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CHAPTER 1: "THE RIGHT TOOLS, HOW TO CHOOSE rAt, fK)W 1{) USE EM 
WelCOME ASOARD.' you've JUST TAKEN THE FIRST STEP TOWARDS BECOMING A SUCCESSFUL 

COMIC ARTIST. IN ORDER 10 SUlLO ON A STRONG fOUNDATION, YOU MUST FIRST LEARN THE 
ItS. 

HERE WE HAVE THE MECHANICAL 
PENCIL. THE LEAD IS ADVANCED BY 
EITHER TWISTING niE TOP, PUSHING 
A 6UTTOH ON lOP OR PUSHING A 
SUTTON AT THe TIP. THE lEAP StZES 
RANGE � 0.3 (floE FINEST 
POINT). 0.5,,"0 0.7 (1HE THIC.K
EST) . 

THE LEAD HOU>ER IS A HHiNlY VER 
SATitE TOOl R:IA THE PENCILlER. 
INSTEAD OF ADVANCING THe LEAP, 
IT fltFLEASES 1lIE PReSSWIE ON THE 
LEAD IH THE BARREL THIS AlSO 
ALLOWS -.ou MORE FREEDOM IN 
SELECTING THE lEAD GRAOES 
THAT �u Will USE. 

, . ""'IJH-/ NO 

We'RE ALL USED TO THE WOOD 
CLINCHED PENCIL. THEy'RE GRADEO 
FROM -I SOFT TO#4 HARD. 
THERE ARE ASOUT 17 GRADES, 
WHICH WIll COVER ALL OF YOUR 
NEEDS. 

� ____________________________ ______ -JZ 



WHERe mu HAVE PENCILLING, 
YOU WILl. HAve ERASING. so GET 
USEOTO IT, IT'S A FACT OfUFE. L ___ �.,' 
THE FIRST IS THE REGUlAR OLD 
FASHIONED RUBBeR ERASER. BY USING SHORT 
CLEAN STROKES you WIll BE ABLE TO LIFT 
THE PENCIL LINE OUT WITHOUT DAMAGING THE 
PAPER. NEXT, we HAVE THE KNEADE D ERASER, 
WHICH CAN BE MOLDeD INTO ANY &iAPE 
NECESSARY, AlLOWING 'YOU 10 GET INTO 
THAT EXTRA TIGUT SPOT. 

FOR DRAWING STRAIGHT 
llNES, RULERS ARE INVALU
ABLE. AMONG THE MANY TYPES 
AVAILABLE, THE LONG T-SQUARE 
SATISFIES SEVERAL NEEDS 
AND REAllY COMES IN HANPY 
FOR THOSE LONG LINES. THE TRI
ANGLE 15 USED TOGETHER WI� 
THE T-SQUARE. PlACING Tlle T 
ACROSS THE DRAWING SURFACE 
AND RESTIMGlHE RAISED EPGE 
EITHER TO YOUR RIGHT Oft LEFT 
HAND SIDE, YOU TijEN PLACE YOUR 
TRIANGLE ALONG THE HORI1:ONTAL 
LINE Of IT AND DRAW YOUR 
PARAUEl lIHE ALONG THE 
STRAIGIH sloe OF THE TRiANGlE. 

1 

FOR THE WOOP 
CLINCHED PENCIL, 
ALMOST ANY PORT
ABLE OR ELECTRIC 
SHARPENER IS 
OKAY. FOR LEAD 

HOLDER:S AND 
MECHANICALS, HOW
EVER, YOU WILL 
NEED A SANDING 
BLOCK. 

You ARE GOING 10 
NEEO A PlACE TO STORE 
ALL OF YOUR EQUIPMENT. 
I SUG6EST A SIMPlE 
SHOE SOx-· ITS SMALL, 
EASY TO STORE AND IS 
SHALLOW ENOUGH TO 
AllOW VOU TO SEE 
EVERYT�ING YOU'VE 
PLACED IN IT . WHEN )ou 
NEED MORE SPAC.E, 
SIMPLV ADD ANOTHER 
SHOE SOX AND BE 
SURE TO NUMBE� 
THEMFOR�Y 
REFERENCE. 



As IMPORTAHT AS WHAT )'OtJ 
DRAw WiUt IS WHAT K)U r>R.IWV 
ON, NERE ARe THRfE MAJOR 
TYPES Of PAPE� 4ND EACH W\S 
A DIFFeRENT APPliCATION TO 
Twe PENCilLER. THERE:S BOND 
LAYOUT PAPER, WHICH GIVES 
A CLEAN LOOK TO All YOUR 
ROUGW SKETOlES AND TAKES 
PENCILS OR MARKERS EQUAlLY 
WELl. MOST PROFeSSIONALS 
USE #2 BRISTot.8OAAO W1UC.W 
IS USED MAINLY FOR COlOR ART, 
AND WE'll GET INTO IT MORE 
IN A FUTURE Issue. 

FOR MOST OF YOU STARTING 
OUT, IT IS SAFe TO SAV rUAT YOU 
DON'T HAve A PROFESSIONAL 
QUAliTY DAAWlNG 8OMD, 
DON'T FRET, ALL YOU REALLY 
NEED IS A SMOOTH, FLAT 
SURFACE ON WHICH TO REST 
AND HOLD WI-IAo T  YOU ARE WORI(
ING ON, 

Bo�o 
l� 

nf'17 t;;{IIJf? J"I7f"i?fVl9 fl(CJ�nnr;;;o P£NSIINPINKS;"NAT, 

L-=lI�lZ(l� __ =£I�l41�l!7==�lA/��==���£I�-=lI�(���=-�==��co ___ "_N_E R_E_, _w_NE_N_, _W_N_Y_A_N_· _�-,1V4 



CHAPTER TWO 
r WOUlPIl'T GO ANY FURTHER If' . ,;-uz YOU, suey 

"THE 
FIGURE" 

� __________________ �s 



TIE HEROJC MALE AND FEMALE ARE T4LLER ANP MORE SOLID LOOKING. IN TI-IE CASE 
OF THE MALE, HE IS BR040ER, MO'-'E MASSIVE AND N1UC.H MORE MUSCULAR. THE 
WEROIC FEMALE, ALTHOUGH JUST AS FEMININE AS HER NORMAL. COUNTERPART, HAS 
A MUCH 8ROAPER LOOK AT TWE SWOULOERS. DIFFERENTIATING BETWEEN THe NORMAL 
FIGURE AND THE HEROIC FIGURE IS ALL IMPORTANT IN GETTIN& Tl-IE READER TO TRULY 
SEUEVE THAT WHO TI-IEV SEE IS TRUlV A WERO, AND NOT SOME JERK WHO JUST LIKES 
TO WEAR HIS P. J. 's TO WORK EVERV OAY.' 

HEROIC PROPORTIONS 
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NOTICE THE DIFFERENCE' BETWEEN THE REALISTIC FIGURE AND THe WEROIC FIGURE. TWI MOST 
IMPORTANT TWING TO BE LEARNED FROM THIS COMPARISON IS THE RELATIONSHIP BETWEEN 
THE HEAl' AND THE BODY. 

HERE YOU SEe THE HEAD CHART FOR HIE AVERAGE PERSON (WE 
SHOULD ALL BE so AVEAAG;e.!). THE MALE IS MUSCULAR. BUT NOT 
OveRDONE. THE FEMAl£ SHOULD se SOFTER LOOKING AND LESS 
ANGULAR. SHE IS ROUNPED WI1E"E THE MAlE IS NORMALLV STRAIGHT. 
FAT, SKINNY, SHORT OR TALL, THE SIMILARITV OF THE FIc.;,uRE IS 
T HeRE. use THE HEAD AS A GUIDE, ANP nlE 80DV 1$ PROPORTIONATE 
TO IT. 

REALISTIC PROPORTIONS 
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Tw£ FIGURE SI-tC)ULD ALWAYS ., 

\ ' BEGIN WITH TWE STICK FIGURE. n 0/ ! TWESE MARVELOUS LITTL! �WI�GS __ , 
WILL ENABlE WU TO seE rN W AT 

� ;7 THE ACTION 9-IOULO BE IN A / 
SCENe. , 

� / :' 
/,- -, 

-

TAKE NOTE OF TWE HEROIC 
POSE TO TNE ftlGHT. NOTice 
HOW ONLV THE PoSE Of THE 
FIGURE IS ABlE To SUGGeS T 
NOBILITY AND CONFIDENCE. 
VISUALIZE THE SHOT \'OIl AIlE 
GOING TO INTERP�ET FOR )OUR 
READERS. UNDERSTANDING 
BODY LANGUA6f COMES IN 
PRETTY HAHoY �EH \tlU 
HAVE A pOlm 10 6ET ACROSS 
WITHOUT PMY WORDS TO 
eXPRESS 11. 

\ . 
<l \ 

� 

We HAVE AN ElAMPU" "'ERE Of 
THE ElAGGERATEP FIGURE. WHILE 
THE MUSCULATURE DOES NOT IoIAVE 
10 9E AS CONSTANT AS TME AIIfR
/IIGE. OR THE HEAO� FIGURe, IT 
POeS HEED TO HAV£ A CERTAIN 
AMOUNT OF BellEVASluTY FOR 
THE READER TO WANT TO VISUAlLV 
FOLLOW THe FIGURE'S ACTION. 
THESE EXAGGERATED fiGURES 
INCLUDE ELves, GNOMES OR 
HEROES WHOSE POWERS SOME· 
HOw ",STORT THE IMAGE OF 
THE AVE_AGE HEllO's 80PY. 



MUSClES AT WONK 
By USING T>4E MOTION 

OF THE MUSCLE. T�E 
ARTIST IS ABLE TO SHOW 
THE �eAOER MOVEMENT 
AND EFFORT. If SUPPORTED 
BY ONLY ONE LEG, DOES me 
OTHER LEG SHOW THE 
STRAIN OF THE EXTRA 
WEIGHT? THIS USUAllY 
GOES UNNOTICED, SUT 
THIS IS ANOTHER ANGLE 
THE PRO HAS TO Be: 
CONCERNED WITH. 

WHEN DUPER MAN 
PICKS UP THE PLANET 
WHUZZAT, we BELIEVE 
HE CAN DO IT WITH 
THE SAME EFFORT IT 
WOULD TAKE FOR)'OU 
OR ME TO LIFT UPA 
QUART OF MILK. THE 
MUSCLE MOTION IN 
BOTH CASES IS THE 
SAME, BUT BE SURf 
TO EXAGGERATE IT. 

LOOK Al 'JOUR 
OWN MM. NOTICE 
HOW THE MUsc.lES 
ARE SEPARATED BY 
EXAMINING THE 
MOVEMENT Of YOUR 
OWN MUSCLES ANI:) 
OF OTHE� AROUMD 
YOU. use nus 
KNOWLE06E 10 HELP 
IOU IN \'OUR DRAW
ING, ONLY REMEM
BER, YOU AND I ARE 
NOT HEROEs(r 
THINK),SQ YOU'LL 
HAVE TO MAGNIFY 
THIS EFFECT QUITE 
A SIT. 



THE FEMALE BODV IS VASTLY 
DIFFERENT IN OESI6N FROM THe 
MALE (THANK HEAVENS FORTHAT). I. I THE MUSCles ARE SIW'XITHER. I I 
WITH LESS DETAIL, AN" ARE MORE r.:'1 
CRAWN OUT. THE"" IS AlMOST 1'1' NO RIPPLE AS THERE IS IN 
MOST MALES. 

• 

TAKE A LOOK AT THESE DRAWtNGS AMP 
YOU WI LL. SEE Tl4AT THE FEMALE IS MORE 

GRACEFUL AND eXPRESSive. SHE MOYeS 
LlGHTLY,.".,O SOFTLY, ALWAYS KEEPING HER 
FEMININE QUALITY. THE BODY LANGUA6E 
OF THE MALE IS DIFFeRENT THAN THAT a= 
THE FEMALE. THE HEROIC FEMALE ALSO 
SHOULD SE GIVEN SOME OF THESE TRAITS 
IN HER MOVEMENTS AS well.. 

�--------------------------------� �----�� 



WE HATe TO 8E REPETITIVe,8IJT YOU CAN'T HNIE TOO MUCH t(NOWle06E OF THE STIC.K 
FIGURE AND HOW TO FLESH IT OUT FRoM THE START TO THE FINISH. HERE IS ANOf1.IER 
HELPFUl SKETCH Of Tl4E COMPLETE pROcess. 

! \) 
I 

( , 



ON OCCAStONS WW€AE YOU HAVE 
TO DRAW CHARACTERS LARGER THAM 
HEROIC PROPORTIONS, YOU MUST 
STILL SKETOIITOUT FIRStSTARfiNG 
WITH THE SAME FIGURE AS ntE 
STANDARD HERO, SIMPlV LENGTHEN. 
THE MAJOR AXIS PoIN.T$, ESPECIALLY 
THE HIPS AND SHOULDERS. IT WILL 
NOW 6E MUCH SIMPlER TO FLESH IT 
OUT AND KEEP THE PROPER PRO
PORTIONS. 

. :-.... 

IN AC.TlON SCENES, 'l'C)UWAMT"O 
SUGGEST MOVEMENT. yOU HAVE TO 
CATCH THE FIGURE IN MIO-STRIDE AND 
SHOW IT FROM THE ANGlE Of THE 
·CAMERA". YOU WilL HAVE TO CUT A 
PIECE OFF OF YOUR FULL FIGURE. 
TI-II$ IS CALLED FORESHORTENIN6. 
IT'S IMPoRTANT TO DRAW THE FULL 
FIGURE FIRST AND THE� REMOVE 
THE PARTS THAT WOULO NOT 6E 
VISIBLE TO THE "CAMERA", 

\ Vi \ 
(�r 
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IN AAV COMIC, YOU 
WII .. L HAVE A CERTJWN 
NUMBER OF PAGES THAT 
Will HAVE "DEAD" SCENES, 
THOSE IN W�IC.� ABSOlUTELY 
NOTHING HAPPENS. ALTHOUGH 
NOnllNG IS HAPPeNING, TIlE 
READERS ATTENTION SHOULD 
STILL BE HELD'. IN THIS SCENE, 
FIGURE B DOMINATES �E 
MOOD BY EXUDfNG CONFIDENCE 
AND SEEMING TO ee OIA8Ot.I
CALLV DEEP IN THOUGHT. 

WHILE FIGURE A IS 
08VlOUSlY AN UNINTEREST
IHG ZOM&E. 

A 

V/ 
i 

_c\/ .. -

'",/ \ 

HERe, £,,£1<1 IN. AN e>C"TREMElY UWFINtSt(ED 

FORM 'fOU CAN see THE OlFFERENCE 
BETwEEN. AN Utlill'lTERESTING POSE AND 
ANO AN exPRI?SSIVE ONE. IN FtGU�E A 
THE SUBJ'ECT IS STRAIGHTFORWARD AMD 
OPEN. MOW THIS IS NOT NEcesSARilY A 
eAO THI\ol6, eUT WE WANT TO SHOW EX
PRESSLO� ANO INTENT WITHOUT TEXT. 
FIGURE B IS ALSO STRAIGKTFCmWARO, BUT 

IT IS FAIRLY oevlous l\olAT TWE CI\A'R:ACTE� 

MEANS 8US/N£SS! 

� ____________________________________________ -J'3 



OeIVIOUSlY, THERE ARE MANY DIFFEREI'iT 
KINDS OF MASSIVE FIGURES. REMEMBE�, THE 
VILLAIN, REGARDLESS OF STATURE, IS STILL 
DFMWN USING HEROIC PRoPoRTIONS. YOU CAN 
CHANGE THE WAIST SIZE BY INCREASING OR 
DECREASING THE DEPTH OF THE. STOMACH 
UNDER THE RIB CAGE. HIE DEEPER THE 
STOMACH, THE nllNNER THE WAISTLINE LOOKS. 

THE OVERMUSCLEl> BODY SEEMS TO BE 
ALWAYS CLENCHED. THe RIPPLES ARE 
EVERYWI-4ERE AND THE MUSCLES REACH 
TO ALMOST EVERV MOVEMENT. ANOTHER 
WAY TO CONTROL HIE IMAGE IS BY 
INCREASING OR DECREASING HIE SIZE 
OF THE PECTORAL MUSCLES OF THE CHEST. 
MA"E SURE THE LEGS ARE MOT TOO LARGE 
FOR THE MIDSECTION. 



AT T�E OVERMUStlEO MASSIvE fIGURE. 
yOU Will 8EGIN TO SEE 1HAT DETAIL ORAWIH6 IS 
REALLY NOT SO NECESSARY HERE. EVEN THOUGH 
IT'S BARELY OUT OF THE STICK FIGURE STAGE, 
IT HAS ALL THE THllt6S YOU WANT TO SHOW. 

. __ ... ...--... 

HERE IS A�T"ER MEmOO Of BAS\(. PRAWU'-6 CAllEO CIRCLlN6 OUT lllE 
CHARACTER. AGAIN, you MUST KNOW T'-4E SHOT B€FORE fINtst-tING ITOFf.AlTWOl.K;H 
THE FINISHEP EXAMPLE IS ONLY FROM T'-4€ WAIST UP, THE FIGURE IS CIRClEO OUT 
WITI-4 THE ENTlRE FI 6URE INClUDEO FOR PERSPECTIVE. BECAUSE I WANTEO TO SHOW 
A PARTICUlARY SULKY POSE, I PLAYED DOWN lHE DEPTH TO GIVE THE IMAGe Of WIOER 

HIPS TO POINT OUT THE LARGE PRoPORTIONS HeRE. 

6"""---O=-� �O}� _�c �-=#� op&{' 
./-z. 'l()l� --- - Ii!;,"" �c./fl '� & (/ � r f..? L-__________________ ____________________________ --I •• 



THE UNFINISHED FIGURE WITHOUT ALL Of IT'S DETAIL CAN TEACH US A LOT ABOUT HOW 
TO PENCIL THE STICK FIGURE IN MOTION. NOTICE THE UPPER RIGHT HAND FIGURE. IN 
ORDER TO ESTABLISH PROPER BALANCE, THE HEAD IS IN A DIRECT UNE WITH THE FOOT 
THAT IS SUPPORTING THE BOOY'S WEIGHT. 

L-______________ ____________________________________ -' , . 



I , . 

HERE ARE A FEW MORE EXAMPLES OF THE FLUIDITY IH 
THE WOMAH'S MOVEMENT. THE" LON6. GRACeFuL LINES GIVE 
11-1£ fEEUNG THAT THE FEMALE FIGURE IS GLIDING TlfROJ6U 
THE SCENE. 

( ,/ 

\ 
\ 

""- --

r 

f 
\�l , it., 

'-

� AGAIN, HOTiCE THe LfHr:lTHENIN() Of THE UNES ANO 
THE SMOOTHING OF THE MUSQ.ES. BECAUSE THE 
BREASTS ARE SUPPOATEP BY 1l-IE CHEST MVSCLe5. 
NOTICE HOW THE 8REASTS RfACT TO MOVEMENT. BE 
veft'l sueTLf TO AVOID MAKING THESe MOVEMENTS 
SEEM AWKWARO. THE AIM IS TO SHOW SMOOTH AND 
N4TURAL MOVEMENT. 

6 



STORYTELLING - CHAPTER THREE 
WHEN THE WRITER BRINGS IN HIS SCRIPT, THE STORY IS FAR FROM TOLD YET, THE SAME 

SCRIPT THAT I S INTERP�TEP 8Y TWENTY DIFFERENT ARTISTS Wlll8E TVrIEMTY DIffERENT 
STORies. SIMILAR TO fiNGERPRINTS ,NO TWO ARTISTS SEe A STORY FROM TME SAME POINT 
OF VIEW. YOUR JOB /IS me ARnST BEGINS WITl-I KEEPING THE STORY CLEAR AND VERY 
CAREFUllY MAKING SU� THAT T�E READER NEVER GETS CONFUSEP'. IF YOU ARE 
FOLLOWING THE SCRIPT AND IT CAllS FOR SOMEnUNG THAT YOU PERSONAllY BEUEVE 
IS ABSURD, YOU MIGHT JUST DRNH IT 1HAT WAY AND YOU WilL lOSE THE READERS. IT'S 
A TRAP, LIKE MANY on-iERS, THAT ARTISTS ARE VERY PRONE TO FAUIHG INTO. 

� __________________ _____________________ ___ ___ ___ _______________ ___ -JI. 



W�AT IS STORYTELLING ALL ABOUT? BASICAUY YOU MUST GET THE SlOR'/ ACROSS 
WITHOUT QISINVOlVIN6 T HE READER IN ANY WAY. IT HAS TO 8E CLEAR AND YET AT T"'E 
SAME TIME SUBTLE BECAUSE You DON'T WANT TO INSULT ANYO�'S INTElLIGENCE. 
TAlL ORDeR? YEp, IT SURE IS, BUT BELIEVE ME, IT GETS EASIER AS YOU GO.1'P LIKE 'tOO 
TO MEET A FRIEND OF MINE. HIS NAME IS DtlPERMAN AND HE WAS THE USUAlGOR6EOUS 
SIDEKICK; HER NAME ISEL.YSE. TWEY ARE HERe TO SWOW US HOW NOT TO TEll A 
STORY. AND TO START OUT YOUR GLOSSARY, CRoPPING IS W"EN You SELEC.TlVElV 
REMOVe. A PIECE OF THE FIGURE BECAUSE IT IS UNNECESSARY. IN nus CASE HOWEVER. 
iT WAS n"E CROP T�AT WAS UNNECESSARY, 

1 N FIGU RE 1. we SEE WHAT IS SUPPOSED TO BE DUPE SPEEDING OVER: THE CITY. 1T " 
INCORRECT, HOWeVER, FIRST OFF WE NEED TO ESTABLISH THAT OUPE CAN flY TO GE"T 
HIM CREDITABLE WITH THE READERS. FOR ALL WE KNOW, THIS IS A SHOT OF DUPE 
CHECkiNG OU T THE LOCAL PtGEON ACTIVITY BY MAMGtN6 OUT THE WINDOW, AGrAHt,FOR 

' ALL WE KNOW, ONE OF DUPE'S POWERS IS REveRSE SUPER VISION THROUGH THE SOLES 
OF HtS FEET, AND THAT HE'S HANGING OUT THE WINPOW' AGAIN, 

AQUKKRECAP; IN FIGURES 1 AND Z, ALTHOUGH DECENT SPEED SHOTS, THEY WILL NOT BE 
THE ESTABLISHING S�OTS THAT yOU WilL NEED TO REALISTICAlLY HOLD THE RfAOERS. 

MEANWHILE, BACK AT THE RANCH,IN FIGURE 3 WE LEFT OUR HERO SPEEDING OVER HIS 
CITY URBANOPOLl5, OR DID WE? DID lHE CITY COUNCIL HONOR l�EII<: FAVORIT E SON BY 
CREATING A GIANT STATUE OF \-lIM TO PUT AT ""e. TOP OFTMEIR "ALLEST BUllDINc;?l 
DON'T THINK SO, BVl YOU REALLY CAN'T BE SURE, CAN you? INTEGRATE YOUR CHARAtTEIti 
TO THE BACKGROUND, CION'T ATTACH TMEM TO 11. 

L-____________________________________ --J� 



IN FIGURE <4, DUPERMAN IS NICELY 
DETACHED FROM THE PANEL BCRPERS AS 
HE SHOULD BE . SO WHAT'S THE PROBlEM? 
TI-IAT OLD DEVil PERSPECTIVE IS THE 
ANSWER. THIS COULD BE A SHOT OF DUPf'S 
FLYI NG AWAY FROM THE GROU ND, OR: 11 
COULD BE A SERIOUSLY TeeD O!=F DUPE 
BECAUSE (KNOWING DUPe'S ADVEN
TU RES THE WAY WE 00) SO MEO N E JUST 
Sf.lRUNK HIS ASSISTANT ELYSE TO THE 
SIZE OF A WEU PRoPoRTIONED KEWPIE 
DOlL. THE ARTIST WANTED TO SHOW us 
A NICE TAKE OFF SHOT, AND INSTEAO we 
GOT A BACKGROUND THAT THE CHAR
ACTERS BLENDED INTO, ANP ATOTAllY 
CONFUSING SCeMe. 

ANOTHER CROPPING PROBLEM, lOOK AT 
FIG. 5. A l/ERV SERIOUS LOOKING DUPfRMAN 
HERE:, SUT WHAT COULP BE so SERIOUS THAT 

WOULD CAlL FOR HIM TO BE AS MERCilESSLY 
CROPPED THE WAY THAT HE IS? IN TRUTH, 
THERE IS NO EXCUSE NOT TO SHOW AlL Of 
HIS BODY HERE. 



WAY. WHEN 1 SAy I MEAN THE POINT OF VIEW TWAT WE TME 

.�i��!�HAVE Wlfl.IIN THE COMIC. THE PURPOSE OF GOOD STORYTelLING IS TO GET THE-;; !CROSS W�l.E INVOLVING THE READeR AS MUCH AS p()5'gBl£. YOU, AS THE ARnST. 
00 THAT IF YOU DON'T SEe IT FROM THE pOINT OF VIEW THAT TME READER WJlL HAve. 

IT IS AN IMAGINARY CAMeRA THAT CAN FLY THROUGH ntE IMJI6INARY ALIEN 0tMEN5'0HS 

THAT ARE SO MUCH A PART OF OUR: CRAFT so THAT WE "MERE" HUMANS CAN SEE THEM. 

• • • 
• of • 

• • o •• • 

a • 
• 

-
- • 

• 0 • 

• 

• • • 

, DUPE HAS lET EVILDOERS INC. SLIP ntROUGl-I ""S FIMGERS �LE 
TO BACI( FROM THAT AlTERNATE UNIVEJZSE, IN THE FIRST PANEL TME 

o 

• 

LOvELY ELYSE IS FACING HIM fROM Tl-tE lEFT AND DUPE IS ON T�e RI6J.IT. WHAT 
HAPPENED TMEN? we LOST THE CONTINUITY BECAUSE WE 1010 LOtiGfR KNOW MlERE 
DUPE IS '" RELATION "fo ELYSE. YOU CANNOT LOSE THE SPATIAL RELATIOf.ISHiP SEllNE:EfrI 
TWO C ... ARAtTERS WITHOUT L�NG THE READER 100. 

-

• 



To CREATE 6fLIeVASlLITV IN AN 
INlIR10R ANGLE SHOT YOU CAN 

THE READER A POINT OF 
YOU CAN !-lANG A 

PICTURE IS HANG-
I A TILT SHOT, 

ROOM IS STRAIGHT. 
DO Tj..IlS WITH 

FL')W"R� ON THE TABlE OR A 
THAT HAS NOT 

ROLLED ACROSS THE FLOOR 
BECAUSE THE ROOM IS NOT 
REAllY' ON A TILT. 

HERE IS A SHOT Of DUPE RACING ACROSS TOWN TO FIND THE CAPTURED ElVSE. CAN 
'tOO SEe HIM? HOW CAN'T you, T�ERE ARE EIGtlT OF HIM. NOW DON'T GET ME WRONG, 
THAT'S OKAY, SUT REMEMBER HOW TNE EVE TRAVELS ACROSS THe PAGE, lEFT fORIGHT. 
NUFF SAIt)? 

• 

'-____________________ _ �It 



THE" STORYTELLER, IT IS YOUR RESPONSIBILITY TO MAINTAIN CONTINUITY. EVE'NTS 
ARE OCCURING NOW MUST BE COHSISTEHT WITH WHAT I-&AS GONe SEFORE, so WITH THAT 

IN MIND, WHIIT'S -.. WfTN THESE I/IIIfELS? 

IT SEEMS TWAT DUPE AA$ STEPf'RJ INTO AN AlTERMATE UNIVERSE: WHERe LEFT lS It'6HT 
AN(;J VICE VERSA. THIS SNO\.IlP HAVE HEN HANP\.ED' 8Y HAfiIMG HIM orEN THE POOR TO TNe 

. LEFT "" THE fiRST PlACE. 

MEETING ELYSE FOR LUNCH, CUPE LEAKS ON Tf.lE PANEl8ORDER$ WHILE 
HE IS WAITING (WOMEH AlWA.YS TAKE TOO LONC:1 TO GET READY, DON'T THEY l JUST KIDDING). 
THE ONLY HUNG WRONG WITH THAT IS THAT THE BORDERS JUST DON'T EX" �I

�
S.�
T.
�
, ��O-,U;r 50"1011 

CAN'T CONTAIN ntE CHARACTERS WITHIN THE BORDER AS SUCH WITHOUT !.": 
THAT THEIR MOVEMENTS ARE CONFINEO TO ONLY THAT SMAll AMOUNT OF SPACE . 
MAKE THEM. ACT WITHIN THE BORDERS, DON'T M.A4 THEM A PART OF IT. 
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HERE ARE fOUR EXAMPLES OF CHARACTERS EITHER INTERACTING WITH EACH OTHER OR 
THEIR SITUATIONS. IN PANEL ONE THE POOR GUY IS PROBABLY SWEARING TO GO BACK ON Hie 
WAGON, BUT WE CAN SEe THE REACTlON TO WI-IAT IS GOING ON FROM HIS HANDS.FAtIAlEX
PRESSION (FACES NEXT ISH), AND HIS BODY LANGUAGE . YOU MUST lEARN 10 SE ABlE TO 
COMMUNICATE FEELINGS WITHOUT THE ACCOMPANVING WORDS, OR THEY WilL NOT BE 

BELIEVABLE. DID YOU EXPLAIN OUT LOUD WHAT WAS GOING ON THE LAST liME A GORILLA 
SWUNG BY YOUR WINDOW? PANEL TWO IS A CONFRONTATION AND A REACTION ALL IN ONE. 
YOU CAN FIT THIS MUCH CONTENT INTO A PANEL roo, BUT REALIZE THE LIMITS TO WHAT 
YOU CAN FIT IN ONE PANEL WITHOUT SEEMING CROWOED. PANEL l�REE IS A STRAIGHT 
REACTION SHOT. NOTICE THE MUSCLE LINES VI/PER THE CLOTHING. IN PANeL FOUR, HIE 
CHARACTERS ARE REACTING TO SOMEHHNG THAT IS OFF CAMERA. YOU MUST SEE WHAT 
THEY ARE SEEING AS WELL AS T�EY ARE OR T�E SCENE HAS TOTAl.l.Y LOST THE SELIEVABLE 
EDGE, 

�. .. � 
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THE IllO'S ON THE PREVIOUS PAGE WERE EXAMPlES Of 80TH THe ClOSEUP ANO THE 
LONG SHOT RESPeCTIVELY. WE ARE- CONCENTRATING O N  THE ESTA8llSHING SHOT HERE. 
DID EITHER or: THESE INTRODUCE OR TELL YOU SOMETHING? NO, HERE YOU J.tA,VE LEFT 
THE READERS IN THE DARK. THIS IS A PRIME NO-NO IN OUR BIZ, THE READERS I-IAVE 
SIGNED ON BECAUSE Tl-ley WANT TO BE PRIvY TO THINGS THAT EVEN HIE CHARACTERS 
AREN·T IN ON YET. IN THE CASE Of THE LONG SHOT, YOU CAN'T TAKE US OUT OF VIEW � 
THE PARTlClPAtJTS WHILE TRYING TO INTRODUCE us TO n-iEM. 

GRID BELOW IS A BASIC GUIDE TO THE ESTABLISI-lING SHOT. JUST START HIE 
I FROM THE CENTRAL HORIZON LINE AND PENCIL YOUR UNES IN LiGI-ITLY. THEN 

JUST ERASE THE GRID LINES AND YOU HAVE YOUR, PERSpec.TlVE. 



FACES AND HEADS - CHAPTER FOUR 
PART ONE 

'10 ICMOW 'THE HEAD AND FACE,,J"UST LIKE IN A�YnHHG EL<E>E TIoIAT we HAVE 'TALKED 
A80UT IN THiS COMIC. You MUST se AT LEAST MooeRATeLY FAMILIARWITM iHE 5ASICS 

INVOLVED. FIRST, KNOW YOUA SKUtJ../ 

LIKE THE' FORENSIC SCIENTISTS OF TODAY, YOU CAN ESTABLISH AN.YOtl.E'$ IDENTITY BY 
SUILDING UP OR SMOOTHIN.G OUT 1'I4E SKIN. ANO FL.ESf.4 ON. THE SKULL. FAMILIARIZE 
YOURSELF WITH 11(6 CON'TOURS Of "101£ SKULL, TRY TO IMAGINE IT FROM ALL AKGLES (It Pt.ASTlC. MOOELOF iHe SKULL. WHICH ts AVAILABLE AMVWWERE I? EX.TREMELY �ELPFOL.) 

AND RElA"T£ IT"t'O'TMESTRUCTUti OF ""E FIHISltEO FACE. 



ANCJT1.4ER SIDE VIEW OF WE SKULL. 11M TlME, 
HOWEveR, IT IS STRe�ING THE COMPLETE 
PICTURE. NOTICE; W"'ERE THE MOvEMENT Of: 
iHE MOU'TH ORIGINATES. Al50 NOTE THE 
HeIGHT OF �e BROW IN RELATION TO 'THe "TOP 
OF THE NOSE ANO ITS BRIDGE. 
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AL-$O SI-I.OWIroI IS 'THE START OF THe "FlES"ING 0UT1f 
PRocess OF Tt4E 8AS1C SKUll, IN -ntIS ILL.O we SEE 
WHERE 'THE ARnST AOO$ THE CARTtLAGe iO THE 
BOt-l.e Al4.D THE 6E6\Ml4.IN.GS OF TME CHARACTE!?IZATtOM 
OF THE FACe. BUT DON'T BE FOOLEO BY APPEARANCes! 
ALTHOUGH Tt-tIS FACe 14M A 'SLIGHT MASCULIt-I.E LOOK 
TO IT THE FLE)(tBtllTY OF USIN.G TlIE SKULL AS A 
eUIDe 10 YOUR FACE IS SUCH THAT YOU CAN. $TILL 
CHAMGE AN.YT�t� OR EVeRYTHING ABOUT IT. TH(S 

FACE DOES ,",aT YET "AVE lit. GENOER. 

L-____ �=��/ ____ L_ __________________________ J27 



HERE'S THE LOGICAL CONCLUSION OF T�e Fl.E:SI-IING OUT PROCESS USEO FOR 'T�E FACE. �ALF 
OF '1'1$ LEFT IN T"e ORIGINAl. BONEY' FOQM. 'TO IL.LUSTRATE A LITTLE ASOuT Fl.E5� DEPTI-!. 
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AS YOU CAN. 5EE \-IERE', 
MALE OR FEMALE:, THERE 
IS N.O HARD AH.O fAST RUL 
fOR SKULL S�APE AND 
'TI-IU$, il-leRE 1$ L.ITTL.E 
'(OU CA'" DO TO SIMtL.ARI2E 
'(OUR FACES, IN Tl-lf CASE OF 
THE FeMALE' CHARACTeR 
AND THe MALE, eEL.IE"e IT 
OR tWT, ,"EY' C;;HARe A 
SIMILAR S'KUlt. �I-IAPE. 

, 



1101E IoIE'AD SOMETIME'S VARIES ETHNICALL"'. ALTIo40uGH TWERE IS toIO RULE OR 'STEREOTYPICAL 
11-111'16 THp.,T 'SETS p.,PART THE HEAD OF 1'�E BLACK CHARACTER OR T�E AMERICAN INDIAN,�eRE 
ARE OEFINI1'eL'" THINGS 1"".«T YOU MUST DO T O  5MOW TMe DIFFERENCE BETWEEN RACES. IF 'fau 
DON' T 8ROADEN. T"; NOSE SLiGHTL'" OK TH E BLACK MAN'S FACE, IF YOU DON'T LENGTHEN. I-\IS 
JAW EVER 50 5LIGrt TL'f. 'feu WILL MAKE '(OUR READER� THIN\( T�AT YOUR CO�16T "AS A 

\ 

PROBLEM. 

8EFOftE we WRAP UP 'THlo$ to$SuE, I COULDN'T 
ReSIST GMNU YOU JU�T ONE LITTLE TASTE OF 
THE llHNGS we'll CO"Eft IN PART TWO OF fACB 
AND HE,AO$ IN THE NE)(T ISSUE. THE e�AGGER
ATED FACE. EVEN MORE llIAN THE E)(AGGERATEO 
800'(, IT !-lAS THE ABILITV TO CONVEY TO-ntE 
REAoeRS MORe ABOUT -nte CItARACTER THAN 
,ALMOST A","'Tl\IMG ELSE (WHEN. IT 15 CALLeD FOR 
AND USED CORRecn..,.) BEC.AUSE YOU ARE" NOT 
HAMPEREO 9Y THE PHYSICAL COtoiSTRAIHT5 OF THE 
NORMAL SKULL. '{ou CAH (8.,. OVERSLZI� THE PART 
OR e)(PRES5I.OM -rnAT'fCu WA."'TTO EMP"ASlZE) 
eSTABu'SH Tt-IE INTENT OF THE CHARACTER IMMEOI
Amy WI THOUT HAVING TO WASTE �PACe THATYOU 
MAY MOT HAve TELLING us. A lITTL.E ABOUT HIM 
OR HER ANO THEN GOING ON FROM THEAE. NOW 

THAT'S GOOD 'STOR'!'TELUNC;! 

L-__________________ � __________________ __J. t' 



TECHNOLOGY IN COMICS- CHAPTER FIVE 
PART ONE 

IN AN OTHERWORLDl.Y 'SETTING, M05T LIKELY THE PEOPLE WILL SE ALIVE BeCAUSE OF 
LIFE SUPPORT $VS1'EMS THAT ARE A$ COMPLICA'TeD AS ANYTHIHG iHAT GOT THEM TO THEIR 
f'L,AN.ET IN THE' FIRST PLACE. THIS IS SOMETHING 'THAT WLLL. NOT FADE AWAY LIKE A FAD, NO, 
i4eAW nCHt<40LQG'f IS MERE "TO STAY, AND YOU TIoI.E ARTIST MUST BE PREPARED. WITH ' 

COt4CE1mtAtlOM ON SCteMC.E FICTtOM, AGAlfrI, THE ARTIST MUST se PART DESIGNER AS WELL 
AS AfmST. STUDY THe DRAWINGS HeRiS. OOT AS GOOO ART OR AS SOM.ET\oHMG INTERESTING 
TO seE, BUT /IS AM E)(AMPLE OF JUST MOW FAR you M.UST GO FOR THE SAKE Of' DETAIL 

JUST HOW C\.OSELY Tl'E READERS �GM�Y 00 L..OOt<! 



ONE OF THE "L.IFE SUPpORT SYSTEMS" you MU!rr LEARN. ABOUT SINce 'TOOAY� COMIC 
INDUSTRY FO�CES us TO CONCENTRATE OM. �E WHOL.E SPECTRUM Of SU8JECTS, IS !ME 
GOOD OL.' SPACESUIT. THE SPACfSUIT IS A STRAN.GE AND WOMDERFUL. THING FOR THE 
ARTl5T, HE CA'" MAKE IT LOW KEY AN.D NOMD€TAIL.EO, OR He (OR SHe) CAN. JUST GO CRAZY 
WITW IT AN.O HAve SOMe FUM oeSIGN.IKG SOMETHIMG THA.T 15 AS DISTINCTive AS THEIR 

OWN STYL.E. 

A Gooo THING TO KNOW I� THAT Lu(e "TWE 
EXAGGERATED fiGURE, YOU �Ave A GQOOt..y 
AMOUN.T Of: FREEDOM AS 10 SHOWIMG 1\oIe 
FUNCTIONALITY OF A MACHINE ANt> WHAT 

IMPACT IT ""AS ON THE REAOER. 



iECHNOLOGY IN COMICS TODAY \'5 NO LON,GER JUST T�E R AY GUN, AN.O THE SPACESHIP 
FOLKS, IT'$ THE L.IFE OFi'HE FUiURE THAT INFL.UEN.CE£, TECHNOLOGY IN COMIC5 iODA'I'. 
MANY CHARACTERS ARE LIVING IN NOW WITH THE THINGS OF TO ..... ORROW At<to TH AT \$ 
PART OF 'THE APPEAL OF CERTAIN. BOOKS. FROM it-(E 'SLEEK AND FUMC.TIO!'>lAL CARS OF 
TOMORROW TO THE AWesOME M/I,CHINE5 OF FUTURE WAR. TO MAKE A MACHlt'>IE OF WHAT 
IS E)(.PE'CTEb 6Y AM OBSERVAN.T READER 10 SE $OMETI"IIt4G FROM TOMORROW, 'fOU MUST 

Be PART DESIGNER AND PAQ.T ARTIST. 

NEXT ISH! TOIJO 
AS MOfNDN 


