, 226, 241
Rosenberg, Jonathan, 200
Rashell, John, 202

Rowland, Jeffrey, 200, 227
Rude, Steve, 208

Rugg, Jim, 174

Russall, P. Craig, 230

Sacco, loe, 212
Samurai, 224
Sandman cast, 72
San serf vs. serif, 202
Satrapl, Marjane, 54, 155, 194, 213
Scanners, Scanning, 204-205, 209
Scholostic, 241
Schuiten, Francois, 47, 242
Schulz, Charles, 1248, 169, 213, 243, 255
Scissors, 188-18%
Scaoft Pikgrim, 242
Scripts, 149, 157
Sell publishing, 206, 244
Sense of ploce, 23, 158-1469, 214
Seth, 104, 1467
Seurat, Georges, 123
Shadoian, Chris, 200
Shakespaare, 224
Sherw, Justine, 201, 208-209
Shiga, Jason, 194
Shiroto, Sampei, 224
Shirow, Masamune, 226
Sim, Dave, 144
Simmaonds, Posy, 142
Simpfification, 74, 97
Sims, The, 171
“Slow Jams," 155
Small press, 204, 244
Smith, Jeff, 134, 182, 213
Srnith, Poul, 185-187, 208-209
Software
cost of, 204-205
drawing programs, 205
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Dreamweagver, 211
Zofve, 2H
Wusirotor, 197, 202, 211
painting programs, 205
Photoshop, 197-198, 211
sarcerers and Secrefaries, 242
So00, Kean, 200
Sound effects, 128-129, 139, 144-147, 157
speech patterns, 7&
Spider-Man, 44
Spider-Man movie {2002), 122
Spiegeiman, Art, 5, 56, 100, 138, 187, 231, 233
Spike (artist), 194, 208, 200, 210
Spike (character), 122
Spirif The, 124
Starfin, Jim, 123
Star Wars, 123
Stereotypes, 49, 124
Stevens, E., 200
stippling, 194
Storytelling. 3, 215-223
Straight edge ruler, 188-189
Strom, Geir, 200
Sturm, James, 134, 141
Style, 212-214
subjective motion, 214, 218, 221, 240
“Ssunday Afternoon on the island of La Grande Jatte,”
123
superheroes, 54, &4, 127, 144, 148, 214, 225, 240,
242-243
superman (and Lois Lane), 122
surface appeal [virtuoso drawing), 44-47, 50
Swan, Curd, 225
Swarfe, Joost, 194
dwing arm lamp, 188-18%, 208
symbaolism, 74, 7697
Symmetry, 5840, 109, 122
syndicates, 246
Szvkowny, Heidi, 154

Tablet/monitor, 197, 204, 211
Wacam Cintig monitor, 211
Tablet PCs, 211
Takahashi, Rumiko, 5, 70, 123, 213-214, 219, 224, 242
Takoya, Natsuki, 220
Tope, 188
Tardi, Jocques, 231, 242
Tarzan (and Jane), 122
Tatsumi, Yashihiro, 241
Taylor, Paul, 200
Technical pens |or fixed-width), 192-195, 199, 209-210
Alvin Pensti, 210
Copic’s Fixed-Widih Muliiiners, 211
Koh--Noor Rapidograph, 210
Pigma Microns, 210-211
Rotring, 210
Staedtler, 210
Telgemeier, Raing, 200
Teruko, Osamu, 123, 213, 214, 218, 224, 241
Thibert, Art, 221, 242
Thompson, Craig, 29, 7%, 126, 154, 194, 210, 217, 241
Thompson, Jason, 200
Thought balloons, 155
Tilt, 19
Tindin, 158, 227
Tone, 194
Topffer, Rodolphe, 124
Tools, 4. 181, 184-211, 251
Tragedy, 224

Triongle, 188-18%
Trondheim, Lewis, 227
T-sqguare, 188-189, 195, 208
Tsuno, Yuko, 240

Turner, Jason, 200

Twain, Mark, 27
Twenty-four hour comics, 57

Uderzo, 72, 242

Ueda, Mrwa, 220

Uttirmate Spider-Man, 242

Ultrasonic cleaner, 209

Uncle Jack, 182

Understanding Comics, 54, 122, 130, 154, 156-157. 180,
182, 216, 240-241, 243

Unifying idea/ theme, &9

Utility knife, 189, 209

Vanishing point, 170-171
Yernan, Ursubka, 200

Veronica (and Betty), 122
Virtual tooks, 198

Visual communication, 81
Visual distinction, 63, 70-73, 78
Yocal inflection, §9

Walker, Mort, 125

Ware, Chris, 5&, 100, 10&, 125, 134, 13%. 212, 219, 241,

255

Warlock, 123

Watchmen, 180

Web access, 205

Web authoring program, 205, 211

Webcomics, 5, 54, 200-201, 203, 204, 211, 219, 223, 227,

241, 243, 247, 248, 255

Weing, Drew, 208-209. 210

West Wing, The, 181

Whelon, Chuck, 200

White, Colin, 200

White, Tracy, 200

Windsor-Mewtan, 208-209

Wizord of Oz, 122

Woodring, Jim, 212, 234

Word balloons, 101-102, 128-129. 142-145, 154, 156-157,

195, 202203

World building, 158-183 , 242

Word/picture combinations. 130-141, 149, 155, 157
duo-spacific, 130, 135, 140-141
interdependent, 130, 137, 140-14]1
intersecting, 130, 134, 140-141
montage, 130, 139, 140-141, 155, 157
paraliel, 130, 138, 140-141
picture-spacific, 130, 133-134, 140-141, 157
word-specific, 130-133, 140-141, 155, 157

Words and pictures, 128-157

wWorld building, 53, 227

Writer-artist teams, 129, 148-149, 157

Written word, F&

Xander |from Buffy the Vampire Slayer), 30
M-acto knife, 18¢, 20%
X-Men, 184

Yomaosaki & Adachi, 218
Yong, Gene, 208, 211
Yorawa, Al, 219

Label, Joe, 200, 227
Zofl, 68, 72, 210
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Also by Scott McCloud

L X
_SCOT McC LoD}

“A REMARKABLE MEW BAEDEHER THONG. "
—~GREY THY

LENLL M THTY TR D3N BEAEW

UNDERSTANDING COMICS
1993

“If you read, write, teach or draw comics; if you want
to; or if you simply want to watch a master explainer
at wark, you must read this book.™

= Neil Gaiman

“Cleverly disguised as an easy-toread comic book,
Scott McCloud's simple looking tome deconsiructs
the secret language of comics while casually
revaaling secrets of Time, Space, Art and the
Cosmaosl The most inteligent comics 've seenin g
long time, Bravo.”

= Art Spiegelman

"“When the 215page journay is finally aver, most
recders will find it difficult to look ot comics in quite
the same way ever again,”

= Garry Trudeau, New York Times Review of Books

"If yau've ever felt bad about wasting your life
reading comics, then check out Scott McCloud's
classic book immediately. You might still feel you've
wasted your life, but you'll know why, and you'll be
proud.”

- Matt Groening
creator of The Simpsons

REINVENTING
GONICS

6.9

L
B
gk, Tt

SCOTT McCLOUD

AUTHOR OF UNMDERYTAMDING COMIES

REINVENTING COMICS
2000

"Scott McCloud has got to be just about the smartest
guy in comics. Once again, he's opened the floor to
debate that will no doubt go on for years — this fime.
with not just the definition of comics, but its very fate of
stake.”

= Frank Miller
creator of 5in City

"Anyone involved in interoctive entertainment (gaomes,
web, efc.] should read this book. Scott McCloud has
once again franscended the world of comics and
tapped info much deeper issues of creativity,
entertainment and economics. This ime he's [ooking
into the fuiure rather than the past.”

- Will Wright
creator of The Sims

"This is an exceptional book (in comic format) of ideas
presented as a reader-fiendly theoratical lecture --
and it may just be the blueprint for the very future of
the comics industry. Strongly recommended for all
public and academic librares.”

- Library Journal
FROM

HARPER
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