


SETUP

CROP, BLEED, SAFE MARGINSEMOR
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Let’s start from the beginning. So,
you decided you are ready to pencil
a comic book. Ok, here are a few
things from a professional perspec-
tive to go over before you put that
pencil to paper. Understanding the
setup you draw on is key in the be-

ginning. So let’s get started.



The first thing to know when setting up a professional comic book page is the importance of crop margins
and bleeds. Crop margins are the areas of the page that will be trimmed off when the pages are printed and
bound into a comic book. These margins should be a minimum of 0.5 inches on all sides to allow for slight varia-
tions in the printing and cutting process. Bleeds are areas of the artwork that extend beyond the crop margins.
This is important if you have elements in your artwork, such as backgrounds or certain character designs, that
extend all the way to the edge of the page. Without bleeds, there will be a small white border around the edge of
the page where the artwork does not reach. To ensure that your artwork extends to the very edge of the page,

you should extend it beyond the crop margins by at least 0.125 inches on all sides.

oR0) i INKER PAGES

Bleed Line: Draw all the
way to this line if you
want your art to bleed

off the page.

Crop Line: This is where
the page will trim after
printed.

Text Safe Line: All word
balloons or dialog is
limited to this line. Be
aware of this as you
layout all characters

and assets.

The next thing to consider is the dialog safe area. This is the area of the page where all text, including dialog
and narration, should be placed. The safe area is generally about 0.5 inches in from the edge of the page, so that
the text is not too close to the trim line and is less likely to get cut off. It is important to keep your text within the

safe area to ensure that it is legible and easy to read. So be aware of where you place your characters.



EYE DIRECTION WITH NO DIALOG

When creating layouts for a comic book, it is important to focus on telling a clear and readable story. If you

can do this by using just visuals, rather than relying on dialog to explain everything, you are ahead of the curve.
This is because visual storytelling is a key component of comic books and can help to engage readers and guide

them into the story.

The most important method is to use panel layouts and page design to guide the reader's eye through the
story's progression. Larger panels, for example, may showcase crucial events or action, while smaller panels can
display specific details or reactions. Panel arrangements, such as a grid or a diagonal layout, can also be used to
provide incremental detailed progression with the necessary space to direct the reader through the story. Anoth-
er key visual storytelling strategy is to use gestural language from scene items or body parts to direct energy and
facial expressions to show emotion and character development. When combined with panel composition and

camera angles, this may be quite effective in conveying a sense of depth, energy and movement.
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After reading the script and you have an idea for a layout, choose the most impactful panel and make it the

*Note

largest panel. It could be a scenic or dramatic event.




CORE ESTABLISHMENT

The center mass (chest, abs, and pelvis) is a quick representation of the human core as an anchor to establish

scale, position and angle of the character you are about to draw. Creating the center mass as primitive objects is
a necessary way for an artist to establish the core of the human figure and create a strong foundation for the rest
of the body. This will greatly increase your speed when drawing comics.

To start, use a spherical, cylindrical or cubic shape to represent the chest and then add another spherical, cylin-
drical, or cubic shape to represent the pelvis. These shapes can be mix-matched in comination depending on what
you need to establish the correct angles. Then you can draw quick gesture lines to represent the abs or lower
back, connecting the chest and pelvis to create the core of the figure.

Next, create a cross section, dividing the body in half while also establishing the shoulder or arm socket place-
ments. Then quickly draw circular areas to establish the shoulder, neck and leg sockets. Finally in the center body
draw quick gestural lines to establish the lower rib cage and belt line. Really, this is all you need to get started

when initially drawing the human body.

*Note

[ Sockets does not have to be exact, just in a general area. ]




*Note

Think of the chest as a vest. If your target goal is to draw a simple shaped }

vest then you are on your way to creating a good core body.

From there, the artist can add the head, arms, and legs to the figure, using the core as the starting point and
building outward. By using the center mass as primitive objects in this way, the artist can create a sense of real-

ism to the figure and establish a solid foundation for the rest of the body.

*Note

It's important to remember that the center mass is the most constant part of the human body. You need also
take into account other elements including proportions, muscle groups, and specific characteristics. To put it an-

other way, you have to visualize and act out the character you are drawing.




CRUSSHATCHING BASICS

Lighting is an important part of art because it can change the mood, setting, and realism of a piece. You can

use lighting to give simple shapes like cylinders, cubes, cones, and spheres a feeling of depth, dimension, and re-
alism. Here are some ways an artist can use lights with primitive objects:

CREATE HIGHLIGHTS AND SHADOWS: By using cross hatching, you can give primatives a sense of depth and

dimension to depict highlights and shadows. For example, you first need a light source on one side of a prima-
tive, making a highlight on that side and a shadow on the other. This can help the object appear more three-di-

mensional and create a sense of balance. Also, define specific details like muscle groups or texture. To truly un-

derstand this you must fisrt understand the basics on how crosshatching is used to depict lighting.

This is what we think about
when lighting and object.

IT

This is lit wrong. J:>

The light value does not follow

the contours of the sphere.

[ Hot spot. J

First draw a line to separate

the light and dark then shade it.

When rendering your goal is to
follow the unseen contours of

the primative.

Render your lines with variable
lenghts depending on texture

and intended value.

Renderlines can come from both
ends of the object with variable

length.

Lines can also be rendered in an

alternate direction with a falloff.

Combining both direction with
variable lengths can enhance

your rendering process.
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Imagine your render lines are
window blinds. When open, light

can pass through easily.

When closed it will deflect the
light.
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If you completley close the blinds

you will reduce most of the light.

[ Be careful, it can get muddy. |




When sketching characters, applying crosshatching to specific shapes to establish definition can be an effec-
tive technique. Before you begin rendering, you must specify the shadow areas once the main light source has

been set. As an example, consider this arm.

Be careful not to over render.

Certain rendering lines are ok

Light. Rough sketch. [ Define shadows.] in moderation but some areas

il are unnecessary and can get

;l\

muddy.

Render towards
the light.

These two arms below are examples of bad rendering.

Overrendering and

Rendering in both directions e hnad:

can be tricky and overpowering.

Never end both groups
of hatchlines like this.
It does not leave room for

the form to breathe.

Once the main light source is . 2
Vo, 7 established the transition from shadow '

to highlight depends on the texture of the material you are rendering.



