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Dedicated to John Buscema, the Michelangelo of the comics.
Stan Lee

Dedicated to Stan Lee, who knows talent when he sees il.
John Buscema

Oh well, you win some, you lose some!
Stan

But sariously, folks—

Dedicated to every wide-ayed guy or gal who has ever held a pencil,
pen, or crayon and dreamed of telling fantastic storles through pictures;
to everyone who's ever thrilled to the sight of a dazzling drawing and
longed to be able to copy it, or better still, to create an originall

In short, to everyone and anyone who's ever wanted to be—a comic-

book artist! You're our kind of people. We know just how you feel. You
g8, wa've bean there ourselvas!
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PREFACE

I've baen planning to write this book for years, but it took Big John Buscema to
light the fire and get the whola thing started. Here's how it happened.

You know how it is. You intend to paint the barn, or mow the lawn, tidy up your
room, or write a book=but you keep putting it off because there are a zillion other
things you'd rathaer do. Well, that’s the way it was with me. I've spent 20 many
years as editor, art director and writer of 80 many superhero yarns that | just
couldn't bring mysealf to write the one book that | knew would have to be written
sooner of later—the one book that Marvel fans everywhere always ask for when-
ever | deliver one of my lilting little lectures on some campus or other. Namely,
the book you'ré now so gratefully grasping in your pencil-amudged little paws.

Why has it been so sagerly requested? Simple. You see, while there's a veritable
plathora of “How to Draw” manuals gallantly glorifying any bookseller's shelves,
up to now theres been no book available to tell a budding young Buscema, or
Kirby, Colan or Kane how to draw comicbook superheroes, and—most importantly
—how to do it in the mildly magnificent Marvel style. Yep, | knew I'd have 1o write
it somaday, and it all came together when Big John organized his comicbook
workshop.

Early in '75 Johnny told me he was going to teach a course in drawing for the
comics. My curiosity aroused, | visited one of his classes and was absolutely
amazed at the quality and depth of his instruction. You know how rare it is to find
the foremost person in some field who can actually teach as well as perform.

Well, take it from me, | had certainly found him that day—and | was doubly
fortunate in thal he was a longtime friend as well as a co-worker at Marvel Comics.

After viewing the success of his popular art course, | finally told Johnny that | felt
it was a shame only a comparative handful of students could learn what he had to
teach about comicbook artwork—a shame that so few were able to sit at the feet



of the master. Then | planted the seed. If he wera to illustrate a book on the
subject, he could reach thousands of aspiring artists all at the same time.
Cbviously, no one book can substitute for an entire art course, but at least we'd
be able to présent a broad overview, illustrating the most important elements of
style, drama, and design that go into the making of a Marvel superhero feature,

Without looking up from his drawing board, he mumbled his usual monosyllabic
grunt, which long years of friendship had taught me {0 interpret as a note of
assent. Spurred on by his display of unbridled enthusiasm, | knew the project
could be delayed no longer. John Buscema would organize, prepare, and
{lustrate our book—based on the highly successiul course he teaches in his own
workshop—and | would do the writing and sneakily steal a disproportionate share
of the credit, as is my wont. 30, here we arel

Okay, | won't keep you from the good stuff any longer. Just remember one thing.
The pages that follow were created to give you an informed insight into the way
the most popular comicbook superhero strips are designed and illustrated.
They'll bring you as many artistic tips, tricks, secrets, and suggestions as
possible. They'll show you what we strive for in doing our drawings, and how we
go about achieving our unigue objectives in art and design. We've tried to
condense our own long years of training, toil, and experience into this one valiant
little volume, And, in return, all we ask of you is—

Don't tell our competition what you've learned!

Excalsior!

Stan Leea
Mow York 1977






THE TOOLS-
AND THE TALK- OF THE TRADE!

Since very few of us draw with just our fingernails, let's start
off with what you'll need. Then we've got to make sure we're
all speaking the same language. This part's the easiest,




Here we go! On these two pages you'll find just about everything
you'll need to get you started. One of the nice things about being a
comicbook artist is the fact that your equipment is no big deal.
Let's just give the various items a fast once-over . ..

Pancil. Some artists prefar a soft lead, soma
lika the finer hard lead, It's up o you.

Pan. A simple drawing pen with a thin paint,
far inking and bordering.

Brugh. Alzo for inking. A sable hair 23 is your
best bat,

Erasara. One art gum and

ang §maoth kneaded eraser
India ink. Any good brand of =which is cleaner o use.
black india ink iz okay,

White opaquing paint.
Invaluable for covering

Brrors in inking.

A glags jar. This holds the
water for cleaning your
brushes.

Pushpins. Handy for keaping your
Mlustraticn Papar Iroemi slipping
off the drawing board.

Triangle. A must for drawing right
anglas and working in
perspactiva.




Hiustration papar. We use 2-ply
Bristel board, larga enough to
accommodate arbwork 10° x 15°.

Drawing board. This can be a
drawing table or merely a flat
board which you hold on your lap.
Either way, you always need
gome such thing upen which to
rest your sheat of lllustration

paper.

draw ong for you.

ink compass. Wall, how alze are you
gonna draw clrcles? While you're at it,
you might as wall gat a pencil compass,
too—even though Johnny forgot to

T square. Invaluable for drawing
borders and keaping linas parallal,

Ruler. For everyone who says “'|
can'l draw a straight line withoul
a ruler.” Mow you've no axcuse!

Rag. This plain ol' hunk of any kind of
cloth s used to wipe your pen points,
brushes, and whatever, The sloppler

vou are, the mora you'll need it.

Of coursa, there are some things we omitted, like a chair to sit on
and a light so that you can see what you're doing in casa you work
in the dark. Also, it's a good idea to have a room to work in—
otherwise your pages can get all messy in the rain. But we figuraed
you'd know all this, :

And now, onward|
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WE AIN'T GOT

& CAEANCES
THEY'RE ALL
A FSENE Us)

AMOTHING, SUE
==THE JHIP CAN
M THER 1T

Movin' right along, we now
introduce you o one of
Marvel's many widely heralded
close-ups, so called because
the “camera” (maaning the
reader's eye) has moved in
aboul as close as possible,

I'VE BEEN
TAUGHT Br
EXDERTE S

This type of panal, in which
the reader's view of the scena

iz from farther away, enabling
him 1o see the figures from
head to loe,is called a
medium shol.

And here we have a long shot. In fact, since it
shows such an extreme wide-angle scene, you

might even call it a panoramic long shot
without anyone getting angry at you.
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- BUT A5 FAR A%
£ KNOW, HE'S
SAFELY
BEHING

nﬁgzgw .
] M. ¥ E
SEFoRE. o

When you're up above the scene,
looking down at it, as in this panal,
what elsa could you possibly call it
but a bird's-eye view?

On the other hand, when you're
below the scene of action, as in
this panel, whera your eye-level is
somewhere near Spidey's heel,
we're inclined to refertoitas a
WOTrm's-aya view.

A drawing in which the details are
obacured by solid black (or any
other single tone or color) is called
a silhoueatie. And now that we agree
upon the language, let's get back
to drawing the pictures . ..







THE SECRETS OF- FORM!
MAKING AN OBJECT LOOK REAL.

Anyone, even you or |, can draw some sort of circle or square. But how do
we make it look like the real thing? How do we make a reader feel as if he
can just reach out and touch it? How do we stop it from just lying there,

flat and one-dimensional, on the page? How do we give it length (pretty
easy), width (not hard), and depth (this is the tough cng)? In short, how do
we give it the proper form?

Now that we've bothered to ask, let's see how Big John can help us find
the answers . . .
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Here we see a simple handgun, without which there could hardly be any
comicbooks, or TV action shows, or movies. And, if you ever want to
draw a'Western strip, you'd better take particular note of the fact that
the barrel is really a simple cylinder, the bullet chamber is a cylinder
encased in a cube, and the butt is based upon the basic shape of a
cube. Obviously, the outer shape is modified and altered to suit the
dasire of the artist and tha purpose of tha drawing, but tha thing to
remember is the actual sphere-cube-cylinder construction beneath

a drawing.

Now let's consider the automobile. Notice how there's a
large cube rapresenting the shape of the body, with a
smaller cube denoting the window and roof area. As for
the wheals—aylindars, of coursa.
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The plana is equally easy. As you can
saea, it's composed of a number of simple
cylindars.

Tha purposa of this little exercisa Is to train you to “think through" the
objects you see, the objects you want to draw, Don't just see them as they
are, but rather see them as made up of any combination of our threa basic

shapes. "Sphere, cube, and cylinder" may be the most important words we
can teach you—next to Make Mine Marvel, of course!



As promised, let's see how what we've learned relates to
the human figure. In this quick sketch of Daredevil,
s notice he has cubes for a rib cage and hip area, while
; cylinders form the basic construction of his arms and
legs. Even the little band around his thigh follows the
form of a cylinder.
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The same goas for faces. This ona is
also based upon a cylinder—which has
been cut off at the sides.




NOW, LET'S GET A LITTLE HEAVIER.,
USE COME EMBELLISHMENT, AND e e e
WY WE #Fﬁ:ﬁmmffm TONES) TO
REINFORCE THE FEELING OF DIMENSION.

OKAY, OKAY! IT'S TIME TO START PUTTING
IT ALL TOGETHER IN A PICTURE. S0 WHAT'RE
YOU WAITING FORT TURN THE PAGE,

O POTENTIAL PRODUCER OF Ic

PICTURE PANELS!




Below, on the left side of the page, you'll see two typical panels done in the
Marvel style. Next to them, on the right, we've attempted to demonstrata
what we've been saying for the past few pages. The top drawing is obviously
composed of a sphere, plus a number of eylinders, with a cube on tha
bottom. The other panel depicts a lying car which, despite its unique and
oddball shape, is nevertheless still based on our good ol’ cube, somewhat
modified to be sure,

The important thing about all this is to train you to think in térma of apheres,
cubes, and cylinders whenever you see or draw any object. Once it becomes
a habit with you, you'll find your drawings will begin to assume the propar
form which seems 1o make them come alive,




Here's more of the same, just o0 make sure we've left nothing out.

And now, gel your ruler,
T square, and triangle
ready, "causa il's fimea
for—






THE POWER OF - PERSPECTIVE!

Just as FORM is all-important in making an object look real, so is
PERSPECTIVE vitally necessary in making a scene look accurate—in
making things appear to be correctly placed in the foreground,
background, and all the places in between.

It isn't an easy subject, but you've got to master it in order to draw a comic
strip—and we promise to make it as simple and as clear as we can, (And,

if it's any consolation, it's just as tough for us to explain as it is for you
to learn!)

So, since we're all in this thing together, let's go!




Az usual, we'll study the pix on the page opposite. And thiz time thera
are two new words you've got to make a part of your conscious and
subconscious vocabulary. The words are HORIZONM LIME.

Basically, the horizon line simply represents the viewer's eye level—
that is, the spot in the picture where your own eyes would be if you were
there observing the scene.

Let's start with soma little examples. Notica the cube on the first line of
drawings (A). If you take it and turn it so that we're looking at it head-on
(B}, you'll zea that the two side lines on top seem to be coming together,
the way train tracks appear to come together as they recede farther

into the distance. Okay then, let’s continue drawing those two lines until
thay meat (C). The point at which they meat iz the natural horizon line,
and Is consequently our own eye level, This is called ONE-POINT
FERSPECTIVE because the perspective lines converge upon the one
single point.

However, if we turn the cube and then follow the convearging lines to
their uitimate meeting place, we get a TWO-POINT PERSPECTIVE (D)—
and I'm not gonna insult your intelligence by telling vou why wa've
changed its name! Incidentally, you'll notice that the cube is below the
horizon line and therefore below your own eye level.

In figure (E) we've merely redrawn the cube exactly at your eya lavel,
while in figure (F) we've drawn it a third way, showing how to put it
above eye level.

Study it awhile. It's not as complicated as it may sound, honest!






Here, just because Johnny hates to let his ruler go to waste, he's given you a
couple more examples showing how the principles of perspective apply to
any street scene.

In this first drawing, despite the size of the scena
and the number of buildings, you'll notice that
everything converges towards one point; thaerefore
it's a ONE-POINT PERSPECTIVE.

_‘\_"-\. -\-"‘"--,_\_‘_\_-_\__\- I l l L 2
o 4 F == 5 ﬂ"'-- o "/
i} e
Ty "'f;;u'—f : You can guess what we're about to tall you
W, L about this drawing. The perspective lines are
- converging to two different points (along the

same horizan line, of course). Therefore, we
have an undeniabla example of=TA DAAAA—
a TWO-PDINT PERSPECTIVE. And thera's
more to come . . .




CONTAINING THREE-

THE THREE VANISHING POINTST
QOPS, WE FORGOT TO MENTION--
THE POINT AT WHICH THE CON-
VERGING LINES COME TOGETHER

SPIPER-MAN HATH FORGOTTEN
s B T
THE HORIZON ! “T?'IH

8
3

A
HE THIRD OME [N THIS LOWE
PANEL H FALL BELOW THE
HORIZOM IN AN EQUALLY ARBI-
TRARY MANNER. S0 BE IT!

WELL, IT HAD
TO HAPPEM. THESE
TWO PICS OFFER You
EXAMPLES OF SCENES

r
E. CAN YOU FIND

AND FINALLY MEET IS CALLED,
NATURALLY ENOUGH,THE
YANISHING POINT. BETTER

LATE THAN NEVER.!







@ Let's say you want to draw the Inside of a room. Sounds simple,
huh? But what about the furniture? You want it to look natural, to
look as if it belongs, and most important of all, to look as if some of
tha pieces aren't floating in space. They have to seem accurate
and realistic in relation to aach other. Wall, that's what perspective
is all about.

@ In the two illustrations on the facing page, notice how John makes
use of his eya level (horizon line) and his vanishing points in order
to have everything in the correct perspective. No matter where the
viewer's eye lavel may be, everything falls into place pleasingly
because the perspective is correct,

@ And, did you notice the way the chair at the bottom of the lower
pic is angled (turned) differently than the other pleces of lurniture,
so that it goes to difterent vanishing points? This gives us a third
and fourth vanishing point on the same horizon line.

@ If it seems awfully complicated to you, don't worry. Johnny had to
explain it to me about a half-dozen times—and |I'm still wrestling
with most of it! Anyway, let's go to the next page and tackle a
problem or two . . .



Okay. First we'll consider some explanatory diagrams, then we'll see how they apply

to pictures we might use in our magazinas.

One of the main purposes of our study of perspective is to allow us to tilt objects, o
twist them around and turn them without making them seem distorted or incorrect.
These diagrams demonstrate how it's done In the very simplest way. So, herewe go ...

T _'."u-ﬂ:"_""'
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We all know that a parfect elrele will fit perfectly
within a parfect square,

But, if wa change the angle (the position) of the
squara, then see how the circle must change also.
Sea how it becomes an aval.

Mow then, if we draw a cube (bwo squares In
perspective, side-by-side), and then draw two
ovals within the squares, and connect the ovals,
wa end up with a wheal—drawn in parspective.

Just thought you'd like to ses how to e f'
divide a square shape in two—in the “‘\\ /

proper perspective. Simply draw
straight lines from comer to comer, as
shown. The exact center point is where
the two lines meet. Once you've found
your perfect center point—in
parspective—you know where to do

the dividing.




— Py Suppose you want to divide a wall Into five equal
T paris, but to complicate the process the wall is

FER= — drawn In perspective (with lines convernging
F » towards a distant vanishing point). You marely
el usa the same procedune wa demonstrated in
P B axample 2 above—mark off five aqual divislona
N == S on the side of the wall and then draw a stralght line
- from comer 1o comer,
-
i
s |
— | .iﬂ"]
_ - . =+ Your points of division will be found exactly where
the lines cross,
il :
~ %

| | Erase the criginal guide lines, and you end up with
your five equal vertical divisions, all in the correct

i | perspeclive.

Now then, we just know thal yvou'vi bean
waliting all your life for a chance to draw a
checkarboard floor in perspective. Hare's
how.

=Draw your basle square shape, at any
angle you wish,

={n a line parallel to the bottom of tha
drawing, mark off as many SgUares as you
wish, equally divided.

=From those points, now draw lines
extending towards the vanishing paint.

=Add your diagonal line, and whara it
crosses the lines you've originally drawn,
you have your exact division points for

perfect squares in perspective.

Since you've been such a good sport about tha dull stull, now lat's go 1o the naxi page
and sea what bearing all this has on some zingy comicbook drawings. . .



Mow, whean we mantion that this
drawing is based on THREE-POINT
PERSPECTIVE, you'll know whal we
rmean, won't vou? Also, it's a WORM'S-
EYE VIEW, right? Right!

Here's a simple ONE-POINT

PERGPECTIVE, just a bit
batow eye level. The eye

level Is really the bottom of

the car's wheals, becausa

that's whera your eye would

ba if you were actually on
the scene, See how it all
begins to come togather?

By now wa don't avan have
to tall you that this is
obviously a THREE-POINT
PERSPECTIVE bird's-eye
wiar=—but wa'll just mention
it anyway because wa nead
the exarcisal
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LET'S STUDY- THE FIGURE!

This is it, gang| This is what you've been walting for! The
praceding sections gave the basics you need=the cereals

and vegetables. But here's where you get to the main course
=and the dazzling desserls!
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The main purpose of this illo (we'll save
our publisher a fortune in typesetting by
not spelling out the whole word
“illustration"!| Hope he appreciates it) is
to show the difference between the way
we might draw a normal, nice-looking
male and a heroically proportioned
suparhero,

Mote that the superhero is larger,
with broader shoulders, mora
muscular arms and legs, a heavier
chest, and even a more imprassive
stance. There's nothing weak-
looking about the fella next to
Captain America, but a superhero
simply has to look more impressive,
more dramatic, more imposing than
an average guy.

Perhaps the most important single
paint to remember is that you
should always slightly exaggerate
the heroic qualities of your hero,
and attempt to ignore or omit any
negalive, undramatic qualities,

But, what about the villaina? Glad
you asked. Next page, pleasa ...



Wouldja believe that virtually the same rules apply to the villains
as to the heroes? (When it comes to drawing them, at any ratel)

On this page wa've prasented two shots of the dramatically
demanical Dr. Doom. The one on 1op is a somawhat ordinary,
pedestrian rendering of our Lord of Latveria, as any average,
catchpenny non-Marvel artist might interpret him, The one
below is dazzlin' Do drawn in the dynamic Marvel siyle.

See the difference? Well, just 1o play safe, lel’s go over some
of the finer paints.

While there’s nothing
basically wrong with
the top figura, you
can sea that the one

and legs are heavier,
more imposing. His
feat are planted
farthar apart, giving
more waight and [
majesty to his stance. / { /

His tunic is flaring & /

bit, dencting a ﬂlinﬁf\\__ 4 k -
of action even thowgh -

the character is

standing still. His

chest is larger,
bulkier, and his hands

are bigger and more The differences are somewhat subtle—but the one

f
powarful, above is the way Marvel would do it It's important, -
that you train your eve to cateh thesa elusiva bul i
1. aazantial varialions, They can spall the diference =

babwean great artwork and adequate artwork.
And we never wanna think of any Marvelite as
being less than great!



Maturally, there are exceplions to every
rule. Even though we told you that the
average superhero is eight-and-three-
quarters heads high, you can runinto a
cuddly character like The Thing who
might be only six heads high. But then,
you wouldn't want him Lo look like Mr.
Fantastic, would you? (I just thought of
something. For all you semantics
students, heré's something to mull dver.
The phrase “average superhero™ just
has to be a non sequitur, right? Funny,
the things that pop into your head when
you're pounding the keyboard!)

One thing you must always L. f[ =
remember. (Because there : §
may be a test!) Learn the ' f f

rules we give you. Make them 7 | . =
part of your permanent /” J '
memary bank, but always be A W /

flexible. Sometimes you'll want _-""" I ' \

to stretch the rules a bit. The o ER Q/J i —

key point is this—you can only 1 |'
bend the rules successiully : /
after you'va learnad them

perfectly. N / -— - - .--"'r



Just for fun, wa thought we'd loss
in The Kingpin also, to show you
how to handle a character who's
barely five heads high. The trick is
to make him squat without making
him look like a pantywaist. The
larger you make the haad in pro-
portion to the body, the heavier and
more bulky the character will seem.

And now that we've —— LY
studied the figure— { / N\,







LET'S DRAW THE FIGURE!

This part is dynamite! So¢ let's not waste a second—!




Lock, the first thing a fledgling artist needs is self-confidence.
And here's the way to get it!

'Most anyone can draw a stick figure. (Even Irving Forbush!)
They're simple, they're fun, and most important of all, they're
the easiest way for you to get the action and the position you
want for your charactar.

Don't try to do a complete drawing all at once. Spend all the
time you can doodling with stick figures. Stay with them for
hours, days, weeks if you feel like it, until they become
second nature to you—until you can create virtually any pose
you can think of.




Then, as you get more and more facile with
your stick figuras, you can start “flaghing
them out," as we show you on the next page...




Motice how you can add ovals for the rib cage and the
hips. Then, for the arms and legs, you can start building

the figure by adding cylinders.
A &
'-»._/1/,-/ For example, say you want to draw Iron Man
G in a crouch, about to spring at some malicious
( 1 miscreant. First you get the proper position
/' " e N = for him by means of a simple stick figure.
— ﬁ
— # - |I.
/ €
w \ j‘
! =~ Then you bulld his body (flash it out) by adding
\ £ cylinders. Note: Always “draw through" the figure,
) That is, even if some portion of the body will be
- . \ hidden by an arm or a leg, draw it through anyway.
= \ \ You can eliminate it later when you add the limb
_H . b )y which'll conceal it, but by drawing through, you
P e e AL, .,_'*ﬁ_“ make cartain you've got evary part of the anatomy
& - v o »F' %\ Positioned inthe right place.
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e . |-' )
, Ao
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Finally, having finished fleshing out the figure, you
erasa the construction lines which have been
drawn through and get a result somewhat like this
final figure of ol' Shell-head. (That is, you'll get it
If you practice as long as Johnny did!)



Hera, on this page, the same thing
) holds true for Spidey. We decide
e the pose wa'd like to draw and start
; o stick-figuring it. Notice the way his
. “—=**|eft knee is bending towards you?
That's called “foreshortening.” It's
done a lot in comicbook artwork,

A
2t e

And here's where we = J- Rl -
gtart fleshing him out | 3 S
again. Just add those g /

clever little cylinders as Y J ’

you go. Sea why we o Fﬂ_,.—-""' =

stressed them /ﬂ«_‘_‘ \ '
earlier on?

We don’t want to pretend that the
fleshing-out process is as easy as
wa've made it look here. It isn't. But
the more you work at this, the easier
it'll become. The important thing is
to train your eye until the lines
almost begin to take shape in your
imagination before you start putting
them down on the paper.



MNow then, for those of y ﬁ = =

you who've mastered the A 'f{' h
cubes and its cousins, X% 1:/’ L b |
and for those who really -

understand the construc- . r i S

tion of the human figure, - f,' - = RS
there's ancther approach -~ . TR =
to forming the body. It's \ B s ¢

as basic and obvious as " o o

the simple process of— T
scribbling! So, if you're a
more advanced student, » _— T
you may get a kick out . =
of this . ... iy

Mever undarastimate the im-
portance of scribbling. After
you've started with your stick
figure, build It up by scribbling
—as in the drawings on this
page. As John explains it, it's
like being a sculptor and
building a figure with clay.
You just keep adding these
loose little lines until the
figure starts taking shape.

Another important thing about
scribbling is that it helps you
to loosen up and get a feeling
of movement and action. Do
your scribbling lightly, and try
to train your eye to spot the
lines that are correct and to
reject the ones that aren’t.
Then, as you continue to mold
the figure with your pencil, you
emphasize the important lines
and eventually lose the others.




As you can see, the same
technique applies for any
pose, any mood, and any
person, male or female, young
or old, Can you now sasily
racognize the progress of the
sketches? Can you see how
wa start with a primitive stick
figure and continua to scribble
over it, thinking in terms of
imaginary cylinders, until we
end up with the pose we want?

MNever naver let yoursalf
forget—you always build
your drawing, starting
with a loose sketch and
fleshing it out. It's the
professional way, the
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THE NAME OF THE GAME IS- ACTION!

Action! A Marvel specialty! A Marvel Trademark! Sharpen
your pencil, pilgrim—here’s where we separale the men
from the boysl!
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Now let's study some figures in motion and see which we like and
which we don't—and why.

Figures 1 and 1A are both rough sketches of somebody running.
But notice how much faster, how much more dramatically, how
much more haroically figure 1A is moving. See how his center line
has mora swing to it, impeiling him forward with force and
urgency.



Same thing goes for figures 2 and 2A. Both depict a character
reacting to a punch in the jaw. While 2 is a perfectly clear, under-
standable sketch, it simply isn't done in the Marvel style, It doesn’l
have the vitality, the movement, the sharply curved center line of
2A, See how much looger 2A is—see how the legs are bent and
thrusting backwards as the arms jut forward. See how the head
follows the center line, completing a graceful, fluid curve. Now
that's Marvel!



Even when characters are just standing, the same rules apply. Notice
the figures on the facing page ...

In each case, the smaller figure is okay. But just okay. Not particularly
dramatic, not overly heroic, and ceriainly not very Interesting.

Now then, see how the larger figures, which illusirate the same poses,
have more drama to them, more hergism, and far more interest,

The variations may not seem to be major, and yet as simple a device as
thrusting the head farther forward, or spreading the legs farther apart,
can maka all the difference in the world. Basically, the smaller figures

are perfectly adeguate drawings; but the larger ones are Marvel-siyle
drawings!

On the two following pages (68 and 69) you'll
find a number of other action sketchas which
are all pure Marvel. Study them carefully and
try to duplicate them. They're simple, loose,
free-and-easy, and—although each was done
with just a few sketchy lines—they're all
excallent examples of how to gat that Marval
feeling in even the simplest of drawings.
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FORESHORTENING!
THE KNACK OF DRAWING THE FIGURE
IN PERSPECTIVE!

This chapter's a short one— but it's vitally important. Take your time with it
and make sure you thoroughly understand all the main points. Without a
knowledge of foreshortening, all your figures could end up looking like
they were drawn on pyramids by the ancient Egyptians!
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I MUST CONTINUE
GOADING HIM--
MAKE HIM FEEL

Al
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DRAWING THE HUMAN HEAD!

Or even the inhuman head— we're not prejudiced!




Most everyone can draw faces and heads of some sort—even if the
head is just a simpla circle with two dots for ayes and a straight line for
the mouth, (Sometimes if you omit the nose in such a sketch no one will
aven miss itl)

Howewver, the time hath come for us to study heads drawn in the
Marvel manner, And, since we have to begin somewhere, let's examine
the sketches on these pages.

Motice that the head drawn in profile should generally fit into a square
{as shown), with the nose and part of the chin protruding.

Also note that the eyes usually come midway in the skull, betwean the
top of the dome and the bottom of the chin.

If you divida the skull into four aven quartars, from top to bottam, tha
nose will usually be in the second quarter up from the chin—with the
ears falling in about the same leveal.

As you can also see, in the full view the head isn't a perfect oval because
the jaw has a slope which makes the bottom of the skull considerably
narrower than the top.



Kaep these drawings which depict the skull in different angles, and
use them as guides for the exercises that follow. Once you're familiar

with this underlying construction you'll be able to tackle practically any
type of head imaginable. If you'ra still not convinced, let's go to the

next page. ..



For starters, let's draw a typical hero-type head. Since everything is easier
when you've got a few rules to follow, here are some tips you ought to

remember:

The head is generally five eyes wide.
Thara iz one aye's distance batweaen tha two ayes.

To determine the width of the mouth, draw an equilateral triangle,
starting at the top (bridge) of the nose. The triangle goes down,
teuching the nostrils at the cutside of the nose, right? Of course
Wall, the width of the mouth is determined by whers the two lines
cross the mouth line! The same shorteut applies to the ehin.

Eimply start your trlangle underneath the nose, through the lower
lip {where it starts to turn up) and, when it touches the bottom of
the head—Eurekal That's the width of the chin!

Al this stage, keep your faces simple. Nolice there are no axtra
lings in tha forehead or around the nosa or chin.

Esep the nose somewhat small and make the chin strong and firm,
Give the halr body and thickness. Don't just let it lle flal on tha head.

Keep the mouth simple. Nolice the curve of the upper lip—and just
a small simple line for tha lower lip.




There are, of course, thousands of variations on these little rules. However,
remembering these basic principles will make it easier to draw the many
different types of faces that awaitus . ..
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As you can sea, thare ara many
different types of good-looking
males, be they human, amphiblan,
or whatever, However, the
important point to remember is=it
you generally follow the rules we'va
given you, you'll be able to make
any character heroic-looking, no
makter what his origin or his facial

expression.
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Drawing the good guy is, as you can probably tell, a scmewhat
formularized task. But drawing the bad guy—ah, thatl's where the fun
is! That's where you can let your imagination run riot and really do
vour thing!

As you know, your average vile and vicious villain comes in all sizes,
shapes, and categories. So, when creating his head, you can use any
shape that grabs you—square, round, wide, narrow, pear-shaped,
whatever. Of course, you have to be sure that hiz looks complamant his
character and personality. The types of villains available to you are
virtually limitless. There are the strong ones, the sly ones, the nutty
ones, the paranold ones, the ruthless ones, the grotesque ones, the
deceplive ones, the alien ones, and too many others for us to mention
since we have to pay for our own lypawriter ribbons!

50, if you'll courageously turn the page, we'll give you a selection of
sample types, with vanous different head sizes and haad shapes. You
pays your money and you takes your cholce!
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MNow we come to almost everybody's favorite part=drawing the face of a

pretty girl—and few people are as well-qualified as Big John himself to give
you all the info you need. Not only is John one of the all-time greats in the
field of superharo strips, but he also is almost without peer when it comes

to portraying beautiful females. And, if you need any further proof, read on...

NOTE: We're going to devole quile a bit of space to this section, because

the semblance of a beautiful hercine Is usually more difficult to produce

than a drawing of a hero.

As usual, let's start with five basic steps—the profile first:

Flace aye and nosa. Notice how the nosa

lilts out and up from the skull—and is rather

short. Using a soll curved line, place the

cheek from the ear to the front of the skull,

mmu between bottom of nose and bottom
n.

Draw the head within an imaginary squars,
Iscating the eye line halfway down the faces.



Place the mouth well forward from the skull,
MNote that the lower lip is fuller than the
upper lip, while the upper lip juts out farther
forward. Sea tho angle lina John draw to
show the extension of lips in relation to nosa
and chin?

-
N, 1\‘[,_ '

Motice that the forehead s always rounded
and never flat. Keep the eyelashes a solid
mass—don't try to draw sach little lash, And,
as avar, keep the hair full and flufty, not flat
on the damsal's dome.

Place the eyebrow, but not too low—and
employ a graceful curve. Bring chin forward
and find propar positioning of noatril by
drawing a straight line from mouth to eye
lina,




Tell you what, We'll operate on the honor system. John and | will take your
word for the fact that you've been faithfully practicing drawing the female
profile, We'll assumea that you've got it down pat now and are réady to tackle

the front-view drawing. See how we trust you?

Thig time, just so you don't take things too much for granted, we'll hit you
with a total of six steps. But don't worry about it . . . they're each adorable!

/ f

Draw a well-proportioned egg shape.
(See? Told you not to worry!)

Draw an agquilateral triangle (all the sides
being exactly the same length, natchl) from
the outside of the eyes to the center line of
the face. Place yvour cheak lines and
indicate the area for the mouth.

Draw the usual eve line, midway on the
skull, remember? A good rute of thumb for
you—ihe haad is five ayas wide.
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About one-third of the way up from the top
of the lip 1o the eye line indicate the nose.
Add graceful eyebrows wall above the eyas,
and sketeh in the ears—one at each side of
the head, praferably.

'Eé;f;



Hera's where the real drawing begins. No shoricut for this, You've got
to really draw the gal's nosa. In the baginning, copy it as bast you can
from the one Johnny has shown here lor you. Always make it a little
narrower than the width of one eye, and make sure that it tills upward.
Find the width of the mouth by drawing lines from the lop of the nose
past the nostrils. The upper and lower lip are positioned by continuing
tha cheelk line through the mouth area,

All that remains Iz to add a head of hair and araze your guidalines.
Motice again that the ayelazhes are a solid mass, and the eyes are
slightly higher at the outside than the inside corners,



MNaturally, being able to draw a head is only part of it. The big thing is to be
able to animate the head, to put interesting expressions on tha face. So, here
we go again.

Tha faces on these pages wera all constructed axactly like the one you've
just been studying. Notice how John is able to change tha expression as
often as he likes simply by making slight alterations in the mouth, tha eyes,
and the eavebrows. Each exprassion is obvious. Each expression iz differant.
And each expression can be mastered by you if you'll merely study them
carefully and follow these few simple tips:

Keep your female faces simple. Use no extra expression lines on the
torehaad, or araund the mouth or nose.

We rapeat, you don't need a lot of lines to show expression, or to change an
expression. Keep it clean and open.

Study your own faca in the mirror. Practice making diffarent expressions
yourself and see what happens to your face whan you do. Most artists are
their own best models—and the only equipment you need s a mirror.

Virtually the same rules apply to male faces as to female faces (regarding
expressions). So study this section carefully, and apply the same formulaa
to the various mala characters ¥you may wish to draw.
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MNever forget—once you learn tha basic rulas,
it"s fum to change them and come up with your
own versions. But you must know the rules
perfectly before you can begin editing or
revising them.



But how about a little variety ? Suppose we
want to draw a more sophisticated type, or an
older woman? Well, that's why wa told you to
learn the rules first, and then have fun editing
them. Hera's what we mean . ..
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Let’s say a story calls for a sophisticated villainess type. Okay, we make the
jawline a bit more angular, and then give the eyebrows more of an arch,
Also, let's ralse the outside corners of the eyes and straighten the nose a bit.
See the difference? Still a great-looking female. Still abiding by all the rules
we gava you. But, with just the slightest little changes, we've made her a
somewhat different type. On the second line we did the same thing to the

gal in profile, to show you how she'd look if you wera standing to tha sida
of her.

By the way, those two swingy earrings which John lightly sketched help to
give the impression of sophistication, aiso. Naturaily, jewelry, clothes,
hairdos, and everything else about a woman (or a man) help to create the
proper look and mood.

Now, for a somewhat older woman, simply round out the jawline a bit, add a
very slight double-chin effect, and with just one curved line under each
eye, sea how you give a feeling of puffiness (hence, additional age). And, as
you can see, her sarrings are smallar and more conventional, also
suggesting maturity.




Just to make sure we haven't missed anything,
lal's give these important points to remember
a final once-over . . . and let’s see what they'd
look like if they happened to be done wrong.

o
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W
DO draw eyelashes as a mass, DON'T try to draw individual
DO tilt the eve upward on ayelashes, DON'T draw aye too
outside,

long and narrow.

Cr)

DON'T draw nose tilted up
too much. DON'T draw
large nostrils.

A

DO draw nose tilted
upward; DO draw amall
nostrils.

<8

DON'T draw bumps on
nosa. (It's always one
simple smooth line.)

2

~

DON'T let eyves droop.
DON'T draw eyebrows as a
simple curve.

L~

DON'T let tip of nosa dip.
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DO learn to draw a mouth with a DON'T try to draw bow lips.
pleasing shape.

: <
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DO abways place upper lip farther DOMN'T put vpper lip foo far
foreard than lewer one. forward, or make it too thin.
DOMN'T make chin too weak,

DON'T draw angular lips.

DON'T make lips too thick.
DON'T lat lower lip jut too far
forward. DONT make chin too
promingnt.

On page 106 we present a series of beautiful-girl heads in different
positions, to allow you to sea how the baauty remains no matter what the
angle. Notice how the nosa is always tilted upward, regardless of the

head's position.

On page 107 we've included females’ heads drawn by different artists,
to enable you to familiarize yourself with differant styles and techniques.






INTO YOUR FLAGSHIP-- THINKING Yo/
WERE THERE /! guumn
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COMPOSITION!

Putting the picture together!




B By W N00] nod G uo0ns S8 Sl SRS OF e PUSY [ arrnesd
peEEg St 1500 o "Ry oS peane o i ancd umn mod aoo o

B A B e SSOESEnd TURD 510 0E i) O sy Sy seae
PO S Y, s peaneys amudicn 51 eurded s eupey TR 00 ROTRN
Tl Lo TreoLaa Sayl LUiea THRIN MEED SSasay B SOooE gy | heErp
i g U i Ag peeses e e ‘sedves sl ssy ‘SRR
EEEEEH:EEEE:E
PoEiednn Su) “utSed e SR ey POOERLID] SRS
00 e BRRE ESaay gfn0y| EREECR [ g unEm FE] S

LR O B B3 LenTen (B0 Bl aelad B0 F0aseE I8 U

wSeE E
O ) BoSur Seduns T SUE TSR O SR SR SRORLS CRE R
e pEpy FEIalE] weng oo (e eled Duoey) s SO S
B I Rl
daay Po—ryuaase] Sors tusows selrsas ol ayrp B loius pos
[PUERSSCN O SRR ] A B PR i sseena Bl ulisap ) St
P65 efic] mea pinous: ol sp ponus son By lussaman
oo oseded SSovon eBEREra 5 85l o oo el Bes g Bspgmapd 33

S0 of 0 S0pe B p—olEap | D TSR] J I TORSDIWos EEE




WHAT DnE HE

AR - BREATHERS!
—1  AS WELLS

LA - L




.......

YEU MUST LET ME" Do AS ¥OU
BATTLE AT YOUR AN,
EIDES MAGNETD,
= fﬁ\ )







ECOGNIZE IT
A W4 EMEE 55




Anather vitally important element of design is the so-called
“camera angle." Obviously you, as the artist, can draw a scena
from whatever angle you desire. You can look at a scene head-on;
you can tilt the "camera” (the viewer's eye) upward, or down, or
sideways, or any way you wish, just as a movie director can
arrange his camera shots 1o suit his own taste.

As you can imagine, some camera angles are more dramatic,
mora interesting than others. It's your job to find the angle that
will make the most of the picture you want to present, and then lo
illustrate it for your reader.

Here are three examples of difierent camera angles depicting
threa different scenes. Let's study them together for a moment.

Dr. Stranga Iz entoring & room. s a

flat, simple, cbvious camera angle. Sama situation, but by changing the
Nothing really dramatic or unusual camera angle ses how the scana has a
about it. sense of urgency, of impending drama.




J. Jonah Jameson yelling at Pater
:‘Iﬁar on the phona, Okay, but kind of

Or. Doom being his usual rolien salf,
It telis the story—nothing more.

Different camora angle. Now he really
saams o ba letting poor Patey have itl

Mew camaera angle, new Dr. Doom—
maore manacing, more compalling,
batter layout!
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DRAW YOUR OWN
COMICBOOK PAGE!

If wa can do it— so ¢an you!







This is where the artist starts building his figures, using the spheres, cubes, and
eylindars we studied earlier. Motice how he will draw through a figure wherever

necessary. And see how the original stick-figure line now becomes his action
center line.




This is it—the “fleshing-out” process, which we discussed in Chapter Five. As you
can see, from spheres, cubes, and cylinders it's not a very big step to the complated
figure—at least not once you've learned how to draw the face, the body, and all the
other things we've been so brilliantly explaining!
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THE COMICBOOK COVER!

Without which you cannot tell a book by!
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THE ART OF INKING!

No matter how beautifully a page may be drawn in pencil, it cannot be
printed in a comicbook unless black india ink is applied to the original
pencil drawing. That means someone has to trace over the initial penciled
artwork with either a paintbrush or drawing pen, transforming each
illustration into a carefully “inked" final product,

However, always remember that an inker is not merely a person who
traces a penciled drawing. The inker has to be an artist himself. (Or
herself. No chauvinists wel) A gifted inker can make mediocre penciling
look great; while a mediocre inker can make great penciling look dull!

Inking is vitally important. The more you know about it, the better. And
here's where we begin.. ..




ey Inking can tend to be tiresome, and it requires
relentless concentration. Therefore, you should
make sure your posture is correct. Whatever you
do, don't slouch over your drawing board. Sit up
straight—slouching will make you weary and
listless.

TIP: The ink in your pen points and brushes will
become hard and stiff if you don't keep them clean.

Always keap a jar of clear water at hand and soak

baoth brushes and pen points when thay're not
inuge,

Even though india ink is more permanent than pencil, don't get uptight

if you make a mistake. You can always paint over your error with opaque
white paint, and—as soon as the paint dries—you can ink right

ovar it.

For ruling lines (which inkers are continually called upon to do) you
can use a ruling pen. No need to dip it into the ink, though. You marely
load a brush with ink, and then run it over the pen until the pen is filled.

Later on, when you feel more adventurous, you can actually rule lines
with your brush. It's far more difficult, but it often pays off becauzse
your finished lines will have more character, more interest. They won't
be as stiff and totally uniform as lines ruled with a pan. Merely hold a
ruler at about a 45-degree angle, and by varying the pressure of your
brush, you can make lines of virftually any thickness.



Your best bet Is 10 become equally facile with both pen and brush. The pen is easiest when
you're just inking black lines, but you'll need a brush for filling in solid black areas. Of course,
yOu can also usa your brush for drawing lines, but it's more difficult than the pan—it requires
greater control on your part, The lines must be clean, sharp, and decisive—not ragged or
scratchy. Still, we suggest you learn 1o use a brush=—learn to virtually draw with your brush
instead of merely tracing the pencil lines. You should feel you're creating them anew with the
brush—feel that you're drawing them—otherwise the finished drawing may seem stiff and lifeless.

Motice the patches of design below. Thay were all done with a Windsor Newton #3 sable hair
brush, Patches 1 through 4 are called "“feathering.” This is when your brush “feathers” a number
of roughly parallel lines. Notice how some strokes go from thin to thick—all done with the same
brush, by merely varying the pressura you place upon the brush. Patches 5 through 8 were done
using the side of the brush. This technique is handy for inking hair on a character's head. In case
you're wondering, 12 was done by dragging the point of a razor blade along the edge of a ruler.

Try duplicating these various strokes and, even better, see how many of your own you can create.

And now, let's take a few typical examples of inking and study them. We'll see if we can tell
what's good about them—and what needs improving . ..
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Here's a well-inked panel, shown the size it was originally worked on,
and then reduced to the size it would appear in a comicbook, so that
yvou can see how well it reproduces even when scaled down lo
comicbook panel size. Notice how the lines vary in thickness, and how
they're heavier on the underside of the bodies—away from the light—
giving solidity to the figures. Note also how clear the picture is, even
though there are many figures and a wealth of detail. One of the most
important tasks the inker faces is to insure that the drawing will be
undérstandable to the reader, no matter how complicated it may be.
Ona way to achiave this is to use heavy blacks 1o make the figures
stand out from the background, as in this example.
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Here wa've taken the same panel and overworked it=used too many
blacks and too many lines. Notice how complicated it looks in its
onginal size, and how much less clear it is—how much more difficult
to understand—after it's been reduced to comicbook panel size.
Adding too many details and too much texture in the inking has made
the figures blend with the background instead of standing out in sharp
relief as the penciler intendead. In short, the picture has bacoma much
harder 10 read, less pleasant to look at, and will also be more difficult
to color.

ASSEMELE - (RIS, 1usT AS T PLANNED?
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Using the same penciled drawing once again, we go to another extremea.
This time the inker didn't get nearly enough variety in his lines, orin

his black areas. As you can see, his lines are almoast all the same
weight, with no feeling of “thick and thin.” His solid black areas are

too skimpy and oo spotty; they're scatiered all over the panal in no
delinite paltern, and seemingly for no particular reason. The figures
don't stand apart from each other and they all seem 1o blend in with

the background. As you can seée, it's just as bad to keep a panel too

light as it is to overwork the drawing.

ASSEMELE JUST AS I O ANNED!
YOUR RANKS. NAMOR IS MOBILIZING
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Sometimes a penciler indicates in his penciled drawings where the black areas should
go. Other times he leaves it to the inker. However, no matter how the decision is

arrived at, the important thing is to know when and where to place your strong black
areas, for too little or too much black can weaken or totally destroy a penciled drawing.

While the black masses of course give a drawing solidity, they also help focus
important elements in a picture by attracting the eye toward any desired area. Equally
important is the use of solid and strong black masses to create dramatic moods within
the drawing. Now, let's study some examples to help us clarify these points . . .

m"?mﬂ?mﬂ-‘; f:,:-"
”a TTELL You. " )

Notice how the heavy black areas here are
concentrated on just one side of the figure.

There are almost no blacks in the light area on the
other side. This technique serves to accomplish
two things: 1) It gives the figure a fealing of
dimension, of roundness. 2) It directs the reader's
attention to the character's head by framing the
head with massive black areas, directing the
reader’s eye (o the all-important fearful face.

In this panel we have similar lighting,
with one bright light source illuminating
one side of the body and casting the
othar side in deap shadow. Even though
the figures are drawn quite realistically,
note how boldly and simply the heavy
black shadows are applied. For the most
dramatic effects, keep your inking
simple, with just one definite light
source in each panel.




Mow let’s analyze two more typical panels
through the use of simplified diagrams. In the
top panel, the artist's main purposa was to
creale a mood of fear and menace. Once
again, notice how boldly and simply he
applied his black masses. The heavy shadow
geams 1o totally engulf the smaller white
figure, which is sharply highlighted for
maximum emphasis. In the corresponding
panel on the right we've reduced the entire
design to its simplest form, 5o that you can
easily discern the crisp contrast between the
slark black and white values.

Always remembear—the placement of your
black areas creates a definite pattern in every
picture. This pattern must never be oo
complicated, or too busy, lest it confuse the
reader. Whenever an illustration causes
confusion in a reader’s mind, it also causes
the reader’s aitention to be diverted, thus
breaking the dramatic mood that each
preceding panal has attempted 1o craate.
in other words, Charlie, keep it simple—and
keep it clear!

RIPAT -

Here we have an extremely complicated scene, Yeat, despite the wealth of detail, note how the
placement of the black areas creates a pattern which seems to draw the reader's eye smoothly
across the picture. Motice also how the three figures in the center have been given |ust enough
black dabs—especially around their heads—to allow them (o stand oul from the background.

Mext time you study a panel in order to analyze the inking technigue, train yoursel! to squint
your eya and try 1o recognize the way the black areas ara massad for design, in the same way
as we've attempted to show you by use of the two simplified panels on this page.



Hera's a differant application of blacks. On the previous page we saw the black areas used ina
very realistic way; hare we have an example of blacks being used decoratively, Notice how the
black highlight lines on the ship seem to be aimed directly at the figures, focusing the reader's
altenticn on Reed, Sue, and the baby. Notice also how the blacks in the upper areas of their
bodies encircle the threa heads, directing your eye right to the cluster of faces.

Next we have what seems to be a complicated arrangement of blacks but is actually a simple,
very direct pattern. In this case, the use of blacks directs the reader’s eye around the panel in a
smooth, harmonicus rhythm. See how the black shapes at the right side of the panel are large
and bold, while those at the left are far smaller. The purpose of these smaller black areas is to
counterbalance the larger black masses at the right. To prove this for yourself, simply cover the
smaller, left-hand black areas with a piece of white paper and notice how the panel seems
lopsided and offi-balance without them.

Never add blacks merely because
you've got some axtra ink in your
pen or brush. Always have a
definite reason—either to enhance
the design of the panel, or to haip
clarify a complicated layout. Of
equal importance, of course, is the
usa of black to emphasize a certain
meod. And, speaking of mood ., .
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Hey, how lucky can we be! Here's a perfect example of the use of blacks to create a certain mood!
By squinting our eyes, or observing the simplified panel on the right, we can instantly see that

all the black areas are in crigp, simple vertical or horizontal forms, thereby creating a caim,
motionless scena—with the dramatic exception of the large, slanting black masses on the

winged gargoyle, which add a sudden feeling of shock, of uneasiness, of impending danger

and meanaca!

The large, vertical black designs within the fence bars are also tremendously important in this
illustration, for thay serve to unify the antire picture. Without them, the whole design wauld
seam to fall apart.

I'M GLAD THAT WE
LEACHED HERE
MIGHTEALL

I PON'T
S ENOW HOW
MIGE HATKNESS

In the panel below we have an entirely differant fealing. Here, in order to dramatiza tha mood of
the panel, the black designs seem to be jumping all over the place, creating a scene of chaos
and aclion. But even here, note that the pattern—though seemingly jumpy—is also quite unified
and consistent, helping to rivet the reader’s eye on the action within the picture. From the
standpoint of absiract design, the black areas are arranged to create a pleasing, exciting
circular movament.

As you once again squint your eye o study the scene, notice how the two slashes of black
across the bottom of the picture, from right to left, add to the action and also actas a
unifying force.

... SEALL OF
BAK AT
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Far our final two examples,
notice how this first picture is
handled with extreme raalism.
The light is obviously coming
from the left, casting every-
thing on the right in deep
shadow. See how the heavy
black shadow areas emphasize
tha feeling of a horror story.
You know it isn't 8 humor
strip or a romance, just by
looking at the design of the
paneal. Also, obsarve the way
the black areas in the back-
ground give a feeling of
authenticity and detail without
detracting from the two
important flgures themsalves.

The panel is heavy, it's lush,
it"s melodramatic; and yet it's
clear and compelling. In a —
word, it's Marvel! '

£

L ] L] | K
Okay, let's consider the bottom | |
panel. Notice how the large black |
areas on the building seem to point = o
SHOULD'WE

dirgctly to the most important
element of this picture, the leaping
figure of Spider-Man above the
roof. Of course you've already
obsarved how the black designs in
the figures of the police at the

ENOHN LED
BE BEMING |
THES- - JorAM 1
JAMESON
ALWAYS
S0 WE |
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B ro

AENACE S
Iowear left serve (o counterbalance

the large black masses on the
building. Another interesting point:
the agitated staccalo pattern of
black and white on the officers
seems to emphasize their action
and frustration.

1= WE LET Wiat

GET AWy, THE
COMAISSIONE R
WILL HAVE QU

In summation, the penciler draws his panels in pencil, and then they must be finished by the
inker. And, as you can gee, it is up to the inker o decide where, and how boldly, to apply his
black ink. The inker figures very importantly in determining the mood, the design, and the clarity
of each panel. Thus, whan you study a comicbook's artwork, you must always be conscious

of two elements—the basic penciled drawing, and the inked version. Together, they add up to

@ completed illustration which is proudly presented to Marveldom Assembled!



Well, that wraps it up for now, gang. Maturally, we've only been able to
scrateh the surface of this fascinating, almost limitless subject.
However, we hope that in these all-teo-brief pages we've been able to
give you a valuable and informative overview of what it takes o draw for
the comicbooks. All anyone can really do is point the way—give you a
few tips, a few suggestions. The hard work, alas, must be done by you.

And vel, the beautiful thing about being a comicbook artist—even about
glriving to be one—is that you have to love it in order to want to do it
Mobody gets into this field because someone else advised it, or because
it seamed like a practical thing to do. No, being a comicbook illustrator
is being engaged In a labor of love, and when you really enjoy what
you're doing, that’s almost reward encugh.

At any rate, we've told you all we can—at least for now, in this, the

first volume of its type ever published. You've gained some insight into
what's required of the comicbook artist, and you've learned the types
of things you must master in order to make the grade. The rast is up

to you.

One last word before we turn you loose to unleash your talant upon a
breathlessly waiting world. To be a great singer, you've got to sing.

To be a great pianist, you've got to play piano. And to be a great artist
{and Marvel isn't interested in any other kind), you've got 1o draw|
Draw! Draw! Wherever you go, whatever you do, whenever you have a
spara minute—draw! Sketch everything you see around you; sketch
your friends, your enemies, relatives, strangers, anyone and everyone.
Become as facile with a pencil, pen, or brush as you are with a knife
and fork. The more you draw, the battér you'll be. And we want you to
be—the best!

Excelsior!
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Stan Lee, the Mighty Man from Marvel, and John Buscema,
active and adveniuresome ariisi behind the Silver Burfer, Cona
the Barbarian, the Mighty Thor and Spider-Man, have collabo-
raled on this comics compendium: an encvelopedia of informa-
tion forereating vour own superhero comic strips. Using artwork
from Marvel comics as primary examples, Buscema graphically
illustraies the hitherto mysierious methods of comic arl. Stan
Lie's pithy prose gives able assistance and advice to the appren-
lice artizl. Bursting with Buscemas magnificent illustrations
and Lee’s laudable word-magic, How fo Draw (Comics the Marcel
Wiy belongs in the library of every Kid who has ever wanled (o
illustrate his or her own comic steip.
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