




Editor’s letter

Mind altering tools 
and traditional skills... EDITOR’s ChOICE

Beren Neale, Acting Editor
beren.neale@futurenet.com 

On a wall overlooking  
my desk are the last 70  
or so ImagineFX covers. 
So many talented  
artists, so many mini-
masterpieces, many of 
them orchestrated by the 

magazine’s über-art editor Daniel Vincent. 
(Don’t tell him I said so, or he’ll be 
wanting his own Art Editor’s Letter!)

It’s a great reminder of what an inspiring 
magazine this is. Working on ImagineFX 
over the years has been a fantasy-themed 
dream for me, and editing it this past year 
has been a blast.

But it’s all change here at ImagineFX 
headquarters, and I’m off for a new 
challenge or two. From next issue Claire 
Howlett is back at the helm, and will no 
doubt carry on providing you with the 
very best exclusive digital art inspiration 
and practical workshops around. But for 
now: carry on creating… toodles!

Tree of life
Coro is a digital art legend, but his oil skills are awe-
inspiring. Traditional art’s where it’s at, people!

Make it BIG…
It was so much fun putting this feature of some of the 
most exciting environment artists together. 

Couldn’t make it up
I’m amazed by what Sparth and other artists are doing 
with their art in VR. Go get your mind blown!

Subscribe 
and save!
Save 47 per cent and 
get 20 per cent off  
an Adobe Creative 
Photography plan.
Turn to page 28 now

Contact ImagineFX
mail@imaginefx.com

twitter.com/imaginefx

facebook.com/imaginefx

imaginefx.creativebloq.com
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Is VR about to revolutionise 
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Brush has changed everything.
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artist and educator on finding 
the artistic sweet spot between 
design and technology.
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We celebrate some of the 
modern masters of creating 
epic, moody environments. 
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Rembert Montald loves telling 
stories, as we can see from  
his fascinating sketchbook.
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Regulars
3 Editor’s letter
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28  Subscriptions:  

US, UK & worldwide
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Save up to 47 per cent, and get money off Adobe products  
when you subscribe to ImagineFX! See page 28

Epic environments

Sketchbook:  
Rembert Montald Artist in residenceTilting reality

Q&A: polished metalQ&A: overloaded

Q&A: body language

“Entertainment design requires  
a lot less effort. It mostly needs  
to look cool and be entertaining” 
Hollywood concept artist Scott Robertson

See page 8 for the best new art
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106 Using an underdrawing
Wylie Beckert builds from pencil.
108 In touch with nature
Justin ‘Coro’ Kaufman on layers.
114 First Impressions
Raoul Vitale talks fantasy art.
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64 Paint explosive 
environments
Pablo Carpio makes the 
most of 3D and 2D tools.
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Advice and techniques  
from pro artists…

DownloaD resourcesTurn over the page for  
this issue’s art assets
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100

70 Develop your 
caricature skills 
Yoann Lori uses ArtRage to 
recreate a GoT character.

74 Creating a 
dragon knight
Discover how Dongjun Lu 
paints realism and detailing.

68 Setting up in 
Clip Studio Paint
Maximise your workspace 
with Tan Hui Tian’s advice.

76 Bring 3D tools 
into your 2D art
Tom Foster incorporates 
3D posing software.

84 Be inspired by 
the Cthulhu Mythos 
Alix Branwyn mixes 
Lovecraft with California.

64

Get your  
free art skills 

eBook!
7

Inspiration and advice from 
the best traditional artists

Paint a retro sci-fi environment scene

Going back to nature
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114

Building from an underdrawing Raoul Vitale 
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Resources

Get your 
resources

of video tutorials from pro artists  to watch and  learn from!

Over  11 hOurs 

Paint dynamic 
environments
Pablo Carpio makes colour key to 
his composition, as he designs a retro 
spaceship above a futuristic city.

You’re three steps away from 
this issue’s resource files…

1Go to the website
Type this into your browser’s 

address bar (not the search bar): 
http://ifxm.ag/open139spaces

2Find the files you want
Search through the list of 

resources to watch or download.

3Download what you need
You can download all of the  

files at once, or individually.

Getting hold of all of this issue’s videos, artwork and 
brushes is quick and easy. Just visit our dedicated  
web page at http://ifxm.ag/open139spaces
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ExclusivE vidEo tuition!
Watch our videos to gain a unique insight into how our artists create their stunning art

nick Harris
Consider the vagaries of how light travels in 
order to paint convincing glass distortion.
plus wips and final image

nick Harris 
Look for inspiration to help paint a  
figure overloaded by his burden. 
plus wips and final image

and all tHis! Detailed workshops with advice from the best fantasy artists around the world, including  
Wylie Beckert, Tom Foster, Tony Foti, Leesha Hannigan, Dongjun Lu, David Paget and Tan Hui Tian. 

alix Branwyn    
Watch the artist’s traditional and digital 
process for creating a Lovecraftian image. 
wips, brushes and final image

Justin ‘coro’ Kaufman   
Learn how to work in layers to create  
a realistic oil painting of a large tree.
plus wips and final image

Yoann lori    
Understand the ArtRage tools, settings and 
techniques used to paint a GoT caricature.
plus wips and final image

Hossein diba 
Learn how to craft characters in 3D before 
polishing in 2D, in Hossein’s Creating 
Hyper Realistic Characters in ZBrush.

Mélanie delon
See how including some polished metal 
can add light and dynamism to an image.
plus wips and final image

Plus! 90 bite-sized Q&a 
articles from pro artists
Including essential advice for painting 
characters, environments, comics, 
vehicle design and creatures.

Get to grips with Painter, 
Photoshop, artRage…
… PaintTool SAI and SketchBook Pro. 
Learn key tools and techniques!

FREE GiFt EBooK 
aRtist suRvival GuidE!

9 CUsToM BrUshes, inClUding…
sMudGE
This is the brush cover artist Pablo 
Carpio used for his final touches.

JaGGEd tExtuREd BRusH
Alix Branwyn uses this textured  
brush for adding organic details.

donGJun BRusH 2
This brush is used by Dongjun Lu  
for smoothing and reducing details. 

Training

q&a videos
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the place to share your DIGItal art

Maria Poliakova
Location: Ukraine
Web: http://ifxm.ag/m-poliakova
eMaiL: tubikkraski@gmail.com
MeDia: Photoshop

Freelance digital artist 
Maria loves to draw 
different things and 
explore colour. But her 
absolute favourite subject 

is humans. “My passion in drawing is to 
portray people,” she says. “Since 
starting my training at the Institute of 
Arts, I’ve grown to love portrait work. All 
people are different and so much can be 
told through their faces.” 

Maria has three years’ experience in 
the games industry under her belt and 
has worked on numerous titles, 
including Deepworld, Chili Chaos, Spirit 
Run, Hidden Object and Match 3.

1into your hanDs “Here I wanted 
to convey the feelings of love, 

tenderness and serenity. So I tried to 
work in a more restrained palette, 
avoiding too bright colours so that the 
viewer could appreciate the nuances.”

2LaDy With an erMine “This 
artwork was just for fun. I was simply 

looking for complementary colours and 
shapes that would help me render a 
pretty face. I also took some inspiration 
from my favourite artist, Klimt.”

1
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Viktoria Gavrilenko’s  
a big fan of Maria’s art

“Maria’s use of 
complimentary 
colour is striking. 
The face in this 

image is so lovingly 
rendered and just draws you 
right in. Oh, and, can I have 
that cute ermine?”

2



10 October 2016 Email your submissions to fxpose@imaginefx.com

1enrique Fernández
Location: Spain
Web: www.enrique-fernandez.com
eMaiL: raijuro@gmail.com
MeDia: Painter

Spanish comic book author 
Enrique began his creative 
career in the field of 
animation, working as a 
storyboard artist on 

various films, most notably Spanish-
French animated fantasy film Nocturna. 

As his career progressed, Enrique’s 
attention turned to comics, and he’s 
since published multiple books, mainly 
for French publishers. “I combine my 
work as an author with illustration work, 
designs for animation projects, board 
games and video games,” he says.

1briGaDa “My crowdfunded, self-
published comic series features a 

band of dwarves lost in a hostile land, 
trying to return home. It became the 
most funded comic project in Europe 
from the moment it was released.”

2b-sieGeD “Characters from this 
recently released tabletop game. I 

enjoyed working on their designs.”

3aurore “This one was a 
challenging comic project, because 

the aim was to reproduce watercolours 
digitally, capturing the real-world 
essence of this fascinating technique.”

4cobra “Art from one of my recent 
books, where again I was trying 

different techniques to fit the story with 
the atmosphere and textures.”

5aurore (backcover) “Old Moma 
is able to communicate with the 

spirit world. She asks Aurore to find a 
song that could save their tribe.”

IMaGINeFX crIt
“Between Enrique’s 
comic panelling 
skills, his engaging 

character designs and the 
compositional impact of 
his standalone artwork, 
there’s a lot to like here. It’s 
clear that his success with 
the self-published comic 
Brigada is well deserved.” 
Cliff Hope,
Operations Editor

2
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1Tan Zhi Hui
LocaTion: Malaysia
Web: www.kudaman.tumblr.com
emaiL: shirajtzh@gmail.com
meDia: Photoshop

Tan, aka Kudaman, is a 
27-year-old concept artist 
and illustrator based in 
Kuala Lumpur. Having 
always dreamed of 

becoming an artist, he got his first 
drawing tablet during his second year of 
college, which is where his digital art 
journey began.

“After graduating from college,  
I started my own career as a freelance 
illustrator,” he says. “Other than personal 
works and freelance jobs, I’m also 
working on some AAA titles in Passion 
Republic, a video game art outsourcing 
company I joined two years ago.”

1Seven DeaDLy SinS “I decided to 
draw my own version of Seven Deadly 

Sins after I finished watching David 
Fincher’s film Seven. Each character in 
the painting represents one of the sins.”

2eTernaL “One of the paintings I did 
for the Character Design challenge 

on Facebook. Sailor Moon was the 
theme. I’m not a big fan of the manga 
series, but decided to give it a go. I’m 
pretty satisfied with the result.”

3GaebeL THe TenTH “A space skull 
character I did for fun. Floats around 

in space with a broken oxygen tube and 
no helmet. The pink X mark on his head 
makes him look cool, or so he thinks.”

4boob SLicer “One of the paintings 
I did for Milky Overdrive, an art 

book I did with some awesome artists. 
Rumour has it the female samurai got 
blue skin after ‘experiencing’ sour milk.”

IMAGINEFX CRIT
“It takes a few 
moments for your 
eye to adapt to  

what you’re seeing in  
Tan’s frenetic artwork.  
But once you’re in the 
zone, his designs, shapes 
and palpable sense of 
movement makes it  
easy to stay the distance.” 
Beren Neale,
Acting Editor
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1

IMAGINEFX CRIT
“Mikhail puts his 
characters front  
and centre in his 

paintings, successfully 
conveying their 
personality through 
simplified or exaggerated 
design. None more so 
than in his Full Power art. 
It’s effective stuff.” 
Daniel Vincent,
Art Editor



Send up to five pieces of your 
work, along with their titles, an 
explanation of your techniques, a 
photo of yourself and contact 
details. Images should be sent as 
300DPI JPEG files. 

email: fxpose@imaginefx.com 
(maximum 1MB per image) 

Post: (CD or DVD):  
FXPosé
ImagineFX
Quay House
The Ambury 
Bath, BA1 2BW, UK

All artwork is submitted on the 
basis of a non-exclusive 
worldwide licence to publish, both 
in print and electronically. 

submit your 
art to fxposé
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2

3

mikhail Kalinin
LocaTion: Finland
Web: www.kalininbrat.tumblr.com
emaiL: woodwoodgood@gmail.com
meDia: Photoshop

Russian illustrator Mikhail 
loved to draw and watch 
cartoons as a kid, so much 
so that he turned his hobby 
into a profession. 

Mikhail studied as a designer and has 
since trained and worked at various 
creative agencies as a concept artist, 2D 
animator and storyboard artist. “I love 
to create new characters, inventing 
name and stories for them,” he says.

1FuLL PoWer “This illustration for 
BikeArt 2016 in Greece, an art 

exhibition held in Athens and 
Thessaloniki. This year’s exhibition was 
very popular, and attended by many 
artists from different countries.”

2LoKKa “My idea was to make a gift 
for Valentine’s Day in the form of 

several postcards that reflected my 
girlfriend’s personality. I came up with 
five pieces of art in the end, and my 
girlfriend was thrilled with all of them.”

3HoT yeLLoW “He’s a hotdog and he 
is going to work. I don’t know why I 

chose to paint a hotdog holding a knife: 
it’s just meant to be a funny illustration 
that hints at a horror film trope.”



Tilting

 I was skeptical, 
but after making a 
few strokes in Tilt 
Brush, it all made 
perfect sense 

3D painting Is VR about to revolutionise 
the digital art industry? Leading artists 
tell Julia Sagar why the Google Tilt 
Brush just changed everything

Final art taken from 
inside Tilt Brush, 
showing a mech by 
Darren Bacon. 

The original pen  
sketch from Darren’s 
sketchbook of a mech, 
drawn around the 
beginning of 2016.

Every now and again, something comes 

along that shakes the creative industries 

wildly, causing everyone to spin with 

excitement and changing everything, 

forever. The first computers did it. 

Photoshop did it. Does Google’s new 

virtual reality Tilt Brush mark the cusp of 

another seismic change for artists?  

According to Darren Bacon, yes. The lead 

concept artist at 343 Industries – a division 

of Microsoft developing the Halo franchise 

– predicts limitless possibilities for VR as a 

production art tool. “One of 

the first reactions I had to 

trying the technology was that 

VR and Tilt Brush – being first 

to market – are likely to be in 

reality
every corner of the design/art industries 

soon,” he says. 

“I was skeptical, but after donning the 

headset and making a few strokes in Tilt 

Brush, it all made perfect sense,” Darren 

continues. “I believe we’re in the middle of a 

revolution similar to when the industry made 

the switch from traditional art techniques to 

Photoshop 20 years ago.”

His colleague, art director Nicolas Bouvier 

– aka Sparth – agrees: “I think we suddenly 

jumped forward in time,” he says. “The 

possibilities are endless when 

it comes to implementing new 

features that could benefit 

both art novices and pros.”

Tilt Brush enables anybody 

to create in a 3D space with just the wave of 

a hand. You can step in, around and through 

your drawings. And, because it’s VR, you’re 

free to use unusual use materials such as fire 

and snowflakes, should you wish.  

Senior concept artist Geoffrey Ernault 

bought an HTC Vive from the official 

Your room is your 
canvas and your palette 
is your imagination 
with the Google 
Tilt Brush.

ArTIsT news, sofTwAre     evenTs

AT The core of The DIgITAl ArT communITy

16 October 2016



How much potential do you see 
in the Tilt Brush?
Plenty, especially when it comes to 
prototyping concepts directly into a 
3D environment. You can export 
the results and hand them to a 3D 
artist, who can more easily interpret 
and refine your model, compared 
to 2D concept art.

Will it replace Photoshop or 
Painter?
I don’t think so, for many reasons, 
such as the lack of precision and 
features. It’s also more tiring to 
create full scenes in a virtual 
environment compared to a 2D art 
program. For now, I see Tilt Brush 
as a creative tool that will help get 
people excited about painting 
simple things in a virtual setting.

What kit are you using?
As soon as I tried Tilt Brush I had to 
get my own setup, so I went to the 
Microsoft Store in Bellevue, WA 
and they had everything in store. It 
took only a few days between 
discovering VR painting and having 
my own VR room at home.

Can you tell us the most 
surprising aspect about 3D/VR?
Walking into your own concept is 
an experience I would never have 
dreamed of. You only need to share 
the Tilt file with people who are 
interested in your art and they’re 
ready to go. The downside is that 
VR paintings are only great to 
admire within VR. 

What have been your biggest 
challenges?
I was surprised at suffering no side 
effects, such as nausea or dizziness. 
Adapting to a 3D space is a complex 
process. You need to dissociate your 
image from a specific point of view: 
all points of views can be valid. But 
there aren’t any defined rules. 
Everything is possible. 

Industry InsIght

The art director on why there’s no 
going back from the Tilt Brush…

Sparth has been part of the 
games industry for 20 years. 
He’s worked on titles such as 
Assassin’s Creed and Halo.

www.sparth.com

heavy 
industry 
This year’s Industry 
Workshops promises to 
be bigger and better 
than ever before. We 
talk to the organisers  
to see what they’ve got 
planned for attendees.  
Page 20

creature  
feature
Brynn Metheney’s 
bedroom-cum-studio is 
full of living plants and 
animal body parts and 
preserved insects. But 
her cat and dog seem 
happy to live there.  
Page 22

rolling back 
the years
A fantasy painting 
inspired by The Rolling 
Stones was one of 
Rodney Matthew’s 
early successes. We 
find out why he’s 
revisiting the artwork.  
Page 24

Sparth
Space Center took Sparth 

around three hours to 
create with the Tilt Brush. 

You can watch a condensed 
version of the process at  
http://ifxm.ag/space-c.

17October 2016



“Keep in mind the highest point in your 

scene,” warns Geoffrey, “and try to limit that, 

otherwise you’ll have your arms up for the 

whole duration and you can quickly get arm 

ache.” He had to jump to reach the highest 

points in his recent artwork, which you can 

view in 3D at http://ifxm.ag/tb-robot. 

Darren agrees that it takes some time to 

get used to the new workspace. He uses 

markers on the floor – where the carpet 

ends, for instance – to provide clues as to 

his location in the physical room and 

whether he might need to teleport to 

another location in Tilt Brush. 

“There’s a visible grid that reminds you of 

your boundaries, but even with that it took a 

few hours to get to a point where I could 

really move and not be too timid in 

movement,” he says.

Also, watch out for motion sickness. It’s 

like the first time you ride a roller-coaster, 

says Geoffrey: “It might make you feel a bit 

sick, but then you’ll get used to it.” 

 

Art revolution 

So what of its potential? On a practical level, 

it’s never been easier for artists to translate 

3D ideas into a 3D space. “Another thing I 

find really intriguing is the ability to 

experience my designs ‘in person’,” says 

Darren. “For a long time I’ve debated over 

whether or not I should get into 3D printing, 

but I’ve never pulled the trigger because of 

the costs and software knowledge needed 

to get a good result. 

“Virtual Reality makes that fantasy a 

reality for people like me who don’t know 

how to build printable models, or who  

 Tilt Brush gives me a sense 
of scale and depth that I’ve 
never experienced before 

website. He almost gave up after his 

initial attempt, labelling it “gimmicky” and 

“hard to get into”. Then he saw Sparth’s  

images and gave it another go. 

“At first I thought Tilt Brush only had a 

black background and glowy brushes, so I 

didn’t spend as much time as I should have,” 

Geoffrey says. “I’m glad I didn’t 

give up because I’m starting to 

have a better understanding 

of how to use the tools to 

create images I want. It also 

gives me a sense of scale and depth that I’ve 

never experienced before.”

“One thing that needs some getting used 

to is standing up while drawing,” says 

illustrator Christoph Niemann, who was 

invited with five other artists to 

play with the Tilt Brush as part 

of Virtual Art Sessions, a 

Chrome Experiment (see them 

at http://ifxm.ag/virt-art). 

Tilt Brush sketch of a 
mech that Darren 
exported as an .fbx file 
and then took into 
Modo to showcase  
his design.

Another image 
created by Sparth in 
the Tilt Brush VR 
environment. “The 
sure fact is, it’s the 
future,” he says.

18 October 2016
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don’t have access to either a good 3D 

printer or CNC machine.” 

Drew Skillman co-created the tool and is 

now developing it at Google. He predicts big 

things. “We believe it has far-

reaching implications for 

creativity and problem-solving 

in many different fields. Game 

design is one where we’re 

already seeing Tilt Brush make an impact, but 

we’re actively pursuing others like education, 

fashion, music, visual communication and 

architecture to name a few.” 

All the artists agreed we spoke to that it’s 

worth finding a rig nearby: try your local 

Currys PC World if you’re in the UK, or 

certain GameStop and Microsoft Store 

locations in the US. 

“Prior to trying it I was almost morally 

opposed to the idea of artist working in  

VR,” admits Darren. “But going back to a 

computer monitor or paper feels primitive, 

cumbersome and difficult to use in 

comparison,” he smiles. “Tilt Brush was one 

of those ah-ha moments that flipped a 

switch in my brain.” 

Christoph Niemann 
took his 2D illustration 
skills into 3D as part  
of the Virtual Art 
Sessions project.

Geoffrey Ernault 
created this piece, 
Robot, after being 
inspired by Sparth’s 
experiments with the 
Tilt Brush.

1 Take time to experiment
“The most important thing to 

keep in mind is that you’re working 
in a 3D space and have the ability 
to move around,” says illustrator 
and comic book artist Alex Moore. 
“There are also some neat luminous 
brushes that give off light, so don’t 
be afraid to play around with them. 
Just have fun and experiment. This 
is pretty new territory, after all.”

2 Understand your brushes
“Some brushes react to light 

and the environment in different 
ways,” says Sparth. “The flat brush 
will receive shadows on its surfaces, 
unlike the marker brush, which 
will keep the same value. The cloud 
brush is great but a little on the 
heavy side. Using a very dark colour 
will enable you to add subtle fog  
or smoke effects.”

3 Beware of custom brushes 
“Be patient, try every single tool 

and menu, and try to adapt to it,” 
advises Geoffrey Ernault. “There 
are a lot of fancy brushes – like 
sparks – but it’s just like Photoshop: 
custom brushes won’t make your 
image look cool by default. They 
have to be used in a certain way to 
get something more personal.”

4 Start at waist level
“If you make an environment, 

don’t start painting the ground 
where your feet are,” warns Sparth. 
“It’ll be much kinder on your back!”

5Wire tool for line work
“The Wire tool is good for 

sketching in your line work,” says 
Darren Bacon. “Go back and add in 
planes with another tool. Try the 
straight edge if you want precision.”

6 Share your art in VR
“I’ve noticed that if you have an 

awesome sketch in VR, you can 
expect it to be a lot less cool-
looking outside VR,” says Sparth.  
“I go back and forth, taking screen 
shots and GIFs to check on my 
monitor to see if my VR idea is 
translating well to 2D. Since most 
of this stuff will be consumed and 
viewed in a 2D format, it’s good to 
check as you go and make sure that 
what you’re working on resonates 
well with the average viewer.”

new art skills

Pro artists pass on their tips for  
mastering the Google Tilt Brush

GettinG
started

Through art, Tilt Brush uses 
non-gaming techniques  

to acclimatise a wider 
audience to VR.
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“The best thing for us has 

been meeting students  

and hobbyists at previous 

Industry Workshops events, 

then meeting them again and 

hearing about how they landed their first 

job,” says Daniel Matthews, one of the 

founders behind Industry Workshops, 

which is back for a third time this August.

Created with the help of Levente Peterffy 

and Richard Burns, Industry Workshops 

2016 is a four-day event that takes place on 

18-21 August in London’s Truman Brewery. 

The event aims to get artists connected with 

one another and with industry professionals.

There’s an impressive line-up of speakers 

across two stages, an open demo room 

covering life drawing and clay sculpting, as 

well as software and hardware shows, and 

stands. There’s also a recruitment room. 

“Bring your portfolios,” says Daniel. “You 

won’t want to miss this opportunity.”

Highlights this year include Tobias 

Mannewitz from Karakter, whose stage 

demo explores worlds he’s helped create for 

Game of Thrones, Ryse and Killzone. A talk 

by artists from CD Projekt Red will delve into 

how they make monsters and characters 

from Witcher 3, and there’ll be appearances 

from Naughty Dog’s Nick Gindraux and 

Aaron Beck from Infinity Ward.

For artist Miles Johnston, 

who’ll be hosting portrait and 

life-drawing demos, this array 

of talent will prove to be 

invaluable for attendees.

“From my experience, most jobs are 

landed through recommendations from 

friends and word of mouth, alongside a killer 

portfolio,” says Miles. “So getting to know 

your peers is invaluable”.

Industry Workshops is all about enjoying 

yourself. “These events help you realise you 

aren’t in competition with your fellow 

artists,” adds Miles. “Rather, we’re all here to 

inspire each other!”

You can find out more and order tickets 

at www.industryworkshops.co.uk.

The scene from one of last year’s 
packed presentations. Industry 

Workshops 2016 will have a  
live demo from Game of Thrones 

artist Tobias Mannewitz.

Free craft beers will be on hand to make the hard 
job of socialising with like-minded folk a little easier.

Daniel Matthews thinks 
meeting artists makes you 
focused and competitive.

Start your VFX career with 
Industry Workshops 2016
Get connected The London-based collective Industry Workshops returns, 
giving artists a chance to network and break into the digital art world

 Most jobs in the industry 
are landed through 
recommendations from 
friends and word of mouth 
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Vintage puppets and care-worn dolls inspired  
Hollie Mengert’s art for the Puppetland revival.

“To me, puppets are like 

masks – there’s a weird 

freedom to them,” says 

Heather Hudson, one of the 

fantasy illustrators involved 

with the recently revived RPG Puppetland. 

Back in print thanks to Kickstarter, 

Puppetland is a unique indie game created 

by John Scott Tynes, which sees players 

act out nightmarish stories in a warped 

realm inspired by Punch and Judy.

By taking inspiration from YouTube clips 

of Punch and Judy shows, as well as the 

films of animator Jan Švankmajer, Heather 

was able to create sketches and digital art 

for a quirky world where the puppets are 

aware of their situation. “Puppetland isn’t  

a smoothly polished world, and the art 

needed to reflect that,” she says.

“I think Puppetland hits that sweet spot  

of darkness and innocence,” 

agrees Hollie Mengert, who 

has also provided illustrations 

for the project. By sticking to  

a brief that specified the art 

should look roughly drawn, her artwork, 

rendered with worn, scratchy brushes, is 

“Playful enough to not be too heavy, but 

creepy enough to keep things interesting”.

The deluxe edition of Puppetland released 

by Arc Dream Publishing is made up of 17 

lavishly illustrated tales with a stunning cover 

painting by Alejandro Terán, and an 

accompanying short story by John Scott 

Tynes. Released in September, we have 10 

digital copies, worth £15 each, up for grabs. 

For a chance to win, answer this question:

 

John Scott Tynes’ RPG Puppetland was 

first released in which year? 

A) 1995

B) 2005

C) 2015

Please submit your answer online at  

http://ifxm.ag/puppetland. The 

competition is open to entrants worldwide. 

The closing date is 12 October 2016 and  

the prize is non-transferable. 

For a full set of competition rules please  

visit http://ifxm.ag/ifx-comp-rules.
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That’s the way to do it! 
Pleased as Punch Creepy storytelling RPG Puppetland is back in print for the first 
time in a decade. We speak to the artists behind the resurrection of the cult classic

The beautiful and deliberately 
rough art in Puppetland is 

wildly at odds with the more 
refined work Heather Hudson 

normally creates.

The new cover by 
Alejandro Terán is a 
mixed media piece 
that features specially 
made puppets.

In issue 136 we said that one of North Front Studio’s artworks was inspired by a concept drawn by Jeff Zugale. This was incorrect – the original design sketches came from production designer Seth Reed. We apologise for the mix-up.

Heather Hudson’s 
artwork echoes the 
theme of a horror 
story that offers 
reprieves of humour 
and playfulness.

Heather Hudson’s career 
has spanned Magic: The 

Gathering cards and 
Cthulhu Christmas 

greeting cards – perfect 
preparation for the dark 

realm of Puppetland.



I’ve lived in my apartment for 10 

years and my studio has moved 

around it in that time. After about 

six years of working from home,  

I made the leap and moved it all 

into a space outside of my apartment. 

I shared the space with illustrator Michael 

Manomivibul for an amazing and inspiring two 

years. After our residence together, I moved back 

home, this time to my bedroom where I currently 

work. It’s nice to be back. I like a cosy studio where  

I can drink lots of tea and wear my slippers. 

My bedroom gets great light in the morning and  

I keep curtains up to control heat and light for my 

computer set up. They do an excellent job of 

keeping the place cool but bright without risking 

hardware being damaged. In the afternoon I open 

the curtains so I can look up at the sky and see the 

trees outside. My eyes usually need the break by 

this point too. I painted one wall of my bedroom a 

dark matt grey. I think it makes the space look more 

finished and ties it all together. It feels comfortable 

and lovely this way. 

My cabinet of curiosities, above my drafting 

table, holds my most favourite treasures, references, 

books and models. All of these things are items  

I genuinely love and use in my work. Plants are a  

big deal in my space, too. I love having them around 

to brighten up the space and help purify the air. 

They add life and drama to the room. 

Of course, studio mates Bartleby the cat and 

Mesa the (potato) dog keep things lively, too. I 

usually play podcasts or music while I work.  

My neighbourhood is relatively quiet but there’s a 

definite pulse to it. Familiar sounds and people 

outside keep it interesting.

Brynn specialises in creature design and visual 
development for film, games and publishing. She’s 
worked with Wizards of the Coast, Disney, Dark Horse 
and more. See her art at www.brynnart.com.

Brynn 
Metheney
Compact ‘n’ bijou The creature 
artist lives and works from her 
cosy apartment, that’s full of 
natural wonders, plant life 
and, er, dead things
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I’m always collecting weird bits of nature. I found these barnacles 
at an antique shop in San Francisco. I love their irregular shape and 
colour – not just as an interesting object, but also as reference.

I’m really into skulls of different animals and 
even more into skulls of animals from the 
same family. The skull on the right is a coyote, 
which I found in perfect condition in a 
bargain bin at a curiosity shop. The skull on 
the left is that of a domestic dog. The lower 
jaw is misaligned and would have resulted in 
a pretty interesting face.

This drafting brush has 
been with me since the 
seventh grade. My father 
gave it to me when I 
started to really get into 
drawing. It was his as 
he’s a draftsman himself.
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I use these models for reference all the time. The dog was designed 
and Kickstarted by SD Lord and the human woman was created by 
3DTotal. I find they really help with volume and lighting.

I use these books almost 
everyday and would highly 
recommend them to any 
creature or concept designer. 
There are plenty more to add 
to this shelf, but these are my 
everyday reference. I look at 
them constantly.

Mesa is a tiny Chihuahua I 
adopted about a year ago. 
She’s an excellent studio mate 
and companion. Her most 
important job is to get me out 
of the house every morning 
and afternoon for walks. She’s 
commonly referred to as “the 
potato”. (Don’t tell her about 
the canine skulls!)

I love my desk. I found it 
on Craigslist for a steal. It’s 
antique and solid wood 
with tons of storage and  
it holds my computer, 
Cintiq, scanner printer and 
occasionally me, when I 
need to reach something.

Post-its are life. I use regular 
old Post-its to help keep track 
of deadlines and important 
to-do’s. There’s nothing 
better than ripping one down 
to call it done!

Computer glasses have saved me. I 
used to go to bed and see fireworks 
when I’d close my eyes. These glasses 
help reduce the strain on my eyes when 
staring at my Cintiq for hours on end.

I drink an ungodly amount 
of tea as I work. I’ve 
switched to herbals and 
green tea recently so I 
don’t get so shaky by  
the end of the day.



Rolling back the years

Illustrator Rodney Matthews 

found a surprising place in 

The Rolling Stones’ history 

when his iconic artwork 

Another Time, Another Place 

was used without credit during a tour by 

the group. The picture has now been 

reimagined for a compilation of live and 

rare performances.

Another Time, Another Place was first 

released as a poster by the Big O Poster 

Company between 1976 and 1978. Rodney 

settled on the idea of depicting the Rolling 

Stones as fantasy warriors, because he saw 

them as the bad boys of rock. “They were 

Rock art Renowned fantasy artist Rodney Matthews revisits his 
classic Rolling Stone artwork for a special collector’s anthology

‘stone’ faced most of them time, though I 

managed to get a smile out of Jagger and 

Richards in the picture,” he says. “A bird 

could take a Beatle home to show her mum, 

but not a Rolling Stone.”

Despite being initially troubled to  

learn that the image was used without 

acknowledging him during a US tour in the 

mid-80s, Rodney can now take it as a 

compliment. “It was enormously flattering 

and the momentary thought of suing The 

Rolling Stones was banished in favour of 

feelings of – ahem – satisfaction,” he says.

Representing an earlier style of his 

painting process, the poster was first 

Another Time, Another 
Place originally featured 
Ronnie Wood, who 
replaced Brian Jones  
in the band.

The compilation 
cover from Coda 
Publishing will be 
named after the 
original artwork.

Rodney thinks The 
Rolling Stones have 
endured because 
they’ve become 
part of the English 
aristocracy.

outlined with a Rotring pen on hard-

surfaced artboard and coloured with 

pigmented ink and an airbrush. However, the 

reworked artwork, dubbed Another Time, 

Another Place II, had to include Brian Jones 

in place of Ronnie Wood.

“Sarah, my PA, Googled some images, so 

that I was able to paint the head of Brian 

Jones and Photoshop it into the existing 

picture,” Rodney explains. “At first Brian’s 

bonce looked too photographic, so I had to 

rough it up a bit to fit in.”

Limited edition prints of Another Time, 

Another Place II are available to order now 

at http://ifxm.ag/r-matthews.
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“What was Disney’s 50th 
animated feature?”

#SMARTERMOVIEMAG



Healing tools 
ImagineFX is such an awesome 
resource for artists of all 
backgrounds. I specifically wanted 
to share my appreciation of issue 
137’s Art Therapy For Artists article 
and also thank the artists who 
participated. As a working artist 
for the past 15 years, I can agree 
that creativity and imagination  
are instruments for our self-
awareness and healing. 

The attached self-portrait was 
created during a personal crisis that affected 
both my mental and physical health. At the 
time I had only my artwork to confide in, 
and I found myself sending all my 
questions and sorrow into the work. It’s so 
easy to drown in productivity and social 
networking, that we forget to make time for 
ourselves through our art. Over time, and 
with each pass of graphite and wash of 
paint, the answers I needed gently emerged 
through this self-portrait. Call it a higher 
power, intuition, or inspiration, but the 
practice of art-making is like an electric 
conduit for wisdom and transformation. 

I believe my artistry is my truest friend 
and will take care of me when I take care of 
it. I encourage those mature artists out there  
to stop and remember why they love 
making things. Be sure you haven’t lost that 
childhood magic in your creative process! 
It’s never too late to reassess your creativity, 
and no time will be wasted when the time 
spent brings you closer to your truest path. 
Blessings friends.
Daniel Lovely, via email

Beren replies Many thanks for writing  
in and sharing that Daniel. Though you’ve 
clearly had a time of individual struggle,  
it must be very reassuring for other artists  
to hear how your art guided you through 
that period and brought you out the other  
side seemingly with a renewed appreciation 
for the skill and process. Good for you.  
We would love to hear other artists stories 
on this, so do get in touch.

DID YOU MISS 
OUr fantaSY 
art ISSUe?  
Turn to page 44 
to see how you 
can get hold of 
this and other 
past issues of 
ImagineFX.

Fully featured 
Hello ImagineFX. I first bought your 
magazine for the tutorials and have learnt so 
much from them down the years, they’re so 
helpful and inspiring. To be entirely truthful 
though – and I hope you can forgive me for 
this! – I was so engrossed in them that I 
didn’t always pay that much attention to the 
rest of the magazine (sorry!). 

That’s changed over the past few issues 
and I’ve become really involved in some of 
the main feature articles. I especially 
enjoyed the Conan one recently, having 
previously had no interest in him. The 
Magic: The Gathering story was absorbing 
too. I’ve kept all of my old copies of the 
magazine (and in pristine condition, too!), 
so I’ll be delving back into the articles. I may 
be some time! All I was writing in to say, 
really, was, keep up the great work!
Stevie Skaggs, via email

Beren replies Thanks for emailing in 
Stevie. We’re always glad to know our work 
has hit a note with readers, it makes all the 
effort feel worthwhile. What do other 
readers think? Are there any things in the 
magazine you especially like or dislike? 
Good and bad, write in and let us know!

Missing link
I recently bought the ImagineFX Manga 
Artist Vol 2 digital version for the Zinio app 
and in it there’s a link to resources. But when 
I click on it, it only leads me to a page that 
says “404 Page Not Found”. How can I 
proceed to access the resources for this 
magazine please? Thank you very much!
Bruno Katekawa, via email

Beren replies Hello Bruno. Many thanks 
for buying Manga Artist Vol 2 and getting  
in touch about the link. We’re very sorry it 
wasn’t working when you tried it. The link is 
now fixed, so please revisit it and download 
the workshop resources you require at your 
leisure. I hope you will enjoy learning from, 
and being inspired by, them. We’re sorry 
again for your inconvenience, Bruno. If any 
other readers find a link of ours that isn’t 
working, please do drop us a quick line and 
we’ll aim to get it fixed as soon as possible.

Daniel Lovely has used 
his art, such as this 
self-portrait (above),  
to help him through  
some tougher times.
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YOUr feeDBaCK & OPInIOnS

Steve Skaggs enjoyed issue 137’s Conan story, despite  
not normally giving features any attention (gasp!).

Just finished something you want us to shout 
about? Send it our way on Twitter 
(@imaginefx), or find us on Facebook! 

Your art news that’s 
grabbed our attention

 Joshua 
Sommerfeldt 

@basssinger23 

“Finally did a #dawn 
I’m happy with”

 ren 
@ringelrei

“Junkers being 
inconspicuous”

 HONGHONG  
@dkfktl10004

“The Fellowship  
of the Forest”

follow us on twitter: 
www.twitter.com/imaginefx
tell us your thoughts on: 
www.facebook.com/imaginefx

Contact acting editor, Beren neale, 
on beren@imaginefx.com or write 
to ImaginefX, future Plc,  
Quay House, the ambury,  
Bath, Ba1 1Ua, UK
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www.gamesradar.com/new-totalfilm-quiz

Take the smart  
movie quiz...
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28 October 2016

Save up to 47% 
…and get money off 
Adobe’s creative products.

Exclusive covers 
Subscribers receive issues 
with text-free covers.

No-hassle delivery 
ImagineFX gets sent direct 
to your door or device.

Immediate access 
Take out a digital 
subscription for instant 
access to the latest issue.

Subscribe to

Subscribe to our print or digital editions, or get the best 
value with our complete print and digital package! 

Get a sub  
from only
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MONEY OFF 
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Adobe to offer 20 per cent 

off the Adobe Creative Cloud 
Photography plan – which 

includes Photoshop – when 
you subscribe to ImagineFX.  
That’s a whopping £20 off!
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SavE up to 

47%
Based on a quarterly 

subscription
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after the 14-day cancellation period unless exceptional circumstances apply. Your statutory rights are not affected. For full terms and conditions please visit http://bit.ly/magterms. Offer ends 15 October 2016.



Struggling with a painting technique or 
topic? email help@imaginefx.com today!

David paget
David’s a freelance concept 
artist working in the game and 
film industries. He also teaches 
concept art and digital 
painting at Teesside University, 
north-east England.

www.davidpaget.co.uk

mélanie Delon
Mélanie’s a freelance illustrator 
who specialises in fantasy. She 
spends her time working for a 
range of publishing houses 
and developing her own 
personal works.

www.melaniedelon.com

nick harris
Nick’s a UK-based illustrator 
who’s been working in 
children’s publishing since 
1982. He switched to digital 
after 18 years of working in 
traditional media.

www.nickillus.com

leesha hannigan
Leesha is an Australian 
illustrator and concept artist. 
Her interests lie in fantasy 
illustration, with a personal 
focus on creature and 
environment art.

www.leeshahannigan.com

Tony foti
Tony is an artist working at 
Konami who still contributes 
freelance work to numerous 
book, trading card, video 
game, magazine and 
advertising companies.

www.tonyfotiart.com

need our advice?
Email help@imaginefx.com 
with your art questions and 
we’ll provide all the answers!

Answer
Nick replies

light travels fast. however, 
some transparent or 
translucent materials slow it 
down. water and glass are like 

that. they refract light: that is, they bend it 
because of their comparative densities to 
air. Sometimes they can even splinter it 
into its components, which are pure 
colours. remember those experiments  
in class with a prism? Sure you do!

all that said, the main thing about glass 
is that we can see what’s on the other side 
of it. when the surface isn’t flat like a 
window, refraction causes distortion. i’m 
working in artrage, mainly using pencil, 
chalk, watercolour, wet Blender and 
eraser tools. 

our scene is a hungry ogre eyeing his 
next snack in a jar in the foreground. For 
reference, i take a couple of photos of 

Think about the balance between 
outer surface reflections, 

shadows and what you can see 
through the refracting glass. 

Reference is there to 
inform and guide you, 
not dictate every mark. 
It’s best to combine the 
information it supplies 
with what you already 
know and what you 
want your image to say.

Question
How would you go about painting glass distortion?
Emilia Yuryeva, US

empty jam jars with a few objects behind. 
i start drawing while referring to a few 
preliminary sketches. i want to contrast 
the background detail with the obscuring 
quality of the glass. i keep the background 
simple and clear. don’t forget that 
reflections on the outer glass surface help 
describe the material. 
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get your 
resources

See page 6 now!
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Step-by-step:
paint someone who’s 
trapped in a glass jar

Question
Please explain how to depict stone columns
Dominic Hudson, England

Answer
David replies

to paint natural materials correctly, 
you need an understanding of how 
light reacts with certain surfaces. if 
the surface is rough, like stone, you’ll 

have to control a more limited use of values so 
that the texture doesn’t appear too shiny or 
reflective. as well as this, think about the 
general shape you’re trying to create. is it a cube? 
a pyramid? a cylinder? thinking like this will 
help you analyse your work and create a better 
understanding of how to paint your design.

to help answer this question i’ve illustrated a 
temple scene that includes a number of 
cylindrical stone columns. i begin in black and 
white to establish the composition, as well as 
the light sources, and then move into colour. 
i’ve used two light sources in this scene. the first 
is a natural light source coming from outside, 
while a secondary green light source comes from 
the main chamber. these two light sources are 
useful for defining the shape of my columns 
and make them look more three-dimensional. 

i also use a number of custom brushes and 
stone textures (from www.textures.com and 
www.photobash.org) to add some roughness  
to the column surface. this is crucial because i 
don’t want the columns to appear flat or smooth. 

Getting to grips with custom 
brushes can take some time. 

Many artist put their own  
brushes online, so have fun 
experimenting with them.

 I lay out the composition with the glass 
jar prominent in the foreground, and 

lay some tonal washes over the drawing. I 
keep perspective lines on a separate layer 
so I can turn visibility off, when necessary. I 
include some other jars in the composition. 
The main light source will be the fire 
burning in the range near the ogre’s feet.

 Before dealing with too many 
refraction effects, I work up the form 

of the jar, introducing a few reflections. My 
jar has bright reflection down its left side, 
but is darker down the other side. I block in 
some exaggerated distortion of the table 
top and blue jar, and have light coming 
through the middle.

 I work up the jar’s edges (translucent 
watercolour), bringing a few glints 

where the light catches the thickness of the 
glass, using an Opaque Chalk tool. I alter 
the shapes of what can be seen through 
the glass, and soften edges. I also add 
some water droplets and condensation to 
help define the surface nearer the viewer.

Have fun witH layer properties

playing around with the layer properties can 

create fantastic effects. this is especially effective 

when using textures in your work. the ones i use 

most commonly are overlay, soft light, Hard 

light, lighten and Darken. i recommend 

experimenting and trying them out.

Artist’s secret
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Step-by-step: Building up the emotion of a scene

Answer
David replies

creating characters within a 
scene comes with its own set of 
challenges – the chief problem 
being expression. more often 

than not, a lot of characters can appear 
stiff and rigid, which can make things 
visually unappealing for the viewer. 

you can express a range of emotions just 
by playing around with body language, 
helping to reinforce relationships between 
characters, character motivations, attitudes 
and so on. to demonstrate this point, i’ve 
created an image of a king who’s young, 
well dressed and sat on a glorious throne. 
he should be happy in life. however, by 
changing his body language into a slouched 
position this expresses a very different 
personality. he appears bored, uninterested 
and disengaged with his surroundings. this 
makes the viewer ask questions about this 
character, creating a more engaging scene.

humans express a lot of themselves 
through their body language without 
really realising it’s happening. and if you 
can capture this within your artwork, it 
will strengthen your designs much further.

 With a relatively simple 
composition like this one,  

I generally like to work in black 
and white first before I bring in 
any colour. This enables me to 
concentrate purely on the 
composition and layout of my 
scene. It also means I can work 
quite fast and can quickly 
sketch my design. I want to 
create a static camera angle  
to help focus on the character 
in the image. 

 I continue to work in black 
and white, and flesh out 

details in my design of the 
character’s costume and 
throne. The shapes are still 
fairly chunky so I can quickly 
make adjustments where 
necessary. I focus a lot on the 
figure’s positioning to make 
sure that he appears bored and 
uninterested. It’s crucial that 
the image reads well now, 
before I take it any further.

 Colour can finally be 
added into the scene. I 

deliberately choose a more 
desaturated colour palette as 
an extension of the character’s 
mood. He looks bored and a 
little depressed, and I want  
to carry this feeling into the 
environment, too. The young 
king is still the main focus of 
the image however, and the 
level of detail is gradually 
being built up.

 Eventually, I reach the final 
stages of the image. I 

include a warm light source to 
beam down on the character to 
help separate him a little more 
from the bleak surroundings. 
Detailing is given to the face 
and upper body to help focus 
the viewer’s eye. It’s also 
important to capture a bored 
expression on the character’s 
face to sell the image and how 
uninterested he is.

flipping tHe canvas

one of the most useful tips i ever picked 

up was to constantly flip the canvas 

horizontally while i’m working on an 

image. this helps your eyes quickly spot
 

any mistakes you’ve made. 

Artist’s secret

To help capture the 
expression of boredom, the 
character’s face has to look 
a little droopy, as if it’s 
sinking into his own hand.

Even in this rough stage, the character still appears 
bored or sad. It’s important to capture the essence 
of your design early in the production.

Question
Help me convey 
body language
Allen Hershberger, Canada

ImagineNation Artist Q&A
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Question
I want to paint an overloaded figure.  
What should I bear in mind?
Sebastian Walker, England

Answer
Nick replies

i begin by inspiring myself with 
some of the images to be found 
online of folk carrying remarkable 
loads. Start by sketching a few ideas 

based on the inspiration you find. i soon land 
on the idea of a squire carrying spares for his 
knight, including a horse. i sketch that idea in 
SketchBook pro and then bring it into artrage 
(select import image to layer). 

once i get the general proportions and pose 
working better, i add more elements on top of 
the horse. i use simple shapes like boxes and 
cylinders that i can make feel solid. it all adds 
to the feeling of weight. i draw the figure 
bending forward with the burden on his back, 
a strained look on his face. i add further to the 
impression by having his knees struggle to stay 
facing forward. perhaps have him labouring 
uphill, or up some stairs. i contrast his body 
angles with clothing that hangs straight down.

2

1

3

Step-by-step:
Use light and shadows  
to pile the stuff on

 I tidy up the imported sketch and 
rough in some shapes on the horse’s 

back. You can add straining belts and 
straps holding items in place, to help show 
their form and weight. Consider what 
materials they might be made of. Large, 
solid metal and wood objects are usually 
heavy and awkward to carry.

 Protruding objects can make a load 
more awkward to deal with. As I build 

up the colours, I add in a jousting lance. I 
block in colour with the Chalk tool, and lay 
watercolour washes for shadow to build 
volume and deeper tones. Diagonal shafts 
of light help to add to the feeling of the 
directional forces being applied.

 I keep building up volume and colour. I 
use bold, contrasting colours that 

make the objects easier to understand. I 
darken the shadows more, redden his face 
and exaggerate his expression. I have his 
hair dishevelled. His feet are pinned flat on 
the floor. Finally, I add a shadow layer over 
him to integrate into the scene’s lighting.

A combination of awkward 
posture, larger, solid volumes 
above him and a straining 
expression can all add to the 
impression of overloading.

Once I find images showing how much some folk actually 
carry, it gives me licence to push my sketches further, 
ending up with my overburdened squire.

Your questions answered...
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A lot of what I felt 
was working about 
this design, was only 
discovered through 
making so many 
thumbnails.

You can choose to paint clean, 
polished metal, but I like to add 
some scratches and dents, to 
bring more colour variation and 
realism to the texture.

The metal colour scheme starts off being simple, 
but I’ll add more colours like those of the reflected 
environment, and a more intense bright light later.

Answer
Tony replies

Creating characters involves 
using visual storytelling and 
design skills. Yet if I had to 
choose what aspect was the 

most essential, I’d say it’s thumbnailing. 
Getting out as many ideas as you can before 
committing to anything will help you avoid 
generic designs, and give you a better 
insight into what you’re looking for. 

For this article I’m designing the personal 
bodyguard of some sort of techno high-
fantasy universe queen. While there are 
some aesthetics I already know I want (such 

Answer
Melanie replies

Polished metal is a pretty 
interesting element to paint, 
and it’s something I really like 
to add to my characters because 

of the touches of light and dynamism it 
brings to any painting. However, to achieve 
a realistic metallic element can be difficult.

I start by deciding on the shape of the 
metallic element, bearing in mind that it 
might change during the painting process.  
I usually do few preparatory sketches to see 
what will work and suit my character. This 
enables me to focus on the main painting 
and the metallic texture. 

The main trick is the texture, and it’s the 
most complex part. I start with a very 
limited colour scheme: the base colour,  
the light and a shadow hue. The colour 
scheme is important to get right because 
it’ll define the type of metal that your 
object is made of: gold, copper, iron and so 
on. However, this is only the base; metal is 
a highly reflective element and so you have 
to take into account the surrounding 
colours in the final design. The more 
reflective colours you introduce, the more 
realistic the texture will look.

The light is the other key aspect. Metal is 
a reflective element and so the light should 
be intense. Here. I control the strength of 
light so that a lot of light hits the crown, but 
not too much because it could end up 
distracting the viewer from the focal point 
of the composition: the character’s face. To 
this end, I soften the light if it’s too much.

Question
Please help me paint polished metal
Thomas Gray, New Zealand

Question
What’s the key secret behind a  
successful character concept?
Jez O’Hara, US

TexTure brush
I created this brush for addin

g texture, 

colour variations or light to metal.  

I often slightly blur the brushstrokes 
so 

that it blends well with the rest of the 

element. You can download it from this 

issue’s resources page.

ImagineNation Artist Q&A
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Artist’s secret

as blue to reflect a calm demeanour), using 
a thick brush to quickly draw out lots of 
small silhouettes makes me realise I want 
strong triangles: such symmetry works well 
for a feeling of control. Furthermore, her 
armour will need something to imply she’s 
not a regular soldier. 

I notice that designs with strange and 
dramatic shapes feel like rank insignia. 
Having those Galactus-style ears behind 
the head says to the viewer, “This person is 
someone of importance in some kind of 
within her military’s structure.”



When you put similar 
values near each other 
they blend together, 
and juxtaposing 
elements gives added 
weight. Use both ideas 
to control where you 
want the viewer’s eyes 
to linger in your art.

Step-by-step: Design a character that reads well

 Start your thumbnailing process off 
by drawing silhouettes with a 

medium-sized brush in Photoshop. Don’t 
get hung up with details, and force 
yourself to try out lots of different shapes. 
I find that if I do 50 quick sketches, there 
are more than enough good ideas.

 It’s time to pick a design. Don’t just go 
for whichever feels the most exciting. 

Look for the one that most successfully 
tells the story you wanted for that 
character. Now enlarge it, reduce the 
Opacity and start to sketch out the details 
at a larger size.

 Once I’ve narrowed it down to just  
the silhouettes that I like the most,  

I enlarge them and create a new layer 
above. Right-click the layer, select Create 
Clipping Mask, and then use a brush set to 
medium grey to start defining the main 
costume shapes.

Question
How can I make my paintings retain the viewer’s attention?
Helen Vine, England

Answer
Tony replies

There are many things that 
control a viewer’s focus, but 
it pretty much all boils down 
to contrast. Whether it’s dark 

shapes near light shapes, soft edges 
worked through hard edges, or a stroke 
of colour at high saturation next to some 
grey, the areas where contrast is highest 
will hold more importance. 

In portraiture, the general goal is to 
make the face the primary focal point. 
Faces draw a lot of attention already, but 
the entire composition usually directs 
you as well. When you put the brightest 
light behind a woman with dark hair, or 
have a man in a white suit stand in front 
of a shadowed wall, the drastic shift in 
value will command attention.

Here, I’ve taken into account the fact 
that the model’s hair is dark and flagged 
her head with the brightness of the 
window. Having the light source behind 
her also works well because the rim 
light will help define shapes in a 
composition that’s fairly dark overall. 
Value contrast is the most drastic, so 
identify your dark and light areas early 
and pay attention to them throughout.

A good way to check on yourself is 
with a Threshold adjustment layer. Click 
the little circle at the bottom of the 
Layers menu, then select Threshold. 
You’ll now have a layer you can turn on 
an off that enables you to check if your 
value pattern is reading.

Colour and Mood

Pay attention to how colour contrast 

affects both focus and mood. I suggest 

trying out different compositions 

with Color layers to see what works 

best. Foe example, a bright red 

curtain might add some excitement, 

but it can also be distracting.

Your questions answered...

35October 2016

1 3

Artist’s secret

2



P R E S E N T E D  B Y

34th

GOLDEN
JOYSTICK
AWARDS

EVENT 
TICKETS 
ON SALE 
NOW ...

www.goldenjoysticktickets.eventbrite.com

DON’T MISS THE ACTION!

VOTING 
OPENS 1 

SEPTEMBER
2016

facebook.com/goldenjoysticks @GoldenJoysticks



1 2 3

Step-by-step: Illustrate rising tendrils of smoke

 Begin by blocking in your smoke. It’ll 
help to use a brush that’s not too 

textured, and choose a mid-tone for this 
step. Sometimes painting extremely 
abstract shapes can be a bit of a mental 
battle, as our brains love patterns and 
symmetry. Look at some images of smoke 
to get an idea of just how twisty and 
random those shapes can be.

 Start to define those shapes. This kind 
of rising smoke has more sharp edges 

than you might expect. One side of a 
plume of smoke can be sharp, gradually 
fading to a softer edge. Reduce your 
Brush Flow in Photoshop for more control 
over this subtle gradient. Don’t forget to 
softly add some thinner tendrils of smoke, 
breaking away from the main shapes.

 It’s time to add some highlights. Rising 
smoke tends to be thick when close to 

its source, or intersecting with other 
smoke tendrils. Choose a bright colour and 
gradually build up the brightness in these 
areas. I like to use a Color Dodge layer for 
this. Try double-clicking your layer and 
toggling off Transparency Shapes Layer to 
create slightly different effects.

Question
Can you give me some advice for painting realistic smoke?
Jolanta Maciejewska, US

Answer
Leesha replies

Smoke is a prevalent visual 
effect in fantasy art. It can help 
to potentially reinforce both 
your composition, and your 

narrative. It’s important for any fantasy 
artist to not only learn how to paint smoke, 
but also to understand how it works, and 
how to integrate it within your setting. 

Smoke will vary visually depending on 
the cause. Billowing clouds of smoke from a 
roaring forest fire will look very different to 
tendrils of smoke rising from a slowly 
burning piece of parchment. Using 
reference and real-life examples will help 
you to identify what kind of smoke you 
should be aiming to replicate in your 
paintings. The appearance of smoke is also 
affected by its surroundings. Is it a still day, 
or is it windy? Will there be any floating 
debris or embers rising with the smoke? 
These are all good things to consider.

While learning how to paint smoke, it’s 
best to avoid the overuse of photo textures 
or custom brushes for a couple of key 
reasons. First, they can be potentially 
limiting when it comes to appearance; and 
second, this will enable you to properly 
understand the shapes and forms involved 
without taking any tempting shortcuts. 

In this example I’ll be talking about how 
to paint coloured smoke in Photoshop, 
with the help of some adjustment layers.

next month: ApplY YoUr phoTo TexTUres | creature design advice | expressIve hAnds 
explaining the puppet warp tool | phoToshop perspecTIve TIps | and more!

no sMoke wIThouT Colour

alternating colours within your smoke 

tendrils can add a lot more interest to 

your painting and greatly enhance your 

finished smoke effect. don’t shy away from 

saturated colours: experiment with a  

hue/saturation adjustment layer to  

try out different colour schemes!

Artist’s secret

This animal spirit has 
escaped its bottled prison, 
and doesn’t seem too 
happy to see the keeper! 
I’ve featured some 
magical-looking smoke to 
help tell the story.

painting smoke on its own 
layer enables you to freely 
use Warp (edit> 
Transform>Warp) or 
liquify (Filter>liquify) to 
manipulate the shapes 
however you like.
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our experts, email us at 
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Scott 
Robertson

hen he was 14, Scott 
Robertson finished sixth in 

Ohio’s famous Soapbox Derby, 
in a car he’d designed and built 

with his father. Aside from being an 
unexpected claim to fame, this is telling for 
two reasons: it highlights the prolific 
concept artist’s early love of vehicles, and 
foretells his later career working at the 
cutting-edge of design and technology.

Best known for his vehicle work, Scott 
has worked across a staggering range of 
projects – from feature films like Steven 
Spielberg’s Minority Report and Hot 
Wheels animated series Battle Force Five, to 
theme park attractions like the Men in 
Black ride at Universal Studios. He’s 
designed consumer products including 
wheelchairs and bikes, written 13 books on 
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The entrepreneurial concept artist and  
educator tells Julia Sagar why the intersection  

of design and technology is best



art and design though his publishing 
company Design Studio Press, and co-
produced more than 40 educational DVDs 
with The Gnomon Workshop.

But it all started with cars. “Some people 
just grow up loving things with wheels,” he 
shrugs. “It was that simple at first. As I got 
older, that fascination with the function 
and design of vehicles continued.”

At California’s Art Center College of 
Design – where his father had studied 
illustration – Scott fine-tuned his 
fascination, graduating with honours with a 
B.S. degree in transportation design in 1990. 
“I came to appreciate more fully the 
complexity of the machines and the careful 
balance of engineering and style that each 
possess,” he recalls. “All of these mechanical 
and aesthetic elements simultaneously 

the landing
One of a series of sketches 
and renderings found  
in Scott’s book Lift Off, 
The Landing.

working together presents a design 
challenge, and that’s what makes them 
especially rewarding to design and build.”

entrepreneurial spirit
Despite his early focus on vehicles, Scott’s 
roots remain in product design. The day 
after graduating, he launched a product 
design consulting firm in San Francisco 
with his best friend and course mate 
Neville Page, attracting clients like Nissan, 
Volvo Yamaha and Everest-Jennings with 
their durable medical and sporting goods. 
Was this an unusual first career step for a 
transportation designer?

Not really, says Scott. He’d been studying 
both disciplines until his last year at school, 
so it was natural jump: “About halfway 
through my education at Art Center I 

realised that most mainstream car design of 
that era moved at a snail’s pace, and was 
quite corporate and conservative. That’s 
when product design started to become more 
interesting,” he explains. “I built upon some 
internship work I’d started in 1989, 
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profile
Scott robertson

The US concept artist’s spectacular
designs have captured the
attention of household-name
directors and brands for almost
three decades. His work has

informed sci-fi films like Minority Report and
Avatar, and he’s taught students for 20 years.
www.cargocollective.com/drawthrough



foundation of creating new products for our 
own world and for imaginary ones, too.”

Scott continues: “The same thought 
process can also be applied to designing 
experiences for people, so the jump from 
industrial design to entertainment design, 
where people interact with imaginary 
worlds full of props, vehicles and other 
characters, is a relatively familiar 
intellectual exercise. The main difference 

when I worked for Kestrel Bicycles  
and Medical Composite Technologies 
designing bicycle frames and wheelchairs 
manufactured with advanced composites. 
Starting the consulting studio with Neville 
seemed like a good opportunity to 
continue servicing these two clients…  
and our products were modes of 
transportation, after all.”

Since then, Scott and Neville have taught 
drawing and industrial design at 
Switzerland’s Art Center, Europe, before 
relocating to Los Angeles where they 
continue to consult for clients ranging from 
Raleigh Bicycles to Mattel Toys, Nike, Angel 
Studios and beyond.  

industrial design approach
For Scott, industrial and entertainment 
design are intrinsically linked, and his 
experience in product design is at the core of 
his practice as a concept artist. “Many well-
regarded concept artists and designers have 
their fundamental education in industrial 
design,” he says. “The practice of industrial 
design is being able to project the desires 
and needs of a customer into a plausible 
product, be it car, bike, wheelchair or shoe. 

“This learned skill – to research any 
subject and imagine, visualise and invent a 
solution to satisfy the project goal, and then 
be able to present that solution using 
drawings and renderings to others – is the 

is that entertainment design requires a  
lot less effort to design how an object 
might actually be engineered and 
manufactured. It mostly needs to look 
cool and be entertaining.”

One of the biggest problems in design 
and creative education today, he says, is that 
too few students understand how to build 
physical objects. This lack of understanding 
hinders their ability to draw from their 
imaginations and ‘communicate 
believability’ in their designs. Scott should 
know: he’s been teaching and creating 
curriculum on how to design, draw and 
render for almost 20 years. He’s trained 
several high-profile concept artists 
including Thom Tenery (Star Wars: The 
Force Awakens) , Ben Mauro (Elysium) and 
Khang Le (Hawken), and was key in the 
creation of the Entertainment Design 
department at Art Center College of Design. 

“There were very few, if any, 
entertainment design programmes being 
offered at college level at that time,” he 
explains. “It was around 2004 or 2005 that 
we officially began the programme, if I 
remember correctly. Art Center already had 
top-notch illustration and industrial 

 Many concept artists have 
their fundamental education 
in industrial design  

concept ship
An image from Scott’s 
book Blast, which explores 
spaceships and sci-fi 
environments.

start Your 
engines
The cover image from 
Scott’s 2006 book, Start 
Your Engines, published 
by Design Studio Press.

Vehicle sketches
“All of the mechanical and aesthetic 
elements working together presents quite  
a design challenge,” says Scott, explaining 
his love for transportation design.

concept bike
One of many conceptual 

bicycles designed by Scott.
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Story trumpS reality  
in entertainment deSign
Scott explains how much time goes into creating realistic futuristic environments
Concept artists frequently predict technologies, 
infrastructure and architecture years before they’re 
seen in real life. Take the Minority Report, which 
foresaw driverless cars, facial recognition and 
touchscreens. How important is it for these predictions 
to be as accurate as possible – and to what extent is 
this the responsibility of the concept artist?

“The amount of research that goes into predicting 
the future varies depending on time, money and the 
filmmakers’ interest,” says Scott. “The story drives 
this: on Minority Report, there was a strong goal to 
depict a plausible future world, so they consulted with 

a team of futurists and those predictions were shared 
with the concept design team.

“How closely these predictions are followed during 
the visual development of a story varies a lot, and if 
the solutions aren’t entertaining enough the research 
is usually abandoned for whatever is regarded as the 
‘bad-ass-du-jour’ direction. This is the big difference 
in designing for entertainment versus manufacturing. 
Story always trumps reality, as it should for 
entertainment projects. Audiences have proven time 
and again their ability to suspend disbelief when it 
comes to accepting far-fetched world-design.”

concept ship
Another futuristic concept 
ship from Blast, this time 

set in an icy environment.

Wheelchair
This progressive advanced composite wheelchair was 
used as the basis for the wheelchair seen in Avatar.

Mech
A beast-inspired mech 

sketch for a future 
Design Studio Press 

book, yet to be titled.

Scott RobeRtSon
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design programmes, so it was uniquely 
qualified to offer entertainment design, 
which I’ve always considered to require 
roughly 40 per cent illustration and 60 per 
cent industrial design skills.”  

It makes sense: in transportation design, 
for example, artists are always constrained 
by the ‘package’ – or “the specific 
arrangement of the functional elements of a 
vehicle that a designer can’t easily move 
around to achieve new vehicle proportions,” 

as Scott explains. A deeper understanding of 
the engineering and manufacturing of a 
vehicle, however, can help a concept 
designer find opportunities to innovate and 
influence the package. This, he points out, 
can greatly improve the overall visual 
appeal of the entire end product. 

When it comes to his own creative 
process, everything starts – broadly 
speaking – with research based on the 
design brief or script. Early ideas form as 

sketches or written notes, and from this 
initial “idea dump” he creates new sketches 
to share with others for feedback.   

Modelling the ideas
“After this critique process, I choose a 
direction and communicate the concepts 
more clearly by creating full-colour, 
photoreal renderings in Photoshop or a 3D 
modelling and rendering program like 
MODO,” Scott continues. “Based on the 

input from these presentations, a design 
either moves into physical modelling or 
stays in the digital realm for final 
modelling. I repeat the feedback loop of 
prototype-present-critique-refine until the 
design is right or they run out of time or 
money – whichever comes first.”

Since finishing his last books, How To 
Draw and How To Render, Scott’s gone back 
to his roots in industrial design and is 
currently working for a start-up on “one of 

 Entertainment design requires 
roughly 40 per cent illustration and  
60 per cent industrial design skills  

the most exciting projects” that he’s ever 
been part of. For now it remains a closely 
guarded secret, but you can expect a public 
announcement in early 2017. 

On a personal front, he’s also spent the 
last year designing and building a 1934 
Ford hot rod truck with the team at Foothill 
Fabrication in Corona, California. He’s 
documenting the design and build process 
via his Facebook and Instagram (@scoro5) 
accounts. And this is key: self-initiated 
projects run centrally through Scott’s 
practice – and it’s his top advice for all 
concept artists. 

“You have to realise that doing 
professional concept art and design work is 

lift off
“I’ve always found the concept 

design process to be very 
interesting, and wanted to create 

products to share this with others.”

pencil sketches
Early pencil sketches 
featured in Scott’s book 
Blast show the birth of 
some concept spaceships.

hot rod truck
For the past year Scott has 
been busy designing and 
then building a 1934 Ford 
hot rod truck.
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education 
matterS
Scott looks back on his extensive portfolio  
of educational design books and DVDs
One highlight from Scott’s varied career is his work in 
education, and the books he’s helped create for his art and 
design publishing company, Design Studio Press. “In 2002 
there weren’t many ways for aspiring concept designers to 
learn about our trade, other than the occasional ‘art of’ book,” 
he explains. “I’ve always found the concept design process to 
be very interesting and wanted to create products to share 
this with others. Books have been a great way to do this.”

Since then, Design Studio Press has published over 80 
titles, and collaborated with The Gnomon Workshop to 
create a highly popular library of how-to DVDs covering the 
fundamentals of perspective drawing and rendering. “These 
subjects aren’t taught to a high level at very many schools 
around the world,” Scott says, “but students understand the 
value of this content, hence the popularity.”

a ‘yes’ job. What I mean is that the job isn’t 
there to satisfy your own personal, artistic 
pursuits. You’re creating designs and art to 
tell someone else’s story or to build their 
business around.

“You get paid well to do this job, so act 
professional – but always set aside a little 
time for yourself to pursue your own 
projects, on your own time and on your 
own dime,” Scott advises, before delivering 
the punch line: “Doing this keeps the 
professional work in perspective – making 
it much more enjoyable to say ‘yes’ with a 
smile on your face.” 

hoVercraft
An image featured inside Lift Off. 
“Many well-regarded concept artists 
have their fundamental education 
in industrial design,” says Scott.

concept spaceship
“Too few students understand how to 
build physical objects and this lack of 
understanding hinders their ability to 

draw from their imaginations.”

Mechs
“I’m energised by technology and new 
design opportunities,” says Scott.

blast
Scott’s understanding of vehicle engineering enables  
him to add believability to his designs.

perspectiVe basics
A still from Scott’s Gnomon Workshop video, Basic Perspective Form Drawing.

Scott RobeRtSon
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learn the basics
“I owe a ton of the knowledge I have now to the concept  
artist John Park. One of the great things he taught me and 
other students at Brainstorm School was to reinforce our 
foundational background before starting with 3D and photo 
texturing. I feel it’s very important to have a good knowledge 
of perspective, design and composition before jumping into 
the greater challenges that this industry offers.”

WISE WORDS

 When designing landscapes  
I always start with the 
background history and culture 

of the area I’m creating. Landscapes and 
architecture have their own character, 
expressed by their patterns and shape 
relationships. I try to accentuate these and 
push them further than reality. To create 
palettes, I rely heavily on reference images 
that are shot without filters, to get the true 
colour of a scene from the earth. It’s then, 
by pushing these grounded palettes past 
reality, that I believe you can create a 
wonderful and mysterious mood.”

Finnian 
MacManus

location: US
Web: www.fmacmanus.com

occupation : Junior concept artist, 
Industrial Light & Magic

EnvironmEnts

The new

With the fidelity of video game CG and film  
effects growing by the day, the ability to create 

spectacular environment and landscape art has 
never been in higher demand. Such images can set 
the tone of an entire piece. Here we introduce the 

most creative artists in the field today…

 LEgEnds of Epic
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 For epic landscapes, 
I feel like colour and 

mood really drive  
the mystery and vast 

feelings they create 
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 M y work is always approached  
with the goal of making a 
spectacle. For me, a successful 

painting is not one where I receive 
compliments on my rendering or some 
other aspect. It’s one where the viewer is  
so drawn to the painting that they feel an 
urge to explore every part of the world I’ve 
created. Although I equip myself with 
many different tools and techniques when 
creating a painting, exploratory colour 
choices and otherworldly designs are the 
facets that I utilise the most.”

Oscar 
Gregeborn

location: Norway
Web: www.oscargregeborn.com

occupation : Student, freelance artist
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endless possibilities
“When I first started painting, my initial 
focus was to copy reality. But my good 
friend Jesper Friis taught me that  
by bending the rules of reality, you can 
achieve a far higher visual impact. 
Remember that the possibilities of art  
are limitless, so use the tools given to  
you to create a feast for the eyes!”

WISE WORDS

 I want the 
viewer to gasp  
and say ‘Wow!’ 
whenever they  
see one of my 
paintings 

EnvironmEnts
The new legends of epic
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Maxwell Boas
location: US

Web: www.maxwellboas.com
occupation : Art director and visual 

development artist, DreamWorks Animation

W orking as an art director, a lot of the time I only have  
a few hours at my desk to execute an idea. So I’ve 
created a habit of being very clear with the concept 

before I begin to paint. I usually do quick, loose thumbnails and 
explore rough colour ideas before I start on a piece. There’s nothing 
worse for me than to have invested the time and energy in a 
painting and not be happy with the concept, composition or 
lighting idea later on down the road.”
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EnvironmEnts
The new legends of epic

© DreamWorks Animation/Maxwell Boas

make a statement
“I have been fortunate to have worked with the talented 
production designer Raymond Zibach. He has taught me  
to ask, ‘What is the artistic statement I am trying to make?’ 
Whether it’s a bold composition, a unique colour palette or  
a lighting idea to help stage a character, staying true to that  
initial idea creates a stronger, more emotional piece of art.”

WISE WORDS Being so busy 
has taught me to 
be very efficient 
with the time that  
I have to work 
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be unique
“The best advice was given to me by my 
curator: don’t compare your pieces with 
artworks created by more skilled artists 
who are working in the same style. 
Instead, be so unique that such 
comparisons are irrelevant.”

WISE WORDS

 Developing and imagining 
environments for online games 
particularly interests me. I see 

them as the most defining aspects of the 
worlds we’re developing. Landscapes are 
powerful storytelling tools, impacting  
the player with more immediacy than 
narration or lore, yet their potential is often 
overlooked or underrated. Character design 
is too crowded a space, because most young 
artists seem to gravitate towards it.”

Andrey 
Surnov

location: Russia
Web: www.tichy.artstation.com
occupation : Freelance artist

 The main task  
of fantasy art is to 
make you believe, 
for a moment,  
in the truth of  
unreal images 
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EnvironmEnts
The new legends of epic
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 The imagination of an artist is 
boundless, I’m sure we all agree.  
The immensity of that is something 

that has excited me for many years, and 
creating environmental design enabled me 
to exploit this passion beyond character 
design. Each new image I invent seeks to 
exploit the space in the best way possible,  
to create ever larger and more impressive 
environments. I like playing with scales  
of magnitude. The photobashing technique 
is the one I prefer. It involves working  
with an existing photograph and 
transforming its shape completely to 
produce an entirely different creation.”

Jessica  
Rossier

location: France
Web: www.wardenlight.com

occupation : CEO, Wardenlight Studio
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realise your dreams
“In 2015 my husband and I met Iain 
McCaig at a festival. This man is a great 
gentleman. He told us many amazing 
things, but focused on a particular point: 
‘Create your own projects and realise your 
dreams.’ And now that is what we do!”

WISE WORDS

 I hope people 
seeing my images 
lose all notions of 
scale between big  
and infinity 

EnvironmEnts
The new legends of epic
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Christian 
Dimitrov

location: Bulgaria
Web: www.christiandimitrov.com

occupation: Freelance matte painter  
and concept artist

Something that’s very important for 
me is the balance between the big, 
epic landscape and the little stories 

incorporated in it. I’m still learning about 
how to find this balance. I hope I’m 
achieving the feeling of a different world  
in my works and that I can engage people 
with the stories the painting is telling. One 
of the techniques I use most often is the 
Quick Selection Tool with Refine Edge 
option in Photoshop. It’s a wonderful tool 
for extracting all kinds of elements, such  
as clouds, buildings, trees and so on.”

maintain the spirit
“One of the best and most profound bits  
of advice I’ve had was from Dylan Cole: 
‘The hardest thing about painting is 
maintaining the spirit of a sketch in a final 
illustration.’ This kind of analysis opened 
up my eyes and made me think about 
design in a new, completely different way. 
This is something that I continue to learn 
about and try to be better at.”

WISE WORDS

 One of the 
things I love when 
I’m looking at a 
painting is how it 
transfers me into 
its own world 
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EnvironmEnts
The new legends of epic
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profile
rembert Montald
location: Belgium

Rembert is a freelance 
concept artist and 
animator. He has created 
marketing art and 
storyboards for animated 

films, and also worked in theme park 
design. He tells us that, “Design can’t 
be just interesting visually, but has to 
serve the story as well. A good image 
is just a matter of technique, but 
image that conveys a story is art.”
http://ifxm.ag/r-montald

It’s not enough to be te
chnically proficient, says this 

illustrator – you need to tell a 
good story, to

o…

Rembert 
Montald

fisherman
“Here’s a drawing I did for the InkTober 

challenge. I always start with a light, ballpoint pen 
approach to search for the right gesture. Then I 

add darks with a Pentel brush pen.”

sarah
“When I’m 

life-drawing I love 
searching the angles for 

deep foreshortening. This 
can be challenging but  

also a lot of fun!”

battle pilot
“This is a fun game you can play 

with friends. Everyone says a  
random word and then you try  

to come up with a character  
design that encompasses all  

those words.”
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“Tackling a problem through another 
medium can help you solve it”

contour 
sketch

“This is a drawing I did in 
Beijing, where I tried to draw 

everything I saw as fast as 
possible with a brush pen. 

It’s good to learn how  
to draw both fast  

and slow.”

vagabonds
“Here I wanted to practise 

drawing multiple characters  
with different sizes, seen from the 

same perspective, and make a 
funny story from it.”

lines 
practice

“Hatching with a pen can teach 
you a lot about mark-making  

in painting. I recommend  
keeping the marks varied  

and interesting.”

ballpoint 
figures

“This is a page out of my line 
sketchbook. It’s good to have multiple 

sketchbooks. Tackling a problem 
through another medium can give 

you a better sense of how to 
solve it.”
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clothing ideation
“When you draw something ‘wrong’ in 
your sketchbook, draw the same thing 
next to it again and again until it feels 
right. Voilà: you’ve made your own 

how to… guide.”

dancing 
centauress

“This centaur girl was a 
drawing for the Facebook 
InkTober challenge. I like 

drawing horses and girls, so 
why not combine them? 

Double the fun, 
right?”

master studies
“These are master studies of Gil Elvgren 
and Frank Frazetta’s work. Keep your 

influences varied, and then apply what you’ve 
learned from them to your own work. This is the 

hardest part: mixing various styles with your 
own tastes to achieve a personal style is 

our life’s mission.”
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Want to share your sketches? Email us with a selection of your artwork, to sketchbook@imaginefx.com
 NEXT MONTH’S SKETCHBOOK: BOBBy REBHOlz 

"Keep your influences varied, and 
then apply what you’ve learned  
from them to your own work”

mongolian 
dance

“These dancers were also 
for the InkTober challenge. I 
tried to add some rhythm 

to the picture with the 
figure’s gesture 

lines.”

sarah 
in watercolour

“One of the major factors of using 
watercolours, and art in general, is 

faith. Believing that you can 
create a painting out of this 

whole mess.”

shape 
experiments

“In these black and white 
sketches I was trying  

to discover different ways 
to suggest things  

with lines.”
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On sale now! 
In print. On iOS. On Android

http://bit.ly/officialplaystation

Find it in the Official PlayStation Magazine App

30 PAGES OF TOMB RAIDER
ZOMBIES! CO-OP! PS VR!

PLUS!
Six free No Man’s 
Sky postcards

+ Deus Ex  
PS4 decal
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Keep your 
layers in check 
To maintain an efficient
workflow, it’s important
to have your layers in
order. Whether you’re in
a studio or working
freelance for clients,
you’ll need to make
changes to your art, and
for that you need to keep
control over what you’re 
painting and where you 
are doing it. Otherwise 
you can end with far too
many layers, and it
becomes impossible to
find a single detail. Don’t 
let that happen to you!

paint explosive 
environments
pablo Carpio makes colour key to his composition, as he 
designs a retro spaceship soaring above a futuristic city

or this workshop I want to 
show how to paint a scene in 
the style of 70s sci-fi artists 
like John Berkey, Peter Elson 

and Chris Foss. Back in their time, there 
weren’t computers to make the amazing 
photorealistic renderings that we can 
achieve today. I really miss that painterly 
style, with the bright and vivid colours 
they used in their works. That’s why the 
ImagineFX team and I decided to tap into 

those colours and designs, and create an 
image with the same feel – but using 
today’s digital techniques. 

To produce this kind of image there are 
two key things to keep in mind: bold 
shapes and vibrant colours. As you’ll  
see in this tutorial, most of my workflow 
for this kind of design is based on 
experimenting with different shapes and 
positions, using randomness as a tool to 
find ideas that I wouldn’t otherwise have 

pablo Carpio
loCation: Spain

Pablo is a
concept artist
who’s gaining
work in the
video game

and film industries. After
a period as a freelancer,
he’s looking for a full-
time in-house position. 
http://ifxm.ag/pcarpio

achieved in a more logical way. I hope to 
share my understanding of how colour 
can be used as a tool to make a 
composition work, and how important it 
is to find a balance between big and 
simple shapes, and detailed elements. 

I’ll also introduce you to basic ZBrush 
and Cinema 4D modelling and KeyShot 
rendering, which can speed up your 
workflow and highlight plenty of 
possibilities for your compositions.

F

1 Composition rough sketch
The first thing I do when I start a new piece is to try and 

figure out what the composition will be, by making some 
sketches. After coming up with some ideas, I cast my eye over my 
ideas and make my favourite one fit ImagineFX’s cover size.  
In this case, the scene represents a big spaceship flying away 
from a city that has just been damaged in a bombing run.

2 Modelling the spaceship
Next, I jump into ZBrush and start designing the 

spaceship. I take the Sphere 3D tool, make a polymesh and start 
wrapping and deforming it using the Move brush. I save the 
shapes that I like, separated in .obj format, which means that  
I can import them later into Cinema 4D.

Photoshop, ZBrush, Cinema 4D &  KeyShot
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Don’t overdo 
the details
More detail doesn’t 
mean more quality. 
Ensure that your image is
readable, and only add
detail to key areas, 
leaving the rest of the 
painting more open. This
ensures that the viewer
will be able to rest their 
eyes on your focal points.

4 Composing and rendering
Once the spaceship and city are finished, I use KeyShot  

to apply colour and light. I want to generate an oversaturated 
environment with a Martian feeling, so I change the tone of a 
normal blue sky to make it yellow and orange. I use a metallic 
blue for the spaceship, and make the red soil reflect on the ship’s 
chrome base to produce a vibrant purple colour.

7 Enhancing the Martian surface
This step is pretty similar to the last one, but it’s important 

to bear in mind that the photographs used must fit the 
perspective. To make them work with the depth of the painting,  
I distort them to make the details look smaller in the distance.  
I also slightly boost the colour of the ground, by altering the 
Color Balance and the Saturation.

6 Adding colour to the city
To make the city, I start doing some photobashing with 

building reference photos. When I have them placed on the 
canvas, I start playing with the Layers mode and set them to 
Darken mode, so only the darkest parts will be seen. Then  
I continue painting over them until I find a level of detail that  
I consider works well for the background.

5 Painting the sky
When I have the rendering done, it’s time to move  

finally to Photoshop and start painting. I begin by giving some 
depth to the sky with a colour gradient between yellow and 
orange, and then adding clouds, using some photos and 
changing the colour balance and tone, to make them fit in  
with the background.

3 Creating the spaceship
Once the different elements are imported into Cinema  

4D, I start experimenting, mixing them in ways that will work 
well for my spaceship design. I’m inspired by John Berkey’s 
spaceships, and put together a design with some holes in the 
front with thin lines between them. To depict the city I just use 
simple cylinders and boxes.

8 Photobashing the ship
Now I turn my attention to the ship. I look for 

photographs of aircraft details that I can use to add texture to my 
spaceship. I set them to Darken mode and start playing around, 
finding shapes that I find interesting for my design.

Create a new 

photoshop layer

shift+Ctrl+n (pC)

shift+Cmd+n (mac)

Create a new layer – it’s 

good to keep details 

separated.

resources

photoshop

BasiC

smuDge

I use this brush when I 
want to achieve a messy 
stroke with some texture.

Instead of using a round 
brush, I use this elliptic 
one which has a bit of 
texture, too.

This is the brush I use 
for final touches with 
the Smudge tool and  
the Mixer brush.

Custom Brushes: 
rough
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Develop your 
composition
Every good piece starts
with good composition.
I’m not just talking about
the Golden Ratio or 
the Rule of Thirds.
Composition is a
language that can be
used to tell a story many 
different ways. Learn 
about it by watching 
films and looking at 
storyboards. Challenge 
yourself to create images 
where the position of the 
objects, camera and 
characters have a
specific purpose. Make 
the viewer feel like 
they’re in the picture! 

10 Introducing the background spaceships
To add more story to the image, I put a couple of small spaceships chasing the big  

one, to suggest that they’re defending the city. These ones are fully painted, just using a colour  
as a base and then a mask to create the light and details over them.

14 Finishing the piece
I continue mixing the edges to lose some of the detail, 

using the Smudge Tool and a texture brush, which also helps to 
create some brush strokes, add motion blur and merge the ship 
with the background. Finally, ImagineFX ask me to adjust the 
ground, the lighting on the main ship and remove the smaller 
ships in the background, to give the cover greater impact. 

9 Details on the ship
After completing the photobashing stage, I paint small 

details on the spaceship, such as the light inside the motors and 
the yellow patterns. To make these patterns I make a mask and 
change the tone and colour balance just in that area. When it’s 
finished, I continue painting over the ship, to try and define the 
reflections and lights.

13 Applying filters
I want to give the image a strong painterly feel, but notice 

that some of the edges are looking too sharp and there are no  
brush strokes. To achieve this, and to reduce a bit of detail in  
the photobashed areas, I use AKVIS to add an oil effect and 
make some parts of the painting appear loose and messy.

11 Painting the explosion
To create the huge explosion in the background I use some 

photographs of fire and put them on a Screen Mode layer. This 
will make the lights brighter and the dark tones disappear. I also 
paint in some aerial perspective to the city and make it fit with 
the distance and the colour of the sky.

12 Painting trails and smoke
I add details, such as little clouds, in the foreground to blend the spaceship with  

the colours of the sky. I also paint trails to give more depth to the image and further tie the 
ships into the scene. When painting smoke, remember that it has depth and volume like other 
objects and materials: I make a mask over it to create some shadows and lights.

merge visible layers in photoshopCtrl+shift+e (pC)
Cmd+shift+e (mac)
This enables you to
merge all the layers 

into a new one.

In depth Explosive environments
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Setting up in 
Clip Studio paint
tan Hui tian starts her Core Skills series on Clip Studio Paint by 
introducing the key tools and showing how to tweak your workspace

lip Studio Paint, formerly 
known as Manga Studio, is 
creative software used for 
producing manga and comics. 

It comes in three different versions: 
Debut, Pro and EX. The most expensive, 
EX, adds the capability to assembling 
multi-page documents, and is a 
worthwhile upgrade for comic artists who 
don’t already have desktop publishing 

software such as Adobe’s InDesign. You 
can learn more about the different 
versions by visiting www.clipstudio.net.

Unlike Photoshop or Corel Painter, 
Clip Studio Paint was built with manga 
art in mind. While not possessing 
powerful scripts or realistic painting 
simulation, Clip Studio Paint has effective 
drawing tools, including custom stroke 
stabilisation, various ruler modes (for 

tan Hui tian
loCation: Singapore

Tan is a senior
 illustrator at
 Collateral
 Damage
 Studios. Her

academic background 
is graphic design, and 
so her illustrations
demonstrate a strong 
sense of design. 
http://ifxm.ag/th-tian

example, perspective and symmetrical),  
a built-in 3D model poser and more. Even 
if you’re not drawing manga scenes,  
Clip Studio Paint can be helpful in 
speeding up your workflow.

I’m going to focus on the technical 
skills needed for illustration specifically, 
and show you some productivity tips that 
you can use from the get-go, to help you 
set up your canvas and workspace.

C

1 Setting up your workspace
The default workspace looks like the image shown here. Those 

familiar with Photoshop and the like will notice some similarities.  
I find this setup too crowded and so I hide the rightmost tabs 
(everything below the Navigator and the Material tab) and drag out 
the Sub Tool and Color Wheel tabs on the left.

Clip Studio Paint

adjust your 
pen pressure
Click File>Pen Pressure
Settings (or press J). This
is especially useful if 
you’re using a tablet 
that doesn’t have 
pressure-curves settings
(usually common among 
the cheaper brands).

You can resize the Tool tabs 
by dragging them out first.

Change the colour space to HSV or HLS by 
clicking the Color Wheel button (bottom right).

Click this to hide the tool 
tab. Each folder indicates 
different types of materials.

Adjust your tool settings in the 
Tool Property panel. The shortcut 
to change brush size is [ and ].

Click this to show 
more options. 

Workshops
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2 Creating a new 
document

To create a new canvas, press Ctrl+N or 
click File>New. You can name your file 
and adjust the Paper colour in the pop-up 
window. Instead of typing the height and 
width, you can choose from various 
presets for common international paper 
sizes, found under the Postcard option.  
In the Ex or Pro version, you can also set 
up pre-press guides such as bleed area.  
I prefer to set up my paper colour as a 
neutral mid-tone, so that it’s easier to 
block in values later. 

3 Exploring the toolbar
The toolbar is divided into three 

sub-groups: Move & Select; Brushes & 
Erasers; and Paint, Line & Type. Of note 
are the Operation tool (transform image 
materials/frame borders, select layers, 
and operate 3D materials and rulers); 
the Decoration tool (stamp image 
patterns); and Contour Line Paint tool 
(for creating a smooth gradation 
between two coloured lines).

4 Using the Color tabs
Similar to Paint Tool SAI, Clip Studio Paint comes with a Color 

Wheel, which is a much faster way of choosing colours than Photoshop’s 
Color Picker. You can switch to HLS and HSV colour space with the coloured 
button on the bottom right. Something that sets Clip Studio Paint apart 
from its competitors is the ability to use transparency as a colour.

5 The Navigator and 
Information dialogs

Perhaps the most overlooked tabs in 
most drawing programs, the Navigator 
and Information dialogs are useful in 
certain situations. If you need to draw or 
select precise frames in Clip Studio Paint, 
the Information dialog displays pixel-
precise information. Meanwhile, the 
Navigator dialog enables you to check 
your work at a distance. 

The preview (and 
actual) canvases 
will remain 
unchanged.

You can flip canvas 
orientation here, 
instead of typing the 
values manually. 

Take note 
of the units 
before you 
create your 
canvas.

Print resolution is 
at least 300dpi.

You can change the 
order of the icons by 
dragging them.

The Pen and Pencil share 
a shortcut (P), and the 
rest (apart from Eraser 
and Color mixing) use B. 

The Operation tool enables 
you to transform or 
rotate image elements, 
select layers and more.

You can edit 
and create new 
colour sets here.

Keep the Color 
Wheel open for fast 
colour selection.

Switch between the 
current colour and 

transparent by 
pressing C.

Rotate the canvas 
view by increments 
of degrees by using 
the sliders.

How to use layers and 
perspective Rulers

next month
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Pen pressure
In ArtRage Studio Pro, 
you had to go to Setting
and change your Brush
percentage if you 
wanted to vary the size. 
ArtRage 4 made it 
possible to add Pressure 
Size for tools that didn’t 
have this feature before. 
To enable this feature 
open your Tool Settings, 
click the triangle in the
upper right corner, select
Set Stylus Property and
make sure Pressure and 
Size are enabled. 

develoP your 
caricature skills
yoann lori describes the ArtRage tools, settings and techniques he  
uses to paint a caricature of Margaery Tyrell, from Game of Thrones

hen I decided to be a part-time 
freelance illustrator and 
caricaturist a few years back, 
I had plenty of painting 

programs to choose from. There was the 
obvious well-known software that I used 
every day at work, but it comes with so 
many unnecessary features and the 
licence isn’t cheap, so I began looking 
around for an alternative. 

I then remembered another painting 
program that a friend had shown me a 

while back. It had a clear, intuitive 
interface, it seemed to work pretty 
smoothly, and the price point was 
appealing. So I decided to give it a try and 
bought ArtRage Studio Pro. 

It took a while to get used to ArtRage’s 
tools, which work much like traditional 
media brushes, but I managed to find the 
settings that suited me and I’m now really 
happy with the choice I made. I’ve since 
upgraded to ArtRage 4, which comes with 
even more interesting features.

yoann lori
location: France

Yoann is an
environment
artist working 
for Krysalide,
a video game

company based in Lyon,
France. He’s also a
freelance artist who
works on illustrations
and caricatures during
his spare time.  
http://ifxm.ag/y-lori

To create a good caricature, you need to 
know the anatomy basics, especially the 
ideal proportions of the face. You can use 
those as references or create your own 
ideal proportions, which would be even 
better. Then, when looking at your chosen 
subject, you have to understand what 
makes them unique. It’ll help if you 
identify facial features that are smaller or 
bigger than usual, and then emphasise 
them. Noticing how asymmetrical the 
face is can also help you in your task.

W

1 The right references
I spend time looking for good references of my subject: 

Margaery Tyrell, as played by Natalie Dormer. Various angles 
photos make it possible for me to better understand the face 
volumes of the actor. I also look for specific expression and 
lighting. I sometimes have to combine several references to 
achieve the right result, but this is what makes an original piece.

2 Sketching stage
Most artists draw their sketches on paper and then scan 

them. Because I’m only able to draw during my lunch and I can’t 
bring my traditional tools to work, I sketch with the tablet. The 
ArtRage pencil is perfect for this. I use it at 200 per cent Size (you 
can increase the maximum size for each tool up to 500 per cent), 
38 per cent Pressure, 50 per cent Softness and no Tilt Angle.

ArtRage

interfaces

return (Pc & Mac)

ArtRage 4 has another

interface that gathers all

tools on to one toolbar.

Press Return to switch 

between them.
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record your 
process
The ArtRage script is an 
interesting feature that 
enables you to record
your painting process as
you go along. To do this
go to File>Record Script.
If you have to close
ArtRage before the end
of the painting, don’t
save the script, just close
the window asking you
to save it. The script
must be save only at the
end of the painting. Once 
done, you can play it 
back without pauses
and capture the video 
with another program.

4 Colouring your flats
I add a new layer, then drag it down to switch my layer 

order so that the sketch is on top. I start colouring with the 
Airbrush tool set at the biggest size and Hardness at 100 per cent.  
I add two more layers for the hair and background. I pick the mid-
tones and loosely paint the skin, hair, clothes and background.

7 Get the eyes right
I set the Brush Size at about 20 per cent and I’m starting detailing the eyes. It’s 

important to get this right because they’re the most expressive feature and usually what the 
viewer notices first when looking at somebody. You should be able to recognise the caricature 
just by looking at the eyes. If the results aren’t good enough, there’s no point continuing.

6 First pass on volumes
To add more values I change the Airbrush Opacity to 

around 50 per cent, the Softness to roughly 90 per cent and 
reduce the Brush size to 100 per cent. I then pick the lighter and 
darker tones from the Color Sample panel and work on the main 
volumes. Those settings enable me to mix the different values 
and create pleasing-looking gradients. 

5 Make lighting choices
You can develop different moods and atmosphere depending on how you light your 

character. The main reference didn’t have an interesting lighting scheme so I keep looking for 
other pictures and stumble across one that shows Natalie Dormer being lit by two light 
sources: a cold and a warm one. I then decide to render her this way.

3 Establish your colour palette
Import the sketch image by clicking the bottom left 

button in the References panel, then open the Color Samples 
panel (Ctrl+Alt+W). Select your colour with the Color Sampler 
and store it by pressing + or Add Sample in the Sample panel. 
You can then save it by exporting your samples.

8 Working on the face
I set the sketch layer’s Opacity to 50 per cent and refine 

the volumes of the face while smoothing out the gradients. I then 
refine the other features of the face and pay attention to lighting, 
to increase the realism. Once this is done I hide the sketch layer.
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Have your 
canvas ready
When starting a new 
painting in ArtRage 
(Ctrl+N), choose the 
Print Size tab to enter 
the width, height and 
resolution needed. For 
this caricature I used a 
30x40cm vertical 
format at 300dpi. I use
the default canvas
because it doesn’t 
interfere much with the
tools I use. To save your
settings, click the Presets
button, choose Add New
Size Preset… and name
your preset. For your 
next painting, you can
simply choose it from the 
preset list. 

10 Depicting the clothing
Rendering clothing isn’t straightforward, and the task is 

made more difficult when it’s embroidered cloth that a lot of 
Game of Thrones characters wear. The trick here is to work on 
the volume first and add the details afterwards with a low 
Opacity brush. This ensures that the embroidery and patterns 
will blend smoothly with the general volume of the clothing.

14 Final details pass
I zoom out once again and take a look at the nearly finished piece. I polish it where 

necessary, and then try out a few different background options. The original blue was okay, 
but I wanted more contrast. After trying four different colours I decide to stick with the green 
version. Finally, I sign my work and call the piece finished. 

9 Detailing the body
At this point I zoom out to make my painting look like a 

thumbnail. At this size the character should still be recognisable; 
If not, changes should be made. There’s no need to be as precise 
with the render of the neck, chest and arm compared with the 
face, so I use a bigger brush to get it done faster. However, I pay 
attention to the subtle change of values of the flesh tones.

13 Adding a blending layer
Once I’ve finished painting the background of the 

caricature, I create a new layer on top of all the others that will 
help me blend everything together. I then work on the meeting 
point between the hair and skin, and fix minor details.

11 Painting the hair
A common mistake is trying to render hairs one by one. 

Instead, first render the strands of hair as simple volumes. I use a 
medium-sized brush and roughly paint the shadows and 
highlights. Then set the Hardness to 50 per cent. Notice how 
individual hairs behave on the reference pictures, especially on 
the curves of the head, and then try to recreate this.

12 The background
I used to stay close to my references when it came to painting the background, but 

lately I’ve decided to keep my caricature backgrounds simple. In my opinion, my choice helps 
to maintain the focus on the character, and gives it a more painted look. I paint the 
background with the Oil Brush tool on these settings: Pressure, 50; Thinners, 50; Loading, 
between 3 and 8 depending on the brush size; Aspect, 100; Rotation, 0; and Stiffness, 99.

the canvas 
lighting

F5 (Pc & Mac)
This is active by defaultand affects your coloursampling. Press F5 to 

disable it.
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classic fantasy elements of a knight and 
dragon. However, I still had to draw  
on my film concept art experience to 
achieve my goal. Because I was short  
of time, I used textures to help speed up 
the painting process. 

The origins of this piece came from  
the sandy building image that I eventually 
used in the background. It gave me the 
idea of painting a knight in the desert. 

T

Dongjun Lu
CounTry: Singapore

Dongjun is 
a full-time 
concept artist 
working in 
the film and 

video game industries, 
on titles that include
Toukiden, Romance of
Three Kingdoms,
Uncharted Water V and
Ninja Gaiden 3. He also 
has five years of art
teaching experience. 
www.ludongjun.com

get your 
resources

See page 6 now!

At first I toyed with the idea of 
depicting a knight on a horse, but then  
I wondered if it might look a little odd, 
seeing a horse in such a dry, hostile 
environment. So I changed my mind  
and settled instead on a dragon with black 
scales, so that it contrasted nicely with  
the sandy desert. 

Once I was happy with my initial idea,  
I started to sketch out the scene. 

his is a personal piece, which I 
completed in under three 
days. Before this I was busy 
creating concept art for a film. 

This assignment had lasted a number of 
months, and before moving on to my next 
project I was keen to paint an image that 
was the opposite of my concept art. 

I wanted it to be realistic and heavily 
detailed, and decided to portray the 

Dragon details
Here I pay more attention to the 
design and form of my dragon. All 
the small scales and horns need to 
be painted over correctly – and all 
following the lighting scheme.

Dongjun Lu uses his film concept art experience to paint  
a classic fantasy scene that’s heavy on realism and details

Photoshop
CreaTing a 
Dragon knighT
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resources

Rendering the armour
I use some armour texture to help with  
the forms. Then I paint over it and render 
highlights and shadows, along with some 
more interesting designs.

Painting 
the rocks
Here I knock back the 
details on the foreground 
rocks by painting over 
them. This was because  
I needed to emphasise  
the lighting and colours  
on the rocks.

Refining the building
I need to adjust the building, which is  
in the background, to match the lighting 
scheme. I add more shadow to the side and 
adjust the direction of light that’s hitting it. 
I also reduce the details, because they’re in 
the background and are unnecessary.

PhoToshoP 
CusTom brushes 

Dongjun brush 1

 

Dongjun brush 2

I used two brushes in 
the image. My texture 
brush is for sketching 
and metal rendering, 
while the other brush 
is for smoothing and  
reducing details.

how i developed…

a DeserT environmenT

1  Composition and 
perspective

This is the first step and also the most 
important. I use three-point perspectives  
to help me find a simple composition. The 
curves of the dragon’s body, lighting and 
shadows help to create visual flow through to 
the left corner of the image.

3  Adjustment  
and rendering

This is the final step. After developing enough 
details in my designs, I slightly adjust the 
composition and the pose. During this stage  
I also increase the detailing in the focal point, 
and reduce distracting details elsewhere,  
to increase the impact of my painting.

2  Taking inspiration  
for the design

The second step is the most difficult one. 
After making a simple silhouette based on 
step one, I use textures as inspiration to help 
me develop the details in the scene. They’re  
a shortcut inasmuch as they help me visualise 
the final, painted surface.
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bring 3d tools  
into your 2d art
tom Foster shows how to incorporate 3D posing software into your 
2D painting process, helping you to save time without losing your edge

eople often lament that the 
‘magic’ of the entertainment 
industry, a market in which 
comics reside fairly perilously, 

dissipates when you become aware of 
how it is achieved. Indeed, drawing 
professionally is a bit like being a 
magician: it’s an instantly impressive 
skill; it takes years of solitary, thankless 
toil to master; and it often requires you to 
pull something out of your arse at a 

moment’s notice. And yes, when the 
mechanics are exposed, it often seems 
considerably less supernatural – but, just 
like magic, the end result relies entirely on 
the deftness of its performer. 
Management of resources is simply part of 
the craft, not a way of cheating.

3D posing software is often similarly 
mislabelled as cheating. The knowledge 
that it’s been used shatters the illusion that 
everything on the page has come purely 

tom Foster
loCation: Scotland

Tom is a 
professional 
comic book 
artist, best 
known for his 

work in 2000 AD and 
The Judge Dredd 
Megazine. Between 
assignments, he performs 
stand-up comedy. 
http://ifxm.ag/t-foster

from the imagination: the inference being 
that, so long as they had the same 
software, anyone could achieve the same 
results. Not so. The use of a mechanical 
technique in art only becomes an issue if 
the artist’s lack of skill betrays it. It all 
comes down to the performer. 

With that in mind, let’s look at some of 
the ways to make the most of today’s 
advanced creative resources, without 
giving away the prestige.

P

1 getting to know 
the soFtware
I use Daz 3D to compose 
my scenes and there are a 
lot of time-saving 
techniques that eluded me 
when I started out, so I’d 
advise familiarising yourself 
with the basics. Looking for 
answers to problems on a 
case-by-case basis usually 
works, but there are always 
shortcuts you would never 
even think to look for. A few 
online instructional videos, 
a bit of a play around to get 
a sense of the UI, and you 
should be good to go.

2 Kitbashing elements
One thing you may notice when 
using posing software to create 
scenes is that the assets available 
for purchase rarely fit your script 
requirements perfectly. Even  
Daz 3D’s many costumes, props 
and sets won’t cover every 
scenario, because the way a scene 
plays out often requires specific 
topography or architecture. 

So, rather than building custom 
geometry in a modelling program,  
I try to find elements that resemble 
what I need and then cobble them 
together. My 3D scenes are just a 
starting point, so details don’t 
always have to be perfect.

Artist insight
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3 balanced directing
It can be tempting, with the ability to manipulate the camera at will, to 
make every panel wild and unusual. This tends to lead to images that look 
good on their own, but are almost unreadable as a story. Dramatic shots 
work well for dramatic moments, but without the ballast of conventional 
visual storytelling, they lose any impact or meaning. Old-fashioned, 
proscenium-style storytelling still has its place, and subtle variations on  
this will usually serve better than going all out with your compositions.

4 negative sPaCe
Even though I’m able to create complex backgrounds, 
the power of negative space can’t be overstated. 
Negative space is basically just any space that’s fairly 
free of detail. As such, it directs the reader’s eye to 
anything that interrupts that space, and is usually found 
either around or adjacent to the image’s key elements.

5 challenging composition
Sometimes I have to juggle a lot of elements in one relatively small panel. 
3D posing can help find compositions that balance all the essential 
information, without scenes seeming crammed and unnatural. I also 
usually move elements of my environments around a little, to make for a 
better image. If Canaletto could tweak the architectural topography of 
Venice, it’s probably okay for me to shift a pipe in a fictional basement.B
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 The power  
of negative 
space can’t be 
overstated 
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7 changing lenses
Just as a filmmaker would change lens sizes for a wide-shot or an extreme 
close-up, I change mine for different panels. The camera options in Daz 3D 
enable me to do this pretty easily with a Frame Width slider. It can help 
create natural-looking establishing shots, spacious vistas or claustrophobic 
interiors. I can also use it to create a sense of unease or oddness.

6 creative lighting
The rendering of virtual lighting in posing software also 
affords opportunities for interesting use of shadow. They can 
be manipulated to create symbolic shapes, suggest 
foreboding or even dictate composition. When overused this 
can become visually frustrating and bring the reader out of 
the story. However, if exercised with care it can enhance a 
dramatic scene. When lighting the figure though, I have to be 
careful that I don’t give myself a tricky drawing exercise when 
I get to the pencilling stage. Drawing figures in complex 
lighting can be a supreme test of anatomical understanding.

8 Crowd Control
Drawing group shots can be pretty unforgiving. In 
one panel, I may have to figure out proportions and 
anatomy for over a dozen characters, and I can find 
myself getting tired or, even worse, losing time. 
Throw in an unusual camera angle, and all the 
foreshortening complications that demands, and 
things start to look a bit bleak. 

Using 3D to compose these types of panels can 
help take some of the pressure off, enabling me to 
focus on the visible details, rather than struggling 
with whole forms that will be partially obscured.

Workshops
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3  ink over the line art
I then print out the composite of the digital elements and practical 

pencil drawing in blueline, and ink it all by hand. At this stage I can make 
decisions about how much background detail I want to preserve, how best to 
render it and what elements I need to clarify.

2   Knock back the cg
I apply a Stamp filter to the image in 

background with a couple of different 
Darkness settings, each on a separate layer. 
This gives me some idea where my basic forms 
and areas of shadow will be. The filter will  
be enough for more geometrically 
straightforward background and prop 
elements, but everything even vaguely 
organic-looking must be drawn in by hand.

1   render in 3d
Here’s my exported render for a 

panel. My elements are arranged exactly how 
I would like and I’ve lit the figures in such a 
way as to emphasise all the important 
information and convey drama, but ultimately 
the scene looks very much like a slick CG 
render. Other than the composition and 
lighting choices, there is nothing particularly 
special about it.

11 From 3d render to 2d drawing
Turning 3D scenes into clear and attractive comics panels isn’t merely a matter of applying a Photoshop filter…

9 Formalising layouts
The fact that I’m composing my panels 
independently of one another can, if I’m 
not careful, have a detrimental effect on 
my overall page. It’s often helpful to 
start with a strong, thumbnail sketch of 
the full page so that the principles of 
composition and leading-the-eye can 
be observed, even when dealing with 

one panel alone. This is one of 
the biggest pitfalls of working  
in 3D, so I try to stay as mindful 
of it as possible. Many’s the time 
I’ve lovingly crafted a panel 
composition, only to find that it 
doesn’t quite fit with the others.

10 visual consistency
Given that the end result will always involve 
some level of drawing, it’s important for me 
to be able to keep all the elements looking 
like they belong together. Since I’m using 
realistic models, I need to strive for 
verisimilitude in the drawing. Equally, those 
elements that aren’t drafted from scratch 
must at least have the appearance of a 
drawing. To this end, I ink everything by hand 
on Bristol Board. This way, my computer-
aided elements don’t jar stylistically with 
those I’ve rendered independently. 

 It’s important to  
be able to keep all the 
elements looking like 
they belong together 
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12 retaining depth
Two-dimensional visuals are 
inherently flat – so, to give my 
visuals a sense of dimension, I have 
to compensate for this in my art. It 
helps to think of things in terms of 
three distinct planes: foreground, 
middle-ground and background. 

To distinguish each from the 
others, I’ll usually make one 
predominantly white, one mostly 
black and one a fairly even balance 
of the two. The middle ground will 
usually contain the primary focus  
of the scene and so will usually 
require the most detail. This usually 
ends up being the plane with the 
greatest balance of tones, the  
other two serving to frame it by 
utilising negative space.

Workshops
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13 eConomising on 
detail to save time
It’s easy to get lulled into a 
false sense of security with 
posing software. Often I’ll  
get to the inking stage and 
realise that my background is 
full of laborious details that 
now have to be carefully 
delineated by hand. 

Owing to the fact that 
not everything has been 
drawn that way to begin 
with, I’ve frequently lost 
any sense of how long 
an image will take to 
render. So I now try to 
think as carefully as 
possible about how 
much I will really have 
time to ink. I also try to 
build in areas of solid 
black to help create  
a balanced page.



15 marK-maKing  
for storytelling
Occasionally, particularly with 
shadowy panels that only involve 
backgrounds and props, I’ll find 
that I’ve achieved a near-complete 
image with Daz 3D and Photoshop. 
In these instances, however, the 
lack of anything remotely organic 
can lead to a static-looking panel. 

Thankfully, there’s always 
something that can be done at the 
drawing board to help. Here, I’ve 
used some white spots to suggest 
falling debris, illuminated by the 
lights of a crashed ship. As well as 
livening up the image a little, this 
tells the viewer that the crash was 
recent, as well as lending a sense of 
environmental context and mood.

14 draw on your traditional skills
Of all the tools at my disposal, none is more valuable than 
my fundamental drawing ability. It represents every 
aspect of my visual understanding. It’s the arbiter in 
deciding which resources will help me most and my 
safety net whenever other resources fail me. It 
distinguishes me from those who use a similar process 
and enables me to communicate visually with fluency and 
attractiveness. It requires regular cultivation and is the 
product of decades of application. Without it, I would 
have no career. And wouldn’t that be dreadful?

 Of all the tools at my disposal, 
none is more valuable than my 
fundamental drawing ability 

16 inCorPorating 
other Forms  
oF reFerenCe
Daz 3D can be great for 
dealing with issues of 
complex foreshortening or 
composition, but the 
niceties of anatomy, hair, 
drapery and countless 
other elements may require 
an alternative. 

Photo reference and 
anatomy books can help 
nail those nuances, and 
basic modelling programs 
such as SketchUp can help 
build custom elements 
quickly (although these will 
have to be exported 
separately, because they 
won’t be compatible with 
most posing software). 
Some comic artists even 
mould models of recurring 
elements out of clay to use 
as live reference. 
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Follow the pros and  
make the most fun and  
colourful art of your life! 

Issue 140 on sale Friday 9 September

Ilya Kuvshinov creates a brand new piece of art  for the cover!

Featuring…

The internet 
sensation provides 
a new workshop 
based on his very 
own character. 

Go, go, go 
Genzoman!

Paint a male 
manga portrait 
with extra 
textures and  
loads of details. 

Valentina 
Remenar

With 70,000 
subscribers to his 
YouTube channel, 
the artist talks art 
and Color Dodge. 

Ross Tran  
is online…

Develop your

manga
skills
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Creating  
time savers
In the course of creating 
art for certain uses you’ll 
find that some aspect 
ratios are fairly common, 
such as book covers and 
print sizes. I’ve found 
that creating scaled-
down stencils cut out 
with an X-Acto blade
from old playing cards
can save some time
when it comes to laying
down a bunch of
thumbnails quickly, and
with more precise
cropping for the aspect 
ratio built in.

be inspired by the 
Cthulhu mythos
Alix branwyn explains her traditional and digital process for creating a 
dark and moody Lovecraftian illustration, featuring a priestess of Dagon

hen you’re an artist, you’ll hit 
that moment when looking 
at something seemingly 
innocuous triggers a spark of 

inspiration. It happens so often I’ve taken 
to keeping a running email chain sent to 
myself whenever an idea strikes. 

A recent trip to the California coast, 
watching waves crash on the jagged dark 
rocks rising like teeth from the ocean, 
served as my inspiration for this piece. The 
hypnotic and lulling crash of the waves, 

an alluring yet creepy figure beckoning, 
and the terrifying unknown of the ocean 
seemed like a good combination for an 
image based on the Esoteric Order of 
Dagon, a cult who worshiped a fish god, 
from the works of HP Lovecraft.

I start out with a checklist, cobbled 
together from advice gleaned over the 
years, that I put together for myself as an 
exercise in being more mindful when 
creating a piece. It covers a lot of points, 
but primarily: create a clear focal point, a 

Alix branwyn
loCAtion: US

Alix is a 
Seattle based 
illustrator for 
the games 
industry. Her 

work is primarily in 
fantasy and horror, with 
a focus towards the dark 
and creepy.   
www.alixbranwyn.com

story to tell, and a balanced composition 
that will hold the viewer’s attention. 

While I typically start with a clear 
image in my head when working from 
inspiration rather than a design brief,  
I often find that when I revisit elements 
on my checklist, I need to review aspects 
of my design. Like nearly every artist,  
I know from the start that the end result 
won’t quite be the image I had in my 
head, but I feel the elements that emerge 
differently and change are half of the fun.

W

1 The initial thumbnails
Usually when I begin a new piece, I have a clear image in 

my head that I’ll attempt to get onto paper. I start by creating a 
small collection of thumbnails in a Rhodia dot grid sketchbook 
with a ballpoint pen. Using a dot grid sketchbook for this 
enables you to not only keep your thumbnails tidier, but also to 
plan for the aspect ratio you’ll be using with far more precision.

2 Refining the thumbnail
After I’ve made a handful of thumbnails at a tiny size,  

I’ll select one that feels good to me compositionally to create at  
a slightly larger size. I block in my forms with a red Col Erase 
pencil on marker paper and tighten up the details with a .3 sized 
mechanical pencil until I feel like there’s a good description of 
where my figures and larger shapes will lie.

Photoshop

paste in place

shift+Cmd+V (mac)

shift+Ctrl+V (pC)

This preserves the

coordinates of a cut or 

copied selection.
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Collecting 
resources
When pulling reference 
from the web to use for 
your images, especially if 
you intend to use parts 
of the photos as textures 
in your piece, it’s 
important to consider 
copyright clearances. 
Sites like Textures.com 
are an incredible 
resource for artists: 
not only is the library of
reference extensive and
high quality, but it’s also
free and royalty free to
use the images within 
your 2D or 3D work. 

4 Crafting the drawing
Using my thumbnail as a guide, I cut my reference 

together and print it out to use as a base under some marker 
paper on a light table. Starting with red Col Erase pencil I block 
out the drawing, focusing on creating more of an artistic flow 
than what simply cobbled together images can produce. I use a  
.3 mechanical pencil to create cleaner final lines.

7 Blocking in the colour flats
I set my drawing layer to Multiply to knock the white space 

out and enable the lines to float, and run a colourised Hue and 
Saturation on them to colour them rather than keeping them 
black. I begin my flat colour block-in on a layer underneath this. 
Rather than assessing the cohesiveness of the colour palette, I just 
assign what colours would exist under a neutral lighting setup.

6 Refining the line work
I start by running a Hue and Saturation shift on the 

drawing, selecting only the reds and adjusting the Saturation all 
the way down and the Lightness up. This enables you to isolate 
your clean lines from the underdrawing. I tend to leave some of 
the underdrawing there, albeit desaturated, because it can add 
more life than the often clinical clean lines.

5 Scanning the image
I prep the drawing for scanning into Photoshop. I keep  

a wand scanner on hand for mobility and convenience,  
because they can be easier to use on surfaces that won’t fit in a 
conventional scanning bed. Whichever type you choose, ensure 
that you scan the image in at a higher resolution than you’ll 
likely need, I typically go with 600dpi at a minimum.

3 Gathering your reference
Once the thumbnail is down and I have a good idea of 

what the scope of the subject matter will be, I begin my hunt for 
reference material. Utilising some photos I took on a trip to the 
coast, reference images available from free and royalty-free 
sources on the web, and some paid model photography from 
Posespace.com, I put together a folder of images.

8 Laying in light and shadow
Next, I plan out the general direction of the light and use 

Overlay layers above the line-work layer to block in where light 
will fall on the elements in the scene. I focus on creating a subtle 
spotlight effect on the upper body of the figure to maintain a 
strong focal point. I then use Multiply layers at 50 per cent 
Opacity to lay in my shadow forms.

resources

photoshop

shAddy’s textured 
brush

JAgged textured 
brush

Wide textured 
brush

A flat, textured brush 
with tilt sensitivity for 
the Angle and pressure 
sensitivity for Opacity. 
Great for oily rendering.

A blocky textured brush 
that lays down speckles 
with light pressure and a 
nice crackled texture 
with heavy pressure.

A textured brush that 
leaves a jagged pattern 
when pulled. It’s ideal for 
organic details.

A flat textured brush 
great for layering in on 
an Overlay layer to add 
noise to the piece.

Custom brushes: 
mAin rendering 
brush
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Checking  
your values
Making sure that your 
values read properly in 
your piece is essential. 
Often we can get so 
wrapped up in the 
rendering it can be easy 
to forget to check until 
we’ve taken the piece 
too far, and we leave 
ourselves a lot of fixing 
to do. I like to create a 
Hue and Saturation 
adjustment layer above 
all other layers with my 
saturation set to -100, to 
toggle on and off as a 
reminder to check them 
more frequently. 

10 Rendering the focal point
At this point in the process, the hardest part is done. It’s 

now time for the longest part: the rendering. I begin with the 
figure’s upper body and parts of the stone monolith behind her, 
because it’ll be the central focus for the image. This area will 
contain the tightest details and greatest contrasts that gradually 
fall off as it moves away from this point.

14 The final touches
I add a texture to the whole piece, in the form of a layer 

run through a noise filter set to Overlay on a low Opacity, along 
with a Color layer with some random-coloured oil brush-style 
strokes thrown in, also on a low Opacity. Creating these texture 
layers can make your image feel more cohesive, with all of the 
various shapes and strokes affected by the same subtle texture. 

9 Creating a cohesive palette
I experiment with a combination of Hue and Saturation 

layers, Color Balance layers, and Gradient Maps over the entire 
image to bring the piece to a point where everything feels like it 
exists in one world and evokes a foreboding mood. Gradient 
Maps help especially here, enabling you to tweak colours on a 
slider range that correlates to the values in your scene.

13 Making adjustments
With the bulk of my rendering complete, I take a break and 

then come back with fresh eyes to reevaluate any areas that may 
need to be retouched. I tend to give the piece a final pass of an 
Overlay layer to punch up certain areas of colour or light, a 
Multiply layer to deepen some shadows or round out some forms, 
and a Screen layer to retouch the atmosphere for depth.

11 Rendering with clipping masks
While rendering out crashing waves and the sea, I employ 

some clipping masks. Using a combination of the Lasso tool, 
jagged brushes and jagged erasers, I create shapes and strokes 
that flow for the water and spray. By making these into a base for 
a clipping mask I can freely paint in new strokes and colours 
masked to the shape that I created.

12 Utilising subtle photo texture
While I render most textures by hand, in some cases it can be useful to incorporate 

some subtle photo texture. When rendering the carved rocky monolith behind the figure,  
I utilise some photos of sea rocks to place in some additional texture that would have been 
painstaking to render completely by hand. To add in the rock texture, I use it on a lower 
Opacity Multiply or Overlay layer so it can interact with the tones already painted in.

Copy merged
shift+Cmd+C (mac)
shift+Ctrl+C (pC)Copies all of the pixel datawithin a selection, ratherthan just the layer 
that’s selected.

Desaturate reds

Add texture 
and warm tones

Focal
point

In depth Cthulhu mythos

October 2016 87



ImagineFX presents stunning manga art 
and workshops across 146 packed pages!

Order your copy today!
For print and digital: http://ifxm.ag/manga-artist3

Featuring...
Genzoman
brian sum
alvin lee

Lois van baarLe 
ross tran
bobby chiu

…and more!



Magnificent Great AtrociousPoorGood

The latest digital art resources are put 
to the test by the ImagineFX team…

Ratings explained

softwaRe 

90 Procreate 3.1
We’re big fans of Procreate, but 
will this latest update – with 
workflow enhancements and 4K 
recording – improve the app?

93 Designer Pro X365
This competitively priced package 
features tools for desktop 
publishing, website design, vector 
illustration and more. 

93 PhotoDonut
PhotoDonut is for helping  
you easily add and manage  
some great photo effects, but is it 
any good at painting effects?

tRaining

95 Creating Hyper Realistic 
Characters in ZBrush
Hossein Diba forms a tag-team with a 
wrestling legend to reveal how to craft 
characters in 3D, before polishing in 2D.

Books

96 New reads
The Art of Ice Age; Nuthin’ But Mech 3; 
Digital Painting with KRITA 2.9.
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Artist’s  
Choice Award
Art resources with a five-star 
rating receives the ImagineFX 
Artist’s Choice award!
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Price £4.49  Company Savage Interactive  Web www.procreate.si

Procreate’s brushes 
benefit from the 

Streamline feature, which 
stabilises your strokes  
with precision effect. Procreate 3.1

SimPly brilliant Procreate’s latest update makes the app for the 
iPad even better, with more workflow enhancements and 4K recording

E
ven if you were new to the 

world of tablet-based 
painting apps and unaware 
of the excellent reputation 

Savage Interactive’s Procreate app 
has established, from the moment 
you launch Procreate you know 
you’re in good hands. 

Starting off confidently with a video 
tour that shows off some of the 
impressive works people have 
produced with the app, you’ll instantly 
feel that Procreate is capable of 
helping you make some gorgeous 
artwork, even when out and about. 

Still only available for iOS (sorry 
Android users!), version 3.1 improves 
Procreate even further, with the ability 
to adjust the Streamline settings that 

correct and stabilise strokes for 
controlled line work. As a result, lines 
appear smooth even when painting 
with your fingers. It gives you a lovely 
feeling of control and it avoids that 
frustration of inaccurate lines that other 
apps can cause. 

Selections are now simpler, too.  
You can tap and drag across your 
artwork to select similar areas. Custom 
canvases can now be measured in 
pixels, mm, cm and inches, and are 
autosaved so you can access your 
favourite settings easily.

Clearly aware that people are using 
Procreate to make polished artwork 
instead of simple sketches, Savage has 
upgraded the app’s record and export 
functions. So if you want to show off  

a time-lapse replay of your artwork 
(the app records all of your 
brushstrokes while you work), you can 
now do so in 4K ultra high-definition. 
There are also options to export 
artwork as PDFs or multiple images 
into one combined PDF.

Procreate really feels like an app 
that’s taking steps to become 
something you create art with from 
start to finish, instead of something  
you use to start sketching and then 
finish in, say, Photoshop. The UI is clean 
and intuitive, while remaining 
uncluttered. This isn’t to say that 
Procreate scrimps on options – they’re 
simply well organised. Obviously, 
Procreate offers the usual suspects of 
brushes, textures and selection tools 

Sam Gilbey, whose art 
is on show here, says 
Procreate is the  
perfect solution for 
spontaneous sketching 
and drawing sessions.

iPad 
only

Reviews
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Artist interview

Sam 
Gilbey

How Procreate, the iPad Pro and 
Apple pencil have changed

Sam’s painterly illustrations 
combine digital and analogue, 
for clients such as PlayStation, 
Paramount and Edgar Wright.

www.samgilbeyillustrates.com

What are your favourite features 
in Procreate?
Being able to watch back videos  
of how my artwork was drawn!  
The split-screen app view also keeps 
photo reference in view.

What features would you like  
to see in the next version?
It’d be great to add adjustment 
layers to tweak colours on the fly.

Have painting apps on iPad Pro 
changed your workflow?
They’re great for doodling ideas on 
the move, or doing personal pieces. 
Occasionally I’ve exported 
something to my iMac to evolve it.

How do you find using an Apple 
pencil to create art compared to 
using your fingers?
Infinitely superior. Drawing on an 
iPad with a finger or stylus was a 
novelty, but took forever to get half-
decent results. With the pencil you 
can draw as you’d expect to.

Are there any other creative 
mobile/tablet apps you use?
Not really. Adobe Comp has been 
handy. I’m always interested in new 
drawing apps. For now, Procreate is 
my favourite.

Is there anything you don’t like 
about working on an iPad?
The feeling that you’re drawing on 
something glossy and shiny. Even 
though the pencil feels great, your 
palm doesn’t feel as comfortable as 
it does on paper.

Have painting apps replaced 
traditional sketching for you?
Absolutely! I go digital where I can. 
It’s more efficient and flexible.

What is your favourite thing  
to draw?
The next face I’ve yet to capture. 
Portraits are what I can’t help but 
come back to.

If your drawings could come  
to life, what would be the first 
thing you’d create?
A few beers!

on hand, but there are also colour 
correction controls like Colour Balance 
and Curves adjustments, and if you’re 
running the 64-bit version, Motion 
Blurs and Perspective Blurs too.

The design of Procreate isn’t solely 
focused on its features. Considerable 
attention is devoted to improving  
your workflow within the app. 
Programmable gestures that work in 
conjunction with your fingers and the 
Apple Pencil are there to speed things 
up, and a Modify button enables you to 
access the Eyedropper so quickly you 
can have a new colour selected and be 
painting again within half a second.

Procreate is a bargain at only £4.49, 
and with free updates, it’s an essential 
purchase for all creative iOS users. 

 Procreate feels like an app that’s 
taking steps to become something you 
create art with from start to finish 

The level of finesse Procreate 
offers you makes sketching on 

the iPad seriously appealing.

Procreate is great for 
when you need to create 
something on the go.

If you own an iPad Pro then 
you can take advantage of 
effects such as Motion Blur.

The app enables you to 
configure your workspace  
to suit your creative process.

Art tools Software
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n Record and export 

your artwork in 4K

n Smooth and 

controlled line work 

now possible

n Access your 

favourite features via 

the customisable 

Quick Menu

n Updated canvas 

creation process

n Outstanding brush 

engine

n Intuitive user 

interface

n Procreate supports 

all the major styluses 

available, including 

Adonit Jot, Apple 

Pencil and Wacom’s 

products

n Easier selections 

with tap and drag 

movements

n Export multiple 

images into multi-page 

PDFs

n Tilt features are 

customisable for 

individual brushes

System 
requirements
iPad: iOS 9.3 or higher

rating
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  Issue 212 on sale now!

FREE  
VIDEO!

Get over 8 hours of 
video training for 

ZBrush, Unreal Engine, 
Substance Designer 

and more

GET YOUR NEXT ISSUE FREE!
Download our no obligation digital trial offer now!

MASTER ALL-NEW 
CG ART TECHNIQUES
From environment creation to character modelling, master 

the skills and tools to break into the games industry!



Price £219  Company Xara Group  Web www.xara.com

Designer Pro X365
SUITE LOVE Is this software a complete package for desktop 
publishing, website design, drawing logos and more?

The painting effects are obvious filters, but 
could work as a starting points for illustrations.

PhotoDonut’s library of filters can make your 
photos look like colour graded film stills.

ombining the features of all 
of Xara’s individual design 
packages, Designer Pro 
X365 is less a program for 

creating artwork than a tool for 
creating everything you need to 
promote your artwork. Whether you 
want to make a flyer to pass round at 
a show, or build a portfolio website 
from scratch, this suite has it covered.

Getting started is simple: you can 
either open a new blank document or 
choose a template to work from, either 
from the permanent catalogue or an 
extended Online Content Catalog, to 
which you have access for a year as 
part of the ‘365’ features hinted at in 
the name (software updates and a 
year’s web hosting are also included).

The main tools remain consistent 
across the document types, so once 
you’ve got the hang of designing in 
print, for example, you can apply much 
of your knowledge to web page 
design, too. The software takes care of 
the technical aspects of saving in 
correct file formats and colour spaces.

The web page templates stand out 
for their quality: you can achieve some 
surprisingly polished results, with 
parallax scrolling and roll-over 
animations that will deliver a ‘cool’ 
factor to any website. In a welcome 
nod to social media, there are also 

templates for Facebook, Instagram and 
Twitter, making it easy to roll out your 
branding to all your online channels.

The core layout tools are supported 
by creative tools for creating logos, 
editing photos and more. Vector 
illustration tools mean you can design 
logos that will scale up or down to suit 
print or web, and are capable enough 
to support more complex drawings.

No one is going to pretend that  
Xara Designer X365 approaches the 
sophistication of Adobe’s Creative 
Cloud line-up, but it costs far less, and 
its one-stop shop approach offers 
more than enough to create a 
consistent and good-looking brand 
across print and online. 

C

PhotoDonut (previously known as 
PostworkShop Pro) is a good 
Photoshop plugin, but not for the 
reasons Xycod thinks. 

Apps that claim to instantly 
transform photos into art often fall 
short of their boasts because they 
lack the skill and wisdom of artists to 
know how to control effects (though 
we’ll concede mobile app Prisma 
comes close). And PhotoDonut 
doesn’t deliver to its claim of “The 
best artistic effects for your photos”.

Some of the painting filters are 
nice, and could work well as a base 
with further painting done in 
Photoshop or Painter, but a lot of 
them leave too much of the photo 
underneath. The art you create is 
clearly produced by filters and there 
isn’t enough control of the effects. 

PhotoDonut’s real strength lies in 
its selection of photo filter presets 
that can alter your photos to make 
them look like colour graded, post-
processed stills from a high-quality 
TV show. Being able to take the 
results from the plugin into 
Photoshop elevates this above 
simply applying an Instagram filter, 
and the ability to highlight favourite 
filters negates the need to trawl 
through huge lists every time.

TaSTy fILTErS Easily 
add and manage great 
photo effects

Price From free to £75/year
Company Xycod
Web www.photodonut.com

raTIng 

PhotoDonut

Social media templates help you 
create perfectly sized graphics for 
Facebook, Twitter and Instagram.

Designer Pro X365’s vector illustrations are 
versatile enough to handle making poster- 

style images as well as scalable logos. 

Art tools Software
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PC
OnLy

n Desktop publishing

n Website design

n Slideshow options

n Vector illustration

n Photo editing

n Animation effects

n 3D extrusion

n Access to Update 

Service for one year

n Access to Online 

Content Catalog for 

one year

System 
requirements
PC: Windows Vista, 

7, 8 or 10; 500MB 

RAM; 300MB hard  

disk space
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Graphic design Web design 3D Digital art

www.creativebloq.com

The number one  
destination for digital art 
news, views and how-tos.



Publisher The Gnomon Workshop  Price $49 per month (library subscription)  Format Streaming video  Web www.thegnomonworkshop.com

Artist profile

Hossein 
Diba

Hossein is the lead character artist 
at WWE. His responsibilities 
include modelling, sculpting, 
texturing and shading of characters 
and creatures for animation, games, 
cinematics and 3D printing. Since 
2008, Hossein has been developing 
characters based on concepts and 
photo reference for various projects. 
He has worked as both a freelancer 
and a staff artist, contributing  
to titles and products such as  

Royal Rumble 2016, 
Evolve, Atom 
Universe, Fallout: New 
Vegas and Batman: 
Arkham Knight.

www.hosseindiba.wix.com/character-artist

training videos, the tools and 
techniques set out here don’t have 
much distinctive information to add.

It’s not until Hossein gets into the 
detailing stage that the video hits its 
stride. His narration becomes more 
detailed, and the useful tips flow thick 
and fast as the artist’s authority shines 
through. You’ll see how he expertly 
uses Alpha brushes to add skin 
textures, knowing exactly where the 
effect should be rough and where finer 
detail is called for. Extra touches like 
wrinkles and veins are applied, leading 
to a kind of hyper-realism that perfectly 
suits the larger-than-life subject.

The video as a whole will give you a 
solid grounding in ZBrush character 
processes, helping you understand 
how to manipulate Subdivision levels to 
work efficiently at all times and how 
the Transpose tool enables you to 
morph your sculpt into a more 
compelling pose before rendering. But 
it’s the section on detailing that will 
most reward repeat viewing. 

IT’S A KNOCKOUT Hossein Diba forms a tag-team with a wrestling 
legend to reveal how to craft characters in 3D, before polishing in 2D

ossein Diba doesn’t stray 
too far from the day job for 
the project in this ZBrush 
video. His choice of subject 

is ‘Stone Cold’ Steve Austin, one of 
the all-time greats from the World 
Wrestling Entertainment circuit. The 
exaggerated physiques and 
costumes of wrestlers make them 
great real-world examples of the 
pumped-up anatomy you’d find on 
your typical fantasy warrior.

Hossein spends nearly all of the 
video’s four-and-a-half hours in 
ZBrush, with occasional forays into 3ds 
Max for prop-making and a rendering 
session in Photoshop to close. He 
adopts a workflow that will be pretty 
familiar to ZBrush artists – or any artist, 
come to that: block out the big primary 
forms, refine with secondary shapes, 
then work in the details. 

Unfortunately, it’s this workflow’s 
familiarity that works against the video 
in its opening chapters, because even if 
you’ve only watched a few ZBrush 

H

Creating Hyper Realistic 
Characters in ZBrush

Find out how ZBrush enables you to sculpt 
larger-than-life characters with the help of 

Hossein Diba and ‘Stone Cold’ Steve Austin. 

In the strongest section 
of the video, Hossein 
shares his knowledge of 
how to deploy ZBrush 
Alpha brushes to 
develop realistic skin.

Posing the sculpt with Tranpose and 
adding clothes and props turns a static 

sculpt into a piece of character art. 

Inspiration Training
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Topics covered
n Working with 

reference

n Primary forms 

n Secondary forms

n Wrinkles and folds 

n Skin textures with 

alphas 

n Polypainting 

n Adding hair with 

FiberMesh  

n Posing with 

Tranpose 

n Rendering in 

Photoshop 

Length
268 minutes

Rating



Author Tara Bennett  Publisher Titan Books  Price £30  Web www.titanbooks.com  Available Now

Author Tara Bennet has penned over 
25 movie and TV companion books, 
and clearly knows how to craft a 
narrative. But you also sense that Blue 
Sky, the studio behind the films, along 
with Rio, Epic and The Peanuts Movie, 
has fallen over itself to help out here. 
Because this fascinating read tells you 
everything you wanted to know in 
great detail – and more besides. 

Covering the first four Ice Age films, 
along with the short films and a 
preview of the fifth, Collision Course, 
there’s gorgeous artwork galore on 
show, including sketches, digital 
paintings and art created using 
traditional media. The text is cleverly 
interwoven among these visuals, 
resulting in a momentous amount of 
work and words to co-exist without 
one ever overpowering the other.

We learn how Blue Sky got started 
and how each film got made. We’re 
introduced to the main themes, story 
arcs and characters; how the films 
evolved through production, where 
rewrites occurred and where the jokes 
came from. And as you’d expect, 
there’s a mass of detail about how the 
art was created, from Peter de Sève’s 
“scattershot” approach to his 
preliminary sketches of Manny, Diego 
and Sid, to how art director Tom 
Cardone’s approached “presenting the 

Cold CAse This deep dive into the frozen world of Blue Sky’s 
franchise unearths artistic insights and stunning sketches aplenty

he art of… film books we see 
tend to be a mixed bunch. 
Some feature a lot of art, 
but few words. Others 

cover the maker’s approach to the 
film, but precious little information 
about the artistic process. Some, 
including The Art of The Jungle Book 
(reviewed last issue) don’t even 
mention the names of the artists. 

The Ice Age franchise is aimed at 
young children and pre-teens, so we 
weren’t expecting a lot of deep insights 
from this volume. How wrong we were. 
The moment you hold the book in your 
hands, you sense something’s different. 
For a start, it’s huge and heavy, 
signifying both its high page count 
(304) and decent paper quality. And 
each one of those pages is packed 
with content and analysis.

T

The Art of Ice Age

Colour keys for the 
fast-talking Sid the 
sloth, as painted by 
Greg Couch.

Scrat, the sabre-tooth squirrel, will go to any lengths 
to keep hold of his prize possession: an acorn.

environmental threat as another 
character.” There are also plenty of 
preliminary sketches, showing such 
details as the different expressions on 
the face of T-Rex Boy (from ‘Smile: 
Pushed Teeth’ to ‘Closed Smile: 
Extreme’), as well as storyboards on 
show. We also see technical 
explanations of the CG elements, such 
as how the fur on the animals was 
made to move more like hair. 

This is a rare example of an art of… 
book we’d recommend even if you have 
no particular interest in the film itself.

RATing 
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Inspiration Books

Work from other Krita 
artists is on show 
throughout the book. 
Here’s Gkoumas 
George’s character art.

Miguel Lopez worked 
with Leo Zugner and 
Eleazar Carmeli to 
create this mech that’s 
able to traverse snow.

veryone loves robots, so in 
2009 Lorin Wood started 
a blog about drawing 
them. It was such a success 

that three years later he published 
the first Nuthin’ But Mech, a 
collection of work from 31 artists. 
That was followed by volume two in 
2014, and now comes the third and 
biggest to date, with 54 new and 
returning contributors. 

Packed with high-quality digital 
paintings, 3D models and traditional 
art, this book delivers a solid diet of 

rita’s a free, open-source 
painting tool designed for 
illustrators and concept 
artists. 2015 was a big year 

for the software, with a crowdfunding 
campaign helping to fund key 
improvements including performance 
boosts and animation support. 

Since then, the software’s growth 
has spiked, and so the timing of this 
book couldn’t be better. It’s essentially 
a 226-page instruction manual for the 
latest version of Krita, 2.9. But unlike 
most software manuals, both the 

Nuthin’ But Mech 3

Digital Painting with KRITA 2.9

editor Lorin Wood  Publisher Design Studio Press  Price £21  Web www.designstudiopress.com  Available Now

Author Scott Petrovic  Publisher Louvus Media  Price £30 (ebook £8)  Web www.louvus.com  Available Now

MeCh APPeAl The future is bright, shiny and fully automated in the 
visions of 54 artists, beautifully curated by concept artist Lorin Wood

exPeRT guide With interest mounting in the free painting tool, 
there’s now a book to show you how to use it 

mech goodness. There are sketches, 
works-in-progress and finished pieces 
created using a variety of 2D and 3D 
software, and it’s all laid out beautifully, 
giving each piece room to breathe.

If you’re worried 152 pages of mechs 
might become samey, don’t be. There’s 
a huge range of styles and ideas here, 
from Ash Thorp’s pen-and-ink vision of 
a deadly flying mech monster to 
Francis Tsai’s geometric art-inspired 

layout and writing style are anything 
but boring. This colourful guide is 
packed with illustrations from the 
author and contributing artists, making 
it a delight to peruse and learn from.

With plenty of examples and 
interface screenshots helping to 
explain both basic and advanced 
features, it’s also surprisingly easy to 
follow. And perhaps that’s not 
surprising at all, as author Scott 

e

k

vision of a sad-looking robot. There’s a 
painterly mech vs samurai battle from 
Elijah McNeal, quirky 3D prototypes 
from Steve Talkowski, an ethereal scene 
from Thierry Doizon… the inventiveness 
on show is endless. This book is 
dedicated to long-standing contributor 
Francis, who died last year, and 
proceeds will be donated to his family.

RATing 

Petrovic has been involved in the Krita 
community for a long time as part of 
the development team, which further 
endorses the accuracy and reliability of 
the information offered by the book. 

Best of all, some of the profits from 
the book will go back to the Krita 
Foundation, so it can continue to fix 
bugs and add more features. 

RATing 
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100 FXPosé Traditional
The best traditional art revealed.

108 In touch with nature
Justin ‘Coro’ Kaufman on layers.

114 First Impressions
Raoul Vitale talks fantasy art.

when painting 
traditionally

TaKe a layeRed appRoaCh
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InspIRaTIon and adVICe fRom The woRld’s besT TRadITIonal aRTIsTs

Wylie Beckert shows you how to elevate a 
pencil drawing into a finished piece Page 106 

this issue:



Abhishek Singh
LocAtion: India
Web: www.abhishekart.com
emAiL: abhi.s82@gmail.com
mediA: Acrylics, gouache

Born in Gwalior, India. 
Abhishek’s childhood was 
enriched by the vivid 
stories of India’s ancient 
myths and folk tales.

He recently painted plein air at the 
Varanasi ghats next to the River Ganges  
(the riverside steps used for bathing and 
ceremonies). “With all the frenzy and 
conversations, the sadhus and people 
interacting with the painting,” he says “it 
turned into a very special experience.”

1  GAnGA AvtArAm: the deScent 
of the river GAnGeS

Acrylics/gouache on canvas, 6x5ft
“The story of the Ganges: how a river of 
light came down after a penance by a 
prince, taking the place of his father 
who couldn’t complete the task. The 
story represents breaking psychological 
barriers and letting the new self be 
born. I left the background white to 
make your eye move to the corners, 
expanding the scale of the experience.”

2  AnAhAtA nAdA:  
the unheArd Sound

Acrylics/gouache on paper, 6x4ft
“Sing to the barren sky, like rain does to 
a famished tree, be the sound that lives 
between the murmur of leaves and 
chirping of birds, become the song 
which dwells in the silence of listening 
and in braving the storms. I wanted to 
show the gods without any weapons, 
and have them pay an ode to nature.”

ImagIneFX crIt
“Abhishek’s use  
of colour is the 
standout aspect 

in his compositions, 
followed by the strong 
character designs and a 
real sense of movement. 
It feels as if these images 
are just moments from 
coming to life.”
Daniel Vincent,
Art Editor
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1Rodrigo Luff 
Location: Australia
Web: www.rodluff.com
emaiL: rodluff@gmail.com
media: Oil, pencil

El Salvador-born Rodrigo is 
now based in Sydney, 
where he creates ethereal 
figurative works of women 
and nudes in beautiful, 

dreamlike settings.”My works are ornate 
and lush, replete with elaborate 
references to the natural world,” he says. 

Rodrigo studied traditional life 
drawing and painting at the Julian 
Ashton Art School in Sydney from 2006 
to 2009, and since graduating has had 
four solo exhibitions in Los Angeles, San 
Francisco and Long Beach, as well as 
several group exhibitions.

“My palette is vibrant and I aim to 
achieve a luminous sense of light. I 
explore a feeling of the otherworldly by 
capturing my subjects in trance-like 
dream states, suspended in mysterious 
atmospheres,” explains the artist. 

1  tRee nymph
Pencil, coloured pencil, acrylic, pastel, 

iridescent medium on paper, 20x16in
“This is a mixed media drawing that 
depicts a forest nymph with her owl 
companion, which I’ve tried to expand 
with vibrant bursts of colour and 
decorations. I blended my love of Art 
Nouveau and psychedelic patterns.” 

2  nemeta
Oil on plywood, 16x27in

“This was the main oil painting in my 
recent solo exhibition Nemeta, held at 
Thinkspace Gallery in Los Angeles. It 
was both a joy and a huge challenge  
for me to paint it, particularly the 
reflections in the water and the detail  
in the wet fur. I’m glad I persisted.  
I think it expands this mysterious forest  
realm and introduces a harmonious 
relationship between the beings that 
reside here, even if it’s only glimpsed 
from across the pond.”

3  nemetona
Oil on birch, 18x14in

“This was created for my recent solo 
exhibition. I really enjoyed painting the 
deep and vibrant cool colours of the 
shade and contrasting them with the 
fierce sun in the background. I wanted 
the glow to be more than just light areas 
among the dark – I wanted those 
luminous areas to be alive.”

4  pLasma ii
Oil on birch, 12x12in

“I wanted to convey a feeling of warm 
tactility and the archetype of ethereal 
sensation. Through the figure’s 
interaction with the jellyfish beings, 
we’re encouraged to embrace the 
natural world we live in, and to 
understand that which appears fantastic 
and surreal through real-life experience.”
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ImagIneFX crIt
“Rodrigo says 
that his aim  
is to achieve a 

luminous sense of light, 
and on the strength of 
the art on show here, 
he’s certainly got the  
job done. His figure-
drawing skills are  
top-notch, too.” 
Beren Neale,
Acting Editor
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Ryan Pancoast
Location: US
Web: www.ryanpancoast.com
emaiL: ryanpancoast@gmail.com
media: Oils

Ryan began his career 
doing editorial illustration 
for magazines, but soon 
found that his realistic oil 
paintings were a better fit 

for the gaming and literary world. He 
started doing spot illustrations for a 
startup RPG called Metal, Magic & Lore, 
where he developed the portfolio that 
led him to Wizards of the Coast. 

Ryan has now been illustrating for 
Magic: The Gathering for eight years, 
and his work has been featured in the 
Society of Illustrators Annual, the Art 
Renewal Center International Salon and 
Spectrum: The Best in Contemporary 
Fantastic Art.

ImagIneFX crIt
“To take a period 
setting and add 
fantasy elements 

is a bold move in itself, 
but to then work up the 
compositions in rich 
oils and wonderfully 
atmospheric lighting is 
an achievement Ryan 
should be proud of.” 
Cliff Hope,
Operations Editor

1  jWaR isLe avengeR
Oil on board, 12x16in 

“This is for the Magic: The Gathering 
expansion Oath of the Gatewatch, which 
takes place on the world of Zendikar. 
Only male sphinxes had been created 
for Zendikar, so it was fun to take their 
design and apply it to a female.”

2  the bLuffs
Oil on canvas, 18x24in

“I often paint historical fantasy in my 
personal work. This painting is inspired 
by colonial New England in the late 18th 
century. With so much superstition and 
unknown wilderness, it’s a great setting 
for mystery and ghost stories.”

3  of Limited LoyaLty
Oil on canvas, 20x30in

“Mimicking 19th century paintings for 
this Night Shade Books cover was fun.  
I referred to two John Trumbull 
paintings: The Battle of Bunker Hill was 
the inspiration for the composition, and 
I took the lighting from The Sortie Made 
by the Garrison of Gibraltar.”

4  diRegRaf escoRt
Oil on canvas, 11x14in 

“This was painted for the Magic: The 
Gathering expansion set Avacyn 
Restored. I don’t often use dramatic 
lighting in my paintings, but in this case, 
the glowing weapon provided the 
perfect excuse to indulge.”
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Send up to five pieces of your 
work, along with their titles, an 
explanation of your techniques, 
a photo of yourself and contact 
details. Images should be sent as 
300DPI JPEG files. 

email: fxpose@imaginefx.com 
(maximum 1MB per image) 

Post: (CD or DVD):  
FXPosé Traditional
ImagineFX
Quay House
The Ambury
Bath, BA1 2BW, England

All artwork is submitted on the 
basis of a non-exclusive 
worldwide licence to publish,  
both in print and electronically. 

submit your 
art to fxposé

FXPosé Traditional art
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Workshops

Building off an 
underdrawing

“Draughtsman” Wylie Beckert shows you how to elevate a pencil drawing into  
a finished work of art, using a combination of traditional and digital approaches

1 Pencilling an underdrawing
I start my pencil drawing in red Col-Erase.  

It’s helpful to rough things in with a coloured  

line first, as errors and changes are easier to 

camouflage in the finished drawing than in 

graphite. I switch to mechanical pencils for final 

rendering, working on top of my rough sketch.

2 adding a wash
I paint over a print of my pencil drawing  

on tinted paper, wet-stretched to avoid buckling.  

I start with an overall wash of (red) watercolour 

before switching to small brushes to ink the 

drawing. Once dry, I use white charcoal pencils  

to sculpt the forms and add highlights and details.

3 Finishing in oils
I seal my underpainting with matte medium 

(sprayed on to avoid smudging) and finish  

with two stages of oil paint: a base layer in a 

complementary colour (greenish teal) and, once 

dry, a final pass with transparent hues. Opaque 

highlights can be painted into the final glazes.

T
he Queen of Hearts is one  
of 12 face cards for my 
illustrated playing card deck, 
Wicked Kingdom. 

Before I started illustrating 
the card deck, I was almost exclusively  
a digital artist, but I loved the look of 
traditional media work. I subsequently 
decided that tackling the card deck 
illustrations in traditional media would 
be a fun challenge, and a great 
opportunity to experiment and – 
hopefully – custom-build a painting 
process that would fit my skill set.

I’ve always considered myself a 
draughtsman rather than a painter. That’s 
because my ideas always seem to flow 
more naturally in pencil on paper than  
in oils, and I find that I just can’t “think” 
on paper when working with brushes 

instead of drawing tools. Through  
trial and error, I stumbled upon a 
combination of traditional media that 
simulated the layered approach that  
I’d become accustomed to in my digital 
work, while also enabling the precision, 
energy and detail of my initial pencil 
sketch to come through in the finished 
piece of art.

So fellow draughtsmen, please take 
heart! A strong drawing will help carry a 
piece to final, even if your painting skills 
are still a bit shaky.

 
Wylie calls herself a “freelance 
illustrator gone rogue”, having 
recently switched focus to work 
on her own projects. She’s spent 

the past year and a half working on a playing 
card deck called Wicked Kingdom. Learn more 
at www.wickedkingdomdeck.com.

Step by Step: attack your image in layers

charcoal textures
I like to use white 
charcoal pencil to build  
up my light tones. the 
stands out exceptionally 
well from the toned paper, 
and is a great way to 
create the illusion of 
lighting and depth  
in an image. 

transparent glazes
I use transparent layers 
of oil paint to build the 
final colour scheme. a 
dark wash of colour has 
the advantage of toning 
down the contrast of 
whatever lies beneath it, 
making it easy to tweak 
the value structure. 
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Artist insight Underdrawing 

Materials

PaPer

n Strathmore Bristol

n Canson Mi-Teintes 

(Pearl)

Pencils

n Mechanical pencils

n White charcoal 

pencils

inks

n Liquitex Acrylic ink 

(Black, Transparent 

Raw Umber)

Paints

n Watercolour 

(Cadmium Red)

n Oils (Prussian Blue, 

Indian Yellow, Alizarin 

Crimson, Transparent 

Brown Oxide, Titanium 

White)

Brushes

n Small round

n Medium filbert 

n Large flat 

opaque hIghlIghts
opaque white oil paint 
packs more punch 
than soft layers of 
white charcoal pencil. 
For the lightest 
areas and brightest 
highlights, I paint 
small touches directly 
into wet glazes of 
colour, emphasises focal 
points, while blending 
in with the image.

add drama wIth 
mIdtoned paper 
I use tinted paper in 
a medium warm grey 
shade. this provides a 
dramatic backdrop for 
both dark and light 
tones. not having to 

build up each and 
every dark area 
from scratch (or 
keep light areas 
free from paint) 
is a significant 
timesaver for  
my process.
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GettinG in touch 
with nature

Justin ‘Coro’ Kaufman shows how to work in layers to create a realistic  
oil painting of nature – specifically, a large tree in his family’s back yard

W
hile I’m an illustrator 
and fine artist by 
trade, based outside 
of Seattle, I’ve been 
working primarily  

as a concept artist for the past 16 years.  
I own and help run Massive Black, a 
studio specialising in concept art and 
illustration primarily for games and film. 
We’ve worked on all kinds of stuff that 
you might have heard of, and some that 
you probably haven’t, too. 

I paint digitally for most my 
commercial endeavours. However, I fell 
in love with oil painting back when I was 

a student in art school, and I’ve since 
continued to pursue it between jobs. I dig 
the tactile nature and versatility of oils –  
I don’t think there’s a medium that I enjoy 
working in more. 

About a year and a half ago, we moved 
our family out to rural Washington state, 
and I began painting the scenery out here. 
I’ve been focused ever since on how to 
approach such complex subject matter 
without idealising it or getting too 
“techniquey” in my approach.

And that’s what we’re going to be 
covering in this workshop. I’ve chosen 
one of my favourite trees to paint: a large 

 
Justin is a US West Coast-based 
illustrator and concept artist. 
He’s one of the founders and 
owner of Massive Black, an 

artists’ collective serving the entertainment 
industry since 2004. You can see more of his 
personal art at www.coro36ink.com.

Oils

get your 
resources

see page 6 now!

artist insight

Importance of the 
underpaIntIng

This stage is the most 

important one, as it not 

only defines the 

“drawing” portion, but 

also sets up the values 

for the most part as 

well. What we’re doing 

at this stage is laying 

the framework for this 

to happen in 

subsequent layers.

maple tree that takes up almost the entire 
clearing in our back yard. My goal isn’t so 
much to reproduce exactly what I see, but 
rather to interpret it using a variety of 
brushwork, marks and scratches. I want to 
make it appear fairly realistic from a 
distance, and also interesting to look at 
when viewed up close.
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3 Sketching in from the reference photo
Once the gesso’s dry, l lightly sketch out my tree 

using a 4H lead pencil. I lay a grid on top of my reference in 
Photoshop, and then draw a corresponding grid of six-inch 
squares on my panel to help make sure the drawing is 
centred and sized properly. I work from a photograph that I 
took out in the backyard. I’m careful to get the large branch 
forms blocked in as accurately as possible, but I’m not 
labouring over the smaller branches. I’ll just paint them in 
directly, using the larger branches as guides for placement.

4 Setting up for the underpainting
I’m using olive green and refined linseed oil. Olive 

green is great to underpaint with because it’s transparent, 
which allows for a broader and more predicable range of 
values on top of the white ground. Furthermore, it’s a warm, 
neutral colour that isn’t too overpowering. I use mostly 
bristle brushes for this stage of painting. They enable me to 
apply a lot of paint, scratch texture back in, and easily 
manipulate edges and volumes. I also use a variety of  
mop brushes to stipple texture and small liner brushes for 
branches. I use the back of the brush to scratch highlights 
and I also have a few little rubber tipped tools and a 
synthetic wash brush to help create manipulate paint. 

1 Preparing the panel
I begin with a 24x36-inch piece of birch plywood with a nice grain and minimal 

wear and tear, which I pick up from my local hardware store. I then dry brush between 
four and six coats of gesso on it with a soft, broad brush, working vigorously and using 
no water so it sets quickly. I take my time on this stage, and am careful to make sure 
the paint is even, and the surface is sealed properly with a new coat. 

2 Preparing the surface
I use an electric sander to sand out any irregularities 

between coats until I achieve a smooth, eggshell-like finish. I 
use 100 grit in between most coats, and finish it with a finer 
grit. I don’t want it buffed “shiny” smooth, but I don’t want to 
have to work with any glaring surface irregularities, either. 

materials

panel

n 3/4-inch birch 

plywood panel

gesso

n Dick Blick gesso

Brushes

n 0 Hogs hair round

n 1-inch Mop brush

n 0, 1 and 2 Synthetic 

liners

n 1-inch Watercolour 

wash brush

paInts

n Winsor & Newton:

Olive green, Alizarin

crimson, Ultramarine

blue, Titanium white. 

n Gamblin: Indian

yellow, Pthalo green,

Grey, Radiant yellow,

Ivory black. 

n Old Holland: Magenta, 

Cad red scarlet, Cobalt 

turquoise, Transparent 

red oxide lake

medIum

n Gamblin refined 

linseed oil

n Galkyd Turpenoid 

odourless spirits

Workshops
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brush 
tip 

brush work
Rotate your brush as you 

dab, and don’t repeat
the same marks next to
each other, because it

breaks the illusion  
of realism.



7 Greater control
I break out the liner brushes as I move up towards 

the top to paint in those smaller branches. I rotate the panel 
and use a mahl stick, which gives me greater control over 
the widths of the branches. A good rule of thumb is that 
they always get thinner, and offshoots are always thinner 
than their parent branches. 

5 And breathe…
I use only refined linseed oil as my medium. It takes a 

couple of weeks to dry enough to work on top of again, but 
I find it’s helpful to be stuck in this stage for a while so I can 
work back into it and fix things that are bothering me. I also 
like it because it’s non-toxic, and produces no fumes so it’s 
safe to breathe and doesn’t stink up the room.

6 Painting my underpainting
I start from the trunk and work my way up. I try not to overwork things at this 

stage, because a lot of it will be painted over eventually. I’m aiming to establish the 
shadow shapes and begin to describe the surfaces. Using a mop brush, I begin to 
block in the canopy of leaves. It’s important to not overload the brush because we 
don’t want to go too dark on those leaves. 

In depth In touch with nature
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10 Opaque application
When I finish with the glazing, I begin painting opaquely on top. I prepare a full 

palette of paint and begin to work into the painting, looking to correct drawing errors, 
accentuate highlights and shadows, and refine forms and edges. I look for 
opportunities to vary the temperatures and punch accents. 

8 Glazing the painting
Once it’s dry to the touch, I begin glazing transparent 

colour in. I mix a solution made up of 50 per cent galkyd,  
40 per cent turpenoid and 10 per cent refined linseed oil.  
I then lay out my transparent paints. I use Payne’s Grey, 
Alizarin crimson, Indian yellow, Ultramarine blue, Pthalo 
green and transparent Red oxide lake. I mix combinations of 
these colours with my medium and apply it accordingly. 

9 It’s colour time
I begin laying in the leaves by blotting a mixture of 

Pthalo Green, Indian Yellow, and some transparent Red 
Oxide Lake using mop brushes. I use Ultramarine Blue and 
Alizarin Crimson on the tree trunk, and add more Indian 
Yellow to the mossy areas. I lay it on pretty lightly, and wait 
at least 24 hours before laying another layer on. After three 
to four layers the colours are dialled in. Glazing gives a depth 
to the colours that’s difficult if not impossible to achieve 
working opaquely. I also really like the textures that build up.

Titanium white

Radiant purple

Radiant yellow

Cobalt turquoise light

Cadmium red scarlet

Magenta

Indian yellow

Transparent 
red oxide lake

Ultramarine blue

Pthalo 
green

Alizarin 
crimson

Payne’s gray

Olive green
Ivory black
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artist insight

steady glazIng

Transparent glazing is 

the best way to get 

complex and rich 

colours. Its important 

not to go too dark at 

first because you need 

the light to be able to 

penetrate the layer 

of paint in order to

bounce off of the 

surface below. Several 

thin glazes works better 

than a few thicker ones.



artist insight

opaque Is the  
lIfe saver

Be sure to observe with 

a critical eye when you 

begin to detail with 

opaque paint. This is 

your chance to fix 

things that might have 

been bothering you. 

Don’t be afraid to make 

edits: you can always 

wipe them off if it 

doesn’t go as planned.

13 Expand your knowledge
And that’s it! Hang it on your wall and impress your 

friends and family. Your paintings will make great gifts too. 
But in the end, you reap the reward of having a deeper 
knowledge of the time-honoured tradition of oil painting, 
the comfort of completing a process and making 
something physical, and a better understanding of the 
intricate and profound beauty of Mother Nature. 

12 Final details and error correcting
I come back in with pure opaque colours and dot 

them on using small rounds and liners in sort of a pointillism 
fashion. This enables me to modulate large fields of colour 
with subtlety and control. The hard part is over, and now I’m 
just polishing it up, fixing minor errors and accentuating 
areas. This is also where you get to develop the surface of 
the painting, and make it cool to look at up close. 

11 Varying my marks
I begin to detail in the leaves and the smaller branches, and also revisit and detail the larger ones. This stage can be 

a few passes, where I work both wet-in-wet and dry brushing. It’s a “whatever works best” scenario. I’m also trying to break 
up the surface, and avoid too many similar-looking marks.

In depth In touch with nature
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tip 

medium
I vary the paint

consistency, depending
on what texture I’m after.
You can achieve different

edges and effects  
by mixing



Where did you grow up 
and how has this 
influenced your art?
I’m from a suburb of 
north-east Ohio, a very 

ethnic neighbourhood where you rarely 
heard the English language. It was a very 
tightly packed few blocks, with many 
family-owned shops in among the 
residents. There were no parks, so we 
played in vacant fields. Even though 
there were no picturesque areas, I was 
always conscious of and greatly affected 
by light and shadow.

You’re a child, you see a painting or 
drawing that changes everything… 
where are you and what are you looking 
at, and what effect did it have?
I wasn’t exposed to much art as a child.  
I would just spend time drawing 
animals, dinosaurs or whatever caught 
my eye. In kindergarten, our class got to 
see a movie one afternoon – it was a 
Harryhausen film. Those images stuck 
with me and fostered a love of fantasy. In 
sixth grade, I saw some images by Jean-
Léon Gérôme in an encyclopaedia, and 
became aware that a picture was 
carefully put together and composed.

What was your next step in art? Did 
other interests vie for your attention? 
What was the deciding factor?
As a teen, I discovered Maxfield Parrish, 
Frazetta and the Hildebrandt’s work.  
I had started crafting my own 
compositions by then. Other things 
always compete for your attention during 
your teen years. I had a few other 
interests, but drawing and painting were 
always the primary goal.

Can you describe the place where you 
usually create your art?
I have a studio room in my home. On 
one side is a drawing table with all my 
various supplies, either built into the 
table, or on the bookshelves that 
surround it on one whole wall. The other 
side of the room is set aside for painting, 
although a small portion is shared with 
my son for his projects.

Have there been private commissions 
that you’ve turned down?
I’ve never turned down a private 

commission. Many of my clients have 
commissioned multiple paintings from 
me over the years. They’ve all been very 
easy to work with, and have given me a 
lot of freedom.

Is your art evolving? What’s the most 
recent experiment you’ve made?
I can’t say that it’s evolved much, 
especially with private commissions. 
You end up being known and 
appreciated for certain aspects of your 
work, so that is what’s expected. I get 
that. It’s like a musician you like for their 
style, but if their music strays too far 
from what moved you about them 
initially, then you’re not likely going to 
care for their experiments.

What character that you’ve painted do 
you most identify with?
I can’t say that I identify with any. Most 
of the characters that I’ve done, were 
either made-up, or were from Tolkien, or 
other fiction.

What gripes do you have about the 
fantasy art industry right now?
I have none. The only fantasy-based 
company that I work with (at the 
moment, at least) is Wizards of the 
Coast. Working with it is an ideal 
situation. I like working on Magic: The 
Gathering products: you have a whole 
world to draw from, but Wizard gives 
you the freedom to extrapolate and add 
your own touches. Unlike other game 
art that has very strict parameters, 
Wizards actively encourages you to 
push its boundaries.

Why is the fantasy art world still the 
best place to be working?
Fantasy has really come into its own in 
the past 20 or so years because of an 
increasing popularity in film and 
culture in general. I would say that 
fantasy art is a very broad term. Art has 
always had some element of fantasy to 
it, so I don’t think its going to go out of 
fashion anytime soon.
After graduating high school, Raoul worked 
as a stained glass designer for many years. He 
began freelancing in 1999 with concept 
sketching for the Bradford Group Exchange, 
before moving on to illustrate books and 
magazines, create images for Magic: The 
Gathering and some private commissions. See 
more of his art at www.raoulvitaleart.com.

 Drawing and 
painting were 
always the 
primary goal 

Garden of the 
enchantress
“This was a piece a client 
wanted to start their collection 
with. He was keen to see a 
red-haired sorceress.”

home to rivendell
“A commission for a collector 

whose wife wanted an owl in a  
The Lord of the Rings scene.”
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A Harryhausen film 
helped to set this 

artist on the road of 
fantasy illustration

First Impressions
Raoul Vitale
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