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Dedicated to the professionals who I have been fortunate
to know. Their creativity has inspired me to publish
this with men whose talents have the respect of their
peers.

We wish to extend special thanks to the King Features
Syndicate, especially comics editor Bill Yates, for their
help and co-operation in the production of this book.
Thanks also to Art Director Arne Starr who did such a
fine job of preparing this material for publication.
Hopefully many of you future comics artists will,
through the help of these books, join their ranks.

Gary Brodsky
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A special kind of creative process takes place
when the artist sits down to draw comics. It in-
volves much more than drawing skills and the
ability to copy nature. What we’ve tried todois _.
explore the mind of the artist as he goes about /%
the business of solving the problems that arise as
he draws. We’ve tried to cover all aspects of /f
comic art from the slapstick bigfoot of Mort "—"4%
Walker and Dik Browne to the gutsy realism of
Stan Drake and John Byrne. We feel this is much
more than your average How-to-Draw book, so
grab a pencil and follow along as the world’s
greatest collection of comic artists really show g

Dick & Frank
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When Frank McLaughlin and Dick Gior-
Zano asked me to write on the subject of pen-
alling I immediately thought of an inside golf
joke.

A certain lady at a fashionable country club
orought a non-golfing friend to the pro and ar-
ranged with him for teaching lessons which her
friend desired. The pro described a typical
ssssion and her friend seemed distraught.
“OH, my-"’ she sighed, ‘‘this sounds so diffi-
cult!”’ “‘Oh, no,”’ her lady host protested, ‘I
lzarned how to play last tuesday!”’

That is to suggest no one can expect to
master pencilling having read a ten-page les-
son. ‘““Pencilling’’ is much more than that, of
course. A child of two can pencil, but we call
that scribbling. Within this context it is a term
the profession uses for the act of breakdown
and layout of story. It can’t be learned ‘‘last
Tuesday’’ but I am pleased to have been asked
to set down some random thoughts on the sub-
ject. This excellent course was designed to pre-
sent methods used by experienced artists in the
field of ‘‘cartooning’ and should save the
student many hours of trial and error. I hope I
may be able to add a few thoughts which will
aid you in this objective.

Since I ink my own work it is impossible for
me to pencil without keeping in mind the fin-
ished look of the inking that will follow.

The effect of inking is quite different than
the pencil it covers, so in this first stage I am
not thinking so much of the pencil work —but
of the finished product as I see it in my mind’s
eye.

One must “‘see’’ the end result as he faces
the blank space at hand.

Let’s take an example.

The scene: an interior. In the corner of the
room is a window. A furtive figure is coming
through this window from an outside fire es-
cape. We know who he is—how he looks and
how he is dressed. It is a modern, city apt.
owned by a rich person, so the decor is lush.

STAN DRAKE

For every scene there can be ten completely
different ways to lay it out, but we must do
only one. Precisely why we must ‘‘see’” it all as
though we were watching a scene from a
movie.

Try to imagine that movie. . . play this scene
over in your mind. Watch as the window opens
.. .where is your camera? Low? High? Left or
right? Settle on what you are comfortably see-
ing and watch this drama as it unfolds.

Here is your moment—stop! You have a
freeze-frame of exactly what you want. You
see his expression—He has pushed aside a
heavy drape. In the foreground is a bowl of
flowers on a modern coffee table. . .it’s all
there in front of you. . .you see your drawing
inked in.

To begin almost any purposeful drawing we
must first have a concept.

The movie scene concept is simple and really
takes little time. It settles you down because
you’re not groping — you know what you have
to do and how it must look.

This is my version of layout. . .the way I see
the story in order to set it down for the reader
to enjoy.

You are the director, the cameraman and

the actor.
As you proceed you see each drawing as

though through the director’s camera viewing
screen. You change camera angles—choose
close-ups or long shots—mood scenes and
action. The better the imagination the less you
and the reader will be disappointed.

If you are working from a writer’s script
read a single page and pick your ‘‘moment.’’
Not every panel should be a block-buster
panel!

On every page there will be one scene more
dramatic than the others. Plan your efforts
around this panel. If you have over-kill in
every frame you will wind up with a page that
may look jumbled—too ‘‘busy’’—perhaps
confusing. If you start your movie with a shout



and continue shouting, how do you top it
when you need it?

Save your ‘‘shout’’ on each page for your
‘“‘moment.”’

As you continue to visualize your work you
will appreciate how the eye responds to variety.
Not all scenes should be heavy and dark with
much black and strong accents. Save those for
the appropriate time. Sunshine scenes are
light. Go from the outside light to inside dark-
ness. Try to capture the moods of each panel
as required. . .it’s part of your director’s job.

Alfred Hitchcock planned all his movies on
story-boards. This great director literally
himself, drew all the scenes on large sheets of
illustration board, working out his camera
shots directly from those layouts.

The shower scene from ‘“Psycho’’, one of
the most memorable, lasted only 45 seconds on

the screen but took 70 separate camera set-ups,

to accomplish. He ‘‘saw’’ it all first, knew
exactly what he was doing, and then simply
shot it.

Hitchock’s movies were always ahead of

schedule and cost less to produce than any-

other director’s efforts because he had visual-
ized first.

Everything the writer has written will be
visually interpreted by you the ““‘director.”’

I feel it is the heart of the work. Call it
draftsmanship —the art of drawing—or call it
pencilling. Without a good director neither a
movie nor a comic strip will ‘‘work.”’

The blank page is before you. White paper
stares back, but it is you who must make the
commitment. This may be the toughest hour.

" A doctor friend of mine is a psychiatrist. He
told me of a patient—a very successful golf
professional who had slowly been developing
an inability to start the clubhead back away
from the ball during the first moves of his golf
swing. He had won several big tournaments,
but now—with the huge crowds lining the
fairway, his playing partners waiting expec-
tantly close by, he would approach his ball. . .
select his club. . .take his stance and line up the
shot. He was a famous golfer. He looked
powerful and deadly efficient. . . but he could-
n’t take the club back. He would break his
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stance and start all over again. Eventually l'F :
produced the shot but his backswing becam’® —
shorter and shorter. He quit the tour zmpCi
sought professional help of another kind.

The Doctor’s analysis was this:

So long as the golfer was striding down th
fairway, acknowledging his cheering fans, h&
was okay. As he addressed his ball he was, b
appearance, a champion. So long as he wasn’
confronted by the necessity to actually stnke""
the ball—he was fine. But taking the cluf™
back began a commitment. He was committe
to hit that ball on to the green. Suppose h
missed? Suppose he hit the ball into the lakc’

.or the woods? Had he chosen the right
club" If he missed he would let everybod
down —he wouldn’t be the champion they ex-
pected him to be.

The Doctor’s advice:

You are very good but not perfect. No on
is. You are so much better, however, than
those people watching you—even if you hit
imperfect shot it would look good to them.

In every game you are going to hit a few bad
shots. Accept this and understand that 99% of
all the other shots will be fine. Just hit the ball
as you always have and if all of them are not
perfect the gallery won’t understand anyway. -

Two weeks later he rejoined the tour and
won that first tournament.

This is a true story.

When we try and be too good it can be a
detriment, causing tightness and frustration —

A.’M;‘Jhli | '

and may result in a lesser effect than if we just g
““let it gol”’
Not every panel or figure will be 100% — k,

but don’t be afraid of that commitment. -

Deadline means just that...the dead
bottom line for delivery of finished work. I’ve
lived with weekly deadlines for thirty years. . .
Never loved it but I’ve learned to live with it.
As that ominous day races closer and closer we
look at the work remaining. ‘‘Impossible,”’ is
the usual decision.

How to work faster or more efficiently to &
meet my old friend? §
I have timed to work out almost exactly how
many minutes it will take me to layout a single s
panel. . . How many minutes for one figure... =



ly ]F' background effects etc., etc. Since math
, never an award-winner for me I grab my
anpcket calculator and add: 12 minutes to

sough in a daily strip layout. Five figures

Sezntly pencilled: 60 min. one background,
| thieat pencil = 25 min. no background in panel
¢ h;jlamp, window and chair in panel 3;...18

. Total: one hour, 55 minutes. Then it must
_ n’P"' inked. Takes about the same time for that,
rike® I'm looking at four hours work on one daily

Juf™P- : . .
tte¢ Vo getting around it, folks...three eight
e days and the dailies are done. But there’s

ake® Sunday page, too. Another long day. The
ghtﬁﬁh day is usually spent doing work I was

called away from on the other days. Week-
ends? None. I’'m working on 46 page albums
for a French publisher, as well.

The daily newspaper comic strip has been re-
duced to less than 6 inches in length. . . hardly
wide screen theater. Elements must be simple
and much is symbolic rather than greatly de-
tailed as detail will muddy up and won’t look
that great.

In order to save time I choose one of the
three panels per day and concentrate on it,
leaving the other two for a lighter touch. A
close-up for instance will have no background
work and if at all possible I do very little back-
ground for the remaining panel.

= AND YOU SAY THERE'LL
Y Goerui vore. || B No TROUBLE ABGUT
ex- "= TORDAVEY
W85 OFFERED TO
=252 SOME
SReOTTEN
| acesscerrom | (I
| o5 ONES FORA

YOU SEE THE KIND OF : R,
ESTABLISHMENT I INTEND TO A
RUN WILL ATTRACT SENIOR,
CITIZENS. YOU KNOW HOwW
US OLD-TIMERS LIKE A GAME
O' CHANCE NOW AND AGAIN,

IT'S IN THE
DEED— APPROVED
BY THE TOWN CLERK.

RIGHT, CARL ?

BINGO AwAY

TO YOUR HEART'S

CONTENT, MR.
DAVEY/

MR. JONES?

! No frills daily

y This is my solution for a ‘‘no frills’’ daily strip based on the
original done many years ago. Basically, we simply pull every-

thing up closer and in so doing eliminate smaller detail which is

; not always necessary.

Solid black on one figure for instance, re-
placed detailed working of clothing with a
Smish that doesn’t lessen visual impact.

Shortcuts such as this are very important to
== because I could get into a pit I’d never
=scape from. In these times of reproduction-

kill you better realize that overwork on fussy
detail is no way to an NCS award.

Behind the time saving lies simple, direct
layout and directorial thinking. It makes for
less work and a considerable saving of
anguish.



The saga of ‘‘Juliet Jones’ has led me
through some 150 story adventures since 1953.
(12 or 13 weeks per episode.)

Over 63,000 figures pencilled and inked plus
all the backgrounds, has given me a pretty
good opinion of what makes it all work. These
are my own thoughts and I realize there are
lots of other opinions out there but I can’t
speak for anyone but myself.

I feel that in the final analysis emotional
interaction between people, no matter what
the style of artwork, is the most important
ingredient.

Imagine a broadway play for which you
have plunked down $70.00 for two tickets.
The actors come out on the stage and speak
their lines. . .not looking intently or listening
intently. There may be shouting but no subtle
pauses. . .no bits of ‘‘business’’...no clue as
to how they really feel.

There is no place for cardboard people in
any feature, if it is to be of any real value. The
reader may not know exactly why he likes a
certain feature—but I’ll lay you 10 to 1 it’s be-
cause he can identify with the characters.

Talking buildings may look impressive but
only as a relief panel.

Expressions

IRRITATION INCREDIBILITY RAGE

The Importance of Emotion a:

s
People is what made that well know maga#=e
zine what it is today. My greatest efforts go *
into trying to create the proper expressions and®
body positions for exactly what the charactersse
are saying. I’ve directed the scene and now I'm
the actor. I’m overacting a bit, perhaps, buté®
that’s to convey the emotion more clearly for#s
the small stage on which it will appear. £
When I look at the people I have drawn [&
like to feel I almost know what’s going on
without reading the balloons. ME
The person speaking should have the appro- %=
priate expression reflecting his words. ..and e
the party being spoken to should have a reac-
tion expression. I just can’t do it any other %
way, for I would feel I had failed in my attempt ==
to entertain the reader. When a young couple
in love walk past a beautiful lagoon on a &
moon-lit night they may remark on its beauty —
—stand enthralled by the splendor of all that
surrounds them but it’s each other they want
—not the lagoon —no matter how lovely it is.
The stage setting is a plus, of course. Shakes-
peare said ‘‘All the world is a stage—and we
are the actors upon it.”” (or something like
that) I’'m not knocking blue lagoons—but I’d
rather watch Brooke Shields!

Y a0 'H
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DISDAIN FEAR DETERMINATION

~ B B A

These half dozen expressions cover only a small number of
possibilities. My point is to show how important it is to reveal the
inner emotions on the surface of the face.

Each of these heads can relate to all the other heads— and in
so doing— dozens of different meanings would apply. (Try it!)

0



- Alex Raymond once explained to me how he
§=& azbout black areas. “‘Quiet areas”, he
galied them. ‘‘Pools of Quiet’’ next to the busy
Smear work make the finished art more pleas-
ga-me 1o look at, more balanced.
go [ like that thinking and although I’'m no
ind *=x Raymond, I have kept his thoughts with
ersmme 2ll these years.
’m Thelate Roy Crane (Wash Tubbs)is another
sut @ my all-time idols. He had everything—story
for‘rnse—dramatic and original layout —superb
‘wharacter types—and worked his scenes mag-
1 I mSicently with that old craftint paper.
on No one worked shadow-blacks better than
MER: Caniff. He started it all. That stuff
‘0- #mocked my shoes off when it first came into
nd ' Semg.
ic- Three completely different styles but all
er s=unning the overworked panel—all telling
pt =2 story simply but dramatically.
le  Asadirector, you must set all the stages and
a pacethe people on them in their proper places
ty —in the proper moods required. As a camera-
at man you will select a variety of angles with a
nt ‘=W surprises thrown in. As the actor you will
s. c=aich the expressiveness of life—and in so
s- @oing raise the drawings above mere ink on
‘e DPEDLT.

e There are inhibiting forces around us all the
d =me, however, we have to accept this as part
of the work and learn how to handle them.

Nothing is going to work smoothly. . .that’s
tae first hint I’ll give you. Sometimes the story
material may be so weak you will be psycho-
wogically depressed when trying to hold it to-
g=ther. In the comic book world we face vol-
wme. There are so many panels to do and so
Zutle time in which to meet deadline it will
force you to realize there is not enough time to
sxperiment and polish each drawing to its
aeight of excellence. Because of this, I am
constantly amazed at the high level of quality I
s=2 in comic books—knowing how long it
tzakes to finish a 10, 12 or 20 page story with the
tme allotted in which to do it.

I guess what I’'m saying is that it’s not a
small order to pull all this together —but when
= works it is surely a reward.

My feature stars two gals—one in her 20’s,
the other in her 30’s. Long before ‘‘Juliet

Jones’’ was created, however, I worked in the
advertising world of New York. Life was
hectic there as well —and I faced stiff compe-
tition, as everyone else did.

At the outset, one art director implanted a
deathless gem in my head. ‘“You want to be
successful in this business?’’ He wisely stated
(he never asked a question —he told it) ““Then
learn to draw pretty girls and handsome men.”’
Taking him at his command, I bought all the
women’s fashion magazines in print and every
night I placed sheets of tracing paper over the
gorgeous creatures posing therein. I traced and
traced and traced until I discovered what it was
that made them beautiful. Eventually it got so
I could draw a pretty face without tracing it. A
rough estimate would be 2,500 faces over a six
month period. That’s about 15 heads a night, 7
days a week. It only took an hour or two after
dinner —and really paid off.

My art director friend (?) was impressed. 1
began making money by drawing pretty girls
for magazine and newspaper advertisements.

One day I read an article about a famous
illustrator and how he worked. He hired a
beautiful model and took pictures of her! He
then placed her picture in an opaque projector
and traced her down on his illustration! No 15
heads a night for this guy! I was shocked. So
that’s how they did it!! Well...I was young.
Naturally, everything we did would look so
much better if we simply took photographs
and traced them down.

A ten page comic book with 7 panels a page
would add up to 70 panels. If all the figures
were photographed. . .perhaps 15 figures to a
page. . .we would have a $123.00 poloroid film
bill plus whatever it cost to get that beautiful
girl to pose. I’ve always enjoyed posing pretty
girls (yeah, I’ve done it too, guys!) But that six
month period —way back in 1947 has saved
me a pile of money and made possible my
whole career.

Despite all my emphasis on the need for
drawing skills —it is nevertheless, the story we
are reading. A good novel has no pictures.
Books are, after all, just words and our mind is
carried aloft or dumped, depending on the
story and how well it is written. It is difficult to
destroy a really good story with mediocre art



— but our intentions are to impress you with
the need to make that story even better with
your art.

Never let your pictures get in the way of the
story. Story must move ahead —and you are
the amplifier —producing excitement and

FE SAD HED HE SAID You
PAY THE BitL. — WOULDN'T CARE ~_
e IFRE ‘DATED JILL.

@3/% Tz )

|

realism, using emphasis and restraint.

Let me try to convey the range of emoti
you have at your disposal, by depicting re
tion expressions on one model —reacting wi
the same words ‘“He what?’’ To differ
situations.

HE Tc ok Youk

HE SADHE'D EE

P ACKIN & METHS

/'N_ 'p’/Ht

I feel it is tmportant to depict the whole gamut of emotlons with

all your actors. The reaction, ‘‘he what’’ could be depicted with
many more facial expressions than the above. .

point.

The possibilities of expression are almost
endless. The problem is to fit the right expres-
sion to the words being spoken at the time.
Obviously a reaction overdone is as bad as one
underdone. But at all times you, the artist
must be the actor placing yourself in the shoes
of the people talking or those being talked to.
It is not enough to draw people with pen,
brush and ink standing under balloons that are
saying things the actors are not acting out. It’s
much the same as actors trying out for a part.
The one who conveys the writer’s words with
the most believability will win the role. The
others will lose out. That’s a tough summation
—but it’s true. Let’s take Jill. . . her friend has
just told her that her fiancee is going to leave
her. According to Jill’s personality—and we
must assume the writer has clued you in as to
what her personality is. . .she will react based
on her personality. Remember this! If she is a
shy, quiet girl, her reaction will be almost a
whisper —with almost no expression. If she is
a live number — she might shriek her disbelief.
As you can see —the more you know about the
people you draw—the easier it will be to fit
their behavior to the situation on hand.

Another situation: Scene—a park bench.
Early autumn. Carl and Deborah seated. He is

10

. but you get the

going to have to kill her (He’s mad, of course).
He hates doing this. She doesn’t know he is

diabolical. She trusts him. He cares for her a2

great deal—but for reasons not 1mp0rtant'
here—he has one thing in mind...end her.
life. Debby catches on to his intention. She is
petrified —she tries to reason with him —to no

avail. He kisses her as she recoils —he pulls the
trigger on his silencer. End of scene.

Do you realize how many ways that little
epoch could be illustrated? Many!

Let’s go back to earlier words in this discus-
sion. You are the director —you have 7 panels
for this event to unravel before the story
moves on.

1. Read the entire scene and choose your
moment. It may not be when the gun actually
goes off. 2. Lay out that panel using the
movie scene technique we talked about earlier.
Knowing her personality you can “‘see’” her ex-
pression, and his. 3. Choose your camera
angle carefully —get a freeze-frame and quick-
ly pencil it in. This is your big panel —all the
others lead up to it and trail off after it.

4. Consider employing other uninvolved fig-

ures in your drama. Perhaps a young couple,
arm in arm—happily saunter by the park

bench—on which Debby is slumped. This




wmuple is unaware of her death—she has a

motig =<t smile —her eyes open—but in the fore- GomngE RDB‘YVVSQ;TA?'E?
2 re i d we Play up the young couple, alive anfi WHY AM T BEING KEPT
e tfove. Think of how it should be done so it IN HEREZ
.fferen ks like nothing you have seen before.

We face the fact that almost everything has
Se=n done previously. There are, actually only
=even basic story plots and all the thousands
= ¢ books we see displayed in a large book store
STHS Sgee based on those eleven plots. Very rarely do
£ W= come upon anything totally new.

{Hm] What I'm trying to say is: Always be as orig-
/

mal as you possibly can —remembering that it
/ ~— %as probably been done before —but your way
\ﬁ; wil be a new treatment —and as valid as any-
N “ing before it. Try not to use stock poses. Be
Zaning—don’t be shy. Life is gutsy. -

Freedom of “‘style’” will come much more DADDY SAID IT WAS
auickly once you have accomplished good PRIVATE, DEAR. IT HAS
Sasic drawing. If you want proof—trace a NOTHING TO PO WITH

; ; YOU— OR ME.
2ood figure from any magazine and you will be
able to experiment freely with folds, accents
and anything else because the drawing under-
me=ath is “‘right.”’

Good drawing is at the core. No one can
make you excellent. . .you yourself have the
adventure to face. . . but style will come natur-
2y as you solve and produce each new prob-

served,

1968. World rights re:

Irse).
he is
er a
rtant
her

Syndicate, Inc.,

King Features

he is =m. I’m not sure I know what ‘‘style’’ is any-
0 no § : 2ty
s the way. If your drawing looks good. . .it’s good.

Newspaper story strips. . . ‘‘soap operas”’, if
sou will —can be infuriatingly dull to illustrate

itlg 2= occasion. Unlike action adventure the plots
cus e usually based on more intimate situatic_)ns
nelsh =t do not t.lave- sword fights and ‘flymg
orl people. The trick is to make as appealing as
: sossible, scenes in which nothing at all is going
our - : y .
ally Tq illustrate my point I-selected a daily
the “Juliet”’ from 1968 apd !'ead it over. A woman
o #nd her daughter sit in a drab bedroc_)rn.
' Daughter says ‘“‘why am I here?’’ Mom just
ex-JE- L -
eral LS h§r eyes and offers that there is a reason
k- —:pe girl then says. .. “‘I wonder.”” Powerful
the il . ;
it I decided to be direct. No fancy angle shots.
il T5e people were bored so I kept the atmos-
le piere boring. I zoomed in on the mother’s
_rk’ s=sponse to show her expression...just her

#wes move. In the final frame I tried one of
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those ‘‘you don’t see it very often’’ composi-
tions, shoving the girl’s head way over to the
right edge and blanked in the rest of the panel
in an attempt to convey a mood of mystery in
the girl’s mind. This example is not one of my
better attempts but I do believe I caught a
mood that reflected exactly what was going
on. Also, that daily—when reduced to 5%
inches would be lost on the comics page if it
were not for that single large area of black
—another reason I used it.

The idea I have in mind when laying out is
premise. What is the premise of the page or
daily strip? Is there to be a sudden revelation?
Is the air electric with suppressed emotion?

There must be something about to happen (or
going on) that will call for your mood choice.

It’s very important to ask this question of
yourself. As nothing will deaden your work
more than just drawing people with no
thought to their body actions and expressions.

I am far from satisfied with my work today.
There is so much to learn and it seems as if it
will never end. We have to guard against get-
ting in a rut, because it is easy to do certain
things over and over that look good and work
well. I am always experimenting in order to

Stan’s unique style is instantly recognizable
throughout the world. His drawing ability and
emotionally realistic art propelled him and
““Juliet Jones’’ to the top of the heap some

maintain my interest—trying to see thin
with a fresh eye.

I see so much good work all about me. Fre
talent with efforts that leave me shaking
head. That’s good, though, as fear is a moti
vating force too! There are scores of unbelie
ably good illustrators in Europe —guys doi
things I would never attempt.

Since I contracted with the French Publis
ing House, Dargaud . Editeur, I have gone t
school! It is so refreshing to see all this brilli
work I had never noticed. It is helping me t
push even harder and go beyond the work I’v

done of late.
I’m giving you the same message I’ve got

ten: never be satisfied —never stop where yo
think you’ve got it.

This work is fascinating because of the ve
elusiveness of art. If it is going to captivat
your readers it must captivate you.

It has been an exciting trip for me —these 3
years of grappling with all the requirements o
this genre. I hope my words pass on to you
few of the things I feel are important in th
over-all task.

Good luck and remember —you are totally
unique. Your work will reflect you and your
persistance.

Stan Drake

thirty years ago where he remains today. In
collaboration with fellow artist-writer

EiE Green”’

Leonard Starr, Stan and his creation ‘‘Kelly
have become household words in
Europe as well as here in the United States.



MEL CASSON

THE PENCILING OF

THE HUMOROUS COMIC STRIP

This section of the book is devoted to the
penciling of the humorous comic strip.

Penciling literally means drawing the comic
sirip. It is obvious that in this short chapter I
cannot teach you how to draw. That is a craft
and an art which people practice daily all their
Sves. What I am going to attempt is to show
you how good professional cartoonists pencil
their comic strips. We still study and discuss
their methods and we will examine some short
cuts and try to sort out what is right and
wrong.

The key is hard work. Remember, your
competition is the cartoonist with a daily
comic strip in the paper. He is drawing and
writing every day. You have to play
““catch-up”’’ to him, and the only way you can
do that is to draw, draw, draw and draw.

The gag is the most important element in the
sirip. Most top comic strip artists agree that
the gag is at least seventy-five percent of a car-
toon, but in the remaining twenty-five percent,
it is expected that you can draw. What you do
with that twenty-five percent determines how
zood a cartoonist you are.

The penciling process, however, is probably
the most difficult, since this is where you inter-
pret the script and sell the idea. Most cartoon-

ists spend more time on the penciling than on
either the writing or the inking. Perhaps the
best way to learn this process of translating a
gag into a picture is to study the work of good
comic strip artists. Your first and last impres-
sion should be, ‘‘Gosh, how simple it looks!”’
And you’re right! Simplicity is the keynote of
a humor strip. A joke in any form at all should
be economical. Like a machine, it should have
no unnecessary parts. The best explanation of
creative economy that I know comes from a
sculptor who was asked how he made such a
splendid statue of an elephant. ‘“Oh,’’ he said,
“‘that was easy. I just chopped off everything
that didn’t look like an elephant!”’

Put into your drawing only what helps you
tell the story. Leave out any and all drawing
that doesn’t contribute to developing the idea.
In a well-executed cartoon, nothing is left to
accident or chance. Every dot, every line is put
in for a definite purpose.

A big key word to hang on to is ““THINK™’.
Comic art is not the result of wild inspiration.
It is the result of thinking about pictures,
about people, about the time in which you live,
about what interests you. So before you draw
aimlessly, think. It will save you time in the
long run.
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Alfter the lettering and balloons are in place there’s little room left

Jor drawing.

The size of a comic strip appearing in a
tabloid paper is approximately two inches high
and six inches wide. The dialogue in the
balloons cuts that space in half. It is your job
to attract the reader to the strip and sell the
idea with as much impact as possible. In the
small space left for you, you must find room
for a smash opening and a crash finish, and
keep ’em close together!

Most young cartoonists are always asking,
‘“What size shall I draw my strip?’’ The work-
ing size of the strip varies with each artist. For
example, here are the sizes used by some well-
known cartoonists:

iBEOWHe s " i prmesith e s At 11%x3%"
JohimysHart e e i o - e ey 17Y% x 4%"
MOTEWalkEEme st i e v R f 13x4"
Bud Blake i ot s - ats b aies 15x4%"
MELEESSOH s w b s Bl B ks 16 x4%"
RuSS NIVOES v o sutiin & Babiemst s o wit 20%x 6"
BiliETOESEs . mE e el ke 13x3%"

As you can see, there is no constant size.
Some cartoonists prefer to draw large, some
small. It is only by experimenting that you will
eventually find a size that is comfortable for
your drawing. For what it’s worth, most top
cartoonists I have spoken to started out with a
larger size and as they refined their drawing,
and made it simpler, they went to a smaller
size. They concluded that the smaller size was
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closer to the reproduction that appears in the
paper, so they could see more clearly what to
include or exclude in their art work.

i =

| I
ALWAY'S
LSE A T-SQUARE TO
RULE THE GUIDE LINES
FOR. YOUR. LETTERING

After you’ve determined the size you’re
going to draw your strip, with your T-square
draw the guide lines for the lettering and letter
the dialogue roughly to determine how much
space it will occupy. Remember, the person
who speaks first a/ways must be on the /eft side
of the box. Do not criss-cross balloon tails.
Make your lettering large so it can easily be
read by a youngster just learning to read as
well as by an elderly person whose eyesight
isn’t what it should be. A good way to write
comic strip dialogue is to speak it out loud. Try
saying it in different ways, and you’ll find you
can reduce the number of words in the bal-
loon. Too many words in a strip makes it look
heavy and discourages readers. It also cuts

down on the space you have left for drawing. -

There’s little enough as it is!

Hn

[T -
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THE STAGE

We are now ready to examine the space left
for drawing. Think of each box, or panel, as a
sage, and you are the director.

Sox #1: Set the scene: Like the first paragraph
in a newspaper story, it should tell who,

where and when. Try to identify the.

characters by name. Tell something
about them. Box #1 sets the scene and
the mood for the entire strip.

Box #2: Come in closer, and show the charac-
ters’ faces so the reader will know who’s
talking. This is the build-up stage of the
gag. This is where you ‘‘hook’ the
reader.

Box #3: This is the pay-off to the gag. Every-
thing in the strip builds to this moment,
and the build-up should move along as
quickly as clarity permits. The action of
the characters in Boxes #1 and #2 should
move toward the payoff in Box #3. Pro-
fessionals refer to this as the ‘‘rhythm”’
of the strip. Many cartoonists actually
pencil the last panel first, then go back
and build up to it. Some comic strips
(Peanuts, Blondie, Doonesbury, etc.)
always use four boxes in a strip. If you
follow that pattern, have Box #3 con-
tinue the build-up begun in Box #2.

MATERIALS

Materials should be kept to the barest essen-
uals. Some pencils with HB, H and F leads,
soft pencil erasers, (Pink Pearl, is what I use),
T-Square, ruler, some scratch paper and a
tracing pad. The two-ply Bristol Board should

be plate-finished (very smooth) or kid-finished
(a slightly rougher surface). A light box is also
very handy to have, and I will talk about that
later. That’s all you need for the penciling
stage.

PENCILING

We are now ready to start the most impor-
tant and exciting phase of the work; the pencil-
ing, or creating of a comic strip. We must
mterpret the gag, keeping four things in mind:
clarity, simplicity, punch and emotion. Most
cartoonists start this process by making a
series of ‘‘thumbnail’’ sketches on scratch
paper. These are for your eyes only, but they
will lead you into the drawing and help you
solve any problem that might arise.

When you pencil your drawings, try to show
mot only how the people you’re drawing look,
but also how they feel, the emotions they are

experiencing in the scene you are drawing. You
should have a little bit of actor in you so that
you can portray these emotions. Look into a
mirror and twist your own face into the same
expression as that of the character’s. It will
help you sell the idea.

Draw objects and people loosely. Think
funny when you draw them. It will help you
maintain the ‘‘cartoony’’ flavor. When you
sketch two people talking to each other, make
them look at each other. Remember, you are
drawing funny pictures and every line you put
on paper should work toward that goal.
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EYE APPEAL

To attract a reader to your comic strip, you
must catch his eye with your art work. There
are twenty other strips on that newspaper page
screaming to be read, so you’d be wise to give a
lot of thought and effort to your product. It’s
S0 easy to just say, ‘‘Make your drawing inter-
esting’’...but how? By experimenting with
your pencil drawings. This is where the success
or failure of your drawing rests.

#1. Variety in Panels

Try not to draw the same scene in every
panel. Vary the sizes of the figures and the
scene. Don’t show off and try to over-draw.
Letter a sign ““KEEP IT SIMPLE’’ and tack it
to your drawing table. It will remind you at all
times.

#2. Exaggerate:

When you are penciling action, over-do it.
You can always tone it down. This is the fun in
drawing cartoons. Keep a small mirror handy

and when you are looking for a particular
expression such as anger, look in the mirror
and portray anger. Serving as your own model
will help you get the feel of the mood and
action.

#3 Color.

Yes, I know you are only using white paper
and black ink, but when you plan your draw-
ing, think in terms of three colors: white, black
and gray (either Ben Day half-tone or pen
shading). Plan them while you are penciling.
Don’t be afraid to fill in a black area on your
pencil drawing. It will help you visualize the
finished strip as you progress.

#4 Research

Study and clip the exciting strips of some
good cartoonists. When you see a strip that
has eye appeal and impact, save it and study it.
It usually takes a lot of hard work to make it
look very easy.

THUMBNAIL SKETCH

TRIS

~

HAVE YOU EVER
THOUGHT ABOULT
GETTING MARRIED
AGAIN, GYP5Y' ?
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. have used the phrase ‘““The thumbnail
=ch will help you solve your problems.”’
=T ME ELABORATE ON THAT. As you
¢ a strip and digest it, a picture of some sort
2id start to form in your imagination. To
prare and record that elusive picture, a
1. quick sketch is your best choice. That
mbnail sketch is just a small, loose draw-
e an elaborate scribble or a form of graphic

shorthand that perhaps only you can read.

After studying your thumbnail sketch, you
now have an idea of what your strip is going to
look like. Make these quick, mini-sketches
part of your regular routine, and they will help
you work faster and more efficiently. Making
the sketch loosely will help you get more action
into your drawing.

LIGHT BOX

A Light box is merely a box with a hinged lid
= which is set a large pane of frosted glass.
o white Flourescent bulbs are mounted in-
1t is a very useful device for tracing and
=working drawings.
While writing this chapter, I talked to a
mber of cartoonist friends: Dik Browne,
il Hoest, and Bud Blake. They all said that
Hght box plays an important part in their
wrk. (I, too, use the light box.)
Afer they make their thumbnail sketch,

== cartoonists draw the pencil sketch on

susae paper the same size as the finished draw-
z will be. After they refine the tissue draw-

z they put it on the light box, place a clean
w==t of Strathmore board over the tissue, and
=ace though with a hard pencil. They are then

=ady to start inking the finished strip.

LIGHT Box

FROSTED

GLASS//// >

M \
- INSIPE
TWO FLOURESCENT
BuLBs
/ “renciL
f PRAWING

NEW STRATHMORE
BOARD

Some DON’TS

Don’t get so “‘hung up’’ on the style of one

meoonist that your work starts to look like

You’re not giving yourself a chance to
=w=lop your own style, and you are reducing
sur chances of selling your feature since it

&s too much like someone else’s. It can ruin
mar reputation.

Don’t make your strip too black, or too

meky with excessive cross-hatchings, clothing

=rns or Ben Day paper. A sound bit of

= is ““If you don’t know how to shade,

“tI"" Your strip should be easy to look at

2 i should register clearly in a single glance.
can be avoided if you plan carefully in

the pencil stage or your work, rather than try
to fumble through during the inking.
3. Don’t put a lot of words in one balloon. If
you can’t reduce the dialogue, make two
smaller balloons rather than one large one.
Make sure your balloon captions contain the
following:
e Make them brief and to the point
e Make them express your idea clearly
e Make sure they have the flavor of the
character speaking
e Make sure you have good timing in telling
your gag
4. Don’t make the last box (the pay-off) too
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obvious or the drawing in the last box too
strong. This ‘‘don’t” comes from Dik
Browne. Dik says, ‘‘A reader picks up the
comic page and glances at the total strip before
he starts to read. If your last box is drawn so

MORT WALKER

Mort Walker is one of the best and most suc-
cessful cartoonists in the business. He is
involved in creating three comic strips each

week: BEETLE BAILEY, HI AND LOIS and and fully enjoys his work.

BONER'’S ARK. He is also the founder and

Plate 1

LET'S Seb WHXT
You'NE LEpseMED
AROUT BlGGID G

strong that it leaps off the page, you could gi
your gag away.’’

The fun of creating a comic strip is in y
penciling. And the penciling is the way to
success of your drawing.

prime mover of the Museum of Comic Art
Port Chester/Rye, New York. He handles
this with ease because he is totally organi

Okp, LET ME POT
OuUT A FEW MISTAKES
YouU MADE

!

Rough sketch on typing papér.w

Mort has an individual way of working. For
two days he writes his ideas by sketching them
in pencil on typing paper, one to a page (see
Plate #1). This is a sound way to work since
you can easily see and evaluate how the gag
will look in its entirety. This is Walker’s equiv-
alent of the ‘““Thumbnail sketch.’’ It is most
impressive to see how he sells his idea so well

Plate 2
‘. : _— - - ! ' 1 \ = - e s i —————— .
| LETS SEEWHAT |\ | OKAY,,
YOU'VE LEARNED | LETMERQINT Crwf
ABOUT RIGGING: |~ OUT A FEW.
Yeur ] | MISTAKES
PARAGHLITE  ~ 1 YOU MARE '/"f“\
b O N
FS i i TS
| o]} J
X U e
l = ) (,JE( ,4//; 3
- =] e
[ T NN g e

Finished pencil on Strathmore plate finished Bristol board.
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with so few lines. He is the ultimate master
drawing simply. When you look at M
Walker’s work, it is important to recogni
what he leaves out. Most young cartooni
have a tendency to overdraw and try to d
the reader with detail. Take a lesson fr
Walker and learn about economy in drawi

ﬂf 3




d gl ®ate #2 shows Mort’s finished pencil draw-  to the finished pencil drawing. He has moved
We. made directly on plate-finished Strath-  the figures closer together and added some
yor = Bristol board. I repeat, there isn’t a  black areas to give contrast, but essentially, it
o ied line or an extra word, yet it’s all there  is the same drawing.
¢ s very solid. There is hardly any change He pencils an entire week of strips in one
¢ action from the sketch on typing paper  day.

L =75 SEE WHAT OKAY,
o Ve LEARNED Clanh LET ME POINT X
rt B SBOUT RIGEING =, | OUT A FEW
YOLR MISTAKES
PERACHUTE You MADE

@198 KNG FEATURES SYNDICATE

Finished strip— Gillott’s #170 pen.

= inks the week’s strips in one day with a ‘It is important to create sympathy for your
ilott’s #170 pen. character, so have your character get hit over
Mort Walker passes on this bit of advice: the head at least once a week.”

DIK BROWNE and BILL HOEST

“he two strips, “‘HAGAR THE HOR- spotting of the blacks. Notice, also, how

erg®=LE” by Dik Browne, and “AGATHA simply they have established the outdoor scene

Aor=* UMM by Bill Hoest, are good examples of the action.

: 20w to sell a,gag simply and effectively. Generally, the gag strip shows the characters

nist etice how both of these great cartoonists use  from left to right in an even line. It is the story
. white areas. Then notice how they lead you strip that seeks unique composition and dra-

ros = box to box with their carefully-planned matic angles to sell the story.

ing

You HOW DID You KNOW I
DARLING /| | WANTED A TOASTER ¢

’

= ~AVE A PRESENT
FOR

nc 1978 World rights reserved

S

)

Fealures Synd

_» =ihe HAGAR strip, the “‘gimmick’ isthat by placing it in the middle of box #2, where it is
<SWek Hagar is presenting to his wife. Notice the center of attention.
3 sffectively Dik Browne isolated the stick
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The AGATHA CRUMM strip is a conversa-
tion gag. There are no props to build around.
The characters must carry the ball verbally.

BUD BLAKE |

U OH, | REMEMBER U
THE GOOP TIMES, C.F
ﬁ o

[ THINK THEY FELL
ON A TUESDAY.

Notice the tiny figures jogging and feeding
the pigeons. Bill Hoest obviously has fun
drawing.

7N o
FeR @M INTO

-4 |,‘:ﬁ—."
€ LR
s o

Bud says:
““The first thing I do is make several tiny
thumbnail sketches on the edge of the pad for
arrangement, etc. I then make a carefully de-
tailed pencil drawing on tissue. I draw on both
sides of the tissue to try to get a fresh look at

the pencil and better the drawing and anima-
tion. The pencils are put on the light box and
redrawn with HB Venus pencils on a 3-ply
Strathmore board, then inked and lettered ™
with Gillott’s #170 pen point.”’

SVZY CHEWEDR
HER GUM INTO
HER HAIR

WHATS THE
VELAY 7

If you compare Bud Blake’s pencil sketch to
his inked drawing, you can see nothing was left
to chance. Everything in that inked strip was
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planned and worked out carefully in the pen
stage, right down to the pebbles on the
ground. You would have no problems inking



e strip yourself. That’s the way your pencil
w=xch should look.

After your strip is completed in pencil, look
1 awer carefully before you ink it. Ask yourself
@ you’ve sold the gag the best way. Can you
~morove the wording of the balloons? It’s hard
" change ink, so be sure everything is just the

way you want it before you pick up your pen.
I can’t impress upon you enough the
importance of keeping your drawing simple.
Bud Blake offers this advice:
““A lot of what the cartoonist gets paid for is
knowing what to leave out. And 80% of his fee
is just for knowing how.”’

BEN UMY BACK GROUND

ik Browne, Bill Hoest, Bud Blake and I go
~wrough approximately the same process in
senciling. We all make a series of thumbnail
“w=iches to interpret the gag; then we make a
areful, complete pencil drawing on tissue
saper. They, however, go to the light box and
‘race the drawing on the finished board in
@encil, then ink it.

I eliminate this step by placing a clean piece
¢ 2-ply Strathmore board over my final pencil
we=ich and inking directly with a Rapidograph
2en. | later use a brush and ink to fill in the

» Siack areas.

Let’s look at my pencil drawing, and I will
wsow you how I arrive at some conclusions.
Sox #1: Since both characters are blonde, I

B800MER

MY MOTHER

0ID IT To ME
WHEN L was
VERY YOUNG.
N

Iﬂeﬁaﬁ{

7
g CEEHC OV B e

Slg ALways %
_(waen A giRu!
. 43t

plan to put some tone behind their heads to
bring them out. I will use commercial Ben Day
paper, which can be purchased at any good art
supply store. It is merely pasted on and cut out
with a razor blade.

Box #2: Since I have already shown a close-up
of the characters, I felt I could get some
‘“‘color’’ and action into a ‘‘talk’’ gag by sil-
houetting the figures. It breaks up the monot-
ony of watching two people just talking. By
eliminating the lines around the panel and
opening the strip, it calls attention to it on the
comic page.

Box #3: I sat Arnold down to deliver the gag,
because he’s ‘‘putting himself down.’’ Also,
by sitting him down, I give the standing char-
acter a chance to react to the gag line.

Sle ALWAYS
How? WANTED A GIRL!
COME ? "
> (P 0

Aq bLBI(Y

BN RY WALL
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If you compare my pencil drawing to my
final ink drawing, you can see there is hardly
any change. Everything was solved in the
pencil sketch, and the inking went very fast.

By now I hope you have gotten a message.
The more time and care you spend penciling
your strip, the better the result will be. It is
hard work. No professional cartoonist ever

said it was easy. By constantly simplifying
drawing, a good cartoonist makes it look eas

They say that selling a comic strip in toda
market is partially luck. But rememb
chance favors the prepared. The best and t
funniest idea is yet to be written, and the gre
est comic strip is yet to be drawn.

Mel Casson

Mel’s strong sense of design, along with his
keen sense of humor, has made ‘‘Boomer’’ the
popular strip it is today. Commercial applica-
tion of his work can be found everwhere, from

many phases of advertising art to children’s
books. Mel’s work has had a profound in-
fluence on many other artists working today
and his expertise on cartoon art is certainly a
welcome addition to this book.
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