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INTRODUCTION

me to the big bad world of concept art.

that “bad” really (once you know what you're doing), but finding out exactly
re supposed to be doing, and when, can feel like a daunting challenge to

ho are just starting out.

he culmination of what | have learned, witnessed, and experienced as a
oncept artist working in the video game industry for almost a decade.
it | write about is heavily rooted in opinion and personal experience rather
.. While | DO NOT consider myself to be an expert in the matter of concept
e every statement | have made in this book to be true. To the individuals
o0 not share my experiences or opinions, | say, “Everyone is different. This is what
had to do to get to where | am today, and these are the steps that | had to take.

| have taken the time to document the process as honestly and unflinchingly as
possible. | have already learned a great deal worth sharing, but will continue to
develop and hone my opinions over time. As such, | consider this document to be a
“work in progress,” one to be expanded upon and refined over the course of my career.

And in this book, you won't only hear from me. | have asked prominent artists who,
like me, have experienced their own success and failure in the industry, to share their
own insider tips and lessons learned. These additional points of view offer helpful
insight and paint a broader picture of the industry.

Lastly, | hope our experiences and advice will not only educate, but also help to answer
some lingering questions. What we have to say may be very basic to some and common
sense to others. However, if the lessons we've learned will save someone a bit of grief,
then the pages in this book may be invaluable. Since everyone is at a different stage
of development, to not cover some of the basics would be a disservice to all.

Please keep in mind that while following the advice in this book will better prepare
you for a career as a concept artist in the video game industry, | also hope it will help
you position yourself in a positive way to take full advantage of any opportunity that

awaits you.
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If the lessons I've learned will
save someone a bit of grief,
then the pages in this book
may be invaluable.




TIP:

Consult my Recommended Resources section
at the end of this book, on pages 136-139,
when conducting your own research.

Although this book focuses on concept art

3 lot of the ethics and lessons hold true for
other art-driven industries. A good work
othic is a good work ethic. no matter your
field of expertise. Whether youTre a 2-D
ortist or 3-D artist the steps to break into

this industry are similar.

Organization of book

The bulk of this book is organized around the basic steps that
need to be taken in order to succeed as a concept artist—and
by “succeed,” | mean maintain continued employment within
the field. At the beginning of each chapter, | will share a brief
explanation of the topic at hand, followed by relevant subtopics

that will further explain the larger issue.

Also scattered throughout the book are notes, tips, and
cautionary tales that offer good advice along with my personal
stories, to help put the topic into perspective. | also showcase
my student work at various ages so that you can get an idea of
what | was doing at your age and understand that one doesn't
become “awesome” overnight; it's a long process. By viewing
my student work, | also believe that you can see firsthand the
benefit of following the advice that | offer in this book. There
are valuable lessons to be learned not only from my successes,

but my mistakes as well.

also features early work of some
dustry—Nicolas “Sparth” Bouvier,
e, Ben Mauro, and Farzad
t-read dos and don'ts.

The last chapter of the book
leading designers in the in
David Levy, Stephan Martinier
Varahramyan—alongside their mus

est interest to be honest with
ddress the things that you do

m. My first piece of
and

When reading, it is in your b
yourself. The sooner you can a
poorly, the faster you can improve upon the
advice to you, therefore, is to read each chapter, underst
how it pertains to you, and take action where necessary. Don't
just read the chapter about keeping a sketchbook and say to
yourself: “Yeah, he’s right, but I'll do it later” Do it NOW.

er of references designed to

numb
e sure you don't

To close the book are a
d and educated. Mak

help you become informe
overlook them.

.
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A little about me |

I've been drawing for as long as | can remember. My father, a professional artist and teacher, is prokatly
A RN my greatest inspiration. He is also the toughest teacher | have ever had and | continue to leam

THE ORI

from him in a never-ending class. He began helping me with my art at a very young age and | quickly
developed a natural knack for it. 4
| consider myseH:\ fortunate that both of my parents support my talents w‘wle’ﬂeartecﬂy, and ‘
push me to 'be the best.” They taught me early on that success is "when preparedness meets
opportunity.” | was constantly compelled to achieve, and once | saw that | was very good at art
| knew then, that | wanted to do it forever. | was all lined up to become a commercial artist

like my father, until one day | found this thing called concept art.

After leaving the School of Visual Arts in New York City with a bachelor of fine arts
‘ (2004) and master of fine arts (2004) in illustration, | spent several years as an in-house
> concept artist for various game studios. | have lent my talents to the visual development of
' several projects on last-gen (Kbox 360/PS3) and current-gen (Xbox One/PS4) consoles. most natably
Rage. DOOM Caoll Ofppul‘/: and FEAR 3 Currently | am a full-time freelance concept artist in the v

game and entertainment industries. My main focus is science fiction and | tend to specialize in envir
vehicle. and weapon designs.

INTRODUCTION
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Candor

The first thing you should know about the video game industry
is that it's very informal. We don't wear ties to work. Most of us
swear like sailors and are addicted to coffee. | am writing this
book with the same tone and honesty that | would want if |
were new to the industry. | do not want to sugarcoat anything.
The whole point is to get you ready!

One thing that may not be obvious yet is that a successful
concept artist leans on his or her fellow artists for good

conversation, trading tips and tricks, and sharing resources. We
might as well start out that way.

| do not want to sugarcoat
anything. The whole point of this
book is to get you ready!
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CHAPTER 1 |

" THE CONCEPT ARTIST

~What is a concept artist? Seriously!

‘ N
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at is a concept

. common definition of a concept artist is an individual Awhose
primary goal is to create images that flesh out ideas and designs of
1 particular subject matter that does not exist yet Through several
ounds of iteration and elimination, he or she begins to narrow.th‘e
focus of the subject matter into a singular, coherent vision. This is
usually done to ensure efficiency in the production process of films,
video games, animations, and sometimes even comic books, because
it is faster and cheaper to design that idea at the sketch phase than
during full production. Outside of that simplified definition, however,
are several realities that one should also be aware of.

Working with the “big picture”

Working closely with an art director and relying on their own
talents, viewpoints, and experiences, concept artists are the first
link in the production chain. They must first understand the overall
goals of the particular subject matter in the context of the entire
project. Then they must be able to resolve the tricky issues such as
visual design, function,and purpose. Doing so successfully will play

a huge part in breaking down the big picture into visual blueprints
that can be scheduled and built.

Visual communication expert

Up until this point, the big picture has only been described, therefore
everyone on the team will have his or her own idea of what it looks
like. By presenting a tangible medium that the whole team can see
and agree upon, the concept allows for the discussion of the same

idea (not the perceived idea) of the big picture. It eliminates any
doubt and says: “Not that, this!”

The

Your role as a salesperson is never more apparent than when ygyr
ou asd>s

director asks you to make the coolest, sexiest image P°55ible'
?\retlp |;eu the game to the publishers. This side al concept arr
talked about, of course, but is still ?qually as important. | Ve Seei
it happen often enough to believe In thg p.0\-Ner of fully regllzed ,
concepts swaying decisions about multimillion-dollar projects, _{5

I've also seen how concept art is displayed
around the office, and you can bet
that when there are important
visitors in the studio,

they get the tour—you &
guessed it—right toward

the concept art. Having art

on the walls not only makes
the studio look competent and
visionary, but is another way to
show off the talent at the studio
and, in part, the worth of the studio.

qul'\ school wovk, age M
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A concept artist may be tasked with
non-concept-related work, like doing
“turn-around views of an object”
(which is more on the production art
side of development).




Other times, he or she may be asked to
provide a shot that “sums up the game in
one image’ This is more of an illustration
than a concept.

As a concept artist your primary ohjective
is to establish the visual design of a
subject. That means it is more important
for you to develop a solid design language

for your costume. creature, or prop than to

Fuuy renaler an image.
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What's the difference S Cpncept
artist” and 3 “eancept &S‘MD:{,C‘: concept
artists and designers bath i I

rt but concept. artists traditionally have 2
\ 2 ' illustration and fine art while

L&W n | g .MA '\n

concept designers typically are e
industrial design

Because the job of a concept artist falls
between that of a production artist and an
illustrator, there is often overlap from both

professions. The best concept artists are those
who are versatile.

T R T T T PN T,

R
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How a concept artist interacts with the rest of the tea

TN\

Ul/HUD department

ept artist has very little interaction

JI/HUD (user-interface/heads-

) department, except for the

il mock-up design that may be
om time to time.

Art director
ally a veteran of the video games
fustry, the art director is the primary
point of contact for the entire art team
and works very closely with the concept
department. He or she is responsible for
managing scheduling, delegating tasks,
and ensuring the overall visual integrity
is maintained throughout the game.

3-D modelers
After the concept has been drafted and
approved, it is then passed on to the 3-D
modelers to be built. It takes consistent
collaboration between concept artists
and modelers to ensure that the final in-
game 3-D model effectively matches the
expectation set by the concept.

. ”——-—&M_‘-A"‘

.

CONCEPT ARTISTS

Concept lead/senior concept artist

This title is usually given to the concept
artist who has been in the industry for
many years and, because of his or her
experience and know-how, is trusted to
do the “heavy lifting” of the concept art.
He or she may even take on a leadership
role within the concept art team.

Jr. concept artist

Usually young and inexperienced, junior
concept artists are typically students just
out of school or new to the industry. This
term is mainly used only when a senior
concept artist is present.

Quality-assurance department
There is no interaction.

— Programmers
Expect very little interaction with
programmers.

— Designers
Designers write the documents
concepts are based on. The two discipli
need to work very closely together to en
that the best ideas float to the surface

— Animators :
Concepts are usually needed to --f'f'
demonstrate where the moving pa
on any given object are and how
function. Oftentimes, concept artists #
work with animators to ensure that<
concepted object is behaving as expect
on screen.

THE BiG BAD WORLD OF CONCEPT ART FU ViR




The video game production pipeline for a
concept artist

Chart is based on the average production time of three years. The “blue -ky” phase is at the
beginning of most projects. That term refers to “the sky is the limit” or “anything goes.” During this
phase, the studio will give the artists creative freedom to explore specific game-related ideas
without too many restrictions put on them. Alternatively, artists may even be allowed to pitch
their own ideas to the team as long as it pertains to the game somehow.

Blue-sky

Ship date

Postproduction

Production

m

Preproduction

As concept needs for the project

A concept artist is extremely engaged
during the preproduction phase. Words
and ideas are realized into visuals,
discussed and reiterated upon, then end
up as approved art direction. This phase
usually lasts six months to a year, but
if the project suffers from a change in
upper management or a ‘reboot,” the time
line can grow longer.

—————
LT L2 e

During production, efforts shift from
fabricating designs to assisting the
team where necessary. This can range
from supplying “paint overs” of level
“block outs” (a rapid way to prototype
and test out a game level before
entering development) and addressing
lighting issues to designing props and
set pieces.

HE BI& BAD WORLD OF CONCEPT ART FOR VIDED EAMES
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begins to wind down, most artists
begin to roll off onto the next
upcoming project. Those who remain
will likely help with such tasks as
marketing needs, screenshot cleanup,
UI/HUD elements, and achievement
icons, among others.
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| Supplies and tools of the trade

While a lot of concept development today is done digitally, it is not
uncommon for ideas to start out with traditional mediums, such as
paper and pencil, before they are scanned in and colored on the
computer. Another creative process growing in popularity is the
method of concepting in 3-D, (using computer software like 3ds
Max, Maya,and ZBrush) then texturing and finishing the image using
Photoshop or Painter. Every medium and process has its advantages
and disadvantages; use whatever tool you can to get the job done
as best and as quickly as possible.

My tools at work

HARDWARE

PC (not a Mac, go figure)
Intel Xeon CPU @ 2.53 GHz
12 GB RAM

64 Bit Operating system
500 GB hard drive

Monitors: 30-inch Dell display LCD screen in tandem with a Wacom
Cintig 21 UX

Scanner: Nothing fancy, | have a $30 Hewlett-Packard. It gets the job done.

Printer: Epson Photo Stylus 1400

T Pp—
. T o s

D N——

You should also keep in mind that there are things you can do
traditional mediums that computers will never be able ¢q
emulate, just like there are digital manipulations and happy accides
that occur on the computer that would take you forever to rep i
by hand. By being open to all mediums, you will increase work.

productivity and stave off boredom.

The specs of the hardware that | use have varied from job to job}
the tools themselves have always stayed the same. Here's 3
rundown of the tools that | currently use:

U

SOFTWARE
Photoshop CS5: Photoshop is the main program | use on a daily h:
When creating environment concepts, | work within a 16" x 9" asp
ratio at 350 dpi. (That's print resolution, just in case). For all o
images, the image size may vary, but the resolution stays the s

3ds Max, Modo, and ZBrush: If | ever need to design a complex sh
or quickly establish a tricky perspective for my image, then | mayt
to 3ds Max for help. While it is not necessary to use 3-D program
be a concept artist, it does help to speed up the process a bit.{
any tool, it is there to make your life easier, but it does not ma ‘tii‘.
a great artist. You have to do that part yourself.

I've found that many of my coworkers in the studio know Max and¥

3

answer my questions; thus, | have gravitated toward it.I've also dabil
with Sculptris, Modo, and ZBrush, but I'm pretty terrible with eath






My tools of choice at homt

(mmdelmg it to be an investment in myself, | make it a point to have

the same or better setup at home as | do at work. When s¢ slecting your

vn computer, if possible, make sure that it has the speed ind processing
that you need to run the various programs you use effic iently.

ifications listed will

' technology is constantly improving, spe
the most out of your

ated In six months, but the point Is to get
ter as possible, Currently, this is what I'm using:

built PC
el Core i7-2600k CPU @ 3.40 GHz
6 GB RAM
6H4-bit operating system
1 TB hard drive

Hardware: Monitors
24-inch Dell display LCD screen in tandem with a Wacom Cintiq 21
UX. The more screen real estate you have, the better.

Hardware: Scanner
Another inexpensive HP flatbed scanner <

Hardware: Printer
Epson Stylus Photo R200 (This is an old printer, and | never use it
more than to print Word documents.)

Hardware: External TB hard drive for backup storage

If your computer has ever had a virus and you've had to reset it to factory
settings, you will understand why having a backup copy of your work is
important, EVERY ARTIST who works digitally will suffer a catastrophic
computer failure at some point that will cost them their work. Invest in
a digital backup solution and save yourself the headache.

Hardware: Wacom tablet or Cintiq?
While | enjoy my Cintiq at home, it is an unnecessary luxury. A normal

?@ Chapter 1: THE CONCEPT ARTIST

Wacom tablet suited me fine for years. | decided to',
because | use it at work. Out of convenience, | wanted my

5o it's easier to transition when | come home after work.
use my computer. g

Hardware: Tablet PCs /
Tablet PCs are growing in popularity. While the devi _»
have thelr own pros and cons that you will have to we

or you are used to using laptops, then a tablet might |
If you work primarily at home, then a more permane
computer might be preferred. ;

| have both a tablet PC and a desktop computer at home
| find it very restrictive trying to use a tablet PC for
work (I've been spoiled by my tri-monitor desktop P
mainly for casual drawing, and it’s great.

Software: Photoshaop CS5 ol
After years of using CS3, | finally upgraded to CS5 v
missing some of the cool features that | had access to

Software: Google Sketchup p
Google Sketchup is a great and easy program to pick uj
3-D modeling. It's also free.

Reference library
Over the years, | have gathered a digital collectlo
images that | have found useful, inspiring, or just mte;
have carefully organized them into categories. At somEJA
artist should do this. See pages 71-72 on how to buli€
reference library.

THE RIG BAD WORLD OF [',{I'{'l.:'fm ART s



fraditional tools

Occasionally | will use traditional mediums for my projects or life-
drawing classes. | still find it faster and more natural to sketch
thumbnails out on paper first and then scan them in if necessary. To
be honest, though, most of these tools are relics from college and
therefore sit and collect dust in a corner. In my possession, | have:

An art table with two overhead lamps, one of which has a
magnifying glass built into its top

Dozens of loose and complete pencil sets, pastel sets, colored
pencils, and a variety of gummy, kneaded, and electric erasers

« Different types of graphite and charcoal sets

« Several marker sets (mainly Prismacolors) and stands to match
* Variety of India inks and calligraphic and colored ink pens

» Gouache and watercolor paints and brushes

» A variety of right-angled triangles, T-squares, rulers, French
curves, ellipse stencils, and other drawing instruments

» Transfer paper

ng open to all mediums, you will inc
tivity and stave off boredom.




What can I expect as a concept artist?

Interacting with multiple disciplines, a concept artist needs to
understand and be aware of certain restrictions in order to assist the

team effectively. Below are a few examples of constraints that you
can expect to face on a daily basis.

Art direction

Usually the art director will have a vision of what he or she wants
you to draw. While you, the artist, may be teeming with great ideas
that you wish to pursue, you must keep in mind that you are there to
illustrate someone else’s idea. You may provide alternate ideas, but
only after your art director's requirements have been met. If you're
asked to deliver a concept of an old, beat-up battle tank, and you
hand in a futuristic spaceship instead, you may find yourself having a
chat with your boss about future employment with the company.

Game engine limitations

Whether it is a character, a vehicle, or an environment, it is always
best to plan your design around the practical limitations that the
game engine can handle. They will vary from studio to studio, as
each uses different software, but, generally speaking, there are
certain dos and don'ts to be heeded.

Limitations aside, it's always easier to go way out there with your
initial design and then scale it back down to chewable chunks that
your team can digest, than to try to improve upon a lukewarm idea.
With the right expectations of what can and can't be done “in game’
you will be less likely to be disappointed with the feedback you
receive from the team.

Chapter 1 THE CONCEPT ARTIST

Deadlines 2 )
In the video game industry, your bosses will always want more thar

you can give. They may pressure you to deliver the ma: S'T:mur:u'?:f
of concepts in the least amount of time, w{uch ter! s 1 put grez
strain and stress upon you. | am sure that the inner critic in you wani’
to do the best job possible. However, | recommend that you do wha
you can in the time you are given. In these ca§es. you need tg keer
in mind that every image cannot be a masterpiece and sometimes 2
simple line drawing will suffice.

Personal growth

If you are fortunate enough to work with other concept artists or
have a mentor at the job, then you might learn a few new tricks here
and there. However, learning and trying to be creative under the

pressures of deadlines and strict guidelines may not be the best time
to experiment.

At home is where you are free to find your voice and seek artistic
fulfillment. It is a much more relaxed environment, and you can be

as imaginative and creative as you would like on your own schedule.
That is when | do my best creative work.




What does a concept artist really do?

There are a few misconceptions floating around out there about what

the role of a concept artist is and what it entails. Here are a few of
my favorites.

A concept artist has carte blanche to draw whatever she or he wants
for the game.

That statement is only partially correct. The “carte blanche” is usually
reserved for a specific period of game development called the blue-
sky phase, when anything goes, at the beginning of most projects. All
kinds of ideas are suggested and heard by the studio. If you want your
idea to shine, this is the time to do it. This period of bliss is usually
short-lived. Outside of this phase, you are generally required to draw
what other people want (in most cases, the art director or lead) from
you, following specific guidelines—not what you want.

If you draw something awesome, it will end up in the game.

Not exactly. First of all, it has to be relevant to the game’s needs.
Assuming that it is, there are usually tweaks and changes to fit the
parameters and limitations of the game engine. Rarely have | drawn
a concept that has been correct on the first try. The more your idea
changes, the less it resembles your original intent.

Every image has to be fully rendered and polished to be a
successful image.

Not so. A concept is used as a visual dialog between several disciplines
to enhance the pipeline and sell an idea to the team. Therefore, as a
concept artist, you only need to render an image as much as it takes
to sell that idea. A rough pencil sketch of a strong idea is of more
value to the game than a fully rendered image of a bad idea.

If you have a great idea, it will get into the game.

Ideally, yes, that would be true, but again, it's not always the case.
A good idea can die a premature death for several reasons: if it's
presented at the wrong time, if you didn't sell it well enough, or if
you weren't in the room to explain it when it was up for discussion.
AlL it takes is the right person to say, ‘| don't get it,” and it's dead.

Keep in mind that concept art is the by-

product of the video game—cle\/cl'o‘:m.ent'
process. [t is not meant for public \/.tewmg
and therefore has little value outside of
the studio. While there are iné'w'lJu?ls who
collect concept art books, the majority of
consumers dont care about the artwork;
they only care shout the video game.




Evgry-assignment will nurture my creativity and will challenge my
artistic know-how.

If you like a good challenge, then concept art will keep you on your
toes. You may find yourself drawing things that you have never drawn
befqre or envisioning worlds that do not exist. That’s the cool part of
the ng. Then sometimes you get those assignments that seem mind-
numbing to you, but the image must still be made. That’s the bad part
of the job. Once you get past the initial blue-sky phase of a game, it

may become less glorious.

mages created by a concept artist will be used

All or most of the i

the game.

Due to the nature of concept art, there will always be several images

left unused for various valid reasons. They may be too ambitious fo
be good ideas, but not perfect|

the current deadline, or they may _
also be that the concept simply isn’

suited for game play, etc. It could
a good fit with what is needed. Additionally, you may need to dray
several versions of a single conce :

pt for only one to be selected.




| can display my concept work for an upcoming video game title on
public forums to show off my skills.

Under certain circumstances, concept art is released to the public to
generate buzz and hype for an upcoming title, but it will rarely be up
to the concept artists to decide which images are chosen and how

they are displayed. The marketing department will likely spearhead
that task.

If you try to post your own work while the game is still in production,
there will be serious repercussions since that would be giving away
company secrets and ideas.Video game websites such as IGN or Game
Informer trade front-page real estate for exclusivity on any story. If
you have already posted or leaked those concept images on public

forums, they are no longer exclusive and the buzz those images
generated is long gone.

IGN or Game Informer then may not want to feature your game on
their front page, and for a website that gets so much traffic, not

having that kind of exposure can seriously affect game sales. You can
get fired for leaking images.

| can display my concept work for a video game title that has
already shipped on public forums to show off my skills.

Well, yes and no. When you first start working at a video game
studio, you will likely have to sign a contract that grants the studio
ownership of any work that you produce while employed there
and all of the rights to that work. Therefore, your artwork is no
longer your own. If you want to display any work that you did while
employed, you will need to ask permission from the company first.
They may not always say “yes”” There are a lot of unused concepts,
and some studios will want to keep those confidential in case a
sequel is made and those ideas are repurposed. At best, you can
hope to post the work that actually made it into the game. Posting
work without being given the go-ahead is a sure way to get fired.

«r/
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Daily life of a concept artist

What's a typical good day?
The image that | am working on is needed for an important Friday
morning meeting. Today is Thursday, and I've arrived at work around
the standard starting time, 10 a.m.

My art director (AD) gave me my task way in advance along with all
of the supporting design documents that are needed to craft my
image. It's a “good day” because all of these elements mean that

| am fully able to do my job without any surprises or setbacks.

I'm pretty much left alone to refine my image, unless | have

a meeting, breaking occasionally to check my e-mail, goof off

with coworkers, or test out our video game. Occasionally my AD stops
by to check on my progress, answer any questions | may have, or update
me on the status of the project. Usually around 3 p.m., the team gets
together and hosts multiplayer testing matches, and if | have time, |
like to participate in those. | might have a meeting afterward. If not, |
just continue to refine my image until | am satisfied that it conveys its
intended idea.

As it turns out, | am so on schedule that there is even enough time
to deliver additional concepts. When permitted, | like to give them
my ideas as well as what they asked for. | enjoy exploring multiple
iterations of the same idea. Even if they go unused, the concept may
be resurrected later.

Satisfied with my initial concept and also pleased with the alternate
variations that | have provided, | leave work around 6 p.m. Today was
a good day.




-

What's a typical bad day?

The image that | am working on is needed for an important Friday
morning meeting. Today is Thursday. On Wednesday evening,
my AD tasked me with two additional concepts that are needed
for the same meeting. To make matters worse, the ideas | am
concepting are so new, there are no design specifications to them
yet, therefore very little information to work off of. | tell him that
severe time constraints and a lack of information will likely result
in these concepts being irrelevant as they are almost guaranteed
to change in the near future. Despite my best arguments, my AD
insists that these three images need to be concepted.

Arriving before 7 a.m. to a dark and empty studio, | decide to stop
working on my initial concept until | am able to bring the other two

up to the same level of readability.

| knock out the first image by lunchtime, eating at my desk with no

breaks. Later in the afternoon, with the second image almost done,
my AD presents me with new design specs that, unfortunately, don't -

match what I've drawn. | need to readjust both images to reflect
these new details, which sets me back even further.

With the adjustments made, | continue finishing up the second
image and begin on the third. It is late in the evening when |
realize that stress has caused me to grip the Wacom pen tightly
all day. As a result, my hand aches and is cramped. With the
threat of carpal tunnel looming in the back of my mind and my
inability to draw any more, | leave the dark and empty studio
around 11 p.m.
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Early Friday morning, | am back in the office at 7 a.m. again, trying to
finish the remaining image. The deadline arrives,and | need to submit
my work, regardless of the level of completion. Hopefully, I've done my
job well enough that the images are readable. Later that day, when |
ask my AD how the meeting went, he says, “Oh, it was postponed.”
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So how many good days vs. bad days are there? :
Well, that all depends. As deadlines get closer aqd closer, you c_an
the bad days will start to add up. Almost every studio has crunch ti
time period when longer work hours are needed to meet deadlin

These days usually come with lots of stress and headaches.

For a concept artist, the amount of crunch time will vary. You G
expect to put in extra hours during the preproduction stage of
game development since the entire studio will be looking to you
establish a visual language for the game. There is also a high demand f
concept support later in the game’s development cycle, as levels com
online, to support the needs of modelers and level designers. :

Also, as the project gets closer to its ship date, you can bet that then
aren't enough hours in the day to put out all of the fires around th
office. You know the saying: “Things will only get worse before they ge
better” That pretty much sums up the last six months of every videt
game I've ever worked on. b

The Frick, I've learned, is to manage your time as best 35,
possnt?le, remain focused during the day, and never promise
more images than are realistically feasible. There will be

days when things get dropped in your lap, and all you can da
handle them the best way you can. “




The ups and downs of the video game industry

Like anything else, working in the video game industry has its ups and
downs. A lot of your experience will be determined by the people you

work with, the work pipeline you will be a part of, and the contract
you sign when you join a studio. \ i

Upsides \

Culture

Each studio has its own culture, but in general, studios will foster \
a very cool working environment for their employees. You may find /
yourself surrounded by video game posters on the walls, life-size A \ '.-:‘x: "
statues of game characters, and video game consoles that can be used < ) \‘E« \.é‘\\\\.,. '
in the break room, for instance. They make it quite fun to work there. -

X
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Junk food

To keep people happy and comfortable while working, the studio
will likely even provide snacks, sodas, and the occasional free meals
to its employees.

Morale boosters
Video game companies understand that making games is no easy feat.
In fact, they also understand that people need to feel appreciated from
time to time, and with that spirit in mind, they host social events and
company outings such as movie screenings, picnics, holiday parties,
and birthday celebrations.

Camaraderie

People who work with you likely share your passion for video
games. They may like a different type of game than you,

but striking up a conversation with your fellow coworkers

is as easy asking, “So, what good games have you played
recently?”

————— s ——
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Benefits

Video games studios, especially the larger ones, usually offer some
form of additional benefits besides your initial salary. You can look
foryvard to affordable health insurance, vacation time, 401 (k), and tax
write-off programs like a flexible-spending account.

A free copy

Yes, you've earned it. If at the end of the video game cycle you are
still standing, you will receive a free copy of the game that you have
worked on for the past few years. Sometimes, if your studio is owned
by a larger company, then you may even be entitled to a free copy of
whatever game the larger company is making as well.

Bragging rights

You've also earned the right to say that you worked on that game. If
the game does well, you can even brag a little. If it flops, well, you
may want to keep your involvement a secret.

Mask studies, age 17

Bonuses o ,
Studios will often extend gestures of appreciation for hard work ip

the form of financial bonuses. These payouts happen once or twice 3
year. In theory, the size of your bonus is directly proportional to the -
success of the game and the amount of effort you contributed. So, if
your game was widely successful, and you contributed a lot, then in -
theory you can expect to receive a very nice bonus. i

Sometimes studios will offer bonuses based on the game’s overal|
review score, promising X number of dollars if the game gets reviewed
higher than, let’s say, a 90. Although | have never been fortunate
enough to experience this, | have also heard of royalty-based bonuses, i
where the studio promises its employees a percentage of the profits
from the game. Even if that percentage is some small decimal of
a number, when games sell millions of copies, that translates into

thousands of dollars for you.
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Downsides

Crunch time

With a great deal of work remaining to be done within a short
period of time, your studio will often ask you to work longer hours
during the day and even come into work on weekends to meet the
fast approaching deadline. Because of the high amount of stress this
generates, tempers flare, emotions run rampant, and morale tends to
drop. This can be a grueling experience for some, and if not kept in
check, can snuff the creativity out of the most talented individuals.

High level of stress

If the fact that it's common for video game studios to throw social
events in their attempt to improve company-wide morale doesn'’t
raise a red flag in your mind, then you might be missing the point.
Working in the video games industry means you can expect a high
level of stress and scrutiny on a daily basis.

Junk food

Sitting at your desk all day eating free snacks will likely lead to
weight gain and potential health issues. If you keep long hours at
work, oftentimes those free snacks become your breakfast, lunch,
and/or dinner.

Relocation
Not always, but depending on what studio you want to work for, you
may need to relocate every few years to find your next job. This could
mean you move one state over, or as far away as another country.
Personally, | have moved from New York to Chicago, then to Texas
over the span of seven years.

D T s 5 e

) WORLD OF CONCEPT ART FOR VIDED GAMES

T — —_ g

Frequent layoffs

You hear about it all the time on video game news sites. This company
lays off this many people, and so does that other company. There is the
potential threat of layoffs after your game ships or if it is cancelled.
Even if you do everything right, poor management can sink 3 game
and a company.

Sometimes to meet an aggressive ship date, studios will bulk up their
employee count and hire artists to help get the game out the door on
time. Once the game has shipped, however, there is no real need for
those employees anymore—thus, the frequent layoffs.

An incestuous industry

Because it's a relatively small industry, and because every few years
employees hop around from studio to studio, it's almost inevitable
that you will run into your old coworkers again. When you apply at a
new studio, these ex-coworkers may be positioned to approve or deny
your entry into their studio. Yikes. So be careful who you upset.

The migration of talent also means a migration of ideas. This can
affect projects and sometimes is the reason why games are so similar,
unoriginal, or stale.

Gender bias

This is also a male-dominated industry. While there are female
concept artists out there, | know of very few. That is not meant to
discourage anyone, only to make you aware of the reality.

[




Everything you do on company time is owned by the compa :
veny,’f it's a sketch done at lunch on your work computgr. I it wag
Sreated using company tools, then it’s theirs. Depending on th',

ou do on your personal time is owned by them, too. They cag
Vever\ control your freelance work, limiting who and what our_si
projects you can work on.

10rS

at best, the bonus will simply compensate your salary for the
overtime that you put in during the crunch months.
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Am I cut out for this?

If you have read this far and are already put off, then a career in
video game concept art may not be for you. That's okay. There are
other art-related jobs in the video game industry that are still viable
and may be of interest to you. Plus, if you start with these, they may
springboard you into other areas of video game development one day.
Here are some other career options for you to investigate.

Character modelers (high and low poly)

Create characters (human, alien, creatures, etc.) using 3-D software
programs such as Max, Maya, and ZBrush. This person usually works
from a preapproved concept image, but the job requires a good level
of technical know-how to be effective. When done successfully, having
memorable characters who look great on screen benefits the game
immensely. Note that it's not always the case that the same person

who makes the high-poly model also makes the low-poly model.
Unfortunately, there is a lot of competition in this field.

Environment and prop modelers (high and low poly)

Do the exact same thing as the character modelers, but focus on
environments and the props that fill it. Since most people prefer
modeling the cool characters and creatures over, let’s say, a fire

hydrant, there tends to be less competition in this field and therefore
a higher demand.

If you've read the good, the bad, and
the ugly of being a concept artist,
and you still want to pursue it as a
career, read on!

Texture artists
Create realistic and detailed textures on 3-D models, bringing the

model to life. They are responsible for creating materials, wear and
tear of an object, and are needed on every project.

Effects artists

Create the special effects needed in almost every game, such as
smoke particles, muzzle flashes, and fire, to name a few. If something
looks flashy, chances are the effects artist had a hand in it.

Ul artists

The user-interface artists create all of the on-screen art in games.
They are the graphic designers of the video game industry, creating a
variety of things, including the heads-up display elements, in-game
messages, and interactive menus. This job is always in high demand.

‘ Makewtthﬂtconccp‘tm:tislywnd

. passion first before investing time 3
money into it. Going to a0 ?rtlsc. oy
is just like going to 3 medica SC-H,_ :
or law school. you must be c:.mnl e.(io
|t's all that you're being trained to do.

Sink or Swim.
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Colleges and institutions are structured to teach you about deadlines,
time management, cooperation, discipline, and more. Those same
skills will be crucial to your success in the workplace. Therefore, you
want to attend a school that will best prepare you for this field of
work. Finding the right school will have an immense impact on your
R future, so here are a few things to consider.

Know the college’s priorities

Does the curriculum cater to your needs as an artist (or concept
artist)? If you go to a school that specializes in fashion, will you learn
the necessary skills to create environments for the game industry?
(Probably not.)

»~

Have you heard of the school before?

Is it a world-renown and well-respected school? Have any of the concept
artists you admire attended this school? Is there anyone you know who
recommends the school? How is the school reviewed online?

Check out the Recommended Resources section on pages 136 for a
list of schools that specialize in concept art.

artists about their experiences.

How to choose the college that is right for you

ind out which schools your favorite concept
rtists attended and research them. You may ‘
want to consider attending one of those as "
well. If you are bold, you can even contact the

apter 2: WHERE TO BEGIN

Resources and opportunities :
What kinds of connections can you make at the school t
your career? s the school affiliated with any video gan
through internship or mentoring programs? Do they
of career development? If so, contact them and find out
rate of students who graduate and obtain jobs in their are
Art school environment y
Is the school competitive and challenging? The more
challenges you, the better it will prepare you for
Look at the other students' work. What is the quality
display—can you do better? Is there growth and pre
first-year students’ work to the graduating students’ work




Location, location, location

Don't overlook a school if it is outside of your state. You might be
missing out on great educational opportunities. Going to school
out of state will also prepare you for a career in which you may find
yourself constantly moving from place to place every few years. In
fact, it may be worth looking at schools in areas where video game
and film studios are in abundance, like California, because you are
likely to be taught by professionals in your field, and you'd be in a
good position to interview for an internship or job.

The faculty

Once you have narrowed the list of colleges that interest you, find
out if the faculty members are working professionals. A school is only
as good as its teachers, and it is imperative that they be active and

proficient in the fields they are going to teach, so that the information
they give you is current and relevant.

ou are feeling adventurous, shoot them an e-mail asking a few
ions about their classes. Do they take the time to respond, and
communicate well with you in a clear and patient manner?

ing a healthy relationship with an instructor may mean good
s and opportunities in the industry later on.

visit the school to meet key instructors in person and
facilities. Sit in on a class and observe.

The facilities and curriculum

Talk to current students and professors at the school and get their
honest assessment of the facilities. Make sure that the school offers
the most up-to-date versions of hardware and software in their
computer labs and that you will have access to them in your major.

Make sure that the curriculum covers the core fundamentals that you
will need as a concept artist.

The fundamentals are:

« 1-2- and 3-point perspective: You will need this for everything,
but especially if you are interested in concepting landscapes,
vehicles, robots, and hard-surface objects.

« Human form/figure and anatomy: If you find yourself interested

in creatures, then add animal anatomy to that list.
« Light and shadow

* Form and volume z Pe's:m{ d
Skl e
expased me to gt ata very F“B age He
and mentored e e

| went to 3 iuver & .
ﬁmﬁmgwﬁfa

tho are currently in the industry know
s to “make it” by today’s standards. A

or can steer you straight, or tell you if
ing your time and your parents’ money.
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It reasons that. in order to get 5 good
%o be serioys about
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*What subject should | major in at college to be a concept artist?

Study illustration or industrial design. Both majors have overlap,and each
will teach you the fundamentals that you will need. At the end of the day,
it comes down to what you want to get from your degree.

In illustration, your training will have a heavy focus on landscape
painting, technical drawing skills, and figure anatomy. You will also
be encouraged to experiment with different mediums, copy the old
masters, and explore self-promotion.

industrial design major will teach you about production art,
a heavy focus on problem solving, visual communication, and
velopment (How does X work?). There is less of a focus on self-
pression and voice than there is in illustration.

fould | take computer classes or traditional drawing classes?

ke both if you can. The computer is great, but it is not an ‘easy”
jtton. If you can’t master the core fundamentals developed in
aditional drawing classes, then all of the Photoshop tools in the
rld won't save your bad drawing on the computer. Computer
ftware is only a tool to help aid your creative efforts. | suggest
at you take those traditional drawing classes first, then import
at you've learned to Photoshop.

if your major doesn't allow for access to the computer labs, find
) get it. Make friends with the person who runs the computer
rgue your case to your advisor, explaining why you need
entimes, the reason is that the labs have the latest and
jons of software and hardware that you do not have

Frequently asked questions about college

Will an arts degree be enough to get me a job as a cc
In the field of concept art, a degree does not mattel
is what you know and how well you can demonstra
learned to your client or boss. While degrees arenf
more you learn, the better off you will be. You ¢
anywhere, whether it is a four-year school or trai

the Internet. Ultimately, it is your portfolio that will

as a concept artist.

Do I need to go to a concept art-focused school to be
From my own experience, the answer is ‘no," but |
attraction. If they were as common back when | was in s
are now, | would likely have attended one. ‘

Specialization schools are designed to teach you everyth
to know about concept art and to equip its students
necessary to obtain a job in this competitive industry.
not clutter your curriculum with irrelevant classes and
two years spent at a very good specialty school may
four years in a regular art college.

Also, the industry professionals who teach at these schot
able to give you honest, unbiased feedback about your
chances of making it in this industry. In addition, the
they hand out will likely give you a realistic taste

expectations and stress. If nothing else, they can serve as ¢
the industry.
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Are bigger schools better? Wi
? Will they have b
A school ] ' etter teach
i r:p ;ftr; r:Jl:etvr\l/orld rengwned and still not be a goo?jr:i?t fi :
o at you align yourself with a school that b
goas e end, much of your success may come down ihar:es o
0 how you

connect with your professors
. and th i i
L e quality of the instruction and

Do | need to go to an ac i
credited scho
" ol, or can | get my education at

Attending an accredited school doesn't

ER guarantee you an

Standardz-,wci)tr;l); nthath the schopl follows certaiyw govef::::\etz

standar ey sC gol, there is always that chance you may have

o U ofzerx_lf):rlence. To ?void this, look at what each type of ‘

Schoot ca,; X en determine what your needs are, and choo 7-
est accommodate them. : oy

IF 5 schodl is accredited. this means that
a3 group of anli‘ﬂe& evaluators (approved
by the US. Department of Education) have
reviewed the school’s education quality.
institutional integrity: and educational l
improvements in order to assure the public
that the school in question adheres to 3
high quality standard. Accredited schools
can also participate in govermﬂ‘t“rwdcd
financial- ald programs. (Unscﬂ'tdlkd

schools cannot): l

- High school work. age 17
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How to make the most of your education

Even if you go to a prestigious art school, you will encounter teachers,
classes, and perhaps even friends who will distract you, ambush your
time, and hinder your artistic development. The best advice | can give

use your discipline to achieve your goals. You are respol
own education. If you are not getting what you neec
then it is your responsibility to make a change. '

here is to prioritize and identify early on what you need to learn and

While studying in college, you may come across these challenges:

Solutions
If you can, drop it. It does you no good as it does not progre
learning. Instead, replace that class with something that you
actually use, or manage your time so that you can focus on
classes that matter more. ]

Problems

You find yourself in a useless class that
has nothing to do with your major.

If you can’t drop the class, have a serious talk with your adv
Ask your advisor to explain why this class is relevant and
will benefit your desire to be a concept artist. If he or she can't
then that is reason enough to exchange that class for another one
You tried dropping the class, but, for that is more suited to your needs.
whatever reason, you couldn’t. ﬁ
If your advisor refuses to talk to you, or adjust your curriculum,
out your school’s requirements for graduation or check the co!
catalog to get an idea of the types of classes you are expected
take. If you see a repeating pattern of useless classes, then
— may be in the wrong major, or even the wrong school.

Try figuring out how to make each assignment pertain to your
goals and advance your learning. For example, if your assign
is to draw a bowl of fruit, instead of suffering through a still-li
exercise, think of it as an opportunity to study light, color,
form. You can apply what you've learned to your own personal
work later.

You're in a class that kind of pertains
to concept art, but you don't really care
for it. What should you do?







T'here is a misconception among students that school is hard, but once yo
get into the “real world,” things will be easier. In fact, it’s really the oppo
While you are in school, your teachers are giving you a small taste of v
like in the real world, while allowing you the freedom to explore, create
fail on your own.

Once you are out of school, however, there is that constant pressure and
expectation for you to perform. Each job you take not only defines your caree
also puts your ideas out into the world in front of millions of people, beyo
walls of your school. :

But know that not all concept art is fun and exciting. In fact, it can be repetit
and grueling at times. However, if you can learn to love the dull ‘assignments
will be able to get through them quicker. Do whatever it takes to engage yo

.




Why is all of this necessary7

To put this in perspective, here’s a personal story:

Whtle attending college, | noticed that. when asked, most students answered that they might spend
) from 2 to 10 hours on each homework assignment: and that was good enough for them. | spent
" 20-plus hours on each one, and it showed. | wasnt more talented than the other students. and
we were all learning the same skills at the same time but because | was able to spend longer hours .
Jeveloping my talent. | quickly distinguished myself from the rest of my classmates. '

' Trying to maintain the highest level of respect from my peers meant | had to constantly prove
Wi |wasﬂtkstinf}\edzss.wfznlwasc"u{la\ge&byﬂ\:oﬂ\erblartedstudentsaﬁ-iadly
4% artistic rivalry was born. By my senior year. | was spending 40-plus hours on each assignment.

From that experience. my confidence

_level grew. | developed some of my
best work, and | established new
\ relationships with like-minded
students. Seeing my rapid
\a | progress, teachers began to
.\ recommend me for jobs. That
"\ early job experience really
. helped to prepare me for
" things to come. To this day. | still
keep in touch with those people
and respect their work to the fullest. None of
this would have been possible if | only did the

bare minimum.




Fersonal story : K o
In my third year of couege, | realized that | wanted to ke a concept artist, but my por‘(ncoho did not reflect t;at l;\:{_o:talneé all the ﬁ
pieces, such as still lifes and portraits, and was more of an illustration por‘tjrho“o than a concept one. |t tﬁer efore falled to Jemons&a&
of my conceptual sbilities or design iterations. An art director looking at this wouldn't know what to do with me. The on[y thing it does o

is convey that | have some talent.

w

This is the body of work that | had in my third
year of college. This portfolio is all over the

place and lacks focus and a voice.
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These images look too much like class assignments
and should have been omitted en’l:ire(y from my
portfolio. And. yes. that's anime. What was |

thinking?"?
> -
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th a solid Bocly of work that reflected my conceptua[ skills ASAP. So in a Ae.Speratg ,
ast academic year | shifted my priorities. c"\angecl my classes and altered
reated each assignment as a por‘(:‘FoUo piece (because it was). Thy ,.
bring it up to portfolio standards. Notice the difference in ?-“atityf
he lessons | learned From class, but do not ook

ked, | knew that | had to come up wi
attempt to get the most out of my education from my (
my daily schedule. | attended four reaUy good art classes and t
meant that | had to spend 20-40 hours on each assignment to
and content. These are successful examples of personal work that incorporate t

homework assi gnments.
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By the time | was done with my Senior year in coﬂege, my concept art porffo{;o began taking shape. |t was a good start but | knew
there was more work to be done.

Despite my best efforts and clever planning, the school still mandated that | take two additional elective classes. Knowing this, |
selected ones that | thought would be the least challenging with the least amount of homework so | could focus on my main priority:
the portfolio. | was stuck with an English Poetry class and a History of Comedy class where. every Monday morning at § am. we
watched silent black-and-white films of Charlie Chaplin.

Doing the bare minimum (aka. sl'\owing up and Bare[y par‘(:icipating in class) meant my grac{es in these two classes suffered. | received a
"B in the English class and a 'D” in the history class. However., | had received an "A” in all four of my art classes and, by the end of
the semester, had developed the body of work that | needed for my portfolio. My overall GPA dropped to a "C.” which was a shame on

paper. but my portFoUo looked GREAT.
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Looking back

One of the best decisions of my life was my choice to honestly evaluate my own work, admit to myself that it
not get me the job | wanted, and develop a plan to address this problem. Embracing the monumental amount of work
had to do in a very short time Q,uickly Forced me to be Focased and JiSCiPU"CJ- | wasn't just s’woo'l:ing f\or L ?

body of work with lots of images, but rather a smaller batch of very high quality images. |t was a lot of work, & J
the end. | think it was well worth the reward. (| got the job | wanted! HOOr‘ay.I )

. Developing my personal projects and schoolwork simultaneously allowed me the chance to explore different areas

. concept art and to learn what | liked and disliked doing. [t gave me a sense of direction when the time came

. my actual portfolio so | knew which areas of concept art | wanted to pursue. For example. | knew that | didnt |
’ concepting characters as much as vehicles and environments, therefore, my portfolio would reflect that.

The students who end up as the “best” in their school are usuall
there not because of some innate talent that they were born with
because they spent hours upon hours each week practicing theii

Those students are the ones who purposefully and single-mind.
push themselves with the intention of getting better. If you want to be
the best, then you will need to commit to that level of dedication.




Other methods of learning

Colleges may be the primary tool to prepare you for the working world,
but there are additional resources meant to nurture, educate, and
guide you in your artistic growth. Because most of these resources
tend to rely on you already knowing the basics, you should use them
in tandem with your schooling, not as a substitution. Here are a few
common methods of learning you may want to consider.

Online art schools and complete courses (that focus on concept art)
These programs can be really helpful at developing your fundamental
skills and portfolio.Classes are usuallytaught by industry professionals
who bring their insight, know-how, and experience. Courses can last
several months with homework to match, so make sure you have the
time to fully commit before enrolling. Otherwise, you may just be
wasting your time and money.

How it works

Starting each week, the student usually gets access to a full video
lecture from their instructors, along with an assignment description.
After the assignment has been turned in, the instructor provides
feedback, and the students are given a chance to interact with the
instructor via a live question and answer session. Because take-home
assignments are a large part of how the student learns and interacts
with the teacher, it must be done each week in order to complete the
course successfully. By the program’s end, you will likely graduate
with a better understanding of yourself and a solid portfolio to match.




Online workshops and streaming tutorials :
Workshops and live tutorials generally tend to be short, virtual
lessons aimed at improving a specific skill, for example, anatomy
drawing, environment sketchivng, or vehicle design. They are a ngat
P way to witness an industry professional in action. The downside,
¥ however, is that your time with the instructors is very limited.

3
i
bk How it works .
-ft* o Instructors will record their lesson (which is usually a few hours in
length) and upload it to a website’s server. Students can then log on

and view the lesson, and are permitted to ask questions through a
live chat, messaging service, or e-mail.

Live workshops
~ Taught by industry professionals, live workshops are classes that
~ you attend in person and are usually hosted by an organization at
convention or school for your educational benefit. They can range
L gramatically in class size (a few people to 100 or more) and class
gth (a few hours or several days). The value of attending a live

t direction.

r artistic growth is measured through slow
steady improvements. If you have learneq
thing from that book you just read,
ial you just watched, then you are

workshop is that you have access to the instruc.tor an
to repeat or explain something in better detail. Tak

this: ASK QUESTIONS.
Prerecorded tutorials and instructional DVD videos “
The advantage of buying these is that, unlike strea
are typically high quality, you own them forever, ar
over and over again. Unfortunately, there aren't too
currently producing tutorial DVDs. Buying several
become costly on a student budget, but the inform
be invaluable to you.

Books and magazines

A monumental amount of books out there are
subjects that vary from techniques to personal
also offer a lot of information in articles. They
tutorials, and lectures from various artists within
easy to understand and quick to the point. :



[Internships for students

In general, internships work as an exchange between a student and
an employer. The student exchanges cheap or free labor to gain on-
the-job training in his or her field of interest. It is a great opportunity
to see what people in game development actually do and to immerse
yourself in their working environment. Some internships can even
lead to permanent employment after school is over.

How do you find internships?
Well, that can be a challenge—there is no centralized list of internships.

Most game development studios aren’t really searching for interns.
They are looking for qualified people to ship their upcoming title.
In fact, having an intern present means that someone in the studio
will have to stop working on that upcoming title to mentor and
manage the student. A company, therefore, will need to have the time,
personnel, and money to train one or two interns, and it's a gamble.
If the intern decides he or she does not want to work at that studio,
then it may be seen as a waste of company time and resources.

My theory is that the companies that do offer internships (usually
larger studios) will get enough applicants without having to advertise
the position. If they did advertise, they would likely receive far too
many applicants and, as a result, would have to spend more time
and money sifting through them all. Therefore, very few requests for
interns make it to public job boards and forums.

When looking for internships, your best bet is to first check with
your advisor and the school’s career development office or human
resources department to see what connections, if any, they have to
the video games industry. There may already be programs and staff
members in place to work directly with game studios.

THE BIG BAD WORLD GF CONCEPT ART FOR VIDED GAMES

If that yields little to no results, then your
next best option is to contact a studio of
interest directly. Check the studio’s website
for job listings—you may find internships
listed there. If there is a studio of interest
that does not list an official internship
opening, then you may want to
contact them via phone or e-mail to
inquire about opportunities. Even

if their answer is “No, we are not
accepting interns at this time,” /
you've got nothing to lose.

When waiting for a response,

you may need to be patient,

but persistent.

Another solution might be to
approach schools located near
game companies, then call both
and ask if they ever do internships.
It's not uncommon for artists at game
companies to teach at local art schools
or make guest appearances. Those are
great opportunities for students to
make an impression and develop a
network of contacts in the industry.

 High school work. age 17
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How do you prepare to pursue an internship?

First, find out the studio’s requirements. If they participate with your
school in an internship program, then chances are you will need to
follow and meet whatever instructions are given to your school. Seek
your advisor for help. If you have found a place that is not affiliated
with your school, but has their own internship program, then follow
whatever guidelines the studio provides.

Regardless of how you get there, the requirements will likely be that
you need to submit a cover letter, resume, and portfolio. You may also
need a list of references, letter of recommendation, or even a copy of
your transcript. Read the directions and qualifications carefully.

When should | apply for internships?
Studios that are not affiliated with a school may list openings on their
websites year-round, while others pop up on chance occasions. Thus,
it can be hard to predict availability.

If the studio works with your school, they may offer internships only
during the summer, or in accordance with school breaks. You would
need to seek out your school advisor for these answers. In general,
however, if you have decided that an internship is worth doing, then

research and apply as soon as possible to avoid being grouped in
with the crowd later on. -

How long is a typical internship?
They can be relatively short, usually only a few months or so, but the
experience will help you to assess if this is indeed a career for you.

Will | get paid?

The pay is usually bad, ranging from nothing to minimum wage at
best. The real payout, however, is being smack-dab in the middle
of game development, where you can see how game production is

handled. You get firsthand access to artists V\{ho are fjo.i :
you want to be doing. If you are smart, you will be using
vital resource, getting feedback on your personal work,
anything else that they may offer.

Will I receive course credit? )
That depends solely on your school. If that is important to yof
you should speak with your school and employer beforehl C
the process. »

Will | get offered employment upon completion of the interns
Nothing is promised at the beginning of an internship, but iy
your cards right, you may get an offer to stay at the compar
the internship ends. :

Even if the studio doesn’t extend an offer of employm

still list the company’s name and the skills you lea
resume..This may put you a step ahead of the studemzs
have industry experience. E
Do | need an internship to get a job in the video games indust
Not at all. In fact, most professionals whom I've asked

one. It is up to you to weigh the benefit of an internship t
something worth pursuing.

What does an internship entail?

In the United States, there are federal laws which
an intern, you cannot do the job of a paid employee,
efforts be used to benefit the company. As a result, stude
themselves in unpaid internships may not be doing anyreal
work, but most likely menial grunt work: gathering refer
for artists, filing artwork, or even getting coffee.




you have the unfortunate luck to partake in such an internship,then
sou may want to rethink it. Your time may be better spent polishing
ip class assignments, learning new techniques, or developing
portfolio-worthy images. In my opinion, those things would benefit
you far greater.

WARNING:

There is a limit to how creative and aggressive you should be when
pursuing internships at studios. DO NOT SHOW UP IN PERSON
UNANNOUNCED! This has happened at every company where |
worked. Nobody likes stalkers, nor the awkward situation they create.
Doing so is the fastest way to get a “NO” from any studio. If you can'’t
get a response by e-mail or over the phone, then | am afraid it just
will not happen.

Study of a skull college work. age 19
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More internship leads: Another effective way to search for
an internship might be through a campus event or job fair
geared toward the entertainment industry. If there aren’t
any events at your school, find a school nearby that may be
hosting one. Meeting a representative face-to-face makes
a powerful first impression and will likely put you ahead of
your competition.

Also, don't forget to utilize your teachers. If they are industry
professionals, it is likely that they may have contacts or
insight into companies that are looking for interns.

TIPS: Stack the odds in your favor

’ Applying for an internship as a senior may put you at
an advantage above freshmen and sophomores, as
you have the potential to stay full-time past college.
This makes any studio’s investment of time and money
worthwhile.

® Keep in mind that studios typically consider local talent
to fill internship positions. If they are in a different
state or country than you, chances are you will have
a tougher time getting admitted into that studio. Be
selective about which studios you apply to first.

® The students who have great attitudes, the strongest
skills, and best work ethic are the ones most likely to
be considered for internship positions.
— —
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The importance of drawihg from life

Drawing for the sake of drawing is good. Drawing with the intent and
focus to learn is even better, Here are a few things you can do on your
own to improve your artistic skills.

What you should be doing and looking at—and how often

Draw as often as possible! On the train to school, during your lunch

breaks, sitting on the toilet—whenever. Draw from life and the things

that you see around you, such as people, buildings, cars—anything.

What is important is that, through practice, you train your eye to be

observant while your hand grows steady and confident. You should be
 filling up a sketchbook every few weeks or so.

If you find yourself gravitating toward drawing the same things over
and over, try alternating your subject matter. Identify your weak areas

- (usually the things that you hate drawing, like hands or feet), then
Practice that the most. When looking at a hand, pay close attention
to its form, structure, and details. Don't just assume the fingers are
identical. Look for the differences that make up each finger—from
knuckle placement, to thickness, even down to the folds of skin. Draw
them over and over until you can understand them from all angles
and can accurately draw them from memory.

}

a
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Why it is important
Once you become familiar with your subject matter, you
your visual library forever (although you may need a re
from time to time). From there, you can call upon it as ne
will speed up your work flow, creativity, and thinking proce:

Drawing from life will also teach you about yourself and yo

If you find that drawing certain types of vehicles is more interest
you than others, then try to understand why that is. It n
aesthetics, shape, or specific details, like a front bumper, t
you. Take note of these reasons, which should be drawn,
and properly stored in your visual library.

How does it benefit you
The larger and more sophisticated your visual library s, t
world reference you will have to pull from when you are
own images. If you ever find yourself drawing somethii
hover car, you can reference your visual library to see
details that you liked and implement them in your workil

When drawing from life, draw exa




low to build up your visual liBrary

in't stress enough how important your visual library will become
you. It not only will be your predominant source of reference
aterial on the fly, but it will serve to jump-start your curiosity and
eativity. Therefore, feed your visual library all of the knowledge and
nformation you can. Here are a few things you should do to build
your library:

Read
Books have the greatest potential to serve as visual stimulators

because they offer graphical descriptions that are left up to your own
interpretation. When you read, you visualize the story in your head as
it unfolds, and those visuals may spark images worth drawing.

Go outside

Spend some time in the streets just people watching. Look for dynamic
postures, captivating facial expressions, and colorful and interesting
clothing. Take note. Visit the zoo and watch how animals move and
behave. Try to understand the dynamics of animal relationships and
evolution so you can use those details and reasoning in your own

personal work.

Go explore
Travel as much as possible to see sights and sounds beyond your

own imagination. Visit different states or countries and compare how
life there is different or similar to life back at home. Even something
as simple as taking a different route to school each day will expose
you to new spaces and environments. Take mental snapshots of the

interesting things you see along the way.

Time travel
Visit museums and galleries to explore old time periods and find

visually interesting elements from all ages. Behold creatures, objects,
and events from a time past that you can't find anywhere else. Bring
your sketchbook and camera to document your findings.

Stay current
Be aware of the current trends in the entertainment industry (but

not a slave to them) to make sure that your drawings and designs
aren't outdated or unoriginal. This doesn’'t mean you should spend
hours and hours playing video games and watching movies. It means
watching trailers, short YouTube clips, or whatever will give you just
enough information to understand what's out there, but not enough
to distract you from your main goal: learning.

Stay inspired
Keep a visual bulletin board of pictures torn from the pages of
magazines with imagery that fascinates you. Surround yourself with

this so you are constantly inspired.




»

‘ VU dV {‘d

Copying others and manga art
I'here are times when studying another artist's work can bDe beneficial.

s

However, doing fan art or manga art is not one of those times. It
is not productive because you are copying someone else’s already
established design. You are not challenging nor accessing your visual
library, therefore, you aren't developing any further as an artist.
Instead,  use what you have witnessed yourself, and make your own
version of a character who fits in a world similar to that of the fan art

7
or manga. F

Too much TV

Don't watch mindless TV (especially reality shows) as they are, in my
option, counterproductive. Instead, watch shows that can stimulate
your mind on networks like Discovery, Animal Planet, and National

Geographic. This way you are at least learning something about
nature, cultures, science, and more.

yey
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\ - roving artistically doesnt
nF:nus‘tnia:ny‘om:g will forever be 'l-pr'lng ":nd
dull In fact once you have Lrok?\ into t
industry. you can §° back to playing gar:\e.S:
watching dumb TV, the works. It doesnt v

Lecatﬁeauofyoureﬁm'tuptot t

point has paid ofF: You have made it
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-How to properly draw inspiration from reference

)

While drawing from life is always best, sometimes you just can't travel 1. Directly copying photos

to thosg faraway places pictured in a photograph or have access to This is not a form of tracing, rather an exercise meant to strengthen
the subject matter at hand. In those cases, drawing from a photo can your hand-eye coordination by depicting detail for detail what you
loffer you Fhe next best thing. Photos can be incorporated into your see in the photo. Once you have drawn it, the thought is that you will
work a variety of ways, but here are four of the most common uses. better understand it and commit the details to your visual library, so
you can call upon them at a later time.

Junior in college. age 20 Guache

'The goal of this college exercise was to take an existing photo (on the left), then match and replicate its c.olors (9n th? right). By
the time the image was done, | had gained a thorough understanding of how to mix and blend colors, their rele_monshlp to one
another, and value shifts, among other skills. It is an example of how copying from photos can be a great teaching tool.
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2. Using photos as inspiration and paint overs

Sometimes you will come across a photo that contains an element
that you really like, but the rest of the image is off. Using the photo
as a base, another technique is to paint over it in Photoshop (or
whichever program you choose), altering the elements within the
image as necessary. This gives you the freedom to utilize the element
you like as a springboard for new ideas and development.

1@ Chapter 3: SELF-HELP
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This is one of my first Photoshop
attempts that demonstrates a quigk
way (0 get an idea across. You g
Clearly see the difference betweenhe
unaltered part of the image (the stams
and ceiling) and the rest of the iage
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3.Photo mashing

This is a technique usually done on the computer, where
you mash up or combine several photos together (almost
like a collage). It may be used for a variety of reasons,
primarily to speed up the process of painting or to add
texture to your image. This is an advanced skill set,

oftentimes serving as a shortcut for professionals who
are under time constraints.

| did not start using the technj

que of using photographic
elements as a shortcyt until |

Was a professional.
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nashing: A cautionary tale

good photo, import it Into t HUH“»\!le ) it to fit Into

my image all in the span of two minutes

As students, however, | would discourage you from using this technique.

Even something as menial as drawing a brick wall can be a good
teaching tool because it trains the hand, probes the visual library, and
assists in reinforcing such fundamental skills as perspective, light, and
shadow. Therefore, denying yourself this opportunity means you will
never learn how to draw it on your own and those core skills will suffer.
You are actually stunting your artistic growth by photo mashing.

1@ Chapter 3: SELF-HELP

When photo mashing is done poorly
Oftentimes the image will rely far too heavily on the photas

11l of the work. Worse yet, the photos will be overlaid jn such i

that the values are crushed, causing everything in the jma eaway
straight to black, and the image itself becomes unreadable gln[t:%
. In thege

cases. the artist is using the photos to hide his or her own inabilj
demonstrate the core fundamentals. yto

Remember: All of the Photoshop tricks, gimmicks, and shorteutsjn
world will not make up for your poor implementation ofcompositlm!»
readability, and design. -

This is an example of photo
mashing done poorly. The
perspective, lighting,and
values are all inconsistent
making the image hard i e
In this case, the photos at&
damaging the image.




sing photos as reference

“NeCe
<G

means using the information contained within an

3s a resource. It fills in the blank areas of your visual library,

1g that you get the full picture of what it is you are trying to
Using it wisely can be the difference between having a decent r

> and an amazing image. This technique will stimulate your ‘\’" )

prove hand-eye coordination, and fuel your imagination '

d creativity—plus, when it's done, you can put it in your portfolio.

To better understand how light bounces
and reflects off surfaces, | created my
own clay model reference. | lit and
photographed it, then applied what |
learned to my pencil drawing

Sgnlcr n COU:;Q, age Zl
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How should photo references be used?

To use photos as reference correctly, you must first have a solid idea of
what it is that you want to draw; then you can begin to gather reference.
If you dive blindly into reference gathering too soon, you may waste
precious time looking for unnecessary or even incorrect reference.

elements from your reference into your own work, you can py
photo down; it's served its purpose. You can refer back to it frog
to time as needed.

Good reference and its implementation

In order to succeed with good designs, your
concept needs to tastefully blend real-world
elements with your own ideas, anchoring
your image to a familiar but different reality.

THE BIG BAD WORLD OF CONCEPT ART FOR



Using photos as reference: A cautionary tale i
n art,if it looks right, then it's right! If it looks wrong, then it's wrong! o
Knowing what to look for in reference is just as important as knowing . '?
which details to omit when using it. The human eye picks up on
imperfections and oddities all the time, but because they are in a
photo, the brain will accept it as a fact. If, however, you draw that
same weird imperfection in your image, it may stand out as being
wrong and the brain will have a hard time ignoring it.

o T g e
e Ny

Foreshortening of the human form is one of those things that may
look right in a photo, but horribly wrong in your image, especially if
you don’t understand what it is that you are drawing. In situations
like these, use your artistic judgement. If something looks wrong
in your photo reference, then you may need to find another picture

that looks right.
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How to find and spot good reference )
Don't just settle for the first image that pops up in search results. Make
sure that your search parameters will yield the best results.

IMAGES VIDEOS MAPS NEWS MORE

[cow B

: Moderate ~
Exralarge + Color~ Typev layout~ People~ Date~ License v Clearfiters SafeSearch

1 Very important:
Make sure you have these kinds of
parameters turned on when searching
§ What constitutes good reference? What constitutes bad reference?
! {. ® Large size ® Small in size ‘-
b ; If digital: 800 x 800 pixels or greater N
ko If in print: the bigger, the better ® Grainy, unclear, or hard to see
3 ® The image must be clear and easy to read and understand. @ Stained or smudged -
Color is a plus but not always necessary. Having several pictures from
_ i ; different angles of the same subject matter is extremely beneficial.

® Pixelated or containing camera imperfections B
® Having a tangible photo is great because you can keep it next

to you while you work, away from your computer, and it can be
stored in a file or folder somewhere.

® Washed-out or blown-out lighting or too much contrast

S T st y
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The best thing you can do is to take your own photo references.

Bring your camera with you wherever you go to document anything

of interest. Then return home and organize the photos you captured.

('L show you how to create a reference library in the following A
section!) As you become more advanced, you can ask your friends to

pose for you and include additional lighting, costumes, and alternate

locations in your photo shoots.

Because the subject matter is at your disposal, you can take as many
pictures as you like, at any angle or position, while avoiding potential
legal trouble.

Be careful when choosing to use photo reference
from the Internet. Avoid images that depict

a person’s likeness, or contain an established
intellectual property. Using those types of images
without drastically altering them or without
authorized permission. can get you in legal
copyright infringement issues. '

|
|
|
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How to learn from film studies

One method of learning involves recreating a scene from any mov@ in
the hopes of learning from it. This technique is very similar to copying
directly from photo reference. Because any given moment within a
film will likely be a well-composed shot, this exercise will teach you
about lighting, mood, color balance, composition, and storytelling.

: E 4
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The way to do this is to take screenshots of any media playing o
your computer and then save the image to a destination of ypy
choice. (There is a variety of software that will do this. | use VLC megia
player.). To get the most from this exercise, refrain from using a ‘colgr
picker” tool. Try matching colors by sight only. If done correctly, you
should end up with an image almost identical to the movie

. 2%
Film studies. persenal works age &




The importance of a sketchbook

Keep a sketchbook. It has been said a million times, but that's because
it's crucial. What kind of person would | be if | didn't reinforce the
importance of keeping a sketchbook in this book? The sketchbook
is a space designed for an individual to practice technical skills and
to investigate his or her creative curiosity, and it serves as a visual
diary of day-to-day problem solving. It is the beginning of a venture,
when you set out to try new things and, therefore, may often hold
your most embarrassing secrets.

Use your sketchbook daily with the intent to constantly improve
Consider it a tool used to aid in your growth, iron out technical
skills and imperfections, and improve your hand—eye coordination.
Every image doesn’t have to be a masterpiece, but at some point,
you should be able to compare a new image to an old one and see
slight improvements. If you can'’t, then you aren’t learning.

Don’t get too personal v
~If you are the type of person who keeps a very private and secret

sketchbook, then | suggest you start a second one that is purely
~educational so you can show it to your peers for feedback and

constructive criticism.

Avoid drawing the same superheroes over and over again

(and poorly at that)

Drawing the same character repeatedly in your sketchbook does not
require you to think or problem solve. Instead, challenge yourself
by drawing things outside of your comfort zone. This will constantly
force you to practice and hone your skill set while creating a visually

interesting image.

For example, if you are in the habit of depicting a fictional
character in the same pose and facial expression every time, then
find creative ways to break from that norm. Put him or her in an
environment where he or she is actively doing something—then
add any additional props that may explain his or her backstory. By
actively defining your character, you are not only grounding him
or her in reality, but you are also utilizing your perspective and
narrative skills, challenging your hand, and reactivating your brain.




This is an example of how a setting can add depth and complexity to you

character. Use it to aid in the storytelling and visual interest of your image

Graduate work age 23
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Personal story:

As artists, we tend to be "\ypersensitive about our
work. | used to shy away from showing my sketchbook
in fear of people passing judgement on my work and,
in turn, me. | would hide my mistakes by scribbling
over or Simply tearing out the oﬁending pages in my
sketchbook. but | have since learned not to do that.

One day | decided to open up and show my book to a
friend who immediately saw the things that | was bad
at doing and offered some advice. He said. "Oh. you

know what might help you? Try doing it like this . . .”
He showed me what | was doing wrong and how to fix

it. | have been drawing it his way ever since.

| am currently of the opinion that one shouldn't hide
those secrets, rather keep them as a reminder of how

far you've grown. They are stamps on your time line of

growth that should be cherished just the same as your
proudest images. Who knows? One day your friend may
offer helpful advice that will steer you straight.

Graduate work. age 23
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ORTFOLIO

Spend the time. Do it right.




How to get started

At the end of your time at school, you will likely have amassed a large
collection of class assignments, but putting them all into one bqok
does not make it a portfolio. A good portfolio serves as your voice
and speaks on your behalf to clients, declaring your interests and
demonstrating your skills. Your work on display will tell them what
you are passionate about and what you do well. It will also give them
an idea about how they can use your services at their company. Unless
you want to get a job painting still lifes and nudes, don't include

them in your portfolio. Instead, you should build your portfolio to
express your interests.

Nowadays, having an online portfolio is a necessity as it's what art
directors review when they are considering someone. But a classic
portfolio in book format would be for in-person opportunities
such as job fairs and trade shows. (Though you may also show your
portfolio on a tablet PC.) Here are a few things to do and consider
before you select the images that will make up your portfolio.

Get feedback

First and foremost, you can't build a portfolio without knowing what
materials you have to work with. Have your work evaluated by your
teachers, at portfolio reviews, or by industry professionals before
deciding on which images to use.You are looking to receive an honest,
unbiased, and consistent opinion of your work to determine your best
pieces. Have your work evaluated by your teachers, or by industry
professionals at portfolio reviews. Avoid asking family members or
close friends because they tend to be less objective and may tell

you only what you want to hear. A teacher or professional is better
qualified to give you correct advice.

i

If you show three people your loose images, and they all Sayth;;
vy and Z are the strongest ones, then you can bet that they will m
sslid additions to your portfolio.

R

Tailor your portfolio 4
Once you know which images are the strongest, you may begin t
see a pattern that reflects your own strengths and weaknesses, |f ¢ )
see that most of your character work was rejected by teachers ang
professionals, but your vehicles and environments all got thumbs
up, then it may become clear that you are better at vehicles
environments than characters. Therefore, you may want to che
job boards for those types of jobs.

Understand where you fit in
Some companies will need an employee who is proficient and
specializes in one specific area of concept art, like characters a
environments, while others will be looking for the candidate w

well rounded and can dabble in a bit of everything. It all depen
the current needs of the game or studio.

Generally, however, it is the bigger video game companies with g
teams (100-plus employees) that will hire the specialists for tf
talents and keep them in that role. Conversely, it is at the
companies, where staff is limited, that you may find conce
who are like Swiss Army knives, doing a little bit of everyt

w_hen Preparing your portfolio, you should be conscious of
different approaches to concept art and understand where




T'he generalist approach

‘Being fresh out of school, it may be safer to
If you are able and willing to fill any concept disci
then you are more likely to get hired. Once hired, the thought is that
you can steer your career toward a particular specialization and get

generalize your portfolio.
pline at a company,

experience doing that. With that experience under your belt, applying
for the next job should be easier. For most students, this is. the
approach | suggest you take. Pursuing the generalist approach means
you can do a variety of the following disciplines.

aracters

~» From various time periods (medieval,
~ modern day, futuristic, etc)
"« Across different genres (sci fi,
- noir, military, steam punk, etc.)
_« In motion (doing activity, looking
tough, fighting, etc.)

~» Orthographic view" (A" pose, “T” pose)

Creatures

» Two-legged, four-legged, winged,
horned, etc.
Friendly, aggressive, evil, etc.
Varied textures across surfaces
Varied sizes
Isometric turnarounds (side, front,
and back views)

nvironments

Interiors and exteriors
Varied scale

From various time periods
Across different genres
Landscapes vs. city scenes vs.
space, etc.

Props
* Everything and anything that
supports a character, creature,
or environment, such as magical
staffs, garbage cans, billboards, etc.

Vehicles
= Varied transportation (trucks,
trains, transports, etc.)
e From various time periods
e Varied sizes, number of
occupants, etc.
* |sometric turnarounds

Weapons

« Knives, blades, guns, etc.

e |sometric turnarounds

e 3/4 view (sexy render shot)

« For guns, show in first-person
view as well (foreshortened
perspective)

« Show detailed operational
callouts (How does it work? Any
moving parts?)

e

Here are a few not-so-common, but
still in-demand concept needs:

Matte painter/sky box
* Photorealistic landscapes
« Photorealistic skies (moody,
evil, sunny, etc.)
» Varied time of day
* Varied season

Ul/HUD
» Varying heads-up display
designs
* Decorative design elements
¢ Logo treatments and varied
knowledge of typography

Storyboards

« Visual storytelling

» Sequential panel art

« Narration and expression

Textures
« Props before and after textures
have been applied
» Varied texture examples and
treatments to surfaces
« Show alpha channels and
masking layers

TIP:

Organization is the difference
between your portfolio being
judged as versatile versus
confusing. | recommend that
you demonstrate no more
than four disciplines and keep
each one grouped together
for consistency.

-




~ The specialist approach

| If, however, you have found your stride mainly in one or two disciplines,
- and your instructors have said that you have the talent and work to
back it up, then when building your portfolio, you may want to take
a specialist approach.

Unfortunately, this studentis notas strong at everything else He,, 3
can't draw vehicles or weapons, doesn't really understangd Perspect .
nor have any interest in it, etc. In those particular instances, | l‘
recommend that the student take the specialist approach,

KRR

The specialist approach is most suitable for the student who spends This tends to b'e a bit ns.)k)t; wheni :P?g'::ef?r jot:]s', because if
. most of his or her time drawing only one or two disciplines (for ~ company doesn’'t have a Jo ?per_1 bgTh :W things tha't you do
3 example, fantastical creatures). That student has spent years focusing well, then you ma'y be out of a joD. Ihe upside, hOWG.VEI’, is that |
his or her efforts to understand human and animal anatomy, behaviors, they do have openmgs, you are e:xactly thef type ?f candldatethg, e
defense mechanisms, and bone structure and has practiced making looking for—and, if hired, you will be getting paid for the thingst'm
creatures over and over again. The student understands you love doing. A
the chosen subject like the back of his or her hand and,
when asked to draw something cool on demand, can
whip out a dynamic concept on the spot.

Class assignments vs. portfolio pieces :
You don’t want the images in your portfolio to look like homework assignmel
because any professional will be able to look at them and see a student level of wol
o H ,/\ instead of a young professional’s. _
._ ! | , :\ | |! The trick to a portfolio-worthy image is to hide all of the things that you have learr
: 1, :9 ' | from school within the image, demonstrating your abilities, but compose
J ‘ a way that the piece doesn't look or feel like a homework assignment.
; ; . '“ P reworking these pieces to be as stunning and impressive as possible.
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Multiple portfolios

If you have two areas of interest (e.g., 3-D modeling and concept
art) and want to showcase them both, then | would advise you to
make separate portfolios for each. Since the areas of interest are
independent, then showcasing them separately makes the most
sense. With two well-crafted, independent, and solid portfolios, you
have more opportunities at your disposal since you can apply for two
jobs instead of just one.

Keep in mind that companies are looking to see if your portfolio
demonstrates your ability to meet their needs and qualifications.
Therefore, anything in your portfolio that doesn't support those
qualifications serves as clutter. If you lump your different areas of
interest together in the same portfolio, you run the risk of an art
director who is viewing your work to wonder, “Why is this modeler
applying for a concept art role?”

The only time | would group your several areas of interest into the same

portfolio is when the job you want requires you to have those additional
talents. For example, if you are a graphic designer who mainly focused
on product design, then having samples of your design work next to
samples of any product photos you've taken would benefit you. The
client would be able to see that you can design a page layout AND take
your own photos with the correct lighting and composition as needed.
In this case, having multiple talents (both design and photography)
directly benefits and qualifies you for that job.

Before making alternate portfolios...

The first thing you should do, assuming you haven't already, is
compare and evaluate your several talents and see which is your
strongest. (Ask your teacher again.) Promote your strongest area first
and most often. You need to have a body of work in both areas that is
high enough in quality to meet portfolio standards, and you will need
enough of these high caliber images to warrant a portfolio.

If you are making a physical portfolio, make two separate ones. If
you are doing an online portfolio, have a separate section for your
alternate talent or a link to a completely different website.
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Hov' to develop your portfoljo

ou are asking yourself, “How many images s \
d T/e?" then you are asking yourself the wror?g uzotlfld feft Ll If, after searching through your portfolio-worthy images, you realize
ha'  is irrelevant: WhEtieaee q , S 'On: The number that you do not have five solid pieces that demonstrate the kind of work
of Images ;s ST SL-iject matte:etrlmmtportam 'S making sure that  that you want to do, don't panic. Either develop additional images of
your imag a% you enjoy doing, and that  the same caliber to accompany the existing ones, or switch the focus

each image is of outstanding quality. Your portfolio speaks to the [ '
_ of '
client on your behalf, and it needs to say, “This is what | am good at Ak sk

doing, and | can deliver this quality of work over and over again.” So
the correct question you should ask yourself is “Which of the imagesl
at my disposal say that confidently?” Those are the ones that should
go into your portfolio.

Aworking theory: The rule of five

While there is no right number of images to show in your
portfolio, | believe that it takes at least five solid images of
the same subject matter to convince any viewer that you are
competent in that area. Each of those images should be top
notch, demonstrating technical skill, execution, and your ability
to deliver a consistent level of quality. Any additional images
will help to solidify that notion (and | strongly urge you to
include more), but having fewer than five may not be enough to
erase any doubt in the viewer's mind.

TIP: :
When designing your portfolio:

® Demonstrate what you want.




Physical portfolio presentation (book forma 2 1

Your first impression is everything. Even before closely viewing overall pr esent.attlonr- I;);ral::,caalnp;eess:Za;'fotnhrlr::;;;ﬁ!ym’ ihe
your individual images, a person looking at your portfolio can get expectations hig| g not. Spend the time. Do it right "9

a sense of what kind of artist you are, how much you value your  whyyou get the o8 oL Pt o

work, and, in turn, how much they should value your work, just by its 3

DO... DON'T...

® Make sure it has enough pages to hold all of your work. Loose ® Spend on a fancy handmade portfolio imported from a fore

images in the back are not okay. country with pages crafted from the finest spider silk Keep it ‘
and clean. The more elaborate the portfolio is, the more poten
® Make sure that it is large enough to accommodate your images, has to detract from the art. 4

but not so big that it becomes cumbersome. §
® include original pieces of artwork; high-resolution copies of yo

@ Select a book that is utilitarian and practical. Ideally the book will work are fine.
be expandable with removable pages so it can be updated and
tailored with ease. . @ Overcrowd a single page with too many images.

> g
f ‘ Place your work against a colored piece of paper. Black is most @ Include images that don’t show well: 1) content wise, m

- common, but a neutral gray or brown works well, too. | shy away potentially offensive or distasteful images; or 2) physic:
: mnm white, as it attracts too much attention and tends to make images that are faded, of poor print quality, or too sma
- the images look extra dark against it. smaller than 4”x 5" will be difficult to appreciate).

® nclude dog-eared, stained, or torn pages, or any dra
napkins or ruled paper. Use common sense.




Portfolio layout

yrough personal experience, | have learned that people tend to have
| strongest impression of the first and last thing they see in your
o lio. Unless they really stand out as striking or different, images
e middle of your portfolio will likely begin to blur together. The
W images will set the expectation and tone for the rest of your
lio, while the last few images will be what the person looking
work actually remembers and takes away. As such, | am a firm
f that your portfolio needs to start and end strong.

U should do: Assuming you are going with the generalist el
rst evaluate each of your images and group them into
Jective disciplines (characters, vehicles, environments, etc).
ure out how many disciplines you have in your portfolio

N ones are your strongest. Start your portfolio with your

pline first.

image on the first page of your book, followed by four
to support it. (Remember: The first five images in
to wow the viewer.) From there, you can add as
you like as long as they are all of high quality. Make
few images are as impressive as the first, so that
. on a solid note. Once that entire discipline has been
"Z the next one.

s throughout your portfolio,
your last discipline should be your
ending your book on a good note.
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Changing course

If you find yourself with a portfolio that doesn't reflect your desire to
be a concept artist, then you need to take action! | suggest you take
an online class or two in the areas that interest you (environment
design, character design, vehicle design, etc). This is the quickest way
to learn about those areas of interest and to become proficient in
them. By the end of the course, not only will you have gained a few

crucial skills but hopefully will have a few solid portfolio pieces to Graduate work. age 23

show. That's a step in the right direction!

LAYOUT TIPS:

® Consider each discipline to be its own chapter in your portfolio. Show character concepts next to
other character concepts, for instance, vehicles next to other vehicles. This serves to quickly
establish confidence and continuity in your work.

® /f you find that you are lacking the minimum number of five images per discipline, see if there is
overlap in a different field. For example, a concept of a person standing by a vehicle can either
be put in the vehicle or character discipline. (Usually a concept is placed in whichever theme is
more dominant.) Reshuffle your images if possible to obtain at least the minimum image count.

® If you have loose images that are random, but still worth showing, put them in the middle of your
portfolio. It is good to show that you have variety, but chances are that those images aren't the
“meat and potatoes” of what it is you love doing.

® Where possible, try to maintain the same orientation of images. |f the book is horizontal, keep it that
way for as long as possible before showcasing an image that reads vertically. This will stave off
neck fatigue from the viewer and add an additional touch of professionalism.

® Tiy to establish a flow or harmony between images that is pleasing to the eye. If you place a very dark
and moody image next to a very bright image in your portfolio, the contrasting images will fight
each other, making it difficult for the viewer to concentrate or focus on either image. Instead,
when possible, place darker images next to each other for the viewer's comfort.

® At the end of your book, add a “thank you for your time” note. It is a small touch, but may have a
profound impact. Being polite can only help your chances at getting that job.

L]
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sonal Sto")’- —
received my bachelor of fine arts in |llustration but decided
. e

This portfolio landed me my first job in the video

to go back to school for another two
e ﬁne arts T‘ﬁe cle s ’ years to get my master game industry. My work was held in a simple 85" x 11
i - Il gree wasnt what | was after, rather spiral-bound pleather case with removable black paper
more time to really hone m oKl sleeves. On the next few pages, | will layout the images
|
Y Y and c]evelOP my COncePf as they were presented in the book

art portfolio. | wanted to take full advantage of everything
my school had to offer me. and four years just wasn't

enoug’ﬁ time.

By the time | graduated from my master’s
program. my Por‘f'FOUo (ool(ecl Uke fhs

[ J
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ge on the right and vice versg

Observe the compositional flow betws

[ 4
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tention to the flow between the twi

) Images. My character imaae
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color illustrations have grabbed the viewer’s atter tion, the book swit
tate these

e b switcl jears to f n m 5 e
Images counterclockwise and group them together
l
|
|
|
!
!

- - e - -
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.« 3 stand-alone image, | put it in the middle of my portfoljg

Even though this is my only vehicle concept, | felt it was still worth showing. Because It was @

w
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1e book flips back to its normal vertical

orientation.

<
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With environment concepts out of the way, | begin to disj

@
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The book ends with a handwritten "Thank You”
on the last page.

L

-
TLIOTTLILLYART COM

THANK You,

Lo

Through a consistency in Q'uality and
repetition of disciplines. | make my interests, ,
environments. and characters clear to anyone '

looking at my portFoUo.

[
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Tips for creating your
online portfolio #

As you begin to make your way into the professional
world, there are certain rules that should be followed =
in order to meet industry standards. You will have t@ o
give thought to where your online portfolio is hosted: :
what kind of content is on there, and even the €ase
of navigation. Your online portfolio should not send
the message that you are a student, rather a yound
professional looking for work. i

[ J
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w/  to host your site

guild it yourself

The common option considered industry standard is to host
your 1 customized website through reliable and affordable web
hosts. Do your research about services offered, cost, and customer
support and compare your options here.

The benefits of paying for your own website

® Vou get a unique domain name of your choice that is a direct link
to your work. Use a ".com” for your domain address as it’s the most
familiar extension and tends to rank higher in search results.

’ You have full control over your site’s content, design, and
layout in order to ensure that it directly benefits you and OR
makes you look like a competent and capable artist.

- The downsides

® You will need to design and build the website yourself, seek
. outafriend who can,or pay someone to do it.All these options
can take time to do correctly. Ask friends or colleagues for
referrals to web hosts, websites, or designers they've used to
produce their online portfolios.

® You will have to pay a company to host your site.

DITE

7
-
-
s
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| THE BIS BAD WORLD oOF CONCEPT ART FOR VIDED GAMES

Use a site with templates

There are several reputable content management systems
available that may fit your needs. Some are even specifically
designed to host art galleries and will provide you with an easy
template to follow when uploading your work. See the reference
section for a list of recommended options.

The benefits of using a content management site

® They are usually free

’ With templates and set guidelines, it is usually much easier to
upload and maintain your work than a personal website.

® Because all of the legwork has been done for you, a gallery of
images can be set up and running within a matter of minutes.

’ They are somewhat acceptable in the industry.

The downsides

® Keep in mind that some free sites were designed to build
an online community and may not be structured to host a
personal portfolio.

’ You will have less control over page layout and design.

’ Some sites tend to look less professional, with advertisements,
banners, and buttons everywhere.

® When using free sites, domain names can be lengthy: It's often
www.yourname.companyname.whatever.com, which is a lot of
text for a potential client to type.

’ If the site that hosts your portfolio features a community of
artists, you run the risk that your client may see someone
else’s artwork that they like better and navigate away from
your page to that person’s. You just gave away your job.

Chapter 4: THE PORTFOLIO




What to display on your customized website

A solid collection of your work

Again, it is very important here that the quality of work on

display is consistent. | would omit anything from your site
that isn’'t your best work.

—
*HIN
N

-

Contact info

Your website should contain your e-mail address (as & =%
this will likely be how a client will get in touch with \‘f
you) and phone number. | have seen artists put their

home address on their site, but that is giving out too

much personal information in my opinion. Leave the postal
address for your resume.

—— D » = o~
3 T —-— o
O A7

Resume

Make sure your website contains a link to your resume. Better yet,
have a downloadable PDF document of your resume directly on
your site. This will make it easy to view. If you are not comfortable
sharing that information, make a note at the bottom of your site

that is easy to read and says, “Resume available upon request” (or
something to that effect).

TR A e R R X

Biography

This is optional and purely at your preference. If you do decide to
write one, be sure to include additional information that isn’t found
within your resume. Also, make sure to write it in the third person as it
appears more professional that way.




10 display content
e your physical portfolio, the image order on a website doesn't

-as much because there is no guarantee that th
each image as planned.Therefore, the numb
and how they're laid out is up to you.

e viewer will go
er of images on

If you need help or inspiration, look at other concept artists’ websites
to see what they do (or other art portfolio-related sites, for that
matter). Find a site that you like, see how many images it features,
and see how they catalog them. This can give you some insight about
how many images you should share and how to design your own
website. Regardless of what you do, there are definitely some dos and
don'ts that you should adhere to.

y to find on your website.

have and organize them

DON'T...

’ Have more images on your site than are necessary. Fewer
strong pieces are better than several mediocre ones.

® Include distractions such as music, animations, bright flashy s
colors, or the like. X

, Keep sketches and finished works in the same section; each
should have their own clearly marked sections on your site.

®Have pixelated or low-resolution images.

® Have huge image sizes that take too long to download.







Worth knowing:

In general, art directors don't have much time to look at portfolios
because it takes their attention away from managing the studio’s
project. Taking time out of their busy schedule to review dozens of
applicants with mediocre work is not how they want to spend their
afternoon. Sometimes they even put it off all day because of its low
importance and they are about to head home when they realize they
still need to review submissions. With patience low and time short,
they may try to sift through them all as quickly as possible. Therefore,
the reality that you face is that your portfolio may be overlooked
because it took too long to load or because it did not captivate the art
director quickly enough.

| check the traffic on my website through Google Analytics and see
that the average time spent on my website is two minutes. That means
that | have two minutes to introduce, pitch, and sell myself through
my art to respective clients. If my website was full of advertisements,
distracting banners, music, and all other kinds of nonsense, | may lose
that person’s interest and any potential job they may have offered. And
I'm a professional! My work will be of a different caliber than that of
a student.

[
<

i
O

-8

As students, you will likely only get seconds before the art director
moves on to other applicants. This is why it is crucial that your online
portfolio be simple, easy to navigate, and direct. Cool load screens and
flash animations are unnecessary.

t
!
|
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- Things you should do
- Six months before you graduate

' approaches, you will inevitably start to think about
employment at a video game studio or company of
you start this process the better, because

ng a strategy will put you ahead of your




® Make contacts
Create anaccounton professional video game-related
social networking sites and post samples of your
best work. Invite your friends to do the same. |
The more people you invite into your social L
network, the greater the chance that someone
will know who's hiring.

'@ Be aware of current events .
' Start taking interest in gaming news and events. Visit gaming
information websites to get the latest news and details about the
field you are about to enter. Make a bookmark of those sites and
visit them for a few minutes each day, skimming articles. During
interviews, it helps if you know what the current trends in the
industry are, so you can talk about them when asked.

Research studios of interest

Make a list of the top 10 studios you want to work for. Ask
yourself: What kind of games do they make, and does my

~ portfolio reflect that? Look up the artists who work there and
see what their artwork looks like. Does your work look similar?
. Does your portfolio contain similar things? Make any changes
~ as necessary.

~ Seek guidance

" Introduce yourself and get familiar with your advisor.
- Take a look at the job boards and see what the minimum
requirements are for job opportunities. Do you meet those
requirements? If not, what can you do to change this?

ept art department of your “dream” studio. Check 5
to find the employee names, then find out

ists. This will give you an understanding of }
wing you, the quality of art that is expected, ]
you will be working with. &g Gt vk e 23
. Rpremceme, |
—_— e — . P
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\ Things you should do

-~ Three months before you graduate

d Get organized

&
_, d Finalize physical portfolio
Ensure that it is as strong as it can be. Replace your old images

| with the newer ones you have done in the past few months.
: Begin thinking about which images will fit with what studios.

Ensure consistency between website and portfolio, so that the
same images are shown on both.

" Showcase your website
~ It should be up and running by now, but you will need to
‘F ~ test it on different computers, operating systems, and web
- browsers to make sure it displays correctly. Have your friends
~and families visit the website and ask them to give you
sf feedback on ease of use and navigation.

ver letter that must be tailored to each studio. Make sure
are as professional looking as possible. NO TYPOS! Get

anies you want to work for,
. Also start looking at job

g Doingsowillgiveyouataste of real-world dead

don’t win, you may end up with a portfolio
i

T e

Keep track of which studios you have contacted and with
you have spoken to. If you begin to send different i
different companies, then also keep track of which sa
art you sent them. Also keep notes of any comments or
that they may have given you. Trust me, after submitting
portfolio a dizzying number of times, you will easily lose
of your points of reference.

Formulate a plan %

Identify and list the remaining things that need to be
before graduation, then create a schedule to keep track of them.
If you see that you have not hit your goals by a certain date, then
you know you need to kick it into high gear. .

Utilize facilities and resources
While you are still a student, take advantage of as many
versions of software as you can get your hands on.Some s
offer severe student discounts. You may not need them now, b
you might later on. | was kicking myself for not buying a s
version of Photoshop before | graduated.

Enter into public competitions :
This is optional, but if you are 'really up for a cha
good wayto push yourself is by entering into public

and pressures. A foreboding of things to co




TIPS:

® Your best bet is to apply to the companies whose product
closely matches the type of work you love to do. If you
have a very cartoon-centric portfolio and send samples to
a company that's known for gritty, realistic modern-day war
simulations, there’s a good chance they won't even bother
to send you a polite rejection letter.

® Don't be afraid to apply to studios two or three months
before you have graduated. Most interviews will take
several weeks if not a month to finalise, and your start date
can be negotiated during this process. Depending on the
studio’s schedule and needs, they may be willing to wait a
few months for you to graduate.
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Chapter 5

E INSIDERS

Learn from the best




Conversation with author and concept artist
Eliott Lilly

If you've read this far, then you've
only heard my side of the story.
While | promise that I've done
my best to steer you straight, you
shouldn't just take my word for it—a
lot can be learned from others.

In this chapter,you will hear stories
from some of the best talent in the
video game industry. Each of these
artists had to start somewhere on
the road to success. Keep in mind
that the lessons they learned
along the way may vary, but their
additional perspectives will offer
unique insight beyond my own,

It takes a certain kind of artist to share his or her failures and successes

with the public,and | am thankful to each of them for contributing.
| hope that their stories will further educate you about the industry
and the job, and better prepare you for things to come. But first, just
a little more about me and this big bad world of concept art . ..

Q&A

What made you want to become a concept artist?

Star Wars, or more specifically, The Art of Star Wars, Episode 1: The
Phantom Menace by Jonathan Bresman. That book changed my
life. Before | saw it, | wanted to be a set and/or stage designer for
Broadway shows. (That was the only profession | knew of that would

allow me to design costumes, creatures, and characters.) As spon s
| saw that book, however, everything clicked and | got Super exciteq, i
| knew right then and there, that this thing called ‘concept art"
what | had really been looking for all along.

was

What inspired you to write this book? ,
Over the years | have received dozens of emails from students acro "

the country, asking me the same questions. The common theme as
that they were desperate to get as much information as they could
about becoming a concept artist, and they all needed a bit of guidance
to achieve their goal. Sadly, there was a lot of confusion about the job,
what it entailed, and their expectations of the industry.
I quickly realized that the questions they were asking me were 3
exactly the same questions | had been asking MY teachers in college
years ago, and no one had any answers then, either. | started io ! (
down a few notes, and before | knew it, | had pages upon pages of

information worth sharing. Someone jokingly said, “You should wr :
a book” | agreed with him—so | did. E

Why did you decide to include your student work?

| wanted to go beyond merely explaining the steps necess
become a concept artist in the video game industry. It is impol
put each step into context by framing it with real-world expe
through imagery that is relatable at high school and college levels.

As a student, it can be ove
that of a professional. | pe
“I'll never be as good as

rwhelming to compare your skill level t
rsonally found myself flustered, this

them” By showing my student
sharing my own experien

ces, | hope to bridge that gap. Ib s
that my actual body of student work is a powerful t- o




that allows students to see what a professional artist was
at their age.

doing

Why did you choose to write the book this way?

| wanted to offer a brutally honest look at the job and the industry
so students have a realistic understanding of what they were getting
themselves into. This is something that | never got. Had | known then
what | know now, | may have done things differently. We all have
learned things that we wish our teachers had taught us in school ... |
am hoping that this book covers those things.

Realizing that students have little time or patience to drudge through
long-winded lectures or implement complicated procedures, | wanted
the advice and strategies offered in the book to be written concisely
for easy reference and review. My hope is that by making it an ‘easy
read,” students will actually enjoy it. i

Now, onto the “insiders.




Conversation with artistic director and ¢

Nicolas “Sparth” Bouvier

Sparth has been an artistic director and concept designer in the
gaming industry for almost two decades. Born in France, he studied
illustration at Paris's Ecole nationale supérieure des Arts Décoratifs
(E.XN.S.A.D.) and had the privilege to travel extensively at an early age
to such places as Singapore, China, and the United States, where he
enjoyed observing people and making note of all the tiny details of
life that he witnessed. His varied influences are largely responsible
for his many creative passions, which range from space and buildings
to robotics and beyond.

Professionally, Sparth worked for six years at Darkworks Studio, the
Paris-based game studio responsible for Alone in the Dark 4: The New
Nightmare (2001), before leaving for Montreal in 2003 to join Ubisoft
on their ongoing projects, Prince of Persia and Assassin’s Creed. He
then left Montreal for Dallas in 2005, where he spent more than three
years working for id Software. Finally, in early 2009, he moved to
Seattle to work on Halo adventures with Microsoft's 343 Industries,
where he currently serves as art director of Halo 5: Guardians, the
next installment in the popular series. Sparth has contributed to the
development of several other games since 1997, including Cold Fear
(2005) and Rage (2011), and he has also published more than 80 book
covers in France, Canada, and the United States.

Q&A

What made you want to become a concept artist?

Simply put, | have not stopped painting and drawing since | was
five years old. | just couldn’t have been anything else than an artist.
Concept art for the movie and video game industries was still pretty
new two decades ago, so | was mostly interested in book illustration at
first, orienting my studies toward this specialization. Destiny brought
me straight into making images for video games, mostly because this
was where the demand was.

Chapter 5: THE INSIDERS

What are the biggest misconceptions you think students tend to have
about concept art and pursuing it as a career?

First of all, a lot of students become frustrated because of a SUpposed
lack of style in what they do. Style issues come back often. And jgs
definitely the wrong approach to focus on early on. Style shoy|g
never be rushed. It naturally comes with hard work, observation, ang
a profound knowledge of perspective and anatomy. In other words,
it's when you stop worrying about acquiring a style that you finally
see it appear and grow.

When it comes to the concept art world as a viable industryforstarting
artists, | believe there are misconceptions about how complex it is to
reach the expertise art directors or filmmakers are expecting. Starting
artists should be very lucid and conscious of where they stand and

Photo credit: Lorene Baste
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" y can provide. Unfortunately, some of them often lack the

pe n and training to successfully evaluate how good their
imags are. It takes a lot of time! You often need years to develop
jagreat €yes

“Focus on what’s important: foundation
skills, composition, color, and the impact
of your final images.”
On the positive side, the world of entertainment in games or movies
become so big, it's easier to find more humble spots to train and

better. The indie game industry can also offer a lot of extremely
jable opportunities.

must admit it helped me forge my art personality. | was, for example,

able to have access to digital tools as early as 1993. Painting on a
tablet was a bit like jumping into the unknown, everything was so
new! Truly, | hated it at first, and it took me years to master it.

Concept art wasn't even a profession back then, and artists using
Photoshop were extremely rare. In short, we did not have a lot of
references to rely on. The computers at school as well as the classes
were mostly available to learn 3-D tools or graphic design, and
the idea of doing full digital paintings of professional quality was
something we were not even thinking of. But the whole experience
was nonetheless very insightful. | spent years perfecting my skills in
perspective and anatomy, which helped me enter into the professional
world with confidence.

ool important to your
as an artist?

d from E.N.SAD.

finished my last

95, but didn't pass

order to obtain
| was already
video game
g my mind
> exams was

ks work for Alone in the Dark # The New L':;g/!tma-e‘ © Darkworks Studio and lnrogrums 1999-200]

Chapter 5: THE INSIDERS

X-B




What was your first job after school?

A friend of my family was a renowned research scientist working ol
different laboratories. He was in need of images for his conferences
and publications, and asked me if | was interested in giving shape to
some of his ideas. |, of course, accepted with excitement and | ended
up working with him on a lot of illustrations. One of the very first
works | did for him representing a human cell ended up on the cover
of a scientific magazine in 1990.

Very early on | was using different airbrush tools as well as colored
pencils. | would describe my style as illustrative and graphic at
the same time. | think | was already quite good at making strong
compositions that had a snappy feel at first glance, and | am sure it
played a role in my career later on.

Chapter 5: THE INSIDERS

As an art director, you've been in a hiring position. What is the biggest
mistake people make when presenting their portfolios?

| have been in various management positions for more than 15 years,
which allowed me to review a lot of different portfolios and artists |
think that the biggest mistake is always a bit the same: Artists often
aren't using the best judgement with some of their images. They can
include a nice series, followed by a less successful artwork that il
diminish the overall impact of their work. Developing a keen eye is the
key to making sure that each piece is a valuable addition to a portfolip,

Sparth's personal artwork,
2003
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Words of Wisdom

DO...

@ Show some versatility within your portfolio especially

DON'T...

® Forget what you're most passionate about. Remember

when it comes to subjects and narrative themes, but
limit the number of styles. You want to be recognized
as different and specific, but not overly versatile
stylistically.

® Become an expert in one specific field. It is your key

to success. Becoming good in all fields is, of course,
important, for example, a concept artist should be able
to concept environments, characters, and vehicles,
put them together in a single piece of art, and all
this with his own twist! It's already a challenge, but
what is even more important is to become a top-notch
expert in at least one of these fields. Why so? In order
to become what | would call an “irreplaceable” artist,
the ‘go-to” artist companies will always go back to for
more expert requests or tasks.

Be talented and diplomatic. | have always insisted
on two key words when it comes to hiring artists:
talent and diplomacy. Talent comes as an obvious
requirement. Diplomacy can be as importapt, though,
especially when you need to insert y.ourseh" into ateam
and learn to work jointly with other artists and art
directors. True, the portfolio is your main tool, but an
adaptive personality is also important to your Success.

-

that the best art is always coming out of your own
passions. If you are passionate about cars, become
a car expert. Do not try to go against your own ftow.
What you like will probably determine a lot of your
career choices.

® Ever fall into the conventional trends. See the world

with your own eyes, bring references from outside the
concept art world! This is where things get rich and
original. The “outside-the-box” type of thinking will
always be a huge advantage, even more today as the
concept art industry has grown exponentially. Keep an
open mind, and observe the world with interest.

® Close the door to learning and perfecting your art

education. Always keep within yourself the will to
experiment.

® Include anatomy sketches in your portfolio.

Leave anatomy sketches and studies outside your
presentations. They simply don't belong there.

5 Ly, verlaty . ¥
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Conversation with concept artist ani

David Levy

David Levy studied industrial design and architecture at the European
Design Institute in Toulon, France, and Maastricht Academy of Fine
Arts in Maastricht, Netherlands, respectively, and moved to the
United States in 1999 to begin work in the video game industry. He
has contributed to many video game platforms and worked on the
development of Ubisoft's Assassin’s Creed (2007) and Prince of.Persia
(2010).

He continued on to the movie industry in 2008 and has worked as
a senior concept artist and art director for such major motion films
as Tron: Legacy (2010), The Thing (2011), Prometheus (2012), Ender’s
Game (2013), Tomorrowland (2015), and the Avatar sequels. David's
interests and unique skills in video games, film, and industrial design
make him a sought-after expert in his field.

Photo credit: B:my Haddad

0&A

What made you want to become a concept artist?

It was a succession of decisions that led me to concept art. | began
as a kid drawing sailboats nonstop whenever | had the time to dq 50
By doing plan views and technical drawings, | began to understang
forms in three dimensions and it gave me the taste for designing
volumes while still being careful about proportions and shapes. At
the time, in the '80s, | did not even know what a concept artist was,
but | was extremely excited to become a naval architect or windsurf
sails designer!

Even though | always felt more or less bored at school, | kept filling
sketchbooks and sometimes during lessons, too, which my parents
were not too happy about. Thankfully my mother recognized | had
a serious interest in design and she began looking around for art
schools, which were pretty much nonexistent at the time in southern
France. She finally got me to pass a test at one of the few, and once
| began, | knew | had found my vocation. | was so happy to find like-
minded people who pushed me.

What do you like most about your job?

What | like most about my job is the constant fluctuation of what is
needed in order to answer multiple complex problems all at once.
You never know what the next day will bring! | think the biggest
challenge is to always allow for evolution in your work and keeping it
fresh by developing yourself as a person. Sometimes it is difficult to
manage both a very busy work life and a good life outside of work as
well. | guess it comes with experience and patience.




“Pzanning y’our. career IS as important as having tons of energy to realize
it! An artist’s life is more like a marathon than a sprint.”

How has the concept art industry changed over the past decade, and
can colleges keep up?

It seems that after the boom of concept art schools we have seen, there
will probably be a reduction of them, following a selective process of
the best ones staying alive, but who knows? Maybe | am wrong and
many new entertainment forms, which we do not know about yet, will
be discovered that will create more employment possibilities.

. Where did you go to school?
| joined the European Design Institute in Toulon, in southern France,
where a great set of teachers allowed me to blossom technically in
'~ a great campus atmosphere. The ability to be a student among like-
minded people is invaluable, and allowed for friendships that are

| still lasting today. Also, the fact that | acquired a second diploma in
' architecture after industrial design was key for me to be hired in the /
United States. ’%

|
|
|
!
i What were your first jobs as an artist? e iy
' I got my first job in the industry as an intern first in a food-processor oy
- design office. There | learned a lot thanks to an amazing boss. Then my

second job was at a video game company in Paris. | think what interested
. people in my portfolio was the fact that it was very eclectic in style
and mediums. Since | was interested in everything | was automatically _
a good potential hire at a company where all the projects were very -
different. For a first job it allowed me to move from project to pr oject.

i

— X
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Words of Wisdom

DO...

® Always keep an open mind and keep a hand

on society’s pulse at all times. Knowing what

@% is new s understanding what preceded it.
® Look in the past for inspiration and not only in
the present. Humanity was built on people who
were able to see history as an example or counter
example so we could move forward. Design
follows that rule, too. Learn about past artists and
projects so you can understand your own future.

4}’“5'2%
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® Be dedicated. | remember very clearly the first
time | understood that the amount of time
you invest into a work has a direct effect on
the quality of the output. As soon as | realized
this, my curiosity was simply unquenchable!

= %

® Try all mediums. | had to constantly learn new
things and try new techniques as | knew they would
help me prepare for my future career. Things such
as sculpture, watercolor, and photography were
some of them, which allowed my art to develop
in directions | had never predicted originally.

I

know everything. Having a mentor is a great way
to keep your feet on the ground.

1851023 RFhck RS b LB Ly s
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DON'T...

® Limit your outlook. If there is one piece of advice
| can give, it is that coming from industrial design
allowed me to always potentially find jobs either
in the virtual world (like games and movies) or
the real world by working for manufacturers,
for example, which is always something
that will be needed. Concept art can create
a great base for many other job possibilities.

® Expect success to happen overnight. | think that
the biggest misconception that young artists
have is that they believe that an artist’s career
happens overnight. That is far from being the case.
Becoming a concept artist takes years of repetitive
work sometimes, and also thinking intelligently
about your future and what is next.

® Have a portfolio that is unbalanced. A common
mistake young artists make is creating a portfolio
that is too unbalanced in terms of quality. It is
always better to show less work and be more
selective than showing everything and have a
bad apple spoil the rest of the portfolio. The
usual advice is to start strong, the middle can be
more casual, and end strong. The first and last
impressions are always the key ones.

See David’s current work at www.vyle-art.com.
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Conversation with concept artist and art director

Stephan Martiniere

Stephan Martiniere Is an
acclaimed, multi-award-
winning science-fiction and
fantasy artist. In the past 30
years he has become known
for his talent, versatility, and
imagination in every enter-

tainment field, including
feature films, animation,
video games, and theme

parks. He received his educa-
tion in Paris at the art school
LEcole supérieure des Arts
Appliqués Duperré (ESAA
Duperré) and the animation
school les Gobelins.

Stephan was the art director for the visually acclaimed id Software’s
Rage (2011) and the visual art director for the Ubisoft and Cyan games
URU: Ages beyond Myst (2003), URU: The Path of the Shell (2004), and
Myst V: End of Ages (2005) and Midway Games’ Stranglehold (2007).
He later served as creative visual director of the concept department
for several other Midway games including Blacksite: Area 51 (2007),
Blitz: The League (2008), NBA Ballers (2008), and Mortal Kombat vs. DC
Universe (2008).

He has also worked on numerous blockbuster movies over his career,
including Total Recall (2012), Tron: Legacy (2010), Star Trek (2009), Star
Wars: Episodes I/ (2002) and /il (2005), The Astronaut's Wife (1999),
Titan A.E. (2000), The Guardians of the Galaxy (2014), 300: Rise of an

g ~ Empire (2014), and the upcoming Avengers: Age of Ultron (2015).

7 ‘mns:mnmns

Q&A

You've worked in the industry for a long time. How did you get your start?
| started in the animation industry in Japan when | was 19, then from
there my career took off. | went from animation to theme parks,then
film and publishing to eventually the game industry. It has been over 3

years Now.

Would you recommend school to aspiring concept artists? j
| think it depends on the level of the artist to begin with, but if you
start from scratch, | would say getting the basic artistic foundations
first—such as perspective, anatomy, color, and light—is a must.Aﬁ
that, choosing a school that specializes in concept is tricky.w
is a broad term and an aspiring artist might want to find out if his or
her interests lie more in character, creature design, environment,
matte painting, mechanical, or industrial design. Specializing early
on could be a big cost savings, and there are schools that do

these specialties with classes on site. !

Some excellent training may also be available with ’ssional
teachers through streaming video, and aspiring artists on a bu 4"
have the option to learn from DVDs as well. Regardless of the tr: i
choice, | would. say learn from people who are actively working |
the entertainment industry. Check the schools track records, talk
former students who have attended these schools and, when in dot
I would strongly suggest contacting a professional artist and simg
ask for guidance. | always found my peers to be very appr t

and the best source for advice.

Dld.yuu go to art school? 2
| did four years of art school in Paris, | learned all the ar
foundatlons:_ perspective, anatomy, sculpture, painting, you -
was also fortunate to be in a school that offered many classesinva
professional fields including advertising, fashion design, arch -



Bhotography, a”d_ many other subjects, even animation and comi
hook. My two majors were advertising and interior architecture mlcci
By elective was comic book. After that school, | did one year :;taln
obelins to focus specifically in animation. | was supposed to do tvf/aS
ars, in fact, but after the first year, | got my first gig in Japan to wor?(
nspector Gadget.

directors like myself are looking
and more at the creative level
artist: the ability to come up
mething that’s not been done
that’s a big challenge.”

.

vice you can offer to people who want work in

r industry. Find out what the entertainment
it is to be a concept artist in different fields
ation. Imagine yourself 5 and then 10
fy your goals and what really
or other companies would you
is field already? Who is my
frame of reference..

3

necessary info is
as Comic-Con,




tailor your portfolio to the clients you are

students prepare several portfolios if they -

of clients. Most likely Disney won't
and Blizzard won't be interested
oth genre and various styles if

r g creates films

wing your

with a link to your website of blog. People are busy and do for
follow up every few weeks of in a month.

Attending conventions and showing your work there can
big difference as well. | have hired more than one artist
convention. Always make sure to have a brochure or some
your work you can give to an art director. :

a8




DO...

® Your research. As they say in real
location, location. For v.ide‘g-: 1
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Conversation with concept designer

Ben Mauro

Ben Mauro is a concept designer working in the entertainment
industry who studied industrial design and entertainment design at
Art Center College of Design in Pasadena, California. After college
he relocated to Wellington, New Zealand, where he worked at Weta
Workshop from 2009 to 2013. Over that time, he contributed to a vast
array of film, television, and video game projects such as The Hobbit
trilogy and Elysium (2013) among many others.

He is currently working as an independent freelance concept designer,

offering his design services to clients around the world, including
Boston Dynamics, Treyarch, Sledgehammer Games, MPC, Legendary

Pictures, Lucasfilm, Rhythm & Hues Studio, Activision, EuropaCorp,
Universal Pictures, Sony Pictures Animation, Insomniac Games,

Design Studio Press, and SyFy. Video games he has worked on include

Ratchet and Clank Future: A Crack in Time (2009), Resistance 3 (2011),

and Call of Duty: Advanced Warfare (2014).

! 1@ Chapter 5: THE INSIDERS

“The most important thing to have are
problem-solving skills, being able to
come up with original solutions to desigp

problems all day, every day. If you get good
at this, you will never be out of work.”

Q&A

What made you want to become a concept designer?

| originally wanted to be a level designer for the gaming industry,
hoping to one day work on game franchises like Halo or Unreal
Tournament, which | enjoyed. | really liked the sci-fi architecture and
spaces/levels designed in the games and thought that would be a fun
and challenging job to do. That led me to a school in Seattle called
DigiPen, where | started to study 3-D animation, learning 3ds Max
and other more technical programs for modeling and rigging.

After a few years, | had a change of heart after meeting and talking with
a lot of the local artists who guided me down the path of becominga
concept designer. | could finish school and get a job that would have
most likely amounted to modeling other people’s ideas, OR | could
go to Art Center to study industrial design and entertainment design
to become a qualified concept designer, where | would have a much
brighter future and attain a skill set that | could do many things with.

What do you like most about your work?

| really enjoy solving problems, and that is our main job as designers
working in this industry. Our clients have a product (gamE/ﬁlm/
toy) that they need to have visualized and we work back and forth
with them to come up with unique original solutions to their design
problems. The process is the same, but the outcome is different based




on the clients’ needs. It is an endlessly rewardin

g and challengi
experience that never gets old. nging

How did you get your first job in the industry?

The first big job | remember as | was leaving school was probably with
Insomniac Games. | met the lead artist of Insomniac at the time, Darren
Quach, at a class at the Concept Design Academy. He asked if | was
looking for work over the summer, so it was a pretty easy transition.

What challenges did you experience when you first started working?
The biggest challenge when | was starting out would be having to
come up with cool, original, and fresh design solutions all day, every
day. At first, this was really challenging to do consistently, but the

longer you work and the more design problems you solve the easier
this becomes.

It's easy for students to focus on techniques and creating pretty
pictures as their top priority. But if all you can do is photobash some
robot soldier holding a gun that looks like 1,000 other “photobashed”
robot soldiers, and the client needs you to design a new alien life-
form that no one has ever seen before, then you are screwed.

Can you share a personal story about a hard lesson that you learned
during your career? )

When | started to branch out on my own and become independent, |
learned a lot of things the hard way in terms of the business side of the
Industry. | left a job for what | was promised was a higher salary, shared
ownership of a new company, profit sharing on my own intellectual
properties, and paid living expenses, among other things. But | was
lied to about every single point in order to get me to commit to s
new job It was an experience | hope no other artist has to live through.

| now make sure to get everything in writing in a contract and have

. about
everything double-checked by a lawyer. If someone is hesit:::h .
Putting all their promises into a legal document that you

0RO wanth 0 COnCERT ART FOR VIDEDR GENES

then they were very likely going to screw you over and you just saved
yourself from a terrible experience.

Do you think it is necessary to attend a concept art-focused college
in order to be successful?

Having a portfolio more focused on this industry will help you land
a job easier, but | don't think there is any right path. | think getting a
foundation in industrial design is essential to being a good concept
designer. This will allow you to draw and render forms accurately
from imagination, which is at the core of what we do. For me, going
to Art Center was very helpful to achieve this goal and the friendships
and connections | made were invaluable to get me where | am today,
though | have seen self-taught artists go very far as well.

Ben's chidhood artwork.
age 10
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Besides the fundamental art classes, what classes do you think
students should take?

| think everyone wanting to get into this industry should get an
industrial-design foundation to understand how to draw and render
forms from imagination. Outside of technical classes, | would
recommend learning as much about the world as possible, take
history of industrial design, architecture, car design, nature, biology,
typography, graphic design—the more you know about the world the
better. Build your visual library one day at a time.

What training did you get outside of school?

| did internships over the summer and took extra classes at Concept
Design Academy to supplement what | was learning at school and
also to get different perspectives on how to solve problems. | would
also read books to fill my head with new ideas and build model kits of
cars and other machines to get a better idea of how things are built.
| also tried to take life-painting classes to help improve my painting
and color understanding.

What exercises do you think can help a young artist hone his/her craft?
After you get a good handle on foundation industrial-design drawing
and rendering, then | think the most important thing is to start
developing your tastes and range as a designer. E

What makes something cool? Elegant? Macho? Fluid? Futuristic? Ancient?
What makes some designs timeless 50 years after they were created and
others look dated and out of place two or three years later? For me, this
meant studying the history of design, doing master copies, anything |
could do to develop my understanding of design and understanding of
good versus bad design.

Chapter 5: THE INSIDERS

How can aspiring artists best help themselves prepare for this field?

| think having a good head on your shoulders and being realistijc
about the career path and the effort it takes to get there. | think if
someone told me how much work | would have to do and how hard
it would be for so many years, | probably wouldn’t have done it, but
in hindsight | am glad | did. | personally don't feel that | was par-
ticularly gifted in art or design when | was younger. | got to where
| am through hard work, dedication, and sheer willpower—| wasn't

going to give up.

Ben's machine designs for Architecture 2 class assignment at Art Center. age 24
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Conversation with director of visual development

Farzad Varahramyan

Farzad Varahramyan is a director of visual development with 20 years
experience as a multidisciplined artist, art director,intellectual-property
(IP) visual developer,and team leader in console games, mobile games,
film, marketing art, and print art. He studied industrial design at Art
Center College of Design in Pasadena, California,and industrial design/
art history at the University of Alberta in Canada.

Farzad has developed original IPs including Darkwatch and the Appy
Entertainment portfolio of mobile games, and was fundamental in the
visual development of the Oddworld series of console and PC games.
He also contributed concept art for such films as Jumanji (1995),
AVP: Aliens vs. Predator (2004), and Race to Witch Mountain (2009).
He attributes his good fortune in games and film design to former
teachers, mentors, and his parents. However, the biggest influences
in Farzad’s life are his wife, Vera, son, Maxwell, and daughter, Isabella.

Q&A

What made you want to
become a concept artist?
Like a lot of my peers, it
was because of watching
Star Wars in 1977.

How has the concept art
industry changed over the
past decade?

The main change I've seen
in concept art the past 10
years is the very high skill
level of artists. Most know
how to paint beautifully,
but there is also the
growing inability to resolve

Photo credit: Emmanuel Valdez
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design issues visually. Most of the new wave of concept artists sketch
directly in Photoshop and that’s great. Though | perSOnaFly' believe
the multiple ‘undos” in Photoshop have caused some of this inability
to think critically. When multiple undos removed the personally
experienced ‘pain” of a wrong choice, the me'ntal paradigm for the
designer switched from “I think this is what it needs to be” to “I'|l

know it when | see it

The trend | see with art and design colleges is that it's much easier
now to technically teach a student to paint beautifully than to
actually develop that student’s discerning eye as a designer, and to
teach them to be problem solvers with good taste. The great design
colleges teach the latter at the core of their curriculum.

What are the most common misconceptions you think students have
about concept art?

| think these days the students may be under the impression that
it's all about the big flashy paintings, probably because that’s what
they tend to see a lot of online or in art books. So much focus has
been put on the big paintings that they do not realize the majority
of the job is designing and problem solving. The great paintings that
have actual memorable content are usually based on a much deeper
design process.

Photoshop and Painter have been great equalizers in helping most
artists reach a similar technical level and proficiency when painting
or illustrating. However, the real value is in the design content. There
are a lot of great painters out there, but fewer great designers.

Are you self-taught or did you go to school to develop your skills?

As a child it seemed | was predisposed to art, so my parents always
made sure | had art supplies and, later, art classes to help me grow.
After high school | attended the University of Alberta in Edmonton,
Canada, where | was first exposed to industrial design, and lots of
hand-building of our own designs. In 1992, | then pursued a second




degree at Art Center College of Design in Pasadena, California. | also
studied industrial design there because, at the time, there was no
‘concept art” major anywhere that any of us were aware of.

Both schools required us to build what we designed, which meant
through repetition we got experience in what will and won't work and
experienced the failure of building something that did not perform
its intended function, which was very painful, but a lesson learned.
At Art Center, specifically, our amazing instructors were working
professionals in the industry, and they taught us how to actually draw,
sketch, and design like professionals. Those instructors and their
dedication are a big part of what made me who | am today.

What class helped you more than you thought it would?

It was my least favorite at the time and | can't believe I'm saying this,
but if you can, take art history classes. You need to understand whose
shoulders you are standing on,and how those shoulders can help you.

How did you remain disciplined and focused in school?

My first patrons were my parents, and they deserve a huge debt of
gratitude because they supported and nurtured an artistic son when
they could have easily just pushed me into any number of other “safer”
career choices. So staying focused in school was very easy: My parents
and | were paying a lot of money for my education so failure was not
an option at any level, and the competition at school was very high
but friendly in most cases.

“Throughout your career—and definitely
at the beginning—you have to clearly
place yourself outside your comfort zone
if you wish to grow and become better.”

Farzad's Art Center wark. age 24 (left) and 23 (right)
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How did you get your first job in the industry?

| was lucky. | was recruited before | even graduated by a former
instructor of mine. He gave me a great opportunity and it helped
set me on my path to having a very challenging, fun, and fruitful
career in video game development. | think the reason he singled me
out was that, at the time, | was one of a handful of students who
had maneuvered, debated, and convinced my curriculum counselors
and instructors in modifying our class assignments in order to have
content that was more film and game concept related. Additionally,
| was valued not only as a designer, but as a person. This just means
my former instructor liked who | was, my conduct, and thought he
could work with me for 40, 50, or 60 hours a week.

Can you share a lesson that you learned when you first started out
in the industry? _

A great lesson | learned as a recent graduate was that at your first job
you do not want to be the best designer in the building. What | mean
by that is that if you are the best at any job, then your personal growth
is entirely based on your own limitations. My first job was a great

one, with great people, but as a concept artist | was alone, and there
was no mentor there to push me further than | could push myself
Within 10 months | noticed my skills stagnating, while some of my peers
were clearly surpassing me. Cosmically, at the same time,an opportunity
came up for me to work with two masters who went on to mentor me:
Steven Olds and Lorne Lanning at Oddworld Inhabitants. Steven taught
me how a professional concept artist works and how to solve complex
problems with visual solutions, while Lorne showed me how to art direct
and how to get the best out of other talented people.

What are your tips for building a strong portfolio to land that first job?
Reviewing portfolios and hiring designers and artists has been a big
part of my job over the years. There are a lot of variables, but if we
focus on the portfolio only, there are a few things you can do to help:

« The important thing to remember is your work will tell most of
the story, you can't really fake it. A good art director will know
exactly what you will be capable of doing by looking at your
work. The other key deciding factor is YOU. Make a great first
impression in person and be genuine.

« Do your research. Research the company you are applying to,
and see. if you can custom tailor a submission of your work
that shows them you can work in their desired genre and style.
Show them the work that would closest fulfill their need.

« To a lesser extent, also show work that shows range and talent
in other dimensions you possess. This will give you added
value if they have multiple games and multiple genres. Game
companies vary, and so should your approach to what you
show them: do your research. .

Farzad's sénicr project with with Mo Davoudian st
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Words of Wisdom

RL

DO...

® Be a good and decent person. You should do

DON'T...

® Just study concept art. Broaden your base of

Farzad's vehicle design for senior project at
Art Center. age 24

this anyway because we are all human beings,
but you'll be surprised at the short- medium-,
and long-term benefits of being a good, honest,
and kind person.

® Find a mentor that will take you to the next

stage in your development, no matter where
you are in your career.

® Think ahead in your work. People today are

not as good at problem solving or being able
to look ahead 10, 20, 30 steps to see possible
problems or issues just over the horizon.

experiences, advice, and carefully listen to
who just learned something new on the job.

® Be patient. Over time you gain something

very rare and valuable, and it's earned only
over time: Experience.

.

experience and study any number of diverse
fields of interest, as well as art and design.
That broad or specific base of experience
will be what you will be drawing upon as a
designer to make your work stand apart from
everyone else.

® Limit your learning to school. My internships

were critical in learning skills that were just not
taught in industrial design schools at that time,
such as creature design, character sculpting,
and bringing story and life to characters.

® Thinkyou can do this alone. | don’t think any of

because of my teachers, mentors, and friends
in the craft.If | named them all, I'd take up half
the book.

@ Listen to your peers. When | was starting out, us go through life and achieve things alone.We
in the pre-Internet and YouTube world, the must remember to be thankful to those who T_}i{
best source of learning outside of school was gave us the tools and opportunities to build 5 7':1,
my own peers. We would meet and exchange this fantastical life as designers and artists. | &
As a professional | am who | am specifically g




- RECOMMENDED RESOURCES

In this section, I've assembled lists of resources that by no means
| represent the entire spectrum of those available to you. These are the
BE popular ones that | am aware of that have been recommended to me
R by my peers, or that | have researched myself.

To view my most current recommendations with clickable links
and helpful descriptions, use a smartphone or tablet to open a QR
Reader app and scan this QR code, which links to my Recommended
Resources webpage.

Feng Zhu School of Design

Singapore
www.fzdschool.com

Gnomon: School of Visual Effects

Hollywood, California
www.gnomonschool.com

Red Engine School of Design
Los Angeles, California
www.redenginestudios.com

Online Courses

Online courses can be taken in tandem with your main educati
they are offered by educational institutions, they may count to
your degree; if offered by individual professionals or profe
groups, they may not be accredited, but the courses will still
value if the information taught is relevant. Whichever o
choose, make sure that the the instructor is a working prof
with an art style that you like. You can find suggested courses

website or peruse these school’s offerings.




Other helpful links

Video game industry websites
www.gamasutra.com
www.gamesindustry.biz
www.gamecareerguide.com
www.kotaku.com

Concept art galleries
www.creativeuncut.com
www.primeportal.net

Stock photography
www.gettyimages.com
www.corbisimages.com'
www.shutterstock.com
www.istockphoto.com

Texture websites
www.cgtextures.com
www.lostandtaken.com
www.texturewarehouse.com
www.freestocktextures.com

Retail DVDs

The Gnomon Workshop
www.thegnomonworkshop.com

From their collection, | highly recommend:
The Techniques of Dylan Cole, Volumes 1-3 (2005)

The Techniques of Scott Robertson: Creating Unique Environments
(2005)

The Techniques of Ryan Church, Volume 5: Rendering Architectural
Interiors (2004)

The Techniques of Dusso, Volume 2: Digital Matte Painting Fundamentals
(2004)

From Speed Painting to Concept Art: Adobe Photoshop Custom Brush
Technique with David Levy (2006)

See interview with David Levy on page 120!







The Perfect Bait (2010)
by Bobby Chiu (Also an iPhone app)

How Successful Artists Study: Effective Learning Ideas and
Knowledge for Artists (2011)
by Samuel Adoquei

My personal favorites

Jcon: A Retrospective by the Grand Master of Fantastic Art (2003)
by Frank Frazetta and edited by Arnie Fenner and Cathy Fenner

Mucha: The Triumph of Art Nouveau (2009)
by Aurthur Ellridge

Overload: The Art of Juan Gimenez (2000)
by Juan Gimenez

Intron Depot, Volumes 1-4
by Masamune Shirow

Where to buy:

For most books, | visit Amazon (www.amazon.com) first because they
tend to have the cheapest prices and shipping. If it's obscure, | may
have to dig a little deeper. Bud's Art Books (www.budsartbooks.com)
or Stuart Ng Books (www.stuartngbooks.com) tends to carry a few
of the more obscure titles. If I'm looking for anime mech or manga
inspiration, | turn to AnimeBooks.com (www.animebooks.com). ltve
also found a great blog that contains hundreds of comprehensive
book reviews both upcoming and currently on the market: Parka Blogs

(www.parkablogs.com).

OF CONCEPT ART FOR VIDED GAME

The following books are in Japanese, but the pictures say it all

Master Art Work of Metal Gear Solid 4: Guns of The Patriots (2009)
by Softbank Creative

Armored Core: A New Order of “Next” (2011)
by Famitsu

Industrial Divinities (2006)
by Junji Okubo

Personal work. age 31
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For a more in-depth look at pursuing a career as a concept artist, look out for my next book: .

The Big Bad World of Concept Art for Video Games:
How to Start Your Career As a Concept Artist

STARTING THE JOB HUNT

Here are some featured topics: DEFINING YOURSELF AS AN ARTIST .
* How to build your professional portfolio »  Where to look for jobs
GETTING STARTED » Marketing and self-promotional dos « Picking the right job for your career
* The difference between a job and a career and don'ts « The importance of working for like- {
* Setting long-term goals * The importance of networking minded studios ‘
* How to develop your artistic identity and : ,
find your voice UNDERSTANDING THE INTERVIEW PROCESS ‘
* What to expect during different

types of interviews 14
* Interview dos and don'ts
= Advice on mastering art tests

ﬁBIG %Pnor
CONCEPT ART

o VIDEO GAMES

PRICING YOUR TALENTS

* Knowing your worth

* Understanding salary negotiations ;
\ g and contracts

Aes, ; b * How to negotiate and make counter offers

STAYING ON TRACK
* Howto align each job into a successful career |
* Asserting yourself ‘({
* Maintaining a critical eye :
!
¢
1

And much, much more ...

HOW TO START YOUR CAREER
AS A CONCEPT ARTIST

by Eliott LL(/y
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Do you aspire to become a concept artist in the video game
industry but don’t know where to start?

The Big Bad World of Concept Art for Video Games: An Insider’s
Guide for Students is a comprehensive book that gives aspiring
artists an honest, informative, and concise look at what it takes
to do just that. Author Eliott Lilly uses his own student work as
a teaching tool along with personal experiences to help you
on your journey. From finding the right school and getting the
most out of your education, to preparing your portfolio and
landing your first job, the advice and strategies Eliott offers are
organized for easy reference and review. The book also features
an extensive list of resources that students will find useful, as
well as interviews with several renowned concept artists who
offer their own invaluable advice.

Eliott Lilly is a highly sought after concept artist with nearly a
decade of experience in the video game industry. He has worked
for such prominent game companies as id Software, Treyarch,and
Activision, and he has contributed to several popular franchises
including Rage, Doom, and Call of Duty. Also an educator, Eliott
teaches introductory concept art classes to college students.

With his firsthand knowledge about the ins and outs of the
video game industry, Eliott Lilly is an exceptional guide who

can help prepare you for the long journey toward realizing
your ambitions.

$29.95
ISBN 978-162465020-8
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