T

THE POWER OF WORDS 15 AN UNDENIABLE PART OF THE APFEAL OF THIS %
it ./ ART FORM WE CALL COMICS. SO STRONG |5 THE ROLE OF WORDS IN THE WAST

- o MAJORITY OF GREAT COMIC STRIPS, COMIC BOOKS AND GRAPHIC NOVELS DURING

. =TT THE LAST 100 YEARS, THAT SOME COMICS SCHOLARS SUCH AS R.C. HARVEY HAVE
SUGGESTED THAT THE ARTFUL COMBINATION OF WORDS AND PICTURES |

C hﬂptEl‘ Three SHOULD BE INCLUDED IN ANY COMPREHENSIVE DEFINITION OF COMICS. T |

— j THINK IT'5 POSSIBLE TO CREATE

WORDLESS COMICS (AND IN THESE l

— /
- The Power of Words oy |

THE IDEA OF COMICS AS PICTURES

! 1M SEGUENCE, WITH OR WITHOUT

i WORDS) 5C I WOULDN'T NECESSARILY GO THAT FAR, BUT

Seamless Integration and CLEARLY ANY EXAMINATION OF THE ART OF MAKING COMICS

the "Desperation Device” SHOULD PLACE THE ROLE OF WORDS FRONT AND CENTER.

i = WORDS EVOKE FEELINGS, SEMSATIONS AMD ABSTRACT

COMCEPTS WHICH PICTURES ALONE CaN ONLY BEGIN TO

CAPTURE; THEY'RE COMICS’ ONLY TRADITIONAL LINK WITH THE WARMTH AND NUANCE OF THE |

; HUMAN VOICE; THEY OFFER COMICS CREATORS THE OPPORTUNITY TO COMPRESS AND EXPAND

— TIME; AND WHEN WORDS AND PICTURES WORK INTERDEPENDENTLY, THEY CAN CREATE NEW

.oy IDEAS AND SENSATIONS BEYOND THE SuUM OF THEIR PARTS. - WORDS HAVE ALSO PLAYED

i_|_ A ROLE IN THE GRAPHIC EVOLUTION OF MODERN COMICS AND THROUGH THEIR OFFSPRING

== THE WORD BALLOON, CAPTION AND SCUND EFFECT -- HAVE GIVEN RISE TO A WEALTH

OF UNIGUE GRAFHIC DEVICES, MANY OF THEM MOW CLOSELY ASSOCIATED WITH COMICS

AND APPROPRIATED I OTHER MEDIA OM A REGULAR BASIS. + SOME APPROACH THE

COMICS PROFESSION HOPING TO WRITE FOR OTHERS TO DRAW, AND FOR THEM, WORDS

ARE THE VERY SUBSTANCE OF THEIR CRAFT. BUT WHETHER YOU PLAN TO WRITE FOR

OTHERS, OR WRITE AND DRAW EVERYTHING YOURSELF, IT’S A STRONG VISUAL

IMAGINATION AND THE SEAMLESS INTEGRATION OF WORDS aMD PICTURES WHICH
MARKS COMICS' BEST WRITING, +  TODAY, WITH A CENTURY OF MODERN

COMICS UNDER THEIR BELT, CARTOONISTS HAVE EVOLVED AN ARTFUL,

SOPHISTICATED DANCE BETWEEN WORDS AND PICTURES WHICH

EMPHASIZES EACH OME'S STRENGTHS, BUT ALSO
STRIVES, WHENEVER POSSIBLE, TO FIND THE

[ -m'i.
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AT
80k

Ty

M MOST GREAT COMICS, THAT BalAMNCE 15 :
A DYNAMIC ONE. SOMETIMES WORDS TaAKE f
THE LEAD, SOMETIMES PICTURES Do -- o

—~ BALANCE

BETWEEN THE
TWo.

| AT

=

| I,L 1/ == BUT BOTH WORK
4!~ TOGETHER TO
PROPEL THE STORY

= FORWARD., 1
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CONTINUOUS WHOLE.

AND AS NOTED IN CHAPTER ONE, IT'S THAT
SENSE OF CONTINUOUS EXPERIENCE THAT CaM
HELD MAKE READING FeeL Likg LIVING
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COMICS IS A MEDIUM OF FRAGMENTS -— A PIECE OF TEXT HERE, A CROPPED PICTURE THERE —- BUT WHEM (T
WORKS, YOUR READERS WILL COMBINE THOSE FRASMENTS AS THEY READ AND EXPERIENCE YOUR STORY AS A

IN THIS
CHAPTER, WE'LL EXamMINE SEVEN
WAYS WORDS AND PICTURES CAN COMBINE

TO ACHIEVE THAT SEAMLESSNESS
AND BALANCE -

||l i
Il] ||.| | -I, VRN ==
e .u.;ﬂ“""":x di- = e
- CAPTURING THE
“ T THE ESSENCE OF SOUND
S\ | o
BALLOONS To EFFECTS --
GIVE VOICE TO YOUR
CHARACTERS —
Ve

== BAND SOME NOTES ON COMBINING WORDS

AND PICTURES THROUGH THE JOINT EFFORTS
OF WRITER=-ARTIST TEAMS




IT MiGHT HELF TO THINE OF

THESE SEVEN CATESORIES
iN UNDERSTANDING COMICS. I DIAGRAMMATICALLY.

IDENTIFIED A FEW DIsTINCT CATEGORIES OF
WORD/PICTURE COMBINATIONS.*

MIBANDA GAVE ME THE I. WORD-SPECIFIC WORD=-SPECIFIC

HEYS AMD SMILED ...

WORDS PROVIDING ALL YOU NEED TO
ENOW, WHILE THE PICTUWRES ILLUSTRATE
ASPECTS OF THE SCENE BEINS
DESCRIBED.

&

2. PICTURE-SPECIFIC PICTURE-SPECIFIC

PICTURES PROVIDING ALL YOU NEED TO
ENOW, WHILE THE WORDS ACCENTUATE
ASPECTS OF THE SCEME BEING SHOWH,

8

3. DUO-SPECIFIC DUO-SPECIFIC

WORDS AND PICTURES BOTH SENDING
ROUGHLY THE SAME MESSASE.

4 INTERSECTING INTERSECTING
WORDS AND BICTURES WORKING
TOGETHER IN SOME RESPECTS WHILE
ALSD CONTRIBUTING INFORMATION
INDEPENDENTLY.
5. INTERDEPENDENT INTERDEPENDENT
WORDS AND PICTURES COMBIMING TOD
CONVEY AM IDEA THAT NEITHER WOULD
CONVEY BLONE.
TDON'T FORSET THE B 6. PARALLEL PARALLEL

DOE FOoD!"

INTERSECTIMNG.

WORDS AND PICTURES FOLLOWING @
SEEMINGLY DIFFERENT PATHS WITHOUT

7. MONTAGE MONTAGE

WORDS AND PICTURES COMBIMNED

PICTORIALLY. )
*56E UNDERSTANDING COMICS PAGES (53-155, 130

NOTE THAT IVE CHANGED THE NAME OF ONE
CATESORY, "ADDITHVE" 15 MOW “INTERSECTRNG™



S0,
HERE'S HowW --
FAHEMS -- EACH OF
THESE SEVEN CAN HELP
YOU ADVANCE YOUR
STORY.

THE FIRST OF THESE ADVANTAGES,
COMPRESSION, MAKES USE OF
THE WRITTEN WORD'S ABILITY TO
REDUCE BI% CHUNES OF TIME
AND INFORMATION DOWN

T OTOAFEW TINY &
WORDS. 3

WORD=-SPECIFIC COMBINATIONS
DFFER SOME POWERFUL ADVANTAGES

FOR STORYTELLERS.

MIRANDS GAVE ME THE
KEYS AND SMILED ...

l. WORD=-SPECIFIC | e -:2;1‘,&;'__'

e AT
L
I
NEEEED,
X%
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THIS IS ESPECIALLY USEFUL HE MATTER HOW Bis YOU JUST MEED TO
WHEN YOU'RE WRITING A SHORT THE EVENT, WORDS DECIDE HOW MUCH YOU
AND/OR FIXED=LENGTH comic, aND CAN PACK IT DOWN WANT YOUR READERS
YO WaANT To JUMP AHEAD GuicELy FOR YOU. To SEE FOR

THEMSELWVES anp
HOW MUCH YOU ek T
THEM TO IMAGINE,

TO THE HEART OF YOUR STORY,

FIVE YEARS LATER, THAT
TEN DOLLAR BILL RAD
BECOME THIRTY MILLION!

“and
the Barth
exploded.”

.L
-
i

T

-~

|
+
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ANOTHER ADVRNTAGE OF WORD=SPECIFIC comMBos
I5 THE wisY THEY FREE UP THE PICTURES BY PULLING
THE WHOLE WEIGHT OF THE STORY USING WORDS ALONE.

2222

WELL, Okay, NOT
“ANYTHING™ MaAYBE
== BUT You DO HAVE A

LOT oF LATITUDE.

THINK ABOUT IT!
iF EVERYTHING YOUR READERS NEED TO
EMOW 15 IN THE WORDS, you can PUT
PRETTY MUCH ANYTHING YOU WANT IN
THE PANELS, ART-WISE.

l.: f o

e MR T = .\ll||l ; ‘a*-., =
w ik wkl, =5
._,r--"' T S5 s 1
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FOR EXAMDPLE: SUPPDSE
you HaD & COMPLETE TEXT READING
SOMETHING LIKE THIS:

Al

I'll b | j N :
TR o 0 o i
III?F II J '.t- ";':".l:.ll‘ilt‘..\' ; :\___ %‘

WITH EVERYTHING
SPELLED OUT IN THE
TEXT LIKE THAT, YOUR
ART CaM &0 IM A LOT
OF DIFFERENT
DIRECTIONS.

Bob was a happy
baby,

At 18, he went to
WAT.

At 36, he bought a
house,

He died at 72,

YOU COULD ILLUSTRATE THE EVENTS IN A FAIRLY
STRAIGHTFORWARD way.

AT 18, HE WENT A%

WV
# r ;
i

FOU COULD DRAW THE WHOLE THING USING JUST
HANDS.

FANEL T SEE ART CREDITS, PRGE 258,

BOE WAS A HAPPY
BABY.

AT 18, HE WENT




YOU COULD SHOW A NARRATOR SPEAKING
DIRECTLY TO THE READER.

¥OU COULDY EVEN ILLUSTRATE IT ENTIRELY WITH
SYMBOLS.

A HOUSE. f =

BOB WAS A HAFPPY
BABY.

AT 18, HE WENT
TO WAR.

-

AT 36, HE BOUGHT /—

a1

e

MOST WORD-SPECIFIC
COMBOS OCCUR
ALONGSIDE OTHER
SORTS OF COMBOS.

CARTOOMISTS LIKE TO
LET THE PICTURES
TELL THE STORY JUST
AS OFTEN AS
WORDS.

PICTURE-SPECIFIC COMBINATIONS
SIMILARLY GIVE LICENSE TO THE WORDS, AND
THEY OFFER CTHER BEMEFITS,

Y

& [

i

yd Hi

igz PICTURE-SPECIFIC
s

BUT THERE
ARE LARGELY
WORD=-SPECIFIC COMICS
THAT MAKE USE OF
THAT “ARTISTIC
LICENSE™ ON A
REZULAR BASIS.

FALT, YOU'RE
READING ONE

NOW.

AMONS THEM, A CLOSER LINK TO
THE WHOLE IDEA OF SEGUENMTIAL VISUAL
STORYTELLING WHICH THE ART OF COMICS
15 BASED O,

133



MECESSARY —-

BECAUSE OF THE PICTORIAL NATURE oF COMICS. PICTURE-SPECIFIC
SEQUENCES CAN FUNCTION WITHOUT ANY WORDS AT ALL FOR AS LONG AS

-- unlike
word-specific
sequences,
which can't go
picture-less for
more than a
panel or two
without simply
becoming
prose.

i IF: WORDLESS PANELS CAMN PROVOKE
& SENSE OF DIRECT EXPERIENCE
AND IMMEDIACY WHICH 15 SOMETIMES
BEST LEFT ALONE ==

I’Ii'|-|.'| i I £
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- L 1 ! II; 32
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AnEgod  TE
\ DINNER! ::_I e WINDOW 1o A
™ 'f-,l" BiE! CHARACTER'S INNER
-—ﬁ}ﬁl . 'rl ! LIFE aND
1 Iﬁm{f” D SENSATIONS.
| L
-7
=7 e
e % 'EBE\.
11 B
QoM ]

== BUT THERE ARE
COMPELLING REASONS
TC CONSIDER ADTHMG
TEXT --

-= SUCH AS IF
YOU WANTED TO
EVOKE THE SOUNDS
OF A FAMILIAR
LANDSCAPE.

&0 YEARS TO THE

DaY... AMD WHAT DD

I HAVE TO sHow'
FOR IT®

HEY... DO

I sHMELL
FRESH-BAKED
COOKIES 2

iy
NI R L

)

1
X'

il

I A

A I

g J 3




WHEN BOTH WORDS AND PICTURES HERE'S ONE NOW:

ARE TELLING THE SAME STORY, YOUWE GOT
A DUD-SPECIFIC comBo,

THERE 15 A
WATERMELON
oM MY HEAD!

I AM
STAMDING IN &
PANEL!

WA WELL, OBVIOUSLY I'M NOT A FAN OF COMBINATIONS INFO-COMICS,
IT 15 GONE... THAT ARE JUST POINTLESSLY REDUNDANT LIKE FOR EXAMPLE, USE
THAT. FORTUNATELY, MODERN COMICS WRITERS REDUNDANCY TO INSURE
AVOID REDUNDANCY MOST OF THE TIME, riMus CLARITY,

HSBEOTT
| SAlD g AND
SaDLY. DUO-SPECIFIC
COMBIMNATIONS DO ool

HAVE SOME T
- LEGITIMATE
. 7 ; USES.
P I||I .l A
f}; Foy A -
T “E L

WaLK, DON'T

""‘\ " RUN, TO THE

NEAREST EXIT.

i

i1

DUG-SPECIFIC COMBINATIONS CaN ALSO BE USED -= OR TO LEND AN AIR OF ANTIGUE STORYTELLING
To EVOKE A CHILDREN'S BOOK ToNE —- TRADITIONS,

S INTO HIS ARMS. THE FORTRESS
! WALL SAVE WAY TO THE FLOOD

Rolio and Squecker, the dummy, shared o bath,

PANELS SEVEN-EIGHT: ART BY REMEE FRENCH AND |35
PaTRiCK aTaslGan (SEE ART CREDNTS, PAGE 2580



THESE ARE PANELS IN WHICH THE WORDS AND
PICTURES COVER SOME OF THE SAME GROUND,
INTERSECTING BUT EACH ADDS SIGNIFICANT DETAIL or

COMBINATIONS CaM BE A BIT PERSPECTIVE TO THE SCEME.
HARDER TO PICK OUT THAN OUR LAST THREE,

BUT THEY'RE USEFUL AND PRETTY
COMMON.

IMPORTANT MFD ABOUT IMPORTANT INFO ABDUT
THE CHARACTER'S THE CHARACTER'S
ATTITUDE AND HIS PHYSICAL APPEARANCE
TARGET ALUTHEMNCE. AND FASHION CHOICES.

LEFT TG
THEIR (NSTINCTS, MANY CARTOOMISTS WILL
USE A LOT OF INTERSECTING COMBINATIONS, CREATIMG
PAGES WHICH READERS COULD PARTIALLY MAKE SENSE OF
WITHOUT THE WORDS, aND PARTIALLY MAKE SENSE
OF WITHOUT THE ART.

Ty BSOS Pal '
WIHAT T B TH
PRICE &0 Uf T

'I"H-.'Ad.-r-l! for town?

| Caol WOHE
Pl e A RIT E;,rr
§ DroM®T THk

TOP GOz ART BY JUNE ITO, JEFF SMTH, TOM I‘BE
HART, CHEIS WaRE. JAMES STURM, ey B AND
WERA GROSGOL (SEE ART CREDRITS. PAGE 2580,



HERE, THE RESULT OF WORDS AND PICTURES IN
COMBINATION 15 UTTEELY UNLIKE WHAT EITHER
COULD ACHIEVE ALONE,

INTERDEPEMDENT COMBINATIONS
AREN'T AS COMMON, BUT WHEN DONE WELL
THEY CAN ACHIEVE MEMORASLE EFFECTS.

WITHOUT THE
ART, WE WoULD

TAKE HER — [z-m SO HAPPY FOR YOU... |

WORDS AT FACE

1I'M 50 HAPPY FOR YOU..

WIALUE.
WITHOUT THE
WORDS, WE
WOULDNT
KMOW SHE was
. LY ING.
IN THE COMICS ADAPTATION OF PAUL AUSTER'S , IM PAMEL Two, OMLY THE WORDS TELL
CITY OF GLASS, STORYTELLERS KARASIK AND U5 THE SOURCE OF GUINN'S EMOTIONAL
MAZZUCCHELLI USE SUCH A COMBINATION TO SYMBOLICALLY SWOUND™ AMD ONLY THE ART PORTRARYS THE
SHOW THE INNER TURMOIL OF A MAN (“GLINN™Y MOMENT AS ANYTHING MORE THAN A
WHOSE WIFE AND CHILD HAD WENLITEDNVERSATHDN.

W

v BUT WY DON'T
Wi STAY AND HAVE
PIMMERT

GUIKK FELT A5 THOUEW AUSTER WERE TAUNTIME
HING WITH THE THIMDS HE HAD [O8T.

Al THAT'S VERY
KIHDE. BUT L AnLsT
BE GlinEn

1 KMOW i1 |
SORT OF LAST
MIMUTE o

INTERDEPENDENT COMBINATIONS EEEP READERS' MINDS FULLY ENGAGED
BECAUSE THEY REQUIRE THEM TO ASSEMBLE MEANINGS OUT OF SUCH
DIFFERENT PARTS. SUCH EFFECTS CAN BE STIMULATING, GRATIEYIMNG == EXPERIENCE RARELY
FOUND OUTSIDE OF
COMICS,

AND THIS IS5 MY

MY GOD, WALTER.!
YOU HAVE CHANGED!

PANEL THREE: ART Oy DANT MATZUCCHELLS IS?
£3EE ART CREDITS, PASE 2580



iN PARALLEL COMBINATIONS, WORDS
AND PICTURES DON'T CONMECT AT ALL -~

"RONT FORGET THE

h
=T 1]
Ry .
i L
pami i
) 6. PARALLEL

A

-~ THOUGH THEIR
PATHS MaY BEND
TOWARD EACH
OTHER IMN LATER
PANELS.

SUCH COMBINATIONS
CAN HaVE BOTH
PRACTICAL aAND
AESTHETIC
ARPLICATIONS,

TED! ARE You
LISTEMING TO

DIALOSUE FROM ONE SCENE Cam RUN
THROUEHOUT ANMOQTHER TO SAVE ROOM
AMD CREATE A DENSE, LAYERED TEXTURE --

i = —

1 "MIND GIVING ME | “DO YOU MISS
A BACK-RUE 2" CHARLIE?"

1

-- OR IT CAM BE USED TO SOFTEN A TRANSITION
FROM ONE SCEME TO ANCTHER.

" L ET ME DRIVE
FOR A WHILE ™

_AND THATS HOW
I MET M REAL

COMBINATIONS CAN T
ALSO BE PUT TO MORE
EXPERIMENTAL
LISES -~

m i |

-- SUCH A5
IM ART SPIEGELMAN'S 173 PAGE
SOOMNT GET ARCUND MUCH ANYMORE™
WHERE THE CONTENTS OF THE CAPTIONS
REFER PRIMARILY TO THE PICTURES THAT
PRECEDE THEM, CREATING A
DISORIENTING SENSE OF
peycHOLOEICAL INERTIA*

* FOR THIS READER. &T LEAST,

ART BY ART SPIESELMAN (SEE aRT CREDITS. PARSE 2540




AND FINALLY THERE'S THE
MONTAGE WHERE WORDS AND LETTERS
TAKE ON PICTORIAL QUALITIES AND ARE
COMBINED MORE FREELY WITH THE PICTURES
THAT SURRDUND THEM.

THE USE OF PURE COLLAGE TECHMIGUES IN COMICS
HAS BEEN PRETTY RARE OVER THE YEARS. BUT
CARTOOMISTS DABBLE IN IT FROM TIME TO THME —

== THE MOST FAMOUS EXAMPLE BEING WILL
EISNER WHC DEVISED MANY INGENIOUS WAYS
TO INCORPORATE LOGOS DIRECTLY INTS &

STORY'S GPENING PaMEL.
3 '- B |
o

THE IDEA THAT
WCORDS MIGHT
“CROSS THE
FENCE™ iNTO
FICTORIAL TERRITORY
OMCE IN A WHILE SEEMS
REASOMABLE --

SOME MODERN CARTOONISTS HAVE TESTED THE
POTENTIAL OF TREATING COMMON ELEMENTS
Likge CAPTIONS aND WORD BALLOONS
WITH & STRONG PICTORIAL SEMSIBILITY ==

-- AND OF COURSE
THE SOUND
EFFECT sPILLS
OWER INTC THIS
TERRITORY OFTEN —

PAMELS Twi0, THREE AMD 5%l ART BY STEVE DiTEO, WILL EXSHER
DRADY CHOE AND EHRIS WARE (SEE ART CREDATS, PASE 258

-~ BUT
FOR THE MOST
PART, MONTAGE
REMAINS A LARGELY
UNEXPLORED
TERRITORY.

INNOVATORS
OF THE
FUTURE

TAKE




DT EORRET 1?1'5
BOR Soon -

Tk

jf\i@‘"‘ i

. WORD-SPECIFIC

2. PICTURE-SPECIFIC

3. DUO-SPECIFIC

5. INTERDEPEHDEHT

6. PARALLEL
W
e

7. MONTAGE

WP

THERE™S NO SET RULE FOR WHEN

AND HOW TO USE A GIVEN TYPE OF WORD PICTURE
COMBINATION, MOST CARTOOMISTS JUST RELY ON THEIR
INSTINCTS AND DON'T GET HUNG UP ON
ANYONE"S NERDY CATEGORIES.

BUT WHEN
THOSE INSTINCTS
FAIL == AND IT
HAPPEMNS TO ALL
OF US —-

PLaY AROUNDY, SEE
WHAT WORKS FOR YOU,
AND BUILD YOUR OWN
INSTINCTS THROUGH
PRACTICE.

—THIS I3 A
ROAD MAP
THAT CAN HELP
YOU GET BACK
ON COURSE.

ASK
YOURSELF A FEW
GIUESTIONS
NOW AND

AM T TAKING
ADVANTAGE OF
THE FREEDOM
WORDS GIVE TO
MY ART?

PAKEL SEVER: SEE ART CREDITS, PASE 258,

Ak T TAKING
ADWVANTAGE OF THE
FREEDOM MY ART
GIVES TO MY

WORDS?

HEY... DO
I SHELL
FRESH-BAKED

ARE THERE 600D
REASONS TO TELL
MY READERS
ANYTHING
TWICE?

0 JUST AS HE TOOK HER
O HIS ARMS THE FORTRESS
LL Iiiﬂa'E WA’:-" TO THE F -.'JCID




ARE BOTH PICTURES AND
WORDS CONTRIBUTING
SOMETHING OF VALUE
TG EACH PANEL?

COULD THE TWo
TOGETHER =€
MORE THAKN THE SUM
OF THEIR PARTS?

v BUOT WHY DON'T
You 4TAY AND HAVE
DINMERT

kb

IH fr

ONCE AGAIM,

THERE'S NO “WRONG" WAy TO MixX WORDS
WITH PICTURES, BUT IF YOU WANT TO HOLD
¥YOUR READERS® ATTENTION -=

== THERE ARE
A COUPLE OF
THINGS TO
WATCH FOR.

MOST OF ALL, KEEP
FOCUSED ON YOUR
STORY, WHICH BOTH
WORDS AND PICTURES
SHOULD EGUALLY

== BECALSE
THAT'S WHAT YOUR
READERS wiLL B2
FOCUSED ON IF YOU DO
YOUR JoB RIGHT.

PAMELS ONE, TWo AND FOUR: SEE ART CREDNTS, PASE 254,

OR COULD THEY EACH
CARRY A VASTLY
DIFFERENT
MESSASET

S =——

1 “MIND GIVING ME | _
A, BACK-RUE 7"

tadisid "

DO WORDS AND
PICTURES NEED TO BE
TREATED ALL THAT
DIFFERENTLY?

FIRST: KEEP YOUR
WORD COUNT
UNDER CONTROL! IF
HALF OF EVERY PANEL
15 COWERED IN WORDS,
YOU MIGHT WANT TO
CONMSIDER SaYING MORE
WITH THE PICTURES,
ADDING MOMENTS TO
BREAK UP THE TEXT
INTO SMALLER CHUNKS,
OR SIMPLY USING
FEWER WORDS TC GET
YOUR MESSAGE

ACROSS5. ALSC, DON'T

THINK THAT, L.
OH CRAP, T'M, RUMMING

OuUT OF B i T
DON'T DO THISH

CONSIDER USIME A,
HEALTHY VARIETY OF
COMBINATIONS 50
THAT MEITHER SIDE
OF YOUR READERS'
BRAINS 15
NEGLECTED.

NOW THAT WE'VE COVERED THE DIFFERENT
WAYS OF MIXING WORDS AND PICTURES TO TELL A
STORY, LET'S ExAMINE HOW THE TWO ARE
COMBINED GRAPHICALLY -

== STARTING WITH THESE
FREAKY, WORD-FILLED BLOBS

CVER MY HEAD!




A A AN A B TS TR e
s v
THE RELATIONSHIP OF WORD
{ BALLOONS TO THE DRAWINGS
THaT SURROUND THEM HAS ALWAYS
BEEN AN UNEASY ONE.

iN COMICS AND
SEGUENTIAL
ART, WILL EISNER
CALLS THE WORD
BALLODM A
“DESPERATION
DEVICE™; aN
ATTEMET TO
“CAPTURE AND
MAKE WVISIBLE AN
ETHEREAL
ELEMENT: SOUND."

Lk

,g ﬂn!‘ﬂ'i R
, -\J.{u‘pikﬂ 'n.hic..r-

%f :.w

{"I' ﬂﬂT

MY WORDS
CAMMOT BE
SEEN!

BALLOONS DON'T EXIST IN
THE SAME PLAME OF REALITY
A5 THESE PICTURES: YET
HERE THEY ARE, FLOATING

SOME RESPOND TO THIS PaRaDOY BY
DE-EMPHASIZING THE PHYSICALITY oF THE
BALLOON SHADE USING HAIRLINE BORDERS

-- AS IF TO
SAY “HEY, I'M
NOT REALLY HERE,
THIS 15 JUST WHERE
THE PICTURE

Thought I'd 5

ABOUT LIKE PHYSICAL OR NO BORDERS AT ALL —
OBJECTS!
.. what day  wednesday,
Gemma’?

| Charlig...
= =

.-..'

out.

2 plumper..

.-go into B
a plunger...hin
. rods..or mayt

ond wcluItJ'UE
done mhak darli

ENDS" --

gLt
& ROWE

AT
-

== WHILE OTHERS EMEBRACE THE PHYSICAL
PRESEMNCE OF BALLDONS WITH HEAWY CONTOURS,
MORE DELIBERATE SCULPTIMNG OF DHRECT
INTERACTIONS WITH THE SURRDUNDING ART.

PANELS TIWID, FOUR ASID Si6 ART BY WiLL ESHER, POSY
SN DS, FETER KUFER a0 HOPE LARSONLIAY KRSLEY
(SEE ART CREDITS, PAGE 2540,

SHAPE AND STYLE

ARE ENTIRELY LIP TC
y{".h GF I:CHJFSE T

- BUT DO KEEP AN |

EvE oM THE SIZE oF

FOUR BALLOONS. |

PARTIALLY
FOR THE REASONS OF
TEXT/IMAGE BALANCE

CITED EARLIER —

142




-=- BUT aLS0O
TS &VOID FORCING
PICTURES TO
REPRESENT TOO
Many EMOTIONS

THIS WILL BE THE BEST

PARTY EVER! wHY, IF--2
WAIT A MINUTE... WHAT DID HE

SAY ABOUT "FRANCE"? QOH MY

IM A& SINGLE IMAGE.

s RUINED!

| I

ONE BALLOON
REPRESENTING
FOUR EMOTIONS,

GOD, THAT'S THIS WEEKEND!
HE WONT BE HERE! MY PARTY

i THIS WILL BE THE X
BEST PARTY EVER!

WAIT A MINUTE. ., oH My GOD,
WHAT DIDHE THAT'S THIS

WONT BE HERE!

(] =
e

[}

-~ WHILE Id

MORE BALANCED

COMBINATIONS TEXT
AND IMAGE KEER

ALSO, WHEN OVERSEZED
WORD BaLLOONS TIP THE
TEXT/IMAGE BALANCE TOO
FAR, A KIND OF NEUTRALITY
OF IMAGE KICKES IN — &M
EXTREME VERSION OF THE
H“EMOTIONAL AVERAGE™
MENTICMNED EARLIER == AND
A COMIC CAN START TO FEEL
MORE LIEE ILLUSTRATED
PROSE. ALSO, IN PANELS
LIEE THIS OME: OR THIS
CHAPTER'S FIRST PAGE, THE
READER 15 LIKELY TO START

On THE SHOULDER -~

TAPPING EACH OTHER

READER NEVER
LOOKS LONG ENOUGH
To BREAK THE
SPELL!

MNOTICING THAT THEY'RE

&

JUST READIMNG TEXT -=

EVEN TO THE POINT OF
DEBATIMNG WHETHER TO SKIP

PARTS OR MNOT --

S
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AR THOSECFUS |/ gam/ wio's worRIEDR
WY THE { WHO STARTED NEOTHING HUMAN CAN
QUESTION OF HOW MUCH OUT IN THE STAND UP To THE THING/
EMPHASIS MELODRAMATIC
TO GIVE INDIMIDUAL WORDS IN A E:‘EDRD:ERD ;‘;ﬁ‘;ﬂgﬁﬂ‘sﬁg&"ﬁ*g
gaLLooM 15 LESS CLEAR=-CUT. COMICS ISN'T ALALAN T
7 BECAME
ACCUSTOMED
TO FREGUENT
2 USES OF
J OVERSIZED,
1 BOLD oR
. P ITALICIZED
/ v LETTERING.
I g
N |
ANLTIN /1 -
-:""’\ 7T -
IEALNRARY.
3t F
et T —
PICTURES BY CELEBRATIMG THEIR COMMON ﬁ: &%Eﬁg:ﬁi?ﬁ TTME rrg %c:;‘;m
ROOTS as GRAPHIC SYMBOLS.

AND

oM THE OTHER HAND, WILL EISMER == HIMSELF & LONG-TIME USER OF Bl
WORDS -- POINTS OUT THAT HOW WE "HEAR™ A WORD BALLOON 15 AL5S0

DY, SR AFFECTED By THE EXPRESSIONS AND BODY LANGUAGE OF THE SPEAKER,
NGTHING: S35 REGARDLESS OF HOW THE DIALOGUE IS LETTERED* —-
LIKE &
BIG FONT! :
AT AT
f
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PANELS TWO; THREE, FOUR AND S AXT &Y Jalk lq""l‘ " I MAKE A SIHELAR POINT OM PRGE 106, PAMEL

KiREY, PATRICE MCDOMMELL, DBVE SiWSERHADD
MG WILL EISHER (SEE ART CREDITS, PasE 2580,

SEVEN, BUT EISNER SAID IT FIRST BY 20 YEARS,
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PROSE WRITERS WILL TELL ¥ou,
By THE MEANINGS oF THE

WORDS THEMSELWVES.

THUS, &
NUMBER OF THE
CARTOONISTS
WORKINE ON GUIETER.
MORE MATURALISTIC
STORIES HAVE BEEM
USING EMPHASIS
MORE SPARINGLY 1N
RECENT YEARS.

SEEES BACB(L- T A DWM UD<ISK

SHFER- SPRENITER , M- Siwheg .
B L i L
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vl i pent " BE THE OBTECT oF
A DEGINE « AARTIASE - MINOED
FROF SWM , B1 SEEKS PERFEST 10,
18 =20 . 1 WONT TAEE N ROE AN
ANGWER

LSTEN 0 THIE © " BOKEY )

Seft THATS
ag agagy!
My BEEATEST FEpR
1 THAT SEME ARZER
LIS THAT WILL Ll

SIMILARLY, I8 THE LAST DECADE A GROWING
NUMBER OF ARTISTS ARE TURNING FROM COMICS'
ERASSY ALL-CAPS TRADITION TO EMERACE
UPPER= aND LOWERCASE FONTS.

-
" MY FIRST BOOK WAS

EOE LAPEAN

PERSONALLY, | GO BACK AND FORTH A LOT ON THE
GQUESTION OF WHETHER OR NOT TO USE UPPER- AND
LOWERCASE LET TERING,

The next book
used an UPPER-and
fowercase font with

HAND-LETTERED IN AL2
CAFS BY PRO LETTERER

THIS ONE USES A FONT GASED ON MY HANDWRITING.

Upper- and lowercase letters do
have some advantages including their
more distinct word shapes that
facilitate scanning.

Is it possible that
the whole ALL CAPFS
thing 5 just an ofd habit

that comics needs to
outgrow?

TOF RIGHT ART BY DARIEL CLOWEDS. MIDDLE-LEFT: ART
BY JASON LUTES {SEE ART CREDNTS, PASE 258),
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CHECE GUT
THE NOTES SECTION AT THE END OF
THIS CHAPTER FOR MORE ON THIS DEBATE
AND WHY I'M STILL O8N THE FENCE,

ALS0 CHECK
CHAPTER FIVE FOR
SOME INFO ON
TRADITIONAL AND
DIGITAL LETTERING
TECHNIQUES.




THAMKES TO FILM AND
TELEVISION, WE™E GOTTEN USED TD STORIES THAT
CONTINUCUSLY USE SIGHT ane SOUND AND OFFER
RICH, IMMERSIVE EXPERIEMCES.

WORDS PLAY AN IMPORTANT ROLE IN COMICS BY - AND GIVE
BRIDGING THAT AP, THEY avE YOICE To ouR READERS A RARE
CHARACTERS. ALLOW US TO DESCRIBE ALL FIVE CHANCE TO

LISTEN --

== AND IN THE CASE OF
SOUND EFFECTS. THEY

GRAPHICALLY BECOME

WHAT THEY DESCRIBE -- A

BUT AS COMICS
CREATORS, IF WE WANT
TO REPRODUCE
THAT KIND OF
EXDERIENCE. WE NEED
TO DO IT USING ONLY
ONE sense.

DA

L

CREATING GREAT
SOUND EFFECTS
DOESH'T REGUIRE THE
SORT OF METHODICAL
COMSISTEMCY THAT
GOOD BALLOON
LETTERING NEEDS.

SOUND EFFECTS ARE
HE-SHOT INVENTIONS YOU CaAN
IMPROVISE LIKE CRAZY.

ONCE AGAIN; NO
“RIGHT™ OR “WRONG"
APPROACHES —- -

== BUT THERE
ARE SOME SET
VARIABLES THaT
YOU CAN IMBROVISE
WITHIN,
INCLUDING ...




LOUDNESS, as
INDICATED BY SIZE,
BOLDNESS, TILT AND
EXCLAMATION
POINTS.

TIMBRE. THE
GUALITY OF THE SOUND,
ITS ROUGHNESS,
WaWINESS, SHARPNESS,
FUZZINESS, ETC...

KMOLE - KNOCK,

KNOCK-KNOCK,

ANOCKY

F=1T£Hr:

CRI-TITC

ASSOCIATION.
FONT STYLES AND
SHAPES THAT REFER
TO OR MIMIC THE
SOURCE OF THE
SOUND.

§%

|

GRAPHIC
INTEGRATION.
PURE DESIGHN
CONSIDERATIONS OF
SHAPE, LINE AND
COLOR -- AS WELL
AS HOW THE EFFECT
MIXES WITH THE
PICTURE.

OF COURSE, IF YOU'RE GOING FOR A MORE
UNDERSTATED kIND OF STORY YOU MAY
WANT TO AVOID TOO MANY FLASHY EFFECTS —— | |

Dinner
for one

h
51
iy v
R ! f S
¥
]

{
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-- BUT IF you
DON'T MIND
SHOWING-OFF
ONCE IN &

== SOUND
EFECTS ARE
A GREAT Wy
To Do IT!




i SOME
CASES, THE COLLABORATION

OF WORDS AND PICTURES INVOLVES

THE COLLABORATION OF A SEPARATE

WRITER anD ARTIST.

T
it

-f.l::?’]ﬁi

i

IF YOU PLAN TG
WRITE STORIES FOR
OTHERS To
DRAW, HERE ARE
—_| SOME ADDITIONAL
SUGGESTIONS. |

>

FIRST, AND
MOST CEVIOUSLY,
THINK
VISUALLY.

All BY animals are suddenly lifted off
tha ground toward the mothership...

Minnie blinks in
astonishrment...

WiSUaLS CaN BE
FEPRESENTED
M & SINGLE

PANEL -

== WHILE SOME VERY
SIMPLE ACTIONS

MIGHT MEED MORE

THAN ONE.

i TRY varRiousS METHODS oF COLLABORATION.
1 I8 THEIR "605 SUPERHERD S5TORIES, STAN LEE
AND JACK KIRBY REPORTEDLY WORKED OUT
ROUGH PLOTS IN CONVERSATION. KIRBY THEN
FLESHED THEM OUT AS HE DREW,* AND LEE
ADDED THE DHALOGUE LATER.

1!
4

1

ilils

hi

]

[
L

-

-I

i
L
|

J
|

ROT BEFHT THERE N THE OFFICE, DOVIOUSLY. T
JUET WANTED TO SHOW WHICH OnE WAS. JACK.

I
()

OTHERS LIKE ALAN ASSUMING YOU

”Wﬁf_g'w:lf:m KNOW WHO YOUR
KNOW p COLLABORATOR 15,
RICH, DETAILED

DESCRIFTIONS OF
EACH AND EVERY
FANEL FOR HIS
VARIOUS ARTISTS.

YOU CaN ADJUST
YOUR METHOD TO
WHAT WORKS BEST
FoR BOTH oF ¥ou.




THE COMICS
SCRIFT 15 THE TOOL
MOST ASSOCIATED WITH
WRITING comics THaT
OTHERS wiLL
DRAW ==

== THOL=H THERE
ARE SOME LONE
CARTOOMISTS WHO
WRITE FULL SCRIPTS
FOR THEMSELWVES.

WRITIMNG

COMICS SCRIFTS IS5 AN ART UNTO ITSELF;
CHECKE THE BIBLIOGRAFHY FOR SOME BOOKS
THAT Can &IVE YOu DETAILED SUIDES O
HOW I TS DONE,

| i) _”
?.ﬁ]; :
S -'.___f- < Er =
;\ B ﬂéﬂl h
il ::e',.:.-‘.-" | ‘i

BUT REMEMBER, EVEN IF yOu TEAM UP wWITH
SOMECNE TO CREATE COMICS, YOUR STORIES WILL BE
AT THEIR STRONSEST IF THEY FEEL LIKE THEY WERE
CREATED WITH & SINGLE-MINDED PURPOSE.

MO MATTER WHAT KINDS OF WORD/PICTURE
MIXTURES YOU PUT 1N YOUR COMICS ==

BEWARE OF THE WRITER-VERSUS-ARTIST
SYMNDROME WHERE OME COLLABORATOR TRIES TO Win
THE READER OVER WITH EVOCATIVE PROSE AND THE
OTHER TRIES TO DAZZLE THE READER WITH
SUMPTUOUS ART ==

-- WHILE MEITHER ART MOR WRITING EVER FULLY
ACENOWLEDGES EACH OTHERL

“

- IT*5 WHEN WORDS

WHETHER YoU
M
" g%aﬁﬁéi WORE ALONE OR AS
SEAMLESSLY :M':-T OF & TEAM,
THAT COMICS ARE AT THAT'S & GOAL WORTH
THEIR BEST.

‘: L.-:-'-"'-.I-'

PAMEL FiWE: SEE ART CREDITS, Pkl 358,
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50 FAR, I'VE BARELY TOUCHED ON WHAT MAKES A
00D STORY™ -- PARTLY BECAUSE I'M STILL TRYING
TO FIGLURE THAT ONE OUT FOR MYSELF.

e

THIS BOOK IS ABOUT
HOW TO TELL THE STORIES
you ALREADY HAVE IN MIND,
REGARDLESS OF WHERE

THOSE STORIES COME

FROM.

FIRST, LOOK FOR STORIES THAT ARE
ROOTED IN YOUR own EXPERIEMCE. AND
THAT SPEAK TC THE EXPERIENCES OF YOUR
READERS.

SURPRISE
YOUR READERS!
TAKE THEM TO
PLACES THEY'VE
NEVER BEEN.

STILL, THERE
ARE S0ME
SUGGESTIONS FOR Il'
BASIC STORYTELLING |
GOALS THAT MOST /
WRITERS 5EEM TO
AGREE ON,

FIND NEW AND
INTEREST NG
KINDS OF
COMFLICTS
BETWEEN
CHARACTERS --

i b nh\x-,.

PROVOKE EMOTIONS -~ SUSPENSE,
LAUGHTER, HORROR, JOY, SADMESS -- NOT
THROUGH CHEAP MANIPULATION, BUT BY

TAPFING INTO COMMON HERITASE AND
EXPERIENCES.

R N Y

- AND
BETWEEN
INDNIDUSLS
AND THE WORLD
ARQUND THEM.

MAKE YOUR
READERS CARE.
MAKE THEM WANT
TO KNOW HOW IT ALL
TURNS OUT, MAKE
THEM COME BACK
ForR MORE..




BASICALLY, IT'S THE
SAME ADVICE YOU'LL
GET, MO MATTER
WHAT MEDILM YOu
CHOOSE TO TELL
YOUR STORIES 1ML

) é@ 1

MOBODY KHNOWS WHAT WILL WORK
UNTIL THEY TRY IT. SOME OF COMICS”
BIGGEST SUCCESS STORIES IN RECENT YEARS
HavE EXPLORED SUBJECTS THAT MO ONE

WAS WRITING ABCUT AT THE TIME,

THAT'S *RIGHT™

COMICS IS DIFFERENT FROM THESE
OTHER MEDIS IN TERMS OF ITS CHALLENGES,
TOOLS aND WORKING METHODS -

-= BUT THOSE
BASIC 50ALS ARE
THE SAME —

== BECALISE aLL
STORIES WIND UP N
THE SAME PLACE:
THE MINDS OF THE
AUDIENCE.

THIS

iS5 WHY T DON'T
THiINE THERE'S A
TYPE OF STORY

FOR COMICS —

= AND WHY |T'S A MISTAKE TO LIMIT

THE KINDS OF STORIES WE TELL IN AN

ATTEMPT TO SRUEEZE OURSELVES INTO
SOMECME ELSE'S SHELF SPACE.

MY aDVICE?
WRITE WHAT
YOU WANT To
READ.

YOU'LL HAavVE

MORE FUN DoiNG

STORIES NO m=-

OME HAD ANY
! ¥ B reason TO THINE
|| Il WOuULD
L « SUCCEED.
| [ _i_ J |
,\: | = f
| A '
= : | P
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-= AND IF ALL
ELSE FAILS, YOu'LL
ALwaYS HAVE AT
LEAST ONE LOYAL
EEADER.




[T°6 EASY TO FORSET THAT THE -- CaN AS EASILY WRITE WHAT
SAME FEW DOTS AND LINES THAT THAT PERSOM SAYS.
cAM DRAW A PERSOM —

Tax /.
/

WORDS anD
PICTURES,
FOR ALL THEIR
DIFFEREMCES --

BOTH SHARE & COMMON PURPOSE AND A

COMMON HERITAGE.
=

-- ARE JUST
TWO SIDES

OF THE SAME
COIN. /

-- @Y EMPHASIZING THE CALLIGRAPHIC == AND THE
GAUALITIES OF SIMPLE CARTCON |MAGES -- PICTURE-LIEE

IMMEDIACY OF SHORT
V BoLD WORDS.

Il

GREAT CARTOOMIZTS
DEMONSTRATE HOMW
SEAMLESSLY THE TWO CAN
BE COMBINED --

PAMEL FIVE: ART BY PATRICK MODOMNELL r52
(SEE ART CREDITS, PAGE 25450,



BUT WORDS anD PICTU REM THESE HAVE ALSO BEEN & RICH

HaVE THEIR SEPARATE HISTORIES AND
SEPARATE STREMGTHS —

SOURCE OF INSPIRATION FOR MANY OF
THE CREATORS WHO ARE DRAWN TO COMICS,

=

et COUPLE, WORDS AND
T PICTURES HAVE TO

o

THE MEED TO EXPLORE
THEIR SEPARATE
IDENTITIES.

il s

HEW ¥OU CHOGSE TO BRING THE
Two TOGETHER ON THE PASE
s UP T ¥OU.

FANEL ONE: S5EE ART CREDITS. PAGE 258,

e e e e e
! e e e
i x 7 LIKE ANY MARRIED %

BalLANCE THE NMEED TO FIND
COMMON GROUND wiTH

AND, AS ANY MARRIED COUPLE WILL TELL YOU, THAT
FROCESS 15 ONGOING aMD cad LAST & LIFETIME.
i

TALKING 4 THIS
RELATIONSHID.

& —



CHAPTER 3: THE POWER OF WORDS

PAGE 128, PANEL ONE - R.C. HARVEY ON
COMICS

IN R.C. HARVEY'S OwN WORDS: "..COMICS CONSIST OF
FICTORIAL NARRATIVES OR EXPOSITIONS IN WHICH
WORDS (OFTEM LETTERED INTO THE PICTURE AREAR
WITHIN S5PEECH BALLOONS) LSUAalLY CONTRIGUTE TO
THE MEANING OF THE PICTURES AND VICE VERSA™™*

PAGE 129, PANEL ONE = A MEDIUM OF
FRAGMENTS

SEE UNDERSTANDING COMICS, CHAFTER THREE, FOR 34
PAGES' WORTH OF MUSINGS ON WHAT I USUALLY REFER
TO AS "CLOSURE,” THE TENDEMCY WE ALL HAWVE TO TAKE
INMCOMPLETE INFORMATION AND FILL IN THE BLANES,
AMND WHY T THIMK IT'S OME OF THE ESSENTIAL BUILDIMNG
BLOCKES OF THE COMICS-READING EXPERIENCE.

PAGE 134, PANEL NINE - THE SMELL OF
COOKIES

WRITERS FREQUENTLY OVERLOOK THE OPFPORTUNITY
WORDS &IVE US TO REVEAL WHAT'S GOING ON IN THE
SENSES OF TOUCH, TASTE AND SMELL, ONE OF MY
FAVORITE COMICS WHEN I WS 4 YEARS OLD WAS
PAREDEVIL (THE BLIND SUPERHERD WHO RELIES OM HIS
HEISHTEMED OTHER SEMSES TO FIGHT CRIME AND
CHECK OUT JENNIFER GARNER IN THE RAIND AND I 5TILL
REMEMBER AN OVERVOICE CAPTION WHERE HE
DESCRIBES TRACE SCENTS OF "CORDITE AND GUMPOW-
DER" ALL THESE YEARS LATER

HEY... DO
I SMELL
FRESH-BAKED

THE INFLUEMCE OF MOVIES ON COMICS PROBABLY TIFS
US TOWARD SIGHT AND SOUND AS THE DOMINANT
SENSES. BUT WE SHOULD ALSO TAKE A PAGE FROM
FROSE AND POETRY WRITERS WHO &iVE ALL FIVE
SEMSES THEIR DUE. GivING READERS A WINDOW INTO A
CHARACTER'S SEMSORY EXPERIEMCES CAM INCREASE THE
INTIMACY OF THEIR RELATIONSHIF WITH THAT CHARAC-
TER: AND S5TRENGTHEMN THEIR DESIRE TO 5TAY WITH
THE STORY.

“SEE BIBLOGERATHY

154

PAGE 139, PANEL THREE - DON'T TRIP ON MY
LOGO!

Haw/ e & LOGO PHYSICALLY COEXIST WITH CHARACTERS
RAISES GUESTIONS OF BELIEVABILITY. IF THE COMICS
ARTISTS WANT LS TO BELIEVE IMN HI5 OR HER WORLD AS
£ REAL PLACE, DOES A &IANT PLYWSOD BILLEDARD
WITH THE CHARACTER'S NAME ON IT GET IN THE way OF
THAT S0ALT I THINK THE ANSWER'S BOTH YES AND NO;
IT'S ALL JUST A GUESTION OF TIiMIrE.

THE SENSE OF LOSING YOURSELF IN & MOWVIE, BOOK,
COMIC OR PLAY DOESN'T HAPPEN INSTANTANEOUSLY,
WHEN THE OPEMING CREDITS TO A MOVIE START
APPEARING, YOU'RE PERFECTLY AWARE THAT YOU'RE
SITTIRNG 1N A DARK ROOM WITH STRANGERS WHILE
LIGHT IS PROJECTED ON A SCREENM. IT'S ONLY & FEW
MINUTES LATER, AFTER THOSE MAMES STOP APPEARING
8 MID-AIR OVER THE ACTION, THAT THE MOVIE
THEATER AND THE STRAMNGERS AND THE SCREEN ALL
VANISH AND YOU'RE SIMBLY LIVING THE STORY. IF THE
STORYTELLING IS GO0OD ENCUGH (AND IF EVERYBODY
TURNS OFF THEIR CELL PHONES AND SHUTS L2 YOU
WON'T RETURN TO THAT DARE ROOM FILLED WITH
STRAMNGERS UNTIL THE CLOSING CREDITS ROLE.

SIMILARLY, WHEN WE START READIMG A COMIC, A
[6=FOOT HiGH LOGO ON PASE ONE DOESN'T TAKE US OUT
OF THE ACTION BECALUSE WE'RE NOT EVEM IN IT YET, WE
KMNOW THAT WE'RE HOLDING A STACK OF PAPER (OR
LookiNG AT A GLOWING SCREEN) AND IT USUALLY TAKES
A PAGE OR TWO TO FORGET. IT'S IN THAT ENTRY PHASE
CAND ITS CORRESPONDING EXIT PHASE) THAT & LITTLE
ARTIFICE CAN'T HURT, AND MIGHT ACTUALLY ENHAKNCE
THE READING EXPERIEMCE,

ART BY WILL EISMER f5EE ART CREDMTS, PAZE 2685



PAGE 139, PANEL SIX - DAVID CHOE,
MONTAGE AND WORD-SPECIFIC

HERE'S A BIT MORE OF CHOE'S CUT-AND-PASTE
APPROACH TO COMBINING WORDS AMND ART (FROM HIS
COMIC SLOW JAMS), NOTICE THAT THIS ALSO FOLLOWS
THE WORD-SPECIFIC PATTERN. CHOE'S TYPED
SENTENCES TELL US EVERYTHING WE NEED TO KROW,
50 THE PICTURES ARE FREED TO WAMNDER AS FAR AS
THEY LIKE.

PAGE 140-14l = USING (AND ABUSING) THE
WORD-PICTURE CATEGORIES

SJUST TO REITERATE, I'M DEFIMNITELY NOT SUGGESTING
THAT ANYOME 5IT DOWM AND CAREFULLY CHOOSE THEIR
WORD/PICTURE COMBINATIONS BEFORE CREATING &
COMIC. AS WITH THE & PANEL TRANSITIONS IN CHAPTER
ONE, I DON'T WANT THIS KIND OF CLASSIFICATION To
REPLACE WHATEVER INSTINCTS YOU HAVE. INSTEAD, BY
ASKEING THE KINDS OF GLESTIONS I POSE &T THE
BOTTOM OF PAGE IH0 AND AT TOP OF PAGE 4, T HOPE
FOU CAN HONE YOUR INSTINCTS IN THE FUTURE TO TAKE
ADVANTAGE OF THESE WORD-PICTURE POSSIBILITIES IN
A NATURAL, INTUITIVE Wiy,

W o

W~ ©@»

Tof LEFT: ART By DAVID CHOE RIGHT: ART By Guy PELISLE
AWD MARLANE SATRAPT (SEE BT CRELITS, PASE 2547,

EVERY TECHNIGALE WE USE BEGINS ITS LIFE A5 A
CONSCIOUS PROCESS AND, WITH LUCK, sRADUALLY
BECOMES SECOND MATURE, BUT NOT EVERY TECHMIGLE
WORKS TO OUR ADVENTASE IN THE LONG RUN AND IT
PAYS TO COMSCIOUSLY SEPARATE GOOD INSTINCTS
FROM BAD HABITS OMCE I8 A WHILE.

PAGE 142-145 - THE THOUGHT BALLOON AND
ITS RELATIVES

THOUGHT BALLOOMS AREN'T AS COMMON A5 THEY ONCE
WERE, BUT THEY'RE STILL A GREAT waY TO GUICKLY
REVEAL A CHARACTER'S INNER LIFE {SEE “THE SMELL OF
COOKIES" ABOVED IN THE LAST COUPLE OF DECADES,
THOUGH, CHARACTERS' THOUGHTS ARE A5 LIKELY TD BE
EXPRESSED IN THE FORM OF A CAPTION -- THE
EGUINALENT OF & MOVIE OVERVCICE. SUCH CAPTIONS
SEEM TO ACENOWLEDGE THE AUDIENCE IN A wWaY THAT
EALLOONS DON'T, A% IF THE CHARACTER WAS SENDING
THEIR THOUGHTS DIRECTLY TO THE READER, AND CAN
&VE THE TEXT AN EXTRA LEVEL OF INTIMACY. THEY
ALSO DONT REGUIRE THE THINKER TO BE IN PANEL TO
SHOW WHERE THE THOUGHT ORIGINATES FROM, S0 THEY
CAN APPEAR IN PANELS THAT ARE FRAMED FROM THE
THINEER'S POINT OF VIEW. SUCH "THOUSHT CAPTIONS"
ARE USUALLY IN PRESENT TENSE AND FIRST PERSON
{(BELOW LEFT) BUT PAST TENSE MARRATION (BELOW
RIGHT? CAN COVER A LOT OF THE SAME SROUND.

DK...
WHAT NowW 7

| FEAT S0 ASHAMED FORE
FAYSELF ..,

«aNR FELT S0 SORRY FOR HER.

THE TRADITIONAL THOUGHT GALLOON HAS aDnBn-
TAGES, THOUGH, IT CAN OFFER o GLIMPSE INTO ANY
CHARACTER'S THOUGHTS AT ANY TIME, AND DOESN'T
REGUIRE REPETITION THROUGHOUT THE STORY. A
THOUGHT CAPTION ONLY WORKS AS RUNNING NARRA-
TiOon, ANTD READERS HAVE TO KNOW WHICH CHARACTER
I3 DOIG THE THINKING, EVEN IN FANELS OWVERFLOWING
WITH CHARACTERS. A THOUSHT BALLOON, ON THE
OTHER HAND, CAN APFEAR OMCE M & 200 PAGE
GRAPHIC NOVEL POINTING TO A RANDOM BYSTANDER,
AND AUTHENCES WILL THINE NOTHING OF IT.
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PAGE |42, PANEL SEVEN - BALLOON SHAPES

SOME EXAMPLES OF BALLOON SHAPES:

? YOU DUMB
STARRY-EYED
IDIoT.

FIH"‘T

Iam warkmg with him,
indreams . T3m frying
y To undersfand ﬂ:m

SHaOD
\ THEM
 Away! |

PAGE |44, PANEL THREE - COMMON ROOTS

FOR MUCH MORE O8 WHY I SEE WORDS AND PICTURES
AS TWO BRANCHES OF THE SAME TREE. SEE UNDER-
STANDIMNG COMICS, CHAPTER Six, "SHOW aMD TELL."

PAGE 145, LAST PANEL - THE LOWERCASE
DEBATE

I KEEP &OING BACK AND FORTH ON THE QUESTION OF
WHETHER TO USE UPPER- AND LOWERCASE LETTERS IM
WORD BALLOONS, THE FACT THAT I'M BACK TO aLL
UPPERCASE IN THIS BOOK ISMN'T IN ANY WAY AN INDICA-
TION THAT I'VE MADE UP MY MIND.

O THE ONE HAND, UPPERCASE COMIC BOOK LETTERING
HAS THE FOLLOWING ARGUMENTS IN ITS FAVOR:

TOP Dowes ART BY WELL EISHER, SHAWN MOMANUS (LETTERING BY
TODD ELEIND, JORDAR CRANE AMD MASASHT EISHIMOTO (LETTERED
FoiE ENGLISH 3Y HEIDT STveowiiy) (56 ART CREDITS, PadE 26280,

* ARDUT F8% OF ALL ENGLISH LANSUASGE COMICS 1N
THE LAST 100 YEARS HAVE USED IT, INCLUDING
MEARLY ALL OF THE COMICS NOW CONSIDERED
CLASSICS, IF IT AIN'T BROKE, WHY Fi¥ IT?

* CAPITAL LETTERS ARE EASIER TG LETTER BY HAND.

« CAFS FILL THE SFACE MORE EFFICIEMTLY.

= CAPS BLEMD BETTER WITH PICTURES.

« CAPS LOOK BETTER WITH FREGUENT BOLDATALIC
TYPE.

OM THE OTHER HAND, ADWOCATES OF USING LUFPER AND
LOWERCASE LETTERS MIGHT RESPOMD:

* THERE ARE A LOT OF THINGS COMICS HAVE RARELY
DOME N THE LAST [00 YEARS, INMCLUDING MATURE
THEMES, SUBTLE CHARACTERIZATION AND SOPHISTI-
CATED ARTWORK; THAT'S HO REASON NOT TO TRY
THEM.

= OME OF THE MOST POPULAR COMICS IM HISTORY,
TINTIN, USES UPPER- AND LOWERCASE LETTERING,
AS DO OTHER EURDPEAN COMICS, AND IT LOOKS
GREAT.

+ EASIER DOESN'T EGLIAL BETTER

= & LITTLE WHITE SPACE NEVER HURT ANYOME.

« IF UPPER AND LOWERCASE LETTERS DON'T BLENMD
WITH PICTURES, HOW Do) WE EXPLAIN FIVE CENTL-
RIES OF ILLUSTRATED BOOKS?

* BOLD TYPE IS OVER-USED AND MELODRAMATIC.

FOR MOW, T'M STICKING WITH THIS UPPERCASE FONT
MADE FROM MY HANDWRITIMNG, BECAUSE I LIKE THE WwaY
IT BLEMNDS WITH MY PICTURES. IRONICALLY, I DON'T
THINE IT WORKS A5 WELL HERE 18 THE NOTES SECTION,
BUT I LIKE THE COMTINUITY OF APPEARAMNCE FEOM THE
COMICS PAGES SO THAT'S WHY YOU'RE READING IT NOW.

SOME THINGS I DO ENOW FOR SURE:

* THE DCCASIONAL BiG, BOLD WORD DOES SEEM TO
ANCHOR THE TEXT AND PICTURE WHEN YOU FIRST
LANCE AT A PAGE (LE., NEITHER FICTURES MOR
WORDS SEEM OVERPOWEREDD.

+ INCLUDING UPPERCASE, LOWERCASE, BOLD, ITALICS
AMD SIZE VARIATION THE Way I DID IN THE LAST
B0 WAl A BIT CLUTTERED.

= T'LL PROBABLY KEEP CHANMGIMNG MY MIND FOR A
WHILE.

|56 ART By CRALG THOMPSOM (SEE ART CHEDITS, PAGE 2581,



PAGE 148-149 - THE COMICS SCRIPT

SEE THE BiBLIOG=RAPHY FOR POINTERS TO PRINTED
COLLECTIONS OF WRITERS' SCRIPTS INCLUDING ALAN
MOORE (AMD ME, FOR THAT MATTERL

PAGE 149, PANEL FIVE - WRITER VERSUS
ARTIST

I FIRST DESCRIBED THIS SYNDROME IN LWDERSTANDING
COMICS, PAGE 48, AND AGAIN IN CHAPTER SIX.

PAGE 15| = WRITE FOR YOURSELF

IF YOU JUST WRITE THE KINDS OF STORIES YOU THINK
OTHERS WILL WANT TO READ, YOU'LL BE COMPETING
WITH CARTCONISTS WHO ARE FAR MORE ENTHUSIASTIC
FOR THAT KIND OF COMIC THAN ¥OU ARE, AND THEY'LL
KICK YOUR A5S EVERY TIME,

Of TO PUT IT
ANOTHER alay: JUST BECALISE
YOU'VE DECIDED
TO SELL OUT, THAT
DOESH'T MEAM THAT
ANYONE'S GOING

To BUY!

OPTIONAL EXERCISES

#| - WORD-SPECIFIC (PAGES 131-133)

TAKE A FEW PARAGRAPHS FROM A NOVEL OR SHORT
STORY AND TRY BREAKING THE TEXT INTO SMALL
CAPTIONS, TRY OUT AT LEAST TWO VERY DIFFERENT
WAYS OF ILLUSTRATING THOSE CAPTIONS 1M COMICS
FORM, OMNE PER PAMEL.

#2 - PICTURE-SPECIFIC (PAGES 133-134)

FIMND A COMIC WHERE THE PICTURES PRIMARILY TELL
THE STORY. MAKE A COPY AND HAVE A FRIEND BLANE
QUT ALL THE CAPTIONS, TRY OUT AT LEAST TWO VERY
DAFFERENT WAYS OF FILLING THOSE CAPTIONS,

#3 - MONTAGE (PAGE 139)

CAN YOU MAKE AN ENTIRE COMIC USING NOTHING BUT
PICTURES ANMD WORDS CUT FROM THE LATEST ISSUE OF
A POPULAR MAGAZINET HOW DOES THE CUT-AND-
PASTE LOOK OF IT AFFECT THE READING EXPERIEMNCET

#i4 - BALLOON DISSECTING (PAGE 143)

FiND A COMICS PAGE WHERE THE WRITER HAS TRIED
CRAMMING TOD MANY WORDS AND BALLOONS INTO EACH
PANEL, IF ¥OU HAD ALL THE ROOM IN THE WORLD, HOW
COULD yOU SPLIT THOSE BALLOGHS INTO SEPARATE
PANELS AND ILLUSTRATE THEM 50 THAT EACH CHARAL-
TER WAS EXPRESSING JUST ONE EMOTION PER
BALLOOM.

#5 - EXTREME EMPHASIS (PAGE I44)

FIND A 2-4 MINUTE AUDIC SAMPLE OF SOMEONE
TALEINGE WITH A LOT OF EXPRESSION IN THEIR WVOICE
{E.G., A COMEDIAN, POLITICIAN, RELIGIOUS LEADER,.
ACTOR IN AN EMOTIOMAL SCENE..] AND LETTER THEIR
DHALOGUE IM A& Wiy THAT REFLECTS THEIR TONE OF
VIOICE INCLUDING VOLUME, TIMBRE, DURATION, ETC...
WOULD SUCH EXTREME EXPRESSIVENESS IM LETTERING
WORK 1N A COMICS PANELT IF MNOT, HOW MUCH WoUuLD
YOU NEED TO TONE IT DOWNT

#6 - SOUND EFFECTS LAB (PAGES I46-147)

PRODUCE AT LEAST TEM SOUNDS, USING OBJECTS IN
THE ROCM YOU'RE IN RIGHT MOW. CAN YOU DRAW A
SOUMD EFFECT FOR EACH ONE THAT REFLECTS ITS
WVOLUME; DURATION AND TIMBRE? COULD A FRIEND
SUCCESSFULLY GUESS THE SOURCE OF &T LEAST FIVE OF
THEM, JUST BY LOOKING AT YOUR SEETCHES?

ALTERMATELY. THERE ARE SOME OLD SOUND EFFECTS
RECORDS OUT THERE, THESE CAM ALSD BE A FUN
SUMPING OFF POINT,

#7 = SCRIPTING FOR OTHERS (PAGE I49)

PICK A SCENE FROM A MOVIE ¥OU LIKE AND TRY
ADARTIMG [T INTO A COMICS SCRIPT. CHOOSE YOUR
MOMENTS AND FRAMING WITH THE UMIGLUE NEEDS OF
COMICS IM MIND, RATHER THAM JUST USiNG THE SHOTS
THAT APPEARED IN THE MOVIE. WHAT WORES IN FILM
THAT DOESH'T WORK AS WELL I8 COMICS AND VICE
WERSAT
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