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The wizard artist has been along the XXth century a
comic~book artist. In that century, drawing artists have found
an outlet for their art :ih;;newspapers , magazines and comic- books.,

They have been ilustrators, comic strips artists, superheroe
: devisers.

We know their names, they have been the best in this business: Hal Foster,

Alex Raymond, Jack Kirby.... Some of them gave us the gift of their art

and of their expertise : Burne Hogarth and Will Ejgner wrote important

methods on drawing and on theory of the sequential art. Dover Publishing

still sells the books of Rimmer -4 Hutton and Bridgman on anatomy and

drawing, the most influential ever in the Anglosaxon world. In Spain,

we had a master artist, ilustrator, teacher and comic-book maker, called



Emilio Freixas, whose paintings, drawings and book ilustrations were

collected some years ago by his  heirs under the sponsorship of Caja

Madrid. Emilio Freixas wrote many methods on drawing along the sixties

and he remains the finest of all the Spanish artists in this popular

field of illustration and comic-books.,

We must mention too Mr, Jack Hamm , his books on

drawing are the best written on this subject, with hundreds of practi-
cal samples , very much on the tradition of the American way of

drawing, always simple and direct j refined techniques to obtain the

best results with the lesser effort. Andrew Loomis wrote several books

on illustration in the forties that have inspired the new generation of

comic~book artists such Alex Ross.
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We review several of those master artists in our book .
But each one has its own =~ . approach to the problems of dra-

wing, of perspective, of anatomy, of composition. The technitrues and
concepts that each one uses are the key to understand the secrets of

their art. If you ge& the book on anatomy which a certain artist fo-

llows, you discover why he draws the human bodies the way he does.

This principle applies not only to the XX century popular artists but

to all the painters and sculptors of the History of Art, specially

Leonardo da Vineci and Michel Angello. Inside the books on anatomy that

they wrote you can find the secrets of their achievements.
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But each book on anatomy and on drawing technique is

different. There are several ways to approach the human body and several

ways to resolve the problems of its rendering in a sheet of paper.

Burne Hogarth loved to draw bodies of very muswlar athletes depicted
with ALL their muscles at its maximum stress, no matter if the

subject were not using all their muscles in a given act. Bridgman pre-

ferred to think on the human body as a machine with its bearings and its

mechanical structures. Will Eisner had a tendency to | draw people

slightly distoded, as clowns , as Brueghel did. . centurf.es ago. Alex

Raymond began using the standard comic strip technicaues (when working as an i

assistant for Lyman Young) but along his master-work "Flash Gordon" experimente



imitating the composition. and the light effects of the Italian masters,
from Rafael to Tintoretto, trying to = . . = incorporate them
into the field of the newspapers comic-strip. Hal Foster learnt a lot

from the . ' book illustrators of the XIX century such = . Pyle and

wyeth

But all of them were wizard artists, their work cannot
be explained by just a matter of technique and " anatomy knowledge.
There was more, there was something of magical and misterious that can

be explained only by the concept of "shamanism"9‘~~‘f the understanding
of the body of the other, entering inside it, to understand its reasons ,

its determinations and, eventually, to render it as a drawing on a sheet,

The wizard artist projects all of him into the drawing, his beliefs



ON THE NATURE OF MAN; HIS DREAMS OF WHAT MAN SHOULD BE; HIS POLITICAL

IDEAS AND HIS INTUITIONS ABOUT HOW IS BY INSIDE THE SUBJECT DEPICTED IN

HIS PORTRAITS
THEREFORE; THE WIZARD ARTIST IS A MEDIUM OR A SHAMAN THAT.
IN EACH EPOCH kSHOWS TO THE PUBLIC WHAT HE HAS SEEN ON A GIVEN FIGURE
AND WHAT HE WANTSE IT TO BE , HE REPRESENTS THE HISTORICAL PERIOD WITH
ALL OF 1i7s STRENGHTS AND WEAKENESSES; | ALL OF: iﬁ5 CULTURAL
ACHIEVEMENTS AND 1SH0RTCOMINGS; i ALL OF'ﬁiTS RELIGIOUS

SCIENTIFIC AND POLITICAL FASHIONS,

The art has always been this wayeThe wizard artist can

show to the public things that the scientists cannot perceive. The

wizard artist is a deeper psichdogist that reveals aspects of the perso-

nality of the man drawn that the current psichﬂogists cannot describe.
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TODO DIBUJO ES UN PROBLEMA DE DIMENSIONES

oo 14  EXTREMO SUPERIOR
e ¥ \\%%:WW&WWWM

W ALTURA ELEGIDA PARA EL DIBUJO.
i/ M~ ANCHO, POR COMPARACION.
PUNTO MEDIO — INTERSECCION DE LA
ALTURA Y EL ANCHO EN SUS PUN.-
TOS MEDIOS.

A —-CUARTA PARTE DE LA ALTURA Y
EL ANCHO.

B-OCTAVA PARTE DE LA ALTURA,
CUANDO DIBUJAIS DEL NATURAL,
MEDID LAS DISTANCIAS CON UN
LAPIZ SOSTENIDO AL EXTREMO DEL
BRAZO. DETERMINAD ESTOS PUN-
TOS EN LA MODELO O EN LA COPIA
FOTOGRAFICA.

S o s 55,

it

¥
i
3

Si TODOS LOS PUNTOS CONCUERDAN EN VUESTRO
DIBUJO, LAS PROPORCIONES SON CORRECTAS.

23
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EXTERNUS OBLIQUE

GLUTEUS MEDIUS

GLUTEUS MAXIMUS

GREAT TROCHANTER

TENSOR FASCIAE LATAE

VASTUS EXTERNUS

RECTUS FEMORIS . @

GASTROCNEMIUS
SOLEUS :
PERONEUS LONGUS:
TIBIALIS ANTERIOR
PATELLA

VASTUS INTERNUS
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STERNOMASTOID
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EXTENSOR CARPI RADIALIS LONGUS
EXTENSOR CARPI RADIALIS BREVIS
ABDUCTOR POLLICIS LONGUS
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INTEROSSEUS

EXTENSOR CARPI ULNARIS
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When we take a position above the

rear torso, we note first the higher and

" more dominant rib cage; we see the pel-
. vic mass as secondary and subordinate.

In this case, the interconnection of the

two torso masses develops on the side

~of the body under the arm, the latis-
simus muscle line (A), which com-

__presses inward to the rear of the hip
I crest (B) near the spine; from here, the

curve turns outward (C) to embrace

- the butterfly shapes of the pelvis (D).

Here is the latissimus interconnection
line shown on the left side of the rear,
down view torso. It is important to
recognize the difference in the overlap
devices in the torso masses in up and in
down views. The device here gives 2
sequence of overcurves on the body
(as we look up), but a compression
develops especially on spine muscles
going high into the back. In this ex-

ample, the compression reverses, and |
points low toward the region in thg/’i
base of the spine.




Unamuno wrote a novel titled "Nivola" where he exposes the

Problem of the creator in front of his creature : God in front of us the

humans or the writer in front of hig characters. This strange relationshiP
between the creator and his creatures has puzzka the philosorhers since

the da¥s of Homer and his dialogues between the godess Athenea and —

her brainchild Ulisses. The comic-book artist thinks many = times along his
career about what he is 'doing with his daracters : is him a first motor
that puts on the move his characters and thenafter they live. and act by their

owun? Jack Kirby thought quite this way when he joked about his "superheroes

in trousers": Stan Lee created the Marvel Universe and afterwards it moves

by itself without the need of its creator Lee.



# e began by speaking of my literary works, in particular of
those that were more or less philosophical, showing that he knew
them very well; which, of course, did not fail to please me. Then he
began to tell me of his life and of his misfortunes. I interrupted
“him by telling him to spare himself the trouble; I was as familiar
with the vicissitudes of his life as he himself; and this I demon-
strated to him by citing some. of the most intimate details, and in
particular some things that he thought to be utterly hidden. He
looked at me with genuine terror in his eyes, as one looks at some
incredible being. I seemed to see a change in the colour and in the
lines of his face, and I saw that he even trembled. I had
him fascinated. ' ’

‘It hardly seems true,” he kept repeating, ‘it hardly seems true.
I shouldn’t believe it if I had not seen it. I don’t know whether I
am awake or dreaming—— ‘ ' :

‘Neither awake nor dreaming,” I replied. »

‘I can’t explain it—I can’t explain it he went on. ‘But since
you seem to know as much about me as I know myself, perhaps
you guess my purpose in coming.’ :

“Yes, I said. ‘You'—and I gave to this ‘you’ the emphasis of
authority—‘you, oppressed by the weight of your misfortunes,
have conceived the diabolical idea of killing yourself; and before
doing it, impelled by something you have read in one of my last
essays, you have come to consult me about it.’

The poor man shook like a drop of mercury and looked at me
with the stare of one possessed. He tried to rise, perhaps with the
idea of flight, but he could not. He could not summon the strength.

‘No, don’t move,” I commanded him: >

‘Do you mean—do you mean > he stammered.

‘I mean that you cannot commit suicide even if you wish to
do so’




“What I’ he cried, finding himself so flatly opposed and contra-
dicted.

“Ves, if a man is going to kill himself what is the first thing that

is necessary? I asked him. ' ‘

“That he should have the courage to do it,’ he replied.

‘No,” I said, ‘that he should be alive.’

‘Of course !’ ﬁ

‘And you are not alive.’ :

‘Not alive! What do you mean? Do you mean that. I have
died? And without clearly knowing what he was doing he began
to pass his hands over his body.

‘No, my man, no!’ I replied. ‘I told you before that you were
neither waking nor sleeping; now I tell you that you are neither
alive nor dead.’ ' -

“Tell me all of it at once; God, tell me all,” he begged me in
terror. ‘With what I am seeing and hearing this afternoon I am
afraid of going mad.’ . ,

“Very well, then. The truth is, my dear Augusto,” I spoke to
him the softest of tones, ‘you can’t kill yourself because you are
not alive; and you are not alive—or dead either—because you do
not exist.’

‘I don’t exist ! What do you mean by that?’
‘No, you do not exist except as a fictitious entity, a character

of fiction, My poor Augusto, you are only a product of my imagina- -

tion and of the imagination of those of my readers who read. this
story ‘which I have written of your fictitious adventures and
misfortunes. You are nothing more than a personage in a novel,
or a nivola, or whatever you choose to call it. Now, then, you
know your secret.’ o

Upon hearing this the pdbr man continued to look at me for a

while with one of those perforating looks that seem to pierce your

own gaze and go beyond; presently he glanced for a moment at
the portrait in oil which presides over my books, then his colour
returned and his breathing became easier, and gradually recover-
ing, he was again master of himself. He rested his elbows on the
arm of the sofa opposite me, against which he was leaning; and
" then with his face in the palms of his hands he looked at me with
" a smile and he said slowly :
. ‘Listen to me, Don Miguel—it can’t be that you are mistaken,
. and that what is happening is precisely the contrary of what you
. _think and of what you have told me?’



‘Very well, then, I won’t; but you shouldn’t mak
And now let us see; what do you really think about:

‘1 think, then, that since you do mnot exist e
imagination—as I tell you again—and since you neit
are you able to do anything but just what I plea
does not really suit me that you should kill yo
are not going to kill yourself And that settles it.’ -

“Your saying that “it does not really suit me”
Sefior de Unamuno, but it is far from edifying. M.
granting your strange theory that I do not really
you do, that I am nothing but a character of ﬂctl
of your imagination as a novelist—or as a'n
there is no reason why I should submit to “what 1
that is, to your caprice. For even those whom we
of fiction have their own inwrought logic

‘Yes, I know that song.’ :

‘But, really, it is a fact that neither a novehst
is at all able to do anything that happens to.occ
character that he creates. That a fictitious ch
should do that which no reader would ever &
forbidden by all of the established prmmples of art:

Doubtless a character in a novel

‘Well, then?’ -
‘But a character in a nivola—a “nivolistic” ch
‘Let us drop these buffooneries. They are:off
- wound me where I am most sensitive, Wheth“
~ think, or because you have given it to me, as you suppos
my own character, my own manner of being, m

logic, and this logic demands that I kill myself
“You may think so, but you are wrong.’ ,
. ‘Let us see. Why am I wrong? And where am
' me where my mistake lies. Since the most difficul
. there is, is knowmg yourself, I may easily be mistak
" be that suicide is not the logical solution of my prob
. it to me. For though this self-knowledge be difficul
- there is another kind of knowledge that seems no.
‘And that is?— I asked. \
. He looked at me with a smile that was shrewd a
‘then he said slowly :
. ‘Well, that which is more difficult than self—know d

‘that a novelist or a playwrlght should know th

he creates or thinks he creates.’ ‘




‘And what do you mean by the contrary? I asked, rather
alarmed to see him regaining his self-possession.

‘May it not be, my dear Don Miguel, he continued, ‘that it is
you and not I who are the fictitious entity, the one that does not
really exist, who is neither living nor dead? May it not be that |
you are nothing more than a pretext for bringing my history into
the world ?’

‘Really this is too much !’ I crled now becoming irritated.

‘Please don’t get so excited, Sefior de Unamuno,” he replied.
‘Keep calm. You have expressed doubts about my existence—

‘Doubts? No!” I interrupted.. ‘Absolute certainty that you do
not exist outside of the novel that I have created.”

“Very well; then please don’t be disturbed if I in turn doubt
your existence rather than my own. Let us come to the pomt Are
you ‘not the person who has said, not once but several times, that
Don Quixote and Sancho are not ‘only real persons but more real
than Cervantes himself?’ ‘

‘I can’t deny it, but the sense in which T said it wag~——~"

‘Very well, never mind in what sense. Let us come to another
point. When a man who is lying asleep in his bed dreams of some-
thing, which is it that more truly; exists, he as the consc1ousness
that dreams or the dreams themselves?’ -

‘And what if the dreamer dreams that he himself exists?—I
turned the question on him.
" ‘In that case, friend Don Mlguel ‘my own questlon would be,
in what fashion does he exist? As the dreamer who dreams of
himself or as something dreamed by himself? And note this, more-
_,over' in entering this “discussion with me you are already
. recognizing me as an existence independent of yourse]f o
~" ‘Not at all. Not at all,’ T said quickly. ‘In entering this discussion
71 am merely sat1sfymg a private need of my own. Apart from
_discussion and contradiction I am never alive; and when there is
"vno one outside of me to question.and contradmt me I invent some
‘one to do it within me. My monologues are dialogues.’
‘And perhaps the dialogues that you fabricate- are nothmg more
: than monologues.’
¥ ‘It may be. But in any case I tell you, and I wish to repeat it,
il that you do not exist outside of me ?
‘And I will again suggest this to you, namely, that you do not
‘exist outside of me and of the other characters that you think you
‘have invented. I am certain that Don Avito Carrascal would be
‘of my opinion and the great Don Fulgencio——

3
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“You needn’t mention them




‘Of yow'—and he looked me straight in the eye.

‘What !’ 1 cried, rising to my feet. ‘What! Have you conceived
the idea of killing me? You? And of killing me?’

«Sit down and keep cool. Do you think, Don Miguel, that it
would the first case in which a fictitious entity, as you call me,
had killed him whom he believed to have given him his being—his
fictitious being, of course?’ ‘ ‘

“This is really too much,” I said, walking up and down my study.
“This passes all limits, This couldn’t happen except ’

‘Except in nivolas, Augusto completed with a drawl.

“Very well, enough! enough! enough! This is more than I can
stand. You came here to consult me—me, you understand—and
you? You begin by disputing my own existence, forgetting that
I have the right to do with you anything that suits me—yes, just
what I say, anything that may happen to occur to !

‘Don’t be so Spanish, Don Miguel s '

‘And now this too, you idiot! Well, yes, I am indeed a
Spaniard, Spanish by birth, by education, by profession and
occupation; Spanish above everything and before everything.
Spanishism is my religion, the'heaven in which 1 wish to believe
is a celestial and eternal Spain, and my God is a Spanish God, the"
God of our Lord Don Quixote, a God who thinks in Spanish and

who said in Spanish, Let there be light! Sea luz/—His word was .

3

a Spanish word

‘Well, and what of it?’ he interrupted, recalling me to reality.

‘And now you have conceived the idea of killing me. Of killing !

me—me? And you? Am I to die at the hands of one of my
creatures? T'll stand no more of it. And so to punish you for your
‘insolence, and to put an end to these disintegrating, extravagant,
and anarchistic ideas with which you have come to me, I hereby
render judgment and pass the sentence that you are to die. As soon
as you reach home you shall die: You shall die, I tell you, you shall
die” - =

‘But—for God’s sake !’ cried Augusto, now in a tone of supplica-
tion, pale and trembling with fear.
~ “There is no God that can help you. You shall die/’

“Yes, but I want to live, Don Miguel, T want to live—I want
to hive - S

‘Weren’t you just now thinking of killing yourself?’ '

‘Oh! if that is why, Don Miguel, then I swear to you that I will
not kill myself, I will not take away this life which God, or yourself,

i



has given me; I swear it to you—now that you wish to kill me I'"
myself want to live—to live—to live ’

‘What a life I’ I exclaimed.

‘Yes, whatever it may be. I want to live even though I am again’ -
to be mocked at, even though another Eugenia and another
Mauricio tear my heart out. I wish to live-—live—live—--

‘Now it cannot be—it cannot be——

‘T want to live—live—I want to be myself, myself, myself.’

‘But what if that self is only what I wish to be P

‘T wish to be myself—to be myself! I wish to live!” and his
voice was choked with sobs.

‘It cannot be—cannot be——"

‘Listen, Don Miguel, for the sake of your children, of your wife,
of whatever is dearest to you! Remember that you will then cease
to be yourself—that you will die—-

He fell on his knees at my feet, begging and imploring me : ‘Don
Miguel, for God’s sake! I want to live. I want to be myself.

‘It cannot be, my poor Augusto,’ I said, taking him by the hand
and lifting him up. ‘It cannot be. I have now decreed it—it is
written—and irrevocably; you can live no longer. I no longer know
what to do with you, God, when he does not know what to do with
us, kills us. And I do not forget that there passed through your
mind the idea of killing me——

‘But, Don Miguel, if I ;

‘It makes no difference. I know where I stand. And really 1

am afraid that if 1 do not kill you soon, you will end by killing
me. :

‘But are we not agreed that [
‘It cannot be, Augusto, it cannot be. Your hour has come. It is

now written, and I cannot now recall it. And for all that your
life can now be worth to you——-

‘But good God I’

“There is neither “but” nor “God” that can avail you. Go!’

‘And so you won’t? he said. ‘You refuse? You are unwilling to
“let me be myself, come out of the mist and live, live, live; to see
- myself, hear myself, touch myself, feel myself, feel my own pain,

be myself—you are unwilling, then? And so I am to die as a

- fictitious character? Very well, then, my lord creator Don Miguel,
_you too are to die, you too! And you will return to that nothing
_from which you came! God will cease to dream you! You are to
.die, yes, you are to die, even though you do not wish to;

M. & UNAMUNO NIEBLA




LUCiey FoR HER DONNA THOUGHT--.ALFTONE'S | | BUT THIS GIRL...SHE'S A {THAT'S RIGHT,
SNIDE REMAR#S WERE LOST ON THE NAIVE | | SWEET YOUNG THING--- | DONNA...TVE
e S Bl | | NS e
A PT o ’ .7  DRAWN
SOMEHOW, SHE WAS FINDING IT DIFFICULT TO EVERYONE'S KID SISTER...J DRAWN HOU
TWAKE LIGHT OF HI5 BOY/SH ENTHUSIASM ...

THE GIRL YOUE DRAWN | SHE /s REAL, \ I/ )= :
IN THE STRIP.LHADNIT DONNALIVE . | I / - WANTED HER
VISUALIZED HER THIS J PATTERNED HER | WWELS e on
WAY... SHE SEEMS AFTER YOU! Py, IKE YOU.

'OH, sTOP IT!
‘DONIT BE 50 | You---

(BLIND, INKY/ /YOU'RE -
I'M NOT THAT \ CRYING/
WAYAT ALL.{ ) HAVE 1
NOT AT ALL!

0U DON'T. HAVE TO_ {1 CAN'T TELL YOU Y

PEEK AROUND.CORNERS | TWO APART!I -~

ANYMORE  DARLING -~ | FELL IN'LOVE:

TL. @& YOUR MODEL. & WITH THIS GIRL-@22
A LONG AGO! " I

- JACK KIRBY ,IN THIS STRIP,
MU SES To® 'ABou-r THE STRANGE
RELATioNSHIP BETWEEN THE
CREATOR AND HIS CREATVRE

1B 1T, INKY

HERE 15 MY COMIC
STRIP, MR, HiLi...,
IVE WORKED HARD
ON IT!/1 HOPE IT'S
WHAT YOU WANT!

CWHEN TNKY DE- 8 SO
,?/%Egﬁ%fy g/ﬁ/e%k/-s/; _ 1 A:gl;/g//ll_j?;i WRACKED MY BRAIN
; | |"FOR FIVE DAYS AND NIGHTS...
PAUSED AT THE § 1 BECAUSEYOUR | | TOSSING OFF ONE IDEA AFTER

OFFICE DOOR... §| CHARACTERS | | ANOTHER UNTIL I FOUND THE ONE

ARE-

THAT. WOULD FIT THE BilL!:

15 THE:ART WORK | BETTER || WELL;HOW DOES WiLLYou Y. ARTIFICIAL) -
= TEAETORYE (et %\LO’OKTD\/?U" | oBUY TR A LACK LIFE] I T R0 A
. * IS [y ,.' . e R ) Z
PTER WAL =~ (Y MUST HAVE BEE|

- HARD WORK!




EL DIBUJANTE BRUJO

éQué es el dibujo? éSolamente la aplicacién de unas
técnicas, de un conocimiento de la anatomfa, de una cuadricula , unas

proporciones, unos estudios preparatorios ? ¢0 es més bien un cono-

cimiento cient{fico del hombre que es dibujado, una comprensién de su

cuerpo y de cémo lo determina en su Persanalidad ;? Leonérdo da Vinei,

el mids cientifico de todos los Pintores , dirfa que para poder pintar
a un hombre, a un paisaje, a un &rbol, Primero hay que estudiar su

anatomfa , su geologfa, su tronco y su corteza. Miguel Angel afadira

que ge Pinta con la cabeza y no con las manos., Primero hay que com-



-prender al objeto que se quiere

didad desde distintos aspectos. El

fico que percibe detalles que los

te puede llegar a comprender mejor

huesos v sus misculos en distintas

médico , aunque sea catedridtico de

que “siente" al individuo dibujado

figsiognémica

dibujar, estudiarlo en profun-

dibujo es un conocimiento cientf-

otros cientificos no ven. E1 dibujan-

una constitucién humana con sus

actividades,

e . un

anatomfa., E1 dibujante es un chamin

» lo cala, con su propia teorfa

muestra en el papel aspectos del individuo dibujado

que ni un médico ni un psicélogc pueden describir, El dibujante debe

sentir al otro, como lo hacfan los

debe ponerse en su pielﬂ

chamanes o brujos de la antiguedad,

entaderlo, es un trabajo mistico propio



i

de un chaméin, es una unién mistica con el sujeto :~Edibujado ,

con sus misculos, con su faz, con su alma. Si nosotros cogemos un
lépiz Y nos ponemos a dibujar, solamente conseguiremos trazar cuatro
lfheas que delimitardn un perfil, unos ojos, una silueta,  pero
sin ninguna vida, sin ningén significado. E1 dibujante, para conseguir

un buen dibujo, debe proyectarse en él1 implicar todo su ser,

sentir al otro (como lo harfa un actor) y » a la vez v guizd sin poder
;controlarlo, dejando que sus ideas y sus gustos aparezcan en el

dibujo, a partir de un objeto que le haya movido o impresionado.

Cuando aparecfo la fotografia , los dibujantes y los pintores empezaron



a decir que ellos hacfan "fotograffas a mano” y que eran impresionados

también por la luz y por los modelos fotogénicos.

E]l dibujante brujo es un fotégrafo que hace fotograffas a mano,
es impresionado por la luz y por el fulgor que desprenden los tipos

humanos bellos o por los curiosos y caracteristicos de la época o del lugar.
E1 dibujante brujo necesita que un rostro, unas facciones, una constitucién

fisica, una forma ffsica atlética, un tipo de esqueleto o umfigura lo impre-

sionen y le motiven a querer dibujar a ese personaje. Al hacerlo, el dibujante

brujo pone a ese tipo humano como e jemplo para el resto de la gente y lo destaca
en sus caracteristicas més excelentes, convirtiéndolo también en el representant

de un tiempo y de un ambiente histérico y cultural.



MADA HA CAMBIADO EN ESTOS MILES DE ANOS,
LOs MISMOS HOMBRES QUE PINTARON LOS BISONTES DE ALTAMIRA Y DE LASCAUX

e

SON LOS DIBUJANTES BRUJOS DE NUESTROS DIAS, TODOS SON CHAMANES QUE NECE -
SITAN POSEER AL BISONTE AL DOMINAR SU SILUETA POR REPRESENTARLA CON UNAS
'd 4

L]ENEAS?; AL SENTIR EL SER DEL BISONTE |, TAMBIEN SE HACEN UNO CON EL s MISTI =~

CAMENTE | Y SE APROPIAN DE CARACTERISTICAS DE ESE BISONTE, ASI ERA PARA LOS

P
PINTORES DE ALTAMIRA Y ASI ES PARA LOS DIBUJANTES BRUJOS ACTUALES,




Cuando decimos que el hombre es un animal artista queremos decir
que desde los tiempos de Altamira los hombres se han dado cuenta que pdeﬁf

den modificar la materia y cque pusden proyectar sobre ella sus ideas

y su pensamiento, Em esto consiste el arte.

"

Todos los oficios y profesiones'50n~art{stic05,'incluso aquellos |
gque no lo parecen como los diferentes oficios de la construccidn

y las distintas especialiiades del ramo del m@tal.

En 2 : 3 i i
todas las profesiones hay una manipulacidn de materiales y un

pensamiento humano sobre las tédenicas a utilizar para ello., Ademds |

|
!

cada hombre aporfa a su frabaja sus propios conceptos y técnicas /
v . ., . ) |
asi como maltitud de detalles de estilo que diferencian la obra de

una persona de la de otra persona.
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Sesion de dibujo en fa Universidaﬁ dercdnnect'icui.
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- P . - - I~ "'La historieta es una fornl1a ée | i
i arte por si misma; refleja la vida y su tiempo mas fielmente; de hecho es mas artistica que la |
' ilustracion de revistas, ya que es enormemente creadora. Un ilustrador trabaja con fotografias y
modelos; un dibujante de historietas comienza con una hoja de papel en blanco, y dibuja su
suefio. Es autor, guionista, director y artista a lavez.” \ E)( b4 Y

2. Ton¥ o Vin ) 4 N . %
F. alkh orden 3 e W UF g’lacil;l CHCO LIS 'U O =Yy MOTIGE y Lo Card
‘ s ) X £ i el ol o ; He . cl I
d cscoCRsa-Y-leuel po—geana“,,,wy»-&et adolen—el-fitm " Siptridol de Fritz bang!:




&
EL DIBUJANTE BRUJO ES UN MEDIUM O UN CHAMAN QUE RELACIONA

AL PYBLICO QUE COMPRA SUS TEBEQS CON LOS TIPOS IDEALES QUE DIBUJA; PERSO%Q

L £ I 0 Y o’ L - n E' ) 3
NAJES QUE ELEVA A LA CATHGORGA DE MITOS Y DE IDOLOS DE LA EPOCA, MODELOS PARA

o

LAS NUEVAS GENERACIONES, EL DIBUJANTE BRUJO INTERPRETA AST A LOS GUSTOS DE
s

¢ #
SU EPOCA Y ES DETERMINADO A SU VEZ POR EL MERCADO‘(fPOR EL PUBLICO QUE SO ICOMPRY

4 ”
SUS TEBEOS) Y REFLEJA LA IDEOLOGEA DE LA EPOCA; SUS SUENOS  £L TIPO HUMANO
2]

QUE LOS NINOS ASPIRAN A SER DE MAYORES,

AL MISMO TIEMPO, EL DIBUJANTEvBRUJO ES UN‘PSIC6LOG0 CON SUS PROPIOS
CONCEPTOS SOBRE FISIONOMfA Y SUS PROPIAS INTUICIONES SOBRE LA PERSONALIDAD DEL
TIPO AL QUE DIBUJA Y MUESTRA ASPECTOS DE EL QUE NO PUEDEN EXPLICARSE CON UN
RUTINARIO INKFORME CIENTf%ICO PUESTO QUE; COMO HA SUCEDIDO SIEMPRE EN LA HISTORIA DEI

s " SN YL ~ ’ " AL W) E ¥ - i’
ARTE  SOLAMENTE PUEDEN DESCUBRIRSE EN LA EXPERIENCIA ARTISTICA o



_LA RELACioN ENTRE EL
CREADOR Y SU CRIATVURA

LA Diosa ATENEA Y VLISES

7/ Entonces la- diosa de ojos brillantes, Atenea, coricibid otta

idea. Tomando'la forma de Telémaco marché portoda la ciud
dad y"poniéndose cerca de cada hombre les decfarsupalabtl; |
les*ordenaba quiesse congregaran' con el crepisculo junto a la
répida naye: Después pidié una rdpida nave 2 Noemdn; escla-
recido hijo de Fronio, y éste s la ofrecié de buena gana, Y 'se
sumergid Helios 'y todos los caminos se llenaron de sombras.
Entonces empujé hacia el mar a la ripida nave, puso en ella
todas las provisiones: que.suelen llevar las naves de-buenos
bancos'y la detuvo al final del puerto. :

Los valientes. compafieros ya se habfan congregado:en gru—
po, pues la diosa habfa movido a cada uno en particular:

Entonces la diosa de ojos brillantes, Atenea, concibid otra
idea: se puso en camino hacia el palacio del divino Odiseo y
una vez-allf'derramdé dulee suefic sobre los pretendientes, los
hechizé cuando bebfan e hizo ‘caer las copas de sus manos.
Y- éstos se aptesuraron ‘por-la ‘citdad para ir a dormir y ya no
estuvieron sentados por mds tiempo, pues el suefio se posaba
sobre sus pdrpados.

Entonces. ‘Atenea, de ojos brillantes, se: dmglo a Telemaco
llamdndolo desde Tuera del"palacio, agradable pata vivir, ase-

‘ me]andose a-Méntor en la figura'y timbre de voz
" «Ya tienes sentados al remo a tus compafieros de hermosas

grebas y esperan tu partida; Vamos, no retrasemos.por mds
tiempo el viaje.»

HOMERO  ODISEA
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DOSOJOS  LaKeroics
UNABOCA  clupapportia
UNANARIZ  LagiesTa..,




- INCLLUYENDOTODALA GAMADE - Xz
% ESTILOS PICTORICOS, DESDEEL DIBUJO [0
T 2 MAS REALISTAPASANDO POR LAS MAS [
: _ SENCILLAS CARICATURAS... ‘

SOLO
SIGUEN
PRESENTES EL
CONTORNOY
LIN ASOMODE
SOMBREADO,
PERONO CUESTA
NADARECONOCER
ELDIBUJODE
UNA CARA

ALGOMAS
ABSTRACTOES
ESTEESTILODE
DIBLIJO, PROPIO
DE MUICHOS
COMICS DE
AVENTURAS,

=
PARECIPO CON
LAWIDAREAL”
REVISTEDIVERSA
GRADUACION,

P45

PEROEN EL DIBUJO,
EL NIVELDE ABSTRAC-
|CIONES VARIABLE.

i

!

AL SEGUIR
ABSTRAYENDOY _

SIMPLIFICANDO NUESTRA ™ -
IMAGEN, NOS VAMOS ALEJANDO
CADAVEZ MAS DE LACARA
"REAL”DE LAFOTO,




APPROACHING FIGURE DRAWING IN DIFFERENT WAYS

41
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Setting points in [ Looking for con- Building on torso § Seeing the figure Thinking of solidity
relation to one tour planes in terms } trapezoids with in terms of cylin- [ by means of block-
another, j of straight lines. bold strokes. der thicknesses. | ing in sections.

e R e e

r . N e b
L 4N
i

Visualizing the Seeing what remains | Feeling sweep of ; Expressing free-
skeleton beneath } on either side of im- | line that runs

the surface. aginary plumb lines. | through figure. exaggeration.

Thinking in terms
dom in contour of light and shadow

throughout figure.

Dack Wamm : distintas aproximaciones a la figura humana y distirtas percepciones

posibles , relacionadas también con distintos grados de abstraccidn.



- SKETCHES.
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-27 Analysis of an Arm,

This analysis is based on the study by M
[1-26}. The sequence of highlights points to each end
of the humerus, the external epicondyle (A) at the
elbow and the greater tuberosity (B) at the shoulder.
This alignment is the connection for broad planes
on the back and side of the arm. The muscles, as
smaller form units, fit into this broader scheme.

1-27

BRACHIALIS ANTICUS

DELTOID X(\

BICEPS

BRACHIORADIALIS Gl TRICEPS
(SUPINATOR LONGUYS)

EXTENSOR COMMUNIS
DIGITORUM
EXTENSOR CARPI

EXTENSOR CARPI ULNARIS RADIALIS LONGU¢

FLEXOR CARPI ULNARIS
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_entre el realismo fotogrifico y la pura abstraccidén § al mismo

. i . - 1 | £
do a dibujar al estilo de la 'linea clara”

T it . w e . .
g “linea clara de Hergé es una t’quueda de un punto medio

tiempo la

§i 111 > . . . " p “ .o«
linea clara es limpia, aséptica, alejada de los problemas de la vida real

*****

s enferman porque la realidad tan

simple y sin contaminar que dibujan no existe : asf le ocurrié a Hergé en los

L afios 5V y tuvo que dejar de dibujar Tintin por una temporada, tras consultar

con un psiquiatra suizo que le dijo que estaba obsesionado por "la pureza“

" { de lineas/.

i H | i i . ' i i i | i i i ¢ i i

H i i H H 1 i : i | i | i i H i i i i ) H } i i i i
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se consagran demasia—
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Empieza por arriba: esboza
primero los cabellos al viento,
luego el 16bulo de la oreja, las
cejas, la nariz, la boca y la
barbilla. Ahade la linea del
cuello.

Perfila los brazos, las manos y los

dedos. Haz lo mismo con
hombros y pecho. Traza

) S, ﬂﬁﬁi‘g"?f tres’ lineas en

, s e T estbmago para

",Jﬁ%@ " hacer los musculos.

(S Afiade el puntito del

ombligo. Dibuja el torso.

Observa las curvas de los
muUsculos de la cadera, muslos y
pantorrillas. Dibuja la cadera,
piernas y pies. Esboza la linea
del bafiador.

Borra las lineas de guia.

Haz las lineas del pelo. Repasa
las facciones. Detalla y sombrea
manos y brazos.

iFIJATE BIEN en la fuerza del
torso! Afiade mas trazos y
sombra para enfatizar los biceps
y demas musculos. Detalla los

| musculos abdominales.

v ]
. - A i
- y i, 0 ;mi@M“ — ] e
| A G |
— g gy o e o

i
%f*{ . /
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-ANGEL
PLIG MIPUEL

NOoS
MUVESTRA

© 81 se _tiene imaginacién, el sistema de los: circulos brinda” una gran
facllidad para desarrollar los dibujos, Una Pequeﬁa

3ue con un mismo boceto inicial, podemos realiza;
-distintos usando slempre el mismo método indic

8



JEmpiece con un
simple dibujo de

trazos. Capte la
postura. Intente
percibirsu

- energiay cémo

- fluye el

movimiento.

.........

Vaya esbozando los musculos
y dreas mds grandes. 5/ una
forma tiene dos partes, como
por ejemplo un brazo, dibuje
cada una por separado:
primero la parte superior del
brazo, luego el antebrazo.
Dibuje el muslo primero y el
resto de la pierna después.
Dibuje la caja torécica por
separado, sin que se confunda
con la cintura, y asi
sucesivamente.

£~ REFINAR

LI NEAS

Siga definiendo la
forma de esta
manera. Eso
proporcionara mds
autoridad a su dibujo.

Yo~ A HADIR M uSCUL AT VRA

|
-

Y BoRRAR
iNWE CE SARIAS |
|

\
|
|
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vestir a nuestras fignras nos encontraremos con que es necesario

- Doseer unos extensos conocimientos de la imdumentaris usada en daife- !

rentes paises, asf como de 1 ; X
omo. de la historia del traje, sin isi
gﬁgozéggggoaé Caer en apdcronismos y extravaganeias ;ggoesge%glg;ti%eggs
) poseer la documentacién precisa de. libros y léminas’ qug

" j:ratep dichas materias con el fin de poder consultarlos cuamdo convenga.

“ Obsérvese. en

‘En'la figura arrodillada de la parte inferior. podemos estudiar el Juego

¢émo seé compensan las

1a. figurs de la parte.superior
cen la sensa-

on lag de 1as. caderas, que produ
nmismo tiempo, de descanso de la- figura.

lineas de los hombros ¢
cién de vida y, 8l

de las .piernas y la linea compensadora del brazo que se apoya en el |-

K ﬂllelo-v«

Fal

S

a bailarina,
fin todas las imaginables, podremos conseguir, si

La ingrav'ide'z de un
. bien distintas, y en L
i ") tenemos estudiadas en el patural la posic

extremidades vy cabeza, Dues a estas

wmna, vertebral, caderas
) ) “mujer’ de alambre”,

bros, col
lineas solas se reduce nuestra

una actitud’de pénsadora, posiciones

i6n. . de 1as- lfneas de hom- . 1.

Colocad las principales capas musculares sobre el armazén. Todo el

puede constituir una diversién ademds de una autoensefianza. Cuandq

consigamos hacer buenos croquis de esta clase habremos dadé el pasc
principal para lograr dominar el movimiento de nuestras figuras.

A L. |

I

-




He aqui unos esquemas en los que he procurado sintetizar hasta el |
méximo las Hneas en que se basa la figura del hombre,
podemos apreciar la. linea. de 1a columna vertébral, el 6valo

las lineas de brazos y manos y. las de los hombros y caderas, vy la
curva de la caja tordcica,’

- Aquf las lineas guteriores;

- —-—

LALS , ; Ly Cas -
¥ que podriamoy llamar el “giazén?; han
sido recubiertas por otra. Sintetizacién. general de o8 musculos del,

v en log que
de 1a cabeza, Pl

Al dibujar wuma. cabeza
‘debemos tener en cuenta ||
lo” dicho sobre este parsi
ticular en mi primer vo- i
lumen. de: lag -presentes
lecciones, y trazar ligeros |-
esquemag como los indica~
“dos-en esta pdgina, y que
servirdn de guia para la
direccion: general de iag || —-

Ifneag del . rostro ¥y’ del
oo Derfineo.
Como en el dibujs de ilus- |
tracién. es casi: siempre
necesario trabajar de me- |
morig,” eg preciso que co-
nozcamos a fondo Ia cons ||
© textura ‘de las figuras ¥y
. ‘Bada tan inmportante co- -
mo la. del rostro,” punto
donde radica la atenelén 1
del lector; ol

|5 —

cuerpo ¥ borradas lag primeras.

|

He squi una composicién de dos flguras realizada por el mismo sistema
que las anterlores, y basada en una llave de lucha libre conocida por :

“salto de tijera al cuello”; :
Es muy conveniente conocer log deportes de todas cldses, pues en ellos

Debemos trabajar con soltura, procurando no agarrotar la mano, Aten-

clén a este punto que acabo de exponer ¥ que es de sums importeﬁllcig..

Hay que dibujar sin miedo, con confianza en sf mismo, y de un modo
4gil. Ellg dar4 vida a nuestros personajes.

Las manchag obscuras de las partes en sombra deben ser vigorosas. La

I

vemos, realizay Infinidad d¢ movimientos, algunos violentos y ex-!
trafios, como jamés pudiéramos figurarnos que se pudieran reallzar
si no los hublésemos observado antes en el na]tur.a.l.,‘f E
|

|

historieta de aventuras requiere emergfa,

f : i
i i !
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Los musculos dorsales anchos‘ aﬁadén grosor
al torso. Los «anchos», como Jos llaman Jos
culturistas, estan en |3 espalda, pero puedes
verlos en esta postura frontal, También podrias
afiadir unos cuantos abdominales tensos. Al
levantar los brazos, la linea de/ pecho sube hasta
el hombro y se curva alrededor de/ biceps.

i

| I Estos son los
Mmusculos «de lucimiento», es decir,
los més visibles.

LOS MUscULos peL PECHO \

Un pecho flexionado estd surcado
por estriaciones horizon tales.

i

e,
7::\“\\ ™ ) DORSALES
( Y Sa (Q‘“—@m ANCHOS
A T ) @ :
SN Zy\ LOS MUSCULOS DEL HOMBRO
a E‘( oo b 1/( ! El deltoides (musculo def hombro) ests formado
“ ) .
i N por tres musculos. Jy
\\{ / ldgrima, con Ia punta encajada entre o/ biceps
MUSCULOS {L )

ntos crean una forma de
yel triceps de I3 parte superior del brazo.
PECTORALES

S

MUSCULO
DELTOIDES

LA ESPALDA

Cuando el cuerpo gira,
Se curva y se contrae,
los omdplatos, dorsales
anchos y deltoides se
vuelven mucho més
prominentes,

OMOPLATOS

16




figura, es preciso lograr el efecto de que estd volcada sobre la
locomotora. Para ecllo le hemos dado un enfoque elevado, al

¢uanto a la
En cuan
entanilla de la

contrario del resto de la escena, que tiene un punto de vista bajo.

15
zan al _ |
rofundidad median

horizontal, a pesar

juma.

16. He aqui un bonito trabajo de perspectiva. Hemos partido de la docume_ntaci(')n
disponible... Tenia su dificultad, pero creemos haberla resuelto. A destacar que de
perﬁl las distancias varian notablemente por efectos de una acusada perspectiva.
17. Y ya hemos llegado al final.
esforzar la imaginacion para saber como suclen caer las cosas de gran volumen.
Pues, por encima de todo, hay que dar realismo y naturalidad a la escena.

La partc mecanica indispensable es resolver el puente. Las dificultades empie-
dibujar ¢l torrente con esa perspectiva aérea. Hay que dar sensacion de
te las rocas del tajo; procurar que el torrente conserve el nivel
de la perspectiva; procurar que las rocas conserven su altura...
pificultades que s preciso vencer ahora con el lapiz y después con el pincel o

Los mismos problemas que en la videta 15. Y

[ |

i

’ S R e i

El pasado a tinta

Antes de pasar definitivamente a tinta un dibujo vale la pena recordar unas norma
que regulan el ejercicio de este procedimiento, especialmente cuando se trata d
Yrealizar un «comic». :
4E] moderno dibujo a pluma del «comicy» exige una valoracion reducida a la sintesis
“lpor consiguiente, el ilustrador ha de saber ver el dibujo a lapiz en funcion d

contrastes duros.
En cierto modo, aplicar los negros resulta dificil, debido a la tendencia natural d

trabajar el detalle. Sin embargo, la técnica de la pluma es exigente. La valoracion
,,,,,, pluma —o a pincel- juega con la mancha y el blanco del papel. En el «comic» ~tip

de trabajo que exige rapidez de ejecucion—, los tramados deben reducirse al minime
Ha de dominar el realismo y el efectismo en la imagen. El criterio a seguir es bie

sencillo:

— Han de dejarse en blanco todos los grises a partir de un grado determinado.

|— Han de mancharse de negro todos los grises a partir de un grado determinad

— Ha de recurrirse lo menos posible a los tramados para agrisar.
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Esternon v

Esquema de la colocacién de las cla-
viculas, oméplato, himero y esternén
de la figura de la izquierda.

Situaci{)n de los oméplatos en
la figura de la izquierda,

Esquema de la colocacién de
las claviculas de la figura de la -

A
LN o
derecha. i < v
: Esquema de la disposicién de
las claviculas en la figura de 1a /
Uno de los detalles que da mas flexibilidad y vida al cuerpo es la dis derecha. =

posicién de los hombros, con el juego de las claviculas con los omépla:

~ tos y cabeza del himero. En la parte superior izquierda un apunte dt

una figura apoyada en el suclo. En este caso las claviculas se diriger ‘ ‘ S

hacia arriba, y en la parte inferior derecha otro apunte de una figure i?el;o%g;eo: u;);rrégirarnglu lﬁ(r)c::{)lundapqnte de un atleta de espaldas, en

levantando un peso. Como en este caso ejerce la fuerza en sentido cOm jnferjor derecha, un apunte d ¢ desnivel de los hombros; y en la par
trario al anterior, las claviculas se dirigen hacia abajo. ’ ge ] he mujer en otra posicion en que el desniv

; . ] Lo de los ombros es atin mayor.

“E. ramixas. || el
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SURFACE ANATOMY
{A]Sternomastoid attaches behind
ear. (B) Ridge is caused by trapezius.
{C] Clavicle connects with (D) acro-
mion process of scapula. (E} Thick-
ness of trapezius can be seen. (F] Note
flat, diamond-shaped, tendinous sur-
face. (G] Muscles of scapula bunch up
when arm is pulled back. {(H} Bulky
form is molded by triceps in back of
arm. {I) Twisting pose reveals biceps
from front of arm. (J) Hook of ulna is
obvious. (K} Head of radius protrudes
on outside of elbow. (L) Edge of ulna
is next to surface. (M} Tendons of
wrist and finger extensors show on
underside of wrist. (N} Abductor of
thumb creates angle on thumb side of
wrist. (O] End of ulna protrudes, espe-
cially when wrist is bent. {P) Sole of
foot is made up of pads.

BONES
{1} Skull. {2) Upper spinal column
curves as head tilts back. {3} Clavicle.
{4) Acromion process of scapula. (5)
Head of humerus. {6) End of scapula
moves back with arm. {7} Hook of
ulna. (8) Head of radius. {9) Spines of
vertebra often show in lower back.
{10) Pelvic crest. (11) Radius is on
thumb side of wrist. {12) End of ulna
is prominent. (13) Bones of wrist. (14}
Bone of the hand on little-finger side.
(15) Three bones of little finger. (16)
Rib cage. (17) Inside condyle of end of
humerus protrudes.

MUSCLES
{18) Sternomastoid. (19) Trapezius
contains flat diamond-shape. {20} Tra-
pezius. (21) Group of scapula muscles
is bunched because arm is pulled
back. (22] Long head of triceps runs
down center line of arm. (23] Short
head of triceps is bulky and most
prominent. (24} Internal head of tri-
ceps is seldom seen, except in this
view. (25) Biceps. (26] Long supinator.
{27 Flexor of wrist. (28) Extensors of
wrist and fingers. (29} Abductor of
thumb draws thumb toward back of
hand. (30] “Ball” of thumb. (31}
“Heel” of hand shows pad on little-
finger side. (32) Heel pad. (33} Pad on
little-toe side of foot. (34) Ball of foot.
{35] Arch. (36] Pad of toes. \

~SHEPHERD
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§ otras dos paginas, esqueleto y esquema de los bordes de los p
i huesos. .




la figura de las dos paginas anteriores. (Es de notar el
wesos cubito y radio del brazo derecho, asi como la .cur-
columna vertebral y el desplazamiento del omoplato iz- :
: quierdo al levantar el brazo.) !

En esta pagina presentamos un ésquema de las figuras anteriore
trando en trazos mas gruesos los puntos en que los huesos se

¢ notan bajo la piel.

Al dibujar una figura femenina, casi siempre queda al descubierto
escote. Veamos, pues, en la parte inferior de esta-pagina, los muscul
del cuello y posicién de las claviculas, que nos pueden ayudar mucl
bre en jarras. En el esquema de la a dibujar con soltura el escote de la mujer.
laramente el desplazamiento de los ’

Estudio de la espalda de un hom

arte inferior se puede observar cl '
P dos oméplatos. } v



mejor la curvatura de .
omoéplato izquie;do).

leleto (agqui poderiios observar
itebral yel desplazamiento del

ESquema de: los bordes' visibles de Io‘s'huetsos.
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En esta pdgina, el esquema a pluma nos presenta el mismo estudio de la anterior, visto de perfil, junto con
otras dos ml()rprptacwnes a lapzz del tema que nos ocupa.
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CHECKING THE SURFACE ANATOMY
OVER THE BONE FORMS

| STERAD-AMASTOD MUTLE
f,(’dFEZ/U5 MY SCLE
Mor .  CLAVICLE Bz

Se—EL 70/

ABDCMMAL AR
Cz//vzr OF FALSF 2155
LNEL L84
REECTLS AELOMAES
AMEUSCEE
CEEST OF L it
(Prtvie sove)

. v : ' JATEROR
As illustrated in the above S”ngé‘?—fi
N N 7
skeletal interior, the chest e
POl R7S

region is to be thought of
as a solid mass. As such
it may turn or twist on the

LOGAMEL 7

TENSOR FASAE
FEMOES

flexible stem of the spinal s 7
column but in itself is fix- GREAT

ed. The same is true with 7'25//4”74’@
the pelvic region; it may %ﬁk
be tilted or turned, but it

must move as a unit. On EXTERA s

the other hand, the back- MUSCLE

bone is composed of flex-

ible joints, which discs

with cartilage cushion in-
serts are more moveable
between the chest and head,
and between the chest and
pelvis.

- The rib-cage has more bones
in it that are near the skin sur-
face than does the formation of
the pelvis, Because the mus-
cle fibers in the hips are most-

Above are listed
the bones and
muscles which
have to do with
the torso's im-~
mediate exter-
ior. Discern
how each part
exerts itself on
the surface.

e

ly in bundles, and the muscle jooag Uy . .
fibers around the chest are in ‘{ ;}' § ﬁ‘t rltiht nﬁtlie
sheets, one cannot draw a pel- g %% J sg:ts iets(:a]f ?
vic bone and get the hip shape & ?ﬁ ! o the mids n=
as easily as one can draw the i3 i ¢ ec-

i tion, and the
thighs receive
the pelvic re-
gion.

—

rib-cage and get the chest shape.
However, in one sense, the ball
and socket joints of the upper
arm bones widen the shoulder
area just as the ball and socket
joints of the upper leg bones
widen the hips.

~Jdack Mamm también se fija en los pmtos y relieves donde los
huesos se dejan ver en el cuerpo .



105

THE MUSCLES OF THE BACK

Muscular Form

Integumentary Form

No.177

enumerar absolutamente cada punto ¥ cada relieve

o
.

~ El estilo de Rimmer
del cuerpo humano.
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No. 94
Outside view — Ovrdinary

THE KNEE AND ANKLE JOINTS

Uy
y‘fi/)V\ Outer condyle
of the Tibia.

No. 95

Average proportions — Unidealized
Points of interest

A to B. Line of direction from The Superior Eminence

of the Knee joint to the point above the Tendons al

;ubicb the Vastus Externus muscle comes upon the out-
ine.

C to D. From the point at which the Gastrocnemins

disappears bebind the bones of the Knee to narrowest

point above the outer condyle of the Tibia.

E to F. The most prominent or Summit points of the

innér and outer Sections of the calf of the leg.

GH. to VX. Shank Sections.

X to X.X. Section of the Tibia in which that bone comes

upon the outline. This Section is longer in proportion

as the muscles are smaller or the integument thinner.

The Ankle shozuld be thin and broad, the Shank long,

and the Instep high. The bighest average gives 6-1/2

tbin‘zies the length of the foot in the length of the whole
ody.




THE UPPER ARM 99

No. 167 The upper arm — outside view

_A_}ﬁmmiw/t Lr\'amb-of Traquus.
B. Claviedan vl ot T R
w- Trapesius. i ef Erepegut
“‘D'W\o‘}{\u'd.

%. towviele - P Scalomus,

T Teored 'w\ojm-,

C- Commen Thnson
S. Sw(a'\mo\&vz.m we
B _Exlimson canypr Rmdiuthm'%(o\—_

2 BrachiatisAticus:  F-ExTumson Cavpl Radduliy Breviow.
G -FxTmtor Caryd Ulmonls ©

= _Prowalin- Lores -

Biceps-

Blayps Tonol .
5. Dulir Limlr (of Triceys -

x4
w Oleeraman o.—o" \ T\
= Antontwh - Nz ]

Wse.-
T O Commmion Teavalow

_ e Supimelo- [«mc’u,s

. N -
avpL 'Y \ﬁ\' )
Radialds o

Pl SN A

Lo i ‘f»';;;/jr'"\::‘ca
Ty

No. 1694

o The Olecranon

¢ The carpal end of the Ulna

No. 169 S ! ST O
Torsion inward, showing ~
the place and action of the

 muscles. See preceding
sections




106 THE MUSCLES OF THE BACK

o Delloid - e This position Scem om
lroth. Stdes of The Q.

/

Coraco-brachiolis. o )

o / A
. Delfeiet T o Claviele.
Tlenes Mq.'mr. et e

Lahssimus Derst . o ) o\
@»-_.;--L\Q‘ o Decloralis Ma jov

R,

)

Sulrscqfo wlasrs. ‘ N
A\ WU Y | S Peeloralis Miriow.

\ ®,

No. 178
Muscles of the Axilla

1R lowdrold eus. , . .
Majerama Mimev. Jro.pezius and Detlord. Teamoved -

No. 181
§Sermtus Posticus Inferior.
Is covered by the Latissimus Dorsi
and, in certain positions of the body,
may be seen upon the surface.
A Muscles of the Erector System
seen under the Latissimus Dorsi,
o Sacro Lumbalis, That part of the
Erector System not covered by the
muscles of the back.

e
¥



1. TLevator anguli scapulae: the elevator of the scapula, raises
the angle of the shoulder blade. ! , ;

2. Rhombordius: arizes from the seventh cervicle to the fourth
and fifth dorsal. It elevates and retracts the shoulder blade,

3. Serratus magnus: from the vertebral border of the shoulder
blade; draws the shoulder blade forward.

- MECHANISM

1. The inner border of the shoulder blade parallels the spine
when the arm is down. ‘ S ‘

2. When the arm is raised above, at right angle to the body,
the greater tuberosity of the humerus presses the upper rim of the
glenoid cavity. The shoulder blade then starts to revolve,

3. The horizontal bar represents the collar bone as it articus
lates with the sternum at the front, and with the acromion process
of the shoulder blade at the summit of the shoulder, - ,

4. The axis on which the shoulder blade turns, (seen from the

back) is where the collar bone and the crest of the shoulder blade
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A ‘ 7 vy . 3
e oy L - ’ .
Where ) L
. g ;i Surface marks f & g both attach to

p'atella s P head of fibula x. The peroneus lon-
ligament e gus muscle alongside of fibula
iastt%r}s 2 causes mark f going into ankle bone.
o tibia Gy “~o o
(a) is di- o e \,__:_—c———/ 4 %
rectly in TENES EVOERS FEMOLLs LoNG 54D BICERS
front of / The tendon of the biceps femoris long head
bottom | 1 always stands out on surface when leg is
line of bent for sitting. (See fig. 1b and fig. 3g)
seated

thigh (c). p

LEG MUSCLES FROM THE SIDE

ATERLOR
L SLEELTOE
GLYTES 7 | SFNEIELIGM
MEDIUSE e i ¢
GLLTELS
MAXIMES,

. OHUN TR OF EEHER
Above, the line d e

which often appears
over outside ankle
bone is simply an
extension of the
fibula e of fig. 2.

At right observe
the large vastus
externus and in-
ternus muscles'
surface showing \ )
(both outside and u A
inside view of leg). ] .
These muscles in- g P!
sert at the patella | B ol )
and extend leg. i ,‘ ‘ '

AEA LD o

| yasreys

X NS
VASTUS.
JATERNUS

Also the biceps
tendon running in-
to the fibula's
head may be in
evidence on sur-
face of straight-
ened leg.

- GAS7 RN FMALLS
I ouree
HEAL

T/EBIALLS AN TS

Perhaps the most
showy muscle of
tl
tt
(¢

ir

El tipico estilo estadounidense de Jack Hamm : primero
hace un catilogo lo mis completo bosible de cada parte del cuerpo,
desplies busca las técnicas mis simples y pricticas para dibujarlo y
finalmente usa estas técnicas para producir cientos de piginas traba-—

jando como una miquina. EL mismo estilo lo encontramos en los "manuales

. " n . 5 . . cC
de instrucciones = que usan log operarios USA en sus fabricas, en el Ejér-

cito o en la NASA,



DRAWING MEN'S HAIR STEP BY STEP

1 Pencil skull 2 Decide on hair 3 Brush line just 4 Fill in rest of 5 With pen put in

and ear line, line and amount below part, be- darks suggest- middle tones in
of hair rise. hind ear, top ing highlights. fleecy groups.
and front.

=
—

’LZ

I

Ay
&)
=

o)
=

Of course, there is no end to the many possible hair arrangements, textures and shades. Num-
ber 6 is an example of straight, dark hair. In 7 the hair is extra fine and wavy. Curly, middle-
toned hair is drawn in 8. In 9 blond, relatively straight hair is shown. Notice that the hair in
10 goes forward from the part line and then back; whereas in 9 the hair goes back from the part.

< . A
Regardless of the technique used in drawing hair, it must be

7
made to look soft and pliable. The hairline on forehead and
/A\ at temples should have a light, informal edging. Male hair

lies in pliant strips, conforming to the skull shape beneath.
If there is a part, watch for highlights on
either side. Usually it is well to have broken
' lines about the outside
contour. Look for the S-
curved sweepback from
temple to behind the ear.

o

N 77/“*~
%}M%ﬁ%

——

],
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Sterno- v
mastoid-

Y
R

Trapezius ?‘l

ot

o

1 In the average neck
the shortest distance
across is where the
sterno-mastoid seems

of scapula

¢ <A & W

% 2R e

2 The top seven cervical
vertebrae constitute the
neck. Here the trape-
zius and sterno-mastoid

Attachment to spine

Trapezius:?m;

mastoid-—5

l'é‘
.

o

/
3na highly developged male
neck the shortest/distance
across may be & little be-
low the ears. /The sterno-

mastoid swells at its cen~
ter.

to disappear on the
other side of the tra-
pezius. ‘

have been set to one side.
Simply fit the letters one
over the other.

Muscle pro- .
trusion

4 When the body is
erect there is a:

5 When the body is
bent forward (chin
down -and back
curved) the reverse
is true, except for
the seventh verte-
bra.

Tth vertebra
(high point
along spine)

slight hollow here

protrusion here
(around seventh
cervical vertebra)

hollow ridge here

From the
rear,top of
trapezius
may look
like part

of the back. ,
From the .*
front, same '
muscle looks
like part of

R
S

The top six cervical vertebrae are

SRy

the neck well encased inside neck. The seventh
’ 8 Slight concave curve (bottom of neck area) sticks out.
;- above seventh vertebra
AN when head is turned
\‘\ toward shoulder and
. po 4 forward.
,’i),;;j ) ) / . : . 9

Flat line before I
L : ' When head is turned toward

rounding into spine shoulder, sterno-mastoid of

neck twists into trapezius.

The inevitable result~wrinkles

i A SR in the skin.
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In fig. 1 notice the (highly developed) muscle "bulge" . ' m\‘
setting of the vastus externus (up) and the vastus - W "§

NP

internus (down). Also, follow the lower leg's inside
front shaping. In fig.2 see the surface grouping of
protrusions above and below knee. Fig. 3 shows the
femur concealment and tibia "exposure.' In fig. 4

a lean, heavy-boned leg is pictured — remember
how fibula sets lower, top and bottom, than tibia.

AN

5

A point that can- |
not be overem-
phasized is the
staggeriiug of
the upper and
lower leg
sections.

Look for and
record this
fact in your
drawing. The

4
7 o o

Above, observe the "v's"

leg is not just (dotted lines on either side) - Look carefully at the above
straight up showing the feeling of leg modeling, then verify
and down wedging from top to bottom. the reasons for it by sound-
throughout. Too, the inside lines in ing out the muscles beneath.
black are on top of the The legs in illustrations 1,
double back lines. 6 and 7 are all highly devel-

oped for muscle definition

98



FEMALE

TYPES OF KNEES

iy,

Above, surface anatomy of female knees, right leg, as contrasted with male
knees below. In each case the patella or kneecap is just above center.
horizontal rumples, one underneath other.

1. Squared with two
2. Rounded with center depression.

3. Overlapping

rounds; bottom round of fatty tissue concealing ligament of patella appears larger than top round

encasing patella. 4. Large "V", fleshy thickness covering underparts.

5. Marked revealing of

understructure (see interior diagrams) can and does appear on some female knees. 6. Type
most often drawn, double round with top overlapping and bottom smaller (being ligament partial-

ly outlined).

U pdsyas
i EXTERNS ¢
i VASTES %
L e &
G-sARTORILS

MALE

LIGAMEAT

Above is cross section of
knee from side showing

why there is rumpling of
contour when leg is straight-
ened. Besides protection of
joint, patella acts as pulley
sliding over middle notch of
femur when front thigh mus-
cles pull ligament attached
to tibia. Thin fluid sacs call-
ed bursa lubricate sliding.

Compare 12 surface illustra-
tions above with right diagram.

For the most part male knees

exhibit more muscle make-up than female
£/54MEN7 (see six examples above).
A7 775545 1y developed; No. 4 least developed. Observe
prominence of vastus muscles protruding
just above knee. Notice ligament of patella
pushing out at bottom of knee's center. See
A4y 7zsses how entire knee sets in V' of lower attach-
ment on tibia of ilio-tibial band & sartorius.

R VASTS EATENES
b JUS TS N TERNS

i

/ (‘#—f%pfm/z/f
+ TENCON O

; QerdpRICERS
AEMORSS

LSO TIE AL BANVD
- 2ATEL LA

VA OrmsitE Zrssins
(FArsToesD
SN THE CEULS
OF COANECI/VE
TS L)
£ Buess
TN SACS W
LB/ NN
oLy )

TLBLELCS /T
O 7B
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No. 5 most high-

il VGAMEA T OF 275 A
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>\ WAYS OF DRAWING LIGHT HAIR

Blond hair is depicted by keeping
the overall rendering in a light key,
including most of the lowlights or
shadow areas. Line groups are
held open and may be limited in
number. Usually they appear in
a surface valley in the hair; when
= not confined there they are subtly
=0 employed to record either
/J{/// = S\ shape or direction of hair.

i)
,,((C @)))1
S, TR A

&
,,%‘ ))

/// \%ﬁg %\\\‘V///
. BJ) ¢

In setting in a line group
the lines themselves are
seldom if ever straight.
Within the arc they sub-
scribe there is a parallel
feeling (A), but the groups
may swing first one way,
then another to comply with
hair placement (B). The
rounds of hair may contain
lines that fan (C).

In most styles
hair will lift and
fall off the fore-
head (D). If there
are ringed clus-
ters, don't for-
get to stagger
them (E). Learn
to draw hair to
swirl behind
itself (F).
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MAKING THE SHOULDERS
LOOK RIGHT

The three diagrams at the right

show why the artist should allow / \ 1

more width for the distant shoul- ' 1 4 % '
der and less width for the nearest
shoulder in drawing the semi-

By simple laws of
front view.

perspective one
would expect dis-
tance B to be wid-
er than A. Such is
not usually the case
A except when shoul-
ders are reared
- back in an unnatur-
i al position.
4 !

Either side of the shoulder girdle %
is quite flexible. The extent to :
which the shoulder tops may be
turned in is demonstrated in the
above sketch.

}.
I

T

i, i s o e o i e e e

Nor is it right to
make A and B
same distance as
in above diagram.
If subject is
standing at atten-
tion or forcibly
setting the shoul-
ders, then such
an alignment
might occur.

Because shoulder
girdle when re-
laxed has a tend-
ency to bow in
slightly, shoulder
A curls around,
whereas viewer is
looking head on in-
to shoulder B.
Hence distance A
is greater than B.

Even in side view
shoulders are often
set forward to re~
veal part of back

When elbows are raised and shoul-
ders are thrust forward, chin may
be pulled back, making center root
of neck (middle X) well behind
shoulder points.

blade at bracket).

At lower left is top
8 view of shoulder gir-
dle's bone structure.
Shoulder-
bi;:;é er Only attachment is at
(Scapula) sternum bone which

First dorsal Firstrib

vertebra

dom. Shoulders may
be brought forward
from breast center as
dotted lines indicate.

/,"'," y s
e
. -

;
H
| :
H
. -
p
\\)'Y, e

Breast-bone
(Sternum)

Collar-bone
(Clavicle)

73

(see flat of shoulder

gives girdle much free-

Above and below the arrows
point to the ridge of the "roof"
of the shoulders (top of trape-
zius muscle).

Deltoid muscle
covers outer
shoulder (dotted
line). X's show
points of attach-
ment to collar-
bone and shoul-
der blade.



EXPLAINING AND DRAWING NECKS

/ On this page are female necks from actual models. A long neck will
Y - look longer from front if chin is lifted slightly (drawing at left). A
i‘; »»»»»»» 7 short neck will look shorter when shoulders are brought up as they
t sometimes are (drawing below). Compare the same points "a" ineach
g.J -2 where the sterno-mastoid and trapezius appear to overlap, also the
£ A A trapezius diagonals ""b".
j ‘ \\ a ' . x/ %4/4
5& (ﬁ”f \.\{é PN \_j\w\w« -
-rf" I \\\‘r ot .m'i"“ 'is _I’ ‘ ‘\...::ﬁ-""’ﬂ'*"v— N
prmarsrisi \"'_._N - R - / vt ot .,
—_ ,1/ S ey \
‘\ : 2 / |
. A ;
- T %/’ In every case from front and semi-
y { ) ! front (when one wishes stronger
\ N %&m N definition) top of neck lines appear
H \3{ [ N to come down and over middle and
[ . = wﬁ Ny bottom neck lines
[0 O f— S ‘ . T see arrows below).
. P .\\ ijf 4 \‘\ ) ( )
e 3 { "\ !
Trapezius closest viewer (espe- /AN Y \ """"""" "'/',;,4/"'
cially in fashion models) may be VAN e A
accented and corresponding mus- \ /i T / A
cle on other side may be obscure- ... I AN A ;\3
. - f . B e \ {1
ly hidden (see 3). However. .. e T e 6 A S 4
i “u, ‘ . L S
A gentle rise on far side as shoul- }, 5 \
der approaches neck may occur (4),‘%} \5 (
or line may merge into neck if po- / y \ /
sition warrants (see 5). \ /,gf
Curve line from a bowed back "\MM% ,} g
_ may seem to run into neck as e N
If interior lines are suggest- in drawing to right (8). A R
ed at all, the sterno-mastoid Ly : =T g Wy
muscle closest (A) will appear T ; 5 ’
i widest P .,
Al .
7 ,; (tigure 7). 5 ﬂ?“} B e
] Skl A e W
s ,";’r‘//’ + // A,
f ,7{‘\

A slight recessed flat
(arrow) may be ob-
served on occasion (11).

g

9 Rarely will female
Adam's apple (A)
show. Clavicle bone
(B) shows more
often than not.

When head is turned with shoulders
front, line beneath chin enters neck

and follows on to pit between clavi-
cles (see arrows in figure 10).

In strong light and
shadow lower end of
sterno-mastoid muscle
may appear "knife-edge’*—""
sharp. As muscle

swells going up, shadow-~

Only slight allowance for Adam's
edge is softened.

apple, as in women this area not
as prominent as in men.
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Wide-flare
effect of
trapezius
" muscle at
shoulder

other; slender neck?*
column with flare

e\

,/_
p é: 1o stranmt 7 /
/ acizi:s iiosmrael;gch \.}i i }7 3 Shoulders forward s
j t\ " TYPES OF NECK & below eye-level

a > M
% cause clavicles to/h,

AND SHOULDER LINES ' dip radically

at bott
ottom - toward
center
Smooth
Smaller con— b embedded
cave effect neck
of trapezius muscles

muscle at 5 3y Lruzﬁ* / &

shoulder A A
) . P 2
line (a to b) ‘ﬂ \:}
—— !
o . e
r’//j - .\\\
! Clavicles scarcely

discernible (this

y‘ . S -
4 Clavicle 4 Clavicles :
f prominent dipping \ < "’rarely happens) ;«,, . ){6 Majority of clav-
{ on shoulder's toward i " \ . icles slant toward i
{

contour . center \ ‘i center, but not all »,

Neck \, Some few .
line " clavicles %?,
v's rise toward g,,;
over center; being #
back shghtly above
trape- eye-level 9

makes them ; ,
appear more so AN

i A ;;3" 8 Fro?n side,neck
\ In51de c1av1cle Vi ) ; . e /M.-» W
| i L pit may resem- T
| knobs prominent; ¥ ! Dle sharp "v" o,
{ " neck pit hardly ' Bod o /
notlceable ot'y ‘
f;‘;ﬁon Chin lift
amplify and head
under- E;I;n will
3 Structure Stegﬁ o
. of neck & g
" shoulders mastoids,

and clav-
icles_into

™ // I \ relief
§4 ,,,,,,,,
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UNDERSTANDING KNEE CONSTRUCTION

Py e R Lo 1
BENT LEFT ANEE FRONT VIEW 1 OL7Z0F v 2 ACONT VIEW 3 NE/DE VIEW 4 BAck yviEw
Consider the above 8 check Notice the patella's position between the femur's condyles (fig. 2). The fibula's
points which show on the sur- head sets to the rear of the tibia's external condyle, yet it is on the outside
face; four (numbered) are (fig. 1). ‘The big bone ends are like two clenched fists, the upper (femur) sliding
big bone condyles inside and  over the lower (tibia) when the leg is flexed or extended. This gliding action
out. Here ligament of patel- is aided by the double convex rounds on the back of the femur which articulate
la is stretched to limit by in the very shallow cups at the top of the tibia (see fig. 4). e A\llggf
flexion action. EToNP i plS

. FF

Y
v,

N
S

'Hﬁ‘ifogfi’ﬂﬁw
6K N
ffoﬂ(?

At right lower.
limb is pulled
back under thigh.
Locate the check
points (x's) of fig. 2
in the knee's surface
anatomy fig. 1. These
check points correspond
to the interior bone draw-
ing of fig. 3. Observe the
squared effect of fig.2 as it %
appears in fig. 1. Trace the 1 . . ‘ ‘
patella's ligament down middle | . e A
of knee in fig. 1. R ,

N
vy

b

At left remember the "CU"
, (black lines). The C is the
! inside sartorius rounding
over the condyles. The
sides of the U are the vis-
ible skin markings from
the semi-tendinosus and
the biceps femoris beneath.
The bottom of the U is sim-
ply a fold crease.

e

PR,

/ % d/}v

\\ 21
\i \ 1/ \ ﬁ / ,'f i
_ ¢ t right fol- | ] , I {3
From the outside notice how the con- . low lines a } F / \
tour lines run. Lines a and b point & andb asleg ¥ 5 [/ v /
toward each other and pass in front turns from / [ f / !
of knee rumples 1 and 2. Calf line side to back. 4] { 2 ( 4 | 5)

¢ runs in and up. !
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HOW TO DRAW SLEEVE FOLDS

Whenever the arm is moved from fig.1's posi-

tion, tension is set up somewhere on the circular
seam where the sleeve attaches to the coat. Op-
posite this tension, crush will set in. Notice the
slant of the fold angle as recorded in fig. 3 and /\ﬁ
(in the back) fig. 2. As the arm is raised the AN
tension and crush become more severe. The ) ‘

shorter stretch from cuff to armpit seam pulls / { /
the cuff edge back as the arm ascends (follow

figs. 1 through 8).

f\ e ’ !
3 )
N\ MOUE I
~ SIESHE Wl \
LIREL,
TELE ~ 5P __,'\\‘ \
7 scozE | Y N .
J R\ P
¢ \ N PP, % The above sketch illustrates crush and
JJ_C\\ - /EI\ ) twist below the shoulder on the right arm
\/ - and tension from the armpit seam on the
Y \ far arm. Observe the telescoping of the
ERONOUN =D crushed material on both arms.
0 BUNCKINEG
N
SUEEYE j/
BEGNG 70
NOTIEEABLY
SHOBTEA

(7 C

Figs. A through D show the arm
bent at the elbow. Fig. A is sim-
ple pen treatment, B has both
the thick and thin, C shows a
rather solid brush stroke.
D employs a

variety of pen /

and brush \ /
with some L
stutter lines //;\ :
and small \—%
line groups. \ /\
4
A

<\ FEWES) WAL ES
[(;——;“
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VARIOUS TYPES OF FOLDS

Folds may be of many sizes and take varied shapes. Often they will resemble letters of the alpha-
bet such as the above Y,X,S,U,V, and P (the latter being one fold passing beneath another). Folds
may be loose and open or tight and compressed as figures 3, example S, illustrates. Clothing
folds are to be seen wherever there are people. Form the habit of watching them at times to see
what they do. Learn from your own person and a mirror. Flex your legs, arms, and torso.

Folds always have some
point of support, whether
internal, 7 & 8, or ex-~

ternal, 9. They tend to

radiate from these points
either by gravity or other Wos
forces. Fabric lying in R e
a clump on the floor or floating in ‘
wind or water is an exception but is
seldom related to the human figure.

E FOLD FASSES
S AAOTAER

-,“r e CONToLL

TELESCOPYC
FOAD T

21

. :
RIRPLE FOLDS
i

&

Nearly all folds in clothing are either

. . TIGHT
crush folds or tension folds. In figure /%;’Zﬂéﬂf COMPRESSIOA
10 the crush is without tension. In 11 INDEN T70N Saad
therfa 1s‘ten81on to the left. In .12 thfa AN G
tension is spread. In 13 there is twist. FOUDS FRoM
ANELE /jf&‘
e e, TS/
T
S CHANGE OF

FRANE

In the illustration at the left is
an example of a simple tension
fold (from x to x) and a simple
crush fold (*¥). The material
here is between medium and
heavy weight. A lighter mate-
rial would have thinner folds TR

¥ RELAXED

and several more of them. CoRTAN LD e\ gt
CLBPHIN FUD Lo PR roio

The seated figure is wearing a garment which has been improvised to dis-
play nearly every known type of fold. It is highly unlikely that all of these
would appear in any dress of fashion at the same time. The purpose is sim-
ply to help one identify the various kinds of folds.
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THE NATURAL FALL OF HAIR

As VARIETY is the keynote in much of art, so variety plays a great part in every well-drawn
coiffure. In the magnified section of hair in the circle at the bottom of the page notice the
variety of widths in the swirling locks of hair. The next time you are sitting behind a woman
observe the layers of locks. In the diagram the under-locks 1,2 and 3 are of varying widths.
The same is true with the over-locks 4,5 and 6. Yet each set of locks combines to form a tuft-
unit owing to common value (darkness or lightness which may be due to shadow) or common
swirl (the direction of the separate tresses).

1 Even though hair has been run through a comb and is hanging
naturally, it has a tendency to spring into individual clusters.
One reason for this is that the scalp is not level. The follicles
holding the hair roots are slanted differently on this changing
scalp line. Consequently the hair soon forms a lock after it
leaves the surface of the scalp.

. 2 A second reason for these
puirs clusters is that the hair 3
-~ L picks up electricity and T}le head moves more (under most
— — each hair is attracted to circumstances) than any other ex-
7 ~ the next hair. So they ternal part of the body. This, along
arrange themselves in with subsequent shifting of air cur-
2R oron groups as thejé hang. rents about the head, causes light-

textured hair to break up into mobile
strands and tufts.

The degree 4

of dryness

or oiliness 5 Artificial devices and setting solutions 4
as well as may divert the natural fall of the hair. A
the weight Even so, it must be made to resemble &
of the hair the pliable, airy material it really is,
itself has AN ‘

much to do

with the way

hair falls. A CLOSE-UP OF HAIR

In the inner circle on the right
you have the minor breakdowns
of locks of hair as they might
appear. Of course, with a

toss of the head this forma-
tion would change.

Examine the locks., Notice
how strands 4 and 5 in lock
B are separated by a de-
pression no wider than
a line; whereas, strands
5 and 6 have a deeper
and wider depression 7.
See how strand 6 turns
completely over into the
sub-strands marked 9's.
Eight is a deeper depres-
sion than 7 and darker.
Eight and 10 are going in
the same direction, but 10
is on top of 8. The general

The arrows at the bottom
indicate the general direc-
tion all the hair is going.
A and B locks finally fall
into line perhaps to sep~-
arate a little farther down.

Study the various widths of all the
hair strands 1 through 10. Natural hair-set of all the locks A
variety is one of the keynotes in : through E is influenced toward
successfully drawing hair. the right at the bottom.

17
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Problemas de interpretacion 147

110. J. G. Lavater, Essai sur
la Physiognomie, vol. 111, La
Haya, 1786: “Cette atti-
tude indique une prétention
ridicule, qui exerce son em-
pire sur un caractere hum-
ble et timide”.

e ¥ |

Desde 1a antiguedad se han escrito muchos tratados sobre fisiognémica.
Este tipo de tratados intentaba encontrar una relacién entre el figico de las
personas y su personalidad. Muchas veces estos tratados no pasaban de ser f

’ 0y . 7
catilogos de lo que hoy en dfa llamariamos : el lenguaje del cuerpo .

Pero los auténticos fisiognomistas siempre han sido los dibujantes y 108 yater, Bssai sur

L, La

. . . . f attitu-

Jue réve- pintores : cada uno de ellos poseia su propio catdlogo de tipos humanos y sU ironne,

“noncha- les situa-
wr se déi

opinién sobre la personalidad y la moralidad de cada uno de ellos, segin su

experiencia personal. Pero estas opiniones eran muy dificiles de explicar con
. nt 11 Crar imadgen Por ello, el pintor o el
e Dalabras , solamente podian mostrarse con ilmagenes . ’ :

dibujante expresaba sus opiniones sobre la gente, pintindola o dibujéndola.



Los grandes }V dibujantes de tebeos del siglo 4% han side
también grandes fisiognomistas qué han dicho lo que pewnsaban sobre log tipos

humanos del siglo &4, dibujindolos y escogiéndolos como modelos para sus

personajes.

Rimmer era descendiente de aristécratas franceses v en su libro i
1] gfk " s H (D ) ) . « ‘ ) o
Anatomia” over/ expone sus opiniones sobre muchas peprsonas, con un

talante que hoy en dfa considerarfiamos como “racista” pero que puede explicarse
g p E

por la visién aristocritica que Rimmer poseié acerca de la gehte/inféfibf;'

De la misma manera que cada dibujante tiene su propio poftﬁfélib"
sobre anatomfa a partir de sus estudios‘previos sobre modelos reales s éada“‘>'
dibujante también posee su catilogo de caras y de constituciohesgfi&iaas»qﬁé

le son muy gratas o , por el contrario, que le son totalmente odiosas. Los

.personajes que aparecen en sus tebeos estin muchas veces ingpirados en personas

reales que han conocido en su vida diaria , por ejemplo el personaje de Tintfn
esth basado en el hermano militar de Hergé. Muchos amigos de Hal Foster apa~-

. » . i . i3 . ¥ X ’
recen dibujados como personajes - secundarios en el "Frincipe Valiente".

Chester Gould fué el dibujante que llevé hasta el extremo la aplicacién de

los conceptos fisiognémicos y fisonémicos ( de "fisonomia" o estudio médico

.

de las anomalfas que cada enfermedad causa en la cara y en el cuerpo) en los per=

sonajes malvados de su "“Dick Tracy", cada uno de ellos con alguna deformidad en

la cara o ‘cuerpo o con algin problema médico .



HEADS — TYPES COMPARED

fe

1y

:“.(

No. 188
Highest average
ountline — English No. 189

Change of form from Anglo-Saxon to .
Anglo-American, in which the propor-
tions change to the Indian form.

No. 190

Return to the Animal Form

Heads of different Nations and Types differ less in
their bighest Types than in their ordinary Heads or
in their debased Heads. As every vace bas a form of
Head peculiar to itself, so every race has a form of
debasement peculiar to itself. The Ideal is the repre-
sentative of the gemeral character, and is impersonal:
Individual character is represented by individual forms,
and is personal, The Actual embraces every possible
modification of the ldeal within the limits prescribed by
the Constitution. The Individual Constitution, being the
representative of the general ancestry, is governed and
sustained by the ldeal or impersonal representing it.
Every part of the Body is subject to variation, Every
part of the Body has its highest and lowest point of
variation above and below the average of proportion,

The descent toward the Awnimal form in the Human
Head is toward the Animal in Human Nature, and not
toward the Animal as it exists in Animal nature. The
details of structure in the Human Head are always
Human — as the anatomy is Human. ALl actual decline
is toward one or another department of its own Animal
being, disease or death, and not toward the lower
Animals.

61

“"No.1884
Highest average outline —
American i

No. 191
English — Debased

3 e . rd L .— i v A .
~La famosa pigina donde Rmmer\de.ﬁlne al estadounidense como una mezcla

de indio vy de inglés.



HEADS — MALE AND FEMALE CHARACTERISTICS 59

What are the distinguishing Characteristics of the
Male and Female Head?

If all the proportions remain the same — that is, the
measurement from part to part— the Heads will ap-
pear to be the same, even though the Features are
different. The proportions must change as the Features
and intellectual characteristics change, to avoid this
form of mannerism, This does not mean that the same
general type of Head may not be represented in every
form of expression and character; but that circumstance
does not favor us at any time or in any event with Men
of the same individual characteristics in any thing.
Neither does this refer to the tribal peculiarities of
different races, but to the common differences in form
existing among the individuals of every people.

Feminine Characteristics in excess

Feminine Characteristics deficient
Compare with all the preceding Heads of Women.



54

EXPRESSIONS — PAIN, GRIEF, SADNESS

Pain — Grief — Remorse — Sadness — Melancholy

No. 184
Opposites combined



62

No. 1924
Head of bigher form:
Feeble Nutrition;
Grave and Intellectual,

Features Masculine to excess — Retreating Forebead — Re-
treating Chin — Cerebral Section small — Facial Section large
— Integument in the region of the lower Jaw in excess —
Neck large, muscular, and integumentary — Features coarse
and imperfectly formed. When the anmimal functions sup-
porting life are performed with unusual activity (the Head
being of the Animal Type), the Animal Appetites to which
they minister are supposed to be correspondingly active.
A coarse, massive Jaw is supposed, in any Head, to stand as
the representative of brutal and immoral instinct. The lower
races are in some instances more strongly marked in a Mascu-
line and Animal way than some of the higher races. If it
could be assumed that the Cerebral Section represented the
intellectual attributes; the Maxillary Section, the nutrieni and
combative or carnivorous appetities; the Neck and Jaws com-
bined, the sexual appetities; the Nasal Section, Forebead, and
Chin, the sensibilities; the Eye, the purpose; the texiure of the
Hair and condition of the Skin, the sensitiveness of the Con-
stitution to the activities of the Mind; — the Ideal Head repre-
senting the Ideal Character, and every depariure from it a
departure toward one or other of the intellectual or animal
attributes — Physiognomy might be consideved a Science
approximating in some degree to that kind of exactness found
in the Science of Physiology.

Individual Characteristics are rvepresented in all races by the
same peculiarities of form, there beiig but one type of Struc-
ture and Character for all Mankind.

Passions and Appetites orderly

HEADS — TYPES COMPARED

No.195

ey

No. 192B

Lust and Glutiony;
Mirthful and Unintellectual;
Animal Passions constant,



EXPRESSIONS — PLEASURABLE

Joy
Langhter
Content
Pleasure

Friendship

Elevating, Pleasurable, and Friendly Emotions

The Eyebrows are elevated throughout, especially at their
outer angles; the corners of the Mowuth are drawn upward
and outward toward the Ears in such a way as to press the
flesh of the Checks toward the Malar Bones and against the
under Eyelid in a circular fold; the Nostrils are expanded,
and the outer corners of their Wings lifted; the outer corners
of the Eyes elevated, and the Integument at the outer and
lower portions of the Orbital Avch folded into wrinkles more
or less numerous as the expression is more or less intense.
The Features throughout are drawn away from the center of
the Face toward the sides of the Head, at a point above the
Ears. The general action is the reverse of that peculiar to
the destructive energies, and means acceptance as the other
means non-acceptance. The one, Attack or Attacked; the other,
Attract or Attracted. The prevailing expression of Counte-
pance denotes the prevailing temper of the Mind.

51




56 EXPRESSIONS — FEAR, TERROR AND SURPRISE

IO Surprise and pleasure
1y Curiosity. Attention.

Fear. Details formulated.
Pain, Sorrow, Dislike, Hatred. W atchfulness
Distention of all the Features

Surprise and Dislike

*Figure numbers for the studies on these facing plates do not appear.



HEADS — TYPES COMPARED 63

Sensibilities active;
Animal Passions and Appetities
nervous and uncertain.

No. 194
Cunning, Rapacious, Treacherous,
Hypocritical, Fanatical,

Find first and second planes in Nos. 192, 193, 194.
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De una:importancia; capital és dap al rostr
Vefimoslas ‘en el natural y adn en b I
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/In:gulos Jfaciales, segiin Camper.
En los esquemas adjuntos podemos observar algunos dngulos faciales de distintos crdneos. — 1. El de
un simio (obsérvese su escasa graduacién y la poca capacidad cerebral). — 2. El de un negro. — 3. El
de un individuo de raza amarilla. — 4. El de un blanco. — 5. El que tendria una de las estatuas grieqas
mds genuinas, el “Diadumeno” de Policleto. (Véase la gran abertura de su dngulo factel, que pasa de

los 90 grados; con ello lograron los griegos dar a sus idolos una impresion de suprema inteligencia.)
Al lado de cada crdneo podemos ver el aspecto real externo de las cabezas correspondientes.
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HIDDEN ANGLES

There is tremendous value in looking for a
structural pattern in all of art regardless

of what it may be. This page is presented
as a challenge to creative experimentation.
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ESTUDIAD LAS FORMAS DEL CRANEQO

OBSERVAD LA CONSTRUC-
CION DE LOS PLANOS Y EL

EFECTO DE LA LUZ
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Josep Maria Madorell 1llega al dibujo a principios

de los aﬁos!?é}como un aficionado , admirador del estilo de la "linea
clara” de Hergé , que en sus ratos libres tras volver de su trabajo como
técnico textil, dibuja “ninots" como se dice en catal4n (y "ninoka&fesr

 £v1os dibujantes de historietas y de chistes). Los catalanes catblicos

de centro-derecha y democristianos, vivian de mala gana bajo la “paz franquista"
y se las ingengiiban para seguir manteniendo viva la cultura y la lengua
catalanas , eludiendo la persecucién y la censura franquistas. Asi nacié

W " s 3 o :
Cavall Fort", una revista para nifios escrita f{ntegramente en catalé4n y que

no se vendia en los quioscos , solamente se podfa comprar por correo.
En los afios 60 y buena parte de los 70 , "Cavall Fort" est4 allt para demostrar

a los nifios catalanes que existe el idioma cataldn escrito y que existen los

tebeos en cataldn. Josep Maria Madorell empieza a publicar sus personaj
£ ajes



[1] . - . o :
Jep i Fidel™ en 1la revista y con los afios se convertiri en su

principal estrella. Estos personajes de "Jep y Fidel" son montafiistas

que viven muchas aventuras divertidas por las montafias catalanas .

En esos afios, el montafiismo fue un factor de unién entre los catalanes

. I'd N
catélicos de centro-derecha. Cada fin de semana hacfan excursiones por

las montafias caalanas y descubrian las grandezas de los Pirineos

y de las comarcas del pais. Las asociaciones montafiistas fueron importantes

en esos afios para mantener relacionados a los catalanes y a su

cultura. Hay que decir que, aunque vivfan de espaldas al franquismo,

no pudieron evitar ser influenciados g como tantos otros

espafioles, por el ambiente austero, modesto, de bajo nivel, piadoso

¥y ultracatélico del franquismo. En esos afios , el catal4n es un



" . 2
bonhome”, la bonhomfa se impone en la sociedad catalana , la gente
es compasiva y perdona mucho, se da un culto a ser buena persona y a

ayudar a la gente , segln los esquemas de la mentalidad ultracatélica.

Este es el humor que sigue la revista "Cavall Fort", un humor blanco

en una revista dirigida a los nifios. Madorell practica este humor de
“bonhome catals" sy sobretodo en las historietas de sus personajes

“Jep i Fidel". Cataluia es en los afos 50, 60 y parte de los 70 un

pais de tenderos, de pequefios comerciantes modestos y ahorradores . E1
obispo Torres i Bages habfa propuesto a principios del siglo XX un modelo

para Catalufia basado en el pequefio comerciante con su casita y su huete~

tecito , llevando una vida virtuosa y de buena persona. La Catalufia

que yo conozco de nifio en los 60 y 70 es todavia una tierra de pequefios



17 ) 7 e s . .
botiguers bonhomes . Paraddjlcamente Jordi Pujol, que representa a

todos estos catalanes nacionalistas amantes de su pais, de su lengua y
de su cultura, catélicos y de centro-derecha, cuando llega al poder como

President: de la Generalitat va a acabar con la Catalufia del

n B 7 »
Senyor Esteve y la Puntual para favorecer la llegada masiva de las grandes

superficies, los grandes supermercados, los centros de investigacién en

b

I fibricas de las multinacionales.

ciencia y tecnologfa y las

Para los que vivimos la Catalufia de los 60 y 70, el

ambiente segufa siendo de calles con pequefias tiendas, en tardes donde la
Gnica distraccién eran los tebeos como el "Cavall Fort", sobretodo cuando

llovia. El1 mismo Madorell era un artesano dibujante que en su casa

de Molins de Rei producia los tebeos cque luego nosotros lefamos en casa.
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Situats ja al terreny escollit, la’ primera cosa que cal fer
és plantar la tenda. Traieu, abans, tofs els rocs i els‘troncs
que hi pugui haver, Si no; després se us clavaran entre les
costelles. Vigileu que el lloc no faci “massa. buit, que no
faci conca, perqué si' plovia, la tenda se us convertiria en
una piscina. Si al voltant de la teénda podieu fer reguerot
per desviar l'aigua, encara millor. Heu de tenir en c¢ompte
que, si .acampeu durant vuit o deu dies, és molt probable
que en tindreu un o dos de pluja, algun xafec d’estiu si més
no, i val més que us agafi previnguts. També us recoma-
narfem, si us era possible, que plantéssiu les tendes sota les
branques d’un arbre, d’alguns d’aqiiests arbres tan  ferms
que es fan al nostre pais. I'en el moment de plantar les ten-
des aneu amb molt de compte amb les piquetes. Si es bada
una mica, sempre se’'n perd una o altra. Les piquetes sempre
han de ser’ a 1a seva bossa, a la vostra ma o clavades a terra,
subjectant els vents corresponents. Perd no les deixeu mai a
terra; damunt I'herba, si no les voleu perdre.

I ara, un cop installats, amb la tenda ben plantada, heu
de pensar a organitzar lestada al campament. En primer
Hlog, sThan d’atendre, ben: repartits entre. tots, els serveis de
llenya, cuina, néteja i proveiment. Procureu que tot estigui
sempre ben net i endrecat. Que faci goig i enveja a tothom
qui passi, el vostre campament. Després es poden organitzar
una colla » jocs de camp: curses d'obstacles, d’orientacio,
treballs manuals, exercicis gimnastics.. Amb troncs d’arbres
i cordes i cordills es poden fer tot un seguit d’instal.lacions.
No us hi veurieu amb cor; de fer un pont sobre un torrent?
Quant marxéssiu ¢l pont quedaria alli, perque el fes servir
tothom. O bé un oratori de fusta, per posar-hi el sant de
més devocio de la comarca. Cal fer atencid, perd, a guina
fsuta es fa servir. No comencéssiu a tallar- arbres com si
no fossin de ningli. Al bosc, sovint, troba»u molts troncs
d'arbre que es podreixen sense que ningi els culli. Es
d’aquests trones, que us heu de servir.

Després cal® organitzar algunes excursions pels voltants -
del camprement. El campament ha de ser un campament-
base, com els que s'installen per pujar als cims de I"'Hima-
laia. Informeu-vos de tot el que hi ha digne de ser visitat
pels encontorns... Un turd amb una gran vista panoramica,
una vella ermita penjada dalt d’un cingle, les ruines d'un
castell antic, un llac amagat entre boscos d’avets... Pregunteu
a la gent del pafs, pagesos, pastors, llenyataires i escolteu-ne
les explicacions.” Feu fotografies,  dibuixos, anoteu en un
quadern els incidents de l'excursié i tots els detalls que us
semblin interessants,. Quan passin els anys, tot aixo us
djudara a recordar aquests dies tan formidables del camp
d’estiu: ) ;

A la nit; després- de sopar, abans danar a /‘dormir, se
celebra ¢l foc de camp. Mentre cremen els troncs, i les
flames 1 el fum s'enlairen, canteu a cor les cangons que
sapigueu, i les que us ensenyin els altres. Ja us hem dit que
calia no oblidar ¢l cangoner. Si algd de. vosaltres en porta, un
acompanyament d’harmonica hi queda molt bé. No canteu’
massa fort, no vulgueu que la vostra vey se sénti més que ja
dels altres. Que les veus de tots es fonguin en una de sola.

I ‘quan. arribi hora de tormar cap a casa, ‘amb el cor
beri content i els pulmons plens dlaire pur, deixeu-ho tot
ben net, sense cap rastie del vostre pas. Potser vosaltres ma-
teixos, O si no uns altres, tornaran a acampar en aquest
mateix Hoc i els agradara de trobar-ho tal com vosaltres ho
havieu trobat. No marxeu sense. donar les gracies a tofs els
qui. us hagin ajudat o afavorit durant la vostra acampada.
I a esperar DPestiu vinerit per anar a fer un altre camp en-
cara més ferm que el d’aquest any.
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Madorell , como Hergé, era gran montafiista y las montafias

catalanas aparecen en sus historietas. "Cavall Fort" importaba los tebeos

franceses como "Els barrufets" de Peyo y "Gaston" de Franquin , déndolos a

conocer en Egpafia, traducidos al catal&n, La "lfnea clara" caracterfstica de

estos dibujantes belgas y franceses como Morris y Tilleux fue la marca de

fabrica de "Cavall Fort" durante muchos afios, asf{ como sus historietas

limpias y dentro de las buenas costumbres ca&dhcas y de la "bonhomia

catélica” dominante en la sociedad catalana de los 60 y 70, ..

Madore1l gana cada vez miAs dominio de su trazo con los afios y se erige como

el representante catalin de este tipo de dibujo y de historias,

Pronto le llega la oportunidad de dibujar un gran proyecto

*
.



la versién en tebeo de la novela "La casa sota la sorra" de

¥

Joaquim Carbé.’Madorell tiabaja mucho’éi ilbum y consigue un éxito

al que seguirdn varias continuaciones de la historia de Pere Vidal y

su amigo africano. En los affos 70 Madorell experimenta con su trazo

‘ 1(quizé&influenciado por dibujantes vanguardistas como Enric $i6)
dando a sus 7= 4lbumes un estilo caracteristico y engafiosamente "fheil",
Unos afios m&s tarde el hijo de Josep Maria Folch i Torres, Ramén,
le propone adaptar a los tebeos las novelas juveniles de su padre con
el personaje “Massagran" , un joven que tiene la mania de querer ver mundo,
a finales del siglo XIX en un p¥eblo costero catalén. Madorell se docu~

menta a fondo sobre la época, las masfas de entonces, los barcos , los

vestidos , las tartanas. El resultado es una serie de 4lbumes de "Hassagran



deliciosos, llenos del humor "bonhome" catalényleidos por los

nifios en las bibliotecas catalanas, donde no falta ni uno.

Ya jubilado, Madorell seguia dibujando en su casa de Molins de Rei

por el placer de hacerlo , como si todavia estuviéramos en la
Catalufia de los afios 60, de clubs montafiistas y de pequeﬁos comercios.
La muerte le sorprendié de imprcviso en .2903 « Su familia doné luego
su archivo de dibujos a la Biblioteca de }w;{catalunya que organizg

gy

una exposicién y un libro de homenaje al afilo siguiente.
Josep Maria Madorell es tan importante como Josep
P13 : si el ampurdanés escribié sobre "Els pagesos" y nos dejé un gran
estudio sobre este tipo‘de catalanes que la vida "moderna" estaba

arrinconando a un lado, Madoréll nos ha dejado cientog de pégin
: 2 as



dibujadas costumbristas - sobre cémo eran los catalanes “bonhomes”
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cémo eran los catalanes catélicos de derechas durante los afios
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50,60 y 70 porque no los conocieron y creen que la gente siempre

ha sido igual de egofsta, dura, cruel y ambiciosa como es ahora.

-

Pero las historietas de Madorell son un testimonio precioso para

v el

PN

recordar cémo eran los catalanes de derechas en esos afios . Catalanes muy
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. patriotas, muy amantes de su lengua y de su cultura y siempre resistentes

~ contra la persecucién franquista, lo cual los diferenciaba de los

i



ultracatélicos franquistas que dominaban el resto del Estado.
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El misterio del murciélago humano. Chicos 1945.
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CONTRARE! -

R (0S COMANCHES! ¢4,//

LOS SIOUX LIBERTARON A Wi- e

LLIAM CLARK, CABO. PERO
AUN HAY MAS; ESTE HA DESA~
PARECIDO LLEVANDOSE A LA |
SOBRINA DELSENOR DAWSON.

e

1EN. MARCHAL | [ESTA VEZ WI-
e LIIAM CLARK NO
=\ | FIENE  ESCAPA -
- T TORIAL |







Sospcchamln, por ia
inexplicable negativa
de mandar la escuadri-
1{1,a de bombardes con
i//[ nuecra arma e S
amigo Romdn esconde
algin rmsterinso.pmpd
sito con respecto a ella,

Edrardo suma sus 5os-

pechas alas de los cen-

tinelas.

IDE MODO QUE EL QUE HA PEGA-
DO FUEGO A MI LABORATORIO
HAS SIDO TU? |TE DESCONOZCO! Y
FLLO ME DUELE NO TANTO POR LO
QUE SE HA PERDIDO COMO POR LA
PENA DE TENER UN AMIGO TRAI~
DOR Y COBARDE...

~

[EDUARDO, MIDE
TUS PALABRAS!

o~

LA CARAVOY A MEDIRTE
CON MI MANO.iTOMA! Y
ACUERDATE, INSOLENTE,
QUE SOY TU SUPERIOR!

{IEDUARDO...I'

5l... ME CUADRO... ERES MI SUPERIOR: EMPE~

ZAMOS A VOLAR LOS DOS POR EL CIELO DE
NUESTRAS I1LUSIONES JUVENILES CON LAS
ALAS BLANCAS, LA VANIDAD DE TUS INVEN~

NEGRO...
GRAS...

ALAS NE-
DE CUERVO,

iALAS NEGRAS! DE
AQUI PASARAS AL
CALABOZO.

TOS DE MUERTE HA TENIDO LAS TUYAS DE A

Con cl alma traspasada de dolor, José Manuel se
apresura a ir a hablar a Romdn en su prisidn.

e, ot el

VAMOS, ROMAN, TU DEBES CONTARSE@ Ca
TODO A EDUARDO. i£L ES BUENO Y CUAN- ] G ®
DO SEPA QUE TODO ESO ES POR f/’““‘“\\
SALVAR A TU ESPOSA, TE LO NO, ME HA HU~
PERDONARA, MILLADO YA DE-~
‘ MASIADO.

[ s

: n

dientras tamndo, f;‘duardo recomien-
za sus (nvestigaciones para lograr su
arma secreta. Jero la férmula desapa-
recié en el inrendio y el joven ha olvi.
dado un eleniento esencial.

N R R s e

(Y NO POBRE RECORDAR ESO?
iES ANGUSTIOSO! (VOY A
PROBAR...!

La prueba falla y el vivo fogonazo de
dos liquidos mal combinados quema las
pupilas del joven investigador.

e R
- N
iIMALDICION! IME EQUIVO-
QUE..!

IAYUDA!

iA Ml..., SOCORRO!

QUE LE PA-
RECE, DOC~
TOR?

IEDUARDO!
(QUE TE HA
SUCEDIDO?

ES UN CASO PERDIDO.
QUEDARA CIEGO, |




ENTRETANTS: . .

st con mimany
ML FUTURD YER-
NO, 2 VERDAD,

INO ES AGUA LORUE
MARCA EL DENSIME "
TRO' ES PETROLEOD:
1030 CON 1S TURBI
NAS DE REACCION! PO~
DEMOS IRNOS A HABLAR,
‘ CON LAS ESTRELUAS.
| ATENCIONFLD-
THLA DE VAN =
GUARDIA LIRA*
PAR comUNicA. 1
PRESENCIA AGUA B
| SUBTRRRANEA!
| PREPARADCS 105
EQUIPOS ELEC-
TRICOS! . 4

“GUIEN GUE S '
AREVA ADAR Ly | =
BATALL AGRAPZ |\

7,

{4

1O LAMENTO MR TORRENCE. HAN BAJ
- BUZ0S CON PROTECCION ESPECIAL

PARA CONTRARRESTAR. LA PRESION.
TODO INUTIL. LOS POROS SE HAN
CEAADO. OR. UN CORRIMIENTO

GAN

DE TIERRAS MIENTRAS NO TEN

[ ML HITAL I DARE
M1 FORTUNA AL
RUE. CONSIG A
SALVARIA !

O ESOS
S, NO PO

p

FORTUNA, MR

FDARIA VD, 51
TORRENCE 2

& LA ORDEN, JEFE. UA SECCION
DE INFORMACION PERMAN,;

TORRENCE !
1N YA SABE, |
PREFIERO 4
HIJA A TODOS
- SUS MiLLo-

;Aws,m.w ‘

151 LA SALVA
SERA PARA VD!

1Y MUCHA
SUERTE ?,

| ADICIS, FOLK | R

Is
{GLIERIDO
HERMANO:
ESPERD TUS

HA CAPTADO ESTE MENSAIE

NES |

EN CUANTO EL RADAR TRANG~
ORRAREO AC/ISE LA PRESEN-+
B | ClA DE“TORos MECANICOSY cOMU®
e \ MIQUE sU SITUA"
CION A [0S PA-

TRULLAS .

PATRULLA 45

| PREPARADOS .
PATRLLLA 5.X.
I PREPARADOS!

| TONS Las PATRULLAS
DISFONIBLES, EN ESPE-

RA DE ORDENES (ON

EL ARMAMENTO (oM~

PLETO- GRAP ASALTARK |,

A LAS VEINTITRE S Ho- -

RAS, LA CAMARA ACORAY 8 ¢ 7\ /72

ZADA DEL STATE BAN.K; ‘ f?

3
/

'—,’-\\
/A
Wi ¢
V4

VAR

!




EL MONSTRUO EXTRATERRESTRE £.70.-%wiss v ssmenonpus.s

L INGAR. DIN
NO IGNORA QUE
1000 EL PALICIO
£S UN MO DF
TRAMPAS MORTA-
LES Y SE AFRF-
SURA M LIBERAR
A DAY4 v BEN-
TJAMIN pE SUs
DIABOLICOS CE-
POS. 1O QUE NoO
ENTIENDE £S5
PORQUE DATA
HA SIDQ SOMETT-
DO TAMBIEN A
AQUELLA PRUE
A,

[ VAMONOS YA,
PRONTO |

i CUIDADO,
AN! SE OYEN
PASOS.. JALGUIEN
VIENE HACIA

4

ACK'

SoN minyTos SU- LA CAPUCHA ESLO QUE
PREMOS Y ZINGAR ME HA DE SALVAR. ME REPUGNA PERO
DAN oPT4 FOR 1A DE- NO HAY MAS REMEDIO.
SESPERADA RESOLUCION

DE DFSPOIARSE DE SU
INDUMENTARIA Y VES-
TIRSE CON 14 DE SA-
YON. CON. ELLD NO
PODRA DISPONER
DE SUs DOS UNIOS
Y PODEROSOS ELEMEN-
10S DE LUCHA CUAL
SON LA INVISIBILIDAD
Y LAS ALAS, FERD SE
COMPENSARA' CON EL
USO DE LA CHIPUCHA
GUE CCULIARA SU
IDENTIDAD.

i SAYON! 2 PERO
£S5 QUE TE HAS
WELTO L0002

ZINGAR DAN ECHA A s,«wd:v
EN L4 "CANMARA RIRLANTE |, COGE

Uz £l ATIGO FLECTRICO Y SE TIENDE
N EL SUELO FINGIENDO HALARSE
1 DESVANECIDO. ELQUE SE ACERA £5

Eanhe - e ,L

¥ SERA’ EL FRIMERD EN UER
Bruto Y EN LA TRAMFA.

iDOCTOR! ; NO TEMA USTED! ; SOY
ZINGAR DAN i Y AQU( ESTA’ DAYA
El HOMBRE EXTRATERRESTRE !

"~ DAN, i QUE

+Pues si;sery
QUE ME HE VUELTO
L0Co!

7 BENJAMIN!
ADONDE ESTA EL LABO-
RATCRIO DE TU

SIGNIFICA TODO),
ESOSS GUE MUN-
DO £S5 ESE®

CONTAR  SU
HISTORIA.

)
AN
i/ S ~ <A

Y ZINGAR DAN EWPIEZA A CONTAR 14 RS AUCHINTE |
HISTORIA DE 14 TIERRA QUE DAYA HUBIERA FODIDO F5-
CUCHAR TAMAS. :

Continuarg = .|



PERD L4 MUCHEDIIMBRE LABIA (DO MAS DEPRISA
QUE LOS BAA/D/DOS,APODEE/VNDOSE DE [0S INOENIES
MELLIZOS Y LLEVANDOLOS A LA ESPESIURA CON EL
RELICARIO AL CUE LLO.SADHU Y DYCK LOS SEGLUIAN ON

VAMOS. EL Nos DIRA
DONDE 1D #A TIRADO

YA VEN QUE NOSOTROS

G ANDAK ANTE LA VISTA ANHELANTE v
ELTERROR DF VER NO TENEMOS NADA QUE VER EN G |
EN MANGS DEL FANA- | TODO ESO. Si NO TIENE LO QUE YA TENEMOS
T/SMO A sUs HIIITS, HA ROBADO, ES QUE 1O HA IRABASO, DYCK .-
CONSIENTE ENSER N ABANDONADO POR EL- VAMOS A LLAMAR
ACZ/SADO: SUAZ'OQ‘ . A BENGAM-

MENTADO CEREBRO
CREE QUE LOS
BLNCOS DEFENGE-
RAN METOR A 145
JNDEFENSAS CRIA-
TLIRAS ¥ S0l AEN -
SA EN CONSOLARA
. LA ATRIBULADA

VINDY A,

)
Ty O
/‘/ I

1 !
V?“M' VN,

{ BENGALA® DATE PRISA E}
QUE NECESITODE T !

lap ™9 ///;Z

/ ’/‘r‘ 1. y
. )::7> "\)ZT NS
B "Cﬁfi'xéﬁ ¥

LA GRATITUD TRANSFORMA EL
ODIO EN AMOR,Y BENGALA, UN
DA FUE ENCARNIZEADA ENEM/GA
DE SADHL PORRUE ESTE LEARRE-
BAT SUCACHORRILLO, £5 HOY U
MAS LEAL AMIGATHA ABRENDIPD™ ("
A JNTERPRETAR [AS LLAMADAS
Q@ O£ SADHU ¥ ACUDE ...

NECESITO QUE BUSQUES A LOS DOS CACHORRITOS HUMANDS 1BIMBI L { LLAMA A LA MANADA QUE HEMOS DE IR A LIBER-
: AK. EL ES INOCENTE. TU; ORISA,CORRE A

Y TE QUEDES A SU LADD PARA PROTEGERLOS, | DIME"QUE O TAR A GAND

HARKS, BENGALITA M4 ! [ ANDA, vAMOS, HAZLO! 3 SiY DECIR A VINDYA QUE SUs HIJITOS
ESTAN A SALVO-

THURRA L

BENGALA BUSCA B LOS ME- |
LLIROS Y CLINDOGLIADA AR
SUOLATO DA O FLLOS LA SAMF
GUINARIA PITON SE DESCUELGA
G4RA DISPUTARLE {4 APE T/T05A
PRESA - :

>

B e

g o ,
FANIMO G ANDAK |
VENIMOS A LIBERARTE .

e Gk
e 2T &




an

NATURALMENTE ., .
i NO FALTAR/A MAS !

SADHU NO
PUEDE IMA -
GINARSE CUE /
70045 AUELAS | AYUDENLE S
CORTESIASDE | HA MENESTER;
LOS Dos AVEN- | GANDAK ES

TLRERDS SON | MUY BUENO.

EL VIL JUEGO }

YO DiR‘A QUE POR ESTE LADO.
HAY QUE DAR CON ESTOS HOM -
BRES Y CASTIGAR £l SARILEGIO
DE HABER ROBADO EL TESORO
Y LA REUQUIA DEL PRO~

2POR DONDE
TE PARECE QUE
HAN 1DO 2

PN\
Q8

_ MUENTRAS TANTD, HA LLEGADO |

TUGANPER AT CHORA S

DE St/ MASTA-
RA Y LES DES- |
- PIDE CON-EL
ALMA EN LOS
LABlOS >
1AL
DIAS DEL RATAQUE VIENEN
EN PERSECU/CION DE LA ARA -
S NANA, FONE 4 SADHU SCBRE
N AVISO.
, LOS pos WENTURERDS LLEGAN 4 LA ALDEA. L4 VISTA DE S/ETE MONIOVES
THIZITOS MIOS! INO OS ECHARAN DE TIERRA AGRYPIADS EN LV A LVERD - FROXIMO LES SIKGIERE (A4 JOEA DF ESOMPER
A LA SELVAL S VUESTRO FADRE LOS OBIETOS PE ORO. MO SIBEN QUE ADLUELLOS SOV LOS LIAMADOS “ALTARES DE LA
LO M PED RAC B SAPTA MATA 'L QU/F QUIERE DECHS "SIETE MADRE S Y WRRESFONPEN AL CULTO QUELDS
ALDEANOS RINDEN 4 UNAS DIOSAS PAGANAS QUE DICEN
_ — : ELLOS EIERCEN INFLUENCIA EN SIETE DF [AS MAS
S TEMIBLES EP/IPEMIAS EN EL PATS.

PRECISAMOS DESEMBARAZARNOS
DE TODO ESTO, SINQUE SE

N - LO Al
IR AL, W A e R

LA RELIQUIA NO-

gYLA RELIQUIA
TAMBIEN 2

G ANDAL

A LO MEJOR CONTIENE UN
DIAMANTE QUE VALE Ml-
LLONES Y ESO Es PEQUE-
NO ¥ PUEDES ESCONDERTE-
LD FACILMENTE ENTRE [AS

ROPAS. AHORA VAMOS

AVER A ESE

LOS GUARDIANES DEL RAJA ESTAN AQU(- 51 ADMITES
QUE EL QUE HA ROBADO LA RELIQUIA Y EL TESORO ERES TH,
NOS ENCARGAREMOS DE LA PROTECCION DE TUS HIJOS. p

=

" NO ME QUEDA OTRO
REMEDIO.

(4

L.

DE GANDA K. HAY QUE
ESTAR ALERTA, DYCHK
TOLO ES© NO ME

GUSTA.

REGIS
<

W

AL AV CIAR
. SELOS GUAR -
DIAS, EHERNIGOV Y B
DPOLSK) SE HORRORIZAN
ANTE L4 IDEA DE SER
TRADOS, Y. - -

CUELGA LA RELIQUIA AL CUELLO DE UNO

DE LOS MELLIZOS. GON TANTOS AMULETOS @

MO LLEVAN NO SE DISTINGUIRAY, DESPUE S YA
VOLVEREMOS A QUITARSELA-

......




Recordaremos que Eduardo y Tabora corrie- Cuando, ofdo &l espeluznante relato de Eduardo, &l Lo que Pim-Pim

ron a las ruinas del palacio y llamaron al prin- principe Sergiopol iba 4 entregarse ala desespera- descubre
¢cipe. Egte ha ofdosus voces y acude emogcio- cién, cregendo que su amada Elda ha quedado ente- :

nado en compafifa de Marcial y Pim-Pim, rrada entre las ruinas del palacio, Pim-Pim..,

‘ EL PALAC!O AL RE-

1 s 3 GRESAR DEL TUNEL

Y SALIMOS LAS TRES
/OH | CORRAMOS. ANTES DE QUE. LA

VEO QUE vy Yo . L PMEMA, BOMBA ESTALLASE,
o E?T/r ccw/? ! , DESCZ/B/E/KfTO :
EOUARDO _ ‘\7 (T Ao

: i | {GUANTO HE &
Los Hombres-Dragones llegan en parse- "TLMAAHO‘RA pNODmA

¢ucion de Eduards; pero Lydia los detiene, NOES.UNAMUJER,SI:

Muerto Burg en e! barranco y Padang den- A | i | | NO.UN FIELAGENTE A

tro- del palacio, la misteriosa joven & vuelto : Mi SERVICIO, LLAMA:

a recobrar su autoridad cerca de aquellos OR o . DO NINGPQ ELACTUO

temibles gusrreros, GALLEGO PARA. P ; ’, a —wy {DE MANOS X, Y FUE'S

” s - = LUGHAR CON. EL CO : QUIEN VERTIO.EC LlQUIDO QUE TRASTORNO EL

- hie NECESARID GoN. A | | CEREBRO DEL.DOCTOR GALLEGO, DESPUES LO

TRA 105 HOMBRES: DRA: i/ S VOLVIO A LA NORMALIDAD POR ORDEN MIA,
‘ POR TI. [

CUANDO' ME DI CUENTA QUE ERA TRAICIONA-
DA POR PAOANG Y BURU

Obtenxda I3 wictoria, -ludia
so arrepiente de sus’ Iocas ams
| biciones de poder descihre
su qitimo.secreio;” ordenando @
Tabora que 58 quite el aisfraz:

A su Ilegada al palacso, el doctor @;’emﬂrf: 'o’fvrld':(“'i""laq‘(’j%m’;‘,‘é‘a
Gallego da la sensacional notlcla Coloﬁnbma. ol daclor Gallego 1
a Sergiopol ¥ asu amada. ’ .inyecta ssangre  de. un :dra

Solo_enla linta “da_ estos & : - e : ) il

NO,NO MOR!RAS PRINCIPEIYO EN-
CONTRE LA FORMULA DE LA CON-
SERVACION DE LOS CORAZONES.Y

{TE RESTITUI EL TUYO:CUANDO TE{Y N
HICELA OPERACION DELAFIJACION Ng
HIPNOTICA PARA LOS INVENTOS

JVZ/E

1G5 AR POU
/9’4;7‘ E’fj‘?

Utios dlas des-
pués, Eduardo
y lydia, Mar=
cial y Colombi-
na, el:doctor
Gallggo y Pim-
Pim, emprea-
den ‘el regreso 1
a 0ccader?ta, Los dos pr(ncupes serdn fehces Aungue
Sergiopol y El- mas quizélo seanlas cinco expedicionarios
da los despi- y el incomparable Pim-Pim, pues a la con:
den com 8t | pciencia del deber cimplido ‘afiaden lahon-
' da pazen Dios porhaberejercidolacaridad

45





