


pleasure of his wealthy and pious commission-
ers. For example, he painted 21 large canvases
which glorified Marie de’ Medici’s career (who
wed King Henry IV of France and reigned as
queen until he was assassinated in 1610). Late
in his career, just a year or two before his own
death in 1640, Rubens completed Consequences
of War. Two years prior, he wrote a letter ex-
plaining his work to its commissioner, Fernando
IT de’ Medici.®

Rubens strove for peace during his life,
though war existed all around him. In creat-
ing Consequences of War (c.1638-1639 CE)
(Fig.3), the artist sought to express his distaste
toward the Thirty Years” War (which lasted
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from 1618-1648). However, rather than discuss
the elegant fluidity of motion represented here,
or even his depiction of war being pulled in
both directions, I would instead like to explore
the issue of gender roles on display in Rubens’
work. Although not perhaps an intended mes-
sage, Rubens did give us a glimpse at how men
and women were viewed when the painting was
made. Note the genders of the figures involved—
whether they were related to religion or not—and
we can see a vision of his world.

& (3) WIKIMEDIA

7 Kleiner, Fred S. Gardner’s Art through the Ages: a Global History 14th ed., book D, Wadsworth/Cengage Learning, 2013, p 697
Fig. 2 “Lintel 24. c. 725 CE. Wikimedia.org. Wikimedia Commons. Web. Accessed 16 August 2019..
8 Kleiner, Fred S. Gardner's Art through the Ages: a Global History. Translated by Kristin Lohse Belkin, 14th ed., book D,

Wadsworth/Cengage Learning, 2013, p 700.

Fig. 3 Rubens, Peter Paul. “Los Horrores de la Guerra.” c. 1638-1639 CE. Wikimedia.org. Wikimedia Commons. Web. Accessed

16 August 2019.
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The important aspects to consider from Rubens’
letter are these: Mars, Venus, Harmony, the
mother with the child, and the architect. Firstly,
let us consider Rubens’ statements regarding the
divine figures of this painting:

“The principal figure is Mars, who has left
the open temple of Janus (which in time
of peace, according to Roman custom,
remained closed) and rushes forth with
shield and blood-stained sword, threaten-
ing the people with great disaster. He pays
little heed to Venus, his mistress, who, ac-
companied by Amors and Cupids, strives
with caresses and embraces to hold him.
From the other side, Mars is dragged for-
ward by the Fury Alekto, with a torch in
her hand. Near by are monsters personi-
fying Pestilence and Famine, those insep-
arable partners of War.”

Mars, also referred to as War, is a man with a
bloodied blade who tramples on letters. He is
being called to make war just as his mistress,
Venus, tries to pull him in the other direction.
While he is clad in armor and steps with confi-
dence, she is nude, save for the cloth that con-
veniently drapes over her waist and leg. She does
not pull Mars back with strength, but as Rubens
said, she “strives with caresses and embraces to
hold him.” A case could be made that these are
simply characteristics of Mars and Venus, though
we could also point to this as a demonstration of
how men and women were depicted differently in
Northern European art.

Rather than stress that, though, it may be better
to look at some other figures in this piece. While
an argument could certainly be made, Mars’s
and Venus’ natures as mythological figures give
pause to assertions such as these.

“On the ground, turning her back, lies a
woman with a broken lute, representing
Harmony, which is incompatible with the

discord of War. There is also a mother
with her child in her arms, indicating
that fecundity, procreation, and chari-
ty are thwarted by War, which corrupts
and destroys everything. In addition, one
sees an architect thrown on his back, with
his instruments in his hand, to show that
which in time of peace is constructed for
the use and ornamentation of the City, is
hurled to the ground by the force of arms
and falls to ruin.”

Harmony—the representation of her as a top-
less woman with a broken lute—is an interest-
ing image. Rubens described her as “incom-
patible with the discord of War,” which we can
certainly see by the way he is about to trample
over her, Harmony being defenseless to stop this.
Similarly, we see Mars bearing over the mother
and child. Interestingly, in this part of the work,
Rubens says “that [she indicates] fecundity,
procreation, and charity are thwarted by War.”
Thus, we are confronted with an image of women
representing harmony, procreation, and charity
(if we consider Venus, we may be able to include
love or seduction into the mix). In contrast, the
sole man among those in Mars’ path, the archi-
tect, is described as “thrown on his back, with
his instruments in his hand, [and] ... is hurled to
the ground by the force of arms and falls to ruin.”
It is unfortunate we have no other examples of
mortal men in this image, but we could decipher
this as men being associated with work, labor,
art, and similarly, harmony (since his tools were
intended for peacetime).

Consequences of War is most certainly an an-
ti-war painting, though it is not terribly diffi-
cult to see how he assigned men and women to
the scene. Women represent gentleness, love,
and procreation. Men represent action, be they
the architect (who is the only figure defined by
his work), or the more celestial figures of Mars,
Pestilence, or Famine (who are causing the action
in the scene).




AFRICAN MASQUERADES

Art in Africa has historically been quite gen-
dered. Men were the primary architects, carv-
ers, smiths, and alloy-casters. Women were the
primary painters (wall and body), decorators,
potters, and often clay sculptors. The two over-
lap in textiles, beads, and weaving. Although the
gendered divisions are generally less prominent
today in the early 21st century, the aforemen-
tioned specialties remain mostly true. This is not
to say that the men and women do not cooperate;
it is quite the opposite. If something, such as a
mask, must be carved then painted, the men will
carve it and collaborate with the women who will
later paint the object. It has been this way for a
long time, and though it is less severe today, el-
ements of the old ways remain deeply rooted in
the many African peoples.® Interestingly, Mende
women are the only group who don masks of
their own. Traditionally, men are the only ones
who actually perform with them in masquerades.
We see this gendered division in cultures such as
the Kuba peoples of the Democratic Republic of
Congo, the Samburu of eastern Africa, and many
others.

At the court of Kuba are three masks—
Muwashamboy, Bwoom, and Ngady Amwaash—
which each represent royal ancestors. They are
made with wood, fabrics, beads, shells, and feath-
ers set into colorful geometric patterns. At festi-
vals, masqueraders will reenact creation legends
involving the three. While the Ngady Amwaash
mask is meant to honor and represent women,
like most African cultures, only men will don the
masks.*°

The Samburu are interesting due to the way they
decorate their hair or bodies. Men, especially
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warriors who are unwed, will spend hours put-
ting their hair in elaborate styles, paint their
bodies with red ochre, and wear all manner of
beaded jewelry made for them by women. Women
will decorate themselves as well, adorning stacks
of beaded collars and shaving their heads to
don headbands instead. Much of this is done to
convey information through their code of acces-
sories: by looking at the way a person is dressed,
you could ascertain information about their age,
marital or initiation status, parentage, and more.
The Samburu will wear masks and perform in
them as well, but this more casual form of art in
clothing—and communication of status through
it—is just as important.

& (4) MINNEAPOLIS INSTITUTE OF ART

? Kleiner, Fred S. Gardner's Art through the Ages: a Global History. 14th ed., book F, Wadsworth/Cengage Learning, 2013, p 1070.
10 Kleiner, Fred S. Gardner’s Art through the Ages: a Global History. 14th ed., book F, Wadsworth/Cengage Learning, 2013, p 1076.
" Kleiner, Fred S. Gardner's Art through the Ages: a Global History. 14th ed., book F, Wadsworth/Cengage Learning, 2013, p 1076-7.
Fig. 4 Art Citation: “Sende Mask.” c. 1950 CE. artsmia.org. Minneapolis Institute of Art. Web. Accessed 16 August 2019.
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Sierra Leone, Liberia, and Guinea are all home
to the aforementioned Mende, who are of par-
ticular note due to the way that women perform
masquerades. Put in terms that are too simpli-
fied to do the Mende justice: there are two socie-
ties, the men’s (poro) and women’s (sande). Both
aim to initiate boys and girls into manhood or
womanhood, and both are “secret” in the sense
that members of each gain knowledge they are
only permitted to share with others among their
society. Each society also partakes in donning
ceremonial masks like this Sande Mask (c.1950
CE) (Fig. 4). They are chiefly made of wood, and
carved by the men regardless of what society the
mask is intended for. However, when a man is
commissioned for a mask, they will often work
collaboratively with the person who it is for—
male or female.”* The particular mask shown
here embodies Mende ideals of female attractive-
ness, as indicated by the high forehead, down-
cast eyes, and hairstyle.’* Men’s masks likewise
accent favorable masculine traits.

ART IN WORLDBUILDING

An explorer—we know this is his job since he’s
got that classic explorer’s mustache—happens
upon some ruins. Perhaps it’s decorated with old,
decaying murals. As he rounds a corner, a face is
staring at him and he leaps backward, only to dis-
cover a moment later that these are masks gazing
blankly past him. He ventures forth, shaken but
intrigued to see what lay deeper in these ruins.

But what if he didn’t? What might our explorer
learn by taking a moment to look at the mural
or pick up the masks? Should he truly examine
these works of art, what would he learn about the
place he’s wandering through? Would he find in-
consistencies in how people are represented, or
perhaps learn about a few significant rulers who

once lived there? At no part of this haphazard
attempt to define cultural gender roles through
art did we only discuss gender roles. The concept
of masculinity, femininity, and any other gen-
dered concepts are tied to the greater culture of
a people—this is why art is so important. Art tells
us about people’s lives, as the Minoan murals do.
Art tells stories, much like the Mayan carvings
depict a story of Lady Xoc performing a ritual.
Art conveys layers of meaning, just as Rubens
did with his religious scenes. Art has purpose,
as it helps continue tradition and guide the youth
in African masquerade culture. So the next time
you're worldbuilding, stop to look at the paint-
ings. Take a few minutes to consider how the cul-
ture who made them might have done it. Consider
what the intent was. In the end, you’ll have richer
cultures for doing so.

@ BACK TO INDEX

CHANH QUACH ¢

12 Kleiner, Fred S. Gardner’s Art through the Ages: a Global History. 14th ed., book F, Wadsworth/Cengage Learning, 2013, p 1075.
13 “Sande Mask, Mende.” Minneapolis Institute of Art, https://collections.artsmia.org/art/1937/sande-mask-mende. Accessed 6

December 2019.
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ASK US ANYTHING

by Robert Meegan
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his Ask Us Anything is presented by a senior member of the Amalgamated Order of
Interdimensional Persons, Percival Aluminius lllumnius, Adjunct Professor of Gateways, 3423

WestNorth Street, Dunny-on-the-Spire.

What are the most important things to think about
when starting to create a new world?
—Angela

The single most critical thing is to start with the
end in mind. Of course, this presupposes that
you, like me, have the ability to traverse space
and time, so that you can clearly identify what
the end will actually be. If you are limited to a
more linear timestream, it’s still the most impor-
tant thing, but you’ll need to be prepared to ad-
just as the end goal wanders around.

Even if you only have a rough approximation
of where the end might be, you can use this to
keep the project under control. If your intention
is to create a platform for a sweeping epic with
grand story arcs, don’t waste time creating fid-
dly little details. Most of them aren’t going to
get used, and any that might be needed can be
created when the time comes. What’s important
is making certain that the big pieces fit together
with consistency. Breadth is needed, not depth.
On the other hand, if you intend to create small,
intimate stories, don’t spend effort in developing
parts of the world that will never be seen. If you
need a dark stranger from a place far away, just
toss them into the story and get on with it. A bit
of dialogue to provide some backstory will suf-
fice. What’s important in these circumstances is
to have the depth to make this part of the world
feel utterly real. Everything else fades into the
distant mist.
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Your goals for the world also drive your choice of
genre. This might seem self-evident, but there are
a lot of worldbuilders who get this wrong and end
up getting frustrated. If you want to write epic
clashes of empires, urban horror is probably not a
good choice. Similarly, if angst-ridden characters
watching their humanity slipping away are going
to feature strongly, space opera might prove over-
ly expansive. Even a more subtle distinction, such
as between high- and low-magic systems, can
make a world of difference. Unless your prima-
ry characters are going to be magic users them-
selves, making magic rare and obscure can help
keep you out of plot holes like the eternal ques-
tion of why Gandalf just didn’t load Frodo onto
an eagle and deliver the Ring to Orodruin via air-
borne express.

\a AHMED ELGHARABAWY



When you're creating a culture, how do you make it
as realistic as possible? —ThatOnePerson

Considering the range of variety of human cul-
tures—not to mention other species on Earth,
those on other planets, or celestial, demonic, and
otherwise extra-dimensional beings—I am forced
to ask, “what is realistic?” A culture is a group
defined by its (a) customs, (b) shared knowledge,
and (c) outlook. This means that an online com-
munity focused upon a series of movies is every
bit as much of a culture as a nomadic race with a
thousand-year tradition.

If your intention is to create a believable culture,
consider which of the three elements listed above
is the most important for that group. If it’s a mo-
nastic order in a post-apocalyptic wasteland (see
A Canticle for Leibowitz by Walter Miller), the
customs and traditions will carry most of the
load. For a society mining asteroids, the shared
knowledge of how to stay alive in an unforgiving
environment will largely determine everything
else. Outlook is probably the least commonly
used as the defining characteristic of a group, but
when it is, it can be very powerful. Religious ex-
tremists from the Crusades through the present
are examples of cultures defined through their
perspective of righteousness.

With respect to how much detail is required,
that depends upon how large a role culture will
play in the stories that you intend to tell. In some
cases, culture is the story (The Word for World
is Forest by Andre Norton). In other cases, (The
Hitchhiker’s Guide to the Galaxy by Douglas
Adams, for example) it’s completely tangential.
Perhaps the definitive answer was given by the
late American president Abraham Lincoln when
he was asked how long a man’s legs should be:
“Long enough to reach the ground.”

Can you suggest some world concepts that haven't
been overdone? —Ademal

As a frequent traveler through interdimensional
gateways, I've seen more worlds than I can count.

In my experience, there seem to be a shortage
of worlds that are built around Bronze Age and
early Iron Age cultures. These more primitive
civilizations have to deal with very different
problems and offer significantly different story
options. The supernatural will be more closely
interwoven into daily life when success in hunt-
ing means life or death for your family. Looking
at examples of human civilizations from that era
shows that alternatives from small tribes to vast
empires are possible. Travel and trade were more
common than most people realize, making epic
journeys an option as well.

Probably the single most important factor when
building a world is finding a twist that makes it
your own, rather than a cookie-cutter cliché. The
problem is that it’s easy to make a “green-orc”
twist, in which everything is more or less the
same except the orcs are green, or the dwarves
are beardless, or the aliens are humans with
lumpy foreheads. This type of change is obvious
to the audience, and rather than your world ap-
pearing new and imaginative, it looks like you
took a quick and dirty solution. A successful
twist has to be something that fundamentally
alters the world in a way that inspires curiosity,
rather than scorn.

Mixed genres also offer potential for worldbuild-
ing through a twist. While steampunk and west-
ern horror may seem somewhat mainstream
now, both were wildly innovative when they ap-
peared. Adding magic to a noir detective world
would be a good example of something that’s still
largely untapped. In fairness, I should note that
there are combinations that simply don’t work.
That world I stumbled on where gothic horror
was mixed with J-pop still gives me nightmares
of bubbly vampires in pink dresses.

I'm developing an alternate history world where the
Chinese settle western North America at about the
same time that the Europeans are arriving on the
Atlantic side. It’s now 2020 and instead of Canada,
the United States, and Mexico, there are eastern




and western countries. How would things be differ-
ent? —Anonymous

This is the butterfly problem with alternative his-
tories. It’s easy to imagine some event in the past
having a different outcome, but from that point
on, things will begin to diverge rapidly. With a
change as significant as what youre describing,
the present world would look nothing like the
reality that you currently occupy. For example,
in order for the Chinese of the Ming Dynasty to
have reached North America in any number, the
“Sea Ban” of the Yongle Emperor, which put an
end to nautical exploration, could not have oc-
curred. Without this ban, it’s all but certain that
Chinese ships would have dominated trade in the
Indian Ocean and Indonesia, keeping the British,
Spanish, and Dutch out of those rich regions.

Without access to that wealth, the Age of Discovery
would have looked very different, likely leaving
Britain and the Netherlands relatively poor-
er compared to their European counterparts.
With Chinese pressure from the Pacific, it is like-
ly that the Spanish would have fought harder for
Florida. This could easily have brought Britain
into the Thirty-Years War, which might have led
to the complete partitioning of the Iberian pen-
insula and, more importantly, the valuable South
American colonies. How the flow of events in
Europe would have been affected by these chang-
es in fortune makes for interesting speculation.
In any event, it’s reasonable to assume that they
would have diverged considerably over the next
350 years.

Obviously, China’s history would also have trav-
eled a different path as well. It’s not that difficult
to imagine that with access to the gold and sil-
ver of the American west, along with the greatly
expanded trade with southeast Asia, India, and
Africa, the Ming Dynasty might have mitigated
the economic disasters that sowed the seeds of
its collapse in your Earth’s timeline. This would
have undeniably altered the dynamics of central
Asia, potentially causing extended open war with
the Manchu or else driving them into eastern
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Russia. Faced with an externally active China,
the Japanese could have possibly felt the need to
establish their own presence in North America,
founding colonies in the Pacific Northwest.

Having explored a few of these timelines in my
travels, I can tell you that all of them were fas-
cinating, but relating them to your own reality
(which is, of course, just an alternative history of
theirs) is folly.

How do you know when it's a good point to stop
worldbuilding and to actually create and tell the
stories within the world you were building—especial-
ly when you might have worldbuilder’s disease and
always feel that it's not quite enough yet? —Inky

Sadly, all evidence indicates that worldbuilder’s
disease is virtually incurable. Fortunately, one
treatment exists that can allow sufferers to re-
tain their status as functional members of polite
society, at least temporarily. The most successful
approach to dealing with the problem is world-
building through storytelling. Instead of work-
ing on background material, start telling a story
through whichever medium you prefer.

As you write, draw, or play, allow the world to
develop organically, creating details as you need
them rather than “just-in-case.” This method can
be very satisfying on many levels, as it exposes
your work to an audience and provides narra-
tive hooks for additional exploration. Just don’t
be surprised if you discover totally new parts of
your world that are far more interesting than
what you had been working on. As long as you
continue to focus on those areas that contribute
to a shared enjoyment with your audience, con-
sider the condition under control.

@ BACK TO INDEX



STAFF PICKS

Title Name: Children
of Blood and Bone
Author: Tomi Adeyemi
Published: Henry Holt
(2018)

Picked by: Zaivy
Luke-Aleman

Tomi Adeyemi mixes
art and religion to
weave in important
aspects of her
storytelling. From
mosaics to statues,
her worldbuilding brings a sense of

wonder and beauty to the land of Orisha.

In a story of oppression, revolution, and
family ties, she carefully illustrates the
complexities of her characters and societies.

Title Name: Vermeer’s Hat: The Seventeenth
Century and the Dawn of the Global World
Author: Timothy Brook

Published: Bloomsbury Publishing (2008)
Picked by: ACGrad

Vermeer’s Hat explores the history of world
trade through objects and locations depicted by
the 17th century painter. Piece by piece, Brook
covers how different goods were traded and used
during this time and how cultures became more
intertwined by trade.

Title Name: The Bear
and The Nightingale
Author: Katherine Arden
Published: Del Rey S B ear

(2017)

and t} ;
Picked by: Wynter e

Nightingale
The Bear and the ; g e
Nightingale is a
wonderful counter-
example of the
character trope of a
woman who doesn’t feel
like she fits in. Arden’s book showcases how
a young woman with magical powers c. 15th-
century Russia might be viewed by not only
her family but her village as well, and how
being different could strain those ties.

“ERMEER’S HAT

5y THE SEVENTEENTH CENTURY

“ Dawx ofF THE GrLosar WorLp

TimoTHYy BRrROOK




MEET THE STAFF
INKY

Curated by ACGrad
Art by Inky

Please introduce yourself! What is your role for the
magazine? What do you hope to do going forward?

Hello, I'm Inky, and I'm a communication design
student and freelance illustrator from Germany!
I'm also part of the Art and Layout teams here at
Worldbuilding Magazine and occasionally might
pop up in the Worldcasting podcast, too.

I should be done with my Bachelor thesis by this
time next year, and plan to pursue a Master’s
degree in Illustration afterwards. Editorial
design and illustration, together with character
design, are things I truly enjoy working on, so I
hope to steer my career that way in the future.
Also, I wouldn’t mind moving back to Seoul for a
few years and finally getting to work on my long-
term comic project.
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Tell us about your world! Will your comic be the
medium for your worldbuilding?

Yes, it actually is! Its a very low-fantasy,
secondary world, and I quite enjoy that it doesn’t
have any type of magic, fantasy races, or original
creatures in it. Not even divine intervention! This
might sound a bit boring to some, but it gives me
many liberties as well.

In the very beginning of the story’s creation,
I thought I had to include some sort of magic,
but soon I realised it didn’t suit the story at all,
so I scrapped that idea completely. I wanted to
focus on politics and domestic life since a lot of
the plot takes place at court with a government
conspiracy and foreign diplomats. This means
a lot of work for a visual medium to make
cultures organically distinct and lived-in by
their looks while still being original, especially
if you're working on a trading nation with a lot
of intercultural traffic. You need to worry about
a lot of details that are shown on a comic page,
whereas a writer can just gloss over it if it’s not
as important. It allows you to add worldbuilding
without it distracting from what is actually
happening, though. Illustration gives more value
to a second or third read once you notice all the
tiny details. I also just really enjoy the sense
of interconnectivity of culture. Literature, art,
music, history, and politics influence each other
immensely, so it’s not obscure to bring that to the
table if your characters are quite knowledgeable
in most of these disciplines.
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As part of our Layout team, you were involved in
creating the magazine’s new design for 2020. Can
you tell us a little more about that process?

I think we, at first, only expected to make a few
touch-ups and kind of minor beauty changes
like a better body font for digital devices, but
otherwise didn't plan to implement drastic
changes. Unfortunately, they have me on the
layout team, and there were structural issues
that an ordinary reader probably won’t notice
but gave the layout artists very limited options
to work with, and I was quite vocal about that.
It was a heated debate within this process
actually, but eventually, we got to implement the
new 6-column grid. It probably is the biggest
layout revolution within this magazine, and I'm
happy I could push this through.

Some of the current changes were mostly to
adjust to the new grid and make everything look
neat, but we also added some new features that
are now possible with six columns instead of just
two. Side-notes, for example, can be easily added,
which hopefully makes reading more fluent and
convenient. We also can give each article a more
individualistic look without compromising the
overall layout.

Although we knew that this issue we would be
working with more artists on our team than ever
before, we still wanted a layout that could work
and look interesting without any images.

We added text layers that are now also more
distinguishable from each other and, in some
cases, even give a pop of colour to break off walls
of text. If we just look at the old interview layouts
compared to the one you’re actually looking at
now, I think that is a major improvement in
terms of clarity and readability, too.

It is also fun to look at the no-brainers we had—
when Adam suggested the new article headers,
the entire team was instantly smitten. It is a
really good way to deal with negative space
and clearly signals the start of a new article
while giving the reader a little time to breathe.

We made minor adjustments to it, but really, that
wasn’t much. We eventually added a second type
of headline that we took from the new Table of
Contents (ToC) for recurring features like the
“Staff Picks” or “Ask us Anything” to not use too
much space for those and give the actual articles
more weight.

The rest was mostly born from the desire to tidy
things up and give structure to the overall layout.
The new ToC is part of that since the old version
was very busy and confusing at times. I think we
found quite a good balance now where we can
highlight the title articles without taking away
attention from others, and still implement art.

However, we didn’t change everything. I'm glad
we could keep the tradition of a new colour
each issue, even though there were talks about
moving to just one major colour for each volume
and only having small accents change. I think
that was mostly considered since we didn’t really
have a master that the layout artists could work
with, which in turn makes the whole process
unnecessarily difficult. Now we have a less time-
consuming and generally more efficient way to
deal with the layout, and I think it shows.

Check out Inky’s work on her Twitter!



https://twitter.com/inky_thoughts
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