Being the sole artist for C2D4 Comics (okay, | realise Martin can draw a mean stick man) means that | have to be quite versatile. The subjects we cover range
from gothic horror noir, to cartoony sci-fi, to grim wild west grit...and now with my new project, Alameda, a kind of naturalistic real-life meets dream state
weirdness -- in colour!

With Jack in the Box the emphasis was on contrasting light with heavy shadow, with some linework rendering of form and texture through hatching. Apart from
the odd magenta fill (used sparingly for dramatic effect...think 'red little girl in Schindler's List') and half tone effects, the art is pretty much my tribute to early

A4 2000 ad meets Warrior , for my money both being the pinnacle of black and white comics art in British comics. For the original iteration of Last of the
Chickenheads (before | had to print it in monotone to cut costs) | was influenced by European art a great deal, going easy on the black shadow, using blacks
where objects were black in colour, and using flat areas of sometimes garish colour, as in some of Moebius ' work. | used some very occasional hatching and
feathering with the inks, but for the most part it was pretty simple line art. In retrospect, | could have laid off the feathering completely, as | did in LOTCH 2.
Crowman was my attempt to draw almost in an animated cartoon style. Black graduated thickness of outline, no feathering/ hatching, blacks only where the
colour is black (as in LOTCH) and varying shades of grey fill to suggest both tone and shadow.

All these approaches come from being inspired by the styles | admire from various media, be it comics, animation, illustration, graphic design -- and it feels very
natural moving between them. Their use is often motivated by concept sketches being drawn in a various treatments that eventually fit the subject, and then the
comic assumes that style, rather than me thinking 'oh, I think I'll wear my Moebius hat today!"

With Alameda I'm hoping to use colour, this time full colour (as opposed to thematic use of spot colour in Jack in the Box) to generate mood and emotion, and also to be synonymous
with certain key geographical locations in the story. Anyone see that recent documentary on 'Up’, Pixar's latest movie? They even go to the lengths of drawing colour-specific
storyboards, so that the colour scheme of each scene contains all the necessary tones pertaining to the mood of the narrative. So there's that to consider. Also, there's a conflict
between the real world and a kind of spiritual plane throughout the story, and my idea is to use colour to clearly define these areas as effectively as possible. Because I'm drawing
digitally this even means having full control over the colour of the outlines.

When | first started planning Alameda late last year, the concept sketches were more in the style of Crowman, but as I've got deeper into scripting it, and after a holiday in Gibraltar
(Alameda's primary setting) I've realised that it needs the use of colour to really bring it to life.
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In the 8 panels that follow it's hopefully made clear how | aim to use colour in Alameda, to make each scene/ setting memorable and also full of ambiance. Each panel is a stage in the
finished conceptual drawing (panel 8).

Panel 1: This is the sketch, the 'pencils' if indeed | was using a pencil. I'm not, I'm using an Intuous pen on a Wacom pad, drawing into Photoshop.



Panel 2: The inks...well, lots of black pixels laid down in Photoshop :0) No hatching, just different grades of thickness of line, hopefully nice and smooth. The floating man is on a
separate Photoshop layer to the couple on the bed. You'll see why in a bit.

Panel 3: This is a night time scene, so | colour everything in shades of blue that's part of the bed set-up. This colour is on a single layer placed under the line art (inks) layer.



Panel 4: 1fill the room area with black, because in this scene I'm not too concerned with background detail. | use the rectangular selection tool to mark out the window area, and simply
delete the black to suggest the light coming in from outside. | also reduce the opacity on the colour layer, so the blues on the bed area and figures aren't too vibrant. The black behind
the colours shows through, and so is the equivalent of lessening both the brightness and contrast values simply using the opacity slider on the single layer.

Panel 5: | decide that the blackness is too 'dead' and that it suggests oppressiveness rather than a balmy summer night. | also resist the urge to have a wholly black night sky, and
instead use a deep purple, which could suggest ambient light from streetlamps, or a distant city glow. This is on the layer underneath the black layer. | use bright cyan for the highlights
of the light spilling in over the window sill, a simple fill under the black layer. Again, the white option seemed tonally 'dead'. The mood of the whole scene is now coming together nicely
through the use of blues throughout. One handy tip you may find useful is to make all your fills black, so you don't keep having to go over to your swatches pallette all the time. Then
change the 'colour overlay' to whatever colour you want, under ‘'layer style'. You can access a whole host of fades and effects at this stage, and it saves you having to commit to your
layer at this stage. All layer styles can be disabled at any stage, so you can go back to your original layer state with ease.



Panel 6: | change the outline colour of the floating guy on his layer, using 'cover overlay'. And now | notice yet again how 'dead' the black outline is around the couple and bed. | use a
darker blue for their outline. Now they seem to be part of the night time world. I fill behind the floating guy with pure white, and then lower the opacity. He's a spirit-form type of chap, so

you'd expect to see through him slightly :)

Panel 7: Yet again | have to avoid using a completely white glow around the spirit after initially filling it white, and so change its colour overlay to cyan. Then | change its opacity on the
layer slider. Before | do this though, some background info: The glow layer starts life as a duplicate of the ghostly fill layer. | place the layer under the fill, then use gaussian blur filter to
give it a nice feathery blurred halo effect. Then | make a wand selection from the fill layer, and then switch back to the glow layer, where | delete the selected area, leaving only the glow
around the guy. This means | can change the colour of the glow to cyan (plus its brightness etc) while not affecting whatever's going on in the transparent fill area.



Panel 8: | add stars via the 'paste into' option in a layer over the night sky layer. | change the spirit guy's outline to a brighter blue, to emphasise the ethereal glow. | also bring the blue
colours of the couple back up to full opacity, so the image 'pops' a little more than it did. Finally | add a layer of black fill under the bed, enough to give the picture depth without killing
the blue mood. And that's pretty much it. The rest of Alameda will be treated the same way, with outlines varying subtly in colour as well as colour fills of various objects and settings.
This will mean alot of layers will be used, and a certain amount of planning will be needed per scene, but hopefully the technique will be 100% invisible, and instead being servant to the

actual storytelling.

I hope you enjoyed this article. We plan to do many more of these articles, as Alameda (and other C2D4 Comics projects) progress.....Tony Wicks

www.c2d4.com
www.jackinthebox-comic.co.uk
www.tonywicks.co.uk
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