! 1 TO B
I ACHIEVE THAT FIRST GOAL, -- AND TO ACHIEVE THE SECOND GOAL,
!I YOU'LL NEED TO LEARN THE YOU'LL NEED TO LEARN WHICH ELEMENTS OF A
i PRINCIPLES OF COMMUNICATING WORK CAN PERSUADE YOUR AUDIENCE TO
WITH CLARITY — STAY WITH YOU.
Chapter One
. L . .
Writing with Pictures !
0 7

Clarity, Persuasion and Intensity

] L
|
k S RPN I MG NI L R s i s -- SO LET'S START 8Y
. AY VA V4 ~ IF THE IN COMICS, THAT STORY WILL NEED TO TAKE EXAMINING HOW THAT
[ FOR ' Z S THE FORM OF IMAGES IN SEQUENCE, CONVERSION IS DONE
{ AS LONG AS o B i HAVE IN MIND IS PERHAPS WITH WORDS — WHEN CLARITY AND
PEOPLE HAVE BEEN oy D = r{j COMPELLING: COMMUNICATION
' T S TELLING STORIES TO 8,055 il . i, I\ AND OF ITSELF ARE THE PRIMARY
i : ONE ANOTHER, D & \ I \ y c v GOALS.
i Z4/ BN L I THEN TELLING IT
: — STORYTELLERS LIKE YOU ] o STRAIGHT WiITH A
i AND ME HAVE WANTED ] MAXIMUM OF
; TWO THING'S FROM CLARITY MAY BE THE
; 3 OUR AUDIENCES. y ONLY PERSUASION
! R / | YOUR AUDIENCE /=
: d 5 I l = 5 WILL NEED. /=]
[ =
% , =SJIR =
) | N Q ]
N RIS |
r e R J i DARK AND STORAY. i
D 03| It was a dark sy [
anin AUGUT A

| and stormy
|| night...

~= AND WE WANT THEM TO
CARE ENOUGH TO STICK AROUND
*TIL WE'RE DONE.

WE WANT THEM TO i
UNDERSTAND WHAT WE HAVE i
TO TELL THEM - ‘“-.‘I

- AND THESE
CHOICES BREAK
DOWN INTO FIVE
BASIC TYPES.

COMICS REQUIRES
US TO MAKE A CONSTANT STREAM OF
CHOICES REGARDING IMAGERY, PACING,
DIALOGUE, COMPOSITION, GESTURE AND

A TON OF OTHER OPTIONS —

\ Y, J v

— > cHpU TS
A /[ “ " N
/ \T- \\)\\ AMNE N ~ ﬁ% pe .

\ = N 4 \ g (/ = K%\

- i — .
o N M Py T g T T =




=

"CHOICE OF MOMENT

CHOICE OF FRAME

CHOOSING

STARTING AT THE
TOP. LET'S TAKE A LOOK AT
EACH ONE AND HOW THEY FIT
TOGETHER

®

THE RIGHT DISTANCE AND ANGLE
DECIDMNGS TO VIEW THOSE MOMENTS —
; WHICH
. To INCLUDE -
NG IN A COMICS
i |I| STORY AND
o WHICH TO
LEAVE w
™\ OuT. I ..
,‘l @ .44‘--.5
’ / .- i il i
I i i | _Jr' _
R 2

- CHOICE OF IMAGE

RENDERING THE
CHARACTERS, O8JECTS AND
ENVIRONMENTS IN THOSE
FRAMES CLEARLY.

CHOICE OF FLOW

GUIDING READERS
THROUGH anND
BETWEEN PANELS ON A

CHOICE OF WORD

THE FIVE ARENAS WHERE YOUR
CHOICES CAN MAKE THE DIFFERENCE BETWEEN: ||
CLEAR, CONVINCING STORYTELLING
AND A CONFUSING MESS. -

PAGE OR SCREEN.

AY

N
{3} cHoice oF momeNT
8] cHoice oF FRAME
&) cHOICE OF IMAGE

CHOICE OF WORD

@ CHOICE OF FLOW,

!:!m‘f-_ CHOICE

~ N .
-~ L I
mE. ]

CHOICE

OF

OF WORD

OF Fl Nl

IMAGE

- THESE EARLY CHOICES ARE
COMICS™ ROUGH PLANNING STAGE
WHERE A STORY'S EVENTS ARE FIRST
DOWNRN INTO READABLE

BROKEN

CHUNKS,

0%
) '
S \ <
$°°":'\"“\2:*"é- =1p) {
d_\v\"@o\v\('oq:(“\«\ ~\ g
‘Coh“\(ﬁ%‘g;x:’«g» AN
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A4
~ |
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&
o
A N |
N 5580 L
THESE ARE

THEN; LET'S say
THE MAN FINDS A
KEY on THE GROUND,
| PiCks T UP, TAKES IT
WITH HiM AND CoMES
To A DOOR.

[l

- THE DOOR AND THEN

i —

L5

\ SUPPOSE, FOR
EXAMPLE, THAT You
WANTED TO SHOW A MAN
WALKING...

Wit
i

7“

J *~ ;
- : W
/.
m
e I\ AT
UNLOCKS \

‘A IDUNNO..A
“HUNGRY LION -
JUMPS 0UT!

AN
W3

NOTHING FANCY, JUST
A SKETCH.

e 117 7
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HERE’S HOW A" v,

SEQUENCE LIKE THAT -~ /)
MIGHT TAKE SHAPE IN

COMICSForRM. A7,

EI:I .“:‘ - . ;

Ly

LNAR

==
]




EACH PANEL FURTHERS THE “PLOT.”

{
— N\ |J* _
3
K! -
ct' NI A
7, =
o Y 2 i DA
o % 3
[\ lf— susa )
\ \\\ EVEN WITH ROUGH il OUR
SKETCHES LIKE THESE, A CASUAL ! CHOICE OF
READER SHOULD NOW BE ABLE TO 1. MOMENT -- THE
/A “READ” THE ACTION CLEARLY. AL, SELECTION PROCESS
; = THAT LED TO THESE EIGHT

PANELS -~ PLAYS AN

Z

IMPORTANT ROLE N

INSURING THAT
CLARITY. —9
) DE=D
[z Vi)
/ 'GANEN
N
\ N
Nl - b - N
% -
N \
THE MOMENTS
* CHOSEN IN THE ABOVE ANY NUMBER OF MOMENTS COULD HAVE BEEN USED TO
SEGUENCE REPRESENT REPRESENT “A MAN S WALKING,™ BUT ALL WE REALLY NEEDED
THE MOST DIRECT, IN THIS CASE WAS ONE, 50 THAT’S WHAT WAS CHOSEN.
EFFICIENT ROUTE TO N
COMMUNICATING OUR T - .
SIMPLE PLOT. i

Z ‘_O»

117 4 \ P
/1 éé ' )

I 71 2

ﬁ “A man is
—N— walking.”
> 3\
. “He finds a key
=2 on the ground.”
P
NN
- “He takes it
@ ] with him, then
\ he comes to a
Ees locked door."
: AN “He unlocks
cuet I’ the door.”
“Thena
hungry lion
jumps out.”

AND IN

THE JOB DONE.

THIS CASE, EIGHT PANELS
IS WHAT WE NEEDED TO GET

i

REMOVE
ONE AND THE

MEANING i5
ALTERED.

— BECOMES A KEY RETRIEVED.
& /%%_

i

4




WHEN ~—~
CLARITY IS
YOUR SOLE
PURPOSE -

-~ YOUR STORY'S MOMENTS SHOULD
BE LIKE A DOT-TO-DOT PUZZLE.
REMOVE ONE DOT AND You CHANGE
THE SHAPE OF THE STORY.

ON

THAT'S NOT THE CASE,
MAYBE THAT PARTICULAR
“DOT™ WASN'T NEEDED IN
THE FIRST PLACE.

“HE FINDS A KEY ON THE GROUND™
BREAKS DOWN INTO THREE SUCH ACTIONS:
SEEING, REACHING DOWN anND
EXAMINING (LE., GIVING READERS A CLEAR
VIEW OF THE KEY ITSELF).

SHOWS A COMPLETE

ACTION, BECAUSE WE'RE
ADAPTING A PLOT THAT'S
ANCHORED ENTIRELY
IN ACTIONS.

IF THE PLOT CALLED FOR THE MAN TO “SLOWLY”
REACH DOWN, A CERTAIN NUMBER OF EXTRA “DOT5|
MIGHT HAVE BEEN NECESSARY TO SHOW THE FINDING

OF THE KEY — ff

— BUT BECAUSE WE'RE ILLUSTRATING THE FACT O

PANEL PER ACTION SEEMS TO BE ENOUGH.

THESE ACTIONS, RATHER THAN THEIR GUALITY: 2%

k|
’ CONSIDER ‘
" WHAT YOU WANT

FROM EACH PART
' ' OF YOUR STORY: DO
yOU WANT TO JUMP
AHEAD TO A KEY
EVENT? DO You
WANT TO PUT ON THE
" BRAKES AND FOCUS

MOMENTS? Do You
' WANT TO DRAW
ATTENTION TO

CONVERSATIONS

AND FACES?

DEPENDING ON
YOUR ANSWERS,
YOU'LL FIND THAT
CERTAIN TYPES OF
i TRANSITIONS
| BETWEEN PANELS
l  may GET. THE JoB
DONE BETTER
THAN OTHERS.
“Mlllﬂm

| PANEL TO PANEL

. TRANSITIONS
| COME IN SIX
VARIETIES*,
INCLUDING:

SMALLER

unlllm

THESE

Ay

rAh\ ‘V

M

b‘

4___——-
Q!!,lll'
S T ™

'J.
[

I. MOMENT TO MOMENT

A SINGLE ACTION PORTRAYED IN A SERIES
OF MOMENTS.

2. ACTION TO ACTION

A SINGLE SUBJECT (PERSON, OBJECT, ETC..)
IN A SERIES OF ACTIONS.

.\@n 3. SUBJECT TO SUBJECT.

A SERIES OF CHANGING SUBJECTS WITHIN A
SINGLE SCENE.

4. SCENE TO SCENE

TRANSITIONS ACROSS SIGNIFICANT
DISTANCES OF TIME AND/OR SPACE.

5. ASPECT TO ASPECT

TRANSITIONS FROM ONE ASPECT OF A PLACE,
IDEA OR MOOD TO ANOTHER.

6. NON SEQUITUR

A SERIES OF SEEMINGLY NONSENSICAL,
UNRELATED IMAGES AND/OR WORDS.

t"“‘ﬂs PAGES 70-9 FoI
ABOUT THE su¢ TRANsmou:_ 15



SOMETIMES
IT MAY SUIT YOUR NARRATIVE TO
HAVE TIME STAND STILL AND LET
THE EYE WANDER.

o G SCENE TQO SCENE JumPs
MOMENT TO MOMENT CAN HELP COMPRESS A STORY DOWN

| USE;JR::Z;TIS?.';&I:IZRT?E‘A :;':ENA;E)WN o TO A MANAGEABLE LENGTH, WHILE STILL

1 s s - £ ALLOWING FOR A RANGE OF TIME-SPANS AND

! 'NEREQSG':? ::gf:;ﬁ:lm'rmfl:e‘“ A N & i T ) A BREADTH OF LOCATIONS, LOOK HARD AT

| o e oy TN A < YOUR STORIES AND YOU MAY FIND YOU

| i) Y \ CAN CUT A LOT OUT. ASPECT TO ASPECT

. TRANSITIONS DO JUST THAT, AND
| - THEY’VE BEEN USED SUCCESSFULLY IN
' Z 5 JAPAN -- AND RECENTLY, IN NORTH
| e — ————==== — et K ;';_\_ ) o AMERICA — TO CREATE A STRONG
! o Py .
1l = g o G © 0 iy B SENSE OF PLACE AND MOOD.

. = v o3 S o5

| <= )&h I'M GONNA SIT RIGHT HERE 'TiL SOMETHING
‘ : A\ 2 GOOD COMES ON ! /o ORSELE.

¥ : \ ) ' LE} 4 X

i ,f, 0 T

], || .'I<

[ b L83

| UBJECT

I I ACTION TO ACTION TOS SUBJECT

! TYPES ARE KNOWN FOR THEIR e Tionis ARE — wHILE

EFFICIENCY. THE CARTOONIST ONLY EQUALLY EFFICIENT AT CHANGING ANGL
ot PICKS ONE MOMENT PER ACTION, 50 EACH MOVING THE STORY TO DIRECT READE
1 H PANEL HELPS FURTHER THE PLOT AND prsilinddd TEATION Al
- KEEP THE PACE BRISK. NEEDEDS

| 5 . AND THE
I - AND FINALLY THE NON SEQUITUR. R
WHICH, THOUGH IT MAY NOT DO ANYTHING 45 E 1
TO ADVANCE A STORY —

- HAS
PLAYED A ROLE
IN EXPERIMENTAL
COMICS, PROVIDING
THE OCCASIONAL
NONSENSE GAG IN
OTHERWISE
3 RATIONAL

STORIES.

CHICKEN PEPSI?

5
(5

CHICKEN PEPSI...

v * ALTHOUGH THEY PRIMARILY RELATE TO CHOICE OF MOMENT, |6 . e N ]7
1 TRANSITIONS THREE AND FIVE ALSO TOUCH ON THE UPCOMING i ’
TOPKC CHOICE OF FRAME. Leney
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IF YOU HAVE A STORY THAT’S VERY PLOT-DRIVEN,

YOU MaY FIND THAT A LOT oF ACTION TO ACTION
TRANSITIONS WITH A FEW SUBJECT TO SUBJECTS
AND SCENE TO SCENES ARE ALL YOU NEED.

THESE TEND
TO CLARIFY THE FACTS OF A
SCENE: WHO DOES WHAT, WHERE
IT'S DONE, HOW IT"S DONE
AND SO FORTH.

CHOICE OF FRAME
IS THE STAGE WHERE YOU DECIDE
How CLOSELY TO FRAME AN
ACTION TO SHOW ALL THE
PERTINENT DETAILS —

/XS]

A

STV

4 —'—-'—C—Il ey —— 1
W ) | ST /
(] 5 [}
7] )
< o //“.j )
>\ ax —
q L=
| G =)= ~— OR HOW FAR TO
~7 ~7 ~7 ~7 ~lgl5 PULL BACK To LET
2. ACTION 3. SUBJECT 2. ACTION 4.SCENE . \ \ THE READER KNOW
WHERE AN ACTION IS
. TAKING PLACE — 4 /// -
AR ISR A KA i A 5
N R T O R A A R O .','_;__ - e ——
= NN AN
TRANSITIONS ONE AND FIVE, ON IWHATEVER YOUR = ~—X U Z Z 7" — AND MAYBE
THE OTHER HAND, HELP CLARIFY THE CHOICE OF MOMENT, THOUGH, CLARITY GIVE A SENSE OF
NATURE OF AN ACTION, IDEA OR MOOD, AND MEANS LETTING THESE TECHNIGUES OPERATE 2 : : BEING. THERE
WORK WELL IN MORE NUANCED OR QUIETLY IN THE BACKGROUND AND LETTING 3 Ay D =l e pneeene A
EMOTIONALLY-DRIVEN STORES. THE CONTENT OF THE WORK SPEAK =3 s : )
FOR ITSELF. = 0 h 5 2
[ B
3 . =
i
é}\ H g ]
’
SEEray & < et
; , f
\ % %@ < Q QCI
[ Q']:lu
\ 5l Rk =
Y 5. ASPECT TO ASPECT ! / DU
| 2 / S Ty NS
symil % 7 \
N\
ONCE YOU'VE PICKED L O / ~
OF COURSE, THE RIGHT MOMENTS AND THAT’S WHEN PICKING THE STAGE N) 2 -~ AND -
CHOOSING THE FOR THE JO8, YOU'LL THE RIGHT VIEW OF THAT WHERE You y 109 THEIR SENSE OF POSITION
RIGHT MOMENT NEED TO SHOW YOUR MOMENT CAN BE CRUCIAL. | DECIDE How /, A |17, WITHIN THAT WoRLD.
IS ONLY THE READERS WHERE THAT " composiTio WUk
BEGINNING. MOMENT'S FOCUS | = o mionaL X Y /4 Wn -
LIES. \ Vi |||||l| ’Il - /ICTORS LIKE 14/4 A
: In'-.'-'.'|'.'-'.“.l.'.'". ) cROPPlNG’) 4l
. St #|  BALANCE anp
" 7§\ &;T AFFECT
i e READERS® % —
@ QN masmns ol \\\\ /’ A
i\ i
@\ -9 \ J




T
WHY DO T HAVE ®

THE CHOICE OF MOMENT FOR OUR TWO OUT OF THE EIGHT PANELS FEATURED THAT SAID, SOME SCENES oo Lk BECAUSE 4 TIRED

h B8Y Tie
ORIGINAL EXAMPLE WAS PRETTY SIMPLE CLOSE-UPS TO SHOW A FEW IMPORTANT ¢ REQUIRE FREQUENT CHANGES OF g > S FUNNY! Lo
(JUST STRAIGHT ACTION TO ACTION) = DETAILS —  cRAME, SUCH AS THE FLIP-FLOPPING ANGLES 7 CHARACTER.,

{loF SUBJECT TO SUBJECT TRANSITIONS USED
70 CAPTURE THE RHYTHM OF TWO PEOPLE
) IN CONVERSATION.

= AND THE CHOICE

OF FRAME FOR THOSE ﬁ :
PANELS WAS TOO. L

-

= | —
1 \ | I
ﬂ : . I 2 '. = = )
—— -iBLz— _ﬁ— ; =| 7 q ‘ \, BUT, LOOK AT YOU MEAN T HEY, AT LEAST You
\ " e M 3 ¢ Ay;‘- THEBIE’ANEU HAVE TO KEEP GET TO APPEAR
a f%\,{) “ PR iy \ U \ —1 — U'VE BEEN IN' AGAIN. THIS 15 MY
L‘p-l M Rl \ N\ - ™ DOING THIS?! LAST PANEL EVER!
] 7 TN\
\ ! y f )\ ~ -1 [on, >
S 1 ] . p DORIS....
J ~ BUT OTHERWISE, THE ACTION WAS SHOWN | L /LAl ( A
[ L e FROM A FIXED MIDDLE DISTANCE AND FIXED || - =P i CIAN
Yol [ VIEWING ANGLE. 74 [ IT'S oNLY ( “ loniFFZ
- X . 117 — PAGE 21 @> 1
§
OUR TALE COUILD -~ THE READER IS ENCOURAGED TO FOCUS ON | — AND
| wHAT DOES CHANGE, SUCH AS THE POSITION A CHARACTERS —
| HAVE BEEH SHOT FROM MAND BHGLES AND AND ATTITUDE OF THE CHARACTER, AS WELL “WORM’S |
[ DISTANCES, BUT BY OFFERING A VIEW OF THE CHARE . PO STANCE o 1 EYE™ VIEW ‘
(l ACTION THAT BARELY CHANGES — AS HIS UNCHANGING FORWARD Y\ every paneL ar g
il CAN GIVE S :
i | EYE LEVEL. WEIGHT AND -
¥ i M wv.'.uu|nmumumlum’.'ﬁ.';r' wmmumunnni fis | AT ) )
i , OBJECTS — N\

{
|

|
|
wj\%’.w.'l}l'.llllllll!lllllllllli'll!ﬂ-
|
J
i
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[T TR R RAL

~- INSTEAD OF BEING DISTRACTED BY NEEDLESSLY / _: . —wHILE
L VARYING SHOTS, IRRELEVANT TO THE NARRATIVE. LIKE CHANGE AND VARIETY, SO ‘¢ GETTING ABOVE -- AND A SENSE
IT’S TEMPTING TO VARY ANGLES A LOT. | A'SCENE CAN GIVE OF “RISING

ABOVE IT ALL™
EMOTIONALLY AS

JUST MAKE SURE THAT THE CHANGES
IN YOUR ARTWORK —

e ACCESS TO A
AWEALTH OF INFoO ABOUT
< 'ASETTING —

iWHH'JlHﬂIE"THlHHMH” ' ﬁﬂwﬁiﬂ,‘ﬂfﬂmlmﬂw

1
‘% 5

DISTRACTING

READERS FROM
MORE IMPORTANT
CHANGES TAKING .
PLACE IN YOUR

STORY.




CONCEPTS LIKE

——

“A MAN IS WALKING” DON'T REGUIRE ON THE
PULLING BACK THE FRAME MUCH, BUT IF YOU OTHER HAND,
WANT YOUR READERS TO kNow WHERE BECAUSE
THAT MAN 15 WALKING — READERS WANT
fg AND EXPECT
| | THAT SENSE OF
vl PLACE, A CLEVER
1 I STORYTELLER CAN
|l cHOOSE TO DELAY
Ll THE ESTABLISHING
| T TO INCREASE
' SUSPENSE --
' — YOU MAY WANT TO
| .| INVEST SOME SPACE IN A
WIDER VIEW. A
! T0 MIRROR THE
A # ; THOUGHTS OF A
Il | CHARACTER WHO'S
o ! TEMPORARILY
(i UNAWARE
‘ il OF HIS OR HER
J i\ SURROUNDINGS.
; NEED THAT
I INFORMATION
1] ESPECIALLY WHEN
il A MOVING FROM
El g SCENE TO
b SCENE - r
| il
{D
! - HENCE ]
1 'ﬂ' THE TRADITION
OF THE
ESTABLISHING
SHOT: A BIG
LONG-SHOT PANEL
OR TWO AT THE BETTER GET

onTe Roap. Ak N

BEGINNING OF EACH
NEW SCENE, USUALLY
FOLLOWED BY SOME
MIDDLE GROUND AND
CLOSE-UP PANELS
OF INDIVIDUAL
CHARACTERS.

" DRAWING DETAILED ESTABLISHING SHOTS CAN BE HARD WORK BUT
. THEY'RE WORTH THE EFFORT IF, BY DOING SO, YOU CAN CREATE A STRONG
' SENSE OF PLACE IN THE IMAGINATIONS OF YOUR READERS.

DonT 17| . ‘ - €5

LOOK FOR
MORE ON THIS TOPIC
IN CHAPTER
FOUR.

e _|1I

IF I HURRY, T CAN MAKE IT THERE y
g 89 SUNDOWN. { ALWAYS? i
<£< ’ 16 ), o l
AUN Y7 5 = ==
2 = %
i ' =l
. &[N} i = ) J

1 = IR i
! f $ Stizeng A
h |; ! :‘ ~ //
7 -ij - ) s /
1 Lz ! | [ 1 A |
! == /1§ = | /] |
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CHOOSING HOW TO FRAME THERE ARE —SUCH AS
MOMENTS IN COMICS IS LIKE CHOOSING CAMERA DIFFERENCES — THE ROLE THAT BUT THAT CENTER CAN ALSO POINT -~ A MYSTERIOUS ABSENCE —
ANGLES IN PHOTOGRAPHY AND FILM. SIZE, SHAPE US TOWARD LESS TANGIBLE IDEAS, SUCH AS
AND POSITION THE MOTION OF AN OBJECT —
HAVE ON COMICS
PANELS —
@ (1]
? .
il _|
<

)
'

i | S = >
I
) H l U -- BUT TO THINK OF THIS IS THE DEVICE BY WHICH YOU CAN
il THAT FRAME AS GRAB THE READER BY THE SHOULDER,
Hl THE READER’S GUIDE THEM TO THE RIGHT SPOT -~
I CAMERA IS A
Ml USEFUL METAPHOR.
il
g
i oW ?j
i = : \
\ NS,

7" - AND TELL
THEM “YOU ARE — ]
HERE..” i\
i
READERS WILL NOT - AND SOME e or . /=~
, ASSIGN IMPORTANCE THAT HE'S ARTISTS 0BLIGE BI| _Am':‘"ﬁg’;sem OBJECT OF A CHARACTER'S K - 7 AL
T- we TO CHARACTERS AND SUGGESTING || | PUTTING THER MESE = ) "/ JUSTAFEW Y7 <
OBJECTS PLACED IN ANYTHING!  / IMPORTANT SUBJECTH! g OF THE REASONS /2%
THE CENTER -~ N / 1 THERE. i THAT AN ARTIST
MIGHT CHOOSE A %
SEEMINGLY ’
OFF-CENTER N
COMPOSITION. \/,
WE'LL
L A8 CONSIDER Z
i OTHERS AT
N N, = 4 > \\
I ; ¢
2 1’ %
| ' ] T
i o) | /I % 5 St
q . g < -
= N 7z & =
= WINOZ —
’ ®/ & // J/
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|

NEXT UP IS YOUR
CHOICE OF IMAGE:

CREATING PICTURES TO FILL
THOSE FRAMES AND BRING THE
WORLD OF YOUR STORY TO
LIFE VISUALLY.

[

/@ BRI
VI&] cHoice oF imasE
CHOICE OF WORD]
@ CHOICE OF FLOW

Z

ity DON'T JUST RELY 7
ON STOCK GENERIC 4
AFTER ALL FEATURES; A DRESS,
THAT PLANNING, ACAR, A SMILE... GET <]
CHOOSING, ARRANGING READY TO GET
AND SKETCHING THINGS OUT, —
HERE’S THE PART OF THE PROCESS = SPECIFIC.
WHERE YOU GET TO PICK UP YOUR =3 1y i
PEN, BRUSH OR DIGITAL STYLUS S5 = _— = X
AND FINALLY DRAW i= 7 = l
SOMETHING! ——

N ()

_‘ﬁ‘ b
‘ 'y
N
Il can YOU DRAW AN CAN YOU DRAW A CAN YOU DRAW A PICTURE OF MARK
EXPRESSION OF MOCK SCORPION THAT'S = TWAIN THAT DOESN'T WIND Up LOOKING
DISAPPROVAL THaT CLEARLY ABOUT TO LIKE ALBERT EINSTEIN?
WON'T BE MISTAKEN STRIKE? . -
7 FOR THE REAL I
THING? =
=

)

NO MATTER WHAT STYLE OF IMAGE YOU CHOOSE, YOUR PICTURES' FIRST AND MOST IMPORTANT f
JOB IS TO COMMUNICATE QUICKLY, CLEARLY AND COMPELLINGLY WiTH THE READER.

77 7
% 77,
s /_,' % " I/I///’/{/

PO

!, 3
o)

CAN YOU DRAW A MOPED CLEARLY ENOUGH THAT
READERS CAN TELL THEY’RE NOT LOOKING AT A
MOTORCYCLE OR A BICYCLE?

' EVEY WHEN WORKING IN A MINIMAL
YOUR PICTURES CAN STILL INCO

RPORATE A WEALTH OF REAL LIFE DETAILS.

STYLE LIKE STICK FIGURE MASTER MATT FEAZELL,

—//\\\—

)
S

q

\"{.‘ q

PANEL SIX: ART BY MATT FEAZELL (SEE ART CREDITS, PAGE 258)



i

)
Al CHOICE
OF IMAGE Is
WHERE ALL THOSE
TRADITIONAL

HOW-TO-DRAW

\\\

;

!

Y/

-- AND
DRAWING
FROM LIFE
EVEN MORE
S0,

>

CLASSIC DRAWING SKILLS

LIKE ANATOMY AND PERSPECTIVE
CAN HELP YOU TO RENDER THE FORMS IN

YOUR WORLD CONVINCINGLY -
o, [N o
B, 0,
s & T A

:" ‘ =3 n\\i?/

A . 9

7
L

FAR MORE THAN JUST

B THEUTIMATE TEST OF YOU MIGHT ALREADY BE ABLE
-- BUT IN COMICS, HOW YOU DRAW THE INTERIOR OF AN CLARITY IN comics TO DRAW LIKE MICHELANGELO, BUT IF IT
THOSE CHARACTERS APARTMENT, FOR EXAMPLE, CAN TELL YOUR READERS A LOT 'L“"n""ps'f IN How DOESN'T COMMUNICATE, iT°LL JUST
AND OBJECTS CAN BE ABOUT THE CHARACTER WHO LIVES IN IT. : IVERS ON DIE ON THE PAGE —

PRETTY PICTURES.

PANEL FOUR: ART BY JASON LUTES
(SEE ART CREDITS, PAGE 258).

A THEBASIC \INTENT
EacH

THE STANCES AND EXPRESSIONS OF CHARACTERS — EVEN WHEN
SILENT AND iN THE BACKGROUND — CAN GIVE READERS A WEALTH OF
INFORMATION ABOUT THEIR EMOTIONS AND ATTITUDES.

— -

° Y [ =arvane=
T TOAST! ,‘” l )\
k' To |

AL . -~ —:-?l ol e
& : NS/ \T L0 = \C-
) )
o eV ;
T |
;| 'S \s & ) =
I T Y AG| TR 7 R

A MINOR DETAIL IN
THE ART caN
FORESHADOW MAJOR
DEVELOPMENTS IN A
STORY.

AN ABSTRACT, EXPRESSIONISTIC oR
SYMBOLIC IMAGE CAN STRENGTHEN THE
RECOUNTING OF AN INTENSELY FELT EMOTION.

AN EXTREME STYLISTIC CHOICE CAN INVEST EVERY
MOMENT OF A STORY WITH AN OVERRIDING MOQD.

1 SACH PANEL,
-- WHILE A
~ CRUDER BUT MORE

COMMUNICATIVE STYLE
WILL WIN FANS BY THE
HUNDREDS OF
THOUSANDS.

7 A \

SRAIG THOMPSON. PANEL FOUR: ART BY HO CHE
MILLER (SEE ART CREDITS, PAGE 258),

29

QUESTION
NUMBER ONE:
WILL READERS
GET THE

MESSAGE?
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Tr pot

£ OF MOMENT

WORD

E OF FRAME
E—OF IMAGE.
=4
==

THE NEXT ASPECT
OF CLARITY IN comics
STORYTELLING IS YOUR

CHOICE OF

DICE | &

THEY BRING
WITH THEM AN
UNPARALLELED
LEVEL OF
SPECIFICITY.

WORDS CAN BE USED

<)

MEANWHILE... |77

WORDS CAN BE A
POWERFUL ALLY IN THE STRUGGLE
TO COMMUNICATE.

To COMPRESS A STORY,
SUMMING UP VAST CHANGES IN
A SINGLE CAPTION AS SEEN IN
SCENE-TO-SCENE
TRANSITIONS.

TEN YEARS LATER.... [

1S THAT ;
ALL?? =\

SR
s g

= helinii s’

CAN WE YRPER ! 50(1
AFFORD BET!

THIS? L )
1
7 NEW
ar::q \m'

A LONG TIME AGO, IN A
GALAXY FAR FAR AWAY...

A LONG TIME LATER, AND
MUCH MUCH CLOSER...

“On the bright AND SOME |
side, I got my
IMAGE 50 VAGUE caffeine. On the
THAT WORDS CAN'T

LOCK IT INTO A DESIRED

OH, JUST J
IGNORE . & DP\NGEGRE!!,

HIM THIS
TInE.

EEP", . ©) e / v
500"

o - = TR

\'“».’ MAY I TAKE YOUR ORDER?

g ~ i -Up!
(B3 L ahoror

o8 {

rd

AND NAMES CAN'

SPECIFIC CONCEPTSH aNp OF COURSE, WORDS TAKE CENTER STAGE WHEN
REPRODUCING THE FINE ART OF CONVERSATION.

not-so-bright Ex%gé-:sgg?“ﬂm have been
side, we got | .
WORDS. | well, you know what they say, tellin
mugged on the | / R e
) . stories
Makes me wonder if
“they" work for DMV... 5 clearly for
: = =R 3 millennia.
So 're E nth Q
HHi AL
) ou uaiting ) 5 Ay 3 iI‘hey’ve done
3 n =S 4 e just fine
Y , .
- \ & without
3 \ ?\’ pictures...

Words alone

IN A COUPLE OF
EPISODES...

oH Hey, LOOK! 1T"s KELLY DONOVAN, TWIN BROTHER OF THE GUY WHO TRY DOWG |

PLAYED XANDER ON BUFFY THE VAMPIRE SLAYER, PLUS HUMPHREY THAT

BOGART WEARING A FREDDIE MERCURY MASK AND A ROBOT DUPLICATE
OF FORMER U.N. SECRETARY-GENERAL BOUTROS BOUTROS-GHALI!

B o T IN COMICS, THE

wrnusT N WE TO WORK TOGETHER

PICTURES! ) E‘;\Q,S_&HLESSLY ENOUGH THAT READERS
AN BARELY NOTICE WHEN SWITCHING

A FROM ONE TO ANOTHER.
N o
¥ NG Z
) 1 .‘ ==
\ — & TE
e < N E
. - T s =
Il !l

SPECIAL THANKS TO KELLY DONOVAN
(SEE ART CREDITS, PAGE 258).

I HAVE A WHOLE CHAPTER ON THIS SUBJECT,

BUT FOR NOW, SUFFICE IT TO SAY THAT THE SECRET
OF COMMUNICATING CLEARLY WITH WORDS IS JUST
TO LET WORDS DO WHAT WORDS DO BEST —-

-- AND WHEN A
PICTURE IS THE
BETTER SOLUTION, TO
LET THEM GET OUT
OF THE WAY.

3l



FINALLY, AFTER CHOOSING JUST
THE RIGHT MOMENTS, FRAMES, IMAGES
AND WORDS, ALL THAT’S LEFT IS YOUR
CHOICE OF FLOW: How you GUIDE
YOUR AUDIENCE THROUGH YOUR WORK
FROM BEGINNING TO END.

BETWEEN PANELS, YOUR CHOICE OF
FLOW WILL RELY ON THE UNWRITTEN
CONTRACT BETWEEN ARTISTS AND
READERS WHICH STATES THAT PANELS
ARE READ LEFT-TO-RIGHT FIRST,
THEN UP-TO-DOWN?* --

THE EASIEST WAY
TO AVOID PANEL-TO-PANEL CONFUSION IS
70 JUST KEEP IT SIMPLE, BUT IF YOU LIKE TO
MIX THINGS UP, KEEP A LOOK OUT FOR CERTAIN
INHERENTLY CONFUSING ARRANGEMENTS
LIKE THIS ONE —

~ IN WHICH HABIT -- AND PRODUCING
WILL SEND YOUR JUST ENOUGH
READERS LEFT TO SPLIT-SECOND
RIGHT, LEaviNG CONFUSION TO YANK
THE LOWER LEFT- READERS OUT OF
HAND PANEL THE WORLD OF THE
UNREAD -- STORY.

* OR RIGHT-TO-LEFT IN SOME CULTURES, OF COURSE.
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{5URE, THERE ARE WAYS — UNLESS, oF
& COMPEL READERS’ COURSE, YOU WANT
{%YES TO MOVE IN THE TO 6O THE
— “} RGHT DIRECTION, EXPERIMENTAL
> ¢ ROUTE, AS I
’_ : Z SOMETIMES DO,
| e o BUT THAT'S A WHOLE
1 /,2_ == OTHER BOOK!
N ([ =z
S 4 \ 5 :
\) = Lok
= & N g -
= 3 \\\ N B P
‘ IS - N — L
”F <l =/ =SSN \;\\ 3
o
l T e 7 > ~ \ | 7 . | Y
. JUST MAKE
~\SURE YOUR LAYOUT
|15 SERVING YOUR
2\, STORY —
-- AND THAT WITHIN EACH PANEL, THE SAME NS BEING ON THE 5
PRINCIPLES WILL APPLY TO CAPTIONS AND ook et PART 6 THE INSTEAD OF
WORD BALLOONS. CREATIVE PROCESS THAT CAN HELP — FOTHER way
OR HINDER -- THAT FLOW. ND -
AY
IO} cHoice oF momenT ‘ &
48] cHolcE OF FRAME >3 QfP é
CHOICE OF IMAGE '_P
CHOICE OF WORD figs
[ cHoice or(FLow ?}\ ]
B

ANOTHER SOURCE OF
“WHICH COMES NEXT?” CONFUSION OCCURS
WHEN PANEL ARRANGEMENTS ARE OBSCURED
BY TOO MANY “FOURTH WALL? BREAKS
AND BORDERLESS IMAGES.

4

E‘\\\\\ %

Y,

THE COMPOSITIONS AND
MOTION IN YOUR FRAMES CAN HELP GUIDE THE
READERS® EYES, BUT MAKE SURE THEY'RE BEING

GUIDED IN THE RIGHT DIRECTION!




How YouR CHOICE
OF FRAME CHANGES
FROM PANEL TO PANEL
CAN ALSO AFFECT THE
READING FLOW.

BY ROTATING THE
VIEWING ANGLE
TOO FAR BETWEEN
PANELS, CHARACTERS
CAN SEEM TO SWITCH
PLACES, CREATING

THERE’S NO WAY TO FORCE READERS TO TAKE A
SPECIFIC PATH. BUT WITH EXPERIENCE, YOU CAN RELIABLY PREDICT
WHAT THEY’LL PAY ATTENTION TO —— AND BE DISTRACTED BY -~ AND

USE THAT KNOWLEDGE TO YOUR ADVANTAGE.

CONSIDER SHOWING YOUR WORK-IN-PROGRESS
TO A FRIEND TO CATCH SUCH MIX-UPS IN THE
ROUGH PLANNING STAGE -~ AND IN THE
FINISHED ART, OF COURSE.

THAT'S SUPPOSED

DUDE, THIS GIRL’S
BREAST DOES NOT

NOT ALL PICTURES
ARE CREATED EQUAL.
READERS FOCUS ON
AREAS OF CHANGE
AND RELEVANCE TO

—= WHILE BACKGROUND
DETAILS AND REPEATED
ELEMENTS JUST FADE
FROM VIEW AND ARE

CHOICE OF FLOW IS PARTIALLY ABOUT
CLEARING YOUR READERS' PATHS OF OBSTACLESf HUMANS, JusT
TO A SMOOTH READING EXPERIENCE.

EQUALLY - BINFORMATION THE
IMPORTANT ' SAME WAY.

THAT PATH DRA]

==
-l__
|
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N,
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YOUR READERS ARE EVERY DAY, OUR FIVE SENSES TAKE IN AN OVERWHELMING AMOUNT

OF INFORMATION, YET WE QUICKLY SEPARATE OUT WHAT WE CARE

YOU AND ME, AND ABOUT FROM THE CHAOS AND DIRECT OUR ATTENTION TOWARD IT.

wE ALL SORT

LOOKING AT
THE TABLE=~
CLOTH IN THAT
LAST PANEL?

|11 11

THE END OF —- AND ALL THOSE IN COMICS, YOU CAN DO A LOT OF
» IT'S THAT OTHER SENSATIONS THAT “CUTTING™ BEFOREHAND TO INSURE

ARE LEFT ON THE THAT THE FLOW OF IMAGES READERS SEE ARE
CUTTING ROOM EXACTLY THE ONES YOU WANT THEM TO SEE,
FLOOR. IN THE ORDER THAT BEST SERVES

YOUR STORYTELLING GOALS.




-y

WEBCOMICS HAVE
INTRODUCED NEW
OPPORTUNITIES FOR ==
AND POTENTIAL
OBSTACLES TO —
FLOW.

DAILY STRIPS

AND SCREEN-FITTING
COMICS PAGES FLow IN

MUCH THE SAME WAY AS THEIR

PAPER AND INK COUSINS, AND

READING THEM IS A PRETTY

INTUITIVE PROCESS.

BUT MANY MULT!

WEBCOMICS YANK |

READERS OUT OF
STORY BY CONSTAI

FORCING THEM TO
SCROLL. THEN HU

THEN CLICK.
SCROLL.

SOME NEW EXPERIMENTAL
FORMATS ARE DISTRACTING BY THEIR NATURE,
OF COURSE, BUT EVEN THESE CAN ALLOW FOR SMOOTH
READING IF ALL THE NAVIGATING IS DONE WITH A
SINGLE CONTROL LIKE AN ARROW KEY.
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NO MATTER WHAT SHAPE YOUR COMICS TAKE, AS
LONG AS NAVIGATING THROUGH THEM IS A
SIMPLE, INTUITIVE PROCESS, THAT PROCESS WiLL
TRANSPARENT TO THE READER —

—— AND THE READING
FLOW CAN CONTINUE| A0

UNINTERRUP

s

TOGETHER THESE FIVE — AND COMMUNICATING
ps OF CHOICES ARE WHAT CLARITY WITH CLARITY MEANS MAKING
COMMUNICATING THROUGH 0 READER COMPREHENSION YOUR
COMICS REQUIRES — ULTIMATE GOAL.
g CHOICE CHOICE A4 CHOICE CHOICE CHOICE
oF oF Q OF oF oF

WE'LL GET DOWN TO
SOME NUTS AND BOLTS
REGARDING THIS TOPIC
IN CHAPTER FIVE, AND
ITS ONLINE EXTENSION,
“CHAPTER FIVE AND A

HALF.”
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FOR NOW, THOUGH, WHETHER YOU WORK. IN
PRINT, THE WEB OR BOTH: iIMPROVING FLOW
CAN HELP YOUR AUDIENCE ENTER THE WORLD OF

YOUR STORY AND PASS FROM ONE END TO THE
OTHER WITHOUT EVER BEING TORN AWAY BY
THE WORLD OUTSIDE.
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DO THAT, AND
STORYTELLING T
PUT ITS FULL
BEHIND THE
WITHOUT THE
“TELLING™ &
IN THE WAY. -

4
GOALS: GOALS: GOALS: GOALS:
SHOWING READERS CLEARLY AND CLEARLY AND GUIDING READERS
WHAT THEY NEED GUICKLY EVOKING PERSUASIVELY BETWEEN AND
MOMENTS TO SEE. CREATING THE APPEARANCE COMMUNICATING WITHIN PANELS,
MATTER AND A SENSE OF PLACE, OF CHARACTERS, {DEAS, VIOICES AND AND CREATING A
NG THOSE POSITION AND OBJECTS, SOUNDS IN SEAMLESS TRANSPARENT AND
DON'T. FOCUS. ENVIRONMENTS COMBINATION WITH INTUITIVE READING
! AND SYMBOLS. IMAGES. EXPERIENCE.
s TOOLS: TOOLS: TOOLS: TOOLS:
"THE SIX TRANSITIONS: FRAME SIZE AND EVERY ARTISTIC/ EVERY LITERARY THE ARRANGE-
1. MOMENT TO MOMENT SHAPE. GRAPHIC DEVICE AND LINGUISTIC MENT OF PANELS
;.ACTNT:’DA"W EVER INVENTED. DEVICE EVER ON A PAGE OR
1M1T° SLe-eCT EHOICE 0: INVENTED. SCREEN, AND THE
Il.ﬁAﬂ’Ef—T ‘_TD ASPECT 'CAMERA™ ANGLES, RESEMBLANCE, ARRANGEMENT OF
5. HON SEQUITUR DISTANCE, HEIGHT, SPECIFICITY, RANGE, SPECIFICITY, ELEMENTS WITHIN
BALANCE AND EXPRESSION, BODY THE HUMAN VOICE, A PANEL.
IMIZING PANEL CENTERING. LANGUAGE AND ABSTRACT
UNT.FOR THE NATURAL CONCEPTS, THE DIRECTING THE EYE
i , OR THE “ESTABLISHING WORLD. EVOCATION OF THROUGH READER
e SHOT.” REVEALING OTHER SENSES. EXPECTATIONS
FOR EMPHAS|S. AND WITHOLDING STYLISTIC AND AND CONTENT.
INFORMATION. EXPRESSIONISTIC BALLOONS, SOUND
DIRECTING READER DEVICES TO EFFECTS AND USING MOMENT,
FOCUS. AFFECT MOOD AND WORD / PICTURE FRAME, IMAGE AND
EMOTION. INTEGRATION® WORD IN TANDEM.
o o
‘“{9&:'5‘ Sl SSTEPS THAT HAVE TO B¢ DECISIONS HAVING TO DO WITH MOMENT,
L5 N IN SOME PREDETERMINED ORDER FRAME AND FLOW ARE LIKELY TO BE MADE IN THE
PLANNING STAGES OF A COMIC, WHILE IMAGE
3 AND WORD DECISIONS ARE USUALLY BEING MADE
@ RIGHT UP TO THE FINISH LINE --
v~ == .
3 ~ MOST COMICS — =
s ARTISTS JUGGLE = - -~ BUT YOU'LL
g ALL FIVE As FIND THESE CHOICES
) NEEDED. A CAN FIT INTO ANY
NUMBER OF WORKING
- METHODS.
y; I~
Al 4 \l i | ~~
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37 * SEE CHAPTER THREE: “THE POWER OF WORDS" FOR MORE ON

DIFFERENT TYPES OF WORD/PICTURE INTEGRATION AND OTHER
TECHNIQUES RELATED TO CHOICE OF WORD.



