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INTRODUCTION

“There is no greater agony than bearing an untold story inside you.”
―Maya Angelou

Hi there!

My name is Fwah Storm and I'm an award-winning Comic Book writer &
Artist...I'm also a musician and many other things, but the term I have come
accustomed to recently is Graphic Novelist.

Recently I managed to acquire full creative control of my characters and their
respected books. There had been some serious upheaval in my life and a lot of my
work was disrupted. But as the old saying goes: 'Behind every cloud is a silver lining'.
And it appears that this is still true when it's a mushroom cloud. My silver lining was
realizing that I had started my career well before I was ready and that wasn't good
but I had been given a chance to start again knowing that I was now ready.

So I decided that the best thing I could do was take my already existing work off
of the shelves, and start again with the intentions of polishing up any work that I was
unhappy with before re-releasing it for my readers to enjoy, and to make sure that
any unfinished work got to be finished. As well as working on & releasing some new
books.

I wrote this book during the beginning stages of this process and I wrote it for
two reasons. I had started a new YouTube channel to help connect more with my
readers as I was uncertain to when my next convention appearance would be and
during this I discovered that not only were independent Comic Book creators
clambering for as much information as possible when it came to writing comics but
that there was a severe lack of knowledge on the subject being shared. So I began to
make YouTube videos where I could share some of the expertise I had gained over
the years while I was learning to become a better artist and writer. I also began my

https://www.youtube.com/channel/UCYD2ftOq-icDhnBYMbZIZMg
https://www.youtube.com/channel/UCYD2ftOq-icDhnBYMbZIZMg


podcast 'I Have Issues: Life Through The Eyes Of An Artist...Uncensored' and
shortly after that, I began a weekly Live Stream titled 'The Storm Digest' where I
started dispensing more advice on writing Comic Books and Graphic Novels.

It wasn't long before I realized that there was only so much that could be said
through verbal communication in YouTube videos and Live streams. So whilst
working on my first project for my return to what I love doing, I decided that I would
take some time to write a short book on writing dialogue for Comic Books &
Graphic Novels. Especially as this is one of the most requested subjects when it
comes to the topic of writing comics of any kind.

I'll admit that while my original intention was for this to be a stand-alone book, I
wouldn't be surprised if I write more of these books in the future as the topic of
writing stories (especially for Comic Books and Graphic Novels) is deep and vast.
Hopefully, this is the beginning of filling the void where books on writing comics
should be. But that decision is up to people like yourself. So if you enjoy this book,
then please feel free to get in touch with me through the contact form that is linked in
the about section of my website and let me know your honest thoughts on whether
you would like to see more books like this one in the future. Or, if you wouldn't mind,
you can leave an honest review of this book on Amazon.

I would like to thank and dedicate this book to all my friends, family and readers.
I would name them to you, but the list would be too long and you can almost
guarantee that I would miss someone out even though it would be unintentional.
Besides, the people I'm referring to know exactly who they are.

I would also like to thank and dedicate this book to two others who have been of
great inspiration to me. The first being the late, great Stan 'The Man' Lee, who is
sorely missed, yet not forgotten. The other is Buddy, a fox whom I helped raise from
a cub, who brings a smile to my face each and every day.

Now, with that out of the way, let's get to writing some Comic Books!

https://www.fwahstorm.co.uk/i-have-issues
https://www.youtube.com/playlist?list=PLLo9VegcSNVt0sTwN4SazO1su7Dplm8f7
https://www.youtube.com/channel/UCYD2ftOq-icDhnBYMbZIZMg
https://www.fwahstorm.co.uk/contact
https://www.fwahstorm.co.uk/about
https://www.fwahstorm.co.uk/


Why Is Dialogue
Important?

Regardless of whether you're a seasoned professional or an independent creator
learning their craft or a hobbyist whose telling stories for nothing more than the joy
of it, dialogue is a very popular topic when it comes to writing Comic Books and
Graphic Novels...Well, if we're being honest, it's a very popular topic when it comes
to writing novels, animation and movies as well as other forms of storytelling
mediums.

However, I have noticed that it's one of the most important and one of the most
requested topics when it comes to writing Comic Books and Graphic Novels. And
let's be fair: while there are plenty of books, websites, podcasts, online videos and
such that teach writing when it comes to novels and movie scripts, it's quite
disheartening and concerning the lack of materials available when it comes to writing
comics.

Sure, if you want to be a Comic Book artist, then no problem! There are a
plethora of books that are available in both print and digital formats that will guide
you along your lengthy quest. And some of them dabble with a hint of writing. On
top of that, there is a small selection (and by small I mean microscopic in
comparison) that deal with writing comics, but they all have a couple of common
problems.

The first is that they focus on the first and third acts of a story in a fair amount of
detail, but only just enough to truly write an amazing story that willWOW your
readers while putting very little effort into the second act of the story.

The other issue (pun not intended) is that the subject of dialogue is a massive one,
and at most, you will get about a paragraph to a chapter on dialogue and you walk
away feeling more confused than you did before you read the book.



So what are you meant to do?We all know that the artwork of a Comic Book is
very important considering it's a visual medium. But so is the dialogue. I mean, do
you remember when you read 'Watchmen' (assuming you've read 'Watchmen' of
course) when Dr Manhattan utters 'she says I am like a god now. I tell her I don't
think there is a god...And if there is, I am nothing like him'. That's an impactful bit of
dialogue!

I'll never forget the first time I read 'Preacher', and Jesse Custer, now
empowered by Genesis, giving him a voice that is more powerful than God's and
when he tells you to do something with this voice you can't control yourself or stop
yourself from doing it, is stood inches in front of a gun barrel. The guy on the other
end tells him that he'll shoot him dead before he says two words, and in response,
Jesse Custer simply says 'Miss'.

And what about that classic 2000AD cover where Judge Dredd has a speech
bubble that reads 'Dead Or Alive, you're coming with me' which was so good that the
same line appeared in the cult classic 'Robocop' (and there are lots of people who
still consider 'Robocop' to be the first 'Judge Dredd' movie ever made).

And hey, most of us quote movie lines because movies are full of great dialogue.
That's the power of dialogue, especially in comics, that is criminally overlooked.

Who can forget when Darth Vader said 'No, I am your father' or when Peter
Venkman in 'Ghostbusters' said 'Yes, it's true. This man has no dick'.

I hope that this book helps to combat the problem that budding Comic Book
writers face and gives you the advice you need to take your comic book script from
pretty good all the way to 'I CAN'T PUT THIS DOWN AND I NEED MORE'!

So join me as we dive into a topic that so many of you are eager to learn more
about.



What Is Dialogue?

This may sound like the most obvious question when it comes to writing stories,
and if I was a smart ass, then I would give you a dictionary definition which would
go a little something like this:

dialogue
noun

A conversation between two or more people as a feature of a book, play, or film.
"the book consisted of a series of dialogues".

And in all honesty, I am a bit of a smart ass sometimes, but most of the time I'm
just an asshole...But that's a topic of conversation best saved for another time.

My point is this: It may sound like a dumb question, but in all reality, it's not as
dumb as we think. I mean, have you ever been around a bunch of friends talking and
heard any of them talk like Bruce Wayne even though they weren’t quoting a
Batman story or movie? Chances are you haven't, and that's because dialogue isn't
real life speech. And I'm willing to bet that you haven't heard anyone in a movie or
TV show talk like some of the people you have overheard having a conversation on
the streets because dialogue isn't real life speech...Except for the fact that it is real
life speech. It's just that real life speech isn't edited and is often said off the cuff.

Let me give you an example: I was walking home from picking up a few
comics and I passed a couple having a bit of a lovers tiff. I didn't eavesdrop on their
conversation. They just only had one volume setting on their voices and that setting
wasMAX POWER! That and they were walking in the same direction as me. But I
remember what they said and it went something like this.

The guy was saying 'So, what, like...Is that really, like, yeah, your concern...Why



is it, like, my problem that like, your problem is like, yeah, like, another bird, or
whatever, likes me'.

I have no doubt that when this person isn't quarrelling with their significant other
that their speech pattern is more thought out and less repetitive. But the fact of the
matter is that if dialogue was written like that in comics, then chances are the reader
would start bleeding from the ears and pass out on the floor in a crumpled heap
trying to figure what was really being said.

And what's worse is that the woman involved in the public display of arguing
wasn't much better.

'Nah, but, like, fuck, you gotta, like, admit, right?' she began. 'That it's pretty
fucking, like, not on, right, if like, you, like, started sniffing badgers'!

Okay, I'll admit that she didn't say sniffing badgers at the end of her sentence.
But she might as well have.

The fact of the matter is if you wrote dialogue like that and submitted your script
to an editor you would be laughed at and told to go somewhere where your story
couldn't hurt anyone anymore. And if you unleashed it on to the unwilling public,
even for free on your website, then chances are you would regret it almost
immediately.

But let's just imagine that same couple for a second as if they were characters in
a comic book who were arguing because one had accused the other of cheating on
them or was at least considering the idea of cheating on them. Maybe that dialogue
would go something like this:

MALE CHARACTER
So you're saying it's my problem that she likes me?

FEMALE CHARACTER
Oh, come on, Dan, you've got to admit that there's something there!

MALE CHARACTER
For crying out loud, why are you are trying to make a problem out of this? Nothing

is going on!

FEMALE CHARACTER
Don't patronize me! I still remember what you did to those poor badgers!

Okay, I'll stop with the badgers, (or will I?) but now you can see that if the
couple I overheard had been edited then what they were saying during that



conversation would have been more coherent, and it would sound closer to actual
dialogue.

‘Cause even though dialogue is not real life speech, it contains a hint of realism
to it. There is a part of it that sounds natural and off the cuff, yet it's well thought out,
planned and edited

So now that we have a clearer picture of what constitutes as dialogue and what
doesn't, let's move forward so that you can get closer to writing some solid dialogue
for your Comic Book or Graphic Novel project.



Dialogue Boundaries

On my YouTube channel you can find a video I made called 'Tips, Advice &
Guidelines For Writing Comic Book Scripts'. When I first published that video I
didn't imagine that it would go very far, but at the time of writing this book it has had
a couple of thousand views and I have received many messages and comments
praising the video as it has helped a lot of people to better write comics. Well, now
we're going to do something similar to what I did with that video, but we're just
going to focus on dialogue.

Some of you will see these as guidelines or rules or restrictions. But in reality,
they are boundaries. The more you respect the boundaries, the better your writing
and storytelling will become. You will occasionally get away with ignoring the
boundaries, but if you do it too often, then you will run into some problems and
people won't want to read your work anymore. And you don't want that.

So let's go through this short list of boundaries that you will want to try and
adhere to as best as possible. From this point onwards I will refer to all different
types of balloons that contain text as word balloons, but I will specifically refer to
balloons that contain the dialogue of a character as speech bubbles.

First of all, we need to understand the minimum and maximum amount of words
we can fit into a word balloon. The minimum is obviously zero. Sometimes you can
have a speech bubble that just contains a question mark or ellipses as a creative way
of conveying an emotional response from a character that isn't verbal but is vocal.
The problem arises when it comes to the maximum limit of words per word balloon.

In Manga, it's common for the maximum word count to be twenty words. Some
publishers say that twenty-five words are the maximum, while others will say thirty,
thirty-five, forty or more. But I find the rule of thumb that works best is thirty
words... thirty-five at the most.

https://www.youtube.com/channel/UCYD2ftOq-icDhnBYMbZIZMg
https://www.youtube.com/watch?v=huJttJFmqFA
https://www.youtube.com/watch?v=huJttJFmqFA


If you're thinking of submitting your work to a publisher, then remember to read
the submission guidelines carefully before doing so. Especially as some publishers
talk about their word count limit within their submission guidelines.

Now we can move onto the next boundary!

What are the minimum and maximum amount of word balloons per panel? Well,
you need to remember that the more word balloons you use, and the more words you
have in your word balloons, the bigger the panel will need to be in order to convey
all of the information that is necessary for the reader. If you are working alongside an
artist, then chances are they will need to save up to 25% of the panel for the word
balloons so that the letterer can do their job.

Once again, the minimum number of word balloons you can have in a panel is
zero. But the maximum is three. If you go beyond three-word balloons (especially if
they all have more than thirty-five words each in them) then the page of your Comic
Book will look more like a wall of text. If your reader wanted to read a wall of text
then they would be reading a novel instead. And while there is nothing wrong with
reading or writing novels, the chances are your reader wanted to read a comic book.
Which means they picked up your book after being promised that it was a Comic
Book, and when they open the pages of your finished Comic Book to see a mass of
text and hardly any artwork, they will close the book, put it down, and remember to
avoid anything that has your name attached to it.

Luckily for you, that is the entire list of boundaries you need to respect when it
comes to dialogue. Which means we can go to the next stage, and get a little closer to
writing some kick-ass dialogue for your characters!



What you need to know
before you start

writing dialogue for
your story

I think it goes without saying that before you can approach the dialogue for your
Comic Book or Graphic Novel you need to be aware of some important details.
However, some people tend to jump into writing the dialogue without knowing a
single thing about their story or characters and wonder why the dialogue isn't making
an impact.

So I think I best cover this stuff before you go rushing into your dialogue.

Firstly, you need to know your story as thoroughly as possible. When I write
prose work I write the dialogue as and when I feel dialogue is needed. But when it
comes to writing comics I tend to save the dialogue for last.

The first thing I do is I write the page number, followed by the panel number and
the necessary details for that panel, and then I move onto the next panel. And once I
have written all of the panel descriptions and camera angles for that page, I move to
the next page. I keep doing this until I have either finished writing all of the panels
and descriptions for an entire scene or for an entire act. Then I write the dialogue.
Which gives me time to think of some possible dialogue ideas that I can make note
of ready for when I write the dialogue for the scene or act.

Other things I need to know before I even dare to start writing dialogue is the
structure and beats of the scene, who is in the scene, what the agenda's of each
character in the scene is, and what their unique voices sound like.



Let me walk you through each one of those elements and tell you why I feel this
is important information to know before writing dialogue.

• THE STRUCTURE AND BEATS OF A SCENE

In all honesty, I could write a whole book (or e-book) about scenes and how to
write them. Maybe I will do that in the future. But I'll quickly cover as brief as
possible what I mean by structure and beats of a scene.

A story has a structure. And usually, it's a three-act structure. The first quarter
of the story is act one, the final quarter of the story is act three, and the middle half of
the story is act two.

Well, believe it or not, the structure of a scene is sometimes, but not always,
similar to the structure of a story.

When it comes to the structure of a story we translate Act One as The
Beginning, Act Two as the middle and Act Three as the end. However, I tend to
think of it as Act one is pity, act two is fear and act three is catharsis.

When it comes to a scene, the first quarter of the scene is act one, the final
quarter of the scene is act three, and the middle half is act two. Thinking of it this
way means that each individual scene becomes its own stand-alone story. But just
like the three-act structure of a story, I don't like to look at the three acts as beginning,
middle and end. Instead, I think of the acts of a scene as act one is Hook, act two is
intensity and act three is prompt.

The Hook of the scene is similar to the opening hook of a comic. It's a brief
moment that hooks the reader in and gives them a reason to keep reading. Intensity is
the progression of the conflict and suspense that is taking place within the scene, and
the prompt is a brief moment or beat that makes the reader want to know what
happens next. Kind of like a cliffhanger.

The beats of a scene vary, depending on the length and purpose of the scene.
But regardless of the length of a scene, you can use four beats. Which are:

○ Objective
○ Obstacle
○ Outcome
○ Surprise

At the beginning of the scene, it should be clear what the lead character of the
scene’s objective is, followed by a clear conflict that stands in the way of them easily
obtaining their objective.

Then there needs to be an outcome. The outcome can be anything you like.
Especially as your choices are limited to the lead gets what they want and the lead



doesn't get what they want. But no matter what the outcome is, there's a SURPRISE.
And the surprise can be anything you want it to be (as long as it works for the type of
story you're telling).

Here's an example of what that could look like:

■ OBJECTIVE: A man with a severe hangover wants to get a loaf of bread from his
local store.

■ OBSTACLE: But the clerk of the store refuses to serve him because the man with
the hangover is unaware that while he was passed out drunk, someone wrote the
word 'pedo' on his forehead with a permanent marker.

■ OUTCOME: The man with the hangover doesn't get his loaf of bread, and insults
the clerk as he walks away

■ SURPRISE: But as the man with the hangover goes to open the clear glass door at
the front of the store so he can leave, he catches in the reflection that hidden close to
the clerk is an armed assailant who has no skin pointing a loaded gun at the clerk.

I'm willing to bet that after reading that example you've got a few ideas for the
kind of dialogue that would work really well with this scene. Hence why it's
important to know this information before you get started.

•WHO IS IN THE SCENE

Let's keep with the example I wrote for you just a second ago. I've decided that
the man with the hangover is a character of mine called Richard Bones for a title I
created called Skin & Bones, which is the story of two super-powered serial killers
who are looking for their missing gimp.

Richard Bones is an American Serial Killer who was framed for the murder of
his wife and was convicted when he arrived at an airport in London. Later on, he
receives super powers.

This information lets me know that because he's American that some of his
verbiage will be different from what an English character would say, which adds a
nice contrast to a lot of the scenes he is in. He's a serial killer who is hungover, so I
know that his temper is going to be a little short, and that's dangerous for anyone
who happens to be around him.

We know that there is a clerk in the scene who is English. Now the Clerk might
be a full-time worker or a part-time worker. If he was a full-time worker then he's
more than likely going to see Bones straight away as he walks in, and is more likely
to approach Bones before Bones approaches him and ask him to leave. Which is



interesting, but then the surprise at the end of the scene would have to change.
So we'll make him a part-time worker. And if he's a part-time worker, then we

can get away with making him younger than Bones.
Therefore, The clerk is more than likely to use more modern slang than Bones and

might use more slang than common everyday words when he talks.

These are minor details that help out a lot when it comes to writing dialogue. It
lets me know that while Bones might say 'What's the problem, Pal' the clerk is more
likely to say 'What's up with you' instead.

• EACH CHARACTERS AGENDA

I'm going to reveal to you not only a big secret when it comes to writing dialogue,
but also a big secret about life and society...Everyone talks with an agenda.

Imagine you're in an elevator with a complete stranger. The stranger is silent and
so are you. And then the stranger says something like 'We can put a man on the
moon, send a message to someone on the other side of the world in a split second,
but we still can't make these damn things go any faster than one-eighth of a mile per
hour'.

This is small talk. Something that we overlook each and every day and think it's
nothing. But just like any other bit of communication we have with each other, even
small talk has an agenda. The agenda of passing the time and breaking the silence.

If someone calls me up at three in the morning and says 'Hey...What you up to?'
then they are calling me with the agenda of speaking to someone so that they aren't
bored.

Every character has an agenda, and if you know what their agenda is, then you
will write some solid dialogue. And to make it even better, make sure your characters
agendas conflict with each other.

In my example, Richard Bones' agenda is that he wants to get a loaf of bread so
that he can eat something and hopefully get his hangover to settle. The clerk’s
agenda is to stay alive and the man with no skin's agenda is that he wants the clerk to
make Bones leave or else he will murder the clerk.

It's simple, yet effective.

• VOICE

Voice is a complicated matter when it comes to storytelling, and while it can
refer to the author’s voice (which is important) it also refers to the characters voices.



You don't want your reader to have a hard time establishing whose voice is whose.
Yes, you have artwork which informs the reader of who is saying what, but if all

of the characters in your book, let alone a scene, all sound the same, then the reader
will put the book down and not read any more of your work.

So you need to make the voices of each individual character sound unique to
them. Well, as much as possible.

Bones is a middle-aged American male. He'll use slang and curse words, but he
wouldn't use the same slang or curse words as the young twenty-something clerk
who works at the store part-time. Just like the sinister mystery man with no skin and
a loaded gun wouldn't talk the same way as Bones or the clerk.

Some writers and writing coaches suggest casting your characters. In other words,
imagine that you could cast anyone for the movie version of your story, and put the
actors of your choice into the roles of your characters. Then watch some clips or
movies or shows featuring these actors and pay close attention to how they talk, and
imagine how they would talk if they were playing your character in a movie. That
way when you're writing a character’s dialogue, you will hear a distinct voice in your
head as you do so, and you'll know what kind of words that actor would and wouldn't
say as your character.

Once again, let's go with the example I have already given.

I'm going to put Dominic Purcell in the role of Richard Bones, Daniel Radcliffe
in the role of the clerk and Tom Hiddleston in the role of the skinless man.

I can now imagine Dominic Purcell as Bones saying things like 'What's the
problem' to the clerk. He has a deep gruff voice and he would talk in short sentences.
Daniel Radcliffe as the clerk would probably respond to Bones’ question with
something like 'Oh, no problem...No problem at all, Sir'. And if Bones saw the
skinless man and said something like 'Who the hell are you?' Then I can imagine
Tom Hiddleston responding with something like 'What's the matter? Don't you
recognize me? Do I really have the kind of face you could easily forget'?

Now that kind of dialogue could still benefit from a bit of polishing, but for now,
it works and gives you a little bit of an idea of what I mean by the characters unique
voice.

So now, let's move on.



The Essentials Of
Dialogue

In his book, 'Revision & Self Editing', Writing Coach James Scott Bell spends
an entire chapter talking about dialogue and has admitted several times that dialogue
is such a vast subject that it would be easy to write multiple books on it. I'm hoping
that won't be the case here, but who knows what the future holds.

In his book, he lists eight essentials for writing dialogue. And these essentials are
fantastic. Especially for writing novels and other types of prose work. However, they
won't all be necessary for writing dialogue in Comic Books. Especially as in prose
fiction you don't have to worry about your page count, and in comics you do. 'Cause
you have a limited number of pages, and each page is like a piece of prime real estate.
You have a lot of information and details to convey through the dialogue alone and
you have to do it within limited space while making sure it is stylistic, concise and
suits the characters, the scene, the story and the situation. But who said writing is
easy. huh?

So here is my list of essentials when it comes to dialogue and why they're
important.

• IT’S ESSENTIAL TO THE STORY

The dialogue must do one of three things. Advance the plot, reveal character
and/or reflect the stories theme. Now you may have written some dialogue already
for your comic that does neither of these three things and you think it's good. That's
fine. That's okay. But let me ask you this: If it doesn't advance the plot, reveal the
character or reflect the theme of the story, then why is it there?

If you can give a good honest reason that is justifiable, then that's great! Keep it.



But if you can't, then get it the hell out of your script before it lays eggs and starts
breeding!

• IT HAS CONFLICT OR TENSION

You will often hear people talking about conflict and suspense when it comes to
writing stories. Like dialogue, there are multiple books written on the subject of
conflict and suspense. And as I mentioned before, there is usually conflict in scenes
as well, and that's for a damn good reason.

Well, guess what? You need to throw in some conflict and suspense into your
dialogue as well.

To show you why I'm going to use an example from the movies. You ever seen
that Kevin Smith Flick 'Chasing Amy'? Regardless of whether or not you like Kevin
Smith or his work, there is one thing that is undeniable about him. He loves his
dialogue. He is a self-proclaimed dialogue whore, and he knows how to utilize
conflict and tension in his dialogue. And nothing shows that better than a particular
scene from ‘Chasing Amy’.

Now if you haven't seen ‘Chasing Amy’, then let me bring you up to speed. The
movie is about a comic book penciller called Holden (played by Ben Affleck) who
has found himself falling in love with a beautiful woman called Alyssa (played by
Joey Lauren Adams) who turns out to be a lesbian. He adores her so much that even
though he doesn't possess the correct genitalia to even be considered as a possible
suitor by her, he still wants to be her friend because he can't stand not being around
her. But then comes a moment of truth. While driving in the rain with Alyssa in the
passenger seat, Holden stops the car, professes his love for her and she storms out of
the car and walks away in the rain very upset. But within seconds she comes back
and tears him a new one. Here is how they're dialogue plays out in that scene:

ALYSSA
Why are we stopping?

HOLDEN

'Cause I can't take this.

ALYSSA

Can't take what?

HOLDEN

I love you.



ALYSSA

You love me?

HOLDEN

I love you. And not, not in a friendly way, although I think we're great friends. And
not in a misplaced affection, puppy-dog way, although I'm sure that's what you'll call
it. I love you. Very, very simple, very truly. You are the-the epitome of everything I
have ever looked for in another human being. And I know that you think of me as just
a friend, and crossing that line is-is-is the furthest thing from an option you would
ever consider. But I had to say it. I just, I can't take this anymore. I can't stand next
to you without wanting to hold you. I can't-I can't look into your eyes without feeling
that-that longing you only read about in trashy romance novels. I can't talk to you
without wanting to express my love for everything you are. And I know this will
probably queer our friendship - no pun intended - but I had to say it, 'cause I've
never felt this way before, and I-I don't care. I like who I am because of it. And if

bringing this to light means we can't hang out anymore, then that hurts me. But God,
I just, I couldn't allow another day to go by without just getting it out there,

regardless of the outcome, which by the look on your face is to be the inevitable
shoot-down. And, you know, I'll accept that. But I know, I know that some part of you
is hesitating for a moment, and if there's a moment of hesitation, then that means you
feel something too. And all I ask, please, is that you just - you just not dismiss that,
and try to dwell in it for just ten seconds. Alyssa, there isn't another soul on this

fucking planet who has ever made me half the person I am when I'm with you, and I
would risk this friendship for the chance to take it to the next plateau. Because it is
there between you and me. You can't deny that. Even if, you know, even if we never
talk again after tonight, please know that I am forever changed because of who you
are and what you've meant to me, which - while I do appreciate it - I'd never need a

painting of birds bought at a diner to remind me of.

HOLDEN

Was it something I said?

EXT ROADSIDE - NIGHT

Holden gets out of the car. It's raining pretty hard
now. Alyssa's hitching up the road. Holden reaches her.



HOLDEN
What are you doing?

ALYSSA
Get back in the car and get out of
here.

HOLDEN
You're going to hitch to New York?

ALYSSA
Y'ep.

HOLDEN
Aren't you at least going to comment?

ALYSSA
Here's my comment fuck you.

HOLDEN
Why?

ALYSSA
That was so unfair. You know how
unfair that was.

HOLDEN
It's unfair that I'm in love with you?

ALYSSA
No, it's unfortunate that you're in
love with me. It's unfair that you
felt the fucking need to unburden your
soul about it. Do you remember for a
fucking second who I am?

HOLDEN
So? People change.

ALYSSA
Oh, it's that simple? You fall in
love with me and want a romantic



relationship, nothing changes for you
with the exception of feeling hunky-
dorey all the time. But what about-
me? It's not that simple, is it? I
can't just get into a relationship
with you without throwing my whole
fucking world into upheaval!

HOLDEN
But that's every relationship!
There's always going to be a period of
adjustment.

ALYSSA
Period of adjustment?!?

(hitting him)
THERE'S NO 'PERIOD OF ADJUSTMENT'
HOLDEN! I'M FUCKING GAY! THAT'S WHO
I AM! AND YOU ASSUME I CAN TURN THAT
AROUND JUST BECAUSE YOU'VE GOT A
CRUSH?!?

HOLDEN
If this is a crush... then I don't
know if I could take the real thing if
it ever happens.

She looks at him, rain drenching the pair. She shakes
her head ruefully.

ALYSSA
Go home, Holden.

BOOM! How is that for conflict and tension! Now obviously, this dialogue is
way too long for a comic book. If I wrote a speech that big for a comic book and
submitted it to an editor I would get chewed out. Unless I divided it up and put it
across a lot of panels and pages, but even then it would still cause a bit of a problem.
So you have to capture that same amount of conflict and tension but in a smaller
word count. It ain't easy, but it's not impossible!



• IT HAS SUBTEXT

I Looooooooovvvvvvvvvvvveeeeeeee Subtext. Now don't panic, not every line of
dialogue has to be riddled with subtext, but you don't want to miss out on a good
opportunity to put it in there where you can. It really does bring something unique to
the table.

Let me give you an example from the first draft of an issue I was working on
recently (the book is still in the early stages of development and is going by the
working title of ‘Glyf: Blurry’. But that might change once the book is finished).

There was this scene where two friends (both Graffiti artists) are talking about
going out and spraying up a rival characters turf in order to send a message. However,
our protagonist of the story (A twenty-something graffiti artist known as Glyf) isn’t
just trying to decline the offer, but also explains that he believes deep down inside
that he doesn’t deserve to be praised for his art and is questioning whether he has
wasted his life or not.

MEDIUM SHOT.We cut to a shot of LIME LIGHT approaching GLYF as he tries to convince
GLYF that his idea is a good one.

LIME LIGHT

You know something, G? If I was as good as you with sprayin' then I would be grabbing up the first
offer that was laid on the table. But I ain't you, Dawg.

GLYF

That's right! You ain't me!

CLOSE UP SHOT.We cut to a shot of GLYF looking disgruntled.

GLYF

Look, I didn't ask to be the best in Boom Town, and if you ask me, you two fools are better than I
am. It's subjective, man! Not a competition.

Besides, I don't deserve it, yo. My Mom's sacrificed her life so that I can live mine and what do I do
with the extra time she gave me?

MEDIUMWIDE SHOT. A shot of all three characters as the conversation continues. GLYF has
turned his back on the guys cause he doesn't want to face them. LIME LIGHT is trying to get close
while BLIZZARD is trying to set the record straight.



GLYF

I wasted it learning to spray some god damn cartoons on walls. I shoulda studied for medicine or
something.

LIME LIGHT

Glyf, man, I feel ya...We all left someone behind that day, Man. Ain't that right, Bliz?

BLIZZARD

Damn straight, Homie. There ain't a day go by where I don't think about them, Man.

MEDIUM SHOT.We cut to a shot of LIME LIGHT & GLYF as the conversation continues.

LIME LIGHT

And yo right, G. Spraying ain't gonna bring back the dead or cure people, Man. But it can keep
them and their memory alive, ya feel me?

You call it 'Cartoons' but someone out there who is feelin' like giving up might see one of them and
it makes them feel happy again.

MEDIUM SHOT. LIME LIGHT continues talking to GLYF.

LIME LIGHT

I didn't know your mom's...But if she was anything like mine, then she wouldn't be disappointed in
you for spraying instead of studying. She would be disappointed in you for not allowing yourself to

be happy, Man.

You just got to ask yourself one question, G...What's it gonna take for you to be happy again, huh?

CLOSE UP SHOT.We cut to a shot of GLYF as he thinks to himself.

CLOSE UP SHOT.We cut to a shot of GLYF lifting his head up as he internally makes a
decision.

CLOSE UP SHOT.We cut to a shot of GLYF as he smiles.

GLYF

All right, Man...Let's do this.

Now, as I mentioned before, this brief example is taking place in a story where
our hero, a graffiti artist, doesn't feel like he deserves good things to happen, and



questions whether or not he has wasted his life drawing and spray painting. And his
friend (or is he?) is countering the points he's made. However, the subtext to all of
that dialogue is that there are still a lot of people out in the world who hold the
opinion that comics are childish and cartooning isn't real art and doesn't contribute to
society in any way what so ever. Which makes this thematic subtext. So the dialogue
is doing double duty, which is very helpful and gives you a great feeling when you
pull it off.

That's just one example of subtext, and while I could share many other examples
with you, that would add an extra five thousand pages to this book, and I don't think
you would want that.

So let's get to the next chapter and talk about some great tools that will help you
with writing dialogue.



Tools For Dialogue

Oh, man, where do I start when it comes to tools? There are so many, but do
you really need a thousand or so tools, or do you just need a handy few?

Well for me, it's just a handy few. I talked about a couple of them on a live
stream I once did on my YouTube channel, and now I'm going to share some of them
here for you.

• P.A.C. - Parent, Adult, Child...

I have a lot of interests in my life. Obviously, one of them is comics. Other's
include music, film, philosophy aaaaaannnnnnnnnddddd psychology. So you can
thank psychology for this one.

In the book, ‘The Games we play by Dr Eric Berne’, the good doctor talks about the
psychological games we play on a daily basis without realizing it and one of them is
referred to as P.A.C. (Parent, Adult, Child).

This means that when we are in conversation, regardless of if it is with one other
person or many, we all have subconscious roles that we play and switch between.
There are three different roles. The role of the parent, the role of the adult and the
role of the child.

The Parent is reactionary, and to a certain extent, controlling. They put across
their points as if they are a parent talking to an ill-informed child in order to protect
them from dangers that are impossible to predict.

The Adult is centred, objective and unbiased. Cold logic rules their speech, and
while some take to this well, the parent and the child do not (which adds more of that
lovely conflict and tension that helps to make dialogue sizzle like a well-cooked
steak).

The Child is selfish, reactionary, sarcastic and impatient. This doesn't mean that

https://www.youtube.com/channel/UCYD2ftOq-icDhnBYMbZIZMg


they're not smart and that they don't' have anything important to bring to the table. It
just means that their agenda isn't well thought out and that their goals and reasons
can sometimes lack some empathy.

So when your characters are communicating with each other, assigning each
character the role of parent, adult or child can be really helpful and bring an
incredible amount of maturity and depth to the dialogue you're writing.

But don't forget that during the actual conversation, these subconscious
psychological roles change. Character A could begin the scene as 'Parent' and end the
scene as 'Child'.

Now let's say you have a scene with two characters who are both aged around
forty years old. Even though physically and mentally they are adults, you still need to
assign them one of the psychological role choices of Parent, Adult or child. And if
you assign one of them as the 'Adult' at the beginning of the scene, then you can't
assign the other one with the same psychological role. But don't forget, they can
switch these roles during the actual conversation.

• ACT IT OUT

Yes, you read that right. And I know, it seems silly and childish and what if
someone sees you doing this?…Who cares? Let people think you’re weird! Have
you seen what constitutes as normal nowadays? It's horrifying!

Listen, you're a writer! Your job is to have daily scheduled play dates with your
imagination. Your characters are your action figures for your play date. So play!
Treat your inner child to that play time and act out your scene!

So what if the postman thinks your two tits short of an orgy! So what if your
mother looks at you like your a disappointment! They were going to think those
things anyway because they are jealous of just how free and happy you are!

If it really makes you feel that nervous, then find a room where you can be left
alone and draw the curtains before you act it out. And remember to have a
Dictaphone or an audio recording app on your phone while you're doing so. Don't
think about what the characters say as you act it out, just let it happen. Let it be rough,
let it be wild. And when you're done, listen back to your recording. You'll find some
good bits in there that you might want to use for your story!

• AVOID ANSWERING QUESTIONS

Okay, allow me to elaborate a little.
If you're sat down with a friend whom you haven't seen for a few weeks, chances

are your conversation will start with 'How are you'?



And chances are your friend will respond with 'I'm good, thank you. How have
you been'?

'Oh, well, you know, I was trying to write some dialogue for my latest comic, so
I started acting it out to see if that would help, but I forgot to draw the curtains, and I
didn't realize until I caught the postman looking at me as if he could hear the voices
in my head. I'm just glad he didn't see me sniffing those poor badgers.....How are the
kids'?

That's great when you're having a conversation in real life. But we're writing
comics! Sure sometimes characters will answer a question they've just been
asked...But not always. And that's a good thing. It really helps to make the dialogue
pop!

Let me give you an example of what I mean. I'm just going to write some
dialogue between two of my characters. The first character will be Dipstick, a stuffed
toy cat with a massive ego, narcissistic personality disorder and who hates the fact
that he is one of many play things that are owned by a five-year-old girl. He'll be in
conversation with Cheese, a stuffed toy panda who smokes way too much weed, and
believes that he's god's gift to every woman alive even though he has the worst chat
up lines ever!

In this scene, Cheese is asleep on the couch after ordering a mail order bride
online for one of his friends even though he was told not too. He's been asleep for
some time since placing his order and Dipstick has just received said order. So let's
see how they're dialogue pans out, shall we?

DIPSTICK

Wake up you despicable Bastard!

CHEESE

Huh?...Woah, where am I? What's going on?

DIPSTICK

What did you do last night?

CHEESE

Same thing I do every night...Watched a movie, smoked a bowl and then touched
myself until I stopped crying.



DIPSTICK

Not that! You have no idea what I'm talking about, do you?

CHEESE

What gave it away? The look of confusion on my face?

Notice how only one question was answered directly? All of the other responses
weren't direct answers and were even questions themselves. When your first drafting
your dialogue, it's okay to have characters answer all of the questions presented to
them directly, but when it comes to redrafting your work, then try and make it so that
not all of the questions are answered directly. It really brings something unique out
in the dialogue and your readers will thank you for it later.

• SILENCE

It's natural to want to fill every panel with dialogue. Especially when you realize
that you have a lot to convey in a limited space. But there's a reason why the saying
'Less is more' exists.

Silence is a great way of building suspense and sometimes silence can say more
than words. There was an episode of South Park called 'Crack Baby Basketball'
where Kyle has teamed up in business with Cartman, and Stan clearly thinks that
what he is doing in unethical.

Because of this, there are a few bits of dialogue exchange between Kyle & Stan.
Matt Stone & Trey Parker wrote dialogue for these exchanges, making it so that both
Kyle and Stan had something to say. But during the animation process they only
recorded Kyles dialogue, so the animation team only animated the lip sync with Kyle,
and left Stan untouched, saying nothing. They had every intention of adding Stan's
dialogue later, but When they watched this footage back they realized that the scene
and the dialogue was more effective when Stan said nothing. So they cut all of his
dialogue except for one line at the end of the scene where he says 'You sound just
like Cartman'.

If they had filled up all of that 'dead air' with Stan delivering dialogue, the
episode would have been worse off for it. So ask yourself this when you're writing
dialogue for your comics: Do they really need to say anything at all?



• SHAPE YOUR DELIVERY

Writing Coach and author James Scott Bell calls this curving the language. What
you do is you let your character deliver their line as normal. For this example, we'll
say that my character from earlier, Richard Bones, is in a bar drinking. He wants to
be alone with his misery and bad memories. But a lovely looking lady is trying to
talk to him. She's interested in him. But he doesn't want to get involved just in case
his actions lead to her getting hurt. So let's take a look at what they would say to each
other.

LADY

Why are you being like this? Why won't you let me in just for a second?

BONES

Because even though I don't know you, I don't want you to get hurt. And if you hang
around with me, it won't be long before that happens.

Okay, not bad. There's sincerity there, but it's a bit bland. So let's spice it up with
a metaphor.

LADY

Why are you like this? Why won't you let me in and take off my coat for just a
second?

BONES

Cause I'm bad luck, doll. Real bad luck.

Once again, it's not bad, but it's not great. So let's give it another go, but this time
we want Bones’ dialogue to be so powerful that the woman he's talking to would find
it hard to respond to him.



LADY

Why are you like this? why won't you let me in and take my coat off for a while?

BONES

Cause I'm the worst thing a man can be, Doll. I'm a bad motherfucker with a big ol'
case of the blues.

Cheesy? Yes. But it's a lot more interesting and less bland than it was at the
beginning. It's moments like this where you get to be really creative with what your
characters say, and once you get the swing of it you will have all the fun in the world!

• DIALOGUE AS AWEAPON

Have you ever been in that moment when someone has said something to you
just for the sake of hurting you? I know I have. Jealous people and people who just
plain don't like you are very good at scouting out what things get under your skin.

Maybe you're a hard worker who feels like you're overworked but underpaid.
How much does it sting when you finally get five minutes to yourself and then
someone decides that now is the perfect moment to claim that you're 'Lazy'? You
know you're not and you're a secure person, but there's something about them saying
it at that moment in time that cuts and it cuts real deep. It's even worse when they
laugh at you while doing it.

That's a case of dialogue being used as a weapon. It's when a character says
something they know will sting you.

People do it online all the time, and they hate it when they say something that
should hurt you and you come back with a witty retort.

The best example I can give of this is when I was in my band and one night we
were playing to a packed out venue. Everyone was having a good time, but there was
some guy who was trying to do his best to ruin the show for everyone. If he had been
an adult, he would have walked out of the venue. But instead, he just heckled and
heckled and heckled.

At one point, in between songs when there was a brief moment of silence, he
shouted 'Get off the stage! You SUCK'!!! He was one of over a few hundred people
and he was the only one who thought this. I could have ignored him. I could have let
it get to me. But instead, I lifted my microphone up to my mouth and said 'I thought
the point of you saying that was to make me look stupid...Guess I was wrong'.



At that moment in time, the guy lost face quicker than the A-Team in a maze.
You can do a lot of great things with dialogue because dialogue has multiple uses.

But don't forget that sometimes it's the best weapon a character can have as well as
the best form of self-defence.



Revising & Editing
Dialogue

Have you ever met someone who is grammatically correct when they talk?...
Neither have I. Because they don't exist. And if they do, they are very lonely people
who don't have anyone to talk to because they keep correcting everyone's grammar
instead of listening to what others have to say.

Revising and editing dialogue isn't easy, because when we revise and edit, our
brain is all caught up with what is grammatically correct. Which is fine when you're
editing prose or panel descriptions, but not when you're editing dialogue.

You will probably have heard someone somewhere say that you need to get rid of
all those pesky little adverbs. You know the ones...Those words that end with 'ly' like
'Likely', 'Literally', 'Shamefully' and 'Lightly' just to name a few. While I would
normally be telling you to do this, I have to say DON'T when writing dialogue.

We've all heard that one person who says things like 'Oh, my god, like, I was
literally an owl for like half a day. It was totally amaze-balls'.

Yes, what they said grates against your eardrums like nails on a chalkboard, and
it would be a little less painful to hear it if we got rid of the words 'Literally' and
'totally'. But if that was your character, you would be taking away parts of their
dialogue that highlight their unique voice. So don't worry about adverbs. Leave them
there.

What you need to concentrate on is how the dialogue sounds, and your
maximum word count per speech bubble.

The first thing you need to do is read what you've written. You’ll notice clunky
bits of dialogue when you do this that will be easy to fix once you spot them. Then
you need to read it again, but this time you need to read it out loud. If you missed
anything clunky in the first read through, then you will spot it immediately when you
read it out loud. And once again, it will be easy to fix.



But now comes the hard part. Your maximum word count per speech bubble.

What you do now is you go through every speech bubble and you count how
many words are there. If you have more than thirty words in any speech bubble
you've written dialogue for, then you need to start cutting out any words that don't
help or serve little to no purpose. If you can't cut enough words to bring it down to
thirty words, then count them again. If you have thirty-five words, then that's fine.
But if you have more than thirty-five words you either need to cut some words out
that serve no purpose, or you need to divide the dialogue into two - or more - word
balloons.

Let me give you an example. Remember earlier in the example I gave where my
character Richard Bones is talking to a lady at a bar and he says 'Cause I'm a bad
motherfucker with a big ol' case of the blues’? Let's say that he starts to walk away
after delivering that bit of dialogue but she grabs his arm and says 'I don't care. I'm
used to danger. Now, Tell me, stranger, what happened to you? What hurt you this
bad'? He rolls his eyes, and waves two fingers at the bartender, indicating that he
needs a new drink. An Ice cold bottle of ale covered in beads of condensation slides
over to Bones. He picks it up, gulps a mouthful or two, wipes his mouth with the
back of his hand and replies like this:

BONES

You see this bottle, sweet'art? It's wet. It's sweating. I've got a good grip on it for
now, but if I'm not careful it could easily slip out of my hand. What then? Let's say

you were holding a bottle just like this one. Same label, same shape, same
temperature, same amount of sweat on it. And let's say your bottle slips and hits the
floor. You might be lucky. It might bounce instead of break. Or if it breaks, it might
crumple and be held together by the glue of the label. And then my bottle, my exact
same bottle slips and hits the floor. Except it doesn't bounce, it doesn't break. It

shatters. Splinters and shards fly everywhere and no matter how closely we look, we
won't find all of them. That bottle will never be whole again...Does that answer your

question?

That's 144 words. If we divided it into the maximum amount of speech bubbles,
then we can't have any more than 90 words. Which means we need to edit out 54
words in total. So let's cut out and edit the following:



It's Wet
I've got a good grip on it for now
same amount of sweat on it
And let's say your bottle slips
You might be lucky
Or if it breaks
and then my bottle
Except it doesn't bounce
It doesn't break
slips and hits the floor
We won't find all of them

So now his dialogue reads:

BONES

You see this bottle, sweet'art? It's sweating. I've gotta good grip on it, but if I'm not
careful it could easily slip out of my hand. What then? Let's say you were holding a
bottle just like this one. Same label, same shape, same everything. Let's say your
bottle slips, hits the floor. You might be lucky. It might bounce instead of break. It

might crumple and be held together by the glue of the label. Then my bottle, my exact
same bottle slips, hits the floor. Except it doesn't bounce. It shatters. Splinters and
shards fly everywhere and no matter how closely we look, we won't find all of them.

That bottle will never be whole again...Does that answer your question?

And just like that, we have managed to cut things down to 122 words. So now
let's separate the dialogue into three separate word balloons. Which means it will
now read like this:

BONES

You see this bottle, sweet'art? It's sweating. I've gotta good grip on it, but if I'm not
careful it could easily slip out of my hand. What then?



BONES

Let's say you were holding a bottle just like this one. Same label, same shape, same
everything. Let's say your bottle slips, hits the floor. You might be lucky. It might
bounce instead of break. It might crumple and be held together by the glue of the

label.

BONES

Then my bottle, my exact same bottle slips, hits the floor. Except it doesn't bounce. It
shatters. Splinters and shards fly everywhere and no matter how closely we look, we
won't find all of them. That bottle will never be whole again...Does that answer your

question?

The first speech bubble contains 28 words. So this bubble is safe when it comes
to the word count. The second bubble contains 48 words, so we have got to cut
somewhere between thirteen and eighteen words. The third and final word bubble
has 46 words. So we have to cut somewhere between eleven and sixteen words.

In the second bubble I'm going to cut and tweak the following:

Let's say your bottle slips
You Might be lucky
It might bounce instead of break

So now the second balloon reads:

BONES

Let's say you were holding a bottle just like this one. Same label, same shape, same
everything. Your bottle slips, hits the floor. Maybe you're lucky. It might bounce, not

break. It might crumple and be held together by the glue of the label.

It's now down to forty-four words. I still have somewhere between nine and
fourteen words to cut. So now I'm going to cut or tweak the following



Same label, same shape, same everything
Hits the floor

Now it reads:

BONES

Let's say you were holding a bottle just like this one. Your bottle slips. Maybe you're
lucky. It might bounce, not break. It might crumple and be held together by the glue

of the label.

And just like that, we've cut it down to 35 words. This is five words more than
what we would ideally like, but if we cut or tweak anything else it will take
something away from Bones dialogue and message. This is why I allow a five-word
leeway to help me on occasions like this one.

Let's take a look at that third-word balloon and see what we can do. This time I'm
going to cut or tweak the following:

My exact same bottle
Except it doesn't bounce
No matter how hard we look, we won't find all of them

So now it reads:

BONES

Then my bottle slips, hits the floor. It doesn't bounce. It shatters. Splinters and shards
fly everywhere. No matter how close we look, we won't find all the pieces. That bottle

will never be whole again...Does that answer your question?

We've got it down to forty words and that last bit of 'Does that answer your
question?' is five words. So what I would do now is save that for the next panel (or



page). So now the whole thing reads like this:

BONES

You see this bottle, sweet'art? It's sweating. I've gotta good grip on it, but if I'm not
careful it could easily slip out of my hand. What then?

BONES

Let's say you were holding a bottle just like this one. Your bottle slips. Maybe you're
lucky. It might bounce, not break. It might crumple and be held together by the glue

of the label.

BONES

Then my bottle slips, hits the floor. It doesn't bounce. It shatters. Splinters and shards
fly everywhere. No matter how close we look, we won't find all the pieces. That bottle

will never be whole again.

Then in the next panel, we have a single word balloon that reads:

BONES

Does that answer your question?

What we've just done is taken a chunk of dialogue that was written without any
care for the rules or boundaries and bit by bit we cut, tucked, tweaked and polished
until we boiled it down to its essence. We've taken Bones’ rambling and turned it
into something a little more poetic.

Now bear in mind, you might think that the edited version isn't as good as the
unedited dialogue. 'Cause at the end of the day it is subjective. But that's okay. You
might find a better way to edit that dialogue. You might find a way to spread the
entirety of that dialogue across several panels of one page. Figure out what works



best for your story. But don't be precious. It's easy to get attached to dialogue, but
once you've edited it and distanced yourself from it for a bit and come back to it, you
will find it easier to edit, and once again, your readers will thank you for it.



How To Practice Writing
Dialogue

'How do I practice writing dialogue?' is a common question. I mean, you have
to practice basketball in order to get better at playing, and you have to practice
drawing in order to be a better artist. So it only makes sense that you have to practice
writing in order to become a better writer, author and storyteller. Most elements of
writing are easy to practice, but how do you practice writing dialogue?

Well, that's an easy question to answer...Write...Write and write and write. Just
let it flow. Don't worry about any of the stuff I've told you so far when you do this.
Save that for when you're writing a draft of your script. The goal here is to get it
down on paper, not make it sing. You make it sing later. My Mantra is: write like
you're in love, edit like you're in charge. You might want to adopt the same mantra.

Just sit down and think of a possible conversation that two random characters
could be having. Maybe a mother and daughter are fighting because the daughter
went out with that boy whom the mother isn't fond of after being told that she was
going to her friend's place to 'study'. Maybe a boss is chewing out his employee
because he caught him drinking a beer on his lunch break in the customer car park.
The choices are endless.

Just pick a conversation, and write it. Write hard and write fast. As Hank Hill
from 'King Of The Hill' once said: Don't think. Thinking leads to overthinking.
While I don't entirely agree with his philosophy, it is certainly true when it comes to
practising dialogue because overthinking leads to analysis paralysis. Finish it first,



perfect it later. Nothing is final until it's made available to your readers. And as this
is practice, it will never be seen by your readers. So just go nuts and see what
happens.

Once you're done, take a break for a little while and then go back to what you've
written, and take three highlighters with you. Make sure each one is a different
colour. Then go through and colour code what you've written. Use one colour to
mark the stuff that you wouldn't keep in a book even if someone paid you to. Use a
different colour for the stuff that you think could work but you're unsure about. And
then use a different colour again to highlight the stuff that is gold!

Then take another break from it, and go back to it with some fresh eyes. Make a
mental note of what you have highlighted that you would keep because it's awesome,
and then rinse and repeat.



Before I Go

Well, believe it or not, we have come to the end of our journey. Sure I could
easily take up a few hundred pages more talking about writing dialogue for Comic
Books and Graphic Novels, but if I did that it would be like putting a hat on a hat.
Things would get repetitive and you wouldn't learn much more from me. However, I
might feel differently about that in the future or I might gain more knowledge and
insight about the craft, which will allow me to say more on the subject of writing
dialogue. If that is the case, then you can bet your bottom dollar that I will at least
consider writing another book on the subject. But until then, should that day ever
arrive, I have nothing left to teach you about writing dialogue.

Before we part ways I want to say thank you for obtaining and reading this book.
I've had a blast writing it, and I sincerely hope that you enjoyed the book as well as
feeling that you have benefited from it one way or another.

If you're wondering where to go from here then let me say that the best thing you
can do is obtain any books you can about writing stories. Even if they are not
focused on writing for Comic Books and Graphic Novels. There is a vast well of
knowledge and information concerning the craft of writing and all of it is very
valuable. And no matter how good you become at writing stories, regardless of what
medium you are writing for and regardless of if you become the next Alan Moore or
not, keep reading those books on writing. And keep re-reading the books you have
already read on the subject. You're never too big to fail and you're never too good to
learn from the basics.

Thank you once again for your support, and if you haven't already, then please
feel free to subscribe to my YouTube channel, friend me on Facebook, follow me on
Instagram and check out my website. You will find an exclusive audio version of this
book there for a reasonable price and at the bottom of the website page is a place
where you can fill in your e-mail and become a part of my mailing list. Don't worry,

https://www.youtube.com/channel/UCYD2ftOq-icDhnBYMbZIZMg
https://www.facebook.com/fwah.storm
https://www.instagram.com/fwahstorm/
https://www.fwahstorm.co.uk/


I won't message you every day or anything like that.

Until next time, take care of yourself, take care of each other, stay awesome, and
happy writing!
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