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COLLECTION

First in a new series of bookazines for Digital Artist magazine, this collection
showcases some of the finest examples of digital art and is packed with step-by-step
tutorials for you to follow. Beginning with a style quide which takes you from fantasy
worlds to typography design, the Digital Artist Collection explores and celebrates the

range and diversity of art being produced today with computers, tablets and

smartphones. Expert tutorials are grouped under the four main players in
professional art and illustration; Photoshop, Painter, ArtRage and lllustrator, with a
further section of tutorials devoted to getting creative with your IPad or iPhone, And, if
you are still hungry for mare, the helpdesk at the back is full of inspinng ideas and
techniques. Mot to mention the disc at the back that we've stuffed full of brushes,

textures, tutorial resources and stock photos for you to play with... Have fun!
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to what painters do best
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Digital_art

explal

A look at the genres
and painting styles
currently popularin
digital art

y name's April, and I'm an art
histornian. Or at least | was.
Since | went digital, 've
discovered that the regular art
world and this one couldn't be
more different.

For a start there are people Actually Painting —
can you imagine? You know we live in a messed-
up world when everyone is surprised at a ‘real
artist’ painting but thinks it's normal for a software
user to do so. But while the contemporary art
scene has continued to be fascinated with
meaning, digital artists have kept to the nuts and
bolts of what painters do best — produce artwork
that's aesthetically pleasing. This is what I'm
interested in, and in art historical terms that
probably makes me a rebel, which is a good start.

In this feature I'll look at some of the key styles in
digital art right now. It's by no means an exhaustive
list, and it veers between genre-based movements
such as fantasy, sci-fi and manga - all genres that
dare the artist and the viewer to dream - and
technical movements like vexel and photo-
manipulation, which hark back to the deep-rooted
artistic impulse to mess with your tools and find a
better or more interesting way of making marks
and expressing ideas.

| think digital art is the best showcase of both
kinds of art movement, and I'd like to show you
why. From fantasy and sci-fi to the ways
contemporary illustrators push their software to the
limit — then a little further — the genres and styles
shown here reflect some of the most creative
artwork being shown, and perhaps more
importantly, commissioned and bought, today.

ne
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Artwork by Mario
Wibisono. Hand of the
Jade Dragon, Legend of
the Five Rings CCG 2009,
Legend of the Five Rings
and Hand of the Jade
Dragon copyright Alderac
Entertainment Group
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INTRODUCTION

Fantas

Myth, magic, swords and sorcery

antasy has its roots in fairytales, legends and
F mythology. It's about painting the fantastic, so

it's a genre every artist should try at least once
—if not for the ability to let your creativity run
rampant, then for the hetty pay cheque it can
command! Fantasy is hugely popular among print
and poster buyers, to say nothing of the potentially
lucrative market in bool jacket designs.

There are a lot of sub-genres within fantasy. On
these pages are examples of mythical and fairytale-
based images. Orientalism is a popular style-the
‘otherness’ of ancient Asian buildings, clothing and
armour, together with the visual richness, appeals to
consumers who grew up on videogames and Saturday
morning cartoons. Over the page are examples of
traditional high or heroic fantasy and its earthier
equivalent, swords and sorcery.

ARTIST PROFILE

™~ .i

‘. JAﬂlber H]ll -

http:///vantid.deviantart.com

Tell us about this painting...
You've seen it. Baby animals start scratching behind

their ears or something, and then WHOAI! They see
that they have a FOOT and oh my gosh, it's amazing

What genre do you primarily work in? What
interests you about it?

Fantasy wildlife is a new genre of art that is gaining
popularity. The focus is on creatures of nmyth and
legend instead of swords and sorcery. | try to make
them appear as thougn they exst in the wild, almost
like wildlife art. To me there's nothing more epic-looking
than a dragon flying through a turnbled cloudscape
with rolling countryside below, or a gryphon perched
on a snow-covered pine tree at sunnse

What other genres interest you and why?
Traditional wildlife art is my favourite. It's my personal
goal to move into this genre with my body of work yet
still maintain that element of fantasy | love so much.

10| Digital Artist Collection

Small Geisha, Svetlin
Velinov, 2008
Photoshop/lllustrator.
Historncal fantasy
based in ancient Japan

®® Fantasy has its roots infairytales, legends....
and mythology. It's about painting the fantastic,
SO it's a genre every artist should try @9
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INTRODUCTION

Consumed by
Beetles, Svetlin
Velinov, 2009 /
Photoshap. Copynighl /
Paizo Publishing. An
example of a heroic e W -
Qa ntasy composition

> = - i

ARTIST PROFILE

Svetlin Velinov

How would you describe your style?
Iit's hard for me to descrbe my own style. |

something that will never stop changing and transforming
What genre doyou primarily work in? What interests
you about it?
My primary genre is fantasy. It's an entire new

. Itg
freedom to > ze of fantastic
creatures, unicue landscapes and heroic battles
What other genres interest you and why?
I'm Interested in sci-fi and hormor art, 1T 1s a great
combination, which makes an entirely new genre if you mix
them together

What would be your advice to other artists working in
this genre?
Keep your anginality and personal style, and never forget

where you have begun. Be true to yourself, and when
vou finish one work enjoy it within an hour. Then start a

rnew one.

Digital Artist Collection
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Svetlin Velinov, 2009
Photoshop. Copynighi
Paizo Publishing. This
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Vectors

Taking stylisation to a new level

ctor and vexel art both have their roots in

editorial illustration, which requires clear

delineation to get its point across. The
difference between them is that vectors are created
using vector-based programs (which rely on shapes),
while vexel art is created in raster-based programs
(which rely on pixels). Traditionally vector artwork
has always sported a clean, pure and stylised lool.
Shapes can be drawn freehand or traced over an
image to create smooth, stylised ‘primitives’ which
are then worked up with colour fills and gradients.
Howewver, many artists workingin this field have
recently been introducing elements which malke their
artwork look deliberately rough and handpainted. It
demonstrates the technical skills these artists have
with their chosen tools and programs.

NL,,. _‘""--h P T

09 liustrator/Painter, A~
.. R combination of vector and
5 wraster-based programs

ted this vibrant and |
iaurful composition /

Vector and vexel art both
have their roots In editorial
llustration, which requires clear
delineation in order to get its
point across.

DIGITAL ART STYLES

Svﬂln
) atnrf

Photos :r:lemmple
?‘tmw artwork is g
de gier look

Fields and Firebirds,
Klarizza Jose, 2009
Fhotoshop. Vexel artwork
done in a raster-based
program with the intention
of creating a smooth,

Tool-based trickery veciorlke appearance
VH:E] images mimic the look of traditonal vectors; theyre often clean and

precise with crisp colour shifts and strong lines. So it might surprise you to

discover that they're created using raster-based programs: the ones that are
designed to blend colours and create real-media effects. The termvexel isa
portmanteau of ‘vector’ and “pixel’. Vexel artists use layers, textures, lines and fills
to create the smooth look they want, typically in Photoshop. Why not [Hlustrator?

That would be entirely too easy...

Digital Artist Collection

13



Vlanga

Japanese comic art

anga and its animated equivalent, anime, are
| \ / I styles with a strong visual hook which
riginated in Japan but are increasing
dramatically in appeal worldwide. With a distinctive
cartoonish look and Zen-lile purity of line, they require
patience and skill to master, despite the fact that
‘manga’ means ‘whimsical pictures’. Fantasy and sci-fi
are common in manga art, but other sub-genres include
cute or “kawaii’ and "shoujo” or “for girls’, which often
feature real-world settings and storylines. Manga is
often monochrome in transparencies of grey or
screen-tones. The distinctive visual style is alsoused in
videogames and packaging designs here and in Japan.

Manga and anime are styles
with a strong visual hook which
originated in Japan but are
increasing In appeal worldwide

14 | Digital Artist Collection
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Stein Louisse &
Stephanie Wetmore

http:/fuberkut. deviantart.com hittp://cusd.deviantart.com

Tell us about the painting...

Stein: It's a character Stephanie created
in an oekaki-based program we both
like to mess around in. | took it into
Photoshop and gave the piece a rather
different vibe.

Howwould you describe your style?
Stein: Cartoon, although it does depend
on the mood I'm in. For instance, this
picture I'd say would be some kind of
rmutation of Art Nouveau.

Stephanie: | categorise it as anime.

What software and media do

you use?

stein: Photoshop mostly.

steph: | use the poor man's digital art
tools; usually sketching and designing

with Paintchat, then colouring and
finishing something with OpenCanvas.

What genre do you primarily worlk
in? What interests you about it?
Steph: Anime is the basic style and
structure of any work | do. t's an art
type you can find all over the place in
different forms: comics, television, video
games, toys, cards, posters and even
CD covers. How many art styles really
reach that far?

t's a character
created in an oekaki-
pbased program. | took
it Into Photoshop



DIGITAL ART,STYLES IS
(NSt '.

Art derived from animation

nime may sometimes feature simpler
character design but it’s richer in colour and

he background detailing is often lavish. In rsea Stories, %
Japanese it means ‘animated’ but in the West the ggﬁ.hfﬁh‘f:?ﬁg and
term has come to refer (rightly or wrongly) to the PaintChat/Photos hap.
visual style of Japanese cartoons and some Produced using collaborative
videogames. Like manga, its European popularity E?lg%a{;gﬁfi'”t%ggg FElIces
started in France before branching out across the \, J

continent and eventually to Canada and the US.

Digital Arist Collection | 15
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Over a century old, it’s still going strong now it's digital
hoto-manipulation has beenaround specifically for photo-manipulation that believability is the key to making it
since the inception of photography, and has dramatically increased worle. Whether the image is designed to be
but the digital revolution has brought its possibilities. viewed as a photograph or as a piece of
it new life. Adobe’s market-leading image- Photo-manipulation can be subtle or digital art, the composition requires a high
editing software Photoshop, was designed obvious, but its inherent realism means degree of precision.
ik

\

Pegasus Divided,
Teodoru Badiu, 2009
Digital photography and
PhotoshopsAmexample of

shat@-manipulation can
explore Surrealism

_ARTIST PROFILE

Teodoru Badiu

www.apocryph.net

Tell us about your images... Photoshop. Once | have all the parts | need, | approach allows me to touch the viewer in a way
They are surreal works where | create a link start working on the image using Photoshop. they don't expect, because when they look at
between life and death. Once | get an ideal | these images, the message in their mind says
think for a few days about it until | have a clear Howwould you describe your style? this is dark, cold, depressive, but the eyes have
vision of the way the image will look. Then | start | have an cbvious bent for Surrealism. | like to something totally different in front of them and
preparing the parts | need to create it. | always show how things could be and not how they are,  they say it is warm and pleasant. This

use digital photos that | shoot myself using my and try to give them soul and meaning. | also contradiction makes the image interesting and it
Mikon D70 and | create all the textures using like to use a relatively warm colour palette. This catches the mind and the attention of the viewer.

16| Digital Artist Collection
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Trophy,
E&ud?fuhEadlu, ﬁl;ﬂﬂm

igital photography a
Phﬂ’[ﬂSth.cﬁ'IE photo-realism of
this image makes the eponymous

Qmﬁw look like a real artefact

J

@6 \Vhen they look at
these Images, the
message in their mind
says this is dark, cold,
depressive, but the eyes
have something different
in front of them o9
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Looking into the future

concerned with imagined realities.

Unlike fantasy however, sci-fi looks to
the future rather than the p%\part from
in one unigue case. An abbreviation of the
term ‘science fiction’, sci-fi art offers similar

technical opportunities to the artist in that
it allows you to imagine alternative worlds

Sci-ﬁ, like fantasy, is primarily

and possible futures. The ‘space opera’ style

of sci-fi features stunning starscapes on
truly galactic scale, and spaceships

18| Digital Artist Collection
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stations which often echo elements of Art
Deco and Modernism in their design. It also
offers opportunities to conceptualise alien
beings and landscapes vastly different from
our own. The lool is typically clean and
airbrushed in order to displaycomplex
technical details. - "

ystopian sci-fi apd eyberpunk tend to
ook at dark, imagined futures; cyberpunk
is particularly concerned with technology,
Both feature a gritty, yban stylewithdark

- -

tones and rough textures. A spin-off from
cyberpunlk that has dramatically gained in
popularity recently (especially with digital
artists)is steampunl:, which imagines

" historical eras embracing technology early.

It's characterised by steam and cloclkwork-
powered devices, from computers to cars,
often combined with a1gth Century setting
and figure characterisation. Like traditional
sci-fi art, it's typically clean and precise

in appearance.



.
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Bang! Alex Martinez,
2009 Photoshop/pencil.
A great example

of action-based
cyberpunk sci-fi

@6 Scifi, like fantasy, is primarily concerned with
iImagined realities. Unlike fantasy however, sci-fi
looks to the future rather than the past — apart
from in one unique case ¢§

Digital Artist Collection | 19
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Steampunk Gentleman,
John Malealm, 2008
Photoshop. Steampunk
sci-fi uses Victoran maotifs
and imagined technology

ARTIST PROFILE

i' ] hn Malcolm

Ay jonnmalcolmio7o.couk

Tellus about your artwork...
Steampunk Gentlernan is a mixture of photo-manipulation and digital What genres do you work in?
Fantasy, science-fiction, steampunk. Alternate history. | love the
freedom these genres give to the artist. The only limit is their
weapon: The Cuthbertson & MacAndrews Mark, IV "Yeti Cannon’ Imagination or perhaps the imagination of viewears (who can read into

es things the artist never even considered). | like the fact that even

R | S SO W

What software and media do you use? a standalone image, created just for fun or practice, can seem like a

| use Adobe Photoshop C54 and Corel Painter X along with my Wac
Intuos

Photoshop is still utilised in all stages of an image. They complement | |GVB the fElCt ﬂ-.lat even a S’[Elﬂd alc}ne

each other well. If | don't try to use Painter like Photoshop and instead

keep my layers down to two or three at a time, | find | can work much IrTIElgE}, Greated JU St fDI‘ fLJI'I Qor pI’EthIGE,
faster (instead of one Photoshop file with 70+ layers | end up with a can seem ||ke a Sﬂapshgt frc,rn a StDIy

folder full of sequentially saved files from Painter).

Digital Artist Collection




DIGITAL ART STYLES

Type

The classic art of lettering

ypography is another older artform, like
T photo-manipulation, which has been changed

by digital tools. Like vector-based artwork a lot
of font design is done in programs like Illustrator
these days. This offers artists the opportunity to push
the boundaries of font design with illustrated
illumination. A popular market for typography is in
product design, particularly in clothing and album
art. The ability to create a snappy corporate logo ora
decorative form of a buzzword males it attractive to
advertising agencies. Font design’s history, firstin
calligraphiclettering and then in engraved and later
moveable type malkes it the oldest genre, apart from
painting itself, to have gone digital, and many font
studios will still refer to themselves as "foundries’.

Parade Armour,

Aleksander Rostov,
2004 Photoshop. An
older example of the
sleampunk genre belore
it developed into what we
see today )

L8

Software for digital art

. Fainter emulates real media, while Photoshop's strengths
lie in image manipulation. Both are raster-based programs
Adobe lllustrator is a vector-based program used for

meanwhile are online
drawing boards (the

l name comes from the
. Japanese term for
Pamter . scribbling) used primarily
t Sls o creating manga art.

Digital Artist Collection
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Painting expressive eyes

Use dynamic colour

Combine digital art and
printmaking

Use vibrant colours in portraits

Fantasy photorealism
Build a woodecut effect

Use filters creatively
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Behind
the scenes

Digital arti Jlain the
technigu hind their
amazing artwork

Sara Biddle

Fersonal partfolio site
w =alizahath nat
Counimy USA
software used Photoshop
=ara is a seli-taught digital
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Painting
expressive eyes

Working

Progress

Master eyes for a
t:newitnhing image

N
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Captivation 2011 Photoshop

PAINTING EYES I

&8 My goal here is to show how important a role the eyes play in
an image and how to create dazzling features in Photoshop @@

Sara Biddle lllustrator

hey say that the eyes are the window to
the soul, that they can communicate
without saying a word. They show our doubts,
share our fears and reveal our truths, Our eyes are
carefree beacons, showing off everything even if we don't
want them to, In our eyes, our emaotions run free,

Our eyes are also all different. There are so many
different shapes, colours and sizes that make each of us
unigue. Ethnicity plays a large role in our bone structure,
muscles, fatty deposits and skin that all determine the
shape of our eyes. There are many colours as well such as
blue, green or brown. The colour pigments inside of the iris
can vary greatly even within a pair, which means that like
snowflakes, no two eyes are the same.

Our expressions tell a story and | believe that story
begins with the eyes. Along with anatomical structure, eyes
are one of the important parts of a painting. Few things are

Start sketching Using a hard round brush, | begin

as flexiole and even fewer are as expressive. No matter
how realistic your painting may be, if there's no life in your
painting, then there's probably no life in the eyes and many
digital artists in particular find this difficult,

The shape and position of the eyes and eyebrows are
two very impaortant details. With just a few brush strokes an
eye or eyes can go from delighted to angry. Caution should
be used af this point. Cne wrong stroke and your painting
could go awry. Attention to shape and expression is
paramount; a happy expression is more than just a smile of
the lips as eyes have a way of smiling too. When anger is
present on the face the smile fades and the eyes squint,
with the eyebrows eagerly following them down.

When painting the eyes great care should be taken to
ensure the right shape for the character, natural colours
and authenticity. With so many factors to take into account,
the flexibility of digital editing allows you to get it just right.

Construction of the image

E A complete walkthrough from sketch to polishing

e
e e " = — = o skelch the basic outling, I'm gaing for intense eye
o] '—: contact, so | make the brows strong, tilting downward, and the
e | eyeslessopen. The sketch will be the guideline for the painting
: :;,, e T process, so lake some time o perfect the expression and
LT l : gesture you wanl before moving on.
e
ln.u: et b e o b -
Create the ‘Work in
canvas Eegin by greyscale tow

creating a new document
with the dimensions that you
wish your fingl image to have.
For maximum detail, | try to
WOTK on as large a canvas as
| can without glowing down
my computer. In this case,
the carvas is just larger than
Ad. | create a new layer and

prepare to sketch,

that | have a guideline, | can
begin building up the form of
my character ingreyscale. |
begin by setting the sketch
layer's mode to Multiphy. | lock
this layer to prevent myself
fram unknowingly painting on
it. Mext, | create a new layer
underneath the sketch andfill
it with & medium gray.
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Bl PHOTOSHOP

i Establish engaging colour
Balance the eye and skin tones

‘Build the form On anewlayer below the sketch, |
apply shadows and highlights, being careful to choose a
definite light source direction and work accordingly. Using a dark
and a light gray, | loosely block in areas that define the form of the
character's face with a hard round brush.

 ‘Blend the tones
Take some time o
blend the tones together.
Merge the layers undemeath
the skeich and select the
smudge tool with a hard
round tip, spacing at 165%
and Scaltering checked.
The Strength is around 50%. -
Gently go over rough areas ‘Colourise Make a new layer on top of everything and
wilth this lo smooth things out. sel the blending mode 1o Color, Alter choosing a few
luse this method throughout. basic hues, lusa the Brush ool lo colour over the entire canvas.

(‘Shape the lower

lid The eyeballitselfis

rounded and fits into the bory

orbits of the skull, surrounded

by muscle, tatty tissue and

gkin. The differences in

- combinations of thesa things
‘Detail further Duplicate the sketch layer, move itto give our eves different shapes,

the top and turn it off for later use. Mearge everything else I arder 1o paint the eyeball,

together, Using the round brush and the Smudge todl, begin we must first have a place for it
further detailing. Pay special attention to concave and convex to go. Start by adding a small
areas, Bear inmind for example that protruding areas will catch bulge, just under the eye, 1o
mare light and receding areas more shadow. farm the lower lid.,

Fill the eyeball 1zke a new layer, Takeinto

consideration colour choices for the whiles of the eyes.
Mary factors such as age {in which case they would be more
vellow or pink} could apply hera. I've chasen a lighter, more
desaturated skin tone and filled the entire eyeball,

Using
contact In
an image

Similarly to elerments such as
symmetry and depth of field,
eve contact 1s a powerful tool
in the composition of an
image. If the subject appears
to be looking directly at the
viewer, it can have an

intensely engaging effect,

That isn't to say that all 5 .

subject's HE,E,:;"}D be locking ‘Define the upper lid next, | define the upper

out, however. A character's evelid. | add shadows along the crease and highlights
faze could be equally . :

usefully directed at to the I:mljw II:ane. Because the evelid protrudes slightly, b-lesure
something else in the image to add highlights to the area that would capture the most light,
'_:,I'I:JU 'L"l.'iEJ'I 1o dra'-'l.-' E[t&f1[iur1 s} k,e.epmrg }rﬂur hght SOl in mln{j a” -[he Ilm'ﬂ'
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PAINTING EYES IS

‘Make the whites round Lock transparency on

e ——

- ., 0oL SER T e

this layer. Select the colouryou chose for the whites of the e R

eyes and make it lighter and less saturated. Brush the innermaost -y e =

area of the eyeball to create a sense of roundness. Gently use
the Smudge tool to smooth things out.

3 S

EPRMBNS NS

L ] e &

‘Uncover the iris Mext, lower the layer's
Opacity setting to about 50% and unselect
the Lock Transparency sefting. Using the Erase
tool, erase ontheins and pupil so that they show
through. Bring the layer's Opacity back up to 100%
and mearge with your characler layer,
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‘Blend the whites well Use the Smudge tool around the iris to blend slightly with the whites of the eyes,
toward the inner eye (around the tear duct) and any other parts of the white that appear rough. If left uniblended,
vou run the risk of your eves appearing dry and unrealistic in the final image.

Begin iris detail row we will begin
detailing theins. Start by picking a colour
from the pupil and paint with small strokes, radiating
loward the culer edge, disappearing on approach,
Do the same with the cuter edge of the iris; colour
pick and make thin strokes loward the pupil,
i e B b v

m| gy -——l;ﬁ

-Add thickness to the lower lid MNet, | chocsea
light pink colour that is similar to the skin tone and brush
it along the edge of the bottom lid. The thickness of the lid is
oowvious toward the outer eye, but disappears as it reaches the
innermaost edge, so make it less pronounced thers.

.
|
ke

. %Case

Otherintense gazes
from Sara’s portfolio

What a Shame

2008, Photoshop 7

@ | spent a couple of manths working
on and off in the making of this image.
It is ore of my very first digital paintings
and holds a special place in my heart.

Only in Mirrors

2008, Photoshop 7

® | sat tirelessly at my computer, so
excited as it came to life befora my
enas, that wonderful feeling of watching
rmy imagination spiling out

Forever

2010, Photoshop CS54

@ This is mvy latest personal artwork:, |
had a lot of fun designing the character
in particular, but it was a challenge
getting the concept just right.

Digital Artist Collection
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! Keep your eye on the prize
Complete the image with t

exture and detail

Add colour variation rMext, colour pick theirs
colour, using the sliders in the Color menu to generate a
slighthy different hue from the original. Make radiating strokes just
as before. Do this a few more times with various colours.

“Texture the iris
Use the Smudge tool

to blur the inner and outer
edges of your strokes. Take
a look atyour own eyes in
amirror. Notice how there's
spols of colaur, lines and
different shapes. Feelfreeto
add squiggles and tiny dots 1o
make the irses dynamic.

-Soften with texture Colour pick the whites of the eyes using the Eyedropper tool,
Make the colour slightly ighter and a bit of a different hue. In this case, lused awvery light

blue. Make a new layer and using an airbrush, go over the top edge of the whites. The eyeball
texture looks softer now, almost like a boiled egg.

‘Smooth the

rough edges Uze
the Eraser tool to remowe
any excess of the airorushed
calour that is not inside the
whites. Afterwards, merge this
layer with your characier layer.
If there are any rough edges
left from erasing, usea the
smudge tool to smaoth.

o 1
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-Create depth Conlinue adding more radiating lines,
souiggles and dots. It's important to create a sense of
depth. Anunderdeveloped iris will tend 1o loak flal and lifeless, |
select theins using the Lasso ool and apply the Unsharp Mask
filter. Blur out varicus areas using the Smudge toal.

‘Add eye
reflection Using a
very pale (almost white, infact)
shade of blue, | add in a shiny

reflection for the eve. Thisis a
distarted reflection of the light
source and can be any shape
you like. I've chosen a slightly

skewed sguare shape.

- Create the tear duct The tear duct is the pink
tisgue inthe inner corner of the eyes. It'e this part of the
eve that carries tears to the nasal cavity. Carefully paint the
tiseue inusing a medium desaturated pink. Add in some bright
highlights to bring moisture to the appearanca.



‘Incorporate skin texture Take ancther look at

your eyes in the mirror. Motice how the skin around the
eve is texdured with some small wrinkles and porous skin. Using
a dotted, textured brush, | go over the skin of the outer eye to
create some texture, colour picking surrcunding colours as | go
with the Eyedropper tool to give vanation and shadow.

‘Paint the top

lashes Working from
one edge to the other, begin
adding long, thin lashes to the
top eyelid. Remember that
eyelashes are curved upward,
s0 make your lines appear
curved aswell. Depending
onif your character is wearing
eve makeup, lashes could be
stuck together in groups. In
this case sheis, solopt for the
mascara lash look.

I
s

: ‘Brush on the makeup Makeup is a great way o

oring extra attention to the eyes. To dathis, make a new
layer and sat its blending maode to Color. Select a colour of your
choice and brush along the upper id and the outer two thirds of
the lower lid, Vibrant colours atlract the most atlention, s 've
chosen a very saluraled lavender thal pops.

L BIso Lo pcDhupsdings

“Make an eyelash
brush Beiore we

start on the eyelashes, we

must make some minor

adjustments fo the hard round

brush. Tick Shape Dynamics

an and set the Minimum

Diarmeter lo 0% and choose
Fen Pressure for Control.

Add the lower lashes Wea'll now begin adding
in the boltom lashes. Keep in mind they are normalky
shorter and much more thinly placed than top lashes, Working
from cne edge to the other, begin adding in the bottom lashes
along the bottom edge of the lower lid.
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‘Increase lash texture Colour pick from the L : |

whitas of the eyes using the Eyedropper tool. Using the ‘Give it one last look Take a step back and

evelash brush from before, make very thin lashes following examine yourwork with a crtical eye. Last minute

your established curvature. Thig creates a sense of overlapping adjustments o the shape can be made by using the Liguify filter,
lashes and gives back some texture lost fram the pravious step. ar by using Warp under Edit=Free Transform.

‘Enhance the lash volume 2dditional eyvelash
volume can be achieved by running an airbrush along
the lash line of the upper and lower lids. Be careful notto go
overboard, brush just enough to create the thickness of lash
wou nead, Toomuch and all of the hard work spent creating the
individual lashes will be lost as they won't be distinguishable,

Colour
co-ordinate

It 15 no accident that rmy
character's eye makeup,
neclklace and dress are all a
similar hue. Connecling
elements in this way gives
cohesion to an image and
can really draw the eye o its
ke parts. Its useful to think
beyvond the obwious elements
however and incorporate
unexpectad colours in other
areas. For example, inmy
irmage | used a tone that |
picked from the dress in the
highlights on her cheek as
well as her hair, giving a unity
to the whole design.
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Use
dynamic
colour

Confetti Flyer 2010photoshop

&6 Usc colour as a powerful tool to
create a unique and personal identity
for your illustrations @@

Simon Wild lllustrator

here have been many theories about
colour, its properties, its power and
its uses. | personally believe colour can
change a mood, alter a perception, or drive
a thought process. Colour defines rmy own work; | am
naturally drawn to it. To me colour is a key ingredient
of amy image you create, helping to shape its
narrative and make it readable. With the right colour
palette in your work you can make a bold statement,
which contributes enormously to the development of
a strong, identifiable visual language that sets your
wiork: apart from others.

Analogous colour schemes are made up of a
series of colours or hues that sit next to each other on
the colour wheel. All colours are from the same hue,
but all have a different shade or strength. These are
particularty useful for uniting various elements of your
image. An analogous colour scheme can also act as
a starting point, used to complement other colours.

For example, working with analogous colours
alongside hotter or more intense colours means that
It 1z possiole fo have colours that clash and colours
that harmonise all within the same image. This can
give your work a strong and individual voice, It can
also help to balance the image so all of your
elements are working in harmony and share a strong
unified identity.

Analogous colours are useful for illustrations that
require a high level of graphic impact, such as logo
designs, screenprints, children’s book illustration, or
book covers. By creating an analogous colour
scheme, you add ancther character to your artworlk,
one that helps to define and enrich the quality and
function of your illustrations. If you are searching for a
unigue personal visual language for your ideas, then
colour is perhaps one of the most valuable tools at
your disposal.

30| Digital Artist Collection

Take your use of
colour to new heights!
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Digital artists explain the
technigues behind their

Simon Wild

Personal portfolio site

www simonwild.com.
Country UK

Software used Photoshop
Simon is an illustrator
working from his studio in
Suffolk. He creates colourful
whimsical illustrations
ingpired by toys, flight, and
travel. He hopes one day to
invent tirme travel and live in
a lighthouse.
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CMYK swatches. The colours are laid out in different shades of
the same hue, andyou can also view the colour spectrum easily.
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‘Analogous

colour schemes
You'll notice that analogous
colour schemes have already
been set in multiples of seven.
Making your own can be
useful if you want to reuse
the same paleties lateron
for other projects. Using the
Eyedropper choose the first of
your seven colours and open
the colour picker in the toclbar.

Bl PHOTOSHOP

Colours that work for you

. Create colour palettes that harmonise

: ‘Create colour palettes I you are not too
expernenced with colour, a good place to startis to
call up one of Pholoshop's preset colour swatches. Goto
View=Swatches and select one of the Pantone colour bridge

-
‘Choose the dominant colours Adding colour to an illustration can largely be an
intuitive process, but it is a good idea to have a colour plan to facilitate this. Choose around
s strong hues from the palette that mainly sit alongside each ather in the colour spectrum. These
will form the dominant colours of your illustration inwhich you can work around later.
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A web of
colours

For some inspiration, Wisw,
sa
community site where you
can share colour ideas and
discover the latest colour
trends inchuding branding,
street fashion, magazines
and websites. It also allows
you to create basic and
advanced colour palettes

from photographs.
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- Add colours to the swatch palette Creaie 2
get of colours that vary in shade. Drag the colour pin to
the left of your selected hue and choose Add To Swalcheas. This
will create a new swatch at the bottom of yvour swatch palette.
Repeat this a few times for each hue, lightening the shade a little
mare each time,

o
‘Use the palette You now have a system of colours
in the swatch palette that will work in harmony with each
other. You can also save your colours as a P5D file that can be
opened as and whenyou need it. | find this a quick and easy way
to call up and select colours.

q
|
|
e

Prepare the drawing This ilustration will be

created from a scanned line drawing. The drawing will act
as a stencilinwhich colour will be added, soitis important that
the drawing is clean, and complete with no breaks in the lines.
Adust the Brightness and Contrasl so the lines are black,

‘Darker shades ‘vou maywish to create an additional
palette that uses darker shades of your chosen hues as
well. Open the colour picker again and drag the colour pin down
to choose and add darker swatches to your palette. This paletie
rmight be useful for drawing attention fo smaller details.
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‘First stages of colour Eegin by creating a background colour plate. Choose a dark ‘Use the drawing as a template Inthe Layers

shade from the newly created palette. This will be the dominant colour holding everything palette, copy the drawing layer and position it at the top
together. Select the white space around the artwork and invert the selection. Create a new layer of the layer stack. Change the blending mode to Multiply and
and fill the selection with the foreground colour. you will now be able o see through to the colour background
- o i plate below. The drawing can now be used to select areas for

painting. Delete the original drawing layer.

rLT (-
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-Start painting Colour provides identity 1o artwork so

il's a good idea o group different elements of the artwork
tagether by assigning different colour schemes 1o them. Begin
painting the aeroplane with a dominant colour.

= —

@ ‘Develop colour
identity Paint the
front of the plane and the nose
conewith the other dominant

i ‘Lighten the details Use a lighter shade from the colours. You should see the

same hue for some of the details and patierns, This first signs of a unified colour
creales the first stages of colour harmony and groups these identity Beginning to emernge.
. details together effectively. Leave the propellers for now.

‘Link the front to

the back Fzirt the
tail using one or more colours
that you usad for the front and
nose cone, Links with certain
parts of the aeroplane are now
being established through
colour choices. Leave the talil
wing for now.

-Attention to detail Full out some of the asroplane’s
= details with ancther bright colour. Yellow works well
'Wings Okay, wings next! Use a combination of bright against the other dominant colours. By now each part of the

and dark shades from the same hue. The wings are a aircratt should have a small colour scheme assigned toif, while
major feature of the artwork so they need darker shades to stand  at the same fime aunity should be continuing to develop in the
& outalittle more, overall colour scheme.
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—=

"% Bring it all together

= \lalke the colours harmonise and add contrast

& - At
£ -Smaller details Full out the rest of the smaller ‘Paint the pilot ‘Uniform The pilct's headgear and jacket should be
details of the aeroplane using darker shades of colour. Use a combination of painted with lighter and darker shades from the same
These little details help fo break up the larger areas of colourand  dominant hues mixed with hue. The darker shades from the orange hue work well for this.
balance the overall colour scheme. lighter and darker shades Paint the scarf using two dominant colours you used for the
to bring out the character of aeroplane. Thiswill help fo connect the pilot to the aeroplane.

the pilot. The pilot's teatures
need to stand out, sousing
lighter shades forthe face and
moustache will help to da this.

" Whl‘l‘E out Clean

‘More colour Create a secand colour layer. Ta
up the lenses of the enhance the colour further, paint a texiure of shape
goggles and paintwith a

and pattern. This enrichs the overall palette. For this, use a
combination of ighter and darker shades. At this point it can be
useful to turn the other layers off and paint almost a new image.

darker shade of purple. Draw
white reflective highlights on
them. Using white on just the
teatures of the pilot increases
his impact when dropped
onto a colour background.

‘Blend the background colour Time to maks
use of the background colour plate by pulling the colours
together. Turnthe opacity of the drawing layer down to 15
percent. This provides the overall artwork with an interesting
colour clash between the line and the bigger bolder graphic
shapes, while also managing to harmonise the colours aswell.

‘Blend it Set the blending mode of the secand calour layer .o Multiply. The bwo colour
layers will now blend together. It will probably look a bil too dense at this stage, soum the
opacity of the second colour layer down to about 50 per cant.

e

‘Clean up the texture Tum the other layers back
on. Select the background colour plate layer and using
the Lasso tool, select the space around the shape. Mow select
the second colour layer and hit Delete. This will leave youwith a
texture that sits perfectly over just the pilot and the aeroplane,
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BRI P Lt Lol S Iy e ¢ ‘Flatten all artwork Fiatten all the layers by selecting Layer=herge Visitle. All of the
artwork should now be sitting on one transparent layer. You can create additional colour
layers if needed, but it should be looking okay by this point.

‘Clean up Alitie bit of clean-up is needed now just o

bwing back some of the details. Select the Eraser tool with
a brush size set to 50 pixels and remove areas from the second
colour layer. Make sure any important delails are not left obscure
by uriwanted texture.

- A little more zing As this artwork is using the CMYK print colour mode, the colours wil
not be as intense as an RGB screen colour mode. It is possible however 1o give the colours
more life by selecling Image =Adjustments=Curves. By adjusling the Cyan and Magentavalues
you can intensify and warm up the colours further.

the asroplans onto a

new camvas. Create a plain- ka

coloured background. Alight Some essential further

sky blue will work well for this. reading on colour includes

- Er Colour index by Jim Krause.
Select Edit=Free Transform IU's a really useful book with
and rotate the asroplans aver 1000 colour
slightly to make it soar up into chnmbinatimgslfur print and

: the web to help you explore

in position, double click inside should be on every
the bmﬂdwﬂ b selection. ilustrator’s bookshelf!

-Confetti The

multicoloured confetli
is painted from a line drawing
of simple shapes againusing
the same process as the pilot,
aeroplane and the clouds.
Fainl the shapes using all of
the colours you created for
wour palette. Drag the confetti
to the carwas and copy the
layer a couple of times. Re-
position the confetti layers so
they fill the canvas.

#
. -Add the clouds The clouds are created exactly the \ 8. |
same way as the aeroplane and pilot, again by using a " . . g
line drawing as template to paint through. Drag some clouds \e 4 ‘Final cleanup Remove any unwanted confetti from
onta the canvas and place them in front and behind the pilot b L 8 the pilot's main features and re-position all confetti o the
P piol DY P P

arranging them in the Layers palette. This will bring a little bit of * : top of the Layers stack. The entire colour scheme should now be
depthiothe artwork. wiorking in harmany, giving the artwark a rich, strong identity.
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Combine digital art
and printmaking

6 Expand the potential of a linocut print
with digital preparation and editing 99




Progress

- We're having new age
= funwith a vintage fee
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Venice 2011 Photoshop

&b By working digitally, you can print each stage on separate sheets and then
combine them in layers, creating the effect of a two or three-tone print @@

Abi Daker lllustrator

ne of the aspects of linocut printmaking
I've found hardest is creating an image
that prints well in reverse. Cften the
surprise of a reverse effect can be pleasantly
intriguing, but with a commissioned piece, you need some
level of certainty about what the final image will loak like.
By planning your design digitally, you can make sure you
have confrol over the final work and that any important
aspects are not distorted or lost during printing.
Sometimes during the printing process, you might make
several prints and find that each has a defect in a different
section; none is perfect enough to be used alone, but each
image will have areas that printed well. By working digitally,

you can combine several different prints in a run to create
one perfact whole without a single error.

Une popular technique in linocut printmaking is the
reductive method’; one colour is printed, then some more
of the lino cut away before a new print is made. The effects
of using more than one colour are fantastic, but with each
colour used, the potential for error increases. By working
digitally, yvou can print each stage on separate sheets and
then combine them in layers, creating the effect of a two or
three-tone print without the risk of ruining the first print.

For this piece | started with a pencil sketch, but you can
work just as well by drawing digitally — just choose the
method you feel most comfortable with

#R \/irtual printmaking

avEme \Marry the flexibility of digital artwork with traditional media

&=

‘Draw the design
Start by making a

rough sketch of your subject.
Make it the same dimensions
as the piece of lino you'll
beusing. Try to keeplines
quite simple as inocutting
ig naturally impracise, but if
you find yourself getting too
detailed, don't worry as you
can solve this later.

‘Simplify a layer On Background Copy 2, use the
Paint Bucket tool o colour in the black areas inwhile, Use
the Faint Buckel again to fillin some of the more delailed areas
ol vour drawing and 1o make the shapes simpler. Then move
this layer beneath Background Copy. Reduce the Opacity of

replicate your design well as a print if you spend a bit of
time getting it ight at the start. Work out which areas you want
kept dark and which areas need to be light and block in the dark
J areas. Althis stage, it's best lowork in just black and while.

Ok =Pyl
FhES2FRs NA

n

little with the opacity ot your layers and the [ayer modes

7 T - TR 1 e o
3 8

Be flexible
in your
approach to
the project

Mot all drawing styles franslate
well o printmaking. Look at
some examples of linocut
artwork before starting and try
a drawing or a small test print
first to see how your style
works best. It's impaortant to
waork with the media you are
Using, not aganst it

‘Block in the colours of your sketch Scan
your drawing. Working on the Background layer, use
the Paint Bucket tool to fill in the black areas of your design
Then Layer=Duplicate Layer. Working on your Background
Copy layer, use the Paint Bucket tool to fill the white space inthe
drawing in a bright blue. Layer=Duplicate Layer again o you
have a layer called Background Copy 2.

b

‘Reverse the
design s youneed
to draw a mirror image of your
final piece onthe lino we now

untilyou get a two-tone effect youlike. Delete the original
Background layer and rename the bottom layer 'Print One’ and
the top layer 'Print Two'

need fo reverse layers. Select
All=Flip Horzontal on Print
One, Repeaat for Print Two,
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‘Copy the image onto the lino view=HNew

Guide and set guide lines both horizontally and verticalby
at 25%, 50% and 75% on your design. Then divide each side of A
vour ling into four equal parts and draw a grid on the surface. "
This will helpyou to redraw your design accuratehy.

‘Assess your
work You should
now have several images
from each stage of printing.
Look closaly at each print
and decidewhich areas have
printadwell and which areas
not sowell. Layer the best
prints from each run on top of
one another ina single file and
Edit=Transform=Rotate to
make sure they all align.

e
Stgflmol

Artgenresin
anutshell

“Tidy up your work Use the Haaling Brush

tool=Replace and tidy up amy areas in each print that
have errors in them. Youwill need to vary the brush size for this.
Be careful not to over-adit the prints; it's important to retain as
much of the handmade guality a5 possible —you do not want
yaur ines to become too smooth.

o
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A timeless media

The enduring appeal of printmaking

Image: Coat of Arms 1523

Owner: British Museum, London

@ The striking use of black and white in this

| image is built up out of a succession of small

|  strokes and crosshatching. It gives the piece a
lovely complexity which contrasts beautifully

[ with the simple graphic colours. This style was
widely reproduced in the 16th Century.

tinyurl.com/DA-DurerA

Durer

Image: Rhinoceros 1515
Owner: British Museum, London

® In this piece, Direr uses a variety of strokes to
depict the organic shapes in the rhinoceros and
crosshatching to indicate the shadows on the
ground. Again, we can see use of parallel lines
underneath the animal. Ddrer was famous for his
incredibly accurate drawings of natural subjects.

tinyurl.com/DA-Duret1.

¢ ‘Make the first print Hide the top layer of your
design and cutinto the lino using the Print One layer as
your reference. When you have carved out the lino, make a test
print, using a light or bright shade. Green and red both work well
for this. Make cne or two prints of this version and scan them.

LF I'Ir"; i J . "-._. II J&I ! '_I‘ ; :

‘Make one layer for each stage of printing

Az you are ediing, aim to create one layer to cormespond
to each stage of printing. If there s a large error on an othenwise
perfect pnnt then use the Lasso tool to select an area from
angther print from that stage and Copy and Paste onto your
chasen print. Delete all unnecessary layers.

‘Make a second
print Unhide the top

layer and use it as a guide for
the next stage of inocutting.
Cut out more detailed and
specifiic shapes and make
some more prints in a darker
colour, Black, blue and purple
would allwork well, Scan
these prints.

. Ao
Artist: Jost Amman

Image: Formschneider (Blockcutter) 1568
Owner: From Das Stdndebuch (The Book of
Trades), 1568

@ This image actually depicts a blockoutter at
work engraving wooden prnting blocks, and

is rendered in this medium itself. The light and
shade in this piece is depicted by parallel and
diagonal lines. This distinctive way of rendering
shadow is a result of the grain of the woodblock |
limiting the variety of strokes the artist is able to
make. It also adds a unique tactile look.

Digital Artist Collection
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" Prints charming

] Add interest with digital tweaks

‘Experiment with layer order At this stage., there

are a lot of possibiliies for expenmentation. You can start
oy maoving the layer order around and reducing the opacity of
each to see how the two layers work together. Once you've seen
the two layers merged, yvou might find that you need to use the s L Channels L Pathe ™ i
Healing Brush tool again on some sections. - Opacity: 100% | »
o+ @

Fill: (100%

»
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"‘Organise your layers i you have not already done so, give your layers distinct

nameas, Callyour first print ‘Print One’. Layer =Duplicale Layer. Call the second print 'Print
Two' and Layer=Duplicate Layer. Hide both the original layers; these might be needed if you make
any mistakes lateron.

‘n

o

i

4 =TT AN 7N
G Vitd N i

Eﬂ m H ' . i ; Ij‘ \
-}ﬂ b, Charmnals -'"L‘_Palhr o s . a3
q Mormal w Opacity: 100D E

B4 B Fill: 1003 *

G ‘Play with your layer modes Working on the copy of Print Two, try Layer

Mode=Multiphy. Alter the opacity level as well. Then Layer=Duplicate Layer and change the
made of the new layer to Color Burn. You can play aroundwith the layer modes at this stage until
you are happy with the contrasts in the colours.

‘Add a layer of

flat colour Creaie
anew layer and move it to
the bottorn of the layer arder.
Use the Paint Bucket tool
and fill this layer with a colour
complementary to the colours
inyour print. Apphy Layer
Mode=Owverlay. Move this
image around the layer orger,
adjusting the opacity to taste.
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‘Finish the image
Ifyoulike, add another

overlay toyour image. One
layer of vellow and one layer
of blue work well together
Try changing one of the layer
modes to Multiphy. Once
you are happy with the ook
of yourimage, go to Save
As=| ayered File. Then
Layer=Flatten Image and
Save As=Final Image.

‘Make the text clearer For this image, | wanited to add the word "Venice' inthe top
right corner, but the text is affectad by the print marks behind it. Select the Background
layer and Layer =Duplicate Layer. Select the Background layer once more, Layer =Duplicate Laye
again then reduce the Opacity of this layer to 50%. Mow hide the Background layer.
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"Add a title It you choose the right font, a title can
complete vour image and provide a reference for viewers
ifyour image is absiracted. Choose a font that complements the
style of your print; antique fonts work well with inocuts. Select the
Harizontal Type tool and use the Color Picker 1o sample a colour
from your image.

| : N\ "
AR RN

‘Erase part of the background

Working on the layer directly below the text, select the Eraser tool=Brush Mode=Rough Dry Brush and set Brush Opacity to 40%. Erase the area under the text
to make it clearer. You might need to alter the opacity of the layer beneath a little; you only need to fade the area under the text, not obliterate it. When you are satistied,
Layer=Flatten=Discard Hidden Layears. Andyou're done!

P
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Working
Progress §

Rough block outline to
finished masterpiece
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Use vibrant _
olours in portra

e Ses

Digital artists explain the
technigues behind their
amazing artwork

Farsonal porticlio site

www.baophamart.com
Country USA

Sottware used Photoshop

Baa is a painter working

with traditional and digital
media. His digital work stays
in the fantasy genre and the
occasional gore. When
working with traditional
media, he likes to work from
life and record as accurately
as he can what he sees.

Blush Dust 2010 photoshop

VIBRANT COLOURS I

@6 | can how to use and maintain bright and luminous colours

in your digitally painted portraits @

Bao Pham Painter

orking with colours can be a difficult
process. The task of knowing where to
start can sometimes be overwhelming
but having a basic understanding of the
primary colours and of their complements will help ease
you into the process.

Just like leaming to walk before you can run, it is
imperative 1o nave a core understanding of value, hue and
chroma. In short, hue refers to the colour itself, chroma is
the measure of its saturation or vividness, and value is the
measure of its lightness and darkness as it moves from
white to black. Familiarise yourseli with this concept by
experimenting with the colour wheel. Choose blue as the
dominant colour, add its complementary colour yellow/
arange, then add its adjacent colour blue-purple and shift
the value towards white to get a pinkish colour. This is the
basic palette and the start of this painting.

s Keepitsimple

— Start with a simple but strong foundation

‘The idea The painting starts with an idea of a

girlwith blue hair and bright eyes. The dominant
colour s sky blue and the secondary colour s a dusty
pinkigh fleeh with a variation of a darker value of each
colour. With a big chalk brush, lay down the general
shape of the figure with her pink flesh and blue hair

anainst a dark background.

‘Two to three colours Siartwith a couple fo three colours
as a base o build on. It minimiseas the thinking process and

shifls the focus 1o the anatomy and shape of the ligure as it relales Lo
the background.

Start with a simple, almost monochromatic palette to
make the task less daunting. This also puts the focus on
the anatomy and composition of the painting and prevents
vou from being overwhelmed by the colour spectrum,
Once the structure has been established, then it is a matter
of shifting each colour to its adjacent to add interest to the
starting palette. From this point on, it is important to
rememiber not to stray too far from the spectrum chosen or
create confusion visually.

It 15 too easy o go from clear to cloudy, to muddy
colours. To keep their clarity and vibrancy you must look
past the colours themselves and think of their complement
and adjacent colours, and how they play against each
other. This tutonal will help, breaking down the process and
peeling off the layers that make up a vibrant and luminous
painting. So let's get started and look at building up a
painting with vibrant colours.

‘Colour outside

the line Loosely
inclicate the eye sockats,
the shadow under the nose,
andthe lips. Think of them
not as features, but shapes
on acunved plane. Letthe
brushstrokes move into each
other to create mid-range
colours to pick fram.

Digital Artist Collection
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j Colour and form solidi

Form and colour come together to realise the idea
0

‘Composition strength Use the hair o frame
the figure and to add movement fo the image. The

tace is tilted up to Indicate it s on a higher plane to add to the

perspective of the image. A soft round brush is used to quickly

and broadly indicate soft shadows on the face.

: 'ShEPE breakdown Erezak down the larger shapes o form the structure of her face.
Fick colours thal have been laid down and use them o add shadows. Brushstrokes are pul
i wildly, but intentionally vary from distinet shapes o very soft gradation

“Add warmth

The figure has sofar
Deen painted with the three
colours that were put down at " — e
the beginning. Te add more -Juxtapose light and dark riay with the
warmth to the face, use a juxtaposition of ight against dark. Contrast her pale skin
medium saturated pink and against the dark upper background and her dark dress against
faintly add touches tothe the brighithy lit lower background. This brings the figure out from
cheeks, nose and lips. the background and adds depth to the image.

“Introduce the com plement Experiment by
adding a complement. Redis replaced by yellow using
Image=Adjustmenls=Selective Color. The dress and the design
15 further explored using the complementary calour,

] — —

‘Refine anatomy
Make simple changes

to the anatomy of the figure by
first making a selection of the
ared that needs to be moved,
then uge Cmd/Cirl+Shift+C
to copy all parts of every layer,
Paste the compiled image
using Cmid/Ctrl+Shift+V and
move itwhere it needs to go.

‘Be a designer Have alitile fun with the costurme by

using odd shapes and breaking it up inta fiying pleces.
Use it fo agdwvisual interest and create a liting motion in the
figure and thae image.
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%Case

Bao Pham’s other
amazing paintings

‘Double checking Continue work onthe anatomy and design, while
keeping the image zoomed out to prevent the addition of unnecessary details.
Make sure all the features are aligned on the same perspective. Move the body back to
extend the neck and add tension to the figure.

‘Use shadows
Darken the edges of

the image by creating a new
Overlay layer and adding a
soft gradient of dark blue. This
gets the lower part of the body
back and moves the focus
totheface. ltisthe same as
setting the figure in shadow
and it should take on some of
lhe blue of the background.,

Enoki
. 2010, Photoshop
- i . e e TP ik @ This was done as a commission
S Soften ﬂ.'IE features Zoom into HIE. face anduse a rnedlurn. bIJEi?J chalk cortrall of & clent’s bharacter The
T s brush o refine and soften the features. Lift the brow and part the lips slighthy colours were gl there in the reference
o - lo add some sensuality 1o the face. The lower lipis brightened with a slighthy more Imag[:. 50 It was THE' a matter of how to
s saturated colour, while staying close to its value e Sk
l;:_l' B - (X
- Liquify To move the
teatures around on a

small scale, use Filter=Liguify.
Use the Mave tool to move the
eves into alignment. Before
daoing this, make sure all the
layers are combined and
duplicated using Ctrl+Shift+C
{PC) or Cmd+Shift+C

{Mac) and Cirl4+-Shift+V or
Cmd+Shift+C.

Nature Boy

2009, Photoshop

@ This image was a product of several
previous images |'ve created. They
were cut up, siretched, and overlaid on
top of each other until an image
appeared and | took it and ran with it.

Everything in its place Up untithis

“Going back Theyelowwasn't adding much point, the image hag been painted as if itwas Pearl .

i - . 2009-2010, Photoshop

.uarm.m to the painting, so itis shifted back tp the one layer. With e*grﬁhmg cq.}.muﬁg together to form ® This was a limited palette painting in
pink in the original sketch by using Layer =MNew Adjustment this more extensive skatch, If's time to prepare it tor blue. Keeping the colours subtle was a
Layer=Selective Color. This keeps the adjustment on adifferant the next step. I've cut out the pieces of feather and challenge, but the limited palette really
| dthe original can be brought back ingthemask  butterfly and pasted them int layer. This will e e ol Sced
ayer andthe ariginal can roLg ck again using the mas utterfly and pas am into a new layer. Thiswi the right places.
created with it. maks changing them easier later on. -
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. Time for fun

*Eluucly Firsl, turn the butterlly layver off and oul of the way. I've decided thal the dress will
be sheer as il wraps around her shoulder. To suggest the lexture of the fabnc pick a darker

value and slightly saturated variation of the skin tone and gently brush iton with a sofl broad stroke,

Thewarmer colour will contrast micely with the cool skin tone

‘Finalise anatomy The right arm needs some
special attention, so with some references on hand, |
make the comection. Atthe same time, lwork on refining the
facial features by picking colours from the surrounding area.

‘More hair work
with alarge brush to
comb' out theribbons of hair,
and then decreasze the brush
size to breakdown the larger

layer and brush on amass of
dark blueto set some of the
hair back. Also, use abright
olue-green colour to pull
some of the front hair forwand,

46| Digital Artist Collection

“Smooth The focus nowis on the anatomy of the figure
and it should be finalised. When smoothing skin tones,
use a large soft round brush and pick from the surrounding
colours. Gently airbrush the surface while maintaining some
of the brushwork underneath. For smaller areas, use smaller
brushes to maintain the edges between the forms.

shapes. Create a new Overlay

The foundations have been set, and now it’s time to build and decorate

‘Sheer Add in strips of saturated blues to indicate where
lhe fabric is folded. It looks oo pink now, and the blue
of the fabnc needs lo come back. Once again, use a large sofll
brush to gently brush on a very saluraled blue, pressing harder
where the fabric concentrates on the chest. Add more strips of
blue o bring back the folds.

"Hair Move onto the
nairand start breaking

down the large shape. Think
ot it as riobons moving
against and into one anather,
twisting and curling as they
pass through each other. Lse
dark shapes fo acceniuate the
shadows and 1o suggest the
separation of the layers.

- Erlght eyes Onthe same Overlay layer, brighlen the
eyes using bright blues and lurquoisas. To contrastwith
the blue of the eyes, brush on some violels, pinks, and yellow.
Vary the colours 1o get the effect you desire, The brightness and
saluration of the colours brings the focus Lo the eyes and draws
the audience in.
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‘The secondary character with the figure
finished, it's ime to flesh out the butterflies. Keep in mind
the general movement of the group and how it can add to the
composition of the painting. Keep them on a separate layer so
that they can be moved o work with the composition if needed.

“Tweaking the figure With the figure almaost

finished, go back and examine the alignment and
anatomy of the figure. Use the Liguify tool again to realign the
eves andthe lips, and finish off the figure.

‘Tweaking the

design Add interest
to the design of the dress by
creating a patternwith the
blue and orange. Reference
the design after birds and
butterfly pattems to tie it inwith
the flying butterfly imagery.

‘Flapping leaves ‘Rearrange As youwork onindividual butterflies, it

Think of the butterfhy s easy 1o loose track of them as a group and thal can
as two triangular leaves creale cluller. Take a step back and edil. Change acolour if it
attached to each other, contrasts too much and remove it entirely if it's too busy.

flapping in the wind. Start with
the general shape, varying
the moment that each one

is in motion. Once that has
been established, create the
pattern using reterenceas,
remembering to stray a little to
Keep the designunique.

Shadows

The colour and light of the
background always find therr
way onto an object. Using the
colour of the background for
the shadow 15 a good way to
set the figure within the
painting. Don't be afraid to
use pure cokours for the
shadows. As long as it is the
right value, you can use any
colour for the shadow

“Glow Once the painting is finished, flatten it and make

-Dust Add some magic to the painting by sprinkling aduplicate layer. Set it to Screen and apply a Gaussian
dust arcund the butterfly and on the figure. Once again, Blur get around 20 to create a glow. Lower the Opacity to keep it
It adds visual interest, movement, and an othersoridhy quality. subtle. Duplicate the Screen layer and set it to Overlay to deepen
Add in moderation and apprapriately or it can cause confusion. the colours. This also helps tie everything together.
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Fantasy

photorealism

Growth 2010Photoshop, ZBrush, Apophysis

Digital painting

Working
Progress

Learn a litile
Photoshop magic

&6 | am trying to show how a variety of tools and techniques can

be brought together to create a convincing yet fantastical image @
Phil McDarby Freelance illustrator, concept designer and photographer

.lr'-ﬁEF 1- EELI‘.‘I'lI'liI'IIﬂ the armglore

y brief was to create a fantasy scene
using Photoshop, incorporating
photography and 3D to illustrate how
you can achieve rich and realistic
results by combining different programs.

After discussing various concepts, we settled on the
idea of a willow-haired female forest sprite, grounded in the
real’ world

| decided that the best way to create her was by using
the fantastic and powerful Z5phere/Z5ketch combination
in ZBrush. | shot a background plate which | felt would be
suitable for my little woodland denizen, and then set to
work in ZBrush.

Even when working to a brief, it is always a good idea to
keep your options open. The idea of 'Growth’ — the image
of this little creature using magic to grow or heal this timy

~  Creating the character

' I build the character’'s armature using ZSpheres in ZBrush

S

"The ZSphere
tool in the Tool palette

| select ZSphere. An editable
ZSphere appears on-scraan.
By default, I'm in Draw mode.
|tap "X o turn on Symmetry,
and begin creating the trunk
and imbs of the character,
chcking and dragging the
ZSpheres tothe desired size.

48 | Digital Artist Collection

‘Beginning the armature | buid up my

character's 'skeketon’ imb by limb. Remember that | am
going to use these Z5pheres to ‘paint’ onto, In ZSkeich mode, sol
arm just frying to appraximate a form. |can add as much detail as|
ke once | start adding ‘clay’.

flower - only occurred to me halfway through the image's
workflow. Of course it helps to have an open-minded
editor who doesn't balk at late changes (thanks April!) but
do prepare yourself to be drawn in by happy accidents in
lighting, modelling or photos which may spark ideas or
suggest shapes you can work up and refine

Wy goal when | begin work on any image is to creale a
sense of magic and discovery. A lot of my work is based
around therne of woods, because for me, forests are the
maost magical places in the world

As a forest photographer | have reams of references and
textures to draw on for this kind of image. It's great fun
sifting through various mossy, gnarled shots looking for
elements that fit. Amyway, | hope I've managed to capture
some of the magic at the heart of the forest, and | hope
you enjoy the tutorial.

-
ik F‘aTL'm'l‘-:‘I The '|i:]h'T

B -:‘.l _:;_

ey

‘Creating the
hands | pay
particular attention to the
creation of the hands - these
will feature prominenthy in the
‘narrative’ of the scene. One
will be holding the seadling,
the atherwill be pouring
magic downwards onto it
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' Behind &
' the scenes

| Digital artists explain the
technigues behind their

amazing artwork
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.

1mn

Artist

L.

hil McDarby

sonal portfolio site
www. philmcaarby.com
Ciountry Ireland

sof =d Photoshop,

DA is - all combined
with my love of photography
and matte painting. | always

Iy o Cresle g saense of |||.-_|:_:i:;.

n A
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‘Creating a surface to ZSketch on Once |

am happy with the form of rmy armature, | hit Ctri+A
to create a surface onwhich | can paint geometry directly, in
Zoketch mode. My form is established, and now itistimeato
start building up detailed anatomy

'-Advancing the armature | continue to buid up the armature, ending with a form that
| am satisfied with, | make sure | am happy with my proportions (head and hands slighthy
aversized, good sense of balance inthe form),

‘Adding more
detail | travel up and
aown the body painting In clay
tendnls, creating a bark-like

‘Begin to create features Using the Sketchi texiure, always toggling ‘A' to
-Setting Unified Skin settings | find forthis brush (the default brush in ZSketch mode) at maybe 8-12  see hawthe form is shaping
purpose that a Density of 256 is more than enaugh. insize, | beginto paintin 'clay’. BEvery now and then | press A to up. I'm not too concearned
Leave all other settings the same. Any higher and well beginto seewhat my Unified Skin looks like. | can always delete fendrils about the feet, as atthis
seethe Zsketch spherical forms too clearly, any less and itwill that | am unhappry with by holding Alt in Draw made and then point | thought they would be
be too rough to maintain the form I'm trying to estakish. erasing my strokeas. submerged inwater.

*Creating and texturing a Unified Skin vhen
| am happy with the lack of the character, having loggled
A back and forth all the way through the process, | press Creale
Linified Skin in the Unified Skin panel. An editable mesh which
we can begin sculpting has now been crealad,

Using Fade

Lising Fade in conjunchion with
vanous tools can give you a lot
of control. For exarmple, if you
bum in shadows, immediately
fo o Edit=Fade and decrease
the Burh value — this can give
yvou beautiful ransiucent light.
Fade is one of the handiest
tools you can have when
you e nng to create tantasy
realism as you canuse tina
lot of ways to create drearmy,
hazy, semi-ransparent or
foggy effects. You can also
duplcate areas you've used
Fade on for a stronger look

“Smoothing Mesh Holding Shift while in Draw

mode meaans the brushwill smooth out the model. As
this character is female, l'want to make her facial features as
smooth as possiole, sol gently brush away a kot ot the rugged
details whichwere genarated when we created our Unified Skin.
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o« Bringing the character to life

Adding eyes, hair —and a touch of magic

-Applying texture The mesh appsars very dark, bu
this is remedied once we apply the texture. | apply Froyd's
MaturalWood2 zmt, which Hoad up from the Material palette.

‘Adding eyes Inthe SubToal palette, | click Appand
and choose a sphere. Using the Transform tools, | scale
and move the sphere into place. | repeat this for the second eye.

—

i )

‘Setting the mesh

colour | want the
character to have a basic
texture coming out of ZBrush,
so | use one of Froyd's (Marco
Pendorfl www.froyd3d.de)
wood extures, Marco kindly let
me usaone of his mals for this
Witorial, For the malanial o wark,
the mesh colour has 1o be sel
o R44 541 B28 (Color paletie),

Unity the lighting

-Establishing a base palette Lst's begin by
anatysing our image. | want the main frunk on the left to
be the foundation for the others. It's too bright, and foo 'green’.
| open up Curves, and decrease the overall RGE and Green.

T T
.

Using Curves, Brightness and Contrast, plus
Dodge and Burn, we can unify the lighting

L

¢ ‘Colour matching
the second
element The second

element s too bright and oo
pink, so | reduce RGE inthe
Curves palette and slightly
reduce Red.

‘Blending the
elements Using
a large, sofl eraser, | now
erase any hard edges
between the layers, choosing
natural lines and contours in

the bark to follow

‘Reducing contrast| colour match the mossy
roots layer using Curves, and | adjust the Brightness
and Confrast glightly. | erase anything | don't need using a
large, soft eraser.

“Transforming the element | press Cirl+T, flip
the second element horizontally, rotate it and place it
near the top of the original trunk. | can see it's still a bit bright,
so |l reduce RGE Curves some more

‘Lighting | flatien

all layers, Using
Burnset to Midlones 50%,
Protect Tones UNticked, |
paint shadows at the base
ofthe tree etc. Using Dodge,
Highlights at 100%, Protect
Tones UNticked, | paint light
coming from the right.

| do the same for the

remaining element. | flip it
horizontally using Transform,
colour match using Curves,
and adjust Brightness and
Contrast slightly. | erase hard
edges, blenaing them down.

Digital Artist Collection
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‘Lighting the model The light

source inmy plate is flat, diffuse lighting,
so | mirmic this in ZBrush using a single light
don't need anything too fussy, just a simple
setup to establish soft shadows. ZBrush has
agreat renderer for these purposes, sol don't
want to over-complicate things with fills/rims etc.

: Fusingfrendering | use Transpose ‘Creating more texture | export the image

A Masking to bend the limbs into the (Document=Export) as a PSb and openitin Photoshop
[:-:::-;-:-!I'Ju;-_r'l cupping something in her right Lising the Magic Wand on a low Tolerance, | select the
hand, sprinkling something with her left. I resize background all around the character, press Cirl+H 1o imvert the
rr"-_.-':im;l.'ni-:r'l to 4000 x 3000 (Froyd's texiurs selection, and copy and paste my character to a new document.
looks best whenthe object is renderad large). Iwant to add a kind of gokden bark-like sheen to give some exira
I ".-![:l;-_-n;rr"_-,- character on-screen (after hitting punchtothe ZBmush texture. | copy an element of bark { bark,

+N 1o clear the layer) and render with Besl Ipg'}in beside my characler. | resize the bark element using
J Z and SolRGE clicked in the Render men Cirl+T, and using the Clone tool | choose areas of bark 1o fit.

‘Set the layer to Color Dodge \When | have roughly covered most of the body, | set
this layer o Color Dodge in order to creale the sheen.

Fii

ip

Flip your image back and
forward from time o bme
during its craation — you wi
mmediately spot things that
don't ook right. It's a lof easial
than the Old Master's trick of
iooking at ther image in a
nirror, although you shaould
allow for the tact that
a:;”'utwir*-_:] Will 100k f”'d wi
you e first flipped it Flip ,-uhu
mage, walk away, and ook af
t later to enable you to be
abjective about areas that may ' :
need some fixing. - — 4 blend mode toHard Light.

‘The eyes |irya

watery surface for the
eyes, copying a spherized
section of a nver photo, foning
o with Curves. lcopy a
pupill onto the screen, and |
distort it into shape, duplicating

tfor the other eve. | erase
wihiat | don'tneed use Curvas

[0 DNNg oulwarm 1ones,; sel

Palntlng ha{:kgruund hair | use this brush with a dark green to create some
suggestion of darker hairffoliage behind the character. | sel a slight Scatlering in Brush
Properties tofillit out a bil, and | erase what | don't need.

BRUSHES |
= ’
Brush Pressis Scalfier [ Both Az | 45
= o el
Brush Tip Shas
: Cordrot: | Pen Bressum -l
[ Shaps Dvames
- Tl I3
|5 ] i
I Testure =
- url ibar T
™ Cual Brush =
Li—— — = ]
r'| Ry p—_—— =
Color Dvramicy Cisla s [t =11
: =3
T Oher Dvramic
I M o
[ Wind Erlmmer
[ Arhnmk

d

Db

EDRLDE

™ Protect Tedure

‘Creating the hair brush | have masked out four
separate strands of willow leaves from a stock image
[willowstrands.ped’). | make a brush from one of the strand
oy halding Ctrl, clicking on one of the strand layers in the
| ayers palette to select only what i1s onthat layer, and going to

w ‘I::H:t‘! WLy "|~'|- l& \h Hﬂf‘ﬂ 4,5.1 1.l.hr‘1_.,*-."1#‘r-"'

Rl W

Edlit=Define Brush Pragat.
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colour blend the elerments.

-Creating the hair | then build up layers of hair by copying strands from my Willow

PS0, transforming, flipping, some behind, some in front, until | am happy with the hair,
| use the Burn tool to darken some of the strands down, and lower Brightness and Contrastin
Image =Adjustments o push some of the strands back a bil.

‘Adding the flower and moss | selecta saction
of moss from my moss photograph, aswell as the flower
and leaf elements. | do this by using the Lasso, holding down Shift
and selecting inincrements. When I'm hapgy with my selection,
| copy the elements in, mask out the fingers of the right hand so
that the hand appears fo be holding the moss, and use Cunves o

B R il

“Into the background | ticy up details and flatten al 'i o~ «

the elerments into my final character. | select it, copy and
paste it against the background. | chose this plate because its
light is soft and diffuse, much like my ZBrush lighting setup. |

use Cirl+T to resize the sprite (Shift-+Alt to maintain sze ratio). decrease Blue and increase the overall RGB a touch.

"Masking feet | create a layer mask for the sprite and obscure parts of her feet so they look bedded downin the scene. |
use the Bum fool (Highlights 50%, Protect Tones UNticked) and darken the edges of her feet a bit. | switch to my background
plate and burn in shadows around the feet. This grounds the character in the scene.

“Matching the light, or colour grading Using Images = Adjustments=Curves,
Itweak the colours to make the sprite blend into the scene. [think it needs more yellow, so |

Final touch

Experiment with Unsharp
Mask (Filter=Shamen=
Unsharg hMask) when you are
finished an image. It can really
add an extra pop o your
work. Do be careful with vour
file’s original resolution
though. The more you filter
and especially sharpen an
Image, the more harshiy the
prels in the image will stand
out. Work at a minirmum of
300dpi. If vou try this frick on
an image at 72dpi, you'l start
o see massive pixel
delineations appear.

Digital Artist Collection
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‘Final touches |
flatten the image and
copy It to anew document.
luse Curves to darkenit
(bry pulling the RGE Curve
dowrnward). | clickad my
History icon inta the Histary

k

&b Theresa
wonderful
program called
Apophysis,
which | highly

afate just before using
recomme nd Curves, and with alarge, soft
(PC Only) It brush | paint back in the light

araund the sprite - creating
ge nerates a focal point far the image
fraGta|S, ar and adding more magic and

rrysteny, | paint inal delals on
the fest fwhich linitially thought
l'wouldn't seel) —and the
image is done.

flames, and is
easy to use. 99
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‘Magical glow

There's awonderful
program called Apophysis,
which | highly recommend
(PC only). It generates fractals,
or ‘flames, and iseasyto
use. | render out aflamel
ke, against a transparent
Dackground, save it and load
itinto Photoshop, then copy/
paste it into myimage. Using
Ctr+T, Iresize it, place it around
the left hand, and using a large,
softeraser, get rid of what|
dontneed.

‘Magical details |
set the layer blending

to Screen, and use specklad
brushes to paint in tendrils
of ight wrapping around the
flower. With the Dodge tool |
addtexture and a feeling of
magic tothe glowing light. |
dodge in highlights around
the sprite's face, picking up
some of the magical glow.

‘Creating atmosphere | copy the Apophysis flame

into my main image again, this time transforming itso
thatitis as big as the image. | setits Layar Opacity to about 25%,
giving the whole scene a faintly ethereal quality.

HISTORY |

R
i=:" Sewct Canvad _']

- —
T S} Paste
E curves

=k

3 B 3




FANTASY PHOTOREALISM i

Aoply Corves and a slght
66 Add a feeling Sharen to your fing!,
of magic to the futened image
glowing light ¢ 3 =

Dissectan image

Art structure explored

Pushing the background back

| want my sprite to pop a little from the
background. To achieve this, | decrease
the contrast and increase the brightness
of the background, leaving the foreground
asitis.

m' \’ Magical light The Dodge and Burn

- - tools, used correctly, can create some
i'r ' really magical lighting effects. The key is

i 1 - keeping a light touch when applying these
e . tools and making good use of the Fade

-’- “ 8 A function to calm down over-Burned areas.

Character details By giving the
; character Willow Leaf hair, we tie her into

.. her environment. The bark-like skin and
! leafy hair make her as much a part of the
forest as the moss, water and flowers in the
surrounding scene.

“W. § Atmosphere Always add a sense of
g stmosphere and depth to your images. In
this case, strands of mist lend a magical alr.
If you'll pardon the pun, mist adds mystery,
while the glowing magic that the Iittle sprite
wields is gentle and non-threatening.
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Builda R34
woodcut ¢ -
effect

Woodland o1z Photoshop & L9 ;
@8 Usc layers and texture to evoke N

the look of this traditional print style @@

Sam Brewster lllustrator

oodcuts are at the absolute core
of mass printing, evoking images
of beautifully bound books and
decorative type lavished in earthy L
colours. First developed in ancient China, the

the possibilities of wood and printmaking, and with
the recent craft renaissance the woodcut effect ; -
seems fo be popping up just about everywhere. '
The popularity of woodcuts throughout the years
has lead to a wide range of styles and quality, from
simple stamps to hugely intricate biblical scenes.
These days ISEC
things like card making, bespoke invitations,
stationary, decorations, art prints and so on. And

images can ook considered and valuable.
This look is surprisingly easy to achieve without

(although that 1s definitely an experience It 1s worth
tnving once). First of all you need to make sure that

this is the right approach for the subject that you're
tackling; it's not the style to go for if you want to have
an image full of gradients, for example. ['ve decided
o use a typically pastoral scene full of natural _ 4
imagery o enforce the metnod

To begin with yvou'll need to work on a line drawing

understanding that this drawing will all be one colour
(in this case black). Once you've come up with
something that you're happy with you can trace it
using a light box, a window or, if the image is dark
enough, you can just trace it on the table top with
some copy paper (90gsm approx). To darken the
sketch, if you've not got an appropnate light source to

: : - Line art
help with the tracing, you can scan it into Photoshop

56 | Digital Artist Collection

Source files available
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Behin
the scenes

techniques behind their
amazing artwork

Artistinfo

Sam Brewster

Personal portfolio site
www.sambrewster.com
Country UK

editarial, advertising, r
and apparel. | like
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(i) Make noise and burn
~ Printsare tactile so give yours an authenticlook VA

The look of the image is defined
in the subtle alterations to
essentially flat colour layers.
When you add noise it instantly
has a naturalistic feel as the

\ grain implies that the ink has

Case .

More inspiring artwork
from Sam Brewster

the paper, giving it an almost
imperceptible matte look.
Burming and sponging the
colours imitates the way the ink
on paper would dry. The burmt
parts are where the ink may
have been more concentrated
as it was applied, for example.

been squeezed into each and
every microscopic crevice on

and change the Levels via Image=>Adjustments>
Levels). You can then print this darkened version to
trace instead of the oniginal pencil drawing.

You'll need to make two tracings with the first being
the solid black areas, for instance the bushes and the
tree frunks. The reason that you need to make these
solid black areas to begin with is that for the second
tracing you'll be filing in the parts you'd like to appear
cut out of the solid Dlack,

Once you're done with the first tracing, set it aside
and move on with the next one, this time marking
down all the little details that vou'd like in each
element, for instance the wood grain on the trees, the
highlights in the dark bushes and the water ripples,
Mow that they're all finished you can scan in the three
drawings (the original Isn't integral to completing the
image, it just helps as a termplate to arrange the other
layers according to your compaosition),

MNow that you've got the drawings scanned in,
open them with Photoshop on separate layers and
widen the canvas by S0mm. This makes it easier to
read your image by giving you some space.

Make sure that each layer is a well-contrasted
black and white (with no transparent parts — you may
need to fill the excess space with white to complete
the layers) and use the Magic Wand tool to make a
selection of all of the black on each layer. | find the
easiest way fo do this is to make a negative selection
and invert it. First make sure that Anti-alias and
Contiguous are not ticked and then click amywhere in
the white space. You may need to change the
Tolerance of the selection to find something that
works well with your drawing to get a good, sharp

Ride

2011, Real media, Photoshop

@ This was an illustration for an article
published in The Ride journal last year
about the pursuit of the Rainbow jersey.

L "-I-hl

i
_1; _,'-,"LJ_

Philadelphia
2011, Real media, Photoshop

® | work with a magazine called
BeerAdvocate to depict the brewing
sCena in vanous cites across the world

L

| ‘Choose a subject Use a

subject that works in a woodcut

style and create two drawings to be
scanned in. | recommend 400dpi or
higher.

Ski Holiday

2009, Real media, Photoshop

® As the in-house illustrator | created
posters to advertise far the Snow-
sports Sociely while at university.

=
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e

" Fill the gaps Fillin the empty gaps of each layer
gasy as long as each shape is pixel-based.

selection (| find around 80 works well), then invert it
(oelect=Invert). Creale a new |layer and fill the
selection with black. Repeat this for the second
tracing, only this time fill the selection with white and
move the layer above the black one. Now you can
get nd of the orginal images so that you only have
the two newly created layers and the original drawing.

Align the cut out parts of the drawing by nudging
the layer around until you're happy with it, then select
the pixels and delete the selection from the first |ayer.
You can throw away the second layer so that you only
have the first black layer and the orginal drawing.

LIsing the drawing as a template (you can move it
to the top and set its layer mode to Multiphy) and
create a new layer to put the colour in. | highly

" Separate the image Take selections from the drawings and
use them to create new layers. Begin by putting together the black
parts of your image.



WOODCUT EFFECT Il

i Howto getthe
woodcut look

.|| Achieveits _e]elrant charm
without a single carving tool

"Subject matter Come upwith anideathat'l
wiork as awoodcul. 've used awoodland scene,
llipped horizontally o sit belter within the layoul.,

- Erase sl-lms Use the negative FECOMMend a new |-a.‘:_-."er for each colour as this Way
shapes to delete parts of the solid you can change the Hue/Saturation of individual

black areas; effectively you are digitally tones without affecting the others. It's probably best
5C0oping wood out of the main image. to only use two or three shades to keep the look and

Textures

| have a folder titked
Tewturas, which iz further
sub-draded on my
computer. | alweays keep
iy ey out for & nice plece
of paper or grainy
cardboard that would be
worth saving. Scan them
In at & very high resolution
{G00d at least) and theyll
sarve you well

feel of a woodcut anyway. Each layer would have
been expensive and timely to produce, so do what
you can with a limited palette for this effect.

The colours can be drawn in with the Pencil tool as
the areas are often large, flat shapes that aren't
meant to be intricate. Make sure your hues are below
the black layer and set it to Multiply. Once you've
drawn these in you can muck them up by using the
Burn and Sponge tools o evoke the uneven spread
of ink, or overlay two colours to create a third.

The image will be taking shape now, but to add
that extra crafty look, you need some texture. First of
all | recommend you source some good paper or
card, scan it in at a high dpi (600+) and sef it as the
background for your image. If it's too intrusive, you
can play about with the Levels (Image=
Adjustments =Levels) and the Brightness and
Contrast values (Image=Adjustments=Brightness/
Contrast) until you're happy with if.

There is a slighthy trickier part to finish it all off, but |
promise it's worth it. In a new document bring the
contrast right up on a texture (you can use a scanned
piece of paper, envelope or card) using the Levels
and the Contrast options, then use the Magic Wand
ool to select the grain of the texture, To get the right
kind of selection you might need to experiment a little
with the Tolerance value, which you can find in the
top Options bar with this tool. When you've found a
setting that you think works well, create a new layer
and fill the selection with white.

Copy this layer into your image document and use
a selection of the pixels o delete parts of it. It might
e worth contracting the selection (Select =
Maodify=Contract) if it takes too much of a bite out of
each layer. Expernment for your specific image.

Once you're done texturing each layer, delete the

*ma

‘Block it out Trace two layers; the first will be the
positive (black) areas andthe second will be the
negatve parts. Scan these and select the shapes.

‘Colour it in Draw using the Pencil tool where
you want the colour to be an new layers. Use the
Bum and Sponge ocls 1o give the colour an uneven finish

‘Add texture Add 5% Noise to the black layer,

" Finish with paper Use
textures to finish the effect, giving
life to the image and paper to setit all on.

stencil and your original termplate, and there you have
it; a woodcut image without one bit of sawdust.

desaturate it {viaImage=Adjustments=Hua/
Saluration) and scanin a piece of texiured paper.
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USE FILTERS CREA

7= Use filters
creatively

L SRR J Deadly - hotoshop CS4

| Francisco Perez |
o &6 L can how to take advantage of several
S wwwpaos filters for some nice subtle effects @@
AT e Country United States

Software used Photoshop - Francisco Perez lllustrator
Fac23 makes use of his s e
e graftiti, video game and ;
BRI music influences inmost of SRk

his art. From robats to flying sajm.lm Mlabb

Personal portiolio site

o pandas, o drumming : :ﬁ

B Litures, to girds with tattoos, e
. : = 0 g . axfg 1:“‘ Unfiltered artwork
g he adds his own colourful - ;
S flair to each of his pieces. R AF RES A 3 o iy
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Bl PHOTOSHOP

used a dark red for the sketch and set the layer to Multiply.

settings
Don't just use filters on
their default settings, that’s
a surefire way of looking
like a smudge artist. Lse
Photoshop's Preview
function o see what
happens when you adjust
levels of colour, saturation,
special effects etc. And
remeambper that filkers don't
hawve to be applied to the
whole image area too!

62| Digital Artist Collection

“Initial sketch Initial sketch done on a separate
layer with an Airbrush Pen Opacity Flow brush. |

sing filters in Photoshop may be a
little tricky, because you don't want
the image to reek of Photoshop. That
will simply make your illustration look

as though it has been created by an amateur
Photoshop user.

When | first started using Photoshop in my early
teens, | rermember using every filter available to me
because | thought they were “cocl’. | then realised that
my images looked like something anybody could
hawve created through a simple click of a button. As |
became more familiar with the program, | started
using the filters in a different way — not using them as
the main focus of my image, but rather as a tool to
enhance the illustrations. | found that the best
approach is to mix certain filters along with layer
styles in order to get the most out of the effect | am
frying to create.

Vintage martial arts mowvie posters inspired this
ilustration. We have a lovely but deadly katana-
wielding female character. The actual character is
detailed, while the simple background maintains

“Colours Flat colours in the layer underneath the line art. Since the line art is set to Multiply, the
colours blend nicely with the art on top. Added the sun.

certain 2D Asian style minimal shapes. Adding a few
filters to the background really made a difterence,
and actually made the foreground character pop out
Even maore,

Reds and oranges are the predominant colours
used, while a light yellow along with a dark brown
was used to create some contrast between elements
and to bring them together as well. A sunset setting
with a simple background along with warm colours is
what | had in mind the whole time that | was working
on this. | wanted the viewer to feel the heat coming
from this illustration! And a white border can always
add that posterfpostcard feel, if that's what you're
trying to achieve.

| start by sketching out the character very loosely. |
use a 9x12 Wacom Intuos3 tablet (in case you were
wonderning). Once I'm happy with the pose and the
layout, | start erasing some of the lines while going
owver other ones.

One of my favounte effects that's really easy to
achieve is the subtle ‘glow’ you can get from your line
art, Sometimes line art just looks too boring, and this

Glow Caopied the line art layer and applied a
Gaussian Blur to give a subtle glow; same for the
sun, and added water and white border around the image.



USE FILTERS CREATIVELY I

' Reflection sun reflection in the
water was made with the Wave filter
to give a ripple effect. Added mountains in
the background to give some depth.

definitely gives it some life. Make a copy of the line art
and set it to Multiply at around 50% Opacity, Mow
apply a Gaussian Blur at around 4 pixels or less, and
vou'll see the smudged-out look the line art gets. This
doesn’t always work obviously, as it depends on whal
type of llustration you're working on. If you're going
for a squeaky clean look, stay away from this effect
and try using the Sharpen effect instead

Another filter | used was the Sketch=Halftone
Pattern filter. It gives you the option of applying lines,
dots or circle patterns. | believe this works best on
gradients, and keep in mind that it will utlise the
foreground and background colours that are currenthy
picked. That's the filter | used for the mountains to
create some sort of ‘fog' and introduce depth fo the
image. Fading horizontal lines remind me of old Art
Deco style illustrations.

The clouds looked very cartoon-like, and this
created a nice contrast against the detailed
foreground character. The effect even made it appear
as though she were standing in front of some sort of
wallpaper. The clouds felt a little too flat once | drew
them, so that's when | decided to add the Graphic
Fen filter. The layer was set o Screen, and this
definitely gave a sort of "fluffy’ look and it separated
the clouds from the sold coloured shapes that were
in the background

| even played around with the mountains in the
background, by making the ones in front a solid
colour and the ones behind set to a Pin Light layer
style. | made a copy and dropped the opacity, then
moved themn to the side slightly, which gave a nice
offset print effect

| then felt that the sky was too plain, 2o | added
ancther Halftone Pattern filter set to Dots — and that
effect always works if you're trying to pull off a
vintage-looking poster.

The sun’s reflection on the water was intentionally
made to look detailed but very crude at the same

'Retro | added a Halftone Pattern
filter set to lines on the mountains

to give a retro look. Also added some

designs on the sleaves of the kimono.

Buildu
filter effects

Build up filter effects to achieve
the look you want

[

“Define shape This wil be the sur's reflection. |
use aflal coloured oval under the sun as the defined
shape; Il distort lo make it look like iU's reflecting in he waler,

‘Wave filter Play with the Mumber of Generators,
Wavelength, Amplitude, Scale. Copy the layer, set to
Screen, apply 2 subtle Gaussian Blur and streich to the sides.

‘Distortion | used the Rectangular Marques to
salact areas of the reflection and move them o the
sides. Added some lines (Line tool) to break up the waves.

‘Motion Blur Apply Motion Blur at D degrees to
the raflection to make it look ke calm water with [itthe

mavement. This blurs the side edges, gving the right look.

Digital Artist Collection
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Case

Alook at other work by
Francisco Perez

1-2-3

2004, Photoshop
@ Fic of my girliend based on a photo |
took. | thought the angle of the sun and
her stance would make a nice drawing.

Dead Astronaut

2010, Photoshop

® Based on an idea I'd had for a while
but didn't know how to approach. | was
happy oncea | came up with this layout.

Vulture

2010, Photoshop

® I'm a big Dave Grohl fan and this is a
homage to Them Crooked Vultures, I've
. always been fascinated by drums!
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{s4e Give the character a new look

\\|  Acouple of filters will do the trick

The character looks very clean and light,
50 it's not really ‘popping’ and it blends
with the background. Make a copy of the
line art and apply a Gaussian Blur to give
it more of a 'messy’ smudged look. Now
darken the flat colours and apply the Add
Moise filter. This gives it a grainy, vintage
laok. It definitely helps to separate the
character from the background.

time. Gaussian Blur and Mation Blur were the only
two filters that | used to obtain that effect.

| also used a Gaussian Blur effect on the highlights
that are on the foreground character — but very
slightly. When | first drew the highlights they looked
too sharp compared to the rest of the character's
style, That's the one element that connects the
background with the foreground, because you can
see yelow in the sky, the water and the character. The
designs on the character's sleeves are just doodles
set to Screen at a very low opacity,

| always think that very subtle, intncate details add
a lot to an image. It's something that many viewers
may not catch the first ime they look at the
illustration, but once they do, it's also something that
makes them say, “Wow, the artist went to the trouble
of adding something so minimal that some people 6

'Nice vintage | added a paper texture with folds
as the top layer and set it to Overlay. This makes
the entire image look older - like a vintage movie poster.

won't even notice!”
Some of the filters that | find myself using over
and over again are the Blur filters. They can be your

best friends if you use them correctly. | always miy illustrations, and when | explain to them that |
recommend using them in a very subtle way, and used "« filter with 'y filter, they always say, "Ahhh, s0
even combining them. There are many times when that’s how you do it!”

people ask me how | created a certain look or style in Everything is fairly simple, and if you are familiar

with the program then you know that there are many
different ways to attain the same effect. | also added
the MNoise filter to the main elements in the illusiration
to give it that printed, aged look. From the start | knew
that | was going to add an orange layer on top set o
Color, and that | was going to use a folded paper with
‘Screen a creases layer set to Overlay. These two things were
Added clouds  always going to be the icing on the cake that would

to the background bring the whole image together in creating the look |
set to Screen using

the same brush was gaing for :

g Balbre. Alea Hemembe_r too that filters don't have to be applied
highlights on the to the whole image in a blanket effect. They make the
character, again most visual impact when they're used to pick out

set to Screen. some key areas and tade others into the background

Use the Freehand Selection tool and make sure
you've set Select=Feather to at least five pixels' worth
aof bleed, depending on the area you're filtering and
the effect you're using. This will ensure that the area
or object you're apphying the effect to will still fade
realistically around the edges. And try to avoid the
run-of-the-mill il-painting style filter at all costs.
Mothing makes a digital image look less professional!

G Bring it together | added a Graphic Pen filter to
the clouds and applied an orange layer set to Color
on top of everything. This brings all the elements together.




USE FILTERS CREATIVELY I

BCheat
gguide:

' Excess paint off Details stencilled images

Streaks Use a textured

stencil Make a selection don't have that much detail, brush to erase around Drips Use a soft round brush to
with the Lasso tool next to the part so keep shapes simple and make the darkest parts to make the make it seem as if it's been sprayed
gmsi t:;r thle arttl-} anfd f;;ste ?suﬂ round sm ﬂ%;féers g:: ?‘E 'Mm‘:ilpll-luylat ml}ic_kﬁrqundﬁﬁmlre come ﬂrﬁgh. more on certain parts first. Now
rush to give the e of excess a pacity. This will help ich gives it that worm-out look. :
paint sticking to the edges of the underlying structures like brick Think about how rain and wind switch 1o a hE_'rd' n:.:-un.d brugh to
stencil. You want it to look tactile. show through, adding authenticity. would weather the artwork, create the paint dripping. Hold down

shift to create a straight line, then
add spots on the ground where the
paint has fallen to create the effect
that paint has dripped down all the
way fo the ground.

S

' Background spray Make your
selections with the Lasso tool and
fill them in with your desired colour
using a soft round brush, then apply a -
subtle Gaussian blur.
’ -—
Textures Flace a layer on top of
the art at a low screen opRaciy. LIse a
textured brush to create the effect of
i | the wall's texture on top of the art. For
__#i Instance, that part of the wall 15 ighter
. since it's getting the maost light from

o £ the top. You can do this in smaller

Whites Use white | .
| parts, like at the edges of bricks, too

to help the mage
pop out from the
background, while
keeping the layer
option as Color
Dadge at about B0%.

—-F-l
B

['le“r'

o .

Blurs Use the Blur tool around
certain parts of the black edges to
give the spray effect. This helps the
image a lot, because it enables it to
lose that sharp look which would give
the impression it was an image that
was simply pasted on top of

a photograph.

=

Fades Use a textured brush at 25% to
erase sporadically around the bottom.
Graff is usually faded in this way.
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Paint with palette knives
Painting Ukiyo-e style
Cubist painting

Combine 3D models and
painting

Mastering digital ink strokes

Tessellating shapes
Add effects with Esoterica tools

Create an antique glaze effect
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Bl PAINTER

Paint

with palette *
knives

Catching Bad Guys 2009 painter and Photoshop Softwere used Palnter 11,

Photoshop CS

T

Digital painting

e Ciles

Digital artists explain the
techniques behind their
amazing artwork

—
—

o

L J
VLE AR A N I U R R

Paul Cartwright

FPersonal partfolio site

&6 Palctte knives produce a rich spread of eprg i A
tactile colour which is ideal for illustrating wet i e :
light and energetic, expressive subjects too @9 ot beigre 8 i bank
Paul Cartwright UK-based concept artist Esﬁaﬁfg égeinhﬁrg JriL{QSI:t

place at the nght time.

N
Ithough very popular in traditional « W
painting, palette knives sometimes \

get overlooked when painting
digitally. They need a different
approach o other brushes, as most of them don'

G"?:tttee ir?ﬁ:g& with actually apply paint but rather push it around the
pa canvas. In Painter the brush modification options for
[ o 1 e - T 5 i .
| v the Palette Knife category are limited compared o
f -‘r'{ e o other brushes, so can feel restricted at first, but when o & -
] & ] you get to grips with them they can be rewarding. .! : '
e V. After using finer brushes and painting in a detailed ¢
TR g I:I g ] -
o YA “:f style, palette knives really are a welcome change. By ' . b - ZAe
et T

AL taking an element of control away from the artist, they
Jeg 1, The scene provide an escape from having to paint in every little
detail and give the opportunity 1o be more expressive
in the way you paint.

The bold strokes they produce make for a
spontanecus approach and result in a more
impressionistic style. They're also a very effective way
of achieving a realistic look when blending colours.

Source files available &

Sketches and brushes -

Palette knives

Efel: 6, et lod. By_ laying d@'u_'m paint quickly with a Loaded palette Find out what thE‘}' can do
= knife then using a Standard palette knife to blend,
you can get some very natural looking results, Used rair B |~ = W i—
with an impasto effect, the palette knife can be a very | LA [lIEee @ A ‘éf':# - ;
powerful painting tool for simulating the real thing. ’ TN _f.al-.*" 8 s ,5_:_, =

=
—

Palette knives have been widely used by artists of - 1 1k

different styles, from van Gogh to Georg Miciu- 3 11 [l ___’: S p———
- e T Nicolagvici. The latter is a fine example of how palette f: pa - 31 U e |8 N -
[1ep W1, Imorossianist defail - e . o ls AR | FIol 1P | ToE
p il img knives can be used to capture a scene in mation VN oV LRI o dd -
: 3 Figures can be created with just a few sweeping YIS - 3 ' gk

dynamism. To create a convincing figure with a -

Bl Wiy ey [ D
strokes, and this can really add movement and ([ U's iﬂ A
o h,

~Al

minimurn of strokes takes practice, but it's really AW =
enjoyable to grab a palette knife and some reference -The scene First | use a basic round brush io loosaly
W pics, and try to capture the poses quickly. sketch miy scene. The final image will be quite imprassionistic,
E'Ef' W, Fnal fomglkes In this tutorial we'll look at some of Painter's Palette 20| don'twomy about detail, and just work on the shapes and figure
Knife brushes to create a street scene with a twist. propartions. lwant detail to happen spontanecushy when I'm painting.

68 | Digital Artist Collection



v

WITH PALET TE KNIVES

.:.Shﬂd ows and |ight Ona layer undermeath my

sketch | block in shadows and light using a basic round

brush. This Fifties city streel has a kind of film nair feal o it

so luse brown lones for a dals oia effect. Adding these
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‘Wet look with the Sharp Triple
knife | paint short horizontal strokes
over the road and pavement, reducing the
size of the brush as | paint further away. This
Increases the iImprassion of a slick surface.

‘Pushing
paint Now

I have my overall
colours sorted, |
drop my colour layer
to the carvas and
grab the Standard
palkette knife, This
knife does not add
colour but rather
pushes the paint
around, soit's
great tor tidying
up rough edges.
As before, | setthe
Angle Expression to
Bearing to give me
more control,

‘Custom
knife For

more detall | create
acustom knite. |
save avariant of the
Loaded paletie knife
and in aseparate
document draw
athinoval, then
Capture Dab.

Detail |
200m in, and
withy iy new knife
paint in more delail,
| use the knife to add
mare paint, and use
t ‘Boostthe image | create a copyof the colour layerandset  the Standard knife al
it to 50% Cwerlay. This boosts the values and makestheimage 9% Impasto Depth
bolder. Then | hide my sketch layer as | no longer need itas a guide. lo move il around L

‘Character For the foreground character | use the same
process of adding colour then moving it about. | use quick

strokes, picking out edges with highlights. | keep my brush fairly large

so as not to go into too much detail, so the style stays impressionistic

y —

Start with a Hard Round
bush. Rotate the tip to 90
degrees, set Roundness to
10%, Spacing o 4%, Dpacity
Jitter to Pen Pressure. In
Shape Dynamics set all sliders
to 0%, Angle Jitter to Pen Tilt
YU can also create palette
knies by defining your own
brush tips. | made silhouettes
by fracing phatos of actual

(A S S R S A B B B T

palette knives, then used the pa - o

Define Brush preset to create ‘Electric light | zoom out and decideits ime to
lips. Set Spacing, Opacity focus on the electric light sources in the image. Usin
Jitter and Shape Dynamics as o d _ . gE J
and paint don't give such a strokes for the base of the neon signs, then | decrease my
smooth stroke, 20 add 3 . :

imperfections via the Dual brush size sig r||f|::an113..= to paintin smaller lights such as neon
Brush option for realism. letters and car lights with my custom palette knife.
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Impasto =1 #Style
misptaékes - | = Sghqol The palette
The Impasto effect cannot be . ALIJ‘IHLT:-IIT‘TM::‘]}“ knlf In art

painted over in Fainter, Hut
thera are ways around this
Saving a TIFF aof your image
will merge the effect with the
canvas so you can blend
awsy mistakes. Alternatively,
the Impasto Depth Equalizer
15 a great way o reduce or
rermove the Impasto effect
from the canvas

Discover the unique look of palette
knife artwork and learn how you can
achieve this effect digitally

Palette knives have been used to paint all kinds of subject
matter, with the impasto technique being favoured by artists
of all styles from traditional landscapes to modern art. Here
are some examples of how artists of very different styles
use the palette knife to achieve very different results.

Two of these examples are of traditional palette knife
artwork to give you an idea of its textural, three-dimensional

-Background characters With the background quality, but as you can see from the third example, digital

figures luse a minimurm of strokes to get the gesture artists make great use of palette knife brushes too.
across, so it helps to have a hand poised over the Undo funchon
here. | make a bold stroke, and itit doesn't look nght T hit Undo ThE masters

(CirlyCmd +£) and try againuntil 'm satisfied withit. This Palette lknife -the master way
technigue helps to add moverment to basic figures. .

‘Impressionist detail I'n happy

with the overall scene bul feel it nesds
morg implied detall. | go over thewhole image
wilh my custom knife sel 1o a small size and
add signs, lights and detail to buildings. | just
use blobs or small dashes of colour to suggest
details without getting too technical.

‘Impasto edges Feal palette knives

have a tendency io leave thick paint at Georg Miciu-Nicolaevici
the edges of their strokes, and lwant to mimic WWwW.geaorg.com.ar
La Capada 2007

this effect. | grab the Standard palette knife and = Soy BT \ L
AE— stoto 20%. Th i ® Georg Miciu-Nicolaevici is a master of figure painting
EASTIS LI e ATIPABIC el TR TTIEING] with the palette knife. La Capadais an inspiring example of
sure | angle my pen so | get athin line, | thicken how movement, depth and atmosphere can be conveyed

- — - in just a few strokes. This is an example of traditional,
Up the painton various parts of the image. hand-painted palette knife work; you can see how thick
and craggy the paint looks, giving it a sculptural quality.

i o S A

Vincent van Gogh  Kirsi Salonen
Starry Night 1889  Light and Metal 2009

WWW.MOMAa.org whanw kirsisalonen.com

@ Vincent van Gogh @ Kirsi Salonen is an outstanding
often used palette digital artist who uses Painter's
knives that were digital palette knives often in her
heavily loaded with work to create beautiful and
thickened paint in atmosphenc fantasy art. One

order to apply bold method of Kirsl's s to use Painter's
swirling strokes to Meon Knife at very small sizes in
his paintings. This order to create details and finishing
. . deep impasto style on hair. This subtle use of palette

“E o ; ‘n made them extrernely  knives combines with her use of
Final tweaks | alter the loga on the main character's costumie to make the hero element rich in colour as well  light and metallic colours to create a

more obvious, then | transfer the image to Photoshop. | use Color Balance to add slighthy as texture. smooth sheen across her paintings.
maore blue ta the overallimage, and finally lusa the Sharpen filter to make the Impasto a bit crisper, I'\‘_
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Paintin
Ukivo-
Sty

The Beckoning Gates zotopainter

&6 Explore the delicate and thought-
provoking style of classic Japanese
woodblock prints with digital ink @@

Amber Hill Fantasy and wildlife artist

g

e

veil of mist. Laughter from a stage.
Moonlight and shadows on a sireet fair
These are only just a few of the
ephemeral moments captured by the
deft hands of the Japanese masters of line and
design, the masters of Ukiyo-e.

Lkiyo-e literally means floating world' and the
thousands of woodblock prints designed and printed
from the 1650s to about 1912. The art depicted
modern life, cityscapes and landscapes, and was
popular among the emerging middle classes of
Japan who were flocking to the cities from rural
farms. These workers couldn't afford original
paintings like the aristocracy, but Ukiyo-e prints were
within their price range. Portraits of famous kabuki
actors, geishas and popular tea servers were all
the rage, as the middle class imitated the folks with
more money.

Ukiyo-e has many looks, but generally has very
definitive straight lines for buildings and hard edges,
with the softer thick and thin lines for organic shapes
and curves. The traditional art isn't just line work
it is the whole package of composition, brushwork,
carved wood, and also careful pressure on the
wood blocks, combined with vibrant colour, to
create the reproductions

Most painting programs have brushes that can
e modified into the perfect inking tool. This tutorial
was created in Painter, but you can apply the
technigues discussed here in many programs and
inreal media

Contemporary Ukiyvo-e ingpired art can be found in
popular video games such as Okami and Muramasa.
The Demon Blade, and has an influence on
animation styles. Your own art can have a similar look
to this beautiful style, without the limitations and
frustrations of block printing.
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Digital artists explain the
technigues behind their
armazing artwork

tistinfo

Amber Hill

Personal portfolio site

htto: 'vantid deviantart.

pelalii}

| Country USA

Software used Painter 10

Amber Hill, whose art
education consists mosthy of

| dissecting dead things and

watching live ones,
specialses in fantasy wildlife
art - flights of imagination
inspired Dy the Inving and
preathing waorld

|1
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dy the foundations
pid Build thi

is town from YOur lHlElé,lHEltlDH

"Work out the sketch For this Japanese town you . 'FlEGE the sketch There is some leeway with perspective in this style of art since
need o lay down some perspective lines. Create a new traditionally it was based on isometric perspective. Once you are satistied with your sketch,
document that's much wider than needed soyou can place your  open anather document that is the comrect size and resolution. Select all (Cirl/Cmd+A) of vour initial
vanishing points at a good distance from one another. Make it sketch, then copy, paste and resize the sketch layer to fit the new image.
easy onyourself and, using a Detail Airbrush, work smaller than ' P ~ N el T
the final image s resolution for the skeich's ramewaork. Wi o W : - _.’;’, 1"—
| sl _ JNRE
W 2 r o
B -
p— — | | -_.:_H'___.- -
_—— | -
: .‘;" - =it - & J
- - ik
- # = T 1
- L o A ‘-:‘L.i'
| - . .I
| Z 2 | |
'f-""‘f/ II
. .ari-"' l Lk
s b — I.

‘Stay straight Altemate between straight lines (V) and

freehand lines (B) to create the buildings more quickly.
Line up all the horizontal lines with yourvanishing point. The
combination of organic and straight lines adds vanety to the
piece,. Cats add interest. Once the inks are complete, hide the
sketch layer and set the ink layer to Multiphy.

‘Begin inking MNow
fior the inks! Set your
sketch layer to about 30%, or
whatever is easiest onyour
eve. Create a new layer above
the sketch layer. Selectthe

What! Inker [see the ip below) i
and begin laying in some =i |
neavy ines onthat toni gate. ] 7] . :
— . - -
| (|
- .
| .
| S—
: || " |
' A careful hand Inking in this style is both frustratin
J Y g
I and rewarding. It takes experimentation with stylus .
| pressure and control to get lines similar to the Ukivo-e masters. :
-—
For tree bark, wiggle vour hand with 2ach stroke while pressing. =
Try 1o feel the energy of the tree. You want to express nature! - _ ~uTHI T e
=
Perfect |
: , A 1S
brushes | T "y
| " ——
Corel Fainter has a great set
of brushes called Sumi-e . | o b = o
which are based on -Spill the cream ' - ~ ;
fradifional Japanesea inking Thiz iz an evenin % o
styles, You can find thin S ) - 2 = L &
thick, washy ones for yetthe crepuscular scenes of || - _E H
apohving colour, By detault : . & o e |
their colour will build up to thie old prints are U-EUEIIJ- onght ::h
black on a Gel layer so for despite approaching night. e
more delicale hues, go o Fill the background layerwith i el 4
Brush Contrals and change “ale ore “9 Salact I‘| . i e
the Dab Type to Cover, A a pale cream. Select the Fine .
fabulous inking brush is the Tip Soft Air Airorush. Make it rxd
What! Inker: hitpuiwhat-i-do- i0— an. (3 e i ’
E=saciet dedantart comyart! big—100 poe!s or sa. Grab __f',! = A : d —L
Painter-X-Brush-lnking-Pen- a pale, nchyeliow and gently = L
410330847 brush the top of the painting. E Sp———
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@ ‘Layer the sunset Layer more yellow, then crange, dark red and finally a dark sienna all t I e

the way across the top of the whole painting. Ukiyo-e prints have distinctive dark bands of Vh I FIO ati n
colour on the top and/or bottom of the pieces. Keep layering colours until you have a nice glow. SC 00 L
: ; ATtgenresin
£y world images

Discover traditional Ukiyo-e artand
how it's used in contemporary media

Therewere hundreds of floating world” artists, but only a
few stood out as masters, for example Hokusai, Hiroshige,
Yoshida Hiroshi and Kuniyosha. These artists and this
school of art left a lasting impression that still inspires to this
day. Some contemporary artists such as Yamaguchi Akira
continue the look and feel of Ukiyo-g with mind-boggling
displays of line. The "floating world' pops up in sushi bars,
video games, art and animation.

The masters
Ukiyo-ein history and today

‘Plotthe grass wilh the zame

Airbrush tool, sized down, paintin all
the grass al the base of the fence and inside
the little yard. Add some varnety of colour in the
tufts, but not too much. Most of our colours are
going to be simple, with textures placed on top

) Hiroshige
‘Block in the rest Grab the What! 1797-1858
Inker tool and block in the flats for the Gk-i'hﬂdﬂ Hil:'ﬁﬁr:riggﬂiﬁ ignﬂﬂﬁidenrt;d ﬂl‘le Grﬂvén;;%i glory c:; I
. B : . . yo-8 W 5 t use of colour an gn, and is
rest of the scene with a red brown. Ma kg a nen., famous for his 100 Views of EdoThe son of a samural,
layer for the red gate. Leave the cats white. This legend has it that Hiroshige dedicated his life to becoming
step takes the least amount of contral and is an artist after seeing the paintings of the most famous of
P ot - ,; dloos ) R Ukiyo-e painters, Hokusai. While his early work features
after all that tedious inking! he later tumed to landscapes before becoming a monk.
hiroshi !

; - -
b
| k & -
-:: | Lt § @
| :E"" I Okami
T @ Okami is a video
"Eﬂ— - game originally created 1760-1849 _
' =1 by the now-defunct @ |f there was ever an image
Clover Studio and iconic of Ukiyo-g, it's Hokusai's
W animated in a style The Great Wave. This is the
it ' inspired by woodblock ~ image most people think of
" _ prints. The characters when Japanese woodblock
3 | y ¥ 4 ¥ sport mostly flat prints are mentioned. And no
= T B colouration with subtle ~ wonder - the piece is so
A &2 gradations, brushwork beautiful. It has graced the
outlines and a paper walls of many a living room and
" | l l | L texture, lts sequel is out  has been remerpreted by a
- - o this year. The cats inthe  range of artists, the most recent
-Create subtle shades Gradations of dark to light throughout the image add contrasi piece are inspired by the T whom is Gorillaz creator
. . game. Www.capcom, amie Hewlett. wana,
and help guide the eyve around the composition. Lighten the bottoms ot the bamboo tence ; katsushikahokusai.org
and the grass foreground of the yard. Add some light blue clouds near the sunset. II'\- Ll _-/I
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‘Add more to the storyii's evening

time and the shop owners have gone into their
Iofts. Give them some light to read by with a nch gold
colour. Don't forget to show some light through the
slots of the railing!

-Colour Add the third
i | dimension with dark brown
33 ' on the sides of the buildings. A
blus grey whitewash on the front
emphasizes that this is a working
district for the middle class. Add

fall colour to the trees. Start a dark- the ink layer. With the What! Inker add blobs of green-grey far
to-light gradient on the pavement the pine needles. Thisimitates the look of ink transferred from the
with the Round Qil Pastel. woodblock. Add red, cream and gold to the temple in the background.

h Ilr . 5 = I'-.l. fi

Ukiyo-e refremmed

Iraditional scenes
from Japanese lif
and cultore
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‘Push the gradients Keep pushing the gradients
around the image. Deepen the greens of the grass at
the bottom, shade below the top of the fence, and give the gate
some dimension without fully rendering the cylindrical shape.

| o —
1 T s el R e X
- - . . - - i 8 ey

f';l:l PR 1

‘Work on the tree Make sure

allyour pine needle clumps are
surrounded by colour. Start a gradient on the
trunk. Continue working on the buildings -
paint the walls, roofs, light from the windows,
and storefronts.

'Add texture Grabthe Round Ol
Pastel. Paint subtle colourvarnations in
the: fall tree and shade the temple. Now lower the
grain and pick a paper texture that looks lunnpy.
Dab in texiure that mimics the look of old paper.

"Add more paper texture how is when you
wanl o add maore of thal old paper look, The Ukiyo-g
masters were careful aboutwhich paper they worked on
since the lexlure would show, and used it 1o their advaniage.
You can creale your own mottlied ink and paper look with a
combination of Walercaolor and Cil Paslels, Whenyou are
done with the Watercolor layer, drop it

Ao o N o

I

‘Breathe colour
and life This shop has
atetching blue tarp. As with the
previous gradients, aironush
the dark edge, blend with the
low grain Round Oil Pastel, and

Dissect animage

Art structure explored

%% B Gradient band The dark gradient
g that appears on the top and/or bottom o P——
of the picture makes the image look like this time grab the ._1I’EIII‘T"-:- Water
authentic Uki}rﬂ.e_ it's usua"'y very dark, . blender sat to alow Grain and
iy almost black, but is sometimes brown | 20% Opacity. This makes for nice

or blue. subifle blending.

Needling it's a lot of work to draw all A,

these needles — but draw them anyway! ‘Don't kEEF them
They create a fullness for one of the focal waiﬂng They have bean
points of the image. Trees were always an patiently wailing their turn, Now
important motif in Chinese and Japanese

aint the cats. With ¢
S o Db oA S AT E BB Dy it's ime o paint the cats. With a

Simple Round Wash watercolour,
Culture is in the details Littie gently place warm greys in
details - for example, the beckoning cat the shadows. Erase any over-
and the lanterns — add a lot of charm and
life to the image. Elerments such as this
hint at untold stories for the viewer to for a soft but clean look.
ponder over. o=, =

Simplify the anatomy Keep the
lines of the image curved and elegant
for the cats. Make the anatomy as
simple as you possibly canin orderto
avoid cluttering up the image with too
rruch detail.

Look at the masters The bark was
inspired by several prints by Hokusal and
Hiroshige. When you don't know how to
proceed, always go back to nature and
then look at how other artists tackled the

same problem. o,

diffusion with a Watercolor Eraser

——
H 1T s

‘Finish it In the final step to imitating the Ukiyo-e

shyle, add a paper texture. Go to Effecte =5Surface
Control=Apply Surface Texture to pull up the menu. Adjust
the Amount down a bit for a2 more subtle effect. You can
expenment with the vanous settings to gat a look that best
SUITS your piece.
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Working |
Progress |

Get a Cubist effect
with Painter's brushes
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Digital artists explain the
techniques behind their
amazing artwork

Joe Cummings

Personal portfolio site

__

Country UK
Software used Painter,

. Photoshop, SketchBook
Pro, Google SketchUp

L. | have been working for 20

years as an editorial
lustrator for national LIK,
newspapans and magazines

with an emphasis on

carncature. | started out with
pen and ink, but discovered

o digital art about five years
' ago. To be continued...

CUBIST PAINTING I

Cubist
ainting

@6 Cubes, squares, rectangles and a
few selections can be used to create a
bold and colourful landscape @9

Joe Cummings lllustrator

t would be safe to say that most people

have some idea of what a Cubist painting

looks like. There is the convenient clue

contained in the moverment's name but, more
importantly, Cubism was pioneered by one of
modern art's most iconic artists, Pablo Picasso, His
conternporary Georges Braque developed Cubism
into an abstract and analytical art rmowvement in the
early 20th Century, depicting fragmented,
monochrome figures and objects. However, their
early work was influenced by Paul Cézanne, who was
then creating landscapes that incorporated flat,
geometrical planes of yellows, browns and greens,
often ignoring perspective to concentrate on
emphasising the flat surface of the canvas. It is this
early stage of Cubism, and landscapes in particular,
that | looked to for inspiration for this tutorial.

At this time, Cezanne and the proto-Cubists (as
they became known), preferred to transform and
simplify the intricate shapes present in nature.
Although considered revolutionary at the time, it is
now firmly established in contempaorary design and
painting, especially so in the work of digital artists.
Mary farniliar tools avallable in Photoshop, Painter
and most other painting programs are ideally suited
to creating geometric shapes and filling large
selections with bold colours. Using these tools
creatively allows an artist to quickly and confidently
create a composition and establish values. Soft and
blurry edges, the bane of many digital artists, can be
avoided with simple selections and a sharp-edged
eraser as you compose your Cubist environment.

| tried to create a bold and colourful landscape,
using some racent photos | had taken in Arizona as a
starting point. | concentrated on the rectangular
shapes and fissures in the rocks and simplified the
forms of the trees and clouds to echo the mountain
geometry. | also used Google SketchUp to create a
basic village out of cube shapes, which allowed me
to place an image in Painter where all of the painting
was then done. Painter's Square Chalk was ideal for
the task, so is our brush of choice here.

Digital Artist Collection
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g

£ - All thumbs It's always tempting to grab a brush and
start painting straight away, but this is rarely a good idea.

Draw some thumbnails or, as | did here, use the Selection tools
and create selections in the right shapes then fill them with solid
colour or gradients. Use the same tools to cut away.

Start at square one

Build a background and establish the town

‘Moving

mountains
Create a new |layer. With the
Polygonal Selection tool,
create the basic mountains.
Select a red colour and fill
the selection with the Paint
Bucket, making sure that
Current Color is selected in
the Property bar. Deselect
and cut into the right shapes
with a hard edge eraser.

The Flip

Canvas
command

Throughout this process |
have been regularly mirroring
the canvas to check for
grrors, This can be
conveniently placed as a
onea-chck button on a
Custom palette. Go to
Window =Custam
Falette=Add Command,
then when the dialog opens,
select Edit=Flip Horizontal to
place it in a new or existing
palette for easy access.

80| Digital Artist Collection
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‘Fade to white Eearing in mind the tried and tested rules of thirds and divine propartion,
loosely draw out a composition on a new document in Painter. Open up the Gradient
palette from the Window menu. Select a Two-Point gradient, a Main Color and an Additional Color,
and mowve the circular slider round to 30 degrees. Fill the canvas with the Paint Bucket.

“Begin the detail Now you can use the Square Chalk

brushwith Preserve Transparency inthe Layers palette
selected and bagin to paint in some structure and values, safein
the: knowlaedge that your edgeas will remain sharp. You canthen
merge these layers 1o keep yvour workflow smooth.

'Push me pull me The mountainvilage is the focus

of the painting, therefore it's worth taking a few exira steps
to get the structure right. Google SketchlUp is perfect for this. It's
relatively easy to create a grid on the top surface of a large box
anduse the Push/Pull tool to make a rudimentary village on a
slope. Remember to turn on the Shadows gatting.

‘Paint over the cracks 2gain, the Salection

tools (Marquee and Polygonal) can be used to create
selections that allow you to paint details expressively and boldhy
while constraining the painting area and making sure other
elerments aren't affected. | found it useful to keep many of the
cracks and darker valued areas on a separate layer until the end.

s
‘Plan the town Manipulate the view in SketchUp s
hatit matches the perspeclive thal you've established
inyour painting and, after exporting the image, go lo File=Place
inPainter lo insertiton a new layerof its own. ILcan then be
transformed to fitin the scene. Change the composite method 1o
Multiphy and use this as a guide for a spot of town planning.




CUBIST PAINTING i

‘Down time Cnce
the village is blocked

in, take a step back from the
painting for ten minutes. This
is often a necessary step to
reconnect with your initial
IZea. With simple geometry in
mind, rcughty paint in soms
trees and more detail fo build
up the interest. Check overall
values by slightly adjusting the
sliders inthe Equalise palette
from the Effects menu.

‘Going for growth From the Esaterica menu, open

up the Growth palette and adjust the setting to make
stylised branches. Keep the Branch setting at 1 unless you
intend painting a cauliflower. Cn a new layer, click anddragto
create a tree and press Ctrl/Cmd+Alt+T to transform and move it
into place. Repeat for each tree then merge all trees to one layer.
This will help keep your process slick and less confusing.

‘Texture Reduce the Grain setting of the Square Chalk
trush in the Property bar to 11 and choose a paper

from the Papers palette that resembles rock texture. On a new

Cwverlay layer paint over the mountaing, Reduce the opacity a

little and, with a small eraser, cut into this texture 1o creale new

lissures. Use the 2B pencil lo add shadows as well

‘Layer and merge Again use the Polygonal

=election o draw and Till the angular lake with dark blug.
Use Shift=Ctrl/Cmd+H to hide the irrtating marching ants. Ona
new layer, use chalk to brush over a lighter blue with texiure and
reduce the opacity a litile. Create a new layer on top and softly
airbrush some more blues and then merge the layers.

‘Eroded trees Drag out a rectangular selection on top of a tree. With the Grain sefting at
11, select Ereded Pavement paper and chalk in some texture over the foliage. Repeat this
several imes for each one of the frees. Highlight the Tree layer and select its contents by Ctrl/Crna-
clicking on the layer thumbnail, then erase parts of the texiure you created.

-Align to Path | AT AT i —

Onceyou have drawn ' e -
in some telegraph poles,
select the Penand draw the
wires. The Pen automatically
creales a shapelayer. Usa the
Shape Selection lools to edit
the pathe if necessary. Select
the 2B pencil and highlight
Align to Pathinthe Property
bar. Draw in the wires and
delete the shape layer.

‘Find a balance Add more detail and points of

interest, especially to thevillage. Ask yoursalf: does - —— .
the eye move freely through the painting? Choose appropriate ‘Beef it UpP The painting is finished now, but if i
colours to balance the whole image to help with this. Merge all still appears a little light, duplicate the main layer and
the layers except the sky. Cirl/Cmad-click the merged landscape  change its method to Multiply. Reduce the Opacity to around
lzyer, add a new Mulliply layer on top and airbrush a cool blue 204 and softly eraze away highlights. Sharpen the image using
over the mountainiops. Heduce opacity a litfle. Effects==Focus and move the Amount slider to 4 or 5.
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Combine
3D models .
& painting o

Wrong Side of the Wall PTOQresS

[t te f
2011 SketchUp, Kerkythea, Painter a smooth 3D workflow

&6 This tutorial will demonstrate how to use
Google SketchUp to produce a city scene @@

John Malcolm Freelance illustrator

piece of 3D-modelling software can
cost a lot of money and can take
years of study and practice to

— : : master. Luckily, Google's SketchUp 8 is
E;ggﬁ:qi’;ﬁ:;ﬂgg?f absolutely free and has a less steep learning curve. In
amazing artwork this tutorial I'm going to show you how | created this

- city scene, how | used a second free program to

render SketchlUp's output and how | finally brought
all the bits and bobs together in Painter.

The whole process of rendering this scene is quite
a long and complex one, but once youve mastered
the basics you can use that for the rest of the
workflow. In this step-by-step, therefore, I'm going o
cover just the creation of the tallest skyscraper in the
scene as the same techniques and principals were

the scenes

tistinfo

John Malcolm

Fersonal partiolio site used for every other building and object. There are
W extra resources for you to enjoy on the disc, such as
Software used Painter, the individual SketchlUp files for many of the
Photoshop, ArtRage, buldings as well as a couple of files which show a
SketchUp, Kerkythea walkthrough of some of the other elements. For
Although worlking full time , .
for a local newspaper example, the file called '02 Creating the high rise.skp
group, John has found his has twenty-seven scene tabs along the top. Clicking
E{imﬁ m‘lﬁmggﬁ?i”g on each of them in turn when open in SketchUp
Starting with ' walks through the creation of the high-rise flats in the
photornanipulation in scene with annotations and explanations
ﬁﬁggﬁgﬁﬁfﬂ ’,:ﬁi“:gs In addition to SketchUp | used another free piece
from scratch using Painter, of software called Kerkythea, SketchUp is great for

modelling, but not so good at rendering. Kerkythea is
available from www.kerkythea.net, and to use it with
SketchlUp requires two things. You must install the
main standalone Kerkythea program, and you must
install its SketchUp plug-in called SUZKT. I'd
recommend geatting all the various materials and
model downloads they offer. To truly see what this
program is capable of, I'd also recommend their
forums, as they are the best place to learn and get

to grips with these useful tools.

Step 15, Dl god e
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lll PAINTER

- A good foundation | begin by importing an
empty city block component | prepared earlier, therebry
creating a space for my skyscraper to it on. See the file called
01 Creating the blocks.skp’, which steps through this. The anly
difference is that this block is 200 x 200m.

i

CR LRl - Bl | ela =l il e Rl Fal IaF i E-F 1
DEES ad 8 S acoan- ol P a s HEE M Ve, % Fo BL S E
(B e s .

LY
L4

B
&

Create a skyscraper

i The tallest building in the world is 83o0m - let’s make one bigger!

.1
‘Divide and conquer Press L to select the Line tool and run the cursar over the middle
of one of the sides of the block until you get the light-blue Midpoint inference. Click and then
head over to the other side and do the same. The block is now splitin two. Repeat this operation to
divide the ather way, and mark the centre point of your block.

¢

‘Circle to oval
Select the Circle toal
and click on the middle point.
hMove the cursor out, but
instead of clicking to set the
size, type 80m and hit Enter.

‘Onwards and upwards Select the Push/Pull tool
by pressing P Click once on the shape and start mowving
the cursor in an upwards direction. Type 1,000m and hit Enter.
Zoomwith the mouse scroll and {if you have one) use the middle
mouse button torotate the view. Holding Shift with this will also
let you pan. It's worth getting familiar with these shortcuts.

With the Select toal, Shift-click
on all four quarters of the circle
then press Sto scale. Mowve
one of the sliders inwhile .
holding Ctrl/Cmd until the VCB
measurement reads 0.80.

Em e e e e e s
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‘Groups are good Triple-click on part of the

sfructure to select it all then right-click and choose Group.
Select Camera=Parallel Projection and then Camera=5tandard
View=Front. Start at the origin point and draw atall rectangle that
hides your criginal tower behind it. Go to View=Face Stye=X-ray
and then press S. Scale the rectangle so it better matches the
shape behind it then furn X-ray off,

84| Digital Artist Collection

“An interesting shape Ciiliight-click on the block
and hide it for now. Lise the Eraserto tnm the straight
lines that fall outside the oval and then draw two smaller circles,
beginning at the middle points of the longer sides and ending
halfway to the middle, Now erase these from the ovearall shape.

‘Cut corners With the Line tool, split the rectangle into two halves from lop 1o botlom.
Press L again lo begin a new ling, From the tlop centre paint, mowve the cursor aleng the lop
edge, then enter 20m to mark a point this distance from the centre. Repeat going the other way.

Do
\g




3D MODELS AND PAINTING Il

% “The Arc tool Now create points that are 250 metres up from the outside bottom cormers -7
and press A for the Arc tool. Click onone of the top points and one of the side points and ;
youwill see the arc of the top of this part of the building being formed. Mowe the cursor around until

sketchlUp offers the cyan Tangent at vertex inference then click to confirm.

d

i 4

¢ ‘Round corners This s anoptional tweak. | chose
to madify the tower shapea further before maoving an. |
double-clhick onitto edit the group contents and draw small arcs
onthe sharp corners at the top. [ then use the Push/Pull tool on

| ] lhese shapes 1o push the urwanted bils all the way down Lo the

' botlom —until they disappear from the view.

‘Intersect the shapes Click culside the group to ‘Quarter the
closeil then use the Push/Pull tool on the second shape shape Repeal the

to extrude it through the tower, As one objeclis a group, they principles usedinslep6lo
don't interfere with each other. . . yet! Press Ctrl/Cmd +X to cut draw two large rectangles,
it out. Double-click on the group to edit it and then choose the one from the front view and
Edit=Faste in Place option. Select All {Ctrl/Cmd+A), Cirl/right- one from the side. Move
click and Intersect Faces =With Selection. these to divide the group into
o R — guarters and use cut, paste
e T = s UL LRI AN andiintersactng aces
b = wi RIS F

S |

“Time for some patience Thiz part requires a bit
of time and care. Erase all of the elements of the model
that lie cutside the intersection of the two shapes. The Eraser will
onby work on points and lines — it doesn't delete faces. Tumning
X-ray mode on and off can help this process along.

—— -
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A Perfect plug-ins

su:nclly [deal free additions to your SketchUp program

anutshell

Title: Protrude

Cost: Free .

every time Divide is pressed. Once there are Cost: Free Cost: Free

a reasonable number of different sized faces, ® SketchUp's built-in Push/Pull tool works well in ® This excellent plug-in makes rounding
entering suitable minimum and maximum height simple circumstances. It's limited, though, to only corners and smoothing out shapes easy. To
values and clicking Protrude will extrude them being able to manipulate one face at a ime, and it do so manually reqguires a lot of faffing about
out by random amounts. It was useful in this doesn't work on smoothed surfaces (like the exterior  with pushing, pulling and extruding shapes
tutorial for generating some generic city blocks of a cylinder). This plug-in makes these things (and along paths. This one also comes with excellent
as well as the surface of the flying craft. many more) possible. instructive documentation.
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Y 1

‘How many floors? Select a rectangle around the base of the tower then choose the
hMove tocl and press Ctrl/Cmnd once to move a copy. Click and mowve the copy up (the up
arrow will lock moverment to the blue axis). Click at the top of the model and type /249 and hit Enter.
Select all the copies and cut, paste in place and intersect them with the tower.

Kncglogur
Groups and Components
are useful features of
SketchUp. Make parts of
your model into Components
if wou wish to have more than
one instance af it in your
soena (the ather instances
can be flipped, rotated and
even scaled differently).
Groups are useful to prevent
existing geometry attaching
to anything alse.

&
¢ - Add windows Double-click on one of the compenents o edit it, choosing the Offset
toal and then clicking on a face where you wish 1o suggest windows, Mowe the cursor
inwards, then type 500mm and press Enter. Double-clicking on additional faces should repeat this
offsel. These can then be set back a bit with the Push/Pull tool and given their own material.
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Use Cird/Cmd-+Ato
select the whole model, make
ita Component (&) and press
Create. Select the Move tool
and shift a copy o the left.
Cirlfright-click on the copy
and Flip Along=Components
Red. UsaMoveona

comer and lock into place
with the eriginal. Select

both, Copy Move and Flip
Along=Compeonents Green,
then move those into position.

{ ‘Component time

‘More patience Mow use the Eraser tool, running

it down the sides to delete all the unwanted lines. The
building should now be divided into a LOT of floors. Cirlfright-
click onit and choose Explode the Group. Take time to hunt
around for any stray leflover lines, When done, turn Parallel
Frojection back off (Camera=Farallel Projection).

v -2 —
‘Materials Changes made to one quarter will now happen to all four. Select everything
and open the Maternials editor (Window=Materials). Click the Mew matenial button, choose a

colour and name it, then use the Paint Buckel tool to apply.

I
i
' ‘ |
¥ Ll .
i ‘Arrange and expart limport all of my models into
anew document. Buildings as components can be used
maore than once to populate the scene. Click on Export Model
to Kerkythea and make sure the Geometry says Yes (it can say
Selectionif something is selectad). Instanced should be turned

on. Repeat this twice, once with Clay active and once without.



‘Render Fend ering in Kerkythea can be as easy as
just hitting the Render button (your SketchUp sunwill

provide light and your SketchlUp materials will work). If's capable

of much more than that, though. | did several colour renders
aswell as some different types init that will prove useful for the
compositing stage of ourimage in Painter.

3D MODELS AND PAINTING Il

g Finish the image in Painter

Use blend modes, opacity and textures to complete the effect

‘Into Painter | ended up with four colour renders, each with different lighting and maad.
These included a clay-style render, a depth pass (greyscale with dark representing near
objects and light further away), a straightforward mask, a specular pass and one that only shows
where the windows and glazing of the buildings are.

R | ekl oy T

14343
SRR

‘Balance the
layers | load most

of ny renders info Painter
and paste them into one
document. Along with rmy
favourite colour image, | -1
also use one with a blue sky
{Screen 30%), the clay render
{Owverlay 50%) and Specular
Pass (Screen 75%). | played
around a lot with layer modes
and percentages to suit.

R e

"A quick tidy up |like how the image lnoks at the moment, but | have to spend some
time getting nd of a few niggles. There are black faces onsome of the residential high flats,
and the sky neads a bit of blending and smoathing. | get towark with 2 2B Pencil, Rob's Basic

(

-Dirtand grunge

The buildings on the
wrong side of the wall look too
clean, but a simple Google
search for free-to-use dirtand
concrete textures turmed up
some useful images. | brought
them in and aligned with
Edit=Free Transform:=Distort.
| witched their blend mode
to Hard or Soft Light and
reduced the opacity.

i

i1

1

ﬁﬁfﬁ-'mﬁﬁh&‘ﬂﬂﬂﬁ
f

and Just Add Water. | keep all this on a new layer called Tidy up.

Ll

‘Atmospheric perspective Mow utilise the
Depth Pass. Select its layer and turn iton, thengo to
select=Auto Select and pick Image Luminance. Turn off the

depth layer and create a new cne called Haze. Sample a colour
from the sky, select the Paint Bucket tool and fill the selection and

then reduce the Opacity of this layer fo 40% on Hard Light.

§ ‘Finish up Make a selection based on the Windows layer and, on a new layer with the

Digital Airbrush, brighten up some of the glazing in the image. Use the Glow Brush around
the edges where dark buildings meet light sky to add in a subtle, lighi-bloom effect. Finally, spend
some time suggesting mare detail on the naarer flying craft.
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Digrtal artists explamn the
techniques behind their
amazing artwork

o~ Tim Shelbourne
w Personal portiolio site
starvinginthaoarrat com

, Country UK
Software used Painter
Tim 15 an expert in mamny art
software packages and
uses decades of traditional
art media experience o
bring a loose, natural style
to his digital canvas,
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Flatiron BUIIdlng 2010 Painter

MASTERING INK STROKES Il

Mastering digital
Ink strokes

& Ductoits simplicity, pen drawing is ideally suited to both on-the-

spot sketches and more detailed
Tim Shelbourne Freelance artist

, studied studio drawings @9

n terms of drawing materials, few are simpler or
more direct than good old pen and ink. Drawing
with a pen and then heightening the final drawing with
a few loose washes of colour is a tried and tested
technique that has been relied on throughout the history
of art. And it's a method that transfers beautifully to digital

Due to its simplicity, pen drawing is ideally suited to
both on-the-spot skefches and more detailed, studied,
studio drawings. Corel Painter has a wonderful range
of Pen variants - but as we'll see here, one of the
most important things about drawing with a pen is not
the pen itself but the way that you use it to produce a
variety of strokes.

Pen drawings are all about balance and contrast. By
carefully taking advantage of the pen's pressure sensitivity,
we can contrast very fine, razor-sharp strokes with freer,
more expressive gestural strokes —and this contrast is
vital to building up a sense of depth and movement in
the scene.

Sketch out yourideas
-Prepare to draw Before you even begin to

It's also vital when drawing with a pen that you develop a
kind of ‘visual shorthand’, where detail is indicated rather
than described mechanically. In a pen drawing t's
important that every line has personality and energy. It
doesn't matter if a few of your lines are a bit wiggly or
thicker in some areas than others. What can be classed as
imperfections are actually vital in creating a lively and
engaging image, as opposed to a flat tracing.

In our tutorial we are using a photo of the Flatiron
Building in New York. The bustling streets of Manhattan are
visual fodder for an energetic pan sketch and the
architectural oddity of this particular building adds even
more interest. You'll discover how to create an initial sketch
from a photo and then how to apply the Pen brushes in
Painter. We cover creating all the tell-tale signs of a good
pen and ink image, including splats and dribbles, belfore
apphying a quick wash of colour.

You'll find the start photo on the disc in addition to a
bonus photo of the Empire State Building.

i, Setting the scene

use any inking work, it's always agoodideato g ;| 5 o4 I,E .
lirst make a simple pencil culling skelch to act as your P : X -l h’j B
guide throughout the drawing. Start by making a quick _:_T I ey = i L_ o' il'lr
clone of your start image and use the Real 6B Soft o i Ml ; l 5 ¥ e
pencil lo creale a light outline skelch. ot L ' = ) 1-;-. : .r-ir‘r
-3 il T W T
= | . % '_‘!J L l I ey ~L |
- o | |-y =T = =1l 5 : -
; .'-I ‘. : i |_|; -|.. Tl __.._._-_ :i' et o 'l. i ' 8 - E
I, & F ! =1 oy .-'_l . .l } i 4 _ i
y | AR T AT I Rt ] (e
; |~ I Sl i Lien S
. e 41 v '-:--1:[]-1]_1 L ] 11 1 b
1 F I v "ﬂ -__. - o ! - : |_ e 5 |
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— e A 1:"‘-_1.‘:' e gy I=_". o
f oy {*‘J!_"— o = i \ U ;," ! \
fia | 8 = —— LE __‘*"gl
: -A quick sketch Don't go into too much detall here. Just
, something simple will do fine, cutlining and placing the main
i B components within the image itself. Resist the temptation to trace too

Closely —we simply want to capture the essence of the scene.

Working
Progress

Learn to use the Pen

tools in Painter
oIl | I
ey b
1 ) 2 A
et i
"t - | .
T Bk o III._.J
1| 1 .r.. L .
" L o |
'.-\._. FL:' 1 _r . |
L

_ﬁE{.- 1, ” f1L*J'J';. e}
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Create an impression rather than

Keep things simp

le

cusing on too much detail

Y-
‘Choose a pen With your pencil sketch completed, click the Tracing Paper button to
hide the image and add a new layer. Mow choose a near-black for the Foreground swatch
and choose the Pens category of variants. We want to start with a foundation of very fine lines here,

a0 choose the Real Variable Width pen.

"

- "h-—-ﬂf‘i.
"
b "ug -
.
-
=

dn e S|
1Al ‘hﬂt&

‘A simple outline Firstiocus on the outiines of the
buildings. This pen isvery responsiveto pressure, souse it
al a slightly larger size than you're comfortable with and very light
pressura anyour shylus, This means you can go from a needle-
fine stroke to a slightly heavier one with just a little more pressure,

WL

‘Visual shorthand It s important o indicate rather
than draw mechanical cullines. Work quickly, developing
a kind of visual shorthand that expresses outlines in a simpleway.
Broken cutlines are good — much better than perfect, straight lines.

le
Sghool

Artgenresin
anutshell

Ink and wash

Amajor player throughout the history of art

-.__...;-."' -

: ':'Dauhling U You're simply building a framework for further drawing here, so continue
io loosely outline all the major components in the scene. Very fine double lines workowell in
places, so use these here and there to bring a spontanaous and sketchy feel to the drawing.

Hung-Jen
Endless Rivers and Mountains 1661

@ For centuries, Oriental art has relied on ink and

wash. Although the artist used a brush here, the

sinuous, fluid lines can be an inspiration, even when
-_kdepicting our very modern subject.
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Jacques-Louis David

Mapoleon’s Arrival Before the Town Hall 1805
@ Ink and wash has been used for preparatory
sketches by many artists. With such a direct
medium, it's ideal for establishing the subject and
describing the play of light and shade.

Arthur Rackham
Giants and Freia 1911

@ As in this Rackham example, ink and wash is
also perfect for finished, precise illustrations.

Rackham’s of line is evident here in the
depiction uf"nlf;t;z:rm and texiures.
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"Indicated detail In penwork, the trick is to give 1 TYITW, A M_T*
the impression of detail without mechanically drawing ! 2
around every single detail in the scene, so for the mynad of
windows in the main building we need fo choose a suitable pen.
Select the Thick and Thin 5 vanant, and via Window=Brush
Confrols=Size set the Minimum Size to around 40%.

Emhrama the blobs! This penworks with ink at varying cpacity, dependent on

pressure, which is ideal here, Startto addin the indicated windows with shart, fast strokes,
endingwith mare pressure onyour stylus. Make the most of the little ‘blobs’ that varying the
pressure on this brush can produce here, and indicale the windows very simply.

‘Darks for
balance i this

stage it's very important to
begin establishing the darkest : . |
darks inthe scene. Choose 1 . . - = W —-!
the Scratchboard tool from [ ‘ . . s < QE i /
the Pen variants. Once again, "'”"‘ L8 -
use the brush at quite a large
size, controlling the width of
your strokes via the pressure
Vou use, Your strokes should
follow the contours of the
forms, such as the figuras.

' ‘GE‘I:Iing bold To define the foreground elements from

the features in the distance, use this brush to emphasise
the outline of the foreground objects such as the signpost and
the signs. Once again, use short swift strokes, paying close
attention to the pressure you apply o the shylus, Use very light
pressure to add lots of very fine contour lines here.

o %
-~
s
.,.ﬁ
:.' B

o~
r _"'.

-

The wonder
of washes

Fen drawing can realky
benefit from the addition of a
little cokour and tone. You can
add this with some simple

-

. I3 washes. First use the Runmy
= A Pl - ‘Follow the Wash Bristle brush from the
- L . contours Followin Watercolor variants to add
5 *‘ ; | . . g overall subtle washes of
Lt | el = : contours is the key to colour, Remember to keep
% . successful penworlk, =0 these washes light, just
- " suggesting the local colours
3 _ ll I "‘ J' whers youhave a Tlat. vertica! withir the scene. On top of
| ‘ -——=" -'""- surface such as within the this, vou can use the Broad
| A M | i = ] i\ E vehicles in the fareground, ﬁgiﬂf bru_shtfrc;m tgg glgtﬁ'
: - i er varnants to a rper
make sure o use plenty of sirokes of coloLs, ghing the
Slmple is best For small areas of foliage, use lots of curved, descriptive strokes and vertical strokes placed closely soane more form and
dashes with plenty of pressure, quickly lowering the pressure as you stroke, to end invery together. Once again, indicate Eggmﬁnhgsﬁﬂ?nﬁtﬁ:me{
fine points. Again, we're using this kind of visual shorthand to give the impression of foliage rather fine details by using very little scene itself. Don't paint too
than carafully drawing every single leaf. pressure onyour stylus, much detail!
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= Bring the ci

= Refining your penandin

‘Mess it up To stop a drawing becoming mechanical,
it's often good to have a few more random strokes in
some areas. Choose the Leaky pen from the variants. This pen
places lovely random spots of ink around your stroke, and used
at a small size here, it can add a little confusion and interest to
darker, more textural areas such as those around the foliage.

J 111.;:1.” .I 'I ,[ J fﬂ_
.I"- H"I " : ! ‘:| i i
L i '_—"_"'=i-_l
il 111 (h T "l C

:L"‘”HEI .-l. . — —— ,.-:"'"f‘
FTIIEA P iR

—w i

EGDan}’ of line Because we'll depend here on the washes and dabs of colour to
build tone, there's no need for any solid areas of shading with the pen. However, choose
one of the small Croguil pens, and with a feww sharp incisive lines, indicate areas of contour and
detail in H‘ue distant huildings

to life

{ masterpiece

‘Sp-untaneuus lines Return to the Real Variable Width pen. For descriptive areas of

contour detail within the foreground elements in the scene, it's good to develop a technique
of drawing quickly and continuously, without lifting your stylus from the surface. This will resultin
energelic, sinuous lines thal will add a sense of spontaneity 1o the drawing.

Usmg whlte

As well as using black to actually draw with when working with
pens, it might be sunprising that white can be very useful too!
Lsing white with your pen can be very handy for breaking up
very dark areas where you might have become a bit too heavy
of enthusiastic with your black line work, and this applies
especially when working digitally as we are here. Using white
with the pen is also very useful for adding clarty and space
within areas such as the letteri Ing on the signs at the very end of
the drawing process, when you've apphe-::l the colour washes,

Digital Artist Collection

-Sharpening up Howit'stime to get back to the main
building, so once again choose the Real Variable Width
pen. Atthis stage we need to clarify the detail in the building a
little, Start by establishing a few of the perspective lines batweaen
the rows of windows. The guicker you draw these lines, the
straighter they will be.

P

PAE

=W, ,nm] | "

t ‘Resolve the details Mowyou can begin to clarify the distant windows. Thisis a

simple case of adding a few sharp strokes here and there to sharpen up some of the hard
edges around eachwindow. You can also indicate the small decorative elements around each
window, using very little pressure to skefch in quite simple shapes.




‘Love those letters! The lettering on the

foreground signs can be indicated very simply
and broadhy with fine, fluid lines. Use deft, energetic
strokes here rather than trying to draw each letter
carefully, giving the lettering a sketchy, casual and quite

indistinct appearance.

MASTERING INK STROKES Il

I

r

Ink in other
programs

Although we've used Corel
Fainter in this project, yvou'll
find brushes in a number of
other programs that can be
used effectively for simulating
natural pen strokes.
Essentially, any sharp brush
that can use pressure
sensitivity In terms of sze can
be used in a pen and ink
sketch. Photoshop n
particular has a group of
Calligraphic brushes that
wiark very well, and also a
Rough Ink variant. Corel
Sketchpad has the excellent
Inking pen and pen vanants,
which are very responsie in
use and can produce
excellent results, Even Coral
Faint Shop Pro has a really
effective Calligraphy brush
that s very responsive and
capable of being used for
realty fine pen drawings.

Photoshop brush

PSP brush

N,
— “&\1\ =

Sketchpad brush

-

/ W
lllm |

ILIAN

""Happy accidents Add urther shading and inlerest 1o the signs by using the Leaky Pen variant

——— again to add a littke mare rough ink detail 1o the signs’ surface. Although this creates quite a randorm
' _.-ﬂ_-":...i | paltemn, these marks creale an effeclive ‘accidental’ feel lo these areas.

-

"Review and refine Take your lime now to review the drawing from a distance, and use the Real Variable Width variant
lo add any final touches of detail. Leaving the anginal pencil skelch layer visible adds 1o the natural media feel, bulyou can
reduce its visibility if needed in the Layers palette.
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Tessellating
shapes

Use Painter’'s unique
Malke Tessellation tool to
add geometric abstracts
to all kinds of painting
and illustration

Source files available

Cketch Up model

e Seles

Digrtal artists explain the
techniques behind their
amazing artwork

Joe Cummings

Personal portfolio site

cummingsillustration.com

Country UK

software used Painter,

Photoshop, SketchBook

Pro, lllustrator —
| hawe bean working for 20 i

years as an editorial
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TESSELLATING SHAPES

Digital painting
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Bl PAINTER

New World Cathedral 2011 painter, Photoshop, SketchUp

@b Painter's Make Tessellation tool can be employed to add bold colours and strong

design elements to your image for an inspired architectural scenc @
Joe Cummings lllustrator

‘Where to

tessellate?
The aim of this tutorial is to
paint & landscape containing
aprominent architectural
feature in arder fo house
some inferesiing examples
of tessellation. After unning
thraugh some thumbnail
ideas, | setiled onsomething
resembling a cathedral,
perhaps on another world
oraven from our own future,
This building will have large
slained-glass windows thal
are reflected in a surrounding
scene of water,

f you want to create the appearance of tiling or a
mosaic in your painting, Corel Painter provides
you with two very useful options; the Make
Mosaic and Tessellation tools. The Make Mosaic
tool enables you to paint mosaic brushstrokes (or lines of
tessera, as the individual squares are called) onto the
camvas, while Make Tessellation is more like a filter that
affects the whole image. There are a few features that both
have in commaon, but it is how to work with the tessellation
features that we are going to concentrate on in this tutorial.
A tessellation is a pattern of inferlocking shapes that fill a
surface without gaps or overlap. There are many well-
known examples in art, design and architecture, ranging
from the intricate and beautiful decorations of the Alhambra
Palace in Spain to MC Escher’s clever, mathematically
inspired tilings of morphing animals and everyday objects
There are also countless examples in nature too. Look
closely at the ribbing of a dragonfly’s wing, the texture of a

pineapple or the strange hexagonal columns of the Giant's ‘Start in

Causeway in Morthern Ireland. Painter's Make Tessellation SketchUp

tool enables you to easily replicate these patterms Google SketchUp is great
The best way to apply the tool is to simply assign your to quickly carve out 3D

image as the Clone Source and, from the Make models for references. l'won't

Tessellation dialog box, choose Tessellate from Clone describe the steps here, but

Source. This will turn your image into a mosaic. But that's | recommend you try this

not what we are after here. The Tessellation tool when used  program. | made a simple
in conjunction with the options of the Make Mosaic feature shape, inspired by Notre

provides you with more room for expression by enabling Dame Cathedral, pushedin
you to increase the density and size of the tiles as well as some recesses forwindows
giving you the ability to colour each one individually. then copied it several imes.

‘Basic shapes

Having aranged
the lighting and found a low
angle, | exported a 2D render
nto Photoshop. | then used
the Polygonal Lasso tool to
trace around the bulding and
create all the basic shapes on
their own layers. Each shape
was then filled. Using the
Levels command, | adjusted
the values of the different ‘Save selections by big plan was to fill the windows of the cathedral with a colourful tessellation, therefore itwas helpful
objects (o create distance., to have the shapes of these windows on a separale layer. You could also save the selections as alpha channels.
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TESSELLATING SHAPES Il

‘More atmosphere For the sky, | made a series of long harizontal shapes with ‘Cracking rocks | cpened the image in Painter after
the Lassotool, erasing sections to make it look more atmospheric. | then reduced the adding some light beams by blurring long rectangles and
Opacity to 10%. Ona new layer | used the paintbrush to rapidly draw contrail-like lines of different using Distort to adjust the shapes. In Painter | set about painting
thicknesses. Again | reduced the opacity and merged these layers with the background. the landscape and rocks using Acrylics for blocking out, Pencils

for cracks and, finally, a Hard Chalk and the Eroded Pavement
paper texture to easily reproduce a stone appearance.

“500 points hext, | chose a light yellow for the canvas
background and opened the Make Tesselation dialog,
also foundin Esolerica. | selected Pieces from Display. There are
sevieral ways lo add tessellations, but | chose Random Paints. If
you wanl mare than 500, keep adding a further 500 poinls

AihhA W

‘EsotericaForthe
tessellated windows, |

opened a new canvas, went to
the Effects menu and selected
E=oterica then Mosaic. |
adjusted the size of the grout
{pottom slider) that appears
between tessellations. There
15 alway's a certain amount of
trial and error involved, but for
my purposes | chose avalue
of 2.5. | also picked a colour
tbefare hitting Done.,
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I It A BT OO AT ‘Creative colouring Mow| recpenad the Make since version 10 and always
‘Further points | dragged the Make Tessellation Maosaic dialog and selected the Change Tile Color tool ffr"]';? I'[[:'IEE” ;: 'gﬂﬁﬁﬁ [}PE'I
dialog to the side to 2ee the whole canvas. You have the (third from the right). The drop-down menu gives you option to method for a layer, the menu
option to either draw some strokes on the canvas to add more change the colour or darken, lighten, tint or vary the tiles you ';'DU:E’ 'T?ﬁﬂ'mﬁ'bf close. In
. . . _ . . , ainter 12, howewver, you can
[:uc-|r"!t5 ar, as l did here, click continually to m;rease the der?auty in nawe CI-E'jElEd. Theafe options add the ng-:essar y creatvity and uze the armow keys to scroll
particular areas. | gradually created the outline of a gaunt figure. expressivensss toliven up the tessellation process, through them
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‘Modify it'simportant e | 1 Transforming windows | created several ¥
to bear in mind that 2 - 5 more tessellations and saved them as JPEG files. | 200000
onceyou have made a & ' - | then opened them and dragged each into my painting. Using ;
tessellation you cannot alter it. ,"_'E - F¥u  Free Transformand selecting Distort from the Property Bar, |
You can, however, modify the E T — | manoeuvred each tessellation into each window recess and
o’ changed the composite method to Overlay. | used the window
e

shapes created earlier to select and tnm the tessellations.

colour of the tiles and grout
through the Make Mosaic o -
dialog bax. My figure does not ‘Surface control ‘Ripple effect
need to be too precise, sowith Toturnthe grout into R R Duplicate parts of
everythingin place | hit Done. lzad for a stained-glass ¥ ; the image, thp them and knit
Sl R LS A] window, | opened Apply SO : together using Distort for

Surface Texture from the 5. In Advanced Paintar
Effects =Surface Control

menu, sekecting Image 1 . explains howtocreate a
Luminance from the LIsing s, . ripple by using Focus=Glass
drop-down menu will create : _ ¥ ! Distartion, butyou can paint
the illusion of hard, three- N | Lo : the waves manually if you are

dimensional leading. C - 2R ' i crazy enough not to own it

N e
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TESSELLATING SHAPES Il

‘Inspiration While looking over the artwork | -‘Sphetize | reused a window tessellation for the dome

wondered if the architect of this building had looked o but first | opened the JPEG in Photoshop, made a circular
the surroundings for ingpiration. | decided to add a tessellated selection and used Filter=Distort =Spherize, first at 100% and
pattern to the exiraterrestrial rocks by overlaying some simple then again at 50%. Ensure that the size and resolution fit the

tessellations set to Multiply, employing the same method as the scene. | finished by overlaying a blue gradient.
windows. | erased parts with a soft eraser.

‘A sense of scale
| needed to draw in

some figures to give a sense
of scale to the painting. |
used a 2B Pencil and quickhy
roughed in some small, riobed
figures holding staffs onto
the platforms. | decided to
change the staffs 1o forches
and added some appropriate
Pighlights with a soft airbrush,

Dissect animage

Art structure explored
i :.‘-_ 1

Heart of the painting Although
your eye may be drawn to the figures,
the real focus of the painting is the

"Lighting highlights 4t this point | went round the painting checking how the light fell
glowing windows of the building. The oneach surface. Theflat rocks at the side of the building sat unnaturally blue against the
Make Tessellation tool combined with my colourfulwindows, so | needed to paint in appropriate tones with a Chunky Oil Pastel at a low Grain
SketchUp source made this job so easy. setting. | also painted in some rim highlights around the other rocks.

Overhangs Oddly enough, this is the -f'-M I _

part of the painting that | am most pleased arbling The undesside of the
with. The overhangs lead the eye nicely cathedral overhangs also neaded
onto the jutting rocks, but the addition some reflected light. | carefully painted

- of the reflected light really opens up the

ins ark ore with it
s TR 1 IR Fharhis. in some dark orange with the SketchUp

reference as a guide. The added light

Alien sky | needed to have a plain really enhanced the impression of
background to the monumental and volume on the square building. | finished
colourful cathedral, so0 a large area with
a few indications of stars was perfect for
the job. | did initially have a planet in the to MUltlF:ll'::,l' and used Free Transform to
background but decided to remove it, achieve the correct perspecive.

off by importing some marble lexiure sel

Scale These little figures are what
indicate the scale of the building. The trick
was to keep the detail to a mmimum but
include encugh elements to get the viewer
wondering. The addition of the glowing
lamps helps, | thinlk, to resolve this issue.

What, no waterfall? | wanted to

have a water feature — a gently cascading
waterfall trickling into the lake. In the end,
due to lack of time, | decided against

it, instead opting to add some more
tessellation at the fore to lead the eye In. o,

et

e
L
-

TR

.
-

‘Sharpen Finally | openad the filein

Photoshop and, holding down Cirl/
Cmd-+Shift+AlOpt+E, | duplicated the whole
image onits own layer. With this layer selected lused
smart Sharpen and Levels to enhance the overall
appearance of the now finished painting.

i
A
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Behiré%_
the sCenes

technigues behind their
amazing artwork

[llustration n

Artistinfo

Joe Cummings

Personal portiolio site
cumminasillustration.com
Country UK _ ‘

software used Painter,
Photashop, lllustrator,
SketchBook Pro

| enjoy discovening and

: TITRTTTTITTI RN
project As along-time
traditional illustrator, | find |
can work much faster and
more creatively this way.

LT L L
et
-l.I#

l .-"" :;:

LFI”‘W
THE ROYAL BOROUGH OF %

REENWICH

EWORLD HERITAGE SITE '7
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ESOTERICA TOOLS i

Add effects with
Esoterica tools

Working

Progress

Use Painter's Esoterica
effects for bold images

- —
i
"T"r‘-r‘-'r'-l-'
: ==
ke
Sfep 05, Seaich from Jeekchtp
IERERRE
williinnt

i"'

(5 fod o
step 1, Van Gogn Clone

P

Step 11, Warp in Photoshig

Esoteric Greenwich 2011 Painter, lilustrator, SketchUp, Photoshop

@0 This tutorial aims to show that Painter’s effects, when

used sensibly, can enhance and speed up your project @@

Joe Cummings lllustrator

o one can accuse Corel Painter of being
light in the tool department. |t has. arguably,
the most comprehensive set of artist's brushes
of any digital painting program. It also boasts a
powerful set of editing tools and filters, although in this
department it faces stiff competition from the mighty
Photoshop. Nevertheless, it is worth taking some time to
delve a little deeper into this side of Painter, especially the
oddhy narmed set of effects that fall under Esoterica

The temptation to focus solely on creating artwork using
Fainter's amazing brushes is understandable, but
occasionally precious time can be saved if there is an
autornated alternative. Given that many of these effects are
random and unpredictable, there is the added bonus of
finding new ideas and inspiration from unexpected results.

a0 what does Esoterica have to offer? Growth is a useful
tool for creating an organic, branching image, great for

r.:::::::

stylised trees and plants. It can also be used for cracks
and lightning. Mosaic is self explanatory and very effective.

Tessellation will effortiessly produce complicated tilings
that can help with designing stained-glass windows or
paved roads. Auto Van Gogh will spread Vincent's
distinctive swirling brushstrokes over your selection and
Pop Art Fill will add a dotty texture for those times you want
your image to resemble an old-fashioned screen print
Realistic marbled paper can be created with Escterica’s
seemingly daunting Marbling effect and, finally, should you
require a maze, Painter provides a one-click solution.

This tutorial aims to create an stylised poster design,
similar to the old London Transport underground posters,
using as many of the Esoterica effects as we can (o really
get to grips with these features. Hopefully it will show that,
when properly targeted, the effects are easy to use and
can help to enrich any image.

Introducing Esoterica

#. ¥ Use Painter’s effects to seriously speed up your workflow

‘Glorious
Greenwich |
The London Transparl il
Museurm has an 3
archive of old posters.
These ilustrate the
places of inlares!
served by each tube
station. In orderto
create a similar design,
| took advantage of
Ty own spectacular
London surroundings
in Greenwich,
Christopher Wran's

GREENWIC

glonous architecture, RLD HER | source. From the Effects
the rver and Menu, select Surface
R E I:N N 'L H Greanwich Park are Caontral=Apply Lighting.
an ideal source of Various options are open
-"}'E'l"' 11 E-E'T[ﬂs. inspiration for my toyou but | chose a simple

oWn poster.

“Fill the canvas
lopened anewfile
and filled itwith a gradient
la hide the while, Make
sure Two-point is selected
in the Gradient Library or
Gradient Control window,
and that the Angle slider is
setto 90 degrees. Select
Edit Gradient from the
drop-down and choose
appropriate colours. Lse
the Paint Bucket to apply.

‘Light source
Anotherwayto
create a gradient-like
background is tofill the
| layer or carmvas with a flat
colour and apply a light

Gradual Diagonal.

Digital Artist Collection
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Faj Brin%fin the buildin

vl .
Lt Combine

erent programs in your workflow

{‘Sketch from SketchUp The Royal Naval College

‘Use other software In this ilustration, the Royal
Cbsanvalory [on the hill) and the Clueen's house are in the
background and can be drawn as basic elevalions. This can be
done quickly inlllustrator as | did here, bul, of course, can easily
e drawn or painted inside Painter ilself

‘Chop and change | had a pretty good idea of the composition and colours to begin

with, but | ultimateby find myself chopping and changing all the time. Hera | put down the
background hills, River Thames and a foreground towpath. As they are so basic and on their own
layer, l'was able to try vanous colours and shapes to find the nght balance

102| pigital Artist Callection

ouilding is a little more challenging. Again, it can be
rendered directhy in Painter, but | find that Google SketchlUpis a
great resource for creating your own 30 references. The ability to
alterviewing angles 1s encrmoushy valuable.

3 s\

‘Tree grafting 1y first visit to Esoterica was for the

- na‘ip

TTTITT
.l’ IRRRNT ‘l’

‘Build the
composition

| gathered all the pisces
together and, using the rough
sketch as a guide, placad the
buildings in the appropriate
placas. I'simportant to pay
attention to perspective but
this will be a partially stylised
llustration sowe can lake a
few liberties with scale.

Growth effect. | wanted to frame the mainimage with
some tall, thin trees. Remember to first create a new layer and
select a dark colour. Copy some branches and graft them onto
others. Use Free Transform (CtriyCind +AIVOpt-+T) to distort the

treas into tall thin birches.

‘Custom
brushes For the

leavas, adjusting an existing
brushwas sufficient, | chose
the Leaky Penvariant, opened
the Brush Controls and
squeezed the circular dab a
little. | adjusted the Angle, set
Expression to Direction, Size
Expression to Pressure and
increased the Jitter value just
a small amount.

!

th

X
5

i

i

‘Leaf control
| created alayer on top

and behind the tree trunks
which, when painting inthe
leaves, enabled me to control
how much of the trunks
remainedvisible. | then held
down Cirl/Cmd and clicked
the trunk [ayer thumbnail to
selectthe pixels. | applied
abright orange gradient, a
colour that was fashionable
forthis style of poster.



ESOTERICA TOOLS Il

¢ -Van Gogh clone Nextlwanted to apply some  ‘Variable colours With the clone active, | selected the Auto Van Gogh variant from the
stylized texture to the bright, azure waters of the Artists category in the brushes menu, increased the Color Variability in the Brush Controls
Thames. The Auto Van Gogh effect in Esoterica seemed like and adjusted the brush size. Go to Effects=Esoterica=Auto Van Gogh to apply it

a good candidate for this. | first added some more colour to
the river to aid the process and then made a clone (File=
Quick Clone) to create a target for the effect.

& 1]

H B =
o =

|

~Try, try again You may have to hit Undo and try again to get the result you wanted, but
t's warth expenmenting with this effect as it can produce quite impressive results. For my
purposes | justwanted a small, unobtrusive section to add to my image.

"Grouting Next

up was Tessallation.
This was used o make a
decoralive towpathinthe
foreground. | crealed anew
file, opened Make Mosaic
andincreased the Grout o 8
for pold lines. | then opened
Make Tessellation and chose
Add 500 Evenby-Spaced
Points a couple of times.

:-C hange colour Reopening Make Mosaic enabled
me to colour the individual tiles by selecting the Change
Color Tile icon. Clicking the Color drop-down menu means you
can select Darken, Tint and so on, which are nice ways to paint in
variation, as long as you keep the Masaic dialog open!

‘Clone a clone | could have simply cut and pasted

the river seclion inla rmy poster butl decided to clone that
partion by opening the Clone Source window and salecling the
image | just saved from Open Source Image at the bottom of the
panel. | then used the Straight Cloner Varant to paint in the Van
(Gogh strokes onto my orniginal for more control over the effect.

‘Warp in
Photoshop

| opened my file in Photoshop
and placed the tessellation. R
Ising Transform=Warp, | then
distorted the tiles to the shape the E'fEC’t
and curve of my path. Taking Mary of the Esoterica and
it back into Painter | changed ;:;ﬁ:ﬂ'ﬂ%ﬂ%ﬂﬁ:ﬂ té‘nﬁ_
the Compaosite Method to therefore, it's handy to know

Hard Light and opened Adjust | that the shortout CirliCrmd-+/

: will open the last used dialog
Colors to achieve the best hue window. This will help cut

and saturation for the image. down an annoying clicking!
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Create graphic elements

Design some railings and geometric petals

‘Pop Art pops 4 quick way to add some interest and variation to the tree shapes is

to overlay a Pop Art Fill. First of alll selected all the trees by Shift+Ctrl/Crnd-clicking their
layers. On a new layer | filled this selection with a black to transparent gradient. Using the Pop Art
Fill changes this gradient to dots and creates a nice shading effect.

Elon

‘Maze solution Mot all Esolerica effects are

complicaled. To add some patlern o the sky | crealaed a
Maze. Filla new layer with any colour, open Maze, selecl a hue
and hit OK. Thal's it. | changed the Methad o Overlay, reduced
the opacity and dragged the layer down below the others

Using: |Cumrent Grad

Scale TS 8 4T%

Contrast TEE— 7] 200%

s s B i e . e s

Ardore & rteaf et
BEE
T H | 1 1: ;L“H = i i
AT Frwem | g toundTaten
p LT LR i . o e

‘Captured railing Existing brushes cannot be

adaptad to make a railing, so this time | made my own
oy drawing a simple rail on & new canvas, dragging a selection
around it and capturing it. | saved the variant and renamed it.

i

— THE ROYAL BOROUGH OF

(Building detail
With the painting '
advancing, it was time to

pay some attention to the WORLD HERITAGE SITE | B

buildings. The basic images - | . ’ﬁ :

are in place, soall | needed o ‘Essential text The text is an impartant part of the ' :

dowas paint over and madity postar and, fortunately, most examples from this era had = .

each. The domed college simple, bold, sans-gerif fonte making it easy to choose. Forthis ‘The first petal Iwanted to add some stylised flowers
needed the most attention, image |went for Blippo Light. | made each line separately layer at the base of the poster. This was done by making a

the others had maost of the and converted them to ordinary layers for arrangement. The text solid square, rotating it 45 degrees, selecting the lower half and
work done inlllustrator, was aligned centrally using Effects=0bjects=Align. dragging the selection down using Transform to create a petal.
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12 petals | duplicated the petal and hit Ctril/Cmd +Alt/f i

Opt+T. | dragged the central pivot point down to the base ! -l *“' SHBHH Y H#T 'TH ! 7'"—“-’-”-]—“-_
of the petal and, holding Ctrl/Crmd+Shift, rotated the petal 30 Ii i TR\ "][I EI'l”““l I” i ; 4 |

degrees. This was repeated a few times and the layers merged.
(1 \l)|

The quarter flower was duplicated and flipped using Edit=Flip
Horizontal, Flip Vertical completed the full flower,

e\ / )

=y (]

v\

K ‘Flowers completed | ananged some copies using the Layer Adjuster while holding
down Alt/Opt. After resizing them, | locked the trangparency and airbrushad some colour
anta them. | finished off by painting in the slems and, spatling anopportunity, exlendad some of
THE R( J F the uprights of the text o meel the lowers.
‘Old paper 2smost *Add blobs Our last visit lo Esoterica irvolves two steps, | wanled to add some old-
of us know, overlaying lashioned marbled paper 1o the surround, sa l first filled a new layer with colour, opened
animage of some paper Blobs from Esolerica and added 60 blobs al a suilable size. | repealed this a few limes with
texture is an easy way to different colours (it can be a bit addictive, so be careful not to go mad!)

createtheappearanceofage . T e ~ =

inapainting, but it can often
help to unify the numerous
elerments too. This texture is
set to Multiply and reduced to
A0% Opacity.

A
B ITI N
l‘E‘-_*glllllll.;
- _l

Deconstruct
marbling

The Apply Marling dialog
looks very complicated with
its series of obscure sliders
but a good way of warking
outwhat 1 gong on is fo
deconstruct a preset. Start
the process of marbling but
after loading a preset, click
on each step to see how the
recipe was created

Pl Minks With- | it Color -

Coad- JVEETTHR0

‘Adjust colours

With different elemenls
an their own layers, you are
never committed to keeping
lhe anginal hues andvalues.
With the marbling layer
selecled | opened Adjust
Colors (Effects=Tonal
Control) and expenmented
with the Hue, Saturation
and Value sliders until a
balancewas achieved.

P

-Laser treatment Finally, | added the ever-present
Greemwich Meridian Laser. Itis not switched on during
the day, of course, but it's so familiar to all Greenwich residents

Apply Marbling. Thig iz one of those daunting dialog
windows guaranteed to be closed as soon as it s openead, but
for our purposes we can simply load a preset from Painter's
library. | chose the impressive Rake Path and the result was set !
ta Multiphy. See the side tip for mare on marbling. | ’} ﬂ 1 andvisitors that | felt it needed o be there.

Digital Artist Collection | 105



= {
e By e :
] il = E
] = i
I r Ir I el I
[ H i
-+ | |
| 1
Im .f-.:r :
I JQ |..-;‘4'"
T
- L
|:‘ '_'_.I'

-~

%

Create an
antique glaze
effect

A Nightonthe Town

i0PaimteriGoogleSketchUp &5 Ermeran

e 1
-'_._._._ni-

The main aim of this tutorial is to == | (alﬂﬂf?f?
show you how to create a cracked A
glaze effect, as well as a lot of neon

~John Malculmfﬁelance llustrator
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§ Digital artists explain the
technigues behind their
Y amazing artwork
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Artistinfo

John Malcolm

Personal portfolio site
www.johnmaleolmi1970.
co.uk

Country United Kingdom
Software used Painter 11,
Photoshop CS5, ArtRage,
Google SketchUp

Whille wiorking full-time for a
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" Source files available
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'Set the scene Here's the sketch |

started with. Using Painter's Real 2B
Pencil vanant, | sketched over my rendered
SketchUp file. I've chosen Artist's Canvas as
my starting paper texture.

"Warm it up ©On a new layer
sandwiched between two copies
of the original sketch, | am basically
toning the canvas with warm brown
colours to get rid of that white paper.

When | was given a brief that had the words
‘steampunk’ and ‘Blade Runner-esque’ in it |
was over the moon. I'm a great tan of the classic
sci-fi movie and I'm partial to the steampunk genre,
At first | put the antique glaze effect to the back of my
mind, because | knew it was something that would
have to wait until the illustration stage was complete.

As the image involved a city scene with a lot of
geometric architecture and man-made objects, |
decided to use Google's free 3D application,
SketchUp to begin blocking out my ideas. SketchUp
is very popular, very forgiving and very easy to get to
grips with. It's an ideal aid to illustration. | studied
technical architectural perspective drawing at college,
but that was many moons ago, and | am more than
happy to do things the easy way when possible. It's
avallable at sketchup.google.com along with all the
help and tutorials you'll need to get started.

It was while | was building my basic scene that
many of the ideas that ended up in the final illustration
came o me. Most were beyond my 3D skills, but they
were duly noted down for later. Things like neon signs
in different languages, vehicles that look like hybrids
between a penny-farthing and a stearmn engine,
airships, an ornithopter that looks somewhat like an
origami crane, a robotic manservant as well as some
nods to the film Blade Runner and some other
sneaky references. | always like to leave some
questions for the viewer; is it a European city or an
Asian city? |s it set in an alternate universe? What's an

ornithopter? |s it a coincidence that the Absinthe sign
look a bit like the Coca-Cola font?

With a clean line render of my 30 scene | was
ready to start illustrating and get those ideas off miy
notebook and into Painter. | created a new document
in Painter at the required size, 470mm x 310mm at
300dpi. | brought in the results of my SketchUp effort
and created a new layer above this. | selected my
favourite vanant from Painter's Pencils category - the
Real 2B Pencil. While | was in effect tracing owver
something, | was open to adding extra details and
embellishments as | went along. | was also
reasonably relaxed and not too concermed about
following rmy guides too closely. When finished, |
dumped the reference, duplicated the sketch layer
and added a new blank layer between them.

| decided to mainly use the Artist’s Qils brushes for
this project and as | picked each one, ladded itto a
new custom palette. | first selected the Grainy Dry
brush and began toning the canvas with some dark
but warm brown colours. It helps to get rid of the
white as soon as possible. | wanted things to begin
dark enough to suggest that it is late without going
too dark too quickly. | varied the colours as | went,
fairty randomly, perhaps to hint at overcast clouds or
some kind of evil steampunk smog.

With all the nasty white removed from the canvas, |
selected Artists Oils==Wet brush. | was consciously
only using brushes that had a fairly thin appearance. |
didn't want any impasto depth on the canvas at this
stage. | roughly blocked in darker areas of the
buildings, differentiating them by varying the colours
used but still keeping it all fairly muted. It looked like a
muddy mess, but at this stage | was only creating the
underpainting so that wasn't a concern. As the scene
was o be set on a rainy and overcast evening, |
attermpted to create the effect of the bare minimum
flat ambient lighting, purely to define my shapes.

'Rough shapes A rather ugly, muddy-looking
mess. Luckily, this stage is supposed to be rough.

44
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7w Adding texture to your surface

" Painter’s Apply Surface Texture feature makes it easy

The first thing to do before using Apply
Surface Texture is to open your Papers
Library by going to Window=Library
Palettes=Papers. There are some great
paper textures available, but the ones | am
interested in have to be either loaded from
a Painter CD or downloaded from Corel's

website (tinvurl.com/PainterExtras). The

ones needed are called 'Crack Textures.,
papers’. | appended those papers to the ones
already in my Papers Library and picked the
one called Antigque. It's a bit more subtle than
some of the others in this library. Now all
that's needed is to run the Effects>Surface
Control=Apply Surface Texture command
and mess around with some of the controls.




' Deep light When painting the
base colours of the large screens
| stayed away from using pure white. |
used the Impasto Qil brush to allow a bit of
depth to build up.

“‘.Just add neon | darkened the

areas immediataly around the neon
and carefully blended with Just Add Water,
This helps push the signs forward a bit and
will also help when their glow is added.

ANTIQUE GLAZE EFFECT Il

Moving on to blending, | alternated between the
trusty Just Add Water blender and the Blender brush
from the Artist's Oils category. With the latter you
have o have a light touch as it lays down colour with
anything other than light pressure, For the sky |
blended in small circular motions. | usually keep at
most one or two working layers on top of my canvas.
When happy with sormething, I'd rather drop it onto
the Canvas and create a new working layer. When
wiorking with images this size, | find too many layers
can cause performance issles.

Lsing the Wet Qily brush | began to tighten up the
buildings, adding detail and blending as | went. | was
still keeping in mind that the scene isn't lit by sunlight,
Just a dull, overcast sky and perhaps a touch of
moonlight. Al this time 've been careful to keep a
copy of my original pencil sketch above my painting
layers. This helps o be able to double check things. |
slowly began to darken areas of the painting, making
some of the shadows deeper and making the road
and pavement surface very dark. | did this to help me
add reflections on the wet sireet later.

One thing to note is that although | was
concentrating on using the Artist's Qils category, |
didn't allow myself to be limited and was open to
other brushes, Sometimes a great way of deepening
shadows or enhancing forms is to use a Pencil brush,
some hatching and then a bit of blending.

| finally got some impasto on the canvas, using the
Impasto Ol brush and blocking in the large, central
screens, | didn't use white, but several off-white
colours, varying them for each screen. | didn't shade
them as | ervisaged that they would be seli-
illuminated as opposed to spot-lit

| used the same brush to paint the many windows

in the scene, again varying the colours as | went, A bit

of preparation with the Polygonal Lasso tool comes in
handy here to save yourself some time. | didn't select
each window one at a time, but instead selected
whole rows or columns and then held down Alt to
remove the in-petween parts. These selections can
also be saved for you to use later.

There’s more than one way to
get a textured effect in Painter

"l.:-‘-ﬁ_.!—u-f_ﬂ"— '-._

B, SRy pyr— -
‘Light sources and textures Itis possitle

1z light your texture from more than one angle with
arty colour of ight 1o create some interesting effecls.

AR y

“Chalk and grain Fainters' brush categaories
such as Chalk, Charcoal, Conte and the types of
Pastel interact wonderfully with paper texiures.

‘Multiple textures vary not only the brushes,
bul also the paper and colour and it's easy 1o build
up some intricate and complex effects.

“Inverting textures By clicking the Invert
Paper button on the Papers Palette, you can paint
the lower, darker portions. Great for skin fexiures.

Digital Artist Collection
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almost makes it too easy.

Make your
own paper

You can make almost
anything into your own
paper texture, Open it up,
0o to Effects=Tonal
Control=Adjust Color and
urn down the Saturation to
DR, Make a selection, click
on the menu fly-out on the
Fapers Falette and
choose Capture Paper
Mame it and use it!
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"The light fantastic This is
where the neon comes to life. The

Glow brush variant from the FX category

was created for exactly this kind of stuff. it

| began the first stage of the neon signs next,
painting them inwith the Impasto brush. This brush
can sometimes De tncky 10 get around corners with
when you're using it at small sizes. | just tidied them
up a little with my trusty Real 2B Pencil

Although the neon was painted in with an Impasto
brush, the signs and characters still looked a little flat.
| darkened the wall or signs behind them and
blended the dark areas. This helped to push the neon
forward a bit and would also help when it came to
producing the glow effect | wanted

At this point, | had some great fun creating posters
for the big screens. | drew and painted them in a
separate document before cutting and pasting them
in. It was a chance to reference the Blade Runner film
and also the author of the book it was based on.

When it came time to get the Glow brush out for
the neon, | had to take a multi-layer approach. With
the Glow brush at a fairly small size and sampling the
neon colour, | worked owver the signs directly on the
canvas. This very quickly gets white and hot looking.
On a blank layer above the canvas, using the same
colour with a large brush size, | went over the neon
again. This allows much more of the neon's colour to
spread out. | also took the opportunity to use this tool
to bounce some reflected light onto nearby surfaces,

Dropping everything to the canvas again, |
selected small sections of the buildings tacing the
street, copied and pasted them into a new layer and
fipped them honzontally while positioning them on
the street. | then erased any bits that didn't look right

' Foreground focus The foreground figures
make a nice group. The see-through umbrella
doesn't block the view too much and was easlily achieved
using a couple of layers and tweaking layer Opacity.

6' Rain reflections Smearing the reflected areas with the Just Add Water blender breaks it up

nicely and gives it a wet look. A selection makes sure it doesn't intrude where it shouldn't

merged these reflected layers, tumed the Opacity of
this reflection layer down to 50% and, after making a
selection only of the road and thin pavement, went to
work with Just Add Water. | mainly used horizortal
olending motions and varied the size of the brush
and pressure until things looked right

| next concentrated on the human aspect — adding
a couple out walking, sheltered from the rain by their
trusty robo-butler. Smaller figures across the street
are simple silhouettes due to the bright light coming
from the shop and bar windows. | hinted at rain drops
by drawing diagonal lines, but soon turned the
Cpacity of that layer down as | felt the wet reflections
suggesting the rain worked just as well.

Finally it was time to apply the antique cracked
glaze effect. This requires some papers that aren't
installed by default. You can find them on your Painter
CD or if you have a download version go to timvurl.
com/PainterExtras and grab the Paper Textures file.
| found the easiest way to add the papers fo my
Paper Library was by using the fiy-out menu on the
Papers Palette and choosing Paper Mover. | could
then navigate to, and open the Crack Textures Paper
Library and transfer across the ones | thought looked
most interesting and appropriate for my piece.

When applying the cracked texture | found a bit of
trial and error helped. It isn't always easy to get an
idea of how something will look in the tiny preview
window. That's why Painter has Ctrl/Cmd+Z. It's also
a good idea to copy and paste your canvas before
applying the texture. This opens up a whole range of
options from turning down the Opacity (to fine-tune
the effect) to erasing or masking parts of the cracked
glaze out. | had a few attempts ranging from barely
noticeable to something that looked like a Roman
mosaic tiled floor. | was aiming for a more subtle
effect and was happy with my final balance.

I'd like to finish by thanking two of the bar staff at
my local for kindly allowing me to use their
photographs as references for this piece, and I'd also
like to apologise in advance if any of the Japanese
signs are complete gibberish!



ANTIQUE GLAZE EFFECT Il

Cheat —
guide:

' Rocks are heavy Ensure 0 Reflected light Areas

Consistency Give

that your rock surfaces are of rock which are not lit your rocks consistent Weathering Rocks are heavily
true to your light source. This gives directly by the sun can still be features in your painting so that influenced by meteorological
¥murlrﬂ|:+:§ a sc-lilld app;?rirénfs. illumi;ated by hght t:tatEis reﬂect:;ﬂ theg; agpe.lal{a tc:ndbe part of ;#igdtg:r conditions. Here I've painted the deep
ry simple, angular rocks re rom the environment. Exaggeration  geological landscape - rather than -
progressing to either rounded or in this area can often work Just distributing different types grooves and r.cuun-:lrgd edges typical
complex forms. extremely well. at random. of a scft rock in a windy, desert
setting. Think about how rain might
affect your rock, or icy conditions, or
__—— Exaggerate! Don'tbe the pounding of ocean surf,
f,:"' afraid to exaggerate your
rocky shapes and vary

= your colours, especially
when working from
reference. Rocks should
never be boring!

il

Mineral veins To add interest
yvou could include veins of minerals,
precious metals or even different
types of rock, Make sure they follow
the contours of your rock, or else
they will look 'pasted’. Perhaps add a
bit of sparkle where the sun catches
the minerals, or some rainbow
colours if you're feeling adventurous,

Vegetation Rocks are often
covered by vegetation, especially in
damp locations like forests, stream
banks, moorland and coastline. Here
I've added moss to the stones
poking out from the stagnant puddie
Lichen is also a good addition to
rock surtaces, especially when
depicting crumbling statues or
ancient, mysterious stone circles
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Inside ArtRage 3

Make metallic paint

Painting dramatic skies
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“ ArtRage Is all .,.
about cutting out th?"

middemanand
reconnecting artist
d ca nvas ¢ =

Digital Artist Collection | 113



Bl ARTRAGE i

]
o
F . ..;--'-.‘r

ArtRag

Simon Dominic gets hands-on with
ArtRage 3 Studio Pro, while we look
at the history of the program

mbient Design Ltd is the and informal community. Perhaps it's
New Zealand-based for this reason that users of ArtRage
company behind are so very attached fo it and are keen
ArtRage. Still relatively evangelists of the product. From its
small and with an informal approach to  earliest inception ArtRage was planned
how it publicises its company structure  as a painting simulation program. As
(the most important staff member on creative director Matt Fox-Wilson
the Biography pages is the company explains: "ArtRage is all about cutting
cat, Tycho), it has a cottage industry out the digital middieman and
feel that's at odds with large imaging rekindling the connection between the
companies like Adobe and Corel. artist and the canvas. We don't want
Users of ArtRage have a gallery and  users to have to learn how to paint
forum on the company's website and again; we all know how to use a brush
regular contact with the development so why should we have to learm how a
teamn, which has given rise to a lively compuler wants us to use 3 mp L
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INSIDE ARTRAGE 3 &8

Essential
features

Quickly build up patterns and detail

Stickers The strange world of Stickers

At first glance Stickers appears to be a gimmick, buta closer
look reveals a tool with real potential - not to mention it
being great fun to use. Aninitially bewildering array of
settings allows you to squirt multiple shapes and
textures over your canvas ina thousand different
ways, to simulate everything from swarms of
bees to forest canopies to complex textures.

Simon Dominic

wiww. painteriy.coulk UK
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Cuson Lo

http:/icuson.deviantart.com
Hong Kong
llustrator

What media and software do
you typically use?

Pencil, acnylics, markers,
Photoshop CS4, ArtRage 2.5 and
Painter Classic.

How long have you been
using ArtRage?
| started using ArtRage about

VEar ago,

What version of ArtRage did
you start with?
ArtRage 2.5.

What do you think ArtRage
does better than any other
digital painting program?

It's user friendly and has a simple
interface. The brushstrokes are
very similar to real toals.

Elegant Girl EI]DEI Cuson Lo, ArtFtage 2.5.
JUst 1I|-n—- easy, Unc |rp| ated drawing
an elegant girl f aracler thal | did one day”

The rise of the Tablet PC made creating a paint simulation
product viable for a small compant like Ambient Design €%

= brush? We set out to try and make
everything as naturally accessible as
possible, so that anyone can jump in
and get right down to painting.”

This is the feature that all artists
using ArtRage mention when they talk
about the program. *| love how direct
the program is. The oils are just
fantastic,” says artist Jon Hodgson.
Animator Julian Furmagalli agrees: “It's
amazingly easy to start using it. You
just open it and start to doodle. It's
intuitive and is one of the few programs
with an artist-friendly interface.”

The first version of ArtRage — a freg,
Windows PC program —was
announced in August 2003. There was
a very specific reason why Ambient
Design Ltd started developing the
program, as Matt Fox-Wilson notes.

"We had spent some time before
forming Ambient Design working with

“A portrart of my

Cthulu Dadi, 2009,
Mora Mojas, ArtRage 2.

boytriend, Lovecraft style”

different image processing and
production software, including
Fhotoshop filters and 30 painting
software. The 3D painting software led
us to experiment with ways to use fast
rendering models o simulate the
appearance of paint on a surface, and
that in turn led to using 3D mapping
data to simulate how volumes of paint
might blend together as they are
pushed around with a brush. That was
the technical part. The real catalyst for
turning this techy concept of real-time
paint volumes INto a product came
when the Tablet PC started to appear
and all of a sudden there was a digital
canvas available with a digital brush.”
The rise of the Tablet PC and the
graphics tablet among artists and
consumers made creating a paint
simulation product wiable even for a
small company like Ambient Design,

' March 2005
ArfRage for Mac is
announced and goss
into beta testing,

| March 2004
ArlRage 1.0 is downloaded over
len hausand hmeas n o weeks,

i 1S b
Art Rag e h I Sto ry Tfae?ﬂtrﬁiragqe?;alfeg%tea lve
an e program's websile.

See how ArtRage and Anbient Design
Ltd, went from an acorn to a creative tree

June 2005
The Mac wersion of
ArtRage 1.1, for Q5
X, is released.

, December 2004
ArtHage takes the grand
prize in d drawing program
competition run by Microsoft.

» March 2004
ArtRage 1.0 s released
as a f| 8 |:.J|r|I|n:J

ngrarm for
Windows PCs

» December 2003
The first version of
ArtRage goes into
closed beta testing.

» August 2004
ArtHage is updated with the
release of ArtRage 1.1. The
program has been downloaded
over a hundred thousand limes,

August 2003
Armibiant Design Lid
announces the releass
of a free Windows

& program, ArtRage.
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Heroine, 2009, Jon
Hodgson, ArtRage 2.5.
“Fraom my how-1o art book
Fantasy Art for Beginners”

and the pr[h_il_u_’[ certainh J,. tC n[rh off, T.".'[r

200 I4 rhr- fr-f:"n: ruﬂ'f-- Are h "1-’1 clo ':PHJ
Lo over ten thousand downloads. A
few short months later that figure h.-_1.L1

creased to a hundred thousand
downloads, and ArtRage had taken
the Grand Prize in Microsolt's
prestigious ‘Does Your App Think in
Ink?” competition. By the end of 2004,
ArtRage was becoming a cult classic
among digital artists.

In earty 2005 a version of ArtRage was
announced for the Mac, and in the
summer of that year ArtRage 1.0 made
its way into OS5 X. More users were
soon able to embrace ArtRage’s
unigue features and discover its
potential. In its initial version ArtRage
was a simple and pared-down
program, and sometning of that ethic
nas stayed with 1t to this day. "It sounds
a bit odd to say, but in a way the aim is

o create a better emaronment for

{ January TMay "0 {August = Tduly

2006 ArtRage is updated Crwver a million copies of the ArtRage 2.5 is released.

ArtRage 2.0is to version 211 free version of ArtRage have The free Starter Edition

announced. niow been downloaded. follows a month later.
January July “000 May sNovember
2006 ArtRage Thumbnail Viewer ArtRage Frea A bowed edition of the
ArtRage 2.0is is released, allowing users Edition braaks the product, ArtRage 2.5
released for to view painting files easiy. two-million Plus, is released.

Mac and PC.

creativity by gnving fewer options and
tools," Matt Fox-Wilson told us. “In our
earliest versions we didn't even include
Zoom, which we were pretly nervous
apout until we got a great email from a
professor teaching art at a university

somewhere, who told us that rPr‘r‘H"l'-,"ir"IQ

I'||-: |:Ia urF--:I palnnnq 50 |It-.-.r.::n—- If you
can't zoom, you can't pixel-poke and
you're encouraged to just create.”

The next few months seemed guiet
for regular users of Ambient Design's
website, who had been drawn there by
the ArtRage Gallery. Then, in
Septermber 2005, Ambient Design
sta rtn=-r'1 Iﬂ;q_L-'|r|-j teasers about a new

.-—'.I"TF'urElQ'..-.- -_'.D came on '-‘dlp a IZIZ.ILJFJ|"-:.- .___.1
weeks afterwards.
ArtRage 2.0 built on the features of

its prr.adn.:.'u—' s0r, combining ease-of-
it-0n media emulation and

as |rr|rJIr= {-'|"-{'.| ant interface. It was now

available in a Free Edition as well as a

low-priced complete version, This i

downloads barrier.

INSIDE ARTRAGE 35

Essential
features

Playing with layers, colours and watercolour!

83 Watercolour
A brand new Watercolour tool

Hooray for the Watercolour tool!
Through the Settings panel you
can configure your brush
parameters, such as the dilution
factor of the paint, colour bleed
and whether the paper is wet or
dry. The results are strikingly
authenticand the way the paint
e interacts with the paper.

sellings

- . - - '-_|-"-
..'-I.'I_. {1 r .,'-_-‘..

I _."ré I e & _.,". 1% 1

Provy s Thinines

Luﬂdlr'l;! E‘.-"-I ot Dlead
Popor Wiol v X

ingla-Diry o L

Auto Choan o X

Layer adjustments
Improved Layer tools

Anumber of enhanced layer
options have been added in this
version. You can now blur layers,
perform colour adjustment and
choose from a long list of blend
modes, all in typically easy-to-
use ArtRage fashion.

&
Loty

(A

Colour Picker
Multiple Colour Picker layouts

The new Colour Picker is much improved over version 2.5. It
can be configured in several ways, with the major
divisions of RGB and HLS being further subdivided into
sub-options, suchasLH/5and BG/R.ATint and Tone
Picker isalso available in addition to a Precise Colour
Picker and custom options.

@
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Foray, 2009,

Cuson Lo, ArtRage 2.5.
“Most of my artworks are
nspired by Ashley Wood,
ke this one.

mp caused an upsurge in its popularity
The free version was a fairly small
download with an efficient installation
process, which made it accessible to

alrmost anyone

Meanwhile, the full version and the
special Wacom edition (which was
bundled with Barmboo Fun graphics
tablets) provided more experienced
digital artists with a full feature sat that
included some great innovations. The
canvas textures and customisable
depth, shine and colour controls for
them meant that users could emulate
oil painting, encaustics, acid efching
and much more. Metallic paint, glitter,
stencils and the unigue, real media-
based brush customisation system
made ArtHage attractive fo both
sernious and amateur artists.

This universal populanty isn't without
a downside for the developers,
however. “We have a problem (albeit a
nappy one) In that our user base
covers basically everyone. We have
three-year-olds painting in ArtRage,

als doing production work

schoolkids and elderly users who hawve
to view their screens through
magnifying glasses. Whatever we do
has to be able to work in all those
enmvironments,” says Matt. Unlike
Photoshop and Painter, ArtRage was
instantly attractive to a wide range of
users — over two million of them had
already downloaded the program Dy
the spring of 2007

It was in 2007 that ArtRage 2.5 was
released and this is the version that
most of us are familiar with. The fact
that it was designed for tablet users is
obvious from its interface — radial and

Essential features

Selecting tools, keeping a clean worlkspace and new ways with a palette knife

English Soldier, 2009,
Slavyan Stoyanov,
ArtRage 2.5.

A plkeman who fought in
the English Ciil War.”

temporal menus could be navigated
with the: flick of a stylus. Other features
ninted at its uptake among professional
artists. Support for the PSD file type
without dpi loss meant that print-quality
images could be bumped betweean
Photoshop, Painter and ArtRage.
sparent layers also supported

Support for dual-monitor setups was
initiated and the ability to pin references
to an image or use Tracing mode was
introduced. Stencils and rulers allowed
users to create precise shapes. With a
free Starter Edition available as well as
the attractively priced 525 full version,
artists seriously began to fall in love
with the program. “l think as a real
media simulator it is largely unrivalled,”
LK illustrator Jon Hodgson explains.
“The oils are wonderful and | love them
to bits. | love the elegant simplicity and

More functions

118 | Digital Artist Collection

Tool Picker

The existing Tool Picker panel
has undergone a malkeoveras
well asincluding a number of
new media types, such as the appropriately
named Gloop Pen. The stroke size is still
displayed ina percentage in the inner quadrant,
but round that now is an array of additional
functions including Transform, Fill and Text.

such as fog and smoke,

Palette Knife
A big smeary overhaul

The Palette Knife function has
hadan overhaul, making the
results more realistic, as well
as including two new options
called Blur and Wet. Blur basically does
what it says on the tin, and Wet is a flexible
optionideal for creating painterly blends

EE

the Tool Picker, can be minimised to tiny
square pods on the workspace by clicking
their Close icon. To restore the panels, just

Pods

Neat worlkispace

Pods are a handy way of
keeping your workspace
neat. All of the control panels,
even the Colour Picker and

clickthemagain!



real depth of the three variables of
Pressure, Thinners and Loading within
the Qil brush. There are a number of
features it offers which are available in
other programs, but ArtRage does
especially easily — stencils are
excellent, and the ruler is just brilliant.”
Croatian graphic designer Mora
Maijas concurs. “When | downloaded
rmy first ArtRage Starter Edition, | was
totally amused with the paintbrush and
palette knife effect. | spent hours and
hours just playing around with it and |
was amazed how simple it was to
create with it." Fellow graphic designer
Stefano Fiore, from Rome, expands
further: “| remermber perfectly the
afterncon when | tried the pencil for the
first ime. And today | can confirm that
this is still the tool closest to reality.”

ArtRage 3 Studio and Studio Pro are
poth something of a departure from the
program's onginal mission of
accessibility. These two are designed
especially for the growing user base of
arfists who work with the program

WNIDE ARTRAGE 35

ARTIST PROFILE

Jon Hodgson

www,jonhodgson,com
UK

Mustrator

What media and software do
you typically use?

| use Painter, Photoshop, ArtRage
and a little llustrator,

How long have you been
using ArtRage?
I've made senous use of ArtRage
Chasm Fighters, 2009,
Jon Hodgson, ArtRage 2.5. ROTE SO O YEETE Nch
A fighting retreal! ArtRage is
great for rugged scenery What version of ArtRage did

you start with?

00 ArtRage 3 Studio and Studio Pro
are new products, and they're built on
a new generation of fechnology
aimed squarely at advanced users 9

professionally. You'll be relieved to
know that Ambient Design still plans to
support ArtRage 2.5, and i1s even
plotting an upgrade for it. ArtRage 3
Studio and Studio Pro are new
products, and they're built on a new
generation of technology that's aimed
sCuarely at advanced and pro users,
particularly in the case of Studio Pro
MNonetheless, Ambient Design has
produced a feature set that will attract
users of all levels. The first thing that
will grab you is the new interface. The
ArtRage team had toyed with an
interface akin to other painting
programs but found that it
overpowerad the look and feel of the
program. “There was an entirely
different interface for a while. | played
around with retracting trays, and the
basic principle was working but it =

| had ArtRage 1.0 for a long time,
but never really got round to
using it. Subsequently | tried the
free version of ArtRage 2.5 and
fell in love. | think it really
dovetailed into what | was trying
to achieve at that particular time.

What do you use ArtRage for
and why?

| have three main uses for
ArtRage. | discovered how good
the Pencil tool is, 5o I'm doing a
lot of my skeiching in AriRage. |
also use the oils for blocking in
large strokes of colour to break
up my canvas, and begin to
define basic forms. | like to lay
down a really heavy impasto
initially, and work back into it. The
third use is an occasional one. If
areas of a painting get too
precious too earty on I'll take the
piece into ArtRage to lose control

a little,
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Nora Moja

N _
_ARTIST PROFI

Website: -

Country: Croatia
|0b: Graphicdesigner

What kind of art do you create?

It's normally unusual art, psychedelic, surreal and macabre.
But occasionally | get into my graphic designer mode and
make subtle, trendy, modern designs.

What media and software do you typically use?

| use all kinds of media, both traditional and digital. At the
moment I'm spending more time on my computer than
playing in the dirt of paints and brushes, which are currently
replaced with a Wacom Intuos 3 large pen tablet, Photoshop
and ArtHage, combined with InDesign and CorelDraw.

What version of ArtRage did you start with?
ArtHage 2.5.

How long have you been using ArtRage?
Since 2006. | started with Art Rage 2.0.

What do you use ArtRage for and why?

Primarily | use it as a sketching tool, as research before
starting some major oil on canvas thing. | find it easier to
sketch in ArtRage than on paper, because of the Undo
option. Then | try out some colours, see what works for the
motif, and when I'm satisfied | paint it for real. I've also found
ArtRage very useful when transferring rmy paper sketches in
senous Photoshop projects. To begin with, | take a photo

of my pencil sketch, then trace it in ArtRage. t's great,
because | get the basic palette from the photo, then | edit it,
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Progress, 2009,

Mora Mojas, ArtRage 2.5.
"This is an example of how | use
ArtRage when working on more
detailed traced pencil work.”
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- never felt quite right. The sheer
volume of controls was overwhelming,
and we removed it around the middle
of the beta period,” Matt explains. He
has returned to ArtRage’s standard
livery of elegant radials and unobtrusive
fly-outs and drop-downs instead. This
time however, the user is in charge. You
can shrink, expand, move and even
tear bits off your menus to keep them
accessible yet out of the way.

Meanwhile, the so-called Canvas
Fuck makes it easier to navigate
around your painting — ideal for Painter
users who are used to fluid zooming
and moverment —while cropping, copy-
pasting, colour adjustment and Free
Transform have all been introduced for
artists looking for the full digital
paintbox they've become accustomed
to in other programs.
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The most obvious advance under
the hood is in the new brush types.
After many user requests, a
Watercolour brush has been
introduced. Rather than develop a
special layer type (like Painter),
watercolours in ArtRage 3 were
implemented to feel wet but look dry.
The technology that powers this brush
also gave rise to others like the new
Gloop Pen, and to tweaks and
improverments with other brushes. The
Pencil has been smoothed and the
Airbrush tightened. For the first time
ArtRage offers Real Colour Blending,
an Impressionistic method of optical
mixing. Mow you can pull red paint info
blue and create purple right on the
canvas. There's a new Wet Blender for
perfect watercolour and wet-brush
effects along with a square Qil Brush

Secrets, 2009,

Stefano Fiore, ArtRage 2.5.
“I'm truly mad about the felt
pen! All the colouring is
done with this tool.”



Mui Chan, 2009,
Cuson Lo, ArtRage 2.5.
s & gift to my friend,

5 Jaint ball doll

as called Mui Chan”

20 If you've never tried ArtRage before you
are missing out on a program that looks
good, feels great and works like a dream @9

head, which can produce lovely
Expressionistic strokes. Like previous
versions of ArtRage, a metaliic effect
can be applied to the new brushes to
create shine and sparkle.

Another innovation is Stickers. This is
one of those exuberant, only-in-
ArtRage features like Glitter. Stickers
work like an image brush to spray on
pictures and designs, but there's far
maore to them than that. Matt explains
in detail: “Stickers are sort of like
chynamic clip art but they can carry
their own textures and reflectivity, and
each one Is a micro-layer that exists
within its own layer so you can spray
nundreds of these things on to your
canvas with the Sticker Spray tool and
nost-edit each one of them 1o scale,
position and tint it to suit your image.
You can build a beach from a thousand
which ones to
keep and remowve, or erase that one
pird from the flock that just didn't guite
fit wour vision, without damaging any
other birds. Personally [ use it to
remove the orange Smarties — | never
liked those. It's a really powerful
concept and of all the new tools this is
the one that we expect to cause the

biggest stir”

We reckon Maitt’s right. Even without
this awesome new feature, it you ve
never tried ArtRage before you're
seriously missing out on a program
that looks good, feels great and works
like a dream. It may seem simplistic,
but it's the same simplicity that you get
with a rainbow of colours laid out on a
simple porcelain palette, or from a
round-tipped sable brush. Download
the Starter Edition of ArtRage 2.5 for
free from www.artrage.com now and
we reckon you'll be handing your cash
over within the week.

Meanwhile, if you're a dedicated
ArtRage user already then this is the
product you've been waiting for, Iit's
packed with new features and
Improvernents to classic and unigue
tools, and while there's no free edition
this time round, it's more than
competitively priced at $40US for
ArtRage 3 Studio and $80US for
ArtRage 3 Studio Pro. You can buy
oth products directly from the
manufacturer's website, and there is a
discount for existing ArtRage 2 users.

This is a significant update o a great
product, and it could revolutionise the
way you produce digital art. Don't just
take our word for it — read on for anin-
depth look at the development process
from ArtRage's creative director.

INSIDE ARTRAGE 35

Essential
features

New ways to naviagte, copy and illustrate

Cut and Paste
At last, cut and paste!

ArtRage 3is the first version
to implement cut/copy and
paste. It encompasses
several options, such as
fixed shape selection,
freehand and auto-
detection, while providing a
choice of selection modes
and configurable edge
feathering. Best ofall, it's
fast and super-intuitive.

| Mods

Replace
el i =

Cledar Selection

Resel

Canvas Positioner
Easy canvas manipulation
The Canvas Positioner is a nifty
new tool that enables you to
drag, zoom and rotate the
canvassimply by clicking on the
gadget and dragging your pen.
These operations are still
available via shortcut keys, but
it's handy if you like keeping
your keyboard interaction to

a minimum.
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Ink Pen
Good news for cartoonists!

The Ink Pen is a great new addition for line artists. Building
on the basic pen tool found in most painting packages, it
goes much further by allowing you to configure a number
of settings, most notably the Smoothing option. Smoothing
turns your jiggly line into a curvaceous masterpiece -
invaluable ifyour line work is wibbly.

Digital Artist Collection
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Portrait of Matt, 2009,
Hans Deconinck,
ArtRage 3 Studio.

"A portrait of Matt Fox-
Wilson done in ArtfRage.”

Wind in the Desert,
2009, Stefano Fiore,
ArtRage 2.5.

"A Bedouin tribesman
from northern Afnica.”

How long did it take
to develop ArtRage3?

Around two anda
halfyears. We're a pretty small
team and there was a huge feature
set to getin there. We also have a
habit of redoing things until we're
sure they are right, which led to the
interface being redone a number of
times and large numbers of tweals
to the tools.

What did you want to achieve?
: The latest version is about
improving the tools and filling in
some of the real world gaps like
watercolour, along with the addition
of some digital utility tools that have
been heavily requested.

The interface was redesigned to
take into account changesin
hardware. Everything in the latest
version can be scaled dynamically
and rotated to any angle. That
means we're ready for horizontal
touch surfaces and higher
resolution screens where a standard
interface might be too small.

Flexibility was also a pretty key
component of the new design. We
wanted people to be able to setup
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Dungeoneers, 2009,
Jon Hodgson, ArtRage 2.5.
_r.fl: e for the German RPG

their workspace however they
want, so we added tear-off panels
and micro-utility buttons called
Pods that give quick access to
important functionality in a single,
small button.

What did users asl you for in

the new version?
The biggest single request we

had for the new version was a
Watercolour tool, so we added one
and it has been really popularwith
the beta team. Ourwatercolours
talee the same kind of approach we
took with the oils: simulating their
real-world counterparts and
maintaining some of that natural
unpredictability that give them
their appearance. Early
experimentation with liquid
dynamicsalso gave us the Gloop
Pen, which is a special effect liquid
pen that has a number of built-in
shape adjustments based on
real-time channel ops performed on
the strokealpha. The Inking Pen
was also a popular request. Unlike
the Felt Pen, this pen lays down

solid colour and has automatic
smoothing options to help iron out
some of the kinks that can appearin
paint strokes made with high
resolution input devices.

Setting aside the big tool requests,
I think the main request was for
more ufility. As the product became
better known we developed a more
professional user base and that
meant more requests for things like
click-drag brush resizing on the
canvas, straightline shortcuts and
that kind of thing,.

Ultimately I think we were being
asked to produce some new tools
and malke the product easier to use,
while notlosing the accessibility of
the previous version.

How did you implement that?
Watercolour was a hard tool
to implement. We had to rewrite our
stroke technology to handle more
dynamicinteractions with existing
paint on the canvas.
We did that previously with the
real-time oil blending, but the
Watercolour brush needed to be
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Refs 4 i A
New... | (=] Menu Bar ;
e J é The main menu bar, which gives
- : i access to all the core functions,
Reference Panel can now be reduced to a Pod in
— :l ;’ the same way as the other panels
v .
1= ¥ A
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Canvas Positioner
This cool all-in-one
function allows the
canvas to be
dragged, zoomed
and rofated in a very
intuitive way

When a panel is not in
use It can De minimised
0 a Fod and re-opened

simply by clicking. All

anels can be minirmised

Colour Picker
he Colour Picker can be configured to

display a number of vanants or set to

display your own custom colours

able to adjust the shape of one of those pieces of technology Around ArtRage 3 0/ And which of the new or
existing paint strokes as new wet that starts out looking quite specific gmg:?&;ﬁmm akes 3 improved features are you
strokes approached them. The but endsup being widelyapplicable ook al ArlRage's new and  proudest of?

other challenge we faced with to other tools as well. improved interface M- T'd say this would have to be

the Watercolour was making it
feel wet but look dry. When you
use a tool like that the dynamics
have to be those of live, wet
watercolour, but the appearance
on the canvas has to be that ofa
dried stroke. In the end I think it
waswell worth the effort, asthe
results look great and the
technology gave us not only the
Watercolour but significant
speed improvements to the
Airbrush, the new Gloop Pen,
and auto-smoothing in the Ink
Pen and Precise Pencil. [t was

14 Was there anything that you or
the users wanted to put into the
new version of ArtRage thatdidn't
work out?

VIF-W: There were a few things that
didn’t quite work out after testing.
Up until the early beta versions the
entire interface was constructed at
200% scale and scaled down on the
fly. The idea was thatwe coulddoa
high quality interface at double
scale for future high-resolution
systems. As it happened, the results
never looked quite right.

6 Ultimately | think we were being asked to produce some
new tools and make the product easier to use, without losing
the aCCGSSibility O Matt Fox-Wilson, creative director at ARage

the Sticker system. It grew out of our
desire to do cutand pasteinan
‘ArtRage way’, and ended up
providinga clipartstyle
functionality at the low end, and
really powerful instant detail up at
the high end.

The Sticker Sprayisa really
complex tool, but assoon as you get
to grips with it, you can build up
some amazing effects.

We started off justspraying
around flocks of birds and ended up
with automatic cross-hatching and
impressionist oil brushes.

Digital Artist Collection
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METALLIC PAINT =™

Make
metallic
paint

2010 ArtRage Studio Pro

00 Use the Metallic paint feature in
ArtRage Studio Pro to create areas
with a dramatically different feel @9

Source files available

Sketch

the SOles

Digital artists explain the
techniques behind their
amazing artwork

Jon Hodgson

FPersonal porttolio site
www.jonhodason.com

Country UK

software used ArtRage,
Painter, Photoshop

Jon Hodgson is a full time
llustrator and part tirme art
director living in Scotland
He works digitally, maosthy in
ArtHage Studio Fro.

lllustrator and art director

espite its modest price and apparent

accessibility, ArtRage has a lot of

hidden features and aspects that are

not often used by serious digital
artists. Cne of the most overlooked of these features
s the function of the Metallic slider.

Found on the Color Ficker, the Metallic slider
changes the appearance of all tools in ArtRage. Due
to its name it's easy to think of it as something for the
sunday digital painter who wants to make day-glo
metallic portraits of their pets, and of course there’s
nothing wrong with doing precisely that. However, like
so many of the features and tools in ArfRage, with a
little lateral thought it can prove itself to be a useful
tool for any serious artist's tool box.

What the Metallic slider does in simple terms is
increase how reflective the colour that's put down by
the tool in use is. This is an artefact of the way
ArtRage makes many of its marks; building a three
dimensional model of a mark as you go along. By
adjusting the slider you change how much light it is
that the model reflects. What this does to your image
In prachical terms I1s offer very nch colours, deeper
shadows and glistening brush marks. If you can
move away from visions of glitter glue and badly
made collages then it has some powerful uses

This metallic effect can be used all over an image
It makes for very strong colours and increases the
feeling of an oily impasto. It also increases the take-
up of the canvas texture, as is to be expected with a
more reflective medium. Using it sparingly can add
an extra dimension to a piece of work.

Most pieces of art rely on contrasts to create their
form. In terms of compaosition, ight and shade,
contrasts in colour and contrasts in shapes and sizes
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A perfect foil for painterly images

What is it that makes metallic paint metallic?

Metallic colours blend slightly differently

1o non-metallics. Due to the stronger
saturation, brighter highlights and deeper
shadows created, colour mixing on the
canvas can be challenging. It can feel like
the first time you use gils in ArtRage, slightly
out of control and slightly difficult, especially
if you're coming from a package like

Photoshop which offers very high controd.

It i1s times like these when seeing this as a
feature rather than a bug pays dividends for
you. Strange colours are thrown up as light
colours struggle to lie on top of dark when
using a high percentage Metallic setting.
This can provoke changes in the way you
paint, and that is no bad thing.

Loose sketch The pencilin
ArtRage Is a marvellous digital
drawing tool. Due to the flexibility and
forgiving nature of digital media, you can
start planning your image very loosely.

break up the picture plane and create the image. This
is also true in terms of material handling. Large brush
marks contrast with small as rough, scratchy marks
contrast with smooth, considered ones. And so it is
we can use the Metallic slider to create a contrast in
the look of the materials we're using. This can be
used as subtly or as outrageously as you desire. In
this image the robot character is painted with 100%
Metallic, in contrast to the background and
surrounding details which are painted with non-
metallic paint. This extreme variance in a small area is
Just one way to make use of the feature, and
experimentation will quickly throw up even more ways
too. Certain elements painted in Metallic paint,
scattered around the canvas, can be picked up by
the eye and create rhythm and pattern,

This painting begins with a drawing in ArtRage
using the Pencil tool. Any tool that makes a line is fine
for this purpose. You can draw with an Qil brush high
in Thinners or the Ink Pen tool just as readily.

Anything done at this point will not be visible in the
final image. When working digitally it is well worth
taking advantage of the totally malleable qualities of
the medium and working up a very rough thumbnail
sketch on the carmvas, then refining it step by step. It
can be helpful to bring in some tone o show areas of
light and shade. Generally speaking a midtone brown
is the most wersatile colour to use for this purpose.
Working quite quickly, we build up an underpainting
using washes of Watercolor on a tint layer. Generally
the Watercolor preset Unclean Brush works well for

126 | Digital Artist Callection

6 Underpainting Undemaint in metallic opaque

oil paint. Using marks that follow the form helps the
shape to appear more three-dimensional.

this. Once the layer is full we flatten it and make a
new layer. Building up too many layers isn't good for
ArtRage's performance, so in general keep flattening
as you go. Building in a variety of colour is helpful at
this stage, with some cool and warm colours dotted
around. Given that ArtRage really likes to pull colour
up from the canvas, planning ahead and plotting in
colour early is a good move.

Once the whole canvas is toned, with the darks
and lights in the right places and plenty of interesting
marks to work on top of, it's time o switch to some
opague media and get working with the Metallic
slider. In this image, the oils are used with the Metallic
slider at 100%. We use the Metallic Oil onby on the
robot itself — this will be the only area to use these nch
strong colours, Everything else will be muted and
non-metallic to emphasise the effect. Using dark, rich
golden colours along with some reds, a further pass
of underpainting goes in. The Metallic Qil is quite hard
to control, so we have to take our time and make
plenty of adjustments to the colours we pick.

Making the colours lighter than we would normally
choose can help us get the effect we want. Once the
burnished deep undertones are in place itis a good

e Textures Importing a real texture into your
design whether scanned or photographed is an
ideal way to add interest, keep one foot in real media and
cover canvas real estate fast. You can even make specific
paint textures for a given project if you want.




Rim light On this close-up of

the head of our robot, the main
focus, the variety of golden colours can be
seen in the second pass of metallic colour
with the opagque highlights sitting on top.
Getting that rim lighting right is crucial as it

makes for a believable image.

What it
doesn’t say
on the tin

What adding more Metallic
effects wor't do is paint metal
for you. You can't push the
slhider up and suddenly pant
perfect chrome. You have to
do all the work in picking the
right colours and applying
the right tarne to your image.
The metallic effect is
designed to make the digital
paint look metallic - not what
5 painted with it.

Reflections Attention to details
like the reflected green foliage
is another important point to observe.
Metallic surfaces appear shiny because
they reflect light and colour and that
includes the scene around them.

idea to switch to non-metallic oils and work up the
surrounding areas so that everything progresses
simultaneously and we keep our tones at the right
relative levels. If you work one area too far it can
make for a bitty image. A big part of making the
golden tones of our robot really pop will be the
contrast with the cyan coloured window, and it is
worth getting that colour in there about now so we
can see how it looks while we work,

MNext, a texture is imported as a new layer just to
break everything up and add further visual interest. In
this case it's a photograph of a bronze statue in close
up, which seems appropriate!

The next step is to return to the Metallic Oil paint
and really work on the details and the midtones of the
metal areas, pushing more towards yellows, golds
and mid-oranges and leaving the darker areas
showing through in the shadows. This takes the
longest single period of time, and it needs a lot of
care to work with those slightly difficult metallic oils.
You can hopefully see the build-up of deep metallic
colour and fexture that begins to appear. Because
the marks are so shiny and really show off that
impasto feel, you need to take care to have the marks
follow the form of what they are supposed to be
describing or they will look unrealistic.

A couple of passes of lighter colours in Metallic
Qils are followed by a switch in tool. The Ink Pen tool
at a high Opacity with zero Smoothing is used to add
in some very sharp highlights of reflected colour and
shining gold. Because these need to appear as if
they are lying on top of the metal body, non-metallic
colour is used as it blends less and doesn't have
that push towards deep colours.

This is the main basis of creating the metallic
appearance you see in the image. Additional passes
of Metallic Qil are used to tighten up the smaller
details as well as introducing a few more areas of
reflected warm orange and grey as a complement to
it. From this point on, it is a case of adding as much
detall as you like to flesh out the scene. Orto put it
another way, it's all about polishing.

METALLIC PAINT=

s+ Painting with
= \etallics

Learn how Jon's process makes
the most of reflective effects

‘Sketch 2 simple line drawing midloned with
Watercolor, Allthe major details are hare, but how
detailed it needs to be depands on your painting style.

Set some colour Watercoloris used along
with animported texture to break up all the white
space and provide some underlying neutral tones.

Opaque paint Highly metallic cranges and
golds go inon the rabot while flatter, non-metallic,
muted colours make the surrounding area. Vary the hues.

Polish Lighter, brighter tones go inwith strongly
metallic paint. A further pass of non-metallic
highlights are addead on top for maximum brightness.
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Behind
ihe scenes

Digital artists explain the
techniques behind their
amazing artwork
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Painting

Working
Progress

Apply colour in layers
for the best results

1Y

EIEF 1, E-irph fhe waler

2009 Corel Painter X, ArtRage 2.5

DRAMATIC SKIES ™

dramatic skies

€0 Sky and clouds are very important. .. they play a key role
in setting the mood of your piece and also influence lighting @5

Freelance digital artist

he sky is never the same from one
moment to the next. The infinite variety
of skies means that an artist can freely
express themselves in terms of form,
colour, dynamism and mood. You could say there is
a sky for every occasion!

When painting a landscape, the sky and clouds
are very important. Mot only do they play a key role in
setting the mood of your piece, they strongly
influence the colour choices for your landscape and
the nature of your lighting. Remember that clouds are
subject to the same laws of physics as everything
else. They can be lit directly by the sun and by diffuse
light reflected from the environment. They cast
shadows onto the ground and onto other clouds.
They have length, depth and breadth.

In this tutonal I'll be painting a dramatic cloudscape
at sunset. The method | use is to block in coloured
forms and refine those forms into cloud and sky as
the work progresses, using only the canvas. It sounds
simple, and it really is — if you bear in mind one thing.

WAL FELH B
-

“% ‘Make a colour palette In Painier | display

«» theMixerand Color Set palettes. | dab my colours
onto the Mixer, and in the Color Set menu pick Mew Color
Set From Mixer Pad. This creates a paletie of 256 colours
which | order by Level, Hue, Saturation (LHS). | resize the
palette and use a screen capiure tool to grab the swatches.

At every stage you must De clear about where your
light is coming from, where your shadows should be,
and remind yourself that clouds are three-
dimensional objects floating in space and not just
marks on a canvas backdrop.

I've chosen two painting packages, bath excellent
in their own right. | start painting with ArtRage 2.5 and
later swap to Painter X, although initialty | do use
Painter briefly to create a custom colour palette. | find
ArtRage superb at laying down rich colours that
behave |ust like oll paints, while | use Fainter to blend
out any roughness and also work: on fine detail. You
could also use Photoshop or stick within ArtRage

Once I've exported the image from ArtRage and
gone to Fainter, | don't use ArtRage again for the
duration. The ArtRage file format includes extra
information such as paint thickness, which is lost on
export. This leads to unexpected results when trying
to work on a previously exported piece, although I'm
hopeful that the upcoming ArtRage 3.0 will make
such transitions easier!

A dramatic sunset over water

1! Create the ArtRage canvas|nowmove
to ArtRage. The final image is going to be 2835 x
3661 prels (A4 @ 300dpi), but initially | don't need towork
that big so | create a canvas that's proportionally smaller:
F0B =915, I makeit a dull tan, as white can be foo dazzling.
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Set up palette and brushes | load my capiured

swatch file, which | created in step 1, as a reference
image. | then select the Oil Brush ool and set the Pressure,
Thinners and Loading to 100%, 33% and 40% respectively. And
that concludes the setup —we're good to go!

Block in the

clouds | place the
horizon line lowto emphasise
the vastness of the sky, and
start to block in the clouds
using a wide brush. | paint
the clouds slightty elongated
towards the top of the image
to demonstrate depth and
give the impression they are
soanng over the viewers
head. Remember that the sky
s a three-dimensional space!

should the
reflection
be placed?

The rules of how light reflects
are complex. It can be tricky
to understand where 1o paint
a reflection. A quick method
I5 o imagine that the object
being reflected falls until it
reaches the level of the water
Measure the same distance
again below the impact
point’, and that's where the
reflection should begin. For

objects already at water leve|,

such as the mountains in

this picture, the reflection

starts immediateaky,
[3
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‘Get that colour down |'m eagerto get the

canvas coverad in colour. | don't paint a background
blue gradient for the sky, | rather add the blue in the same
manner as the clouds. Later we'll sae how this helps fo simulate
thin, high cloud. The sunis located rear right, o | colour the
clouds accordingly — salmon pink lower right and underside,
desaturated blue shadow above and upper left,

‘Define the water reflections It's a good idea

to block in the reflections in the water early on. The water
has no colour of its own. It simply reflects ite surroundings, which
in this case comprige the blue sky, the sunlit clouds and the
distant mountaing. Savethe file and open Paintar,
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‘Resize up The canvas is now fully coloured so it's time

to rescale the painting to full working size, This will make
the image blurry, but because | haven't yet applied detail that's
perfectly okay, Of course, there's nothing to stop you starting big
— I just find it quicker to block inthe colours on a small canvas.

‘Shape the clouds Mow in Painter, | use a medium
sized brush with pressure-dependent opacity and
resafuration to add form to the clouds. | apply emall circular dabs
to distant clouds and more elongated strokes o those overhead.
| press harder on the cloud edges than their centres. This helps

mauld and define the raw strokes | painted in ArtRage.



Don’t skip
ahead

It's sormetimes templing

to start detailing a piece
too early, and this can lead
to awkward composition,
time-consuming reworking
and inconsistent results
hMake sure all your major
glerments are in place

and that you're completaly
happy with the composition
before you progress to the
detailing stages.

Ripple the water
Instep 61 created
the basic reflections. Now
| create a distressed effect

to simulate ripples on the
surface. | dothis by laying
down repeated dabs with

a hard Artists Qils brush,
For the distant water | just
tickle the surface, but as the
ripples grow closer | make
sure they extend horizontally
to show perspective. The
colours | use are already on
the canvas so | colour pick
from the water's surface.

Blend the sky and clouds | use a medium

sized blending brush to soften the main bodies of the
clouds while leaving their edges slightly sharper. | also blend
the blue shades of the sky. The imperfect blue gradient |
created in step 5 helps suggest that abowve the main cloud
mass there is a patchy layer of thinner, higher cloud. |
enhance some of these areas as they become apparent.

Finalise those clouds | repeat steps8and 9

using smaller brushes, sometimes emphasising a
cloud formation and sometimes smoothing the transition
between colours in acloud. |work at a magnification of
40% to 100%. This step should not be used for adding new
elements but refining what is already on the canvas.

Tidy up | spend a little time refining the foreground

rocks with the Qil brush. Because the beach and
rocks are in the shadow of the distant hills, they aren't lit
directly by the sun. Therefore they are illuminated only by the
diffuse blue light from above and the diffuse yellow glow rear
right. | also soften the ripples alittle with the small blender.

.\ The sky in art

DRAMATIC SKIES ™

The importance of sky in
landscape paintings

All the great landscape and seascape artists knew only
too well the importance of skies. Look at an accomplished
piece and you can't imagine it with a different sky.

Talk of dramatic skies in art often brings to mind the
paintings of JMW Tumer, whose Impressionist style
seascapes are recognisable worldwide. Turner's skies are
s0 integrated with the other elements in his paintings that
it's impossible to describe them separately.

One of my favourite artists, Albert Bierstadt, also used
skies to great effect in his paintings of the plains and
mountains of the American West. Bierstadt was a master of
atmospherics, his skies and landscapes working in perfect
harmony to create the mood he wanted.

Another master of aimospheric skies was Mariin J
Heade, whose skies were often understated yet hugely
effective in helping define the emotion in his work.

When examining the work of these rmasters, it quickly
becomes apparent that a sky is so much more than a
simple backdrop to a landscape.

The masters
Greatinspiration for your skies

Albert Bierstadt

1830-1902

Gates of the Yosemite 1882

® Bierstadt was a German-American painter who
garnered much attention for his landscapes of the
American West. His skies often included subtle clouds
that helped set the tone of the piece. His work shows how
the sky can be understated, yet powerful.

JMW Turner

1775-1851

Chichester Canal c1828

® Turner is one of the foremost artists to turn to for some
sky inspiration. Often called ‘the painter of light’, Turmer's
work boasts incredible realism without seeming to try too
hard. His work will give you lots of ideas for how to
incorporate colour for impact.

4
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Apply colour to line sketches

Combine photos with
illustration

Use paint textures to add depth

Data decor

Simplify a cityscape

Create a paper cutout effect

Shade your vectors

Superflat scene

Build a Pop Art image
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Digital artists explain the
technigues behind their
amazing artwork

Artistinfo

Mary Winkler

Fersonal porttobo site
www.acrylicana.com
Country USA
Software used Corel
Fainter X, ArtHage
lustrator and

ENYENEY eI el

Source files available

Sketches Al file
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COLOUR LINE SKETCHES =

Apply colourto
line sketches

Ral H ustrator
Workin g aiNnbow Hat 2009 llustrato

PFOQ ress @6 Rainbow colours can enliven vector artwork and create a
=X cartoony effect that's perfect for whimsical art @9
i Aol Mary Winkler Designer and illustrator

he piece begins with an initial sketch, Pathfinder and whatever palette is chosen for the job
either done traditionally and scanned, or (entirely up to you). Most shapes created will be with the
digitally and brought into lllustrator. From Pen tool and edited with the white arrow in the toolbar, to
there the line art 15 traced and a line colour keep things clean and tight. For spontaneous shapes the
chosen. The line colour will determine the harmony of the Fencil tool comes in handy, as all it takes is a quick flick of
other colours throughout the piece, although it can be the wrist with a tablet pen to create something new
nixed altogether to create something less cartoony, The Not all the steps are needed, as the point of this tutorial
base colours are put down beneath the line work, and is o tackle colouring a sketch or line art in a different way.
gradients, transparencies and highlights placed over the Colours can easily be changed and moved around for
top to create depth. Even more colours can be added, multiple uses, especially screen-printing with the deletion
aside from a base colour, gradient shadow and highlight of transparencies and gradients and creating alternate
spots, to create more of a punch varsions. [t's also a good way to play with different colour

Tools used are the Pen, Pencil, Gradient, Transparency;, palettes or a base for larger, more involved illustrations

w1 Bright and beautiful

Use [llustrator to colour sketches and line art

|
(@)
v 0 a
.:.'::u.1I|I e
!..r'
?'*‘: ,
#:.
-\.".
.L:"' ..-'...

‘Create |II1E EIﬂSlrnp-Iy frace pieces of the skeich's lines. You're creating shapes
that'll later be grouped and form the full line art. Now's the time to iron cut mistakes.
Even out lines, ditch extraneous shapes or add parts to improve the compaosition's balance

Add permanent
a 2 highlights Something simple
Handling the initial and sweet. There are certain permanent
sketch Take your sketch and nighlights in this plece, such asthe onesin
impart it into lustrator. Itwill cccupy the little monsters’ eyes (hearts, sparkles,
vour first layer. Lower Opacity to around etc) that need to be above the line art.
: , 50%, asyoull be tracing over it onthe Either group your line art and simply add
;?rEF?'-_. Definition next layer and dontwantsuchdarklines  the highlights ontop, or create a new layer
compeating with your new layer. altogether to keep things organised.
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A tour of Mary
Winkler’s past work...

Space Yeti Believer

2005, Adobe lllustrator CS3

@ Sketched in Alchemy so | could wark
a mirrored image, it was taken into
lustrator and rendered in a few hours.

sh
2009, Adobe lllustrator CS3
@ Began as a biro doodle, transierred
to Mustrator via a digital photo. | wanted
to work lineless and play with colour,

2009, Adobe lllustrator C53

® Another Alchemy to lllustrator piece.

This is the first in a small series of girly
. folk and fairy tales.

'\'\._
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‘Base colours iake the skeich layer invisible,

create a layer below the line art and start colouring.
Create shapes with the Pen following the contour with colours
of your choice {can be changed). Select the shape and
pick a new swalch or playwith the shiders in the colour bar.

needed on the face. For
this part, the layer will be
beneath the base colours
50 as to show only an the
face. Thie girl needs some
rosy cheeks. Createa
rounded shape and use

a pink towhite gradient.
Altar the degres and
transparency of the object
to yiaur liking.
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‘Start shading Make a new layer above base
colours, below line art and highlights. Create a
shape of a shadow. Follow the contour of the object to
create depth. This gradient will be purple andwhite, since
we established purple as our darkest colour and white as
the base pigtail colour. Alter the transparency as desired.

‘Highlights again Instead of shifting the entire

base colour layer to create an off-register look, you
can easily create a new layer between the bases colours
and line art for seme shiny white highlights. Entirely
optional {nol everyane wanls little ballaon monslers).
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Solid shading In addition to gradients used to

shade, solid colours of vanous transparencies may
be used aswell. Create a shape arching over more of the
hair (a larger shadow) and alter the object's transparency
as desired (10%-30%,). Overlapping shapes of various
transparencies create a more complex object.
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‘Flat transparent colour For coloured parts of the

pleceyou canuse aflat ransparent colour or a gradient,
The gradient will seamlessly blend your shadow into the base
colour, while the flatl ransparent colour will have a harder outer
line. Which one is used {if not both) is up o you. Some parts of
wour composition may need o 'pop’ more than athers.

Continue the definition Continue with transparent shapes and gradients similar to
those in the hair to define the nase and mouth. The top lipis darker than the bottom. Linder
the nose and sides, show some curve and depth, Define the jaw and eyes aswell, if desired.

Colourful
world

I'm & big fan of bright colours
and rainbows, | love the
kiddish style of a rainbow and
how it seems to e 'in order
I'm also a sucker for girly
colour combinations. Teal,
pink and purple is ane of my
favourites, or pink with blue. |
ik line art, if used, to be
some sort of colour rather
than black. It causes me to
think about what harmory my
palette is making versus
being something to define an
area. My rainbows tend to be
pink, yellow and teal if I'm
limited on colour or if thera's
too much going on.

‘Working the background Create alayer above

the sketch and below all others. This is the background
layer. Make a rectangle of flat colour, The face and hair should
remainwhite (or the colour you chose), 50 a shape above the
rectangle following the line art contour is needed to preserve it

HE AT L LAY =
S EF -V AN

=

%

O
Lj=

Defining the face Soasnotto seem out of place

with the hat being rendered, the face will need some
defining aswell. The fringe on this girl is rather large (as is the
hat), =0 a shadow over the eyes and brow is needed. How dense
ar glight that shadow becomes is subjective.

&SPy —

Planning
* | the sketch

In order to keep my sketches
in the moment, | ke working
with a thin permanent marker
on Bristol board, That way it's
sometning | can save easiy
and it forces me to guickly
think of ways around little
mistakes. While rmany things
¢an be changed later in
llustrator, | like my sketches
to contain most of the final
image. It's been great for
wasting less paper through
making mistakes, as well as
saving time when | have
deadlines and need to get
sketches and ideas to clients.

e el e e B ]
L

‘Popping the hat out MNow the face and hair have

been rendered to the degres you're satisfied with, the hat
neads 1o follow suit. Aswith the coloured parts of the hair, colour
gradients and flat purple transparencies are used. Coloured
transparent shapes alse help in brightening the piece up.
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‘Finalising the image Copy theimage's layers,

ungroup them and hit Add to Shape Area in the
Pathiinder. Choose a colour and stroke colour. Alter the stroke
soit's larger, and place this object behind the rest of the image.
Thig creates an optional outline. Choose your final background
colour, gign it and then save your piece.
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| Digital artists explain the
- techniques behind their
amazmg arwc-rk
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Break OUt 2010 lustrator, Phntushnp
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B e | “ Here | show you how fo couple SN A: &H’&
SN |[Siration with a photographic scene ” : R
and Adobe Photoshop Geo Law Freelance illustrator

Geo has been freelancing
as an flustrator for the past
three years, with regular
clhents in his local city of
sheffield, working with night
clubs, design agencies and
tashion, using a mix of
hand-drawn llustration

with software to finish

Source files available

llustrations, phato
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Case

We takea look at Geo
Law’s past work

Alice In Wonderland

2010, Pencil, ink and lllustrator

® Promotional item for the opening of a
new bar in Nottingham. Characters were
drawn separately then pieced together,

I . |
W

Untitled 2009,
Photography, pen, PS5, lllustrator
@ Self-promotional Christmas card,
photographer James Brown, stylist

| MNatasha Lyons, model Lydia D. Ward.

| '|l|‘ '|" )
. Beardy 2009,

Photography, pen and Photoshop
| @ Part of a ‘Bad Dandruff’ collection. |
tocused on portraits and hairstyles,
-\‘_drawir"rg in creatures to add some fun. /J
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his tutorial will focus on techniques to
merge hand-drawn, illustrated
graphics with digital photography. This
achieved look has been adopted for many
campaigns and fashion illustrations for its fantasy-
induced mix of real life and imagination. A lot of my
current work borders on imaginary monsters and
seftings, which | create in my head and reference
towards a childlike stance. By mixing photography
and illustration together you can create scenes that
seem to pop out of ancther world and into our own.

Graphic designers like Vault 49 (www.vault49.com)
are very good at utilising intricate illustrations with
cleanly produced photography. The techniques in this
tutonal are guite simplistic in their execution but still
need thought when it comes to finishing off the piece.
Within the final image, the touches on the shadows
have been considered as well as areas that have been
airbrushed to show prominence and perspective.

The first step would be to either find a photo or
start with a sketch. By finding the right photo you can

-
Ll
=

#1

. Plan your masterpiece Plan how you wish to merge your ilustration with a chosen photo, and look at what
kind of characters are best suited to depict within the scene and where they will stand within the picture.

L Mist Cut out pieces of mist and place around the
photo. Select Mist layers, go Layers>Merge Layers.

base your illusiration around it. www.istockphoto.com
15 a popular site where stock photography can be

purchased, but if you don't wish to part with money
you can always take your own photos or collaborate
with a photographer. If sketching and doodling is your
first step, you can look for a photo that plays well o
the intentions of your illustration.

Sometimes the wackier the illustration the better it
can be used within your chosen photo. The context of
the scene you're creating is up to you, whether you
choose a subtle approach or one that jumps out of
the page. Always pencil down your intended layout
s0 you can plan which areas of the photo will
become useful for spacing or crowding out with your
characters and flourishes, Again, depending on what
you draw or design, it's always good to remember
that your illustration will become a focal point against

Live Trace Scan in your drawings and use

Adobe llustrator to transform them into vectors by
using Live Trace to polish. Name and save PDF files for
‘Characters’ and a separate one for ‘Mist',



PHOTOS AND ILLUSTRATION £
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Delete the mist Select the Mist layer and go to the Layers panel, Set the Opacity to 70%

before deleting away areas that interact with the photo.

Colour
palette

Depending on the phota
wou choose to work with,
atways be mindful of your
colour palette when
touching up the
illustrations and
phatograph itsel. [f's
ahlways important to
balance the feel of the
lustrated areas with the
photographic capture, so
they don't logk too
misplaced with each other,

' Place characters Open the Al

file where your characters are saved;
select them individually using the Lasso (L)
to cut them out, and drag into the photo.

the photo itself, so give your drawings a purpose
within the piece. If you choose to have characters,
give them a focus = make thern funny, angry, sad,
happy or outrageous. If your work is 1o be abstract,
consider how the illustration visually balances out as
a piece. You can always choose to crowd out the
compasition or focus on one hand-drawn feature. For
this tutorial I've opted for a busy scene but not
wanted to overpower it with too much, as the photo
itself will balance the illustration.

| always hand-draw my illustrations in black pen,
and use programs to gloss and smooth over the
rough edges. | use Photoshop to clean up excess dirt
and redraw broken lines on the scanned work, then
adjust the colour levels by using the Magic Wand to
select all black lines and make them look darker. |
then import it to llustrator where | use the Live Trace
function to convert the image into vectors, which
gives the work a smaoocther, cleaner line. If the scans
have been edited with darker lines this helps the Live
Trace. Once this is done | save the file and import it
back to Photoshop where | cut out the images |l use
as layers and then save as a high-res P3D file

The colour palette is important, but it can depend
on many things - the photograph or the context of
your illustration. You can choose whether to have the
illustration clash and stand out from the photo or have
all the components in your piece work together and
merge. Again, this depends on the look you're trying
o achieve. | adjusted the photo first by playing with
the saturation levels and slightly dulling the colour by
going to Image=Adjust=Hue/Saturation. Alternatively,
you can adjust the colour balance and channels
according to how you want to execute your image.

Within the tutorial | considered the colour palette to
hawve a bright range but a more pastel tone. The

JyAppying the
< 1llustration
Merge your illustrations to a
photograph using Photoshop

JE—

. L &~
Plan Sketch cutwhere to place characters and
elements, For this image Iwork the illustration arcund

ils content and consider the areas lwant 1o balanca oul

— e

‘Characters The characters will be the focal
point, so depict them as lively, as they |l aca life to
the scene. Deciding on the colour paletie is also important.

‘Delete Once the llustrative parts are done, Tlatten
the layers into groups, inthis case "Characlersy Mist,
Delele areas thal comespond and work around the scene,

- E2e  J : ---lr ,.-':5:::. . - III|IrII o

Details We must add colour and shadows to the
characters. Be mindful ofwhere the shadows fall
—it'simportant to merge the llustration with the photo.
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Colour palette When applying

colour, use the Magic Wand (W),
select isolated areas (Contiguous On) and
use the Paint Bucket tool (G).
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Blur edges At the moment, the

mist layer needs softening up, asit

&

looks too sharp against the photo. Select
the: layer then go to Filter=Blur=Blur Mare.
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Delete characters Select each character and edit according to how they fit the scene. If
some are standing in the mist, they will need to be airbrushed by using the Eraser tool (E).

photo itself has a nice excess of colour, so | chose to
avoid any slight visual clashes when applying colour
to my characters and flourishes. | used the Paint
Bucket tool on individual character layers combined
with the Magic Wand to isclate areas | wanted to
colour fill. The same was applied to the mist
illustration, where | used the Magic Wand to select the
black lines then adjusted them to a lighter grey to
complement the colours in the background.

When | work with an illustrated photomontage, |
tend to use Photoshop to piece the work together. All
my characters are on separate layers, which | label,
and once their position is set | place them in a group
folder in the Layers tab for easy access. | first
positioned the mist drawing pieces over the scene
according to how I'd planned it in the sketch, then
merged them as a separate layer independent from
the photo. If yvou don't wish to merge the mist as one
layer yet, you can save the layers in a group folder —
just remember to label it accordingly. Once the layers
have been merged, this makes it easier when you
have i0 erase the parts that will play with the photos’
perspective and interactivity, You'll see in the main
image that some of the clouds and flourishes hug
and hang over different parts of the stone courtyard,
The same will be done with the characters' layer,
Working from my previous skefch, | chose areas
where characters and the mist would sit in front and
lehind parts of the photo.

When erasing or carving away bits of the layers, it's
best to lighten their opacity in the Layers tab so it's
easier to see the photo beneath or the corresponding
layer. Consider how your illustration blends within the
foreground and background of the scene.

Unce all the characters and flourishes are carved
and termporarily in place, you can look at the details
that will bring the image to life. Adding shadows will
connect your illustration with the photo, so darken
areas where the mist or characters touch; consider

e —
e

Dissectanimage

Art structure explored

, |} Characters in the mist Once the
i position of the characters in the scene

' was decided, their Qpacity was dimmed to
. T0% sothat it was easy to airbrush away

. the parts that were supposed to be hidden
by the mist.

A The mist Part of the mist was also

— %" erased to fit around the features of the

X photo. To make things easier, the Opacity

- was dimmed to 70% to allow me to pinpoint
the parts that were to be hidden by the

obstacles in the scene.

{1 Sharpen the photograph Certain
i T parts of the photograph were given more
Jd () emphasis by using the Bum tool with a
o= dimmed Opacity setting to around 80%,
J\i to darken the foreground areas in front of
' the mist layer.

Shadows For more realism, shadows
were applied to the ilustrated objects
by using the Burn tool at full settings
and airbrushing over the background
layer repeatedly to create some added
darker areas.

Fog: A stock fog PSD file was dragged
i into the document to soften up the
illustrated mist layers. These images

were placed in front of the mist layers
and then had their Opacity dimmed to

around 75%.

\

where your light source is coming from and duplicate
the background layer (photo) in case you wish to start
again. Use the Burn tool to paint on a dark wash in
your chosen areas. Don't overdo it - shadows don't
need to be pitch black in a photo; we're looking for a
subtle touch here. I've applied shadows to where the
mist hangs in front of the brickwork and where
characters stand and run within the scene,

The mist illustration itself might look a bit too sharp
against the photo, as it's an imported vector file. To
rectify this use a simple Blur filter in F5, which will
soften the layer and make it look more translucent.
I've also added stock PSD fog layers, downloaded
from www.officialpsds.com. These layers can be
duplicated to place in front and behind the mist layer
to create depth within the fog and mist, which is
another way of slightly softening the illustration. You
can also play with the levels of opacity with these
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Use 804t Exasers aﬁd

the 1o merge

ustration and pheto.
| \

- simple techniques
~  inasubtle way$9

|EI'}-'E'I’S. GFEEtiﬂg a |ig|'lt ar thick ICQ (whichewver YOU Add shadow szlect the

please). It can also be a way to dull any colours you photograph and background layers
deem a bit too sharp in the photo background, to bum shadows behind the layers. Use
The finishing touch requires the Burn toal to darken the Burn tool (O) and it will paint a dark
. wash that resembles a shade.
areas of the photo to make them more prominent — .

=7

next to the illustrated bits. In the main image you can kA

see that where the mist wraps around the bottom of
the stairs and touches the stonework is where 've
applied light strokes with the Burn tool to give the
photo a subtly sharper look. This tool darkens the
contrast and "burns’ the colour, so be careful to not
overdo itwith multiple strokes. Always pan out and
hawve a good lock at how well the piece visually
balances out — whether some bits are too subdued or
more shadows need to be added. I've applied these
techniques in a subtle way, and looked for the images
to merge into each other, but of course you can
decide on the tone of your own work yourself.

) G Fog To add depth to the mist, drag in a fog PSD
file and duplicate where necessary to give the
illustration more life. You can download stock files such
as these from the wab,

gt
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Use paint | &%
textures 10 |
ad d dept h | et aice

Digital artists explain the
| Has Fish 2011 ustrator Couniry UK

techniques behind their
amazing artwork !
Software used llustrator, . i
@6 This tutorial will focus on applying severa ool Hopkars s ool o Iha I
brush textures to an illustration. Using simple redomnanty whinine
techniques you'll soon be able to create 5
depth in your images @9 N DoD sy |
Nigel Hopkins Graphic designer, illustrator S et ERERE

L e T

Artistinfo

Nigel Hopkins

RN EF NI TR NPT TS TNEE QLR CTEWrEOIT
- ETEET LFEFL et AR bl b AP R B S i e T

arts producing graphic _
design, character design, !

e = L LR e

ith any illustration work, my first | - =9 ! f '
port of call is my sketchbook, a I
blank piece of paper or a sticky
note - basically anything | can
draw on. | start sketching and writing down ideas
that relate to what my illustration is about and how it
will take shape. After filling several pieces of paper |
select the strongest elements from each sketch and
scan them in ready to start the digital work.

I'm comfortable illustrating a wide range of
subjects, but | really enjoy creating colourful
characters. This particular illustration is of a cat taking
advantage of a situation to feed her family. The idea
of a freak storm with fish and other objects falling
from the sky appealed to me. Being cats they don't
want to get wet, so | gave them umbrellas, but | also
felt they wouldn't want to miss the opportunity of the
fish that are falling, so the adult cat has an upside-
down one to catch some tasty morsels. One idea
leads to another. Using various brushstrokes
enhances the image, but you have o choose what's
appropriate for certain iterms within the illustration. For
example, a smooth brushstroke would be better
suited to the plastic umbrella than the fur of the cat

The next step is to create a new document, place
vour sketches onto a layer, lock it and dim to 50%
Upacity (to do this double-click on the Layers palette
o bring up a dialog box, select the Lock bax and Dim
Images to 50% ). | create a new layer above my initial
sketch. | find it helps to name each as you go along
to avoid confusion so | call this one Cats.

Mow | turn my attention to the main focus of the
llustration, which is the adult cat. As the dimmed out
sketch is a grey colour, | find using a bright,
contrasting tone for my stroke helpful. | also set the
Fill swatch colour to Mone. | like to break my image

e
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mCase

Discover the graphic
world of Nige Hﬂpl{]HS

Street Art exhibition

2010, Mustrator

@ This publicity piece was designed as
a large window vinyl promating the V&A
Street Art exhibition at the Herbert Art
Gallery & Museum, Coventry.

Lk

Admissmn FREE

FIEEE Fornily Surmires Creaftve Foy insioloSon ond AcSvifes
= ]

Wild Worlds

2011, lllustrator, Photoshop

® Promctional poster for free summser
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\ﬁw « Create depth and scale

Texture and tone for a dynamic effect

In the finished illustration the subdued colours of the background
contrast nicely with the more vibrant and fun elements of the
foreground, giving an overall balance to the image.

The brush textures that I've used really bring the scene to life.
The watercolour-ike trees fade into the background providing depth
and a sense of scale, and the simple brush texture of the rain lends
movement. The fur effect on the bodies of the cats is made up of e P e
separate brushstrokes grouped together, giving them a tactile quality. & O 888 s

5

T -+.- 1

@ |

down into separate objects as this gives maore
flexibility when changes need to be made.

Although | am using textured brushstrokes, | start
with the Shapes tool o break the cat down info
simple, separate parts. | use the Ellipse tool to create
a circle that is roughly the same shape and size as
the skeich of the cat's head, then for the ears | draw a
square and rotate it to a diamond shape. | drag and
copy the diamond for the second ear (Alt/Opt-click
and drag), then to combine all three elements | select
the two diamonds and the circle and click Unite in the
Pathfinder menu. Using the same method | can
create the eyes, nose and mouth, Using the Direct
Selection tool | tweak the anchor points to fine-tune
the cat's head and get exactly the shape | want.

For the body | use the same approach as | did for
the head, breaking it down into separate elements
and again using the Shapes and Pen tools when
necessary to create the various elements. For the
parts that are symmetrical - for example the inside of
the ear, the eyes, teeth and paws | only need to
create one of each as we can duplicate these by
selecting the Reflect tool then choosing Copy.

| approach the umbrella, squid and fish in the
same way using the method above. Once happy with
the compasition | can start changing the colour of the
stroke and the fills to bring the scene to lite.

To add texture | load in a selection of stock
llustrator brushes and custom brushes. | go to the
Brushes palette and click on Open Brush Library, and
for the stock brushes go to Artistic and select Artistic

5 v

Character s | assemble the component
parts of the characters using the Shape and Pen

tools. | then continue tweaking the lines and shapes until
the character is fully formed.
Paintbrush. To load in custorn brushes | go to Open
Brush Library, Other Library and navigate to the
llustrator brushes you'll find on the disc.

| use stock lllustrator brushes on the sand dunes,
trees and all background imagery, and custom line

art brushes for the rain (jimro.deviantart.com/art/
Lineart-Brush-updated-26BR5887) . | use the
deviantART custom brushes for the cats' outline and
fur as well and they can be found via
Drawing-Brushes-1-66424977 \Websites like
deviantART are a great resource for brush tips and
other downloadable assets, and can give your
imagery an edge in terms of real-media effects.
MNow | create a new layer called Rain and place it
underneath Cats. By drawing a line that is roughly the
heignt of my page and colouring the stroke Cyan, |
can then copy it. Do this several times to start
building up some semblance of rain. Once | have
created ten or so lines, | alter the position, vary the
height and then add the brushstroke to them. | select
alternate strokes then apply the Lineart 16 Left brush
and increase the stroke to 3pt. Deselect those and
select the rermainder, giving them a 1pt stroke and

‘Colour first Before moving onto the brush
textures, | finish off colouring all the parts that make
up the different cats until I'm happy with how it looks.
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using the Lineart 12 Right brush, This is what | used
but you can experiment with the brushes available. |
select all the lines, group and duplicate them, filing
the rest of the background with rain and continuing
this until the screen is full, changing the height and
stroke thickness to make the effect less uniform.

Mext | create another layer and call it Sand Dunes.
Lsing a combination of the Shapes and the Pen tool,
| draw my sand dunes and trees. | fill therm all with flat
colour and move into place, making any alterations to
their position as necessary. | start applying some
simple brushstrokes to the background elements as
well at this stage. For the sand dune | choose a 1pt

Textured strokes Replacing
the smooth lines with textured
brushstrokes gives the cats character.

Combine
gradient
with a

Workwith
your brushes

How to add, modify and apply
custom brushes to a piece

| fi.l-!g-. New Brush...
R
L
= Sdemave Drush Stroke 4
! 4
b j. Select All Unused 4
| - show Caligraphic Brushes .
 Shsvay Seamed Doinidsed 1
|+ Show Ant Brushes o
N + Shew Bristhe Brnhes I
|| ¥ Show Paitern Brushes ¥
T | v Thumbnai View
List View

“Add custom brushes In the Brushes panel,
click the far-right menu and go o Open Brush
Library. Locate the cuslom brushes under Other Library.

o Shrwtch Bataeam CLated

“Change the name Locate brush DEO4. I wil
appear inyour Brushes palette, so double-click to
openthe Art Brush Options. Change the name here.

film grain
The areas of water at the
base of the illustration and
in the umbrella are
textured. To get this effect,
make a copy of your water,
fill with a black and white
gradient, then go o
Effect=Artistic and select
Film Grain, This gives the
watar an aged qualty

stroke and Quick Brush 1 from the stock lllustrator
Artistic brushes. Increasing the thickness of the stroke
gives a rougher and less predictable brush texture for
an interesting look, Apply the same techniques to the
rest of the background elements, experimenting as
vou work with different brush textures and stroke
thicknesses to get your desired effect.

For the cats | use the deviantART brushes again, in
particular Brush DBO4, but | make some changes to
suit this illustration. | select the head and give it a
0.6pt stroke, set the Vanable Width Profile to Uniform
and the Brush Definition to DBO4. Because | made
alterations to this brush, rather than select it from the
custorm drawing Brush palette, | select the amended
version from the default Brushes palette. Select the
outline for the arms, body and tail, and give it the
same vanable width profile and the same brush
definition, changing it to suit your taste. With the adult
cat done | can apply the same technique to the
kittens using a smaller pt stroke due to their size.

Once happy with the overall appearance | add
some fine detail with these texture brushes to further
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‘Art Brush Options You can change the
Width and the Colorization Method. | sel the Widlh
o 50% and the Colorization Method o Hue Shifl.

- Add depth Bringing in scans of

enhance the image. Experiment with brushes and
colours to pick out the fine details of your image,
such as the fur effect on your cats.

aged or crinkled paper and using
custom patterns or grain effects all help to
give the illustration extra texture and depth.

“Tweak the brushstroke Using Variable
Width Profile 1 gives the stroke a tapered point and
finigh. This has beenusedonthe arms of the cat.
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Infographics needn't be

boring. With a few simple A Suggestive Inquiry Into the Size of the British House
fricks, they become digital art

n and of themselves scullery maid's cupboard? The British house he

Architect, graphic
designer, illustrator disco er:
British house has transform

e've all been there: stuck in a grey
meeting room, waiting for yet
another presentation on something
we couldnt care less about. [he
projector goes on and there it is: the

dreaded PowerPoint riddled with incomprehensible
flow diagrams. Four yourself a coffee and think of
England = we're in for a long afternoon

Unfortunately, things don't get much better when
presantations try to be fun and engaging, either
These ones usually consist of a car crash of colours
accompanied by whooshing text and you just know
at some point that Comic Sans will be used — without
the slightest hint of irony — for that touch of joviality
(although just how much joviality you can bring to a
health and safety update is debatable).

With people's attention spans fast diminishing in
the digital age, infographics need to not only enable
readers to quickly digest and understand complex
data, but to catch their attention in the first place
Boring and uninspired graphics will quickhy comance
them to ignore the information, while an overly
complex graphic will encourage viewers to not even
bother. Infographics sit on the threshold between art
and science, and are often much more powertul than
words or iImagery alone as they transcend the layers
of context, meaning and understanding to form a
comprehension that engages the cbserver in a
difterent manner. At worst, a successiul infographic
will let an observer understand a complex subject but
al best, it could inspire an observer to research more
about the subject in their own time

This tutorial will dermonstrate the different ways of
making infographics more appealing and more '
effective through your use of colour and shapes . g N
There's probably a statistic and corresponding S Lo " M
infographic somewhere for just how effective
infographics actually are, but | won't bore you with
that; 87 255% of all statistics are made up amyway. S
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£} Gather data Analyse the data that you are working
“= with and determine how youwant to display it. Bar

graphs and pie charts are especially good tor simplifying
and comparing complex data, while llustrabions will be mare

recognisable to the cbserver and therafore more engaging.

il Create an infographic

S S —— 0} Background 1am
- R IR IR E 3 | i | : ;
?:: i T - TR T A L - COMPanng the size
:':' a i ' E," : _. - ' '“ s ' af the British home over the
= = 5 i &5 8 0B 0 E . past century and will be using
i= == 2= o4 o2 O oE a bar graph-pie chart hybrid
{EEm s bim b Gn e kb i fm e  we im o o compare the data. Create
= B 2 b om iy Bom o= B om o= E anew document in llustrator
- R and fillin the background
SEE-R - E- RN E B E BN using the Rectangle tool (M)
Eem I I2 B ORI OB oD N oW oiR o ina dark colour. The dark
= ‘E' i E ;” .t - : s camvas will make the colours
!"" o~ — - = of the graphs pop
B wuswater Fie Edn IO Type Selc Finer  EMec View  Window  Hels - E 1.
. - Tramsiorm F & _—T] -t N - o gl P T p— B e = O L a1 -
ﬂ Arrangu ¥ - .
Loy | S
R F WL
L} 1. =] "
R
f:‘r'l [agang
’ -’: Faatben Trantparency
S u | REilFnre
_;'_; ‘_'EI Create Coadsrn Weah
A, il Wi a
= B =
s LY o :
i -'r :1"1.' L oy kY 1]
-': .- -.::IBT:I-:I-HI:II' : Diutlia E!m“
.”: ’q.l LissE Trale * o
E Tt Wrean F Lmplily
Cligging Madk 5 Agdd Anchor #g-mis
i . i Birbovn Anihor Pain
L ET:::‘“ - . DL-::EE;!:E |:n-|-.I
! Cragh B sol oo Grid
. Clean Lin

#9% Ring grid Unfortunately, setting up the grid for the graphs in lllustrator is not particularly

S :co ey and may take several goes as you determine the appropriate sizes and units. Begin by

drawing a circle (L) and offset it cutwards with Offset Path (Object=Path=Offset Path), choosing
an appropriate measuremeant for the offset.

Perspective

Although 2D diagrams are

very successiul for

cormmunicating infarmatian,
3D diagrams often add a
sense of spatiality and
chynamism which can
engage maore with an
obsarver, Orthogonal
perspectivas, such as
Isomerric projections, are
particularly successiul as
they bring spatiality without
confusing the information
and can add an element

of accuracy oo
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,-j-*'_m*l;-; Create segments Double-click on the Rotate icon
&/ andenter 3607140 {or howewver many sagments ywou
require) into the box and click on the Copy bution. Move the
anchor point to the centre of the line, double-click on the rofate
icon and click on Copy again to produce a segment. Hold down

Ctrli/Cmd+D o repeat the actionuntil the circle is filled,

#*%% ‘Catchy title Since the graph will be relatively

‘b’ ohstract the ntographic needs sometning that is easily
recognisable, such as a humorous fitke, to draw in the observer,

| am using Helvetica that has been kerned tightly (by setting the
tracking to -100) for the titlke. To make it more interesting, | have
expanded the font (Object=Expand) and removed the negative
spaces from the centre of some of the letters.

£ ‘Radial grid To create the radial grid, draw a line that
N/ bisects the circle. Ensure that the centre of the line and
the circle are aligned. Work out how many segments you need;
inmy case, | am comparing 13 eras inunits of 10 and will require
10 segments for the break. In total | will need 140 segments.

£ - Primary data Since the primary datais the most

e important, it needs o be the largest and therefore nearest
the oulside edge of the circle. Use the Pen lool (P) 1o creale the
blocks, using the gnd as a guide. Make sure thal the blocks are
proparlional o each olher; a block representing 12m-= should be
three times larger than a 4m? block
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#7% Final information The fourth and final set of

W daia gives circumferential information and is the least
important set here, It is therefore nearest the centre of the circle
and the smallest. Use the Pen tool {P) to create the blocks to
represent the data, using a neutral colour so that they do not
draw too much attention away from the main data

{1725 MoredataThe

s secondary data should
be represented differenthy
from the primary data. Start by
drawing a thin block that takes
up half a unit at the beginning
of every era segment. Join
these up by drawing a Bezier
curve with the Pen (P) through
the top eage of every block
andusethis asa guideto il in
the remaining ones.

o
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7% Sharp colours Since the tertiary set of data is in the
S’ sameveinas the secondary set, it should be denoted ina
similar fashion. Leave an offset from the sacondary information
and use the same lechnigue o create the blocks for the third.
Choose a vivid colour 13 it them from the background.

#7% Line weights Line weights can make or break a
w7 drawing and the same can be said for infegraphics
Keep thalines for the grids as light as you can (0.25plL or less)
and make the circles separating the four sets of data thicker
For balance and depth, and to make them clearer, make the
outermaost and innermost circles very thick at 3pt or more.

Make grids

Unfortunatehy llustrator is not
particularly conducive to
producing accurate radial
grids. An easier way would
be to use a dratting program

s onradial gridiines to define the different dates that the such as AutoCAD fo set up
blocks span betwaen, If you want fo keep the gridiine visible, the bare bones of the
.'.m ) - be_[flr e yqu N 6 E - [.IEQ“ | E H.b _ diagram, which could then
it's best to make a copy of it before using this tool, as the linewall be brought into llustrator
disappear after you have used it afterwards for beautification

#7% Eratext Forthetext describing the different era

e segments, draw a circle (L) and use the Type On APath
taal again. If the lext comes oul upside down, pull the tlext handle
to the other side of the circle. Change the size of this circle by
double-chcking on the Scale lool and entenng a value, having
pulled the anchor to the centre.,

% Defining units
W’ Unitz areimportant
to inform the obeserver of the
scale of the graph. Offset the
radial gnaline at the start of

your graph using Offset Path 4
(Object=Path= Dffset Path). £7% Hidden text | like to add an element to my images
Draw smaller, perpendicular "4_ o thatisnot alwayswvisible atfirst glance. Inthis case, tis
lines intersecting this one, the words ‘an Englishman’s home ig his castle’. Draw a circle (L)
which also relate to the ring to an appropriate size and use the Type On APath tool. Pick a
grid, to denate the units. shade shghthy ighter than the background 1o keep it subtle.
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. Context Al
graph significanthy '

after the two Wo Jars and Incre gain during the
property boom. To highlight these important pericds, draw a

block u

and fil

o have a break inthe circle, Draw a thick line at the baginning

and ending points, coming out from the centre of the circle to the

O

"
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/%% Contextgraph
“w»' data The datafor
the context graph should be
simple and relate to the ather
graph. | am comparing house
sizes over apenod oftimein
Britain, therefore my second
graph shows the average
house size as compared with
Europe. Use the Pan tool

(P to create the blocks that
denote the data.

% Visual continuity Theline weights for the context
" graph should relate to the larger graph to create a sense
of continuity. Therefore, if you've usad 0.25pt for the grid on the
larger graph, use the same for the smaller graph. Try to also keep
the colour and style for the ines similar.

7.1 Second graph The context graph is showing
W auxiliary information and needs to be smaller and
simpler. Create a nng gnd and radial grid in a similar way as
before, except this time make sure that the break is on the
other side so that we can join the two graphs later on.

.- |\ Tagline Use a catchy or humorous

| tagline to get people’s attention. Keep
the tagline vague enough for people to
be interested yet not so obscure as to
confuse. Keep the font simple with a few
eccentricities so the eye is drawn to it

- - Colour As tempting as it may be to use

* black, white or grey for the background, a

P rich colour will create an unexpected

burst of drama. Keep it dark and muted
and make the hues for the graphs bright

i ond citrussy for full impact.

. Context It is oftan useful to set the scena

and explain the context of the diagram. For
example, | have a graph comparing the

2 average size of a British house to the rest of

Europe before introducing the main subject
of the infographic.

\ Data Spiit the data that you want to

i show in order of importance. The most
important data should be located on the
outside of the circle so that it is the largest.
Circumferential data should be placed near
the centre so that it does not detract.

Highlights Significant portions of

\ o Information need to be highlighted by using
M 2 semi-transparent white fill. Make sure that

¥ you use highlights spanngly so that they
have maximum impact. A gradient fill will

keep the highlights looking subtle. J

£ lcons Sincethe
" graphs are fairly

abstract and the title is a little
abstruse, it Is necessary to
create easily recognisable
icons that the viewer will
immediately see and
understand. In my case, |

o needed a representation ot
- Call-out Link the two graphs by creating an unbroken houses. Use the Pen tool (P)

line known as a call-out. Use the Pentool (P} to draw o create the icons, stripping
a thick, dotted line around the block inthe second graph that away as muchinfermation as
relates o the larger one. Extend a line to connect the call-out. possible to keep them simple.

Critical statistics
" Inarder to make

the infographic as clear

as possible, lake the most
important or inleresting
slalistics and indicate them as
numbers and lexl in a boxout
using the Rounded Rectangle
tool. Fill the bowout with one

of the softer colours in your
colour palette.

S - Overview Zoom out using Ctrl/Crnd-+0 so that the
; entire infographic fills the screen. Make sure that the
composition is balanced in terms of layout and colour, making
changes where necessary, and you're done.
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SIMPLIFY A CITYSCAPE

'| Simplifya  #%-
cityscape

¢ Create a simple but boldly-
styled eityscape using
textures in Illustrator #»

w

Liam Smith

Personal portfolio site

www.immrbrightside.com.
Country UK

Software used lllustrator,
Photoshop

| have a love for creating
characters and the world
around therm with a non-

traditional look using
textures, patterns and
added detaill in lNustrator to
get the desired effect
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cveryday LiTe 2011 iustrator

@0 The aim of this tutorial is to show how simple and fun it can be creating a
cityscape using textures to give it a bold, non-traditional look @

Liam Smith Nlustrator

sing textures in an image can give it

substance and life with an added bit of

character to really bring it all together

Using the methods that this tutorial covers will
make your work stand out and give you an impressive
portfolio for potential clients to see and enjoy.

The goal of this tutorial was to simplify a cityscape while
giving it a bold, stylised and playful look, and show that the
image doesn't have to be cluttered with the generic
buildings you experience in a real city to create an impact.

When researching cityscapes, | found the majority of
therm were distant views of skyscrapers, houses, bridges
and roads packed together; stunning but cluttered scenes
without much individuality. Part of my goal was to simplify
this view of a cityscape so the final image takes a closer
look, while still keeping typical city elements involved,

Having it like this means | can pay a bit more attention to
the detail of these buildings and structures to add a slightly
unconventional and playful look. It also meant | could have
a couple of characters involved in the scene just to help
oring the image to life and add something more individual,
relatable and dynamic to the composition. | was against
the same boring, square designs of these buildings, but
kept some realistic, recognisable features, like balconies
and elements of skyscraper architecture in my drawings.

Along with using textures in the effect, we will cover the
use of blending modes for shading as well as different
types of strokes that are included in lllustrator to help give a
non-traditional look. Ensuring we keep things less square
and more playful, we'll build a fun, original cityscape.

‘Start building In

llustrator, start making
abasic andflatimage of the
buildings you have drawn.
The side of the buildings
should be visible 5o, to get
the darker colour, create the
gide of the building then copy
(Cirl/Crmd+C) and paste
(Cirl/Crmd+\) it onto a new
layer. Mext, use the blending
mode Multiply on this.

156 Digital Artist Collection

‘Create and prepare pattern brushes Fatiern brushes can add detail, help save

time and bring an unconventional look. Create a circle, open the Brushes palette with the
circle selected, click Mew Brush then select Pattern Brush. Feel free to play with the dialog bax for
the desired effect and try playing with other shapes for different looks.

'Find references Although I'm not bringing too
much realiem into the illustration, it's a good idea to
gather some images to help the early stages of the piece andio
get an idea of what to include. When creating the layout, it helps

o have references (o set the scene and get your mind waorking.
T

-

elements Diaw
some ideas for buildings, as
they are the primary focus of
the piece and sel the scane.
Don't gofor typical square
architecture, use curves and
add a sense of playfulness
lo the building shapes and
detail. It's also worth drawing
a layout for the image.

Find textures

Think about what
textures would suita
cityscape. Wood, stone,
grunge and metal textures
are a start. Also, lock for
patterns that may include
flowers, stencils, martle
or achegquerad effect.
Photograph images or use
online resourcas such as

- Add building
detail Using the

pattern brushes you've
created, start adding detail to
the buildings, varying when
andwhere they are used so
no two look the same. Add
curtains in the windows of
ona building and hanging
flowerpots in the window of
another, for example, to keep
real-world elements included.

;| r

LA

A




‘Create the balcony Creating the balcony is simple
and effective in aiding the development of the image.
Using the Spiral, Pen and Rectangle tools together, create half of
the design then make a copy and reflect it across. Use Shiftand
the arrow keys to keep the rectangles the same distance apart.

SIMPLIFY A CITYSCAPE

‘Render more buildings With the style and some

technigues set, start working on more buildings including
skyscrapers and a bell tower. Keep itvaried and avoid anything
too sgquare or traditionalby urban. Use more charcoal brushes,
brush patterns and different elements to achieve this.

‘Design the

layout with a fair
fienw buildings created and
detail added, start building
the layout of the cityscape,
positioning the elements how
youwant. Inmy case, there will
be a bridge in the middle with
aroad at the front. | arrange
the smaller buildings in front
and the taller buildings at the
back, which, along with the
biridge, will add depth.

‘Bridge columns
Create the columne
with the Pen tool, using
the same method for the
darker sides as you did with
each building of copying
onto a Multiply layer. Add
a box shape to the topwith
overhanging edges, acircle
and long triangle to actas
a spike, and then make an
archand rectangle to put
betwesan the columns.

‘Lay some bricks

Tocreate anunnatural
and rough look to the bricks, |
used charcoal brushes found
in the Brushes palette under
MNew Brushes=Artistic=
Artistic ChalkCharcoalPencil,
Using strokes along with
texturas in this way will stop
the illustration leoking flat
and ene-dimensional,

The road with the buildings in place, the road

placement is sel. Lse reclangles lo creale the road and
pavements with the bridge road narrowing off lowards the end
lo show perspective. Uise charcoal strokes again for the road
markings. It looks flat for now but textures will scon Bring it o life.

l/ .

‘Fencing fill

pattern Make a
pattern of curved lines with
the Pen fool for your bridge.
Sealect this pattern and click
Object=Expand. With it still
seleclad, right-click, Group
and thendrag it over la the
Swalches paletle. lisnow a
fill pattern, so you can make
a shape between the brdge
arch and fill it for an instant
fence onyour bridge.

‘Stripe pattern Create a square document and make

arectangle just outside, longer than the sguare length.
Copy and Paste the sqguare a number of times using Shift and
the arrow keys so that they're the same distance apart. Group
these, rotate 45 degrees and add a square over the top. Select
Both and, with the Pathfinder tool, Alt+click Intersect.

Set your
textures to
g le

If wour texiures have bright
colours in them, such as a red
flower pattem, make sure you
greyscale them in llustrator by
qoing ta Edit=Edit Colours =
Comvert to Greyscale, This
really helps blend the pattem or
texture into the background
without any bright colours
lnoking out of place.

Digital Artist Collection
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‘Bridge railings “Trees Use the Pentool to create the tree and vary the —— —
Add the pattern length and direction of the branches, keeping in mind the P e =
created to the Swatch palette simplified tone of the piece. Use the circle brush pattern from —— - —
after expanding. Copy and before to add decoration to the trunk. Using textures later anwill o= s
Paste the two columns and really bring the tree to ife as you'll gve it a realistic wood effect. —_ — ;
the finished arch, then shrink . _ - ‘ . _
it down. Make the sides of the - ' - :

bridge curve upwards and use ‘Lampposts The N, = F ‘Tree leaves Create
the striped patten fill to act as lampposts are made ' € acircke and choose
railings. Putin two charcoal out of basic shapes using the N L 1 i E—— V4 o Mew Brush inthe Brushes
strokes at the top for cables. Shape and Swirl tools, while AW AR YA r palette, with Scatter Brush
the Pen tool adds decoration. % Y2 % %\ Aa\N)] : clicked this time. Play with
Using real lamppast V2127 N/ 0 thevalues, especially Scatter
references can really make a - ) ) 1 —n and Spacing. Use the Pencil
difference. Put the lamppost ] Y gl | tool to make a rough squiggle
in frant of one bridge column, ' around the branches then
duplicate it, then move to the ! e add a thick charcoal stroke to
other side for symmetry. - e = give the leaves a natural look.

@6 A cityscape doesn’t have to just
be buildings. Think about
what else you may find #9

--------
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Background

| wanted to build the
backgroundup a bit as it was
looking too bare, 0 | used
a light grunge texture and
reduced the Opacity to 36%.
I ran along rectangle along
the bottom, which weould be
the harizon, changing the
blending mode to Multiply,

with Opacity reduced fo 43%.

SIMPLIFY A CITYSCAPE

‘“The sun Create a yellow circle and a lang triangle.

Centreit at the top of the circle, pointed down, then
duplicate and rotate the triangular shape 22.5 degrees. Keep
doing this with each new triangle until a quarter of the sun is
done. Duplicate and reflect to the other side and add a charcoal
stroke. The blending mode is Multiphy with Opacity at 68%.

‘Clouds and

smoke Forthe
clouds and chimney smoke,
use the Watercolour brushes
found under Brushes =
Artistic=Artistic Watercolour.
Change the blending mode to
fultiply and Opacity to 44%
sothey re not too prominent.

‘Place and use

textures Place
(File=Place) the texiures into
the document one by one
and drag them to the Swatch
palette, tuming theminto a
Fatiern swatch. Whenyou
want 1o use a texture, copy
and paste anobject in front, fill
with the Pattern Swatch and
usa the Multiply mode.

{

5

A

L 25\

Dissect an image
Explore the stylised city

o background texture

" Using a texture like this saves the image
‘ from being flat and works well with the
rough, unclean background elements
like the sun and clouds. Using Multiply on
objects will bring some of it through.

Light source The sun brings a bit more
life to the image. adding a different element
to the marny buildings. As it is centred, it
helps the bridge become a focal point for
the scene. Setting the sun to Multiply also
creates a sense of warmth for our city.

Focal point The bridge separates the
buildings and really draws the viewer's eye.
It's a different element to the buildings,
gives more life and another visual
dimension to the scene. K also offers some

negative space in the composition.

Floral texture You could go with
atypical grungy texture to cover the
buildings, but try something a bit different.
A light, floral pattern gives the city some
character. Feel free to experiment with
blending modes and Opacity as well.

Include characters Atthough the
bulldings and structures are the point of the
piece and a cityscape in general, adding

one or two characters is a nice touch. Put
themn in different situations to bring a lighter
feel and help break up the layout. &

.Complete the buildings
Llse a rough, gravelly texiure on
the road and pavement. Duplicate the
lexture on the pavement so it's made
darker and separales ilselfl from the road.
Use this method on the trees aswell, but
with a wooden lexture instead.

“Texture the city Duplicate the front obiect and fill with the texture. Change the
blending mode to Multiply and reduce the Qpacity so it blends bettar. Do this to every
Bilding. Play with different textures on different objects, such aswood for the doors.

“Bring the city to life ith the main

cityscape done and textures added, bring the
final bit of lite to the image. Create characiers, cars,
bikes, road signs, fire hydrants, rocks, rain —anything
thatyou can relate to a bustling city will help finalise
and add individuality to the piece,

Digital Artist Collection | 159



ILLUSTRATOR

Create a paper
cutout errect

e Seales

Digital artists explain the
technigues behind their
amazing artwork

Parsonal portfolio site
www.acrylicana.com
Country USA

Sottware used llustrator,
Photoshop, Paint Tool
SAl, Corel Painter

Acrylicana is whirnsical, vivid
and often child-like, depicting
sweets, fanciful creatures and
rainbows; explores the waorld
of fashion in ilustrated form

£, Doodling Start doodiing out
" shapes in any colour on a layer with
the Pencil tool — or Pen for more control.

160 Digital Artist Collection

2010 llustrator CS3 and Photoshop CS3

0 The aim of the game is a digital paper cutout that
has the depth and dimension of the real thing @9
Freelance illustrator and jewellery designer

pen your file in lllustrator and grab
the Pencil tool (it should be in your
toolbar and not your pocket). Work
like this begins with doodles, and the
easiest way to have it flow from your stylus or mouse
is to go crazy with shapes and the Pencil tool. First,
create balloons, hearts, 2ig-zags or lightning bolts,
clouds, or silhouettes of fruits, mugs or art supplies
— anything at all

While doodling out shapes, consider the design
space. Do the shapes flow together, or are they
simply connected later by a series of wiggles or
reclangles? That's ancther thing to consider: how
do they connect? Shapes can branch out from
one another or simply have paper doll-like strips
jutting out to form connections between one section
and another.

As the initial image is created, you can also group
together certain parts of the design, copy, paste and
flip ower a vertical axis. Or the honzontal axis. Where
the symmetry is (or isn't) is entirely up to you. This is
an experiment. (Get messy and let it grow. You can
refine your ideas as you progress.

Flipping portions of the piece over an axis allows
for a more symmetrical design. Even half the image
could be done, then flipped, and you can move onin
the steps. Or use flipped images as extra elements
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£ Pattemns The good old layer styles are just the
W thing for quickly adding patterns to objects, and
can be saved for future use.

and continue playing with the Pen and Pencil tools in
doodling out swirls, ghosties and other shapes.

Mimicking a damask design lends itself
wonderfully to cutout style. Ancther idea worth
exploring is to reference Victorian style wallpaper or
textile designs

Finish up the initial design with big blocked-out
shapes and small, delicate ones. The variation not
only shows an emphasis on some pieces of the work
but also enables the viewer to have some rest space
for their eyes. It's quite a bit like having thick and thin
lines in an inked illustration

(Go back and refine the edges of the design with
the white Arrow tool (pull and push the points until
you get it just right), and check that all paths are

£~ Quick shading Photoshop's layer styles are

W excellent when it comes to adding shading and
definition to 3D shapes. We used them to apply colour
to our text and keep all the contours and angles lovingly
created in Nlustrator.







U ILLUSTRATOR

We take a look at Mary
Winkler’s other work

Valentine

2010, Adobe lllustrator CS3

® Sweets and jewellery done in candy
colours created for print media and a
possible calendar down the line.

Sip of Summer

2010, Adobe lllustrator C53

@ Simple plece combining sweet treats
and summery colours, Fruits chosen to
complement the colour of the drink,

Twen
2010, Adobe Photoshop CS53

® Began as a doodle. After scanning
in, colour was applied on a layer balow,
gradients on top and a colourful fill.

ty-one
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e Packabit of a punch

Adding the darker copy of the white
cutout beneath the design layer helps
make the image pop out from the
background. Without it, the image doesn't
pack as much punch and just kind of sits
there. You could add a drop shadow, but
the hard edge of the under shadow layer
helps keep with its graphic look.

closed from using the Pencil tool (simply select a
shape, grab the Pen tool, tap one point and then
connect it with the other). Depending on how fluid
or rough you want the design to look, this process
can be done quickly or become quite a time-
consuming effort. Feel free fo get info the zen of
paper cutout design!

Now lock the design layer and create a new one.
This is for your shapes cut out of the cutout itself. In
this case the litle ghosties need some faces, and
some other shapes have to be chopped out of
chunky design space. This is also a good time for
you to use cutout shapes as a means to refine your
design in case you have Degun with very heavy
looking shapes

Any shapes (black over white) put into the
secondary cutout spots (white over black) have to be
connecied back to the original image. Pieces of the
‘paper’ must connect back to the rest of the paper
elements, or otherwise it would just fall away If this
was a real cutout.

Apart from various shapes, letters can be cut out
as well. You can create them with the Pen or Pencil

&

Shapes

Complete
your design,
create a new
layer and get
to work on
shapes cut
out from the
cutout itself.
These will be
deletad later
to allow the
background
to show
through.
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Keep it real Make sure any additional designs

within the ‘cut out from cutout’ spaces are attached
to the main ‘paper’ image. Otherwise they'd simply fall
away if cut from real paper.

tools, or simply use a typeface that you think
complements the image style. Don't forget to set it
to Cutline, so that you can easily manipulate the
shape of the text.

Select the main layer's shapes (all black objects),
group them together and change the colour to white.
Change white shapes to black (on the layer above).
Save your file once more (as an .aifile) and reopen it
in Photoshop. The llustrator portion of this tutorial is
now complete,

Copy your design and paste it into a new, large file
(the margin space is entirely your decision). Create a
new layer underneath your design. Fill it with a dark
colour {a nch brown works wonderfully). Later on, this
layer will contain a texture or stock photograph of
woodgrain (as seen in the final Image)

Mow take the Selection Wand and select the black
shapes in the design and delete them. The
background should now show through where the
Dlack shapes were,

Select the inverse of the white design shape (select
outside the design space), add a new layer, Till the
selection with a dark brown or black (or a darker

Adding the background Open the design
in Photoshop after changing paper colour to white.
Fill a background layer with colour, delete the ‘cut shapes’
(the black shapes) to allow colour to show through.
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.0 Gradient Convert the paths to
W selections and apply a radial gradient
{colour to transparency). Direct the gradient
where you'd ke the shadow to be cast. Be
delicate, and layer to avoid harshness.

Doodling

Allow your shapes to form
naturalty and flow into one
another. The biggest task
of this plece is creating the
design itself. The rest of
the wiarkl is merely adding
s0me oompn to your art.

"R

,_l‘li

@ Shadows Using the Pen tool,
map out shadow areas. These will
give depth to the image, popping somea
shapes out {connected to other ‘popped
out' shapes) and holding some back.

PAPER CUTOUT EFFECT 2

e

E

Add depth Use the Pen tool in Photoshap to

select areas that you want to alter the depth of and
use the good old radial gradient to lift areas forward and
push others backwards

version of whatever colour your background layer is),
lower the transparency of this shadow layer and
move the layer out from under the design a bit (just to
the right and down).

Mext, create a new layer and then grab your Pen
tool in the toolbar. The following step is aimed at
composing depth within your cutout design itself.
Construct spaces where you'd like to pop certain
shapes out from the rest, or where you'd like to
show a change in the level of the piece. Change
the path shape to a selection and then apply a
radial gradient lightly and carefully (this may take
quite a few attermpts in order to get the exact angle
that you want). The gradient used in this piece was
dark brown (the same as the background) o
ransparency. If your background is another colour,
then simply using a darker version of that colour will
give the best look

Travel around the image, applying bits of gradated
shadow. Pop some bits out, shade some bits in. You
can layer gradients on top of one another 1o create
more depth, or even work it with the Brush tool. Once
your gradients are complete, select the white design
and invert the selection, then go back to the gradient
layer and delete all of the colour outside the white
CLOUL space

Your final step is to apply a texture or stock
photograph in the background layer to finish. You can
add gradients below the design for more depth, or
leave it as it is.

» . Addinga
| “ -background

Drop shadow ‘ou can add a drop shadow to
the black, off-register layer. In Layer Slyle on the
selecled layer, hil Drop Shadow and adjust as needed.

Background Copy backgound texiure from the
onginal, paste to a new layer below the background
colour. Itcan stand alone or b altered by the layer above.

= o B B o g

Set layer above The dark colour used for the
background may remain. Fill the layer above he
background oruse a gradient (dark brown 1o burnt orange).

layer to Overlay to add ite colour to the background
layer below. Reduce fransparency toyour iking — 50-65%.
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Behind
the scenes

artists explain the

ques Denind the

GAMUNDEN

' | Artistinfo &€

www.magamunden.com
ountry UK
oitware used Photoshop,
ustrator

YV
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Working

Progress

Design hypnotic vector
images with real depth

N
fep 1, fi'.lphli[ifﬂ and flip

Siep 15, Shuding and degf

{fep 11, Edpand your selections

Step 15, Gaussian finich

SHADE YOUR VECTORS

Shade your vectors

2011 Photoshop, lllustrator

€6 The aim of this tutorial is to show you how to create a shaded

vectc:r llustration combining lllustrator and Photoshop @§
~GAMUNDEN lllustrator and senior designer at ilovedust

his tutorial guides you through the process

of creating a fully shaded owl illustration in

vector form and then in Photoshop. The use

of bold, pattern-based linework and powerful

psychedelic shapes coupled with strong shading make
this an eye-catching piece of design, but there is plenty of
room for you to make the final result of this tutonal your
own. During the drawing section of the guide you can add
your own style or even choose a different subject. This will
make it more exciting for you as the end product will be
original = you will simply have followed some basic steps in
terms of tools and techniques to help you get there,

Uwils are such a popular and interesting subject they
come up all the time in contemporary illustration. The
addition of the third, all-seeing eye in my illustration gives it
a sligntly unusual edge. Hopefully this helps to grab the
viewer's attention more than the standard two!

To complete the tutoral you will need access to a printer
and scanner in order 1o make your drawing. Howewver, it is
also possible to skip the drawing stage and instead create

Collect references

Begin by collecting your own
reference imagery. Flickris useful
forthis as is a Google Image search.
It's always beneficial to look at
photographic referencas to get around
wour subject, in this instance how an
owl looks. [tend to make very rough
Photoshop mock-ups with found
imageny as a guide o draw fram.

Mock-up In Priotoshop
opena new file at the size you
wish, around A3 is good. | had anidea
of the basic shape wanted miy owl
to have —guite a shylised, graphical
shape —so |l began by drawing this
straight inusing the Pen tool,

vour half-owl by using solely vector patterns if that's how
you prefer to work. If you're followang that workflow, ignore
steps 4-6 and use the Shape tools in llustrator instead.

Before beginning the tutorial it's certainly worth gathering
plenty of reference pattern imagery, as | think the patterming
is what really helps the piece become more than a
straightforward image of an owl. It adds interest, so take a
look at Art Nouveau, heraldry-style patterning,
contermnporary designers and anywnere else you can think
of to find great inspiration. The more references the betier,

The two main shading techniques you will learn are the
use of the Blend tool in llustrator and gradients in
Fhotoshop. The Blend tool enables you to draw two
separate lines than run parallel to one another (they can be
curved) and then fill the gap in-between these with a
selectable amount of keylines and blend them into one
shape. Gradients give you a smooth blend of colour from
one tone to another, or even through a multitude of hues
These techniques form the basic skills needed, so follow
along to build your own stylish vector creation

. _S_oftwa;e_ at the ready - lets go!

Create and reflect Using the

Polygonal Lasso tool and the Cut and
Pasle commands (Edit=Cul / Edil=Pasle),
create half of the owl image using a compaosile
of your reference images. Because l'want
this image to be graphic, a reflected style
willwaork well, Duplicate the half and use
Edit=Translorm=Flip Horizontal,

Digital Artist Collection
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. Createthelineart

Use a composite of photo references to guide you

‘Print and draw Now print out your reflected
composition, preferably at A3 size. Using tracing paper,
begin to draw out half of the owl by hand. | wanted rmy subject to
be very ornate and decorative, so | added my own swirl details.

by
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‘Half drawn vou really only need to draw hall of the piece, as | have in pencil. You may
find you make mistakes, soyou can always make a tracing of the sketch for the final design.
This may help progress the image from the rough stages, which is of course a positive thing.

“Scan and recompose scaninyour drawing once you are happy and bring itinto / . { (aP - ,-- < < - 1 \I "i' \
Photoshop. If you drew slightly maore than half, crop the drawing so you have an exact line of l-,m'- ¥ d/ (7 X 4§ -\ \P Y | !
symmetry. Position the drawing over the top of the mock-up. | \ 11:‘ { : )] A r\ - \} 3 ‘ J
) JAL /"
" . ¥ i + ¥
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Du plicate and flip Once you have e:a-:a-ctly half of
the owlin pasition, duplicate that layer. You can then go

to Edit=Free Transform, Ctrlfright-click onthe layer within the
image and select Flip Honzontal. Adjust the second half into
' position, Now merge the two layers of your drawing.
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e
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-

“Clean it up Using the Dodge tool set to Highlights
and an opacity that doesn't compromise the line quality,
clean up your drawing. Around S0% Opacity works well,
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SHADE YOUR VECTORS

“Into lllustrator At his point you = w EPI s >
need o save out a JPEG of your H t d tl '
Photoshop docurment and place it into | OW 0 lgl Se
llustrator (File=Place). In the Layers palette, Wr -
double-click on the layer you see and set it fo l ’ | i/ / S} Ol l I 1 I I Iewor1<
Now cover half of the design with awhite block |'! ) %/////, r Transform pencil or ink
and lock the layer soyou cannot edit it NI ///,/// sketches into on-screen art

Template mode, with a Dim amount of 50%.

e |
e —— -
e |
Laywr Options o e .
Mame  [Layer 1 —— @ . NS |
color | Ugmemioe i3l [ Cancel | F —— !
=] -.'"-:.::_H_""-n |
Templse e b e S .

o i VTN ——— | |
preview 5 Dien Wi 1o 500 | % Trace It's time to begin tracing — the ;

longest stage of the process. Usa the
Pentool for this as it offers the mast contral. All
you need o focus onis creating single lines and 5 : = Y
closed shapes that directly trace the drawing ‘Scan stralght Ablvays clean your scanner well,
. . . ] bielow. Do this on & separate layer and ifyou are drawing al A3 size but scanning at
A4, make sure you line the halves up precisaly.

=z aats. F [ J 13 ]
‘“The Dodge tool The Dodge taal is very useiul

- when it comes to hand-drawn linework, enabling
' \5\\ /// P you to lighten the shadows, highlights or midtones.
St o NN\ WWHITTTIT I e s =

= & e |

“Blend vectors Inafewareas | used the Blend tool to create some really nice shading — -

- LA —
effects. This works when you draw to fairly parallel lines {even if they are curved), select the %7 W =
Blendtoolin the main palette and click on each of the two lines. Go back 1o the Tools palette and o m— A Z=-
click on the Blend tool symbol. This opens a dialog box where you can choose Specified Steps f (i o T = '
and adjust how many blending lines appear between your two existing marks. _ T :__F
A\ / =
Untidy blends N, ==
‘ - Sometimes you may g e |
. need 1o tweak the effect of 1‘5: : A
the blends. Adjust the lines IR - > S L ]
between the initial two by ‘Multiply The Multiply blending mode enables
selecting them and choosing you to set one layer 5o that all the white onit
Ohject=Expand. This wll appears ransparent, leaving darker colours cpague. '

enable you to edit all of the
curves in the blend.

< /N I

[’ Ereatr Frim Maria

h .  FW
o Y Y A
“Patch in There might be times when the Blend tool e » ‘More blendi ng You can also select the edge
L 3
gies some undesired resulis, or imes when you simply o - ’ of ane image with a marquee and feather it so that
need to cover a section of the linework. Do this by creating a i : whenyou overlap two pieces they blend seamlesshy.
solid shape and filing with black. | | S -
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Case

" . Shade in Photoshop

MEGAMUNDEN's work 1 Rl Y O e w————— Details The owi half
gets everywhere... o |usedasectionofa il will now be coming
ﬁ’k e T o e ok photograph | ook, adjusting — together. Add to the graphic
v . - : Fe : the levels until there was . nature of the piece by using
oo W - clear black and white (1 - some geometnic shapes to

did this in Photoshopvia :".‘_ L create patterning. 've used
8 oy |mage=Adjustments= e circles alotinthis image.
P X Levels). Once this was =

complete | brought the image |
ot * into llustrator and used the

Du A - Live Trace option fo corvert it

2011, pen and Photoshop design tovectors, setting Threshold

@ Commissioned by Gavin Strange at to 128 and Blur fo Dpix. AW = A
— Clipping masks This pattern will be
s = used for the eyes of the owl. To hide the
P square edges of the paltern | used a clipping mask.
| = E | = This is done by drawing a space over the area you

= | —— want 1o keep, selecting both the shape and the
pattern, andusing Object=Clipping Mask =Make .

7% -Stroke width It'= good to only have a
small number of line weights going on inyour
piece. Inmy version there are anly two— 3ptand 1pt.
Haold Shift, select the lines you want to be the same
size and use the Stroke dialog to choose your width
erim

ok
0TS o

Floodit B
2010, pencil, Fineliner, Photoshop f;‘,
@ A piece for Nottingham’s Floodit 12 o
show with Iive music and screen- A
printing. Organised and curated by 1l
Waste Studio !

-1 Back to Photoshop Cnce you have drawn up all
¥ of vour owl, copy half of the lines and pasta them into an
Ad sized Photoshop document. Duplicate the layarand flip it
horizontally to create your full composition. | wanted to adjust the
eyes a bitin Photoshop so | copied them separately.

OSSR  4

.l. 1 :'.-..___‘__

% ‘Shading and depth Onthe linework layer, use the

Magic Wand to pick out areas you want to highlight. Once
wiou have made a selection, create anew layer and till it with a
solid colour. Double-click to view the Layer Style dialog box,
select Gradient Owverlay and then click on the rectangle to open
the Gradient Editor. Adjust how youwant the shading to appear
and pick your colours. Repeat this step all around the image until
yall are happy with the shading balance.

The Bomb {Brighton)

2011, Posca pens, acrylics

® Freehand mural for The Bomb all-sex
hairdressers in Brighton's Morth Laine,
S04 Sydney Street,
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SHADE YOUR VECTORS

Colour half it s important to remember to only colour

half to save yourself the workload. Once yvou've coloured,

flip the shading layers horizontally after duplicating them.

Erase instead

of gradients 1o
get more control than with the
' Expand your selections vou canusathe gracient technigue, fill an area
Expand dialog (Select=Modify=Expand) whenshading.  with solid colour and, with the

I'his enables you tomake a Magic Wand selection then expand Erasertoolon a low opacity
L by pixel rate, When you fill that selectionwith shadeyouwillnot - satting, showly erase some of
gel any gaps or odd joins in coloun lhe calour fram the edge

e e e 15

St

— g @B BB

- M
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oy " :

e Keep it

3 I consistent
The owl design has been
composed Dy creating half of
the design, then copying and
flipping it. But one little deta
can let you down if yvou're not
careful: the eyes. As we Know
- from manga artwork, the
—— catchlights in the eye govem

- \ L/ a lot of expression and show
- the direclion e suject 1S

- looking in. Malke sure that the
catchlights in the eyes
(including the owl's third eyve)

~ are consistent and all point in

thie same direction

. . . . _ e Rermember that they'd all be
: Add some punch Onceyou have shaded to your heart's content, Select All (Ctrl/Cmd+-A), copy all {Cirl/Cmd+-Shift+C) reflecting the same light

and paste the copy into a new layer set. Now duplicate the new layer and st the blending mode to Screen. source at the same angle.
- Gaussian finish To finish the pieca | added a mild Gaussian blur to the flattened art

ayer, but not the lop layer thal is sel lo Screen. This helps 1o keep the eyes sharp and the
eslalittle softer. | set the Blur Lo 1px. Save cul and you're done,

Lpdvny. 1.9

Feather Badean 150 pronh

Focus on the eyes Craw a loose oval around the
owl's e area with the Lasso toal. Invert your selection
(Cirl/Cmd-+Shift+1y and Cirlfright-click on the selected part o
orng up the drop-down menu. select Feather and enter 100-

subtle highlighting around the owl's eyes,
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Cheat Guide

Superflat scene

Nigel Hopkins creates a Superflat landscape

01 Getto grips
with the tradition of
Superfiat art

The term Superflat gives its name to
two key areas. It refers to the postmodem
art movernent founded by Japanese artist
Takashi Murakami, but also denctes his
idea of blurring barners between high art
and mass culture, and the flattening or
compression of artistic genres

The term was coined by Murakami and
published in his Superflat theary in 2000
He noted that there was a long history of
flat, two-dimensional imagery in Japanese
art and the Superflat style is one that is
influenced by and celebrates two different
artistic genres — manga comics drawings
and anime, which are animated cartoons. |t
Is often also characterised by its two-
dimensional appearance, it emphasises
surface and employs the use of flat,
saturated colours, and the themes used
are often otherworldly and mystical.

As well as Murakami, other artists whose
work is regarded as superflat include Aya
Takano, Sayur Michima and Chiho
Aoshima. Aoshima is a Japanese pop artist
who produces computer-generated fantasy
cityscapes that often include ghosts, nature
and young women. This tutoral will help
you create your own Superflat landscape.

T Characterisation | really wantad to
bring my Superflat landscape to life so
| gave everything a character and personality.
A small embryonic form sits at the heart of the
central tree. Plants and foliage have eyes and
the mushrooms all have taces. The main hill
is the head of a young, wide-eyed woman to
convey a sense of innocence in contrast with
the wise mushrooms with their heavy eyelids.
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" Cheat tip

: You don't always have to
use black to evoke a
darker scene. For a
nighttime effect, try

placing a solid block of

cyan over the top of the
image and reduce

its opacity.

RS

Manga style Superflat art
encompasses manga and anime
styles. | have incorporated this into my image
using bold, flat colours and a shallow sense of
perspective. Wide, open faces prevail and the
characters are often round-faced with huge
eyes; innocent and sensual at the same time.
The woman's face in the hillside mirrors these
aspects as she stares straight ahead.

T‘A Cuteness Ancther key feature of
Superflat art is one of cuteness or
kawaii, meaning loveabls or cute in Japanese.
The face of the woman in the hillside is rounded
and childish and her eyes are wide open. As
well as appearing cute she is also slightly
provocative. The mushrooms each have
taces and the one-eyed creature on top of the
coloured hill has cute, mouse-like ears.

1\ Eeriness Eeriness often plays a part
in Superflat landscapes, so | wanted to

convey this. The background is ambiguous,
as there's a sense that something else is out
thera in the forest, but the shadows and shapes
aren’t clear. There are also eyes everywhere,
staring right at the viewer. Some of the plants
have beams of light shining from them giving
an otherworldly feel to the scene too.




SUPERFLAT SCENE =2

Five steps 10 producing your own Superflat art

o a o
5 Y o - |
¥ A A \
il -4 =¥ ol J

Starting point Look at pictures Block in Block m some simple Layers Separate the image into Add character Begn toworkon Refine the image Set about

tor reference and sketch out shapes like the hills to get the toreground, middle-ground and all the olyects added, giving refining the image, fine-tuning
ideas. Scan these in fo use as landscape composition. Startto background layvers, labelling them their own faces, shapes and adding in extra
a starting point in llustrator. think albout {and use) colour. each accordinghy for clarity. expressions and personalities details where needed

N / 03 Be influenced

by other art styles and
enhance your image

O

O‘o

g i B T e

Incorporate other styles You could evoke
other art styles into your Superflat landscapes.
Mihonga is a more traditional form of Japanese
art and if you wanted to portray the essence of
this style you could use a more muted colour
palette to give the effect of a wash of colour.
Alternatively, you could opt for a monochrome
feel using several shades of one colour.

He ©

So far SoFlo If you wanted to keep a bold
palette of colours, you could try your landscape
in the style of SoFlo. SoFlo is a genre of art that
started in Miami and is based on Superflat
Images are vividly coloured and very flat. They
are often made up of repeating patterns using
geometric shapes and lines throughout. In my
scene, an example would be the pattern of the
hair on the face in the hillside. It is both brightly
coloured and geometrical.
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Build a
Pop Art
Image

Cycle Haven 2o
lllustrator, Photoshop

@0 This tutorial is all about
creating an image with the use
of collage, vectors and various
textured techniques 9

Neil Stevens lllustrator, image-maker

or this tutorial | have created an image

that draws inspiration from Pop Artists

- such as Richard Hamilton - and

mixed this influence with my own to give it

a more contemporary feel. Hamilton's art would
often involve collaging images to create original
pieces. Found pictures, old photographs and various
objects would all be carefully placed to create a
whole new image. |'ve taken that influence on board,
but also added a few simple shapes, cleaner lines
and the usual colours and textures | tend to include in
rmy worke. With some simple technigues within
Photoshop and lllustrator you can also create this
look and feel. This approach to illustration is, in fact,
quite new to me. | have been experimenting recently
by adding something a little extra to my previous
style. By mixing vectors with photographic images
| have found a new direction. The best thing about the
collage style is that anything goes, and the maore
inventive and crazy your approach and ideas
become, the more interesting the results can be.

| have always been inspired by the work of Ciara
Phelan, Jesse Lenz, Julien Pacaud and Marek
Haiduk. To me, these guys are the best at
conternporary collage work. If you want 1o be ingpired
and create work of their quality, finding their websites
and browsing away is the place to start.

Before | began my image for this tutorial, | was
given a number of images to work with and | also
selected one of my own. The idea was to create an
llustration of cyclists within a mountain scene. The
beauty of the Fop Art style is that you can interpret
the theme in numerous ways. When finding images
to use you often have to be gquite eagle-eyed. You
could sift through numerous old magazines and
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S

Digital artists explain the
techniques behind their
amazing artwork

Neil Stevens

Personal portfolio site

Country UK

Software used Photoshop,
lNustrator

Meill often uses geometric
shapes and textures to farm
the basis of his imagery,
Influenced by mid-century
graphic artists and
contemporary collage
illustrators, clients have
included The Guardian,
Wired and the Big lssie. He
also sells prints of his
illustration work online.

2 24
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Bring life to
yglilrg worlds

Add shading and texture to
give the image an organic feel

'|I'I1Flﬂl't grass With the slock imagery of the
field of grass you can selecl an area and brng il
nta your main illustration 1o lay over the flatworlds,

stock photography and not find exactly what you're Rough sketch Sketch out your

= looking for. But, if you look harder, you may end up ideas to a clear visual. This will show
finding two different images that, when put together, "W Youwould like to place the elements on
will create exactly what you want, You can cut them YRRSSEEG RIS MR B8 ¥eiy i’
out, change the angle, fiip them, discolour them and
add them to other scenes and images.

| had a couple of images of mountain scenes, a

cottage, wind turbines and a cyclist to work with. |
began sketching out ideas in a very rough fashion

and decided upon creating a rather surreal world

=
‘Create the shadows Withsubtleuseofthe  where cyclists are riding across planets or worlds to organlse
Erush tool in black at 30-60% Opacity, you can an ideal cycling destination. | first created the planets, ur I rs
carefully shade areas on a new layer above your world. or worlds, within lllustrator. | thought if they were sliced yo _ aye
in the middle | could create the individual scenery on When crealing images thal
- i involve collage work, the
3 each flat surface. When | create scenery, it is often layers can soon add up in
LA with geometrical shapes and so | added these in on FPrhotoshop. To keep things
1 : less complicated as you
- the flat surfaces and chnse autumnal colours. This pragress further with the
i then helped me to decide on the palette for the piece, it's always sensible
= remainder of the illustration. | thought about ltﬁ name and group the
S . . .
e connecting these worids with a path for the cyclists o cﬂ;?ﬁjﬁ?ﬁﬁﬁﬁu gt
e = follow. Rather than have a round-edged path, though, towards the end and you
el | chose a zigzag to lend a futuristic feel. | picked a really need to find that 14th
. tree from the left, you can
colour for Yy bECerDUﬂL'I and added in a few very find it with easa,
” small circles fo represent planets in the distance,
‘Blend modes ou canuse the blending purely to decorate the image further and give it a
options, such as Multipty or Darken, and change sense of depth later on. As you create these shapes
opacity to make sublle changes to your shadow layers, within llustrator everything looks a little flat, Don't
worry about this, though, as all the shading and

depth will be created later in Phatoshop.

Once | was happy with my vector backdrop, |
copied and pasted each element into the Photoshop
blank canvas. | named each new layer as | copied
thern, as there will be so many that when you get to
the final strait of creating the illustration it will really
help if you're organised. For example, as | had three
planets, | created a new group in the Layers
drop-down menu and placed each new layer within - -
2 this folder. This way | know where to look for all my i\ gﬁ;ﬁmﬂ gzztirlllp iT:E
‘Add texture ane you are happy with your bushes, hills and so0 on Tcur each planet. I. now had all geometric shapes for hills a;ld busr?es. At
elements, add afinal layer at the top. Use the Add my elements for the main background within this point | thought about my colours, too,

Moise filter at 20% and the Color Burn blend mode. Photoshop, organised with all the layers named and went for an autumnal palette.
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clearly. | now set about using the photograph of the
cyclist. All | needed to do was cut out the cyclist using
the Pen tool in Photoshop then trace around the
perimeter and any gaps of the profile, This
automatically creates a path and | then used Make
Selection so that | could copy and paste all this detail
into Photoshop. Here | converted the cyclist to
greyscale, played around with the brightness and
contrast and added a slight tint of colour with the
Brush tool. | needed a handful of these cyclists, so |
copied and pasted them 12 times and named each
as Cyclist 1, Cyclist 2 and so on. | changed the colour
of each of their jerseys for variation then set about
placing them on the path, and as the path headed
further into the distance | made sure that their scale
was appropriate to their position. With collage you
often don't need to worry about scale and
perspective as much, but there are some sifuations
when it can help enhance the overall look and feel,
especially when you want to achieve the appearance
of depth or a vanishing horizon. Again it is entirely up
o you as to how surreal you make it.

7 Multiple cyclists When you have cut out your

image of the cyclist, place him on a new layerin
Phatoshop. Copy and paste as many times as you want
to create more cyclists and decrease their scale.

BUILD A POP ART IMAGE &

.

| still had a few more stock images that | could add
to the illustration, and one was an image of a few
wind turbines in a field. As all the structures looked
the same | only cut out one of them and then placed
themn into my design following the sketch | had
created earlier. At this point some elements of your
sketch may not work so you can still move them
around. Negative space is always good, so don't feel
like you need to fill the whole canvas with images; it's
good to let the illustration breathe. | cut out the
cottage from another stock image and once again
copied and pasted a few of them together to form a
cluster of buildings to add a bit of density. The final
stock image | chose was of a set of hills and a valley
with blue sky that | thought would be a great use of
scenery and a distant haven for the cyclists to be
riding towards. | echoed the shape of the hills and
roundness of the planets in this element to make it
blend inwell with the illustration. | wanted it to seem
like it could be a window to another world.

As | copied and pasted these various selections
from the stock imagery, | noticed they all contained
different tones and colours. To make them maore
harmonious you can decrease their saturation as you
go or wait uniil the final flattened version. By doing
them individually you gain more control through
subtle changes. With this particular illustration, |
decided to tweak each layer ever so slightly by
adding noise. You simply create a new layer over the
top of an element you wish to change, fill it with white
and then select Filter=Noise=Add Noise. This gives
WOu a new layer of texture, that, when you use the
Color Burn blend mode, creates a roughened detail
over the flat areas to give them a more life-like look
and feel. Once you are happy with the placement of
your layers, textures and elements, you can flatten
the image and then play around with the brightness
and contrast. It's also good to experiment with the
hue, saturation, colour balance and even a photo
filter of your choice to achieve the final colourng you
desire. You can then stand back, take a good look
and hopefully be happy with your work,

[ EY e e ww A

- Add noise and flatten

When you're happy with how all
the elements and shadows look, you can
flatten the image. To add a final texture
and make the image feel more organic,
simply add a new layer, fill it with white
and choose Filter=Noise>=Add Noise. You
can then choose the Color Burn blending
maode to leave your image with a subtle
teadture and then flatten the file once more.

- Colour tweaks Select the
whole image, copy and paste it on

top of itself and now adjust the colours. To

make the colours less vibrant and give it

a slightly aged, retro feel, you can set the

Foreground and Background colours to

a dark and light brown respectively. Then

choose Image=Adjustment>Gradient

Map and your top layer will be transformed

to these two shades of brown.
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178 Create with your iPad

184 Paint on your iPhone

188 Create vector artwork on the

© interface allows Pad

me to naturally

experiment ” Ny

192 Manga illustration on the iPad
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x ‘A 040

nthe sofg, the

new iPad is fast becoming a

must-have for artists ~

e -

\'? \_ = ,-r"i

\ .» hatever style of art you're into, the
iPad is perfect. It offers a world of
easy experimentation since the / \
L)

apps cost peanuts and the web is /
awash with like-minded folk happy to share and
explain the work they're doing. So whether you
want to draw, paint, design or edit your photos, there
are the apps and the accessories to suit. Although,
admittedly, the latter might be more expensive.

Like many keen mobile artists, Mia Robinson got
into digital art through her iPhone. She explains: “|
had no idea until | bought my phone and now |
realise how much mokility has become a part of my
process and how natural it feels to use it. It gives me
an opportunity to log my ideas in real-time.”

"The ease with which you can carry it about means
that the iPad lends itself to casual usage”, says
Kasper Jeppesen, and he adds that “the form factor
and battery life give any app on it an immense /

>
/

"

advantage over desktop programs.” But what's more
important is that when Kasper sits down to focus on

a specific piece of work, "there is something about

the direct manipulation of the touch interface that ) «V
allows me to more naturally experiment and feel a

connection to the piece in the same way working with

physical media can.” So if you haven't yet used the

IPad as part of your artistic process, it's time to sit

down, browse the app store and get creative.

. \E'g?ﬂlrﬁst Collection
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IPAD/IPHONE

¥ The initial stage of laying out yﬂur |dsa5 is r:ruclal and there’s
an DptIDI“I to suit every iPad user to get those roughs down

 ——————— -

Adobe Ideas
$5.95U5/£3.99

Sketch Club
$1.99U5/£1.99
app.sketchelub.com

S The big boy of the

M sketching world,
Sketch Club has a

of online support and a strong
community. But actually it's a
simple application with 100

tinyur.com/DA-adobe-ideas
It's surprising that
Adobe hasn't

|t a cornered a bigger

share of the iPad apps market,
but this offers simple vector
functions with a great zoom and
15 ideal for work on the move.

:1& x m I Y | -|l'| ,.-d"‘ i

e

wgbslte Mmmhaﬂm Apps used: Sketch Glub SketchEanh F'I‘D ArtRage

o il— —— — 7

For Mia Robinson, one of the early
ﬁ adopters of mobile artwork, the iPad

is now integral for both “quick and
more developed sketch work.” She often uses
it for base sketches, but points out that the tools
are so good you can “develop a whole piece that
gves the effect of a developed ink or graphite

drawing. [It's] always cool to have someone look
af the piece and not know the difference.”

base

e

___--——r

Top ten accessorie

B —
iDraw

$8.99U5/£5.99
www.indeeo.com/idraw

’ ;
@ drawing, but its

matter-of-fact functionality
makes it a fave for image
planning. Great pen and shape
tools, as well as vector brushes.

This vector-based
app is great for

VU 4 y3 v

.
1
o

She's a big fan of both Sketch Club and
sketchBook Pro, and says she will typically use
one of these two apps when it comes to “the
quick sketches | do on the train, at home when
trying o consiruct a portrait or even preparing
sketches to be imported into another app for
development.” And the best thing is that using the
IPad enables her fo "sketch out in public without
making such a big production of it."

5
Legs
F'n:-r- hing 1 thn:- H]t‘u_nt_—. [m
legs C rn—-a1ec a sort of 1nr| Sion
in the drawing”, says
Matthew. He added Ihi-‘

harsh reflections and

glowing light to finish
: the iImage.

A roundup of the finest styli, cases and penpherals
to get the mnst out of your tablet

Sensu Brush $34.95US (£22.50 approx)

www sensiihrnish onm

For the closest paint-on-canvas feeling, you
should look no further than the Sensu Brush, a
stunning stylus sporting an authentic brush tip.
And it's not just for painting either - ratract the

"h.-""

‘ -~ brush and you can use the rubber tip for general
navigation. The Sensu Brush looks incredible too, coming in both
chrome and gunmetal finishes. It hits the shelves in the near future.

b\ ¢
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Crayola CalorSh.ldlu HD $29.99US (£19.32 approx)

www.ariffintechnoloay.com

— Unleash your inner child with the help of the innovative
) Crayola iMarker frorm Griffin. In conjunction with the

pencil, paintbrush and, of course, crayon at your fingertips. The supplied
software has a host of fun colouring games for children, and the free draw
section has enough funchionality to let younger creatives explore their artistic
side. The quality of the shlus means that adults will love it too, though.

ColorStudio HD software, the iMarker puts a marker pen,



e

o
ol L ]
i L

g4 Painting Interview: |
Sl B Mattnew
| P09 splats am-j strnl-s:i.;.s | Watklns |

Website:
Brushes $7.99U5/£5.49 Apps: Brushes, ArtRage, Inkpad
SketchBook Pro, procreate, ldeas

The go-to painting app of the
IPad zet, Brushes deserves As Matthew Watkins puts
its sterling reputation. Perhaps it: “The real finger-painting
it's a shame it doesn't have a blur tool, : revolution started in 2008
but its powerful layers and range of with the first iPhone.” But, obviouslhy,
brushes are something to behold. the iPad has developed what the digital
painter can achieve with its larger
SketchBook Pro $1.99Us/£299  carwas and more advanced apps.
tinyurd.com/DA-sketchbook-pro Matthew is a connoisseur of a whole
One of the most professional  range of them, including Inkpad, Ideas,
apps on the iPad scene, Pixl-o-matic and Snapseed on top of
SketchBook Pro features six his painting favourites. The great thing,
layers, blend modes and the ability to he says, is that “the iPad allows you to
move, rotate and scale the canvas. visualise an idea more quickly and to
walk down more creative roads,” He
procreate $4.99U5/£2.99 has found it also inspires him to explore
tinyurd.com/DA-procreate-app the traditional techniques he is able to
Slick-looking with a range of reproduce in the digital world: "It gives
custom brushes, procreate you the impetus to go out and try cils
has a legion of fans. It also or encaustic, or cut a real wood block.”
offers an HD-size canvas so that the For Matthew, who likes to paint out
grittiest of details can be added. and about and whenever the mood
strikies, the fact that the iPad 2 has a
camera has been another enormous
boost, though he still loves "paper and
traditional drawing and doodling.
“It's great that the new iPad has a
camera and you can take a picture of
your doodles then work them up l
digitally with colour." Wonderful as the
new iPad is, Matthew is hoping for
v\
I

more in the future. “l would like to see ‘
screens become even more sensitive”, |
he explains. “Pressure sensitivity would gk
be nice. And better daylight contrast. -
lt's hard to use an iPad in the sun. Oh, j
!

and can we have bulletproof glass?!”
i
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To finish the image off,
kasper adds a sma
nexagon in the centr
each figure. This he
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O add texture and

break the lines of the initia
pattern, Kasper adds a series of
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Top choices for
graphical work

Inkpad $7.99Us/£5.49
www taptrix.com
¢ With an unlimited number
of layers and a particularly
comprehensive way of
handling those crucial paths, masks
and text, Inkpad has endeared itself
to even the most loyal of
llustrator followers.

TouchDraw $6.99US/£5.99
elevenworks comftouchdraw

~ With a sizable library of
B shapes for you to use in
T your work, TouchDraw is a
pretty practical application and will
suit you best if you have serious shapes are added to
work to get done, and get “the centre of each
done fast, | existing hexagon,
| creating focal points

iDesign $4.93Us/e2.99 =1 NEEREIs =R

fmE oL o tlr
0 WL T =EE | Lar

Darker hexagonal

_ R _ L Indnadual figures
IDesign is a slick, >

professional little app,

ideally suited to anyone
doing drawing on the technical side
of the scale. It's great with text too,
and there are so many options that
you have precise control.

interview: Kasper Jeppesen Lt apmenen

ﬁa Brooklyn-based Kasper appreciates the focus that iPad Inkpad is his most frequently used app for carving an arresting vector
apps offer compared to their desktop counterparts and style. His work “will often start from a sketch in the form of an imporied

/ has thoroughly embraced them in his everyday workflow. image or one done on the iPad in SketchBook Pro”, he says.

“Although some iPad apps are starting to suffer from serious feature bloat”, “Once in Inkpad | continue there until I'm ready to export it as an SVG

he says, “they are, in general, much more focused on the very core of what  file. | use Inkscape fo convert to a high-res bitmap and then Photoshop for

they are trying to do... allowing me to focus on what I'm creating, not the final adjustments.” The biggest challenge has been creating images big

tool I'm using to create it” enough for print, but this workflow is enabling him to do that.
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Imprwe your
Images on the g-::
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1. The I::asn:: pattern Kasper
creates an initial pattern in

using I"r_il'l' Unite and

IntroQucing colour gradients.

nkpad

F"hﬂtUEth Express FREE
It might only be a baby
version of the beast, but this

m iz still Photoshop, and that's

got to make it a must-have for anyone
wanting fo edit photos on the iPad.

Viasque $3.99US/£2.49
WWw.masqueapp.com

g \Vith four layers, plenty of
4
R

effects and what it calls a
Masque is capable of satisfying even

1 53 viulti-Touch Gradient tool
2. Colour variations Mew shapes Muiti-Touch Gradient too
the most hardcore of photo-fikers

are added on separate layers.
Kasper uses variations of colour
to give the image a natural feel

Photogene $2.99US/£1.99

I"-:E'[[lr'lg Mmicre 2sl0nal

% A =_'-',ir'r|plr='- {o-uge editor that

3. Introduce hexagons Mow that
the basic texture is complete,
Kasper adds a senes
transparent ayers containing

Er
Ot 52M

£ . - =
B e

Rita Flores. Ir'r1ag& taken on iPhone

with each version, Photogene

tiangles in hexagon clusters
Rita Flores got into photo-
b manipulation when she started
L playing with her iPod touch
and then iPhone. Buying an iPad hot off
the press was the next step, and she
planned to transform some photos so that
they looked like a series of oil and acrylic

— s

her interest in digital art grew. Mow she’s
interested in app mashups, combining
“various apps in one picture to get a totally
unigue image. some of my favourite apps
for that are Pic Grunger, WordFoto, addLib,
BlurFx and ArtRage. | think of these as like

the spices that you add to food.”

=

: paintings she made in the Nineties.
4. Add Ehadlﬁg Kasner ad LJ ahadin q

throughout to give dimension to the image l Once she started expenmenting with
using Arrange=Group 10 ;’:1 bine the dark H"'I.':\ . ap F3"H ke P"UT' |'DD E FJFE”. she was
Ight areas before Quplcating for each higure. .« R LW Ay Ly Wil shie CULIL adTTieve
i
3 >N
LY
Apple Wireless Keyboard Architect Stylus
$69.00US/£57.00 $22.95US (£14.67 approx)
www.anple.com whwnar thaa reticstora com

A design classic, the
- Apple Wireless

Keyboard comes as
standard with iMacs, but will give your
IPad an extra dmension. The keyboard
is slimline, chic and free of cables.
There are many keyboards available
but none come close to this one in
terms of popularity and simgplicity.

Ficking your way through the
mountains of affordable sty
available for the iIPad can be
daunting, but that job is made
easier when products like the Architect Stylus exist.
Styled in anodised aluminium, the Architect is
designed for all manner of tasks, and its 7mm rubber
fip promises to make iPad users’ lives a lot easier,
Pick up the snug carmy case for added protection.

Mow a fully paid-up member of IAMDA,
Rita likes o browse other mobile arfists on
Flickr to see "what apps they are using and |
like: 1o figure out what they have done.”

JAU'ﬁedge cases

$42.95US (£27.45 approx)
www.javoedge.com

‘*. - There are a million and one case

options out there for safety-conscious
- !ﬁﬂ‘ iIFad owners, but few companies offer
ones as beautiful as JAVOedge. With everything
from carry cases and sleeves to stands, JAVOedge
provides a host of options to protect your tablet,
Unlike the bulk of bland cases, the range is
cutting-edge, colourful and guaranteed to raise
jealous looks on the commute,

\ S~ | c%uigmamstcnuecﬁnn 183
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IPAD/IPHONE

your IPhone

2009 SketchBook Mobile on iPod touch

| love carrying my studio with me everywhere. It's ™ \
easy to tum on and settle into a painting session any
time the artistic muse hits
Artist

he past year has been wonderful for
artists. Even those who had never

considered digital painting as recently a
January are now turning out wonderful art
pieces suitable for a gallery,

The introduction of the iIPhone and its phoneless
sibling, the iPod touch, ha
mini program applicatio
the small devices productive and fun well beyond
their intended

Online giants Flickr and Facebook have sites not

blogs and groups are evolving from the

phenomenon, such as thefingerpainters.com. CAD

d up a world of

lled apps) to make
this new medium, artist David Hockney has bee

Jle's online App Store offers producing thumb-painted works and using email as

Rough sketch The rough

sketch of the bird is done in pencil.
The initial composition is too small, so |
use the new Layer Transform tool to scale
it up and reposition it on the screen.

184 | Digital Artist Collection

many inexpensive art tools to bring out your inner
creative: Brushes, Layers, Jackson Pollock, Inspire,
Vellum and ZeusDraw - just to name a few. Each
has their own special features, techniques and
dewvoted followers, and usually a connected online
gallery so that the artist can show the world his or
her latest creation.

his print delivery method, and Jorge Columbo has
sainted several New Yorker Magazine covers en plein
aire, to the delight of artists everywhere.

I'm discussing one of my favourites here today,
sketchBook Mobile. It's the little brother to long-time
deskiop drawing essential, SketchBook Pro, utilising
the same drawing engine and many of the similar



PAINT ON YOUR IPHONE
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Digital artists engplaim the
techmigues behind their
amazing artwork
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Susan Murtaugh

Personal portfolio site

winw flickr.com/nhatos,
suzisd241

Country USA

Software used SketchBook
Mobile, Brushes

I'm a classically trained
graduate of the Chicagao
Academy of Fine Art. I've
warked over 35 years in
graphic design and
advertising. Recently | fipped
to digital and have given
away my old art supplies. |
lone rry IPod touch!

e' Going green Edit the Bristle brush for painterly texture. Add
a new layer between bird and branch. At this point | delete the
original sketch and fill a background layer with green.

s SEl -~

Brushes

G Edit Editing a brush to black in the colour Is an easy two-step process. You can
seea the jittery texture this stoke makes. | start blocking on a layer under the sketch.
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Case

A tour of the featured
artist’s past work...

AVM 2 Hands

2009, SketchBook Mobile

& My son Alex is rmy favourite model.
He's handsome, patient and has great
hands, which | include for the challenge!

'Blend | smacth rough strokes, using existing colour
and brush overlap to give the look of paint on canvas.

menu appears, and you may select one of the default
tools: Pencil, Airbrush, Paintbrush or Eraser. There is
also a quick switch toggle to swap the last two
brushes used, access 1o the colour panels, the layers
panel and the al-important brush panels. In the
centre is the puck, a very convenient way 1o size your
current brush and control colour opacity. Mowving your
finger or stylus side to side reduces or increases
brush size, and moving up or down controls opacity

Avery ight dialog box appears at the top with

: — decimal equivalents to give you feedback. A visual
Move it Merge bird and branch; make a new layer  circle in the middle of the puck also appears, showing
abave. With the same brush, | swirl around, overlap ., |0y colour, opacity and size. Also availlable from
strokes, and give the background movement and texture, . .
the Marking menu is the upper left comer, Symmaetry

features we've grown to love and need. The interface  Toggle, to make your strokes mirrored. The lower left

sketchBook Mobile comes in two flavours: the free and right are for Undo and Bedo. The upper right
MobileX which gives a great overview of the paid app  houses the new Layer Transform feature.
but with reduced canvas size and layer capability, | find it best to zoom the art out a little when using

and the full-featured SketchBook Mobile — only $2593.  Transform, so you can see the proportions and fo
Apple iITunes voted it one of the best apps of 2008,  help position the art. This is a very handy and much

R and rightly so as far as I'm concerned. | have been used feature for me, but it does take a bit of practice.
2009, SketchBook Mobile able to make everything from little black and white Use two pinching fingers for zooming and maowving
® | enjoy painting ordinary things. Hera rough sketches to full-blown commissioned portraits around your art. This becomes so much an integral
Lh::?lni?jfv?tthﬁ Eggyﬂﬁgﬁl?fﬁﬁd on my iPod touch. It has almost everything the part of working, that you hardly realise you're doing it.
to give this piece its distinctive look. desktop version offers in one small package. It SketchBook Mobile has one of the largest zooms
loasts a full screen 1024 x 682 workspace. Pressing available — 2500%.
the small ring at the botiom centre of the screen While you're working, there are "hot comers 1o help
accesses tools and menu options. The Marking keep you moving without interruption. Double-click

“5“ StYlusverSUS flnger W}II{|IMr1‘3,FIHE)P% t? “f

In an unofficial poll held on two Flickr sites, ] T .
the results are in. Fingerpainting wins - 2
by a landslide. There are staunch Pogo
stylus backers, roughly ten per cent, but
David Hockney uses his thumbs. Also,

in extensive testing this author could not
tell the difference between finger versus
stylus. That's because brush size and
opacity are selected and the screen is not
pressure sensitive,

South Bend Bait

2009, SketchBook Mobile

® | find antigue fishing lures as subject

matter irmesistible. | seek them out. | feal

I'm hamouring the original craftsperson
. when | paint them.
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Layer Editor

= Layer 7
& Layer 4
& Layer 3

Meet the artists

Creating art on the iPhone

-

‘Cesar Augusto Maarn has
Against The Odds! SketchBook Mobile

The act of drawing is, 1o me, similar to debate, to express
yoursell. You can go deepinside your mind and sharewith
others. It's amazing what we can do on the go these days.

0: Symmetry Turn on the

‘Benjamin
Symmetry option, use the last Rabe
brush and make funky swirls like tapestry. i
Reduce the opacity of the layer a bit to Sheepkiting Brushes
blend better, and this version is finished. www. flickr.com/photos/
nonutes.

Pricin

Apps are much cheaper
than full-olown computer
software and a typical
price is just a few dollars.
SketchBook Mobile is
available as a free version
antitled MaobileX it you
want to gne a more pared-
down version a go, but the
full edition of the software
is such a bargain at $2.99
that you might as well dive
straight in. Other art apps
for the iPhone and iPod
touch have similar pricing
structures: popular app
Brushes retails for 56 while
another, called Sketches,
has a not-so-whopping
price of just 36. There are
also many other free ones!

b *

Change key elements Another advantage

of using layers is the ability to change key elements

within a piece.

the top nght, and you zoom the canvas out to actual
size. Double-clicking the battom right undoes
strokes; nght re-does them. Finally, double-clicking
the top left comer will clear the entire layer, which
thankfully can be undone in case of an accident!

The colour wheel and swatches toggle are pretty
straightforward — the slick thing is you can replace the
default colours with those you use most often. The
Layers paletie is also very advanced: newer devices
can have up to six, older ones three. Layer order can
be switched, and collapsed to make more, Opacity
can be adjusted or turned off completely. Photos can
also be imported to layers.

The last and probably most important feature is

the Brushes palette, toggled with the Editor, There
are 25 premade brushes, including Flood Fill and
Texture brushes. SketchBook Mobile's engine
simulates brush pressure sensitivity, allowing brushes
to fade off and create smoother brushstrokes. The
Editor allows you to tailor the brush: soft, solid or
hard, as well as adjusting the minimum and
maximurn radius, opacity and the spacing of the
brush texture. | love the Editor!

All saved art is stored in the very large gallery —
most recent work: first in the queue. There are terrific
exporting options as well. You can send art to your
saved photos to download later or email yourself a
saved PNG or Photoshop layered file.

Pressure Varying your finger or
stylus pressure results in rougher
or smoother brushstrokes. Mix these up to
create detall, with more textural strokes in
the foreground fading into smoother ones.

Chne reasaon | love

j fingerpainting is the
shortenad feedback
cycles betweean creation
and reception. And that
creales such asleep
learming curve for me thatl
I'd never hawve in my studio
crealing tradiional art.

‘Francesco
Salvati
For You My R.
SketchBook Mobile
wowwe flickr.com,

For me this is a new
experience. Foryears|
worked with traditional
mediums; now |'ve added
my iPhone. lt's amazing
what | can dowith it.

W -4 .
Sandra Schmidt
Wilson Dairy Cow Brushes

www.flickr.com/photos/digidex

I've always had an aptilude for painting, drawing, crealing,
bul no time for it until discovery of this amazing medium.
My life has been greally enriched and forever changed.

Digital Artist Collection
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VECTOR ARTWORK ON IPAD &5

Create vector
artwork on the iPad

e SCEenes

Digital artists explain the
technigues behind their
amazing artwork

Matthew Watkins

Personal portiolio site
woana watkinemedia com

Country England-born,
ltaly-based

Software used Brushes,

The Colonel's Surprise 2ot inkpadforiPad

&6 \/ector art on your iPad sound too good to be true? Here
IS a hardbailed account of using the Inkpad app @9

Matthew Watkins Artist and illustrator

nkpad is a powerful vector app and the

latest program from developer Steve

Sprang, creator of the best-selling Brushes.

Steve announced Inkpad for the first time in
October 2010 at the IAMDA Maobile Art Con, so
people were a little surprised that it took until March
to hit the iTunes store. But it was worth the wait
Inkpad is a nchly featured vector drawing app with

rmany of the key functions that you will find on
professional deskiop software like lllustrator or

Ink ArtR )y

ek Tl CorelDRAW. You can create and edit bézier paths,
ArtStudio, Adobe Ideas group, mask and create compound paths and use its
| like to paint almost fully featured layers, options and export capabilities

exclusnely from rmy
imagination and | think that
maobile digital devices are a
great way to free your mind
and enable you to make the
mast of your creative time.

Sulitract From

Fxp luscle

Mlams

including SVG, PDF and PNG formats. You can even
save it to your Dropbox from within its interface.

This app is not a toy; it is as professional a design
tool as you will find on the iPad. And at £2 99/%4.99
S, it's also a real bargain. You will need to have 105
4.2 or later installed on your iPad to run the app.

It's solid, snappy and intuitive. The navigation is
simple and concise, allowing you to get the job done
without any unnecessary clutter, and the small
floating tool bar is a nice aesthetic touch. Getting the
hand of vector drawing with your fingers on this
program requires a little more right-brain activity than
most drawing or painting apps, but the results can be
spectacular and you have the advantage of being
able to output to unlimited size proportions.

If vou have used vector apps on the deskiop
expect few surprises from this iPad equivalent. It's
really just a matter of practice before the commands
become second nature. And the developer has

e' Vector hat | will start the drawing with a hat. |
draw three ellipses to construct the general form.
Using the Multi-Selection tool | select two, and under the
Path menu, | choose the Unite option.

Draw the face | make the face out of four ovals

and unite them via the Path menu. With the face
still selected, in the Arrange menu | choose Send to Back.

made every button count with great use of gestures.
Double-tap to reset anchor points, for example, or put
an extra finger down to constrain a shape.

Apart from unlimited output, there are great
acvantages to vector art, including its surgical
precision, smoath gradients and the fact that you can
reuse forms and tweak to your heart's content. You
can even start tracing right over a scanned drawing
or phota, or just jump in and build complex drawings
from simple forms. Vectors will allow you to precisely
tweak your artwork until you are totally satisfied

For this picture | am going to run Inkpad over one
of my comic characters, the Colonel. Let's see what
trouble the Colonel can get himself into this time

I will bulld my image on only three or Tour levels,
This is my personal preference to keep life simple, but
Inkpad supports unlimited numibers with no apparent
problems. You will want to lock off the layers as you
wiork 1o avoid unwanted changes, and if you tum on
the Isolate Active Layer function under the Settings
taby it will put all of the layers into transparency excepl
for the one you are currenthy working on.

There are a few other really useful options in the
settings menu. Snap to Points, Edges or Grid,
depending on the kind of work you are doing, can

Digital Artist Collection
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7w GiVe your characters depth

> Duplicate and resize to a better hair style

i | ) r I like the black hairdo, but it's a little too flat. | tried

_ dropping highlights to the left and nght, but it still didn't
: have the depth | was after. To give a little volume | added
a grey gradient ta the hair, used Duplicate in Place and,
with the Resize tool, made it a little smaller. | repeated this
one more time, until her hair was positively de Lempicka,
darling. To heighten the 3D effect of the hair | made a new
shadow at the top of the forehead with the Line tool.

‘t- ngl'llﬂg By using Duplicate in

Place, moving and recolouring |
am able to add shadows, highlights and
varying line weight, Using the Intersect
function on a copy of the head plus the rim
of the hat, | create the shadow on his face.

190| Digital Artist Callection

really help yiour precision.
Outline mode is good for
tracking any pesky vectors
that have slipped outside.

You could start your
drawing by using the
Freehand or the Pen tool, but
| find that the these tend to
add oo many erroneous
anchor points and curves. To
pegin this drawing | just start
making gecmetric shapes
with the Circle and Rectangle
shape tools, and unite them
into single, fluid forms using
the Path functions

Anchor paints are the key
o vector drawing. | honestly
would not have thought that
Lsing them on an iPad with
your finger could be so easy
and intuitive. Use the
Selection tool to select a
path, tap on a point and it will
be selected. If there are no
curves just tap twice and it will add them. Otherwise,
tapping twice will remove them. The more you pull
the curves, the larger and more extreme the angle,
and if you are looking for sharp, fluid vectors,
generally speaking the fewer anchor points you use
the better. More anchor points will often lead o lumpy
shapes out of keeping with the vector look.

And here is another grand gesture; to move the
curved shape independently, hold an extra finger
down while adjusting the line. This is a great feature.

One of my favourite functions is Duplicate in Place,
and | make liberal use of it. This enabiles me to clone
a path exactly on top of the onginal. Because of this,
it Is easy to create atmosphenc shadows, highlights
and apply operators based on Boolean logic like
Intersect, Subtract Front and Exclude,

Create the gun A few geometric
shapes and some gradients can
make you a convincing .38, this app is
dangerous. | grouped the shapes so | could
move the gun around to the right position
and then added a simple arm and hand.

Dasedact All

Tl

C opy

Paste

[hapic nle

Dusplicnie im Placs

Tranalodm Again

Duspleate and Tramshorm Again

Dl 1@

2.0 8

‘Window and blinds | create a shape for the
window and position it with the Rotate tool. | make
another shape into a white slat, Duplicate in Place, move it

down, then Duplicate and Transform Again for blinds.

For example, | have drawn the brim of the hat, and
the face. A quick way 1o make the shadow cast by
the hat is the following. | clone both the brim of the
hat and the head shape. | move the copy of the brim
down the face where the shadow should fall. | select
the repositioned copy of the brim and the copy of the
face and choose Intersect from under the Path menu.
This operator cuts off all of the excess brim and face,
leaving me just the shadow. | choose Send Backward
from the Arrange menu and | am set.

Once | have finished an object like the hat, | make
the elements into a Group. | do the same with the
head, and then | group the two of them as well. | find
this helps me keep track of things better and avoids
accidental shifts of objects, but it's just a personal
preference. It makes it guicker to move things arocund
and tweak your compositional elements.

The precision of vector art lends itself to creating all
types of 3D perspective, but the easiest is the simple
lsometric projection where parallel lines will never
meet, more or less used here. But the foreshortening
on the tan, the arm and the pistol belie a healthy,
llustrative disrespect for the laws of physics. I've
taken the same approach with lighting; the sources
aren't strictly consistent, In some classic Moir films
shadows were painted onto the sets to make sure
they were in the right position, so I've taken a leal
from their book and a little artistic license.

After | have drawn my gunman and the room, | use
a transparent rectangle with a purplish gradient
placed behind him to add a littke tonal atmosphere to
the space. It’s a little like adding a light wash in a
watercolour to dictate the mood. Set one of the
sliders to 0% Opacity and use the gradient handles o
make sure that one of the edges is totally transparent.
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- Environment Using shapes with
grey gradients, | create the overhead
fan on a new level. | use the circular
gradient for the light bull and the glow.
Mote the position of the gradient handles.

Precision
shapes

To draw a perfect circle
using the Ellipse tool or a
perfect square with the
Rectangle tool, just hold
down an extra finger; this
will constrain the shape. It
is the eqguivalent of holding
down the Shift key on the
deskiop in some
applications. Very clever.

0' Expressionism Taking my time
with the shapes and gradients, |
tweak my picture into something a little
more human and expressive. What did he
do to make her so angry? You will notice
that | am working with fill, but no line.

VECTOR ARTWORK ON IPAD &5

Layers

E]:.Pklnﬂ heat a |
- " .
e :
the room a @

1007

To draw the ceiling fan | created some ovals using
grey gradients. | used the Duplicate in Flace feature,
moved the shape and repeated. With the Pen tool |
drew a fan blade then cloned it. | selected the
Rotation tool (the first tap will set your fulcrum), chose
the middle of the fan and rotated 80 degrees

From the Edit menu | used Duplicate and
Transform Again twice 1o creale the rest of the fan,
then | resized them with the Scale tool to change the
size of the blades for some perspective

Using the same technique from the fan blades, |
tried to make some rays of light coming from the light
bulb, but it made the drawing too complicated and |
reverted to a dull glow instead. Just because you can
do things, doesn't always mean that you should.

Mow that the Colonel is set, | start drawing the
woman behind him. She is built from simple
geomeinc forms and gradients as well. | clone the
face to make the shadows and adjust the curves on
the right fo show a sliver of the brighter face

underneath. This gives the effect of reflected light and

helps to better define the form of her angry face.
The gun she is holding was started from simple
rectangles and gradients based on my memaornes of

. what a Glock looks like, and | think it's convincing

enough to stop the Colonel in his tracks

| wanted some smoke in the scene as well, 5o |
made a series of perfect circles, used the Unite
feature to bring them together and duplicated this
three times to create layers of smoke. | gave all three
the same coloured gradient and altered the tones by
shifting the gradient handles for a bit of variety

The nice thing about vectors is how you can maove
them around and scale them. | can make the woman
bigger or smaller, setting the fulcrum of the rotation
tool at the battom, and | can shift her slightly to the
left and right to see which position | prefer. | made the
Colonel a little larger and mowved the fan over o the
left. This is made easier by having created levels.

| think my works is done here. Another fine mess
that the Colonel has gotten himself into, and | am not
sure that even Inkpad can help him now:.

A\
—

=1 1= .

@ ' Draw eyes
D with vectors

Render the windows to the
soul with simple shapes

‘General form The s and the pupil are made
with the Circle toal. Touch the screen with a second
finger while you draw to constrain it 1o a perfect shape

Colours and shadows | reduce the line
and aad a blue, circular gradient to make the eye
appear round. Awhite tnangle makes a good reflechon.

_ A BB N OESS
‘Gradient handles | iedo the eyebrowas a
shape, add alransparent gradient and use the

gradient handles loincrease contrast and translucency.

'If looks could Kill The left eye is a mirror
image of the nght with the gradients of tha inses the
same. The white partin shadow is set to 80% Opacity.

Digital Artist Collection
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Manaa illustration

on theiPad

Source files available

Sketch

Sackstreet’s Den 2012 sketchBook Pro, procreate, Photogene

6 This tutorial demonstrates a method for creating a
beautiful manga illustration entirely on the iPad @9

Patipat Asavasena Freelance illustrator

he advantage of the iPad is mobility. | like
to work outside my studio and often carry a
sketchbook with me, so now | also include the
IFad in my bag. | can create designs with colour,
tonal pieces or even rough paintings with it. When | get
back to my studio | can then transfer those designs to my
workstation and continue with them. That's how the iPad
has changed my workflow. Furthermore, | can work
directly on the screen and thal's very intuitive

There is a downside, however, and for me it's the
accuracy of input. This is a particular problem when | try
inking. | use a stylus, but even that’s not much help. The
IPad's screen also lacks the pressure sensitivity that you
would get with a graphics tablet, and that is crucial for
some artists. Hopefully these downsides will be improved
in the next generations, the IFad 3 or maybe later, but
for me it's still an invaluable tool.

‘Brainstorm ideas | usually startwith a lot of
thumbnail skelches to explore the given concepl.
| creale a blank canvas in SkelchBook Pro and usa the
Pencil toal,  choose one thumbnail as a guideline and
draw a more detailed version,

ey

S0, is it possible to create an artwork entirely on the
iPad? It doesn't have the flexibility of a deskiop application,
and it might consurme more time during some tasks, but
yes, we can do it | will show you in this tutorial how |
created a manga piece entirely on my tablet.

| used the SketchBook Pro, procreate and Phatogene
apps with an AluPen stylus on the iPad 2. SketchBook Pro
iz one of the best art apps out there, with high-guality tools
and brushes built in. | mainty use this app for sketching
and inking. As for procreate, it provides customisable
high-precision brushes and an advanced layer system.
The user interface is also streamlined and amazingly fast
s0 | usually use this app for painting. Finally, Fhotogene is
for tweaking colour, brightness and contrast,

Mote that you can't work on a high-res canvas if you are
working on a first generation iPad, but the process is still
the same s0 you can follow the steps as normal.

m Thumbnail designs

Sketch a range of ideas to refine your concept
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‘Concept sketch | create a new blank canvas and
use Pencil brush no.4 fo quickly sketch the image. Don't

pay too much attention to the details here, just focus on the overall
S composition and draw loosely, | then export the image 1o procreate.

Working
Progress

Go from concept to
artwork in mobile apps

_E.EF 01, Concegt skefch

Step '1’;: Miror detuls
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'Colour and compose

/ '8 Block in your tones and work on the details

‘Clean up the character | un procreate then

create a new layer on fop of the sketch. With a Normal
brush at 1% Size and 60% Opacity | clean up the character. |
fipthe image honzontally to cheack for flaws, torexamplein the
alignment of the facial features, and fix any | come across.

g & =0

Create a colour

script iPad painting
apps don't have the flexability
of Photoshop, so a colour
script reduces guesswork.
luse a large brush and try
vanous combinations, then

pick the version Hike most.
i | e

Pro Export the image
to Camera Roll then un the
sketchBook Pro app and
create a new high-res canvas
{turning on high-res canvas in
the: Preference menu). Import
the image via Layer =Impart
FPhota. Finally, tap the Free
Transform tool to resize the
image fo fit the entire canvas.

‘Block simple colour | use the Paintbrush tool

at 20% Opacity to block in some simple colour for the
character, background details and cats. | slowly refine the overall
elements but | don't focus on any minor details yet. Remember
towork from large to small-scale detail.

194 Digital Artist Callection

Draw the background | create anather new layer for the background and loosely
draw in the setting and the cats. How loose is loose? Just enough for me o know where
they are and what they do. | will clean themup at a later stage.

‘Fix character proportion My character's
praportionwas slighthy off, with her body too short. |
revised this by duplicating the layer and using the Erase ool o
remove all areas excepl the character. | thenused the Transform
locl o make the adjustment.

=

R e

Paint the hair |
oegin to refine the
emall details of the characters
hair. First, | use the Airbrush
to blend the colours as it
gives a soft feel. lthen use
the Paintbrush to paint the
hairline. Finally luse the Pencil
tool at 1.0 for the small details.



MANGA ILLUSTRATION ON IPAD &5

@ ‘Details | use the Paintbrush tool at 10% Opacity for blending skin tone around the facial
area and the costume. For the small details like hands, the bag and her eyes, | use the
Pencil tool to sketch additional details and the Ballpoint Pen tool at Size 1.0 to refine the hard edge.

‘Revise the background when | looked at the
overallimage again | felt there was a problem in the
composition. The detaills around the cormers of the image look
almost the same size; it's dull and static. Tofixthislincreasea the
size of the dark vellow sign and decrease the visibility of the lop-
left one, I'm now sabisfied with the overall compaosition,

‘Paint the cats | use a small brush o clean up the
shape of these cals and the Pencil ool to paint the fur. |
add different patlems to make them look mare interasting.

screen
rotation
Sometimes the iPad
accidentally rotates its screen
while yvou're painting. This
can cause a lot of frustration
and mistakes, which could
harm your work, To lock the

of small details into animage to make it look interesting. It Emﬁm HEJDIE-tﬂE 1hE1H ome
e . ik . utton and swipe your finger
can be hard with the_uF'ad because of the res:_mm ion qr resolution to the right on the Multitask
and the accuracy of input, but the end result is worth it. bar. Tap the screen lock icon

R o Er_ wg
1 ]
t iy

e

e
i

a

..-

A

.'rL

‘Look for any
improvement |
check the overall image once
agan to see ifthere s anything
that can be improved. This
image looks flat, sol repeaat

the method from step 8. | ‘Adjust the colour and contrast | exportthe
enlarge the bottom-nght picture to Camera Roll and then open it with Photogene. |
area alittle bit to increase increase Contrast to 0.05 and the Sharpen amount to 0.15 before
the depth of the image. exporting again into Camera Roll and it's done.
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Helpdesk I

Master ArtStudio

Make an Asian print

Bring photos to life

Cunve the horizon

Blend sketch with colour
Children's illustration
Design a pattern

Add perspective

Box nets

66 Paciked ful
of key skills and
techniques to
resolve design

ISSUES ”
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Master ArtStudio

@6 I'e just got ArtStudio. As a traditional artist |

want to paint a watercolour style. Any tips? @@

Jonty Blake

ArtStudio is a powerful
sketching and image-editing

app which can do almost
anything you ask of it. It has a hafty
drawing engine and is also a top image
editor with many advanced features
avallable for the iPhone and iFad

However, as you may have already
discovered, the interface is not the most
simple or intuitive. But once you get used
to it, it gives you great control and offers
a wide range of creative possibilities from
within a single app.

You can use ArtStudio as a simple
sketching/painting app making use of the
brushes, spray can and smudge tools.
But it also has an advanced selection
tool and can be used to create gradients,

PENCIL

OQO0&0

'
o
b
G I
i
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1. A pencil drawing to start

| start with a new document sized at 1,024
x 1,024 pixels. Still in the New Image box, |

also choose the option White+Transparent.

On the transparent layer | start drawing
an imaginary city — just as if it wera in my

clone, adjust colours, filters and even
create your own Drushes.

There are two major ways | ike to start
a painting using ArtStudio. The first is to
take the Pencil tool and just start drawing
as you would in your sketchbook. When |
do this | usually create a separate layer
for my drawing, and then start adding rmy
colours underneath.

Another more painterly approach is to
choose a brush and start blocking in
shapes and forms. Here the Preserve
Transparency option can really help.
More on this later.

Hemember that if you don't have it
already, the ArtStudio Manual can be
downloaded from www.iphoneclan.
com/artstudio_manual.pdf
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2. Paint to preserve transparency

| create a new level under my drawing.
Using the Paint brush and a solid colour

| paint all of the buildings and the boats.

| da it this way so that | can then turn on
Presarve Transparency in the Levels menu

-
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Key skills for illustrators, designers and digital artists
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3. Painting water behind

your boats Since we preserved the
transparency in the previous step it's easy
to goin now and paint the water into the
background of the image. | am imagining
that the water in the locks will be really

sketchbook. The drawing motor of ArtStudio
is very good. More than emulating a pencil, |
find it emulates a good pen more closealy. In
the presets you can choose if you want the
strokes to trail in and out.

and freely paint the buildings any colour |
choose without painting over what is now
transparent. To bring up the menu options
you can swipe the Layers icon or just keep
your finger pressed onit.

catching that evening light. To add shadows
to the water | use Spray Paint set to 50%
Opacity. | am going to paint the sky in on this
same level using a colour that | will sample
from a previous painting for convenience.
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4, The Wet brush when you press
your finger and keep it pressed, ArtStudio
automatically samples the selected colour.
I find that this works particularly well when
waorking with the Wet brush. | used it in this
painting to get the cascading water effect.
It gives a very painterly feel to your image.
| create a new layer under the original line
drawing and, with the Spray Paint tool, start
incorporating large transparent shadows
and dark areas 1o the scene.

5. Apply the finishing touches After
| have added the darks, | use the Eraser tool
on the same layer to create highlights on

the buildings and make them glow a little.
Make sure you follow one source of light

for realism. Go to the next level down and
add the red roofs plus some ripples on the
water. Nearly done now, | go to the Filters
menu and adjust the Exposure and Contrast
values, making the scene a litle darker. | add
a few more highlights to wrap things up.

MASTER ARTSTUDIO
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MakeanAsian print

&6 Any tips on creating a refro Asian print-style

in an illustration? @@
Sam Roginski

The most important thing to
remember when creating
this retro style is to keep it

simple. A nicely textured background is
really all you need to make a sketchy
drawing look very much like a woodblock
print on handmade paper. Asian prints are
usually fairly rnonochromatic, so limiting
yourself to a simple line drawing on top of
a textured background will give you the
look that you desire, but still give your
image an eye-catching effect.

200 Digital Artist Collection

Another impaortant thing to remember is
experment, experment, experiment.
There is a whole world of textures out
there that you can use for the
background, so don't just go with the first
combination of textures you find, try as
marny things as you can think of before
making a decision. As for the line drawing,
just have fun with it. It doesn't have fo be
perfect. | actually find that straying
occasionally from the long, fluid strokes
fits the style and looks more natural,
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MAKE AN ASIAN PRINT i

1. Background texture The first thing
we want to do is make a nice, textured
background to work from. To do this, you
can use textured images and layer them
awver a flat colour layer in Photoshop. Find

a couple of textures you like, put them on
separate fill cver the colour and start playing
with the opacity and blending modes until
you get the look that you prefer.

Remember to experiment.

2. Drawing time MNow for the fun part!

| typically sketch right into Photoshop

with a tablet, but if it is easier for you, scan

in a sketch on paper and work from that

— either way will work. To get the scratchy
lines that resemble the different types of
carving marks from woodblock prints, use a
pressure-sensitive hard round brush and try
to let yourself be a little free in your strokes,

3. Your fresh print At this point, some
finishing touches will really spice up the
image. | like to add some flat areas of black,
sometimes with the opacity turned down a
bit so it isn't too harsh but gives the overall
image a more graphic feel. Also, adding in
some small vector elements using llustrator
can really enhance the graphic-print look, So
there you have it, a retro print that mimics the
woodblock technique in a modemn style.

Digital Artist Collection | 201
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Cleanuplineart

&6 How do | clean up and colour

hand-drawn line art? @

Jacky Howes

- Today’s digital art technology

u offers artists unprecedented
options for creativity. But you
wion't always be near a computer when
that fickle muse strikes, so it's wise to
have a sketchbook on hand for such
occasions! Later, thoughts and ideas can
be scanned in at home, Some artists
also find it easier drawing with pencil and
paper than with a stylus and tablet
Scanning and cleaning up line art is

an invaluable skill. The clean-up can take

1.

1. Scan the art Many scanners

come with their own software, or you can
download software from the intermet.

Mo matter what you use, the process is
generally the same. Look for any automatic
adjustments such as Auto Sharpen or Auto
Contrast. Disable them! You want to have
as much control over your art as possible.
Scan the image at 300dpi in greyscale,
following whatever instructions come with
your scanner.
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time, but it's easy and is usually quite
safishying to battle and overcome stray
lines, scan lines, and grey spots and
splotches. It provides flexibility for altering
composition, fixing problems, creating
colour mock-ups for a traditional painting
or finishing the art as a polished digital
painting. Clean line art can also be
printed out fo transfer to paper or canvas
This dermo is done in Painter X, but will
wiork in most digital painting programs. The
pic is from an inked sketchbook drawing

2. Aim for a white background
Crop out the excess image information,
and then adjust the levels of the image,

or the brightness/contrast, by using
Shift+Alt/Cmd+B in Painter. A higher
contrast and lower brightness is best. Your
goal is to get a white background. In this
image, some of the tail went off the page and
into the pesky crack of the sketchbook. The
shadow of the crease is erased and the tail
is completed.
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a large eraser in order to clean up the noise
and grit in the composition. Zoominto geta
close-up view of any mess next to your lines.
This is the bit that can take some serious
time, as you work with ever-decreasing
graser sizes. You now have some nice clean
line art that you can work with. From here
you could upload it to an online gallery or
print it to transter onto paper or canvas.
However, we are ready to paint right now.




_L_L.tuﬂaan up the initial scan as
as possible. It will make the

Finishing touches A final layer atop
the line art for whiskers and shine that
makes the art sing. The shine obscures
the lines for a bloom effect

4. Float it Select all (Ctrl/Cmd+A), and
then go to Select>Float. Set the line art
layer to Multiply. Because the ling art is an
integral part of the: finished image, do not
alter the opacity. Paint in your background
onto the canvas. With the line art floated on
a layer above it, you can toggle the line art
layer on and off to see how your background
colouring Is coming along. Focus on how
the background elements like lighting will
have an effect on the subject.

5. Paint it Create a new layer under the
line art and above the background canvas.
Now you can mash in your colours as if
this image is a colouring book. Enjoy the
freedom of colouring outside the lines like
a blissful two-year-old, because you can
simply erase the stray marks as you go.
You can switch to the line art layer as you're
warking, to add, erase or strengthen the
existing lines. You can also duplicate this
layer to darken and add definition.

CLEAN UP LINE ART
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Createvector characters

@6 \\hat are your suggestions for getting a
striking papercraft style in an illustration” | want
to create an image with Foldee characters @

Jared Cullins

\ +. Papercraftis an intricate
‘.e“_ i artform in itself, with models
ranging in complexity from
simple cuboid characters to highly
detailed, scale models of spaceships.
When trying to re-create a 3D paper
model effect in a 20 illustration, the key
factors to concentrate on (once you've

1.

1. Create the character wel start
by drawing out a relatively simple cuboid
character for the Foldee. Simple, stylised
characteristics will work best with this type
of illustration, so think carefully about his
personality and how that comes across.
Mow think about how to shade him
appropriately, including the placement of
the light source and how that will affect

shadows. For this example, the light source

is in the top-left corner of the illustration.
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got your concept) are texturing and tonal
shading. For the sake of this example,
we'll be looking at a more simple,
cuboid-shaped character rather than a
full on dicrama of the Millennium Falcon,
but you can choose to make your
subject as simple or complex as you like
- the basic principles still apply

2. Render as a vector As an animator
by trade, | will be using Adobe Flash to
showcase this papercraft style, but the
principles are the same across most vector
art packages. Draw out your chosen
character and shade the panels with

the position of your light source in mind.
Rendering in vectors is ideal for this kind of
image as not only can it be resized without
any loss of quality, the look produced is
typically associated with character work.

3. Select your textures Next, we want
to bring some lite to the 3D paper model
by adding textures, and you have several
options as to how to do this. You can
photograph or scan some rough-guality
paper and import info your document,
or you can download an image of card
or parchment from one of the many free
texture sites on the intemet. Altematively,
you can always purchase hi-res stock
images for a nominal fee on the web.

il

e

Paper textures
| overlay paper textures
on the character for
authenticity as well as the
background for a bit of
cohesion across
the image.




4. Apply texture to the model
There are various methods you can employ
when including textures in an image, but the
thing to remember is that there is no right or
wrong way as long as you are happy with the
end result. | tend to lay the texture over the
rmadel and, after converting it into a movie
clip as my image is intended for animation,
play with the blending options. | have found
that Overlay or Multiply produce the best
results, but experiment with this.

VECTOR CHARACTERS I

Flash alternative | cfeated
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5. Finishing touches Finally, we need
to mask off the texture layer by using a
duplicate of our Foldee character as the
mask. Feel free to add dotted stroke lines
to the character to replicate folds, adding

a more authentic feel as if he was once a
flat net that has been assembled. A generic
paper background layer and a directional
shadow help to complete the scene and you
£an create a population of other papercraft
characters to join him too.

this piece in Adobe Flash
animation software, but a similar *
look can be achieved in lllustrator.

Light source Uss
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simple variations of tone
-and subtle gradients to

suggest shading. Bear
in mind where the light

fora

convincing 30 look,
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Addaretrolook

&6 How can | give a piece of artwork created in
lllustrator a more retro look”? @@

Sasha Henshaw
Using lllustrator initially
' suggests clean-cut, modern
and fashionable illustration
work. Therefore pushing lllustrator
towards an analogue style may seam a
little backwards; but tactfulty tapping into
the powerful features such as custom
brushes, repeating pattern swatches and
auto-tracing all helps to forge my
homage to Fifties illustration.
Much mid-century illustration/
animation shares common traits. From

1. Construction well-thought-out
structure is integral to making simple

artwork. A lot of mid-century illustration has

a keen sense of space and composition.
Mot every plane of space is covered
haphazardly. | always consider the visual
balance, ensuring there’s room for the
illustration to breathe. With this piece |
employed a sweep from bottom left to top
right, then broke the flow with the hand
holding the chopsticks for slight variation.
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simple, well-constructed charactars to a
range of textures and mark-making,
artists used a great deal of pastel,
sponge and dry brushing for depth and
tone, while linework had a naive quality.
Fifties illustration has a timelessness,
mainhy due to its informed, well-designed
and minimalist characteristics. Rarely
bogged down by detail, perspective is all
but thrown out of the window. Masters of
the craft stripped back what they knew in
favour of a more stylistic approach.

2. Limited colour At first glance the
piece screams simplicity when it comes to

its colour palette. Even so, you might be led

to believe there are more hues than there
actually are. In total I've only applied two

colours to the bare white canvas. However,

by overlapping in places and setting the

Transparency to Multiply, I've created a third

shade by blending the two together; this
is a quick but effective way of emulating a
screen-printed effect.

2,

3. Halftones Further to the limited colour
palette, halftone patterns are another quick
way to add a retro feel while simultanecushy
creating a new hue to experiment with. |
recommend using halftones for skin areas,
or for semi-fransparent objects such as
glass; for instance, | used two halftone
patterns to suggest a recurring glass full of
sake. A slightly denser halftone nextto a
lighter one creates a kind of gradient effect,
albeit a very subtle one.



ADD A RETRO LOOKIE

‘e y /
] ¢ Don’t betoo neat with

the soy sauce bottle, the liquid
Is shifted to the right, almost
as if it were floating outside
| the glass; this technique is
common in Fifties illustration.

L
L]
w4
Back to basics Instead of
laboriously imitating every detail and
shape of the glass of sake, a quick
suggested form is all that's required.

4. Hand-drawn elements Loosely 5. Texture Another technigue for that
draw selective elements then mix the almost-  hands-on feel is to actually break out the

naive line drawing with cleaner, bolder paintbrushes, pastels and whatever tools
vectors and you'll find the result is very you can find. Create marks, scribbles, dry
reminiscent of the Fifties era. Draw certain brush strokes and use llustrator's Auto-
details selectively - for example, don’t Trace function to transform these marks and

outline the whole character, but use simple textures into vectors. I've used dry brush
vector shapes to define his overall form and strokes to shade certain elements, as well as
only add in rough lines to define the eyes, to add highlights. Don't go too wild though;
nose and shirt pattern, etc. Think of classic demonstrate control so your piece doesn't
cartoons like The Flintstormes for inspiration. end up as one big mess.
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Draw letterswith character @@

@6 Any tips for tumning illustrations into
letterforms to use instead of a font?¢g

James Stanley-Graham

© 5 My best tip is to start
g ~ observing objects around
S you and your workspace as

the most convenient place to find
inspiration. You can coserve letterforms
in all objects; a pen looks like the letter |
and your headset can shape the letter C
You can also put objects together and
form letters, Three pens can form the
letter A or N. You can also do this the
other way around; find a typeface and
look for resemblances between letters
and objects. The letter S can look like a
snakea. This is certainly a fun way to start

1.

getting your head around letfers as it is
training your eye to look for the forms.

Once you have done this little
rehearsal task you can start apphang it to
vour work, Look back at your previous
projects and search for shapes that
remind you of letters. If you illustrate
character designs, your characters can
form letters. If you create patterns you
can find letterforms inside them.

In this step-y-step guide | will show
you some simple guidelines that | always
tollow when creating letterforms from
my character designs.

(=0
LN

&6 \y best tip is to start observing objects
around you and your workspace as the most
convenient place to find inspiration 9%

1. Create a character This is

an example of how | start creating a
character. | find random objects on my
desk and assemble them. Then | look for
characteristics and start sketching out the
bady. This Is good practice, and it starts to
generate ideas for more characters. The
more you have lying around your desk, the
better (it's good to be untidy)! You can also
go out treasure hunting for fun objects to
assemble into a model, then draw it.
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2. Combine characters Whenyou
have created a set of characters, you can
combine them into letters. The options are
limitless, which makes them even more fun
to play around with. You can also just stick
to one character to make a letterhead or a

drop cap to use with a large block of text. Set

up a grid first so you keep the same width
and length to each letterform and character.
This is not a must, but if you are creating a
typeface for a piece | recommend it.

2.

e i
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3. Add colour | work in Photoshop when
| colour digitally. Here | am using the Color
Owerlay layer style for my line art. First you
have to get rid of the white space around
your lines by using the Magic Wand tool
(Shift+W), or else it will overlay your entire
canvas. Now click on the white space and
press the Backspace key to delete it. It helps
at this stage if the line art is black, as the
Magic Wand reads the white space better to
make the selection process easier.
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4. Add pattem Because | use a very
limited colour palette, | think patterns are
a nice filler to make the illustration more
interesting to look at and add a bit of visual
variation. | tend to stick to the same style
of pattern when creating a typeface, as too
marny different ones within one illustration
can make your typeface look muddled and
confusing. Instead of using patterns, you
could also use textures to add that little bit
more interest to your artwork.
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LETTERS WITH CHARACTER I

Make a structure When
creating an alphabet, stick
ta a grid so that you have a

basic structure to work from.

It makes it easier to read

and it looks tidy.
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A typeface is the artistic
representation or interpretation
of letters. When you create a
letterhead, you probably want to
design the whole alphabet, and
that design is the typeface.

5. The final letterform This is one
of my final designed letterheads. When it
stands alone it can be its own illustration, but

when put together with the other characters

created in the same style, it creates a R
typeface. lllustrating your own typefaces is
something | highly recommend, as it is fun
and great practice for a range of art styles.
It is also really useful for commissions
regarding promotional material, so get
creative with your letters and enjoy!
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Bring photosto life

&6 How can | make a photo-based design look more edgy? @9

Allard Winters
Photo-based design is really  ahead of the game and make sure your can look far too cheesy with overused
. popular at the moment and images stay fresh and visually dynamic. effects and finishes. Here are a few
therefore a hugely Work in this type of medium can all too simple ideas for making sure you're
competitive market to be going into. easily blend into the pack and get lost in leading from the front by using simple
S0 many designers are playing about with  the thousands of others wing for attention  techniques in Photoshop to achieve a
this type of work you need to keep well or, if not given enough care, your work stand-out piece.

1. 2

techniques

N Photoshop -

to achieve a on

stand-out 5=

piece 99 -
&, %
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by giving therm a 30 styled look. Open

Blending Options=Inner Shadow and
chosen has some interaction with the

3. Shape interaction you want
to make sure that the image you have
vector shapes around It; it's no good
creating images just for the sake of it,
they have to work with the photo. In this
case, using the one photo in the centre
of the image works well to have shapes
popping out behind and in front of the
character, drawing the viewer to the
centre of the piece.

change the Distance, Choke and Size
until they really have an impact.

ane, but experimentation with colour can
often create some fantastic results and
be a determining factor as to whether

a plece works or not. For a start, the
background colour is very important.
seem cold and forced and you want the
viewer to find something appealing. Use
the Gradient tool (G) to blend colours
making your design look more edgy is
to experiment with vector shapes. Set
some vibrantly coloured elements. Now
let's make these stand out even more

1. Colour It may sound like an obvious
Too many photo manipulations can

2. 3D shapes Ancther way of

into the background.
your Pen tool (P) or the Custom Shape

tool (U) to shape layers and create

adding a more

dynammic edge to the image.

BRING PHOTOS TO LIFE
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Curvethehorizon

&b doing a landscape lllustration from an
elevated angle — how do | carry off the
curvature of the horizon properly? 99

Evan Scott

# ' It's important to remember Bear in mind that the viewer will always
H that the position of all see the curve of the horizon from the

elements in a landscape micdle, so the vertical vanishing paint

illustration will be affected by the should be placed from the centre of the
curve of the horizon, not just the image accordingly.
horizon line itself. For this we can set up You should start by creating twio
a spherical grid guide. The lines on this documents in Photoshop; a grid
grid will form the horizon lines and if we document {which iz 300mm x 300mm at
set up avanishing point below the 300dpi with a transparent background)

document space, we can use the grid to and a document for your image (which for
wiork out the perspectve of objects in the this example is 265mm wide by 200mm
landscape as well, high at 300dpi with a white background).

1.

&6 Use
grids to
work on

a curved
surface

plane 99
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1. Create the grid On the grid
docurment, choose Fill Tool=Fill
Pattern=Patterns=Tiles-Smooth and fill.
Select All and choose Filter=Distort=
Spherize=Amount 100%>Mode Normal.
Change the background colour and select
Image=Canvas Size. Double the height and
enlarge the width by about S0mm. Return to
the grid then copy onto the image document
with a vertical guide at 50%. Check
View=5nap and Snap To>Guides.

CURVE THE HORIZON

Free Transform=>Rotate 45 degrees. Enlarge
the grid layer by 400% in each direction and
move until the top of the curve is where you
want the horizon line to be. Make sure itis
centred. The distorted grid now shows guide
lines for the curved surface plane of your
landscape. Next, use the vertical

guide line to set a vanishing point
underneath the image. This will help you
establish your perspective.

3. Compose Usz the vanishing point to
compose the objects in your image. The

grid represents the ground plane of your
landscape. Draw the base of your objects

on this plane and remember to follow the
curve of the grid when drawing in the base
of any object. Draw vertical lines from the
vanishing point to create the perspective of
the trees and buildings in the landscape. The
perspective will be sharper in the foreground
of the image than in the distance.

Digital Artist Collection
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Blend sketch with colour

@6 How can | combine sketched ink linework
with smooth digital colour fills without it looking
messy and half finished’@$

James Sanders

‘=% The drawings that | have the
i = I most fun with are often found
in my sketchbook. Mat only is
it a great place to record daily life, but my
sketchbook is where | am completely
spontaneous with my drawings and free
in experimenting with mediums.

When it comes to finishing a
sketchbook drawing, Photoshop is a
great tool. It helps to bring the plece to a
higher level while preserving the criginal
linework. Digital colour can also give
sketchy drawings the structure and clarity

they need to become more finalised
One of the most useful things | have
been taught about working with colour,
regardless of the medium used, is to be
aware of value. It will bring depth and
dimension to a piece and help it look
finished. It is very useful to map out a
value sketch before you start introducing
your hues. An easy way to see if the
values are making sense is fo convert
your image to greyscale and see if the
black and white version describes the
depth in space you want in your piece.

1.
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1. Adjust levels sfter your drawing
is scanned in (with at least 300dpl) and

open in Photoshop, you need to adjust the
levels, either with an adjustment layer or the

standard command. This cleans up the scan

and brings out your line drawing. Sliding
the left arrow right darkens your blacks
and sliding the right arrow left brightens
your whites. The middle arrow adjusts the
midtones. Don't overdo this or you will lose
some of your original line quality.

Digrtal Artist Collection

2. Value sketch Create a sketch with
at least four different values. You can save
this separately, but having it for reference
will save you time and energy. Make sure
your values work compositionally for the
drawing. They can help to add depth to an
environment, separate an individual from
a big crowd, move the viewer's eye around
the canvas or change the atmosphere of a

scene. Even at this stage every detail should

be distinguishable and clear.

3. Choose a tone | find it helpful to start
by laying a midtone colour over the whole
canvas to get rid of any of those daunting,
blank white spaces. Choose a hue that is
consistent with the mood you want to set
for your image. This can be adjusted later
on, but for now it serves as a good starting
point. Create a new Multiply layer over your
linework and use the Paint Bucket to fill in the
entire canvas with this midtone colour. You
can reduce the opacity if needed.




4. Colour the shapes Zoom in at
least 100% and use a selection tool (like the
Polygonal Lasso) to select the shapes that
you want to colour. Make sure Anti-alias is off
in the top Options bar for this stage. Fill your
selection with the colour you want then move
on to the next. For a very clean finish, make
sure the edges of your selections lie inside
the black lines. You can also use the Pencil
tool for this process if you want to make your
selection areas more precise.

SKETCH AND COLOUR I

5. Adjust final colours Tweak your
colours until they are just right. Be sure to
refer back to your value sketch and make
any necessary changes. The Replace Color
adjustment (Image>=Adjustments>Replace
Color) enables you to easily change the hue,
saturation or lightness of any ane colour in
your image in one fell swoop. When you are
fimished, try slightly adjusting the levels of
the whole image to give it a boost and really
bring the whole piece together.




Bl HELPDESK

Children’sillustration

&6 | need to stylise a crowded scene of a
fairground for a children’s illustration — help! @®

Nathan Sanderson
i A crowded scene is, by cormvey. Your crowd scenea may be an 2. A
\ ,;1 nature, busy and colourful. establishing scene for a story, it may be a 0.

For a children’s illustration, the scena where you have to look for a bR “‘5._
characters need to be grounded by particular character or perhaps S W
sorme activity, have personality and something specific is happening in the <t ZTH) > (88 s

FIE b 3 .,

provide colour and energy to the overall
picture, with some that are clear and
some that are partially obscured

There will usually be a central
character, and the nature of the
characters in your crowd will depend
largely on the narrative you are trying to

crowd that moves the story forward. a ;
Careful placement of its various elements = % : 8\ \e
is essential so that it feels balanced and J=ISENTR N T4

not cluttered. Photoshop can be a useful 430 H—1TT ==
tool to construct a scene that establishes

a narrative, as well as build a theatrical _
and playful feel for the image. 3__.,'

’ _'._ = 5
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1. Set the scene This fairground is
made from a paper collage with blended
textures. Position your fairground towards
the top of the picture. This establishes a
ground level and allows space for the crowd
which will be added later on. The fairground
should do just enough to describe the
setting and complement the positioning of
the crowd. Other fairground elements you
can see like the stars, spots and typography
can be added to the picture at this stage too.
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2. Character personality The

crowd can be spiit into layers consisting
separately of the foreground characters and
mid-ground characters. For fun, I've made
them an eclectic mix of aliens, animals and
people. Characters can be stylised by the
distinguishing features you give them, for
example, wide eyes, long necks and big
noses all help to bring the characters to life.
Some can be active as well, blowing bubbles
or carrying balloons with them.

3. Colour the characters it canbe
useful to work on a neutral base like grey,
which makes it easier to see how your
colours are working with one another. Use
a broad range of bright, fairground-inspired
colours to bring the foreground characters
to life such as reds, yellows, pinks and
blues. White also helps to distinguish eyes,
teeth and other important features. The
mid-ground characters can be painted with
slightly darker colours to create depth,



CHILDREN'’S ILLUSTRATION

making good use of the space. fairground colours, so I've stuck with black.

4. Position everything Now it's time 5. Some depth of field To give the

to assemble the image. Position the mid- characters a little more depth, add a drop

ground characters in your fairground first. shadow behind the foreground characters.

Experiment with different positions so that Copy the foreground character layer and

yvou find a balance between the population use the Bnghtness and Contrast sliders to \
of your scene and the background. Now change it to black. Position the drop shadow

position your foreground characters and and turn its Opacity down to 3%. This could "
stagger them slightly so they become be repeated for the mid-ground characters I w8
balanced with the mid-ground characters. as well if you like, A night-time setting kL
All elements of the picture should now be will work well to intensify all those bright 4
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Designapattern

&6 | want to create a contemporary pattern.
Where do | start and how do | progress? 99

Leon Potgieter

% | Inthis tutorial we use Adobe
"3 lustrator to create a pattern

using bold vector-based

characters or objects. The great thing
about using lllustrator is that once you've
created the original pattern swatch, the

possibiliies of application are almost

endless. Using a vector program can also
help achieve that bold, contempaorary feel.
The fundamental rule when creating an

effective pattern is that it needs to flow

1.

218 Digital Artist Collection

wiall. There shouldn't be any areas of
space that cause a distraction to the eye.
Cne good way of assuring this doesn't
happen is to make it seamless. This
means that components averlapping the
seams of the tile need to be very precisely
placed for the pattem fo work, You can
achieve this by following a few easy steps.

For this tutorial you will need two main
characters or objects, and some smaller
elements o work with.
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DESIGN A PATTERN
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1. Place the main elements Create 2. Add a background and smaller 3. Create the swatch Sclectthe
a new 250 x 250px document. Next, place elements Sclect both comer elements, square you just created, copy and paste
one of your main components in the copy and then paste in front. With the copies  itin the back (Edit>Paste In Back). With
centre of the canvas and the other at still selected type "+250 px' after the Y value the copy still selected, remove the fill.
the top left so that it overlaps the comer. in the Transform panel. Hit Retum to move Select everything and group together
Copy the cormer element (Edit=Copy), the objects to the bottom of the canvas. Fill (Object=Group). Drag the artwork into
and paste in front (Edit=Paste In Front). some of the remaining space with smaller the Swatches palette and draw a large
With the copy selected, type '+250 px’ after elements. Make a 250 x 250px square, rectangle. Fill the shape with your new

the X value in the Transform panel. Now centre it on the canvas and send it to the swatch to test the pattemn. You might want
hit Return in order to shift the object to the back (Object=Arrange=5Send to Back). Fill to revisit earlier steps and resize elements
opposite side. with a background colour. to achieve the best result.
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Addperspective

&6 'm struggling with atmospheric
perspective. What colours do | use
to suggest a distant horizon” @@

Nigel Ferreira

- Desaturated blues. That's the

short cheeky answer. The
proper one's a kit more inolved.

Atrmosphernc perspective (sometimes
called aerial perspective) is a way of
showing what happens when we observe
distant objects through the atmosphere.

| start with a mid value from my sky.
This could be anything from bright blue, a
dark, heavy and stormy grey, to a deep
orange or red in a sunrse o sunset scene,

| then open my colour picker and shift this
colour slightly towards the greys. There
are vanous ways of laying this colour
down onto distant objects (see step twa).
Picking a colour is just part of suggesting
far away objects. Besides picking up a bit of
colour from the atmosphere, colours tend
t0 be less saturated. Far objects also have
less contrast and detail than nearer ones or
foreground features. If we combine these
things we can suggest a distant horzon.,

perspective is a way of
showing what
happens when we
observe distant
objects through the
atmosphere @9
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ADD PERSPECTIVE

Background Desaturated

tones create a sense of space
receding while blues suggest the
mountaing' proximity to the sky.

Foreground Eright tones with high
contrast make objects appear closer to
the viewer, heightening the distance inthe

hadj&g_rﬁl[.y'rd of ma image.

1. Observation and analysis It's
useful to examine images (or photographs)
that use atmospheric perspective and get
your colour picker out to analyse the colours
used. It can sometimes be surprising to
notice how blue or grey distant objects
actually are, and their lack of contrast or
detail. Also keep your eyes open inthe

real world. Every day | get a great view over
the Clyde of the mountains and hills of the
Cowal Peninsula.

i
| -

2. Getting the right colours This
image demonstrates two methods | use.
The first step of each simply shows the
rough sketch and values. In step two of
the first example | have used the 2B Pencil
in Painter on a new layer to lightly hatch in
some colour over the object. In the other
example | have used an Airbrush tool to
lightly dust the objects with the colour.
The final stage of each shows the results
after blending.

3. Put it all together Here you can see
the results. One of the great things about
using atmospheric perspective is how much
it enables foreground elements to ‘pop’ inan
image. Note that atmospheric perspective
isn't simply used for the distant mountains.
The same technigues and principles have
been applied to distant grass. Another
atmospheric effect shown is that upward

facing objects on a cloudy day tend to get a
bit of lighter sky colour as well.

Digital Artist Collection
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Boxnets

&6 I\ tried making
paper toy nets but

theyre all very boxy.
How can | get some

curved shapes in? @9
Aaron Gates

There are some easy ways to

o achieve curves within your

=  paper toy designs to make
them a bit more dynamic. Many of the
most charming paper toys are still very
simple in concept, and so not too difficult
to make. You can still base your design
on a cuboid net, but instead of having a
rectangle for the front and back of your
model, begin to round the edges off and
add some more complex shapes.

Another great way to add some curves
is by creating fun accessories and
adding arms and legs. First of all though
you need a good idea. Here the premise
for rmy oy is a cactus that thinks he is a
Mexican wrestler.

1. Create a basic net| sometimes find
it useful to start this process by showing the
qrid [View =Show Gnd). When designing,
thig will helpyou line upyour net more
effectively. Once this is in place, you can
beqin creating a square at the middle of your
design; this will eventually be the base of the
maclel. From this simple square the rest of
YOUr paper oy can grow,
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EL CACTUS MAGICO

Accessorise Ering some lifetoyourtoys  —
with some accessones. You can be adventurous -\\,
or keep them simple - it's up to you! | fg'

Xl

e

cCaC
A rql

MAGICO

2. Introduce the curves Start off with
arectangle and think of the front and back
almost as illustrations rather than as part of
anet. Obwicusly the bottom of the rectangle
is connected to the initial square you drew
andthat can't be changed, but the rest of the
shape can be altered. For it to work as anet,
just make sure the shape doeen't become

any thinner than the original rectangle.

M,

Lines and curves
Your paper toy will need
straight lines to give it
balance, so reserve curved
lines for areas like the head
and upper limbs which are
more decorative.

\1
w,

3. Don’t forget the accessories
To add more interest and some maore varied
shapes, think about the accessones which
could be included with your model. Here |
have added a cape and, of course, arms
and legs. The legs need a sense of stability
g0 will be a bit boxy, but the arms can be
redlly curvy. These additions will make your
finished madel look a lof less boxy.



Package
design

&6 \hat kind of things
should | consider for

packaging design”? @@

Tom Anderson

When creating packaging,
p remember that it can be just
=  asimportant as the product
within. In the world of colleciable toys,
the boxes can often become collectable
iterns in themselves!

Think whether or not you want to
include a window to allow the product to
be viewed. Often with art toy series, it is
left out, which gives the product a sense
of mystery, like opening a present. This
allows you to wrap artwork around the
whole bax uninterrupted.

The packaging should be an extension
of your toy rather than just a holder for it.
Key points to think about are size, use of
colour and text, ensuring fonts are
readable, and reflects the product. Also
use your imagination and research; it
doesn't always have to be a plain box, it
could be a carton, a rocket or more.

1. Create the netFistof al youneeda
base onwhich to put your design, so create
anet. Inmost cases this will be a cuboid,
but this doesn't have to be the case (seethe
previous question). Have a think about what
other shapes might reflect your product
better. Do a bit of research first. Obwvioushy
when designing the net, make sure your toy
will fit insicle comifortably.

DESIGNING BOXES Il

1. HE L
e
|
31 - ) " )
ooy
MaGICS
2. Pick your colour schemelLock 3. Text placement Finally you need

your netonits layer and create a new layer
foryour artwork. Before you start, pick the
colours youwant to use wisely, making

sure they reflect your toy. Don't just throw as
many bright colours on your packaging as
possible in order to try and grab someone's
attention. lllustrate the faces of the netwith
images that promole the product.

to bring inyour text. Create a new layer and
pick two/three fonts — any maore and the
designwill look confused. This text needs
to communicate any relevant information,
advertize you, and include any restrictions
andwarnings. Your main font should reflect
yourtoy, eg I've used a Mexican-style font,
it make sure it's readabile.

Digital Artist Collection
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Onthe Disc

To help you follow the detailed
tutorials in this bookazine, and then
take them further by experimenting
with your own design ideas, we have
provided you with a cover disc
absolutely full of useful resources.
The tutorial files section of the cover
disc contains resource packs for our
in-depth tutorials (see the ‘Source files
available' boxes for more detail),
allowing you to produce exactly the
same piece of amazing digital art that
is featured. Then there are the free
textures, brushes and stock photos, to
help you get inspired and create
something new. Finally, there is the
Digital Artist magazine section, where
you can find links to all of our back
issues and subscribe to our latest.
Have fun, and enjoy this collection!

Everything you
need to complete the
tutorials or start
experimenting with
your own designs Is
on the disc

Free
textures

Whether you're laying them over solid
colour fills, adding depth to a painted
scene or roughing up a 3D model,
textures are indispensable when it
comes to creating interesting pieces.
This disc features 23 high resolution
‘grunge’ textures, absolutely free.
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to the cover disc

Wnlenma 10 T [ptnl Al Coliecter - Valumn 1
dinc. This CO I3 dealgried B tomplement your
boakazing with a range o° e¥E FECLoes 1 Nelp
0Ll Emperrs ynir digifal oreadh

Wi over 20 eafure ko be used I your paojst
&nd 100 phoio releranced. Tsm § 80 much on
Peie i BEAISE Yo with your b | Drnject

O b of this we've inclyded e AGHE Nles we
used o croaie our faninsSs pFop OIS neido tho
B0, 5 w04 CAN Apmily ID60w § ¥ s3an-by-aieh
There's 50 much heire o you i 8 ad snjoy, 50
g0 ahead... ke 4 look eround

Enjoy

Qavin Thomas,
Production Edaor

Main window: From the tutarial
resource packs to the free project

ratreials, everything youneedis
shown im the main window.

Display panel; When browsing
Mavigation bar: 4ll the centent &n through the sections of this disc,
this disc can be quickly and easily the d ispla]:,l panel will show you a
accessed by clicking on the previaw o

navigation bar limks.

the combent you are
about to dewnload

23 High-reasdubon Taxhunss

A RAEIGEL OFed & veRingE KD B woaT Jrafmed Golgh Wil
e 23 grungs et Bring b o e weci illusiaSens
o utelr T i Owwiliny Lipers 00 poun gl painbngn. &

A sl s ek en i it Srtwenck CRash syl bsma
B O Bhash Dok Vi COA SO5ESS W IMASES hash
OF IOy SHEEING Tl Drindie Whkas 1 M

=

il
. o,
g T T
g, OF L.-=:
S R ey

e o s
. T T T I
2w el e e L D




Hunning the dises

These discs have been compiled to
run an Windows XP and Vista and Mac
o5 x.

Windows users
The CO-ROM should autorun once

| placed into your disc drive. If not,
! fiollow the instructions helow.

| 1, Brawese to My Camputer,
2. Right-click on yvour CO drive and

ST | select Open from the
I“:I“das ' i I drop-down list.
« Textures s . 3. Double-click the launch_disc html
olos i file or open with FireFox or Google
« S0 ck .ph les _ .' Chromer in arder to run the CO
N Tutnnﬂ'r file interface.

Apple mac users

We support 0% X 10,3 and higher
unless otherwize stated.

This CO-ROM interface will MOT

autorun when placed into your CD
drive, Instead:

1. Double-click the COicon on
your desktop.

2. Double-click the launch_disc html
file ar open with FireFax or Google
Chromer in order to run the CO
interface,

Licensing

Some software om this disc iz
shareware, which means that if you
contimue to use the program, you
should register it with the author and
im some cases pay. Freewara
programs that may be included can
be used free of charae indefinitely.
Trial versions of software are either
time-limited {eg, they will stop
working after 30 days) or have some
features disabled.

Brushes
and photos

With 100 free stock photos on this
disc, there is plenty of material to work
with when practising techniques and

toying with ideas. Plus, the 169

Photoshop brushes we put on there

too means that there are plenty of
A fresh tools to experiment with.
wm% -
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Work with Photoshop Design and lllustrate Paint a masterpiece Art on the move
Combine photos, effects and Compose your own style with Create lifelike paintings using Faint wherever you are using the

-

brushes for stunning artwork vectors, textures and palette tools vibrant oils and watercolours best iPhone and iPad apps
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On the disc &

* Resources for tutorials .

* High resolution textures

* 100 photo references g P

. Over 160 free brushes PUBLISHING 9781908222923l
for Photoshop www.imaginebookshop.co.uk




