


“Only Scott McCloud could have erganized his thoughts on comics like this, Scott’s talent os

o cartoonist not only makes him infimate to insights outsider can see but
thie power to show it fo the world. Will it be controversial? ive up to the pr !
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Choose the right moments to clarify i

and strengthen your stories. . "If you read, write, teach or draw comics; if
* Frame actions and guide your readers’ ¢ you want to; or if you simply want to watch
eyes through each comics page. a master explainer at work, you must read
* Choose werds and pictures that " this book.” —Neil Gaiman
communicate together. > \
* Create varied and compelling i “Understanding Comics is a must-read for
new characters. , any true connoisseur of comics.”
* Master body language and facial | —Jim Lee
expressions. :
« Create rich, believable worlds for “Quite simply the best analysis of the me-
your readers to explore. " dium that | have ever encountered. Highly
* Pick the tools that are right for you. ' recommended.” —Alan Moore
* Navigate the vast world of comics '
styles and genres. '
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and Reinventing Comics. His books are available in sixteen
languages. Sin City creator Frank Miller called
him “just about the smarfest guy
in comics.”
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Pre -

Visit any big bockstore and vou'll find tans of how-to-draw Books on
the shelves gimed ot comics artists. Flip through them and you'll see
step-by-sten instructions on drawing manga schoolgit outfits, superhera
muscles and strip gags. These are the books that tell you what they all
assume you want to know—how to drow like your favorite artists—and
they're pretty good at it. But there's sernething they're not telling you. in
fact, there's a whole book's worth of secrets they're leaving out.

If you've ever felt there must be something more to making comics
than just copying draowing styles, then this is the book for you,

in these pages, I've done my best o cover the storytelling secrats |
don't see any other books talking about, the ideas every comics arfist
needs to tackle betore they even pick up a pen, Including:

* Choosing the right moments o moke info panels—wnat fo
include, what to leave out.

» Framing actions and guiding the reader's eves.

» Choosing waords and Images that communicate together,

» Creating varied and compelling characters with inner lives
and unforgettable appearances.

* hgstering bady longuage end facial expressions.

» Creating rich, believable worlds for your readers to explore,

» Picking the tools that are right for you, ond understanding
how those fools evolved.

* Navigating the vast world of comics styvies and gernres.

The comics industry is changing fast. Old fermats die and new ones
are born. Whole industries come and go. But these storytelling principles
atways apply. They mattered fifty vears ago and they'll matier fifty years
from now,

Whether you want to draw graphic novels, superheroes, manga-style,
comic strips or webcomics, you're going o be putting one picture affer

cnother to tell a stony,

Here's how,

C

scott MoCloud
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INTRODUCTI ON

DO YOU WANT TO MAKE THE KIND
THAT READERS REMEMBER?

S0, You
WANT TO MAKE
COMICS?

THE
KINDS OF STORIES
THEY'LL KEEF THINKING
ABCUT FOR HOURS OR
EVEN Dwys AFTER
THEY'VE READ
THEM?

DO YOU WANT TO POPULATED BY
CREATE COMICS THAT
PULL READERS INTO
THE WZIRLD OF THE

STORY?

CHARACTERS S0 VIVID
THEY SEEM a5 REAL
AS THE READER'S OWn
FRIENDS AND FAMILYT

A READING
EXPERIENCE 50 SEAMLESS
THAT IT DOESN'T FEEL LIKE
READING AT ALL BUT LIKE
BEING THERE?

NIFi
y

| ¥

b

; '_‘}____ — -
| |

AND THAT'S
WHY I CREATED THIS BOOK.
BECAUSE IF I CAN TEACH ANYOMNE ELSE
TO MAKE GREAT COMICS --

-~ MaYBE
I CAN TEACH

MYSELF As




I TWENTY YEARS
OM THE JOB, IWVE LEARNED ENOUGH ABOUT
comics TO FILL TWO BOOKS, vaRIOUS
ARTICLES AMD A FEW THOUSAND HOURS OF
TALKING TO ANYONE WHE'D LISTEN.

HE LOOKS
THINMER 1%

SOME CHALLENGES,
LIKE IMPROVING MY FIGURE DRAWING,
CaM ONLY BE MET BY HARD: WORK,
OBSERVATION AND 5TUDY.

BUT MY QWM COMICS STORIES
HAWVE MNEVER BEEM AS GOOD AS I ENOW
THEY COULD BE.

I'M SURE
ICaM DO A
BETTER JOB AND
I'M DETERMINED TO
LEARN HOW.

' AND ‘
FORTUMATELY.

THERE ARE PLENTY OF

G000 TEACHERS QUT

THERE FOR THAT SORT
OF THING.

comics 5 4 SECRET LANGUAGE ALL IT5 O,
AND MASTERING IT POSES CHALLENGES UNLIKE
ANY FACED BY PROSE WRITERS. ILLUSTRATORS OR
ANY OTHER CREATIVE PROFESSIONALS.

LINFORTUMATELY,
APART FROM A FEW
GREAT BOUKS OM

THE SUBJECT™ ==

* S5EE BIBLIOERARHY

THERE'S MUCH
MORE TO MAKING
GREAT COMICS THAM
DRAWING AND WRITING
SKILLS,

-= MOST
OF THAT
TERRITORY HAS

REMAINED
WHEXPLORED...
UNTIL NOW.




50, FOR YOUR

SAKE AND MINE, "VE GONE

| "BACK TO THE DRAWING BOAR

™ OMCE

| MORE ANT COLLECTED EVERYTHING |

Endw ABOUT THE ART OF TELLING
STORIES WITH PICTURES ==

-= THEN
FISURED OUT WHAT I
DIDN'T ENOW, FILLED I
THOSE &APS AND PUT IT
ALL TOEETHER,

"

THESE ARE THE
BEDROCK PRINCIPLES OF COMICS
STORYTELLING...

CONCEPTS
THAT &0 FAR DEEPER
THAN THE USUAL

THE PRINCIPLES OF CLARITY anD
COMMUMNICATION, FOR EXAMPLE,
AND HOwW THEY GOVERM THE ways
OUR STORIES ARE PACED -

~- FRAMED --

AT PRI

READER™S EvE IS GUIDED
FRoM PANEL TO PANEL, AND HOW THE
READER'S MIND |5 PERSUADED TG
CARE aBouT wHAT IT SEES.




HOW ARTISTS CONMECT WITH
READERS ON & HUMAN LEVEL THROUGH
CHARACTER DESIGN --

- FACIAL == AND BODY
EXPRESSIONS -- LANGUAGE.

e
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HOW WHOLE WORLDS WURKAIR B FRREE P IR R RO FERTIE
ARE CONSTRUCTED OM N T T L T L Pt e A s
THE PAGE -- AND IN THE HEow

READER'S IMAGINATION. WORDS AND PICTURES
caN COMBINE TO CREATE z
EFFECTS THAT MEITHER COULD jLE

CREATE SEPARATELY.

WHY PEOPLE CHOOSE THE TOOLS THEY DO TO
CREATE THESE STORIES.

AMND WHY THEY
CHOOSE ONE KIND
OF STORY OVER
ANOTHER. :

“"irl'

oy :‘ll"';l::ll
JHIL
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WHETHER
YOU'RE DRAWM TO
COMIC STRIPS,
COMIC BOOKS
oR GRAPHIC
NOVELS..
WHETHER yOU
LikE JAPANESE,
EURQOPEAN, NORTH
AMERICAN CR ANY J
OTHER REGIONAL
STYLES.., WHETHER
YOU WORK. M
PRINT, ONLINE
of BOTH -

-= THESE
ARE THE
ISSUES
YOU'LL HaWE
TCo FACE.

THERE ARE NO LIMITS To wHaT vou
CaN FILL THAT BLANE PAGE WiTH ~- ONCE
YOU UNDERSTAND THE PRINCIPLES THAT ALL
COMICS STORYTELLING 15 BUILT uPoel.

s

ParEL OMEr ART BY LYNN JOENSTON, DEVID MAZTUCCHELLI, 5

ABRT SPIEGELMAR, BUMIKD TALAHASH], DD B, AdD DEMIAN 5
(SEE ART CREDHTS. PAaGE 25a%,

I WON'T
TELL YOU THE “RIGHT™ Wiy TO
WRITE OR DRAW BECAUSE THERE'S
NO SUCH THING.

Any
STYLE, ANy
APPROACH, ANY
TOOL, CAN WORK IN
COMICS IFIT'S RIGHT

For YOU

BUT, YOUR CHOICES NARROW WHEN YOU WaNT
YOUR COMICS TO PROVIDE A SPECIFIC REACTION N
READERS. THAT'S WHEN CERTAIN METHODS MIGHT
DO THE JOB FOR You ==

== AND OTHERS

U

= IN SHORT: i
THERE ARE NO [

-‘-“' | [}
S} RULES. !

Bl
5= L
N U :
R

)

__)/‘
'F—
A
\J

b |




AND
HERE THEY
ARE.







Chapter One

Writing with Pictures

Clarity, Persuasion and Intensity

L v
Vi P —
s
S, AS LONG AS . o
e PECPLE HAWVE BEEN L =
== R TELLING STORIES TO Blehe hk
= ONE ANOTHER, __J! 3 I II f
- STORYTELLERS LIKE YOU i P~
e [ AND ME HAVE WANTED B
TWO THINGS FrOM _ [
a OuUR AUDIENCES. T - _'-ﬂ B
u‘ filisl =W | 1
' A | T I = —
y (= |1 J.Ll |
% | { "{:‘_“ | n
— — =
. I Fad o
T Ji

WE WANT THEM TO
UNDERSTAND WHAT WE HAVE
TO TELL THEM --

== AND WE WANT THEM TO
CARE ENOUGH TO STICK ARDUND
TIL WE'RE DONE.




ACHIEVE THAT FIRST &OAL,
FOULL NEED TO LEARN THE
FRIMNCIFLES OF COMMUNICAT ING

wiTH CLARITY --

IF THE
STORY YOU
HAVE [N MIND IS
COMPELLING,
I AND OF | TSELF,
THEM TELLING IT
STRAIGHT wWiTH A
MAXIMLUM OF
/ CLARITY MAY BE THE
=l OMLY PERSUASION
YOUR ALUDIEMCE
WILL NEED.

BROLOGAES TO C, SCHULE.

== AND TO ACHIEVE THE SECOND &0aL,
YOL'LL NEED TC LEARN WHICH ELEMENTS OF &
worK Can PERSUADE YOUR AUDIENCE TO
STAY WITH Y0u,

NS YL YL O R L R RS TR e

¥ COMICS, THAT STORY WILL NEED TO TAKE
THE FORM OF |IMAGES IN SEGUENCE.
PERHARS WITH WORDS —

-- 50 LET"S START BY
EXAMINING HOW THAT
COMVERSION 15 DONE
wHEN CLARITY AND
COMMUNICATION
ARE THE PRIMARY
GOALS.

COMICS REQUIRES

US TO MAKE A COMSTANT STREAM OF
CHOICES REGARDING IMAGERY, PACING,
DIALOGUE, COMPOSITION, GESTURE AND

A TOM OF OTHER OFTIONS ==

-— AND THESE
CHOICES BREAK
Do INTE FIVE
BASIC TYPES.




CHOICE OF MOMENT

CHOICE OF FRAME

CHOOSING
THE RIGHT DISTANCE anD ANGLE

DECIDING
WHICH TO VIEW THOSE MOMENTS -
- MOMENTS o
AT To INCLUDE o
Ll iN A COMICS W:E:ﬁq TO
! B STORY AND TRIM
WHICH TO .

out.

CHOICE OF IMAGE

E OF WORD
1‘%::-'

RENDERING THE
CHARACTERS. OBJECTS AND
ENVIROMMENTS IN THOSE
FRAMES CLEARLY.

THESE ARE
THE FIVE ARENAS WHERE YOUR
CHOICES CAN MAKE THE DIFFERENCE BETWEEN
CLEAR, CONVINCING STORYTELLING
AND & COMFUSING MESS.

GUHDIMNG READERS
THROUGH AND
BETWEERN PaMNELS ON A

PAGE OR SCREEM. L%

|
1OF cHolcE
8] cHolce

&} cHolce

10




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

CHOICE OF MOMEN

._!:.:
CHOICE OF FRAMEM

e

CHOICE OF IMAGE

@ CHOICE OF WORD
|
ool cHOICcE AE EIL oWl |

THESE EARLY CHOICES ARE gy

comMics' RoUGH PLANNING STAGE
WHERE A STORY'S EVENTS ARE FIRST
BROKEN DOWN INTO READABLE
CHUNES,

! b e - T L iy T
Hik il

!I—'-||!

T resmm— ||| i)
(LA
i SUPPOSE, FOR
EXAMPLE, THAT YOuU
WANTED TO SHOW A MAN

WALKING...

I | 3
NP e AN
/ "‘\\'.‘"r ¥ o
51}"‘ J‘l 17 b S
£ Wl
_II'.-I

. MOTHING FANCY, JUST
[l [ A SKETCH,
|

THEN, LET'S Sa¥
THE MaAN FINDS &
KEY on THE GROUND,
PICES [T UD, TAKES IT
WITH HIM AND COMES
TO A DOOR.

50, HE
UNLOCKS
THE DOOR AND THEN
A.. T DUNNO... A
HUNGRY LION
JuMps ouT!

SEGQUENCE LIKE THAT
MIGHT TAKE SHAPE (M
COMICS FormM.




e
‘_3__—_;:--

EVEM WITH ROUGH

SKETCHES LIKE THESE, A CASUAL
READER SHOULD NOW BE ABLE TO
“READ™ THE ACTION CLEARLY.

bl OUR
i CHOICE OF
MOMENT -- THE
SELECTION PROCESS
THAT LED TO THESE EIGHT
PAMELS -- PLAYS AN

IMPORTANT ROLE IN

INSURING THAT

THE MOMENTS
CHOSEN 1IN THE ABOVE
SEQUEMNCE REPRESENT

THE MOST DIRECT,
EFFICIENT ROUTE TO
COMMUNICATING OUR

SIMPLE PLOT.

ANY NUMBER OF MOMENTS COULD HAVE BEEN USED TO
REPRESENT “a MAaN IS WaLKIiNG," BUT ALl WE REALLY NEEDED
M THIS CASE was ONE, 50 THAT'S WHAT WAS CHOSEM.

12



EACH PANEL FURTHERS THE “PLOT.™
REMOVE
ONME AND THE
Wi i 1 MEANING 15
walking."
T
- L “He finds a key
__?‘:-J_ - on the ground."”
]
S y.
"He takes it
writh him, then
he comes to a
locked door.”
‘-1
e 5
iS4 . “He unlocks
e A the door.”
i
S
Lt | &
“Then a
hungry lion
jumps out.”

AND 1M
THIS CASE, EIGHT PaMNELS
IS WHAT WE NEEDED TO GET
THE JOB DONE,




CLARITY 15
YOUR SOLE
PURPOSE --

-- YOUR STORY'S MOMENTS SHOULD
BE LIKE A DOT=-TO-DOT PUZZLE.
REMOVE OME DOT AND YoU CHANGE
THE SHAPE oF THE STORY.

ORI
THAT*S NOT THE CASE,
MAYBE THAT PARTICULAR
SDOT™ WASH'T NEEDED IM
THE FIRST PLACE.

“HE FINDS A KEY ON THE GROUND™
BREAKS DOWN INTO THREE SUCH ACTHONS:

SEEING, REACHING DOWN anND
EXAMINING (LE., &hVING READERS A CLEAR
VIEW OF THE KEY ITSELF),

14

EACH PAsEL
SHOWS & COMPLETE
ACTION, BECAUSE WE'RE
ADAPTIMG & PLOT THAT™S
AMCHORED EMTIRELY
IN acTioNS.

IF THE PLOT CALLED FOR THE MaAN TO “SLOWLY™
REACH DOWN, A CERTAIN NUMBER OF EXTRA “DOTS"
MIGHT HAVE BEEM MECESSARY TO SHOW THE FINDING
OF THE KEY —-

-- BUT BECAUSE WE'RE ILLUSTRATING THE FACT oF
THESE ACTIONS, RATHER THAN THEIR QUALITY, onE
PaMEL PER ACTION SEEMS TO BE ENOUGH.




Voo N

WHAT YOU WANT
FROM EACH PART
OF YOUR STORY: DO
YOU WANT TO JUMP
AHEAD TO A KEY
EVENT?Y Do you
WANT TO PUT oN THE
BRAKES AND FOCUS
oM SMALLER
MOMENTS? DG you
WANT TO DRAW
ATTENTION TO
CONVERSATIONS
AND FACES?

DEPENDING ON
YOUR ANSWERS,
YOU'LL FIND THAT
CERTAIN TYPES OF
TRANSITIONS
BETWEEN PANELS
MaY GET THE J0B
DOMNE BETTER
THAM OTHERS,

THESE
PAMEL TO PAMEL
TRANSITIONS
COME I8 51X
VARIETIES®,
IMCLUDING: j

® LEE LWDERSTANDING COMICS PaiES 70-8Y FoR
HORE INFORMATION AS0UT THE S TRANSITIONS.

l. MOMENT TO MOMENT

A SINGLE ACTION PORTRAYED IN A SERIES
OF MOMENTS.

2. ACTION TO ACTION

A SINGLE SUBJECT (PERSOM, OBJECT, ETC...)
IM & SERIES OF ACTIONS.

3. SUBJECT TO SUBJECT

A SERIES OF CHANGING SUBJECTS WITHIM A
SINGLE SCEME.

4. SCENE TO SCENE

TRAMSITIONS 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 HNONSENSICAL,
UNRELATED IMAGES AND/OR WORDS.




MOMENT TO MOMENT
TRANSITIONS, FOR EXAMPLE, ARE
USEFUL FOR SLOWING THE ACTION DOWN,
INCREASING SUSPENSE, CATCHING SMalL
CHANGES AND CREATING MOWVIE-LIKE
MOTION OM THE PAGE.

ACTION TO ACTION S SO et
TYPES ARE ENOWN FOR THEIR
EFFICIENCY. THE CARTOONIST ONLY PR ryldsc bl o
FICKS OME MOMENT PER ACTION, 50 EACH
PAMEL HELPS FURTHER THE PLOT AND RV THE STORY
KEEP THE PACE BRISK. =

== WHILE
CHANGING ANGELES
TO DIRECT READER
ATTEMTION AS
NEEDED.F

YOU'RE
JUsT 50
EASILY s

DISTRACTED..(' @ ®

— "¢ =
&

Hr.., | WELL? wHAT
ABOUT ir?
0 -I-I ¥
i-:. MEwy I r |
=7 L ‘

* ALTHOUGH THEY PRIMARALY RELATE TO CHOICE OF MOMENT, I‘s
TRARSITICNS THREE AND FIVE ALSO TOUCH On THE LPCOMING
TP CEOICE OF FRAME.



SCENE TO SCENE JuMPs
CAM HELP COMPRESS & S5TORY DOWN
TO A MANAGEABLE LEMNGTH, WHILE STILL
ALLOWING FOR A BANGE OF TIME-SPAMS AND
A BREADTH OF LOCATIONS. LOOK HARD AT
YOUR STORIES AND YOU MaY FIND youU
CAN CUT A LOT QUT,

SOMETIMES
IT May SLIT YOUR MARRATIVE TO
HAVE TIME STAND 5TILL AND LET
THE E¥E WANDER.

ASPECT TO ASPECT
TRANMSITIONS DO JUST THAT, AND
THEYWE BEEN USED SUCCESSFULLY IN
JABAN ~= AND RECENTLY, IN NORTH
AMERICA == TO CREATE & STRONG

SENSE OF PLACE AND MOOD.

AND FiNaLLY THE NON SEQUITUR,
WHICH, THOUGH [T MAY NOT DO ANYTHING
TO ADVANCE & STORY =-

== Has
FLAYED & ROLE
IN EXPERIMENTAL
COMICS, PROVIDING
THE QCCasSional
NOMNSEMNSE GAG 1N
OTHERWISE
RATIONAL
STORIES.




IF YOU HAVE & STORY THAT'S VERY PLOT=DRIVEN.
YOU May FIND THAT A LOT OoF ACTION TO ACTION
TRANSITIONS WITH a FEW SUBJECT TO SUBJECTS
AND SCENE TO SCENES ARE ALL YOU NEED,

SCENE: W

TO CLARIFY THE FACTS oF &

IT'S DONE, HOW IT'S DONE
AND SO FORTH.

THESE TEND

HO DOES WHAT, WHERE

2. ACTION

3 SuUBJECT 2

ACTION 4.SCENE

TRAMSITIONS OME AND FIVE. ON
THE OTHER HAMD, HELP CLARIFY THE

NATURE OF AN ACTION, IDEA OR MODD, AND
WORK WELL IN MORE MUANCED OR
EMOTIONALLY-DRIVEN STORES.

&

OF COURSE,
CHOOSING THE
RIGHT MOMENT
IS ONLY THE
BESINNING.,

ONCE YOUVE PICKED
THE RIGHT MOMENTS
FOR THE JOB. YOU'LL
MEED T SHOW YOUR
READERS WHERE THAT
MomeNTs FOCUS
LIES.

(1S

18

MEANS LETTING
GUIETLY IN THE

WHATEVER YOUR
CHOICE OF MOMENT, THOUGH, CLARITY

THE CONTENT OF THE WORK SFEAK

THESE TECHMIGUES OPERATE
BACKGROUND AND LETTING

FOR ITSELF.

MOMENT CAN

II.“. '.I.’? L

AND THAT'S WHEN PICKING
THE RiGHT VIEW oF THaT

BE CRUCIAL.




CHOICE OF FRAME
15 THE STAGE WHERE YOU DECIDE
How CLOSELY TO FRAME AN
ACTION TO SHOW ALL THE
PERTIMNENT DETAILS -~

-~ OR HOW FAR TO
PULL BACK TO LET
THE READER KNOW
WHERE AN ACTION 15
TAKING PLACE -~

~ = X 1 L L - AND MAYRE

&IVE A SENSE OF
BEING THERE |
IN THE PROCESS.

TS

THE STAGE THEIR SENSE CF POSITION
WHERE YouU WITHIN THAT WoRLD.
DECIDE HOW
COMPOSITIONAL
( FACTORS LIKE
\ CROPPING,
| BALANCE anD
TILT AFFECT dll
YOUR READERS’ A
M IMPRESSIONS OF A
\™, YOUR WORLD -~ Y |”|f
% ) I.["'
1 [ uf"'
|

=l;

19



THE CHOICE OF MOMENT FOR GUR
ORIGINAL EXAMPLE was PRETTY SIMPLE
(IUST STRAIGHT ACTION TO ACTION) ==

== AND THE CHOICE
OF FREAME FOR THOSE
PANELS WaS TOO,

P

=

2,
.

—
'
s
'

CW AW

OUR TALE COULD
HewE BEEM SHOT FROM MANY ANGLES AND
DISTANCES, BUT BY OFFERING & VIEW OF THE
ACTION THAT BARELY CHAMGES —

TW OUT OF THE ElGHT PANELS FEATURED
CLOSE=-UPS TO SHOW A FEW IMPORTANT
DETAILS ==

e
il
] T o
f'fir H I)}_ﬁ.ﬂ
NS N N

-- BUT OTHERWISE, THE ACTION WaS SHOWN
FROM A& FIXED MIDDLE DISTANCE AND FIXED
VIEWING ANGLE.

-~ IMSTEAD OF BENG DISTRACTED &Y MEEDLESSLY
VARYING SHOTS, IRRELEVANT TO THE MARRATIVE.

== THE READER IS ENCOURASED TO FOIUS ON
wHaT DOES CHANGE, SUCH AS THE POSITION
AND ATTITUDE OF THE CHARACTER, AS WELL
A5 HIS UNCHANGING FORWARD STANCE -

READERS
LIKE CHANGE AND VARIETY, 50
IT'S TEMPTING TO VARY ANGLES A LOT.
JUST MAKE SURE THAT THE CHAMGES
i YouR ARTWORK --

-= AREN'T
DHISTRACTIMNG
READERS FROM
MORE IMPORTANT
CHAMNGES TAKING
PLACE IN YOUR

STORY.




THA&T SAID, SOME SCENES
REGLIRE FREGUENT CHANGES oF
ERAME, SUCH AS THE FLIP-FLOPPING ANGLES
OF SUBJECT TO SUBJECT TRANSITIONS USED
. TO CAPTURE THE RHYTHM OF TWO PECPLE
i CONVERSATION.

'-—__T__—-"

WHY D0 T HAWE T3
ET MAULED BF ™
HUNBRY LIoN 2

—

BECAISE
S FUNNYE

't TIRED
OF BEIMG A

THHRN = AiwiAy
CHARACTER,

BUT, LOOK AT
ALL THE PANELS
YOU'VE BEEM IN!

Yo MEAM I
HAVE TO ZEEP
DPOING THIS?!

HEY, AT LEAST 70U
(GET TO APPEAR
PRI THIS 1F MY
LAST PANEL EVER!

THERE'S MO
MEED TO KEEP
EVERY PANEL AT
EYE LEVEL.

= WHILE

GETTING ABOVE

[ A SCEME CAN &IVE

| READERS ACCESS TO A
WEALTH OF INFO ABOUT

A SETTING —-

&
“WORM'S
EYE™ VIEW
Can GhVE
WEIGHT AND
GRANDEUR TO
QOBJECTS -

=
o
s

-- AHD A SENSE
OF “RISING

ABOVE IT ALL™
EMOTIONALLY A5

WELL.




COMCEPTS LIKE
A MAN IS WALKING® DON'T REQUIRE
PULLING BaCK THE FRAME MUCH, BUT IF yoU
WANT YOUR READERS TO know WHERE
THAT MaN 15 WaLkinGg -=

== ¥OU MAY WANT TO
IMVEST SOME SPACE (N A
WIDER VIEW.

NEED THAT

INFORMATION L%Hmﬂ
ESPECIALLY WHEN THE TiME !

MOVING FROM 5

SCENE TO

S5CENE —

== HEMCE
THE TRADITION
OF THE
ESTABLISHING
SHOT: A BiG
LONG-SHOT PAMEL
OR TWO AT THE
BEGINNING OF EACH
NEW SCENE, USUALLY
FOLLOWED BY SOME
MIDDLE GROUND AND
CLOSE-UP PANELS
OF INDIVIDUAL
CHARALCTERS.

TFI HURRY, T CAM MAKE IT THERE
BY SUNDOWN. 1 .

22



oM THE
OTHER HAND:,
BECALISE
READERS WANT
anD EXPECT
THAT SEMSE OF
PLACE, A CLEVER
STORYTELLER CaAN
CHOOSE To DELAY
THE ESTABLISHING
SHOT TO INCREASE
SUSPENSE —

TO MIRROR THE
THOUGHTS OF A
CHARACTER WHO'S
TEMPCRARILY
UNAWARE
OF HIS OR HER
SURROUNDINGS.

0,777 ;7

DRAWING DETAILED ESTABLISHING SHOTS can BE HARD WORK suT
THEY'RE WORTH THE EFFORT IF, BY DOING 50, YOU CAN CREATE & STRONG
SENSE OF PLACE IN THE IMAGINATIONS OF YOUR READERS.

LOOK FOR
MORE ON THIS TOPIC
W CHAPTER




r——

CHOOSING How TO FRAME
MOMENTS 1M COMICS 15 LIKE CHOOSING CAMERA
ANGLES M PHOTOGRAPHY AND FILM.

—

THERE ARE
DIFFERENCES --

-= BUT TO THINKE OF
THAT FRAME A5
THE READER'S
CAMERA 15 A
USEFUL METARPHOR.

AR VT L AT R

READERS WiLL
ASShEd IMPORTANCE
TO CHARACTERS AND
OBRJECTS PLACED IN

THE CENTER --

THIS 15 THE DEVICE BY WHICH YOU CAN
&RAR THE READER BY THE SHOULDER,
GUIDE THEM TO THE RisHT SPOT ==

== AnD TELL
THEM *“YOU ARE
HERE.."

-=SUCH AS
THE ROLE THAT
SIZE. SHAPE
AND POSITION
HAWE ON COMICS
PANELS —-

NOT

YyoU CAN'T KILL ALL )

THAT HE'S
OF US, FRANE. SUGGESTING
ANYTHING!  /

== AND SOME COMICS
ARTISTS CBLIGE BY
PUTTING THEIR MCST
IMPORTANT SUBJECTS
THERE.




== & MYSTERIOUS ABSENCE --

BUT THAT CENTER CAN ALSO POINT
US TOWARD LESS TANGIBLE IDEAS, SUCH AS
THE MOTION oF & QBJECT --

e Dd Be Fé g Hu LioJ) ¥ LI

.....

- 4 DISTAMCE aBouUT TO BE CROSSED --

R

[, - =
>

ATTENTION. JUST A FEW {
OF THE REASONS

THAT AN ARTIST
MISHT CHOOSE &
SEEMINGLY
OFF-CENTER

COMPOSITION,
WE"LL
CONSIDER
COTHERS
LATER,

/ 9 W /wa (7
== OR THE UMSEEN OBJECT OF A CHARACTER'S ' ; |
THOSE ARE r 0 4

PAsEL ONE: ART BY CHARLES SCHUALZ, PAMEL FOUR: ART 25
8Y JAIME HERNANDEZ (SEE ART CREDITS, PASE 2580



E

T

MEXT LUP IS YOUR

CHOICE OF IMAGE:

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

AFTER aLL
THAT PLANMNING,
CHOOSING; ARRANGING
AanND SKETCHING THINGS oUT,
HERE™S THE PART OF THE PROCESS
WHERE YOU GET TO PICK UP YOUR
PEN, BRUSH OR DIGITAL STYLUS
anD FinaLLy DRAW
SOMETHING!

...l'"lf: CHOIEE OF IMAGE

fh-,*_i.i CHOICE OF WORD:

[ cHoice oF FLow

NO MATTER WHAT STYLE oF IMAGE YOU CHOOSE, YOUR PICTURES' FIRST AND MOST IMPORTANT
JOB 15 TO comMmMunicaTE QUICKLY, CLEARLY anD COMPELLINGLY wiTH THE READER.




DON'T JUST RELY
oM sToCk GENERIC
FEATURES; A DRESS.
A CAR, A SMILE..

CAN YOU DREW & MOPED CLEARLY ENCUGH THAT
READERS CAN TELL THEY'RE NOT LOOKING AT &
MOTORCYCLE OR A BICYCLE?

READY TO GET
SPECIFIC.

CAM YOU DRAW AM CAN YOU DRAW A can YOU DRAW & PICTURE oF MARK
EXPRESSION OF MOCK SCORPION THaT'S - TWAIN THAT DOESN'T WIND UF LOOKING
DISAPPROVAL THaT CLEARLY ABOUT TO LiKE ALBERT EINSTEINT

WON'T BE MISTAREN =

FOR THE REAL

THING?

EINSTEIM

YOUR PICTURES CAN 5TILL INCORPORATE A WEALTH OF REAL LIFE DETAILS.

ﬁ:ﬁiﬁﬂj ¥You

rf TO DRAW & CLOCK, &
|  WATER BOTTLE OR &
[ SHOE IMN JUST & FEW
| LINES, How SPECIFIC
COULD YOU &ET?

EVEN WHEN WORKING 1N A MINIMAL STYLE LIKE STICK FIGURE MASTER MATT FEHED

2'? PoMEL S ART 8Y MATT FEAZELL (SEE ART CREDNTS, PRGE 2587



CHOICE
OF IMAGE Is
WHERE ALL THOSE
TRADITIONAL
HOW-TO-DRAW
BOOKS CAM BE
HELPFUL --

FROM LIFE
EVEN MORE

-l

CLASSIE DRAWING SRILLS

LIKE AMATOMY anD PERSPECTIVE
CAN HELP ¥OU TD RENDER THE FORMS IN
YOUR WORLD COMNVINCINGLY —-

== BUT IM COMICS,
THOSE CHARACTERS
AND ORBJECTS CaN BE
FAR MORE THAM JUST
PRETTY PICTURES.

HOW ¥OU DRAW THE INTERIOR OF AN
APARTMENT, FOR EXAMPLE, CAN TELL YOUR READERS & LOT
ABOUT THE CHARACTER WHO LIVES IN 1T,

=
=
o

FRMEL FOUR: ART 3y JASOM LUTES 28
(SEE ART CREDITS, PhaE 2580,




A |

—

THE STANCES AND EXPRESSIONS OF CHARACTERS -~ EVEN WHEN

— S|LENT AND IN THE BACKGROUND -- CAN GIVE READERS A WEALTH OF
IMFORMATION ASOUT THEIR EMOTIONS anD ATTITUDES.

& MINCR DETAIL 6
THE ART can
FORESHATIOW MAJOR
DEVELOPMENTS IN &

STORY.

AN ABSTRACT, EXPRESSIONISTIC CR
SYMBOLIC iMASE CAN STRENGTHEM THE
RECOUNTING OF AN INTENSELY FELT EMOTION,

| 1 +o my Mamories.

AN ExTREME STYLISTIC CHOICE CAN INVEST EVERY
MOMENT OF A STORY WITH AN OVERRIDING MOOD.

THE ULTIMATE TEST OF
CLARITY I COMICS
ARTWORK 15 [N HOW
WELL IT DELIWVERS ON
THE BASIC INTENT
OF EACH FANEL.

R

PAMEL THREE: ART BY CRAIG THOMPSON, RANEL FOUR: &RT BY HO CHE
AMDERSON AND FRANSE MILLER (SEE ART CREDITS, PAGE 2580,

YOU MIGHT ALREADY BE ABLE
TO DRAW LIKE MICHELAMNGELD, BUT IF 1T
DoESH'T COMMUNICATE, IT°LL JUST
DIE OM THE PAGE —

GUESTION
NUMBER ONE:
WILL READERS

GET THE

MESSAGE?

-~ WHILE &
CRUDER BUT MORE
COMMUMICATIVE STYLE
WILL WM FaNS BY THE
HUNDREDS OF
THOUSANDS.




Wi w @CEE R ERS AR

AND—TFHE

A THE NEXT ASPECT RENGUI
= OF CLARITY IN comiCs !
TW STORYTELLING IS YOUR

CHOICE OF "

% WORD

OF MOMENT

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

*On the bright
THEY BRING THERE'S NO side, I got my
WHTH THEM &N IMAGE 50 VAGUE ' ,
caffeine. On the
USPARALLELED THAT WORDS CAN'T not-so-bright
LEVEL OF LOCK IT INTO A DESIRED g

side, we got
mugged on the
way home.”

SPECIFICITY. MEANING:,

oH HEY. LOOK! 175 KELLY DONOVAN. TWIN BROTHER OF THE GUY WHO
PLAaYED XANDER o BUFFY THE VAMPIRE SLAYER. pLUS HUMPHREY
BOGART weaRING A FREDDIE MERCURY MASK AND A ROBOT DUPLICATE
OF FORMER UM, SECRETARY-GENERAL BOUTROS BOUTROS-GHALI

INscounLEor B3 2 @ I BRING YOU

EPISODES... =l FELICRS
i MESSAGES OF

PEACE.

SPECIAL THAMES TO EELLY DONCRM 30
(3EE ART CREDITS. PASE 2580

' AND SOME l

WORDS,

SPECIFIC CONCERTS
AMD MAMES CAM
ONLY BE CLEARLY
EXPRESSED THROUGH

THAT

TRY DOIMNG

WITH JUST
PICTURES!

M



TEN YEARS LATER. ... j MEANWHILE. .. 2245

WORDS CAN BE USED v you
To COMPRESS A STORY, . 1S THAT C“M SR\ BET!
SUMMING UP VAST CHANGES IN el Aee?? DRy | ([} AFFORS =
A SINGLE CAPTION AS SEEN IN oA e e ' LSRR L
SCENE-TO-SCENE : _ 7 : g
TRANSITIONS. bR ?ifk e | ﬁ—rﬁ'ﬁ": - L
I .‘M“*r. == imwwEnE || i
= R

e .
-- A LOMNE TIME AGO, IN A | A LONG TIME LATER, AND
GALAXY FAR FAR AWAY | MUCH MUCH CLOSER...

OH, WST\ ' LOF

16MORE |( DR
Rid IS | 55 e
) TIE. B —
= pr - i
&fﬂhr o :

AND OF COURSE, WORDS Take CENTER STAGE wHEN Words alone
REPRODUCING THE FIMNE ART OF CONVERSATIOM.
have been
Wiell, you know what they sy, "The telling
bast things come to those who wait, stioriss
A wark o . 12 clearly for l
o millennia.

1 They've done
just fine
without
pictures...

‘"’W@ 1 HAVE A WHOLE CHAPTER ON THIS SUBJECT,
BUT I8 COMICS, THE b BUT FOR NOW, SUFFICE T TO SAY THAT THE SECRET
TWO HAVE TO WORK TOGETHER OF COMMUNICATING CLEARLY WITH WORDS 1S JUST
SEAMLESSLY ENOUGH THAT READERS | ; TO LET WORDS DO WHAT WORDS DO BEST —
BARELY NOTICE WHEN SWITCHING

=
|(-'_/

FROM ONE TO ANOTHER.
== AND WHEN A
PICTURE IS THE
BETTER SCLUTION, TO
LET THEM GET QUT
OF THE WAY.

CAMEL TWOe ART Y DEREE KIRK KiM [SEE ART 3,
CREDATE, PAGE 2540



FiMAaLLY, AFTER CHOOSING JUST
THE RIGHT MOMENTS. FRAMES, IMAGSES
AND WORDS, ALL THAT'S LEFT 15 YOUR

CHOQOICE OF FLOW: How you GUIDE
YOUR AUDIENCE THROUGH »ouR WORK
FROM BEGINNIMNG TO END.

BETWEEN PANELS, YOUR CHOICE OF
FLOW WILL RELY ON THE UNWRITTEN
COMTRACT BETWEEN ARTISTS AND
READERS WHICH S5TATES THAT PaNELS
ARE READ LEFT-TO-RIGHT FIR5T.
THEN UP=-TO-DOWN* --

>

i

7
P

-— AND THAT WITHIN EACH PANEL, THE SAME
PRINCIFLES wiLL aPPLY TO CAPTIONS anD
WORD BALLOONS.

IT ALSO MEANS BEING O THE
LOCKOUT FOR ANY PART OF THE
CREATNE PROCESS THAT caM HELP --
OR HINDER == THAT FLOW.,

|
N

==

T CHOICE OF MOMENT

G| cHoICE OF FRAME

=9/

& cHoICE OF IMAGE 7T
CHOICE OF WORD

@cm}ms of(FLow )= A

1 B

* Of RIrHT=TO=LEFT i SOME CULTUIRES, DF COURSE.

32



P

THE EASIEST WaY
TO AVOID PANEL-TO-PAMEL COMFUS

To JUST KEEP IT SIMPLE, BUT IF yOu LIKE TO
MixX THINGS UP, KEEP A LOOK OUT FOR CERTAIN
INHEREMTLY CONFUSING ARRANGEMENTS
LIEE THIS ONE —

oMW 15 |

== & WHICH HABIT
WILL SEND YOUR
READERS LEFT TO
RIGHT, LEAVING
THE LOWER LEFT=
HAND PANEL
UNEEAD —

SLRE, THERE ARE WAYS
To COMPEL READERS’
EYES TO MOVE [N THE
RIGHT DIRECTION,

i JUST MAKE
SURE ¥OUR LAYOUT
IS SERVING YOUR
STORY -

-- INSTEAD OF
THE OTHER WAY
i ARQUND —-

— UNLESS, oF
COURSE, YOU WAMNT
TO GO THE
EXPERIMENTAL
ROUTE, AS I
SOMETIMES DO,
BUT THAT'S A WHOLE
OTHER BOOK!

.

== AND PRODUCING
JUST EMNOUGH
SPLIT-3ECOND
COMFUSION TO YANK
READERS OUT OF
THE WORLD OF THE
STORY.

ANOTHER SOURCE OF
“WHICH COMES NEXTT" CONFUSION OCCURS
WHEN PANEL ARRANGEMENTS ARE OBSCURED
BY TOO MaNY “FOURTH WALL™ BREAKS
AND BORDERLESS MAGES.

THE COMPOSITIONS AND
MOTION 1M YOUR FRAMES Can HELP GUIDE THE
READERS' EYES, BUT MAKE SURE THEY'RE BEING

GUIDED iN THE RIGHT DIRECTION!




R o N N T T

P

HOW your CHOICE
OF FRAME cHANGES
FROM DANEL TO PaNEL
CAMW ALSO AFFECT THE

READING FLOW.

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

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

DUDE, THIS &IRL'S
BREAST DOES NOT

THAT'S SUPPOSED
To BE My DAD!

MGT ALL PICTURES
ARE CREATED EGIUAL.
READERS FOCUS Ol
AREAS OF CHANGE
AND RELEWIANCE TO
THE STORY--

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

CHOICE OF FLOW IS PARTIALLY ABOUT
CLEARING YOUR READERS' PATHS oF OBSTACLES
TS A SMO0TH READING EXPERIENCE.

|

EGLhaL Ly
IMPORTAMT
THOUGH, IS How |
THE SIGHTS ALONG
THAT PaTH DRAW
THE READERS’

THE TABLE-
CLOTH N THaT
LAST PaNEL?

DIDN'T
THINE S0,




YOUR READERS ARE
HUMANS, JusT
LIKE YOU AND ME, AND
WE aLL SORT
INFORMATION THE
SAME Wiay,

THERE™S MO Way TO FORCE READERS TO TAKE &
SPECIFIC PATH. BUT wWITH EXPERIENCE, YOU CAN RELIABLY PREDICT
WHAT THEY'LL Pay ATTENTION TO — AND BE DISTRACTED BY -- AND
USE THAT ENOWLEDSE TO YOUR ADVANTAGE,

EVERY Day, OUR FIVE SENSES TAKE in AN OWVERWHELMING AMOUNT
OF INFORMATIOMN, YET WE GLICELY SEPARATE OUT WHAT WE CARE
ABOUT FROM THE CHAOS AND DIRECT OUR ATTENTION TOWARD iT.

AMD AT THE EMD OF
THE DAY, IT°5 THAT
FLOW OF SELECTED
| MOMENTS THAT WE
REMEMEER --

== AND ALL THOSE
OTHER SENSATIONS
ARE LEFT ON THE
CUTTING RCOM
FLOOR.

IN COMICS, YOU CAN DO A LOT OF
THAT “CUTTING"” BEFOREHAND TG INSURE
THAT THE FLOW OF 1MAGES READERS SEE ARE
EXACTLY THE ONES YOU WANT THEM TO SEE,
IN THE QRDER THAT BEST SERVES
YOUR STORYTELLING GOALS.




WEBCOMICS HavE
INTRODUCED NEW
OPPORTUNITIES FOR --
AND POTENTIAL
OBSTACLES TQ —

FLOW.

’ DAILY STRIPS
AND SCREEN-FITTIMNG

COMICS PAGES FlLow N
MUCH THE SAME WAY AS THEIR
FAPER AND INK COUSINSG, AND
READING THEM IS A PRETTY
INTUITIVE PROCESS.

BUT MANY MULTI-BAGE
WEBCOMICS Yanik
READERS OUT OF THE
STORY BY COMSTANTLY
FORCING THEM TO
SCROLL, THEN HUNT.
THEN CLICK, THEM
SCROLL.

NO MATTER WHAT SHAPE YOUR COMICS TAKE, AS
Lons A5 NAVIGATING THROUGH THEM 15 A
SIMPLE, INTLITIVE PROCESS. THAT PROCESS WILL BE
TRANMSPARENT TO THE READER --

somME NEW EXPERIMENTAL
FORMATS ARE DISTRACTING BY THEIR MATURE,
OF COURSE, BUT EVEN THESE CAN ALLOW FOR SMOOTH
READING IF ALL THE NavIiGaTING IS DONE WITH A

SINGLE CONTROL LIKE AN ARROW KEY.

UNINTERRUPTED.

== AND THE READING
FLOW CAN CONTIMNUE

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

HaLF."

FOR MOW, THOUGH, WHETHER YOU WORK M
PRINT, THE WEB or BOTH: IMPROVING FLOW
CAN HELP YOUR AUDIENCE ENTER THE WORLD OF

YOUR STORY AND PASS FROM ONE END TO THE
OTHER WITHOUT EVER BEING TORN AWAY 8y
THE WORLD OUTSIDE.

Do THAT, AND YOUR
STORYTELLING CaN
PUT ITS FULL WEKSHT
BEHIND THE “*STORY®
WITHOUT THE
“TELLING™ GETTING
IN THE lway.




TOGETHER THESE FIVE
2MDs OF CHOICES ARE WHAT
COMMUNICATING THROUGH
COMICS REQLIRES -~

CLARITY

ma BT COMMUNICATING
WITH CLARITY MEANS mMAKING
READER COMPREHENSION YOUR

ULTIMATE GOAL.

__@ CHOICE _‘@‘ CHOICE \ﬁ\ CHOICE @ CHOICE .| CHOICE
OF 4\ OF OF OF L] oF
GOALS: GOALS: GOALS: GOALS: GRALS:
“COMNECTIMNG THE SHOWIMG READERS CLEARLY aND CLEARLY AMD EUItiMG READERS
DGOTS" SHOWING WHAT THEY MEED GUICKLY EVOKING PERSUASIVELY BETWEEN AND
THE MOMENTS TO SEE CREATING THE APPEARANCE COMMUNICAT MG WITHIN PaMELS,
THAT MaTTER AND A SEMNSE OF PLACE, OF CHARACTERS, IDEAS, VOICES AND AND CREAT |G &
CUTTIMNG THOSE POSITION AND OBJELTS, SOUNDS 1M SEAMLESS TRAMESPARENT AMD
THAT DON'T. FOCUS, EMVIROMMENTS COMBIMATION WITH INTUITNWVE READING
AND SYMEBOLS. IMBGES. EXPERIENCE.
TOOLS: TOOLS: TOOLS: TOOLS: TOOLS:
THE 51X TRANSITIONS: FRAME SIZE AND EVERY ARTISTHS EVERY LITERARY THE ARRANGE=
L MOMENT TO MOMENT SHAPE. GRAFHIC DEVICE AMND LINGUISTIC MENT OF PAMELS
EACTION TOAGTION EVER INVENTED, DEVICE EVER ON A PRGE OR
;m;ﬁ:ﬁf” CHOICE OF INVENTED. SCREEN, AND THE
o ASTRET S A “CAMERA™ ANGLES. RESEMBLANCE, ARRANGEMENT OF
5, WO SEGATIR DISTANCE, HEWGHT, SPECIFICITY. RANGE, SPECIFICITY, ELEMEMTS WITHIN
BALANCE AND EXFRESSION, BOTY THE HurAN WGICE, A PanEL.
MINIMIZ NG DANEL CENTERING. LAMGUAGE AND ABSTRACT
COUNT EOR THE MNATURAL CONCERTS, THE DIRECTING THE EYE
EFFICIENSY, OR THE “ESTABLISHING WORLD. EVDCATION OF THROGH READER
ADDING PANELS SHOT." REVEALING OTHER SENSES. EXPECTATIONS
FOR EMPHASIS. AND WITHOLDING STYLISTIC AND AT GONTENT.
CHARACTER OF INFORMATION. EXPRESSIONISTIC BALLCONS, SOUND
MOMENT, MOOD DIRECTING READER DEVICES TO EFFECTS AND USING MOMENT,
AND IDEA. FOCUS, AFFECT MO00D AMD WORD ¢ PECTURE FRAME, IMAGE AND
EMOTION, INTEGRATION® WD I TAMDEM,

/:;;;REH‘T “STEPS" THAT HaWVE TO BE

TAKEM IN SOME PREDETERMINED ORDER.

p——— | ;

e

MOST COMICS
ARTISTS JUGELE
ALL FIVE as
NEEDED.

DECISIONS HAVING TS DO WITH MOMENT,
FRAME AND FLOW ARE LIEELY TO BE MADE IN THE
PLANNING STAGES OF A COMIC, WHILE IMASE
AND WORD DECISIONS ARE USUALLY BEING MADE
RIGHT UP TO THE FINISH LINE --

NUMBER OF WORKING

== BUT YouU'LL
FIND THESE CHOICES
CAN FIT INTO ANY

METHODS.

37

® SEE LHAPTER THREE: “THE POWER OF WORDS" FOR MORE 08
DIFFERENT TYPES OF WORDFICTURE INTEGRATION AMD OTHER
TECHMIGUES RELATED TO CHOME OF WORD:



YOU MIGHT WaNT TO

START wWiTH ROUGH

SKETCHES oF THE
WHOLE COMIC ==

/r OR YOU MIGHT \

START WITH A FULL

SCRIPT. WRITTEN BY

YO OR SOMEONE
ELSE —

TAP! AP

YOU MIGHT EVEN CREATE ONE
FINISHED PANEL wiTH HO

-= THEM COME UP
WwiTH THE DHALOGUE
AND NARRATION --

THAT TO DO ¥OUR
ROUGH SKETCHED
LAYOUT —

/_ -- THEM USE w

IDEA WHAT HAPPENS NEXT --

[MOMENT] [ FRAME |

IMASE i E WORD

== THEM CREATE
THE FINISHED ART.

/‘_ == THEM CREATE \

THE FINISHED ART.

== THEN D3 THE SAME WITH PANEL
TWO anp JUST KEEP GOING!

HMOME HT! I FRAME
+

[imace | | worD |




WORKING METHOD
YOU CHOOSE, MAKING COMICS
COMES DOWN TO A SERIES

UNDERCOVER

H MATTER WHAT

oF DECISIONS --

EXAMPLE: LET'S

-- AND EACH

DECISION YOU MAKE CAN BE INFORMED

8Y, AND EVALUATED ON THE BASIS OF,
THESE FIVE CATEGORIES.

3
=

| B

J ﬂ'f-,:'

I
=

? —@‘ CHOICE OF MOMENT

ERD)

CHOICE OF FRAME
CHOICE OF IMAGE

CHOICE OF WORD

CHOICE OF FLOW

IMPROVISE & SIMPLE STORY,
TOLD AS CLEARLY AS POSSIBLE, AND
SEE HOW OUR FIVE KIND S OF CHOICES

can BE MaDE W REAL TIME.

DOOFUS.

|7 iy L
‘@_l

WOMAN.

WE'LL START
WITH A FEW
THROWAWAY

E CHARACTERS.

=1
SCRUFFY




LET'S START THEIR STORY WITH A Bl&
ESTABLISHING SHOT TO SHow WHERE THE
ACTION IS TAKING PLACE, THEN A MIDDLE SHOT
TO INTRODUCE CHARACTERS A AND B, AND THEN
& CLOSE-UP oM CHARACTER A

THREE MOMENTS, ACCOMMODATING THREE
DIFFERENT FRAMES ON THE SAME SCEME.

—

WE COULD HavE ;
DONE MaNy MORE
FRAMES, BUT THREE
GETS THE JOB DONE.

T
il

MO FIREWORES IN THE |MAGES DEPARTMENT.
JUST & FEW RECOGNIZABLE DETAILS, BUT QUR
CHOICE OF IMAGE 15 AT LEAST SPECIFIC. WE
KMOW WE'RE IN A MIAMI-LIKE CITY; WE ENOW
CHARACTER A IS A SERIOUS GUY.

WE ENOW WHAT WE NEED
T KHOW == FOR MOW.

\

MOW A5 A STARTS FOLLOWING B, NOTICE HOW
BOTH ARE SHCWH IN FRAME. TO REINFORCE THEIR
RELATIVE POSITIONS. ALS0, DESPITE CHANGING
VIEWING ANGLES, BOTH MAINTAIN A LEFT-TO-RIGHT
FORWARD FLOW, TRACKING THE READER'S USuaL

READIMNG TIRECTION.




NEXT, BY SHOWING
CHARACTERS & aMND B FROM
CHARACTER 'S POINT OF VIEW,
WE GIVE READERS A CLEAR
SEMSE OF WHERE ALL THREE
CHARACTERS ARE IMN RELATHOMN
TO ONE ANOTHER.

IT WASN'T PRACTICAL TO SHOW ALL
THREE CHARACTERS IM A SINGLE FRAME —
THEY'D BE TOO SMALL IN A LONG=SHOT ==

BUT THE VISUAL FRAGMEMTS STILL ADD
UP TO A SINGLE IDEA.

o

THE DOUBLE-CIRCULAR SHAPE OF THE
BINOCULARS I8 THE FIRST PAMEL TELLS _
US WE"E INTRODUCED & THIRD POINT
OF VIEW. - Lo N T

:lu-an||||||

-
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- C'S POSITION ON |,
- THE ROOF — {31

THEN WE FICK A

LONG ENOUGH ==5  © ENOUGH ANGLE TO =
BNGLE TO SHOW | sHow C's FaCE

| AND THE BINOCU-

il

W ¥

el

=%

ok
e ]

WEWE ARRIVED AT THE MEXT IMPORTANT
LOCATION, SO THE CAMERA PULLS BACK AGAIN
FOR ANOTHER ESTABLISHING SHOT.

DIALOGUE.

ALSO, WITH DS
INTRODUCTION,
COMES OUR FIRST




THE MEXT TWO MOMENTS ARE FRAMED & BIT TOO
CLOSE To sHOW US ExacCTLY WHAT 15 BEING
BOUGHT OR FOR HOW MUCH anD THE WORDS
AREN'T VERY SPECIFIC EITHER. CHOICE OF FRAME
AND CHOICE OF WORD ARE BOTH HOLDING

OUT o us!
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I
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BECAUSE OF THAT DELIBERATE LACK
OF INFORMATION, WE ONLY KNOW WHAT
CHARACTER A KNOWS. N FACT, PANEL TWO HERE
15 SHOT FROM A'S POINT OF VIEW. 50 His

DISCOVERY FEELS LIKE OUR OWN.

I '|I1I||I|]

T T
i I||||I 14
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1
=
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==FoR THE ILLEGAL
POSESSION OF —

MOw, A5 SO0M A5 WORDS ENTER, THE PICTURES
ALONE WOULDM'T GUITE TELL THE WHOLE STORY.

WITHOUT
“POLICE!™ FoR
EXAMPLE, YOU MIGHT
MISS THE BADGE AND
AUST ASSUME THAT
CHARACTER A WAS
& CROOK.
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NOTICE TOD HOW MANY OF THESE ACTION TO
ACTION CHOICES ARE COMPOSED FOR
LEFT=-TO=RIGHT FLOW RESULTING M A SENSE
oF FORWARD MOMENTUM.

YET. WHEN CHARACTER ot
A TURMS HIS HEAD Lo ST BEE THENEE
AGAINST THE FLOW, = = =
IT HELPS PUT On THE : E
BRAKES JWUST AS
THE ACTION SLOWS
DWW

H2




' OR — AS HAPPEMS NEXT --

THE CAMERA CAM SHARE INFORMATION WITH
READERS THAT CHARACTER A DOES NOT Have
SPECIFICALLY, THE AMOUNT OF MONEY B 60T, AND

THE PRESEMCE OF & GUN 1N PanEL &,

.I -I - I" _:: ]—i“"ﬂ-—-—
\ %'..t VAN>Se
;_I \W ;'L‘ — \?--"/g

MNOTICE HOW
MOMENT,; FRAME anD IMAGE
ACCOMMODATE EACH OTHER: ADDING
MOMENTS TO IMCLUDE ANGLES WHICH
REVEAL MEANMINGFUL DETAILS.

HERE ALSC, WE SEE How WORDS anD PICTURES
caM OPERATE ON DIFFERENT PLANES: ONE
RELAYING DIALOGUE THAT ALL CAN HEAR; THE
OTHER SHOWIME INFORMATION (THE AMOUNT OF
MONEY) THAT OMLY EDME KEMOW ABOLIT.

GOTTA TAKE You SJUST A FEW
BACK T THE STATION QUESTEONE. ..

AND BY LETTING READERS “IN ON THE SECRET,™
OUR CHOICE OF FRAME AND IMAGE MAY LEAVE
THEM FEELING A BIT LiKE COLLABORATORS.

.

[ |
i G

..T-—..I.H.
—

=

=
,--
=

o

FRAME, NOT FOR & NEW SCENE, BUT BECAUSE OUR
UNDERSTANDING OF THE SCENE 15 CHANGING.

g ALSO WITH

PHYSICAL CONFLICTS,
THE LOCATIONS
OF CHARACTERS

MNEXT, IT'S WORTH PULLING BACK THE

MATTER.




o .-__.f,.rf 7

g AND AS THE

oy SCENERY STARTS SHIFTING FAST, IT'S
IMPORTANT TO COMTINUE FRAMING THE ACTION
WITH LONG-SHOTS anD MIDDLE-SHOTS

= TO ALLOW READERS TO TAKE IT ALL IM.

———

U i

HavIME KEPT
ALL FRAMES AT THE SAME HEIGHT To THIS

POINT, ADDING A DOUBLE-HEIGHT PanEL
CAM CHAMSE THE FLOW OF ACTIONS TO
ACCOMMODATE & VERTICAL SHIFT.

AND FINALLY, A FEW
CLOSE-UPS as we
MOVE IN FOR SOME
CHARACTERIZATION -~

PASSES FORIT
WITH A THROW =

AWAY STORY
LIKE THIS ONE.*

P\

= OEAOUISLY, THERE'S A DIFFERENCE BETWEEN 5000
STORYTELLING AND & GOOD STORY. I OFFERING
THIS A5 AN EXAMPLE OF THE FORMER OMLY,

Tor BE COmT -+ O, NEVERMIND,




/' NOTE THAT
THE VISUALS M
THESE PANELS
Dowd*T FEATURE
MANY FANCY CAMERA
ANGLES OR STUNMING
IMAZERY. IF WE HAD
TO RATE THE
DRAMATIC
CONTEMT IN THE
ART, WE MIGHT Say
“Low"™ Tg
“MODERATE™

IMN OTHER WORDS,
THE CHOICES OF
MOMENT, FRAME,
LINE anND FLOW 1N
THESE EXAMPLES ARE
EOVERMNED BY

CLARITY --

NOW, DEFINING
YNTENSITY™ IS A
SUBJECTIVE BLISINESS.
FOR SOME PEOPLE. A
COMIC FILLED WITH
NOTHING BUT PANELS
OF ONE PERSOM
ASLEEP IN THEIR BED,
SHOT FROM THE SAME
AMGLE Acaln AND
AGAIM, MIEHT BE
CONSIDERED
“INTEMSE™

-= FAR MORE
THAMN THEY
ARE By --

BUT FOR NOW, WE'LL USE IT TG REFER TO
THOSE VISUAL TECHNIQUES WHICH ADD
CONTRAST, DYMAMISM, GRAPHIC
EXCITEMENT OR A SENSE OF URGENCY
TO A PANEL.




EXTREME
DEPTH
CUES.

THE SENSE OF GREAT
DISTANCES, EXTREME
CLOSENESS AND THE
COMTRAST BETWEEN

WILD
VARIATIONS OF

FRAME
SIZE AND
SHAPE.

GRAPHIC CONTRAST.
BOLD JUXTAPOSITIONS OF COLOR,
SHAPE AND BRIGHTMESS.

exaceerateo POSES anp

EXPRESSIONS!!

VIRTUOSO
DRAWING
TECHNIQUE.

BREAKING THE FOURTH WALL. DIAGONALS.
BORDERLESS AND BORDER-BREAKING CHARACTERS
AND OBJECTS.

TILTED SUBJECTS, ANGLES ==




MOW, THE Wiay
TWE ILLUSTRATED
THEM HERE, THESE
GUALITIES May
RECALL CERTAIN
GENRES oF
COMICS.

=

= ==
= I_
TS

T T
ﬂ PARTICULARLY THOSE INVOLYING A

HIGH INCIDENCE OF HITTING, BLEEDING,
COLLISIONS, EXPLOSIONS OR PECPLE SariNG
“OH MY GOD, NO!I™ on A RESULAR BASIS.

BUT WHILE THE
“EXAGEERATED POSES
AND EXPRESSIONS™ ==

y — | L Taa—

a2 £ oo ca
PREPARE Yoromor
T0 FIRE!
.(P

oW MY 60D, NO!

-- OR “WIRTUOSS DRAWING TECHMIQUES™ OF OTHER
EMRES MIGHT TAXE ON DIFFERENT FLAVORS --

THIS IDEA OF
ADDING & LITTLE
PIZAZZ TOo A
STGRYTELLER'S STYLE
15 A TIME-HOMORED
TRADITION,

PAMEL THREE: ART 3Y ENCHIRS ODA. PRMEL FOUR: ART
BY FRAMCONS SCHUITEM (SEE ART CREDITS, PASE 284),

-- THE Basic EFFECT oF SucH
TECHNIQUES STAYS CONSTANT:
ATTRACTING anD/or EXCITING
READERS AS 500N AS THEY PICK
A COMIC OFF THE SHELF OR LOAD IT
INTC THEIR BROWSER.

CLARITY WITHOUT ANY

PRESENTATIONAL FLAIR

WHATSOEVER CAM BE A

BITTER PiLL FOR SOME
TO Swdal Lo,

e

e

THING 15, WHILE
CLARITY aND INTENSITY can
GO HAND IN HAND, YOU CAN ORLY LEAN ON
ONE SIDE 50 HARD BEFORE THE OTHER
STARTS TC SUFFER.




-
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i
| T
WE TAKE THE BASIC
—— COMPOSITIONS o

( IN OUR SAMPLE STORY.
; AND APPLY EVEN A FEW
OF THESE DYNAMIC
EFFECTS ==

L
==
-~ 5
~ta®®
=3
T
L
=
@ - —
) = o
- SPECIFICALLY.
== THESE PANELS

MORE EXTREME
DEPTH CUES, Some
DIAGONALS, MORE

BXAGGERATED POSTURES,

AND ONE OR TWO FOURTH
wWaALL BREAKS —

48

START TO FEEL A
LITTLE MORE LIVELY,
WITHOUT SACRIFICING

MuUcH CLARITY N

THE PROCESS.




I SUCH CASES, THE
INTENSITY OF THE
WORK a5 & WHOLE
CAN ACTUALLY 60
DOWN.

BUT RAMD
LB THOSE SAME ELEMENTS
TOO MUCH anD You GET
AN INCOMPREHENSIBLE

e e
AFTER ALL, IF EVERY G
BAMEL IS TURNED UP TO FULL
VOLUME AT ALL TIMES, Ay
HOPE OF DRAMATIC

%}1 \ 3 ¥/, CONTRAST 15 LOST!
V E AN \ e
"a — EE f{:;m

@

MG

IN FACT, THERE'S. MO SINGLE LEVEL oF
INTENSITY THAT’S LIKELY TO WORK [N EVERY PANEL.
IT5 I8 THE VARIATION BETWEEN PAMNELS THAT

TRUE D¥YNAMIC EFFECTS ARE CREATED.




DEPTH CONTRAST

GRAPHIC CONTRAST

DIAGONALS

EXTREME POSES

4TH WALL BREAKS

FRAHE VARIATION

=T DF

SURFACE APPEAL

WHEN
MAKING COMICS FOR
THE FIRST TIME, IT'S
TEMPTING TO TRY TO
MAKE EVERY MOMENT OF
A STORY HIT LIKE A
THUNDERSTORM.

BUT JUST AS
A THUNDERCLOUD NEEDS TIME TO
GROW AND GATHER STRENGTH
BEFORE THE RAIN --

== COMICS
STORIES MEED TIME
TO BUILD ON THE
KNOWLEDGE AND
EXPECTATIONS oF
READERS BEFORE THEY
CAN DELIVER THEIR
STRONGEST
MOMENTS.

READERS CRAVE
DRAMATIC CHANGES,
BUT TO HIGHLIGHT
CHANGE REGLIRES AN
UNcHansING POINT
OF REFERENCE.

THE FIXED, GUIET BACKGROUMND SETS THE STAGE FOR THE CACOPHONOUS
INTRUDER.
X i
PASE THE it &
TEA, DERR.
RIGHT I
U B,
DERR E- EEJ

50




THE FIXED
THE FIXED CAMERA THREE-EY-

ANGLE DRAWS THREE
ATTENTION TO THE PAMEL
GRID
PREPARES
FOR THE
IMPACT OF
THE
FULL=-
PAGE
PANEL.

AND THE FIXED MIDDLE GROUND SHOT COMTRIBUTES TC THE EMOTIONAL
IMBACT OF THE CLOSE-UP.

BEM THIMKS SHE
BOUGHT 1T FOR WYLE.

== AMD THEM
STRIKE LIKE
IN SHORT,
SOMETIMES JUST TELLING IT LlGHTNlNG
STRAIGHT, WiTH CLARITY A5 YOUR WHEM T COUNTS.
GUIDE, |5 THE BEST Way FOR
1 STORIES TO GATHER STEAM —-

< M —

et
I

|.-
oy
|
]
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===
:Cl.l

3
|
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v
jd

A
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FINDING THE RIGHT BALANCE
BETWEEN INTENSITY AND CLARITY
IS MORE THAN JUST A PRACTICAL
CHALLENGE.

INTENSITY CLARITY

IT ECHOES
& BROADER
PHILOSOPHICAL

DIVIDE Id COMICS
CULTURE ==

-- BETWEEN THE JOY OF
TELLING STORIES WiTH A STRONG
PERSOMNAL FLAIR, MAKING OLD
STORIES SEEM NEW, Takine READERS
oM A& THRILLING RIDE AND
CELEBRATING VIRTUOSITY OF
TECHNIGUE --

COMICS HaS SEEN
PLENTY OF GREAT BuT
TALENTS ON BOTH WHICHEVER SIDE  “—_~~  -- THE
ENDS OF THE SCALE. YOU PLAN TO PRINCIPLES OF
THERE'S MO “RIGHT" LEAMN TOWARD == PURE; CLEAR
CHOWCE. STORYTELLING

SHOULD BE YOUR
STARTING
POINT.

-~ AMD THE BELIEF THAT THE
STORIES MOST WORTH TELLING CAN BE
TOLD WITHOUT ANY BELLS AND WHISTLES:
THaT THE CHARACTERS anD EVENTS iN

A STORY WILL BE REASON ENOUEH TO KEER
READING, |F THE PRESENTATION 15
CLEAR anD EFFECTIVE.
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% TWDK mu WANT READERS
L coas: o AT
Tl | ) e
AT
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| {1

== AMND YOU WANT

Hem To CARE.

L}

g

_|" A

== BUT THERE ARE
TWO PATHS vou
CcanM TAKE TO GET

| YOUR READERS TO
CARE.

OME RELIES ON THE

FRESENTATION ==

INTENSITY oF youR

- WHILE THE

OTHER RELIES OM

THE COMTENT OF
THE STORY

ITSELF.

CLARITY 15 THE
FaTH THAT LEADS

TO THE GOAL OF
UNDERSTANDING --

O} MOMENT

FRAME

T

IMAGE

WORD

FLOW

THE HUMAN BEINGS

THaT LvE WITHIN
THAT STORY.

L 4
1
O |
| | - B S
THE IDEAS AND THE SENSATIONS

EXPRESSED THROUGH
THEM AND BETWEEN
THEM.

of THE WORLD
YOUR STORY BRINGS

TAKE A BREAK. MAYRE TRY SOME
oF THE EXERCISES LISTED IN THE
FOLLOWING MOTES PAGES.

THEMW WE'LL SEE
WHERE THaT SECOND
PATH LEaDs.

!
paaiijp=inn
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INTRODUCTION
CHAPTER I: WRITING WITH PICTURES*

PAGE | - GUESSING WHAT YOU WANT

OKAY, I'M STARTING WITH SOME BiG ASSUMPTIONS
HERE! THE KIND OF COMIC T DESCRIBE ON PAGE ONE
ISH'T THE OMLY KIND OUT THERE. {IN FACT. I'LL TALK
ARBOUT THE VERY DIFFERENT &O0ALS SOME CARTOOMISTS
HAVE IN CHAPTER 50X BUT I DO THINE THIS IS THE
GOAL MOST OF US START WITH: TO TELL A STORY THAT
SWALLOWS THE READER WHOLE, L'SUALLY BECAUSE
THAT'S THE EXPERIENCE WE HAD AS READERS THAT LED
US TO COMICS 1M THE FIRST PLACE.

TELLING STORIES |5 WHY COMICS EXISTS, anD THE
DRIVE TO MAKE THOSE STORIES MEMORABLE, MOVING
AND INTOXICATING 15 WHAT GIVES COMICS ITS CURRENT
SHAPE, EVEN IF TOOD MANY ARTISTS Fall aT THAT
MISSION.

IT'S LIKE LEARNING ABOUT SEX. EVEN IF MAKING BABIES
IS THE LAST THisG ON YOUR MIND, UNDERSTANDIMNG
HUMAN SEXUALITY STILL STARTS WITH THE REPRODUC-
TIWE SYSTEM.

PAGE 2, PANEL Z - TEACHING MYSELF

MO JOKE, I'M PLANNING A MAJOR GRAPHIC NOVEL a5
MY NEXT RBi6 PROJECT AND CREATING THIS BOOK HAS
HELPED ME FREPARE FOR IT. I HAVE A LOT OF BAD
HABITS TO 6ET RID OF

PAGE 5, PANEL | - ON MY EXAMPLES

THIS BOOK |5 BLACK AND WHITE 50 MOST OF MY
EXAMPLES COME FROM GRAPHIC NOVELS, MANGA OR
COMIC STRIPS WHICH FEATURE REPRODUCIELE BLACKE
LINE ART. MOST WERBCOMICS, SUPERHERD COMICS AND
CLASSIC EUROPEAM COMICS ARE IN COLOR AND HARDER
TO REPRODUCE, 50 ¥OU WOM'T SEE AS MUCH OF THAT
WORK REPRESEMTED UNMLESS THOSE SUBJECTS COME UP
DIRECTLY. IT'S NOT MY PERSONAL FREFERENCE, JUST
EEEPIMNG THE EXAMPLES AS SHARP aMD READABLE AS
POSSIBLE. MOST OF THESE IDEAS SHOULD APPLY To ALL
EINDS OF COMICS, THAT SAID, IF I CAN PICKE A COMIC T
ADMIRE TO MAKE A GIVEN POINT, I PROGABLY WiILL,

PAGE 19-25 - FRAMES AND GENRES

CHOICE OF FRAME CAN DIFFER FROM GENRE TO GEMRE.
SUPERHERO COMIES TEND TO FEATURE CONTRASTING
DISTANCES, CHANGES OF HEIGHT AND LOTS OF DlAGO-
MALS TO KEEP THINGS LOOKING DYNAMIC (AT LEAST

SIMCE KIRBY REINVENTED THE GEMRE, WHICH WE'LL
DISCUSS IN CHAPTER Sixh

MIDDLE-SHOT, \ EXTREME
WORM'S EVE £LOSE-UP,
VIEW, TIT —— U / — THT
LGNG-SHOT, \\ ,,///’
BIRD'S EVE \
ViEW ———*
MIDDLE
cLOSE-UP

M & DALY &as STRIP, ON THE OTHER HAND, AN ARTIST
MIGHT &0 FOR MONTHS WITHOUT EVER MOMVING THE
“CAMERA™ TO GIWVE THE COMIC A MUNDRMNE, DOWN TS
EARTH FEELING ON THE ASSUMPTION THAT DRAMATIC
STAGING WOULD UNDERCUT THE HUMOR:

{ — ]

| P r

FIXED MIDDLE-SHOT, FIXED ANGLE, NG TILT

PAGE 29 - DRAWING STYLES AND MOQOD

FOR A WHOLE CHAPTER ON HOW DEAWING STYLES CAM
AFFECT MOOD, SEE UNDERSTANDING COMICS, CHAFTER
FIVE, “LIING IMN LINE.™

PAGE 3& - FLOW AND PAMNEL SHAPE

FLOW CAM BE AFFECTED BY PANEL SHAPE IN VARIOUS
WaYS, YOUR READERS INSTINCTIVELY KNOW THAT AS
THEIR EYES MOVE ACROSS A ROW OF PAMELS, THEY'RE
MEWVING FORWARD (N TIME, 50 A ROW OF NARROW
PAMELS WHICH DIVIDE THE READING FLOW INTO SHORT
BURSTS ARE LSEFUL FOR FAST, CHOPPY SEGUENCES:

WHILE WIDER PAMNELS CAN BE USED FOR MOMENTS THAT
SHOULD PASS MORE SLOWLY.

0“0 A [y
s 2 7

* WILL EISMER HAS REFERRED TO HIMSELF AS “A WRITER WO WRITES 5L[.

WHTH PICTURES™ AND IWE HEARD ART SPESELMAN TALE AROUT
COMICS A5 A FORM OF "FIETURE WRITING™ 50 THIS ISN'T MY TERM.




PAGE 37 - CATEGORIES AND LIMITATIONS

ARTISTS HAVE BEEN DRAWING WONDERFUL COMICS
STORIES FOR WELL OVER A HUNDRED YEARS WITHOUT
WORRYING ABOUT TERMS LIKE MY FIVE CHOICES, OF
COURSE. & LOT OF PURE INSTINCT GOES INTO MAEING
COMICS, THESE IDEAS ARE MEANT TO SUPPLEMENT
anD INFORM THOSE INSTINCTS, NOT REPLACE
THEM.

IF ¥OU'RE CREATING A COMIC, AND A PARTICULAR PaMEL
OR PAGE DESIGN JUST FEELS RIGHT TO YO, GO FOR IT.
JUST BECAUSE YOU DIDN'T GO DOWN ONE OF MY NMERDY
CHECKLISTS FIRST DOESH'T MAKE IT ANY LESS WialiD.

BUT. WHEN YOU COME BACK TO THAT COMIC AND
SOMETHING MO LOMGER FEELS QUITE RIGHT. OR WHEN A
FRIEMD READS IT AND DOESN'T GET IT, THAT'S WHEN I
CAN PROMISE THAT YOUR SOLUTION LIES M ONE OF
THOSE FIVE COLUMNS, THAT™S WHEN YOU MAY WANT TO
RECOMSIDER SOME OF THE CHOICES YOUNE MADE AND
COMSIDER THE ALTERMNATIVES.

PAGE 38 - ART STAGES

CREATING FIMNISHED ART HAS TRADITIOMALLY INCLUDED
SOME KIMND OF UNDER=-DRAWING WITH LIGHT (HARD)
DENCIL AND/OR LIGHT BLUE PENCIL TO ET DETAILS
AMND PROPORTIONS RIGHT, FOLLOWED BY FINISHED INK
DRAWINGS. IN THE INDUSTRY OWVER THE YEARS, THESE
SEPARATE TASKS == OFTEM PERFORMED BY SEPARATE
AATISTS == BECAME ENOWN AS “PENCILLING™ (SIC) AND
“IMEINE

A LOT OF LONE COMICS ARTISTS STILL SPLIT THEIR
COMICS ART INTO THESE SEPARATE STAGES. IT MAKES
SENSE TO HAVE A NON-PERMANENT WaY TO WORK OUT
WHERE LIMES ARE GOIMNG TO GO BEFORE IMNK HITS PAPER.
STILL, I'M RELUCTANT TO USE THE TERMS BECALISE
THEY DON'T FIT WELL WITH OTHER TYPES OF FIMISHED
ART LIKE PAINT OR DEGITAL MEDHAC

THAT SAILD, MOST CARTOONISTS &0 THROWSH A FEW
STAGES O THEIR way TO FINISHED ART, INCLUDING:

* A ROUGH LAYOUT STAGE WHEN THEY FIGURE OUT
WHERE EVERYTHING IS GOING TO &0 ON THE PAGE.

¢ A PENCILLIMG-LIEE STAGE WHEN THEY WORK OUT
THE PROPORTIONS AND DETAILS OF CHARACTERS
AND OB JECTS [N THEIR STORY

» & FINISHED ART STAGE WHEN RENDERING DECISIONS
ARE MADE Final.

PAGE 46 -

ALTHOUGH THESE TECHMIQUES ARE DISCUSSED HERE AS
WAYS TO PUNCH UP THE SURFACE APPEAL OF A WORK,
THERE ARE ALSC PLENTY OF STRAIGHTFORWARD
MARRATIVE USES, INCLUDING:

INTENSITY BOOSTERS

EXTREME DEPTH CUES TO IMPLY THE EXTREME SIZE CR
HASS OF A CHARACTER OR GBJECT:

TILTED ANGLES TO REFLECT A CHARACTER'S SEMSE OF
DISORIENTATION:

OR HYPER-RENDERING TO SHOW IMPORTANT DETAILS OF
AN OBJECT:

PAGE 47, PANEL 7 = CLARITY WITHOUT
INTENSITY

IT'S ACTUALLY PRETTY INTERESTIMNG WHEN CARTOON-
ISTS TRY DlaLING DOWN THE INTENSITY NEARLY ALL
THE WaY. CHESTER BROWN'S LOUIS RIEL INCLUDES
STATIC CHARACTER POSTURES, VERY FEW CLOSE-UPS
AND SOME DELIBERATELY MONOTONOUS LAYOUTS, BUT
THE DRAMATIC EVENTS STILL PULL THE READER IN:
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GEMERALLY SPEAKING, THE “ALTERMATIVE COMICS™
SCENE, INCREASINGLY ASSOCIATED WITH THE LITERATE
SRAPHIC NOVEL MOVEMENT: USES THE DYNAMIC
ACCENTS DISCUSSED OM PAGE 46 ONLY SPARINGLY,
CREATING MOODS MORE AKIN TO A STASE PLAY THaN &
HOLLYWOOD BLOCKEBUSTER. BROWN'S LOUIS RIEL IS AM
EXTREME EXAMPLE, BUT LOOK AT MATURE GRAFHIC
MOVELS LIKE SPIEGELMAN'S MALS, WARE'S HiMmy
CORRIGAN OR MARJANE SATRAPI'S PERSEFOLIS FOR
EXAMPLES OF THAT SENRE™S MORE RESTRAINED ANGLES
AND COMPOSITIONS,

OPTIONAL EXERCISES

NOTE: IF yOuU'D LIKE TO EXPLORE SOME OF THESE
TOPICS FURTHER (OR IF YOU'RE A TEACHER WHO'D LIKE
TO INCORPORATE SOME OF THESE IDEAS INTO A
CLASSROOM SETTINGY IVE INCLUDED SUGGESTIONS
FOR EXERCISES [N THE MOTES SECTIONS OF THE FIRST
EOUR CHAPTERS. THEY AREN'T NECESSARY TO GRASP
THE IDEAS IN THIS BOOK, BUT ¥oU MIGHT FIND THEM
USEFLL FOR GETTING A MORE HANDS-ON UNDERSTAND-
|niE OF THE COMICS-MAKING PROCESS.

# | - CHOICE OF MOMENT (PAGES II-18)

PICK A FAVORITE MOVIE AND TRY ROUGHLY BREAKING
DOWN THE STORY INTO JUST SIXTEEN KEY MOMENTS
USING OMLY PICTURES, NO WORDS. MAKE SURE THEY'RE
CLEAR ENOUGH AND CONNECTED ENOUGH THAT A
FRIEND WHO HASHN'T SEEN THE MOVIE CAN TELL YOU
WHAT'S SOING ON WITHOUT ANY ADDITIONAL EXPLANA-
TION. GUESTION: IF YOU HAD TO CUT T JUST EIGHT
DAMELS, WHICH ONES WOULD ¥OU DROPT HOW MANY
PANELS WOULD BE ENOUGH TO SHOW ALL OF THE KEY
MOMENTS OF THE STORYY

ARCVE: ART 8Y CHESTER BROWN
[SEE ART CREDITS, PAGE 288).

# 2 - CHOICE OF MOMENT/CONNECTING THE
DOTS (PAGES 13-14)

DICKE A FEW OF YOUR FAVORITE COMICS AND TRY TO FIND
AT LEAST OME PANEL THAT COULD HAWE BEEN CUT
WHTHSUT ADVERSELY AFFECTING THE CLARITY OF THE
STORY. COMNSIDER WHAT MIGHT HaVE PROMPTED THE
CREATORCS) OF THE COMIC TO INCLUDE 1T IN THE FIRST
PLACE. WAS [T MEANT TO SLOW DOWN THE ACTIONT OR
FiLL SPACE BEFORE & PAGE TURNT WAS IT GEMUINELY
USELESS OR WAS THERE A SUBTLER PURPOGE IM

MIND?

# 3 - THE SIX TRANSITIONS (PAGES 15-18)

PICK OME OF THESE THREE MINI-PLOTS AND CREATE A
ROUGH SINGLE PAGE COMIC ABOUT IT USING ONLY ONE
OF THE TRANSITION TYPES FROM PAGES 16 AND I

« THE GUEEN DIED AND THE KING DIED OF GRIEF
AFTER HER.

- BOY MEETS &IRL, BOY LOGES GIRL.

« DO EATS DOG, DOG BURPS, DOG& FIGURE SKATES.

THEN TRY DRAWING A MEW PAGE OF THE SAME PLOT
USING A DIFFERENT KIND OF TRAMSITION AND SEE HOW
IT AFFECTS THE STORYTELLING STYLE AND MOOD OF
YOUR COMIC.

# 4 - CHOICE OF FRAME (PAGES 19-25)

BUY THE LATEST COMIC BY YOUR RAVORITE CREATOR.
BON'T LOCK INSIDE, BUT INSTEAD GET A COMICS-SaY
FRIEND TO COPY JUST THE PANEL BORDERS FROM A
FEW PAGES AND WRITE A SHORT DESCRIPTION OF
WHAT'S S0iNG O N EACH PANEL. TRY TO GUESS HOW
YOUR FAVORITE CREATOR COMPOSED EACH PAMEL AND
DRAW A ROUSH VERSION INSIDE THE BORDERS. THEM
TAKE & LOOK AT THE PRINTED COMIC AND COMPARE
YOUR ROUGH VERSION TO THE REAL THING.

# 5 - CHOICE OF FRAME (PAGES 19-25)

SKETCH A I8-PANEL GRID OM A PIECE OF TYPING PAPER
WiITH A SIMPLE STANDING FIGURE IN THE FIRST PANEL:
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ASK & FRIENT TO DECIDE WHAT YOUR CHARACTER
SHOULD DO 1M PANEL TWC. DRAW THE SUGEESTION AND
CONSIDER WHETHER 1T wWas MECESSARY TO CHANGE THE
WVIEWING ANGLE. IF YOUR CHARACTER ENCOUNTERS AN
ELEPHANT, DO YOU HAVE TO PULL BACKE? IF HE/SHE
CLIPS A TOENAIL, DO YOU HAVE TO PULL IN7? DO ANY OF
THE SUSSESTIONS REGUIRE A TILT OR ROTATION OF
VIEWING ANGLET DO ANY REQUIRE A CHANGE OF
ELEVATIONT REPEAT UNTIL THE PAGE IS FILLED!

# & - CHOICE OF IMAGE (PAGES 26-27)

TEST YOUR VISUAL MEMORY. TRY MAKING SIMPLE
DRAWINGS OF FIVE COMPLEX ITEMS FROM MEMORY
(EXAMPLES: A FIRE HYDRANT, YOUR FAVORITE
SEYSCRAPER, A PalR OF SCISS0ORS, A SNEAKER, A GAME
COMTROLLER...). THEN FIND THE REAL THIMG OR CHECK
THE WEB FOR PHOTOS, STUDY THE DIFFERENCES. THEN
DRAW THE SAME ITEMS AGAIN FROM MEMORY AND SEE
IF YOU CAM CAPTURE THEM MORE EFFECTIVELY.

ALTHOUSGH DRAWING FROM MEMORY ISN'T AS NECESSARY
TODAY AS IT WAS FOR MY GENERATICHN (YOU CAN

FRETTY MUCH FIND A PHOTOD OF ANYTHING ONLINED
ERACTICING IT CAN HELF ISOLATE THE MOST IMPOR-
TAMT STRUCTURAL DETAILS OF SUBJECTS THAT CAN
JOF READERS MEMORIES WITHOUT OVERLOADING THEM
WITH UNNECESSARY DETAILS.

FOR ExXAMPLE. IF ASKED TO GQUICKLY SKETCH A BICYCLE
FROM MEMORY, A LOT OF PEOPLE MIGHT SKETCH
SCHMETHING LIKE THIS:

BUT WITH REFEREMCE, THE SAME NUMBER OF LINES
MIGHT BETTER CAPTURE THE BASIC SHAPES OF A REAL
BICYCLE:

# 7 - CHOICE OF IMAGE (PAGES 26-29)

CAN YOU DRAW AN UNOCCUPIED ROCM WITH ENOUGH
DETAIL THAT A FRIEND CAN TELL ¥OU AT LEAST TEN
HMEAMINGFUL THINGS ABOUT THE KIND OF PERSON THAT
LIVES THERE, JUST BY LOOKING AT YOUR DRAWINGT

(NOTE: SEE CHAPTER 3 FOR CHOICE OF WORD EXERCISES.]

# 8 - CHOICE OF FLOW (PAGES 32-36)

FIND & COMIC OR GRAPHIC MOVEL WiITH A LOT OF
VARIATIONS IN FRAME SIZE AND SHAPE. PICK AT LEAST
TEN PAGES AND COMSIDER HOW YOU MISHT ARRAMGE
THE SAME PANELS IF ¥OU HAD TO FIT THEM ONTO THE
PAGES OF A DIFFEREMTLY-SHAFED BO0K, WOULD SOME
PANELS HAVE TC BE ADDED OR SUBTRACTEDT HOW
DOES THE NEW LAYOUT AFFECT TURN-OF-PASE
MOMENTS? CAM YOU KEEP THE READING ORDER EASY TO
FOLLOW?

# 9 - CLARITY VERSUS INTENSITY (PAGES
45-52)

CAN YOU FIND A COMIC WHERE THE CLARITY OF S0ME
SCENES COULD BE IMPROVED BY DIALING DOWH THE
INTEMSITY OF SOME LAYOUTST CAN YOU DO & ROUSH
SKETCH OF YOUR IMPROVED VERSIONT CONVERSELY, CaM
YO FIND A COMIC WHICH COULD BENEFIT FROM THE
ADDITION OF SOME INTENSITY, WITHOUT SACRIFICING
CLARITY IM THE PROCESST HOW WOULD YOU &0 ABOUT
m?

# 10 - LODSENING-UP EXERCISES

A, GUANTO COMICS (INVENTED BY THE LEGENDARY
DEWAN BROTHERS, TED AND BRIANY. GET TOGETHER
WITH ONE OR MORE COMICS-MAKING FRIENDS. &ET A
FEW BLACK MARKERS AND SOME PLAIN WHITE PAPER.
EACH ARTIST TAKES A FEW MINUTES MAKING A TITLE
Lowd OM THE TOF OF A PAGE (TITLES SHOULD BE
SOMETHING SEMERAL LICE “I5 THAT YOUR DAD?™
“ZLIND DATE,” “IGMORE IT AND IT WILL &0 anlay,”
“CLOSED MONDAYS,"™ ETC.; AVOID OVERLY SPECIFIC
TITLES LIKE “PORE BENEDICT AND JAMIRCGUAI &O
SEYDIVING OVER PENNSYLVIBMEA™), EACH ARTIST THEN
TRADES PAGES AND DRAWS A ONE-PAGE COMIC TO
MATCH SOMESNE ELSE'S TITLE. REPEAT UNTIL
SLEEPRY.

B. THE 24-HOUR COMIC (BEGUN N 1990 AS A
CHALLENGE TO My PAL STEVE BISSETTED DRAW AN
ENTIRE 24 PAGE COMIC BOOK IN A SINGLE 24-HOUR
FPERICD. MO SCRIPT. MO PREPARATION. ONCE THE CLOCK
STARTS TICKING, IT DOESN'T STCP UNTIL YOU'RE DONE.
GREAT SHOCK THERAPY FOR THE CREATIVELY BLOCKED.
OVER |,000 ARTISTS HAVE SIVEN IT A TRY S0 Far!

SUGGESTIONS: START IN THE MORNING, AFTER A FULL
MIGHT"S SLEEF. PLAN TO HAVE PLENTY OF FOOD,
CAFFEINE AND MUSIC AT THE READY. AND IF YOU DON'T
DO 1T AT HOME, YOU MIGHT WANT TO HAVE A FRIEND OR
FaMILY MEMBER &IVE YOU A RIDE WHEN YOU'RE DONE.

IF YOU WANT TO MAKE YOUR COMIC IM THE COMPANY OF
OTHER CRAZY ARTISTS. CHECK OUT ZYHOURCOMICS.COM
FOR DETAILS O8 24-HOUR COMICS DAY, AN ANNUAL
CELEBRATION DURING WHICH SROUP EVENTS ARE HELD
AT COMICS STORES AND OTHER LOCATIONS IN SEVERAL
COUNTRIES.

ADDITIONAL NOTES (MCLUDING MORE DETAILS ON THE
24-HOUR COMICS CHALLENGE) CAN BE FOUND AT:
WWIWLSCOT TMCCLOUDLCOM/MAKINGCOMICS

57



