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HOW TO READ 
THIS MAGAZINE

We estimate each issue of Inside the Story Magazine 
takes around an hour to read and to really soak in all 
the information.

For the best reading experience, make sure you 
won’t be disturbed for this time - close the door!

Inside Story is best read in a big comfy chair.

Switch off or silence your smartphone. 

We hope this magazine inspires some new ideas, so 
have a notepad nearby to take any notes.

%RH�½REPP]��-RWMHI�XLI�7XSV]�1EKE^MRI�MW�FIWX�IRNS]IH�
alongside a freshly brewed cup of coffee or tea, or 
FIIV�JSV�XLEX�QEXXIV��SV�MJ�]SY´VI�KSSH��NYWX�WSQI�
water.



© 2013 A HOTPURSUIT PRESS EXPERIMENT

ENCODE/DECODE

PROLOGUE

When it comes to a close-knit relationship, Professor. Kevin War-
wick’s marriage is hard to beat. A leading expert in cybernetics, he 
once convinced his wife Irena to take part in an experiment in which 
they have both had electrodes inserted into their nervous systems. 
Hooking themselves up to the internet, in a fashion not unlike The 
Matrix, Irena was able to send signals straight to her husband’s brain, 
NYWX�F]�QSZMRK�LIV�LERH��QEOMRK�XLIQ�XLI�½VWX�GSYTPI�XS�LEZI�HM-
rectly connected nervous systems. 

Explaining his experiments at the TEDxWarwick conference in 2012, 
Professor Warwick described his mission to achieve direct brain-to-
brain communication.  

“Compared to technology, how we communicate is absolutely pa-
XLIXMG²�LI�WE]W��SRP]�LEPJ�NSOMRK��±,MKLP]�GSQTPI\�IPIGXVS�GLIQMGEP�
signals, thoughts, images, concepts, emotions, and when we want to 
communicate those to somebody else, what do we do? We convert 
them into mechanical pressure waves. Oh dear.”

Most of us are probably grateful at least once a day that telepa-
thy is not yet a part of our daily lives. But this need to convert our 
thoughts and ideas in order to communicate them is a fascinating 
concept.

http://www.kevinwarwick.com/
http://www.youtube.com/watch?v=Z8HeFNJjuj0
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-�SJXIR�½RH�Q]WIPJ�YWMRK�XLI�GSQTYXIV�QIXETLSV�XS�HIWGVMFI�Q]�
FVEMR��-X�½XW�TIVJIGXP]��[LIR�]SY�XLMRO�EFSYX�MX��E�LMKLP]�GSQTPI\�IPIG-
tro-chemical machine, built for making connections and processing 
commands, with its own built-in hard-drive and RAM (which often 
gets used up, and has me wondering why on earth I’ve walked into 
the kitchen). Learning something new - a language for example - is 
like downloading new software which lets you use your brain in a 
different way. It takes longer than installing Evernote, granted, but 
there are fewer software updates.

8LI�QSVI�]SY�JSPPS[�XLMW�XLVIEH��XLI�QSVI�WMQMPEVMXMIW�]SY�½RH��-X�
turns out that when it comes to communicating, our brains work 
NYWX�PMOI�GSQTYXIVW�XSS��8LMRO�FEGO�XS�[LIR�]SY�PEWX�IQEMPIH�WSQI-
SRI�E�TLSXSKVETL��=SYV�GSQTYXIV�HMHR´X�WMQTP]�WLSZI�E����T\�NTIK�
down your broadband cable; it had to break it down into millions 
of tiny packets, built of nothing more than zeros and ones, and send 
those down the wire. It’s then up to the receiving computer to reas-
semble those packets back into something, and hope that it resem-
bles the original photograph. What an everyday miracle that 99.9% 
of the time it works! 

Simply, the picture is encoded by your computer, transmitted, and 
then decoded. This is how computers communicate and it’s the 
same process whether you’re sending a text, a photograph, a tweet 
or uploading video to YouTube. 
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Encode, transmit, decode

How strange, then, to realise our brains have been performing the 
same process for tens of thousands of years. In order to communi-
cate with another brain - to make another human being understand 
our idea, or feel our emotion - we have to go through that encode/
decode process.

It began with talking. Our brain, wishing to express an idea with 
WSQISRI��QYWX�½VWX�IRGSHI�XLEX�MHIE��8S�HS�XLMW�MX�WIRHW�WMKREPW�
which move your lips, tongue and diaphragm to expel air from your 
mouth and create sound waves, which are transmitted through 
space. These sound waves are received by the other person’s ears 
and then it’s up to their brain to decode the sounds in the right way. 
-J�MX�[SVOW��XLIMV�FVEMR�MW�½PPIH�[MXL�XLI�WEQI�MHIE�

Then, we invented writing. Here our brains move our hands and 
½RKIVW��[LMGL�EVI�LSPHMRK�E�TIR��XS�GVIEXI�W]QFSPW��PMRIW�ERH�GMV-
cles, which, in a certain order make their idea transmittable. Again, 
another person, seeing these symbols is able to decode them and 
comprehend the same thought or emotion as the writer intended. 
You might think you’re looking at letters and words on your screen 
right now, but you’re actually looking at a collection of random lines 
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ERH�GYVZIW��-X�NYWX�WS�LETTIRW�XLEX�]SYV�FVEMR�VIGSKRMWIW�XLI�GSHI�
and can translate it into meaning.

It’s an everyday miracle that has allowed us to spread the great-
IWX�MHIEW�EVSYRH�XLI�[SVPH��;MXLSYX�MX�[I�GER´X�WLEVI�E�NSOI�[MXL�E�
friend, order a pizza, or tell someone we love them. 

And so it comes to pictures.
 
-J�]SY´VI�MR�XLI�FYWMRIWW�SJ�ZMWYEP�WXSV]XIPPMRK���E�½PQQEOIV��E��TLSXS-
NSYVREPMWX�SV�E�HIWMKRIV���]SY�EVI�EGXYEPP]�MR�XLI�FYWMRIWW�SJ�IRGSHMRK�
ideas, using images. 

,EZI�]SY�IZIV�XLSYKLX�SJ�]SYV�NSF�MR�XLEX�[E]�FIJSVI#

You take an idea, and then encode it, not with sound waves, or 
squiggles on a page, but with pictures. And you’re only successful if 
your idea, once decoded, sits perfectly inside the brain of your audi-
ence. 

And it is this encoding process that is the focus of Issue 2 of Inside 
the Story Magazine. Over the next 10,000 words we’re going to 
delve deep into the craft of communicating with images, and how to 
do it properly. I’ve spent weeks in libraries digging out books, some 
nearly a century old, where the original auteurs of cinema come to 
grips with their exciting new medium. In “Mind the Gap” you’ll dis-
GSZIV�LS[�XIPPMRK�WXSVMIW�MR�ZMHIS�SV�½PQ�LEW�ZIV]�PMXXPI�XS�HS�[MXL�
HITXL�SJ�½IPH�SV�HMEPSKYI����XLI�IEVP]�MRRSZEXSVW�SJ�GMRIQE�LEH�
neither - but with something far more powerful. 

I’ve reached out to the new pioneers of visual storytelling in the 
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��WX�GIRXYV]��FVEZI��I\TIVMQIRXEP�WXSV]XIPPIVW�XIPPMRK�GSQTPI\��ERH�
sometimes heartbreaking stories, with images alone. You’ll hear from 
*VIRGL�HSGYQIRXEV]�½PQQEOIV�4EXVMGO�6SY\IP��GYVVIRXP]�MR�XLI�
depths of a rainforest, who goes into detail about his award winning 
½PQ�+VIIR��%RH�JVSQ�2I[�=SVO��(ERMIP�1IVGEHERXI��SRI�XLMVH�SJ�XLI�
unique visual storytellers Everynone, takes us through the techniques 
FILMRH�SJ�WSQI�SJ�XLIMV�QSWX�TSTYPEV�½PQW��

It’s not all about video though. From Japan, illustrator Graeme Mcnee 
invites us into the art of Kishotenketsu, an ancient eastern form of 
visual storytelling. British documentary producers Duckrabbit reveal 
the process behind their powerful audio slideshows, combining pho-
tography and intimate audio. And in “Escaping the Box” we present 
an in-depth essay about the future of picture storytelling in an inter-
RIX�EKI��JIEXYVMRK�TMSRIIVW�JVSQ�>IIKE�ERH�246�ERH�QSVI�

Like many of the things we cover in Inside the Story Magazine, this 
stuff rarely makes it onto the curriculums of courses, or into guide-
books on the craft. For many of us, our work will live (and hopefully 
breathe) on the internet and on screens, and these are visual plat-
JSVQW��;I�GERRSX�WOMQ�SZIV�XLI�JYRHEQIRXEP�PERKYEKI�SJ�SYV�GVEJX��MX�
would be like trying to write a novel, without knowing how to spell. 

So sit down, get a coffee, and read on! And please, if any of the ideas 
encoded within these pixels sends a wave of excitement through 
your brain, do share them with someone else. The magazine now 
includes easier ways to share articles with friends, collaborators and 
colleagues, via all the main social networks.
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And if you have any questions, ideas or complaints, my email account 
MW�VIEH]�XS�HIGSHI�]SYV�QIWWEKIW��IHMXSV?EXALSXTYVWYMX�GS�

Adam Westbrook 
Paris
April 2013



© 2013 A HOTPURSUIT PRESS EXPERIMENT

MIND THE GAP:
HOW VISUAL STORYTELLING 

REALLY WORKS

ACT I

�:MWYEP�WXSV]XIPPMRK�LEW�LEH�MXW�XMQI�EW�FY^^[SVH�EQSRK�HMKMXEP�NSYVREPMWXW�ERH�WXSV]XIPP-
ers. But what does it mean to be a visual storyteller? It’s probably not what you think. 
In a unique and wide-ranging feature, we trace the art of moving-image storytelling 
back to its earliest roots and meet the modern-day storytellers telling complex sto-

ries without a line of dialogue.

WORDS: ADAM WESTBROOK

In our frenetic and visual world, where we are constantly assaulted 
[MXL�E�LMKL�HI½RMXMSR�FEVVEKI�SJ�8:��:MQIS��=SY8YFI�ERH�GMRIQE��MX�
MW�LEVH�XS�MQEKMRI�LS[�XLI�½VWX�QSZMRK�MQEKIW��¾MGOIVMRK�VEKKIHP]�
at 12 frames per second on the wall of an 1888 workshop in Leeds 
in England, must have appeared to their inventor, Louis Augustin Le 
Prince. 

We know moving images, despite their crude early form, had a magi-
cal quality for those who saw them. But like all media, it took people 
E�PSRK�XMQI�XS�½KYVI�SYX�[LEX�XLI]�[IVI�HSMRK�[MXL�MX��-X�[EWR´X�YRXMP�
1903 that an American cameraman-turned-director, Edwin S. Porter, 
realised that you could tell a story by cutting together different, sepa-
VEXIP]�½PQIH��WLSXW��8LI�VIWYPX��[EW�8LI�+VIEX�8VEMR�6SFFIV]�������
an early landmark in narrative cinema.
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%RH����]IEVW�EJXIV�XLEX��½PQQEOIVW�ERH�EYHMIRGIW�EPMOI�[IVI�WXMPP�
grappling with this mysterious “seventh art”. What were its secrets? 
An unexpected voice in this debate was the writer Virginia Woolf 
who, in 1926, wondered in an essay about the fundamental elements 
of the moving image. 

“The eye licks it all up instantaneously, and the brain, agreeably titil-
lated, settles down to watch things happening without bestirring 
MXWIPJ�XS�XLMRO²�WLI�[VSXI�MR�XLI�2I[�=SVO��NSYVREP�C%VXWC��GSVVIGXP]�
recognising the very passive nature of the medium. And with acute 
vision she describes the potential for moving images to express 
QIERMRK��IZIR�XLSYKL�XLI�TMSRIIVMRK�½PQQEOIVW�XLIQWIPZIW�[IVI�
SRP]�NYWX�½KYVMRK�MX�SYX�

“If a shadow at a certain moment can suggest so much more than 
the actual gestures and words of men and women in a state of fear, 
it seems plain that the cinema has within its grasp innumerable sym-
FSPW�JSV�IQSXMSRW�XLEX�LEZI�WS�JEV�JEMPIH�XS�½RH�I\TVIWWMSR©-W�XLIVI��
we ask, some secret language which we feel and see, but never 
speak, and, if so, could this be made visible to the eye? Is there any 
characteristic which thought possesses that can be rendered visible 
without the help of words?”

And maybe there, captured in a paragraph, is what we visual story-
tellers are ultimately trying to do. Presenting shapes and symbols and 
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TMGXYVIW�SR�E�¾MGOIVMRK�WGVIIR��MR�XLI�LSTI�XLEX�XLI]�VIRHIV�GIVXEMR�
characteristics, and ideally, without dialogue. 

So what’s the secret? Well, as you might have guessed, it’s all down to 
how we encode the images. 

,IEZIR´W�MR½RMXI�QIVGMIW
4MGXYVI�XLI�WGIRI��MX´W�E�FPIEO�EYXYQR�EJXIVRSSR�MR�E�PSRIP]�LMPPXST�
cemetery. Brown leaves are tossed between the crooked grave-
stones by a biting wind, as we make our way over to the only new 
plot. Standing beside the gravestone, weeping, stands a veiled wom-
an, dressed in black.

This was the set-up for a well-known short story by Ambrose 
&MIVGI��,IVI��IRGSHIH�MR�[SVHW��[I�LEZI�X[S�ZMZMH�MQEKIW��E�RI[P]�
dug grave in a lonely cemetery, and a woman weeping beside it. If 
you were to describe the woman in a single word, what you say? 
Like many of us, in your minds eye, you’re probably picturing a wid-
ow.

Bierce’s story continues with the approach of a stranger, walking 
through the cemetery. He sees the woman’s distress and tries to 
comfort her. “Console yourself, madam,” he says. “Heaven’s mercies 
EVI�MR½RMXI��8LIVI�MW�ERSXLIV�QER�WSQI[LIVI��FIWMHIW�]SYV�LYWFERH��
with whom you can still be happy.”  

“There was” she replies, “but this is his grave.” 
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The unexpected twist in The Inconsolable Widow plays upon our 
brains way of decoding images. And within it lies the secret heart of 
visual storytelling. 

The third something

It wasn’t the image of the gravestone alone that made you think 
±[MHS[²��2SV�[EW�MX�TYVIP]�XLI�[SQER�MR�FPEGO��-X�[EW�XLI�GSQFMRE-
tion of these two images that creates the idea.

And it is in this combination of images that the energy, the meaning 
of an idea is contained. And, if the audience can decode the im-
EKI�GSVVIGXP]�XLIR��PMOI�RYGPIEV�½WWMSR��XLI�IRIVK]�FILMRH�XLMW�MHIE�MW�
VIPIEWIH�MR�E�WYHHIR�MPPYQMREXMRK�KPS[��-R�LMW������IWWE]�C1SRXEKIC��
XLI�TMSRIIVMRK�7SZMIX�½PQQEOIV�7IVKMI�)MWIRWXIMR�TYX�XLMW�IZIR�QSVI�
WMQTP]�

±;LIR�[I�WII�X[S�SFNIGXW�TPEGIH�WMHI�F]�WMHI�[I�HVE[�GIVXEMR�
conclusions almost automatically.”

,I�GSRXMRYIH��±8LMW�TVSTIVX]�VIZIEPW�XLEX�ER]�X[S�TMIGIW�SJ�½PQ�
stuck together inevitably combine to create a new concept, a new 
UYEPMX]�FSVR�SJ�XLEX�NY\XETSWMXMSR²

He called this “the third something”. There was nothing in my de-
scription of the windy hilltop cemetery to tell you that the woman 
in black was a widow. Your brain made that connection all by itself, 
because the images I chose, when combined, inevitably encode that 
idea.

It turns out that our brains can’t help it. They are connecting ma-
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chines. Show me a picture of a boiled egg, followed immediately by 
an image of the Vatican and I’ll immediately start searching for con-
nections - even if there are none. Inside this desire to connect the 
unconnected is where good visual storytellers hide their ideas. 

It is very basic but this concept is as important to visual storytelling 
EW�GLSVH�WXVYGXYVI�MW�XS�XLI�QYWMGMER��%RH�MX�ETTPMIW�RSX�NYWX�XS�½PQ�
makers and video producers, but anyone telling stories with images, 
SZIV�XMQI��8LEX�MRGPYHIW�EYHMS�WPMHIWLS[�TVSHYGIVW��TLSXSNSYVREPMWXW��
even comic-book artists.  

Talking about comic books, in his much-admired book on the art, 
Understanding Comics Scott McCloud sees the same force in action.

±;LIR�XEOIR�MRHMZMHYEPP]��TMGXYVIW�EVI�QIVIP]�XLEX��TMGXYVIW©LS[-
ever when part of a sequence, even a sequence of only two, the art 
SJ�XLI�MQEKI�MW�XVERWJSVQIH�MRXS�WSQIXLMRK�QSVI©%RMQEXMSR�MW�WI-
UYIRXMEP�MR�XMQI�FYX�RSX�WTEXMEPP]�NY\XETSWIH©IEGL�WYGGIWWMZI�JVEQI�
SJ�E�QSZMI�MW�TVSNIGXIH�SRXS�I\EGXP]�XLI�WEQI�WTEGI���XLI�WGVIIR�
- while each frame of comics must occupy a different space. Space 
HSIW�JSV�GSQMGW�[LEX�XMQI�HSIW�JSV�½PQ�²

Closing the gap

http://www.amazon.co.uk/gp/product/006097625X/ref=as_li_ss_tl?ie=UTF8&camp=1634&creative=19450&creativeASIN=006097625X&linkCode=as2&tag=adammeetsworl-21
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“You always want to tell the story in cuts. Which is to say, through a 
NY\XETSWMXMSR�SJ�MQEKIW�XLEX�EVI�FEWMGEPP]�YRMR¾IGXIH�²

That’s how screenwriter and director David Mamet explains it in his 
(must-read) On Directing Film��&YX�[EMX��[LEX�KSSH�EVI�XLI�XIGL-
niques of movie directors, screenwriters and comic book artists to 
XLI�RSR�½GXMSR�TVSHYGIV#�%GGSVHMRK�XS�1EQIX��XLMW�MQEKI�NY\XETSWM-
tion is what documentaries have always done well. 

±(SGYQIRXEVMIW�XEOI�FEWMGEPP]�YRVIPEXIH�JSSXEKI�ERH�NY\XETSWI�MX�
MR�SVHIV�XS�KMZI�XLI�ZMI[IV�XLI�MHIE�XLI�½PQQEOIV�[ERXW�XS�GSRZI]��
They take footage of birds snapping a twig. They take footage of a 
fawn raising his head. The two shots have nothing to do with each 
SXLIV��8LI]�[IVI�WLSX�HE]W�SV�]IEVW��ERH�QMPIW��ETEVX��%RH�XLI�½PQ-
QEOIV�NY\XETSWIW�XLI�MQEKIW�XS�KMZI�XLI�ZMI[IV�XLI�MHIE�SJ�KVIEX�
alertness. The shots have nothing to do with each other. They are not 
a record of what the protagonist did. They are not a record of how 
XLI�HIIV�VIEGXIH�XS�XLI�FMVH��8LI]´VI�FEWMGEPP]�YRMR¾IGXIH�MQEKIW��&YX�
they give the viewer the idea of alertness to danger when they are 
NY\XETSWIH��8LEX´W�KSSH�½PQQEOMRK�²�

Juxtaposing images - assembling them side by side in space or time - 
is so powerful because it creates a gap, which our brains are forced 
to close. There are all sorts of biological reasons for this, which can 
be neatly summed up in our mind’s desire for closure, answers, 
certainty and patterns. “Here in the limbo of the gutter,” writes Mc-
Cloud, “human imagination takes two separate images and trans-
forms them into a single idea.”

%RH�XLMW�QEOIW�]SYV�EYHMIRGI�ER�EGGSQTPMGI��RSX�NYWX�E�TEWWMZI�
viewer. By connecting your images and forming an idea in their own 

http://www.amazon.co.uk/gp/product/0140127224/ref=as_li_ss_tl?ie=UTF8&camp=1634&creative=19450&creativeASIN=0140127224&linkCode=as2&tag=adammeetsworl-21
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QMRHW��]SYV�EYHMIRGI�S[R�XLI�WXSV]�NYWX�E�PMXXPI�FMX�XSS��=SY�LEZIR´X�
XSPH�XLIQ�[LEX�LEW�LETTIRIH��SV�LS[�XLI]�WLSYPH�JIIP��XLI]�½KYVIH�
it out for themselves. 

2IZIV�QMRH�±GLSSWI�]SYV�S[R�EHZIRXYVIW²�SV�GPMGOEFPI�±MQQIVWMZI�
I\TIVMIRGIW²��XLMW�MW�XLI�YPXMQEXI�MRXIVEGXMZMX]��-X´W�EW�GPSWI�EW�[I�KIX�
to telepathy.  

So where does the visual storyteller start? According to Eisenstein, 
with an idea, which you then break down into visual fragments. 

“The author sees with his minds eye some image, an emotional 
embodiment of his theme. His task is to reduce that image to two 
SV�XLVII�TEVXMEP�VITVIWIRXEXMSRW�[LS´W�GSQFMREXMSR�SV�NY\XETSWMXMSR�
shall evoke in the consciousness and feelings of the spectator the 
same generalised initial image which haunted the authors imagina-
tion.”

And is it all about the edit? Well, not necessarily, says Daniel Mer-
cadante of award-winning collaborative Everynone, who have pro-
HYGIH�WSQI�WXVMOMRKP]�ZMWYEP�WLSVX�½PQW�JSV�6EHMS0EF�

7=11)86=�&=�):)6=232)�40%=7�32�8,)�.9<8%437-8-32�3*�-1%+)7�83�'6)%8)�1)%2-2+�

http://www.everynone.com/
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“Stories are told by expressing more than one image in sequence.  
This needn’t be an edit.  One static shot, of the same scene, is inher-
ently a sequence of several frames, there is a cinematic story in that 
XVERWTMVEXMSR�SJ�MQEKIW���7SQI�SJ�Q]�JEZSYVMXI�½PQW�EVI�WMRKPI�WLSX�
pieces, of very little happening on screen; but, time is involved, each 
frame leads to the next.”

When done well, this is extremely powerful. Samsara, a documen-
XEV]�½ZI�]IEVW�MR�TVSHYGXMSR��MW�FYMPX�JVSQ�XLMW�TVIQMWI��-X�GSRXEMRW�
no dialogue, and instead is an assembly of gorgeous footage, which 
combined, creates a thought-provoking mediation on the human 
existence. 

:MWYEP�¾MT�¾ST
7MQTP]��F]�NY\XETSWMRK�MQEKIW�SJ�ERMQEP�TVSHYGXMSR�[MXL�WLSXW�SJ�
American consumers stocking up on supplies and chomping down 
SR�FYVKIVW��XLI�½PQQEOIVW�TPERX�MR�SYV�QMRHW�XLI�MHIE�SJ�SZIVGSR-
sumption and its consequences. They didn’t tell us this was a prob-
lem (with heavy voice over, for example), they made us feel the 
problem ourselves. 

Other digital storytellers are taking these fundamental principles of 
the moving image and using them in exciting ways, for powerful ef-
JIGX��-R�LMW�YRMUYI�ERH�E[EVH�[MRRMRK�½PQ�Green��*VIRGL�½PQQEOIV�
Patrick Rouxel tells the story of a dying orang-utan named Green 
and explores the complex issue of deforestation, all without a single 
line of dialogue or voice over. He tells Inside the Story Magazine that 
the secret is appealing to viewers’ emotions and not their intellect, 
while using the contrast and combination of images to drive the nar-

http://barakasamsara.com/
http://www.greenthefilm.com/
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rative forward.

±8LI�½VWX�XLMRK�-�[ERXIH�XS�IWXEFPMWL�MW�XLEX�XLI�WXSV]�MW�XSPH�JVSQ�
Green’s point of view, and I did so by inserting a few shots of the 
room’s ceiling and walls seen from her physical POV,” he says. “From 
XLI�ZIV]�FIKMRRMRK�SJ�XLI�½PQ��[I�WII�[LEX�WLI�WIIW�ERH�[I�XLYW�
know it’s her story.

±8LIR�XS�IWXEFPMWL�XLI�JEGX�XLEX�XLI�½PQ�[EW�EFSYX�+VIIR´W�TEWX��-�
½VWX�YWIH�XLI�XVEHMXMSREP�PSRK�JEHI�JVSQ�LIV�JEGI�XS�XLI�JSVIWX��3RGI�
XLMW�½VWX�¾EWLFEGO�[EW�IWXEFPMWLIH��-�EPPS[IH�Q]WIPJ�EPP�OMRHW�SJ�WYFXPI�
ways for going back and forth between Green and the outside se-
quences. Green is there to give a continuity to the story and a soul 
XS�XLI�HIWXVYGXMSR�SJ�XLI�VEMR�JSVIWX��%W�XLI�½PQ�YRJSPHW��IZIV]�XMQI�
we leave Green, it is to witness more destruction, and every time 
we come back to her she looks weaker and weaker. Through this 
¾MT�¾STTMRK��Q]�LSTI�MW�XLEX�XLI�ZMI[IV�[MPP�JIIP�XLI�WYJJIVMRK�FILMRH�
XLI�HIWXVYGXMSR�VEXLIV�XLER�NYWX�WII�HIWXVYGXMSR�²

And that, perhaps, is the core of what visual storytelling can do. By 
GSQFMRMRK�ERH�NY\XETSWMRK�MQEKIW��[LIXLIV�MR�WTEGI�SV�XMQI��[I�
open up intriguing gaps which our viewers minds are compelled to 
close. And in connecting these images in their own minds, our audi-
ences tell themselves a story, a story which happens in their hearts, 
RSX�NYWX�XLIMV�LIEHW�



A film is never really 
good unless the 

camera is the eye in the 
head of a poet
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THE ART OF 
PICTURE TELLING

7S�3/��[I�KIX�MX��ZMWYEP�WXSV]XIPPMRK�MW�EFSYX�GSQFMRMRK�HMJJIVIRX�MQEKIW�XS�GVIEXI�
meaning. But how exactly do you do that? Here we’ve compiled some of the most 

popular techniques used by good visual storytellers.

WORDS: ADAM WESTBROOK

Compress or expand time

Editing in video can very easily manipulate time in the minds of the 
viewer. A well-cut sequence of continuous shots can often make a 
lengthy action happen much faster on screen. In their 2009 series 
of documentaries ”(VMJXPIWW��7XSVMIW�JVSQ�-S[E” MediaStorm’s edi-
tors show us farmer Harry Phelps moving large pieces of equipment 
around. In reality this would have taken him minutes, but cutting it 
YT�QEOIW�XLI�EGXMSR�PEWX�NYWX�WIGSRHW�SR�WGVIIR��8LI�XVMGO�[MXL�XLMW�
XIGLRMUYI�MW�XS�GYX�JSV�GSRXMRYMX]�ERH�RSX�NY\XETSWMXMSR�

%X�XLI�WEQI�XMQI��WYFXPI�½PQMRK�ERH�IHMXMRK�XIGLRMUYIW�GER�QEOI�
time appear to slow down. In this portrait of the artist Toni Leb-
usque, the shots are held for much longer, and the image often slow-
P]�HMWWSPZIW�FIX[IIR�WLSXW��8LI�VIWYPX�MW�E�WPS[IV��QSVI�VI¾IGXMZI�JIIP�
XS�XLI�½PQ��GVIEXIH�F]�XLI�IHMX��

Connecting ideas through editing

Own of the most powerful skills of the edit is to subconsciously 

http://www.insidethestory.org/mediastorm.com/publication/driftless-stories-from-iowa
https://vimeo.com/36890001
https://vimeo.com/36890001
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create ideas through contrasted images. We’ve already seen this can 
FI�HSRI�[MXL�WTIGM½G�WLSXW��FYX�½PQQEOIVW�SJXIR�YWI�MX�XS�GSRRIGX�
grander ideas.

%W�[I´ZI�WIIR��MR�LMW�E[EVH�[MRRMRK�½PQ�Green, Patrick Rouxel cuts 
from shots of the dying orang-utang to shots of her environment 
FIMRK�HIWXVS]IH��±*PMT�¾STTMRK²�EW�6SY\IP�TYXW�MX��FIX[IIR�XLIWI�X[S�
images throughout the movie forces us to make the uncomfortable 
connection between them.  

Colour

Colour (or lack of it) can add meaning to any visual narrative. In 
³2MKLX�ERH�*SK �́SRI�SJ�XLI�QSWX�JEQSYW�HSGYQIRXEVMIW�SJ�XLI�,SPS-
caust ever made, Alain Resnais uses both black-and-white and colour 
shots to help the audience compare modern images of the aban-
doned concentration camps and documentary footage of their ter-
rible activity during the war. 

Audio visual contrast

-X´W�RSX�NYWX�XLI�NY\XETSWMXMSR�SJ�MQEKIW�XLEX�GER�GSRZI]�QIERMRK�MR�
½PQ��EYHMS�GER�TPE]�E�FMK�TEVX�XSS��7XSV]XIPPIVW�GER�FVIEO�STIR�ER�
idea in an often ironic contrast between what we see and what we 
hear.

In his World Press Photo winning short America’s Dead Sea James 
Lo Scalzo contrasts the audio from a glossy 1950s commercial for 
the Salton Sea against modern-day images of what has now become 

http://www.greenthefilm.com/
http://www.worldpressphoto.org/video/americas-dead-sea?gallery=3100
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a wasteland. The effect is haunting. 

Leit Motif

;EW�MX�XLI�NEFFMRK�QYWMG�XLEX�XIVVM½IH�XLI�IEVP]�EYHMIRGIW�SJ�.E[W#�
Or was it the partial model of a great white shark roaring out of the 
water? In reality, it was neither. Jaws, in many ways, is a masterclass in 
editing, above anything else. 

8LI�½VWX�XLMRK�XLI�½PQ�HSIW�MW�YWI�GEQIVE�ERH�IHMXMRK�XS�XVEMR�XLI�
EYHMIRGI�XS�FIPMIZI�SRI�XLMRK��ER]�YRHIV[EXIV�GEQIVE�MQEKI�VITVI-
sents the shark’s point of view. It only has to do this once to have us 
convinced of this visual code. After that, any moment Spielberg cuts 
to a blurry underwater shot we know the shark is here - and before 
we’ve had time to yell “Shark!” the adrenaline has already kicked in.

Emotion through editing

The editing itself can create invoke an emotion or meaning, along-
side the images themselves. For example, you can use editing to 
QEOI�TISTPI�JIIP�RIVZSYW�SV�ETTVILIRWMZI���NYWX�F]�XLI�TEGMRK�SJ�
your cuts.

In Pulp Fiction, Quentin Tarantino uses this device to make one 
three-second moment last 20 seconds on screen, and with that 
heighten audience suspense. With Uma Thurman’s character Mia 
;EPPEGI�TEWWIH�SYX�SR�XLI�¾SSV��EJXIV�E�LYKI�LIVSMR�SZIVHSWI��.SLR�
8VEZSPXE´W�:MRGIRX�:IKE�QYWX�NEF�E�WLSX�SJ�EHVIREPMR�MRXS�LIV�GLIWX��
Vega’s drug dealer, on hand to watch, counts to three. Tarantino 
makes each second last a lifetime as he slows down the editing pace 
and slowly zooms in on different details in the scene.
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,SPHMRK�SJJ�XLI�MRIZMXEFPI�QEOIW�YW�JIIP�RIVZSYW�ERH�XIRWI��MR�JEGX��
NYWX�XLI�WEQI�IQSXMSRW�XLEX�:MRGIRX�MW�JIIPMRK�EX�XLEX�QSQIRX��

Match cut

%R]�X[S�MQEKIW��WXYGO�XSKIXLIV�SR�½PQ�SV�SR�E�TERIP��JSVGI�SYV�
brains to search for a connection between them. This technique can 
be exploited to help the audience make symbolic or deeper con-
RIGXMSRW�FIX[IIR�MQEKIW��VEXLIV�XLER�NYWX�REVVEXMZI�SRIW�

One way of doing is this through the match cut, or the match dis-
solve. Here the two images being combined have something visually 
in common with each other, or perhaps something in contrast. 

For example, ”*IPP��(VE[MRK�7IRWI�JVSQ�(IEXL” a documentary 
about the artist Toni Lebusque, we dissolve slowly from a close-up 
on a tattoo artists hand, to a close-up of Lebusque’s hand in the 
same position, drawing on paper. As well as connecting the two 
WLSXW�REVVEXMZIP]��XLI�EYHMIRGI�FIGSQIW�E[EVI�SJ�E�HIITIV�MHIE��XLEX�
this artists tattoos are another way of expressing Lebusque’s own 
art. 

https://vimeo.com/36890001
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Silent devices 

6EXLIV�XLER�NYWX�XIPPMRK�]SYV�EYHMIRGI�[LEX´W�KSMRK�SR��XLVSYKL�MR-
XIVZMI[��ZSMGI�SZIV�SV�SXLIV�HMEPSKYI��XV]�ERH�GSRNYVI�YT�MHIEW�JSV�
ways to visually dramatise what happens. 

One of my favourite scenes in any movie ever is what’s often called 
the “Miss Lonelyheart” scene in Hitchcock’s 1954 classic Rear Win-
dow. As a wheelchair bound Jimmy Stewart spies on his neighbours, 
he sees a woman preparing dinner for two in her apartment. She 
opens her front door and welcomes an invisible, imaginary, guest, 
even serving him a glass of wine. Instantly you feel her desperate 
loneliness - all from one shot.

For more inspiring examples, watch the opening shot in JJ Abram’s 
Super8 or the “dinner table scene” in Jaws.
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A STORY IN FOUR 
PARTS: THE 

ANCIENT ART OF 
KI SHO TEN KETSU

ACT II

The three-part narrative that we are used to and fascinated by is an inherently West-
ern way of telling a story. Other cultures have their own story structures based on 

different principles. Can they be applied by other storytellers? Tokyo based cartoonist 
+VEIQI�1G2II�I\TPEMRW�/M�7LS�8IR�/IXWY��E�TSTYPEV�.ETERIWI�FEWIH�REVVEXMZI�

WORDS & IMAGES: GRAEME MCNEE

1
Ki Sho Ten Ketsu is a traditional Chinese and Japanese narrative 
WXVYGXYVI�FEWIH�EVSYRH�JSYV�TEVXW��OM�MW�XLI�MRXVSHYGXMSR��WL�MW�XLI�
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development, ten is the twist and ketsu is the ending. 

2
8LI�WXVYGXYVI�MW�E�GSQQSR�HIZMGI�MR�FSXL�XLI�TPSXW�SJ�½GXMSR�ERH�
XLI�TVIWIRXEXMSR�SJ�EVKYQIRXW�MR�RSR�½GXMSREP�IWWE]W��-X´W�EPWS�JVI-
quently seen in Japanese four-panel comics, like the one I have 
HVE[R�LIVI�

8LI�½VWX�TERIP��OM��MRXVSHYGIW�XLI�WIXXMRK�ERH�XLI�TVSXEKSRMWX��8LI�
WIGSRH�TERIP��WL��FYMPHW�YTSR�XLI�½VWX�WGIRI��8LI�XLMVH�TERIP��XIR��
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introduces a twist to our story by presenting something new and 
unrelated to what we have seen previously. As a reader, our curiosity 
is triggered and we wonder how does this new element connect to 
the main story? The fourth panel, ketsu, wraps the threads together 
and the pay-off for the reader is understanding how everything con-
nects.

3
-R�XVEHMXMSREP�;IWXIVR�REVVEXMZIW�[I�SJXIR�½RH�E�XLVII�EGX�WXVYGXYVI�
[MXL�ER�ITMPSKYI��MRXVSHYGXMSR��GSR¾MGX��XVMYQTL��VI[EVH�
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8LI�½VWX�TERIP�MRXVSHYGIW�YW�XS�XLI�LIVS��8LI�WIGSRH�TERIP�MRXVS-
HYGIW�XLI�GSR¾MGX��[LMGL�XLVS[W�XLI�LIVS´W�[SVPH�MRXS�GLESW��8LI�
XLMVH�TERIP�WLS[W�XLI�LIVS�SZIVGSQMRK�XLI�GSR¾MGX��8LI�½REP�TERIP�
shows us the reward he gets for doing so. The pay-off for the reader 
MW�WIIMRK�XLI�GSR¾MGX�HIJIEXIH��XLI�SVMKMREP�[SVPH�VIWXSVIH�ERH�XLI�
LIVS�½RMWLMRK�MR�E�FIXXIV�TSWMXMSR�XLER�LI�[EW�MR�XLI�FIKMRRMRK�

4
8LMW�WXVYGXYVI�MRZMXIW�HYEPMX]��XLIVI�EVI�X[S�STTSWMRK�IPIQIRXW�MR�
GSR¾MGX�ERH�MR�SVHIV�JSV�SRI�XS�[MR��XLI�SXLIV�LEW�XS�PSWI��-R�XLI�
/MWLXIROIXWY�WXVYGXYVI�XLIVI�MW�RS�GSR¾MGX��XLI�X[S�IPIQIRXW�EVI�
NY\XETSWIH�EKEMRWX�IEGL�SXLIV�FYX�FSXL�½REPP]�GS�I\MWX�MR�LEVQSR]��-R�
SRI�WXVYGXYVI�XLI�VIEHIV´W�IRNS]QIRX�GSQIW�JVSQ�XLI�XIRWMSR�FYMPX�
HYVMRK�GSR¾MGX�ERH�XLI�VIPIEWI�HYVMRK�XVMYQTL��-R�XLI�SXLIV��IRNS]-
QIRX�GSQIW�JVSQ�XLI�Q]WXIV]�SJ�NY\XETSWMXMSR�ERH�XLI�WEXMWJEGXMSR�
of understanding the harmony of the whole. One can’t help won-
HIVMRK�MJ�XLI�TVIZEPIRGI�SJ�IMXLIV�GSR¾MGX�REVVEXMZIW�SV�LEVQSRMSYW�
narratives in a given society has any effect on the way it’s people 
come to view the world.

Based in Japan, Graeme Mcnee�MW�ER�EVXMWX�FILMRH�1MRMQEP�'SQMGW��FIEYXMJYP�WXSVMIW�ERH�
observations told in simple images with limited colours. His most recent book, Save 
Yourself was published in February 2013.

http://www.graememcnee.com
http://www.graememcnee.com/books.html
http://www.graememcnee.com/books.html
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MIND, HEART & SOUL: 
LIFE THROUGH THE 

EYES OF 
EVERYNONE

*VSQ�LYKIP]�TSTYPEV�GSPPEFSVEXMSRW�[MXL�6EHMS0EF�XS�WLSVX�½PQW�QIVIP]�SFWIVZMRK�
people in the street, there is no denying storytelling collective Everynone are instantly 
VIGSKRMWEFPI��-R�XLMW�I\GPYWMZI�MRXIVZMI[��½PQQEOIV�(ERMIP�1IVGEHERXI�VIZIEPW�XLI�

ZMWYEP�WXSV]XIPPMRK�XIGLRMUYIW�FILMRH�XLIMV�HMWXMRGXMZI�½PQW�

INTERVIEW: DANIEL MERCADANTE

First, just tell us a bit about yourself and how you got to 
where you are today. 

-�WXEVXIH�QEOMRK�½PQW�[LIR�-�[EW�IMKLX�]IEVW�SPH��IHMXMRK�MR�GEQIVE�
with a VHS camcorder.  My mom brought me to the cinema all of 
the time. I loved Star Wars. I made movies all through grade school 
and high school (attempting whenever possible to forgo written 
EWWMKRQIRXW�ERH�QEOI�½PQW��8LIR��-�WE[�7XERPI]�/YFVMGO´W�±8LI�
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7LMRMRK²�ERH�²������%�7TEGI�3H]WWI]²ERH�-�VIEPMWIH�XLEX�XLI�QSZ-
ing image was truly capable of articulating the depths of our collec-
tive yearning for understanding, our dances of emotions, and simple 
beauty.   I went to Emerson College in Boston, and struggled with 
XLI�MHIE�SJ�FIMRK�±XEYKLX²�EFSYX�QEOMRK�½PQW���FYX�-�JSYRH�GPIZIV�
ways to steal equipment and return it (after using it all year) without 
anyone knowing.

I’ve always been drawn to the beauty and powerful energy in the 
±IZIV]HE]²�[SVPH�[I�PMZI�MR��WS�WIZIVEP�SJ�Q]�IEVP]�TVSNIGXW��PMOI�
”Routines” explored that, and I constantly continue to explore it.  
I’ve also been fascinated with binary opposition, especially when 
it comes to the subtleties of the universe (the little tiny “normal” 
things); the everything, the nothing, the everyone, the nobody, and 
the nothing and nobody that becomes somebody by being within 
XLI�JSPH�SJ�IZIV]XLMRK�ERH�IZIV]SRI���7S��[LIR�-�WXEVXIH�E�½PQQEO-
ing collective with some friends, I called it “Everynone”.  I’ve been 
releasing collaborative and independent work online for the past 
few years under that name. 

What is the heart of visual storytelling as you see it? 

Well, there’s a huge symbology to the “heart” of things.  It’s the mus-
cle, it’s the centre, it’s what makes you feel. I think that storytelling 
mimics human existence, that’s the point, isn’t it?  Stories are mir-
rors and crystal balls. A story, to me, is an expressed idea. So when 
it comes to the “elements” of that idea, the stuff that turns the idea 
from ether to material that can be experienced, they too mimic 
LYQER�I\MWXIRGI��7S��-�½RH�Q]WIPJ�WIIMRK�E�WXSV]�EW�LEZMRK�E�LIEVX��E�
mind, and a soul; the body is the medium.

http://www.routining.com/
http://www.everynone.com
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I think that any successful story will have a beautiful shifting balance 
of mind, heart, and soul.

With my work, I like to create a cognitive pattern to guide the 
QMRH��XS�OIIT�E�ZMI[IV�IRKEKIH��XLMROMRK��VI¾IGXMRK�SR�[LEX�XLI]�
NYWX�WE[�XS�QSXMZEXI�ER�YRHIVWXERHMRK�SJ�XLI�RI\X�XLMRK�XLI]�[MPP�
see.  With”Words” it was the words themselves, their many mean-
ings, and the transitions between each word group, the guessing 
KEQI��±;LEX�[SVH�GSQIW�XS�QMRH�[LIR�]SY�WII�XLMW�MQEKI#²���;MXL�
”Symmetry” it was a simple play between two images simultaneous-
ly; things that are the same, opposites, conceptually paired,  socially 
TEMVIH��IXG����8LIWI�WSVXW�SJ�XLMRKW�EVI�XLI�1-2(��XLI�VIGSKRMWEFPI�
patterns that conduct the movement of a story.

The HEART comes from more raw stuff, beautiful imagery, geom-
IXVMIW�XLEX�TIVJIGXP]�½X�SRI�ERSXLIV��LSRIWXP]�GETXYVIH�WGIRIW��IHMXS-
VMEP�FIEXW�XLEX�RIZIV�JIIP�XSS�PSRK�SV�XSS�WLSVX��[MXLSYX�NYWXM½GEXMSR��
sounds and music that make your hairs stand up at the right times.  
A well-crafted harmony between all of these things makes for a 
strong pulse.

The SOUL is either the easiest or hardest part of the storytelling 
process.  Religions have practices that help individuals and collections 
of people get in touch with their “soul”. To me, it’s the unknown 
knowing, the ultimate clarity, the universality that makes one capable 
of being.  In making stories, there are practices and repetitive ges-
tures similar to meditations and prayers that work to get to that uni-
versality, the deepest truth. For me, it often comes in the form of the 
MHIEXMSR�TVSGIWW�MXWIPJ��-�EWO�XLI�UYIWXMSRW��HSIW�XLMW�WXSV]�]IEVR�JSV�

https://vimeo.com/13768695#at=0
https://vimeo.com/22564317#at=0
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HITXL��HSIW�MX�VI¾IGX�I\MWXIRGI�MXWIPJ#�-�QEOI�WYVI�XLEX�XLIVI�MW�XSRW�
SJ�WXYJJ�XLEX�-�NYWX�HSR´X�ORS[�XLI�ERW[IV�XS���-�QEOI�WYVI�XS�PIEZI�
TPIRX]�SJ�VSSQ�JSV�XLI�WXSV]�XS�VIZIEP�MXWIPJ�XS�QI���MJ�-�TYWL�MX�XSS�
hard, it loses that soul really quickly. As I practice more and more, I 
KEMR�HIITIV�YRHIVWXERHMRKW�SJ�XLMW��FYX�NYWX�EW�QER]�RI[�UYIWXMSRW�
surface, so I think that this part of the process is what truly moti-
vates me to keep coming up with new ideas, and sharing them.

What is more important: the meaning contained in images 

themselves, or the meaning created by combining images 

together? 

%W�JEV�EW�½PQW�KS��-´H�LEZI�XS�WE]�XLEX�XLI�NY\XETSWMXMSR�SJ�MQEKIW�MW�
more important than the images individually.  The thing that makes 
a movie “a movie” is movement over time.  Stories are told by ex-
pressing more than one image in sequence.  This needn’t be an edit.  
One static shot, of the same scene, is inherently a sequence of sev-
eral frames, there is a cinematic story in that transpiration of images.  
7SQI�SJ�Q]�JEZSVMXI�½PQW�EVI�WMRKPI�WLSX�TMIGIW��SJ�ZIV]�PMXXPI�LET-
pening on screen; but, time is involved, each frame leads to the next.  
In still photography, the images themselves are king.  But, I might even 
EVKYI�XLEX�TLSXSKVETLMG�±WIVMIW²�EVI�EGXYEPP]�NYWX�QSZMIW�XLEX�STIVEXI�
without a pre-set clock.

(S�]SY�XLMRO�½PQQEOIVW�KIRIVEPP]�VIP]�XSS�QYGL�SR�HME-
logue-for example, interviews and voice over in factual piec-

es-to tell stories? Should we be using pictures better, and if 

so, how?

I think that what is most important when it comes to the articula-
tion of a story, is that the means by which people follow along, does 
NYWXMGI�XS�XLI�MHIE�MXWIPJ���7SQIXMQIW�XLI�SRP]�[E]�XS�QEOI�ER�MHIE�
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interpretable is to be clear with words, narration and dialogue.  Do 
-�XLMRO�XLI�KIRIVEP�TSTYPEXMSR�SJ�½PQQEOIVW�VIP]�XSS�QYGL�SR�XMVIH�
forms of expression? Yes.  This is probably a symptom of fear.  Peo-
TPI�[SVV]��±-J�-�HSR´X�XIPP�XLI�WXSV]�XLI�[E]�XLEX�WXSVMIW�EVI�WYTTSWIH�
to be told’, then people won’t like it!”  This is generally created and 
perpetuated by the means of distribution.  However,  I’m very opti-
mistic about the future because there’s a whole new generation of 
½PQQEOIVW�[LS�LEZI�EP[E]W�HMWXVMFYXIH�XLIMV�[SVO�SRPMRI��ERH�[I�
can set the terms of how our work is distributed, thus, not buckling 
to old storytelling methodology.

What is your favourite visual device or technique for using 

images to tell stories? 

There are so many fun techniques always popping up.  I’m really 
JEWGMREXIH�[MXL�UYMGO�PSSTW��XLVII�XS�½ZI�WIGSRHW�PSRK���-X´W�FIGSQI�
a very common thing with the resurgence of GIF’s and the new 
Vine app���-X´W�E�[MPHP]�MRXIVIWXMRK�PIRKXL�SJ�XMQI��XLEX�GER�½X�WS�QYGL�
content, but is bound by a brevity as well, and then repetition has 
it’s way of settling into your psyche.  I haven’t played too much with 
this, but I’d love to see what I come up with when I get a chance to 
dance with it.  

I really love General Observations of People. What this the 

idea behind this project? And do you head out with an idea 

in mind, or is it a case of sitting your camera somewhere 

and waiting for something to happen? 

-´Q�WS�KPEH�]SY�FVMRK�XLMW�TVSNIGX�YT��MX�GYXW�WXVEMKLX�XS�XLI�GSVI�SJ�
½PQQEOMRK�JSV�QI���-X�MW�KIRIVEPP]�GSQTPIXIP]�SFWIVZEXMSREP��EW�XLI�
title suggests.  I usually make these pieces while shooting other 
TVSNIGXW��MX´W�RIZIV�E�TVIGSRGIMZIH�TPER���8LIVI�EVI�XMQIW�[LIR�SRI�

http://vine.co/


© 2013 A HOTPURSUIT PRESS EXPERIMENT

needs to exercise patience, at those times, I like to toss the camera 
into a position where I might expect something beautiful to happen, 
ERH�XLIR�-�[EMX���7SQIXMQIW�MX´W�NYWX�E�QEXXIV�SJ�RSXMGMRK�WSQIXLMRK�
and following it as far as I can.  I don’t really have an idea other than 
letting the world tell me the story that it wants to tell.  My craft 
comes into play mostly with framing, and in/out edit points, as well 
as some other playful techniques; but the observation itself is para-
mount.  Really watching anybody do pretty much anything can be 
remarkably fascinating.  

Who’s inspired your visual storytelling and why? 

%W�JEV�EW�GVEJXWTISTPI��-´Q�GIVXEMRP]�MR¾YIRGIH�F]�EPP�SJ�XLI�WXSV]XIPP-
ers that I admire, whether I want to be or not.  Godfrey Reggio and 
Ron Fricke’s essayist visual masterpieces of human interconnected-
ness.  Stanley Kubrick’s centre weighted composition and base-level 
I\TPSVEXMSRW�SJ�QEROMRH���.ER�7ZEROQENIV´W�WMQTPI�WLSVX�½PQW��FIEY-
tifully executed animations that say so much more than what they 
WIIQ�XS�FI���;IVRIV�,IV^SK´W�WXVEHHPI�FIX[IIR�½GXMSR�ERH�RSR�
½GXMSR��SJXIR�I\TSWMRK�XLI�MRRIV�FIEYX]�ERH�FEPERGI�SJ�HEVORIWW���

I’m inspired by everything.  The world around is is endlessly beautiful.  
As a storyteller, I feel a sense of responsibility to observe, interpret 
and reveal the little things that unify existence.

Daniel Mercadante�MW�SRI�XLMVH�SJ�XLI�2I[�=SVO�FEWIH�GSPPIGXMZI�Everyone. They have 
TVSHYGIH�XLI�WLSVX�½PQW�7]QQIXV]��[MRRIV�SJ�XLI�.YV]�+VERH�4VM^I�EX�XLI������:MQIS�
Awards) and Words with public radio show RadioLab.

http://en.wikipedia.org/wiki/Godfrey_Reggio
http://www.danielmercadante.com
http://www.everynone.com


The real genuine sto-
ries are about 1+1 

equalling 3.
/)2�&9627
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CAN NON-FICTION 
STORYTELLERS LEARN 
FROM HOLLYWOOD?
-W�MX�XMQI�XS�QSZI�TEWX�XLI�MRZIVXIH�T]VEQMH�SJ�NSYVREPMWXMG�WXSV]XIPPMRK#�-R�XLMW�IWWE]��
(YGOVEFFMX´W�4IXIV�6YHKI�EVKYIW�RSR�½GXMSR�WXSV]XIPPIVW�LEZI�E�PSX�XS�PIEVR�JVSQ�XLI�

WXSV]�WXVYGXYVI�FILMRH�XLI�FIWX�FSSOW�ERH�½PQW�

WORDS: PETER RUDGE

In 2007 I remember interviewing a boy in Addis Ababa who’d re-
cently escaped from an Al-Shabaab militia near Mogadishu. He was 
17 years old but looked younger - thin, ragged and dirty, the very 
TMGXYVI�SJ�E�7SQEPM�QMPMXERX��=IX�XLI�½VWX�[SVHW�SYX�SJ�LMW�QSYXL�
were marked with a strong London accent.

“F**king hell. You would not believe the month I’ve had!”

%FHM�[EW�XLI�WSR�SJ�½VWX�KIRIVEXMSR�7SQEPM�MQQMKVERXW�XS�XLI�9/��
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He’d been born and raised in London and had started down a well-
trodden path toward petty gang criminality. Abdi’s father had decided 
that he needed to reconnect with his roots and get away from the 
FEH�MR¾YIRGI�SJ�LMW�0SRHSR�JVMIRHW��%RH�E�[IIO�PEXIV�LI�[EW�SR�E�
¾MKLX�XS�1SKEHMWLY�[MXL�LMW�JEXLIV��SWXIRWMFP]�XS�TE]�E�WLSVX�ZMWMX�XS�
an uncle there. But when his father returned to London alone, Abdi 
VIEPMWIH�XLEX�LMW�WXE]�XLIVI�[SYPH�FI�PSRKIV��EW�LMW�YRGPI�TYX�MX��±YRXMP�
he learned some discipline.”

His uncle warned him not to wander around Mogadishu on his own. 
It could be dangerous until he knew what areas to avoid. Abdi, not 
well practised at accepting advice from an elder family member, was 
kidnapped on the streets of Mogadishu by an al-Shabaab press-gang 
three days later.

Abdi’s weapons training in a militia camp near Mogadishu was inter-
rupted by the Ethiopian invasion of Somalia. The tactics of his militia 
[IVI�YRWSTLMWXMGEXIH�ERH�%FHM´W�½VWX�I\TIVMIRGI�SJ�[EVJEVI�[EW�
brief. Forced forward in a charge against a well-armed Ethiopian con-
ZS]��MR�%FHM´W�[SVHW��±)ZIV]FSH]�[EW�HIEH�MR�XLI�½VWX�JI[�QMRYXIW�²

Abdi lay in a ditch with the bodies of his fellow militia members until 
nightfall before slipping away in darkness. It took him a week of walk-
MRK�ERH�LMXGLLMOMRK�XS�½RH�LMW�[E]�EGVSWW�XLI�FSVHIV�MRXS�)XLMSTME��XS�
%HHMW�%FEFE�ERH�XS�XLI�EWWMWXERGI�LI�RIIHIH�XS�½RH�LMW�[E]�LSQI�
XS�0SRHSR���-�WXMPP�[SRHIV��[LIR�LI�VIXYVRIH�LSQI��LS[�XLEX�½VWX�
conversation with his father went.

There and back again

The story has stuck with me.  Author and critic Christopher Booker 
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offers a good rationale as to why it may have that resonance.  In his 
book ‘The Seven Basic Plots’,  Booker argues that the structure of 
satisfying, memorable stories are hard-wired into the human con-
sciousness and common across cultural boundaries from the earliest 
VIGSVHW�XS�XLI�TVIWIRX�HE]���&SSOIV�GPEWWM½IW�XLI�WIZIR�TPSXW�XLEX�EVI�
perpetually reworked and retold in human society, describing them 
EW�XVEKIH]��GSQIH]��UYIWX��ZS]EKI�ERH�VIXYVR��VEKW�XS�VMGLIW��½KLXMRK�
the monster and rebirth.

%FHM´W�WXSV]�½XW�&SSOIV´W�EVGLIX]TEP�³ZS]EKI�ERH�VIXYVR �́WXSV]�RIEV�
perfectly, with a protagonist propelled out of a safe world of normal-
ity into an alien environment, completely cut off from his former life.  
%FHM�XVEZIPPIH�JVSQ�RSVXL�0SRHSR�XS�XLI�FEXXPI½IPHW�SJ�WSYXLIVR�
Somalia.  According to Booker, the protagonist of ‘voyage and return’ 
must, by way of a thrilling escape, be released from that alien world 
so that they may return to the safety of the familiar world where 
they began.  Abdi’s story falls neatly into the same basic form as The 
Odyssey, Robinson Crusoe, Gulliver’s Travels and The Rime of the 
Ancient Mariner. 

Screenwriter and Hollywood script doctor Robert McKee’s excel-
lent book ”Story” offers something too about Abdi’s suitability as 
E�GSQTIPPMRK�TVSXEKSRMWX���1G/II�MHIRXM½IW�GLEVEGXIVMWXMGW�XLEX�LI�
believes make a person to an audience, including a wilful character, 
a conscious desire to reach a goal and the capability and power to 
pursue that goal - all bound together with the glue of empathy, and 
all of which applied to Abdi.

At Duckrabbit we tell documentary stories in video, still photogra-
TL]�ERH�EYHMS�JSV�FVSEHGEWX�ERH�2+3�GPMIRXW�¯�[I�GEPP�XLIQ�TLS-
XS½PQW���;I�HSR´X�TVSHYGI�½GXMSR�ERH�]IX�XLIVI�EVI�JYRHEQIRXEP�
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similarities between successful documentary productions and suc-
GIWWJYP�½GXMSREP�TVSHYGXMSR�

;I�XLMRO�SJ�SRI�SJ�SYV�JSYV�XS�WM\�QMRYXI�HSGYQIRXEV]�½PQW�EW�E�
short theatre production, complete with lead characters, support-
ing characters, props, a stage and, crucially, an audience. So when we 
produce a story we start by considering how we representing those 
IPIQIRXW�¯�FIMRK�GPIEV�EFSYX�[LS�SYV�PIEH�TVSXEKSRMWX�MW��LS[�[I�
set the stage, introduce supporting characters and have them inter-
EGX��.YWX�PMOI�XLIEXVI��[I�[SVO�XS�TYX�XLSWI�NMKWE[�TMIGIW�XSKIXLIV�MR�
a way that moves and holds the audience. And while it’s vital that we 
represent the people that we record accurately, we don’t imagine 
that what we make is “reality”.  Reality exists only in the moment. 
3YV�TVSHYGXMSRW�EVI��F]�RIGIWWMX]��VI¾IGXMSRW�ERH�MRXIVTVIXEXMSRW�

.YWX�PMOI�XLIEXVI�SV�GMRIQE��E�HSGYQIRXEV]�TLSXS½PQ�MW�E�GSRWXVYG-
tion that, to be successful, relies on capturing the imagination of the 
EYHMIRGI��*SV�½GOPI�SRPMRI�EYHMIRGIW�[LS�GER�WXST�[EXGLMRK�EX�ER]�
QSQIRX��MX´W�ZMXEP�XS�WIX�YT�WSQI�HVEQE��MRXVMKYI��NISTEVH]�SV�Q]W-
XIV]�MR�XLI�½VWX����WIGSRHW�SJ�E�TMIGI��,SPHMRK�XLI�EYHMIRGI�VIPMIW�
on further activating their ability to visualise and construct a world 
around what they see and hear on screen. And that’s one of the rea-
WSRW�[L]�[I�YWI�TLSXSKVETL]�MR�SYV�½PQW��8LI�WXMPP�MQEKI�MRZMXIW�ERH�
demands that the audience engage their imagination to construct a 
before and after, a context to the frozen moment that they’ve been 
presented with.

There’s still much more for us to learn from the theory and practice 
SJ�½GXMSREP�WXSV]XIPPMRK���;I�[ERX�XS�XET�MRXS�XLI�JSVQW�ERH�WXVYG-
tures that the human mind responds to instinctively, unconsciously 
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and powerfully. Which isn’t to say that we should or could design 
documentary stories to match archetypal plots or manipulate char-
EGXIVW�XS�½X�ETTIEPMRK�SV�±LIVSMG²�QSYPHW���&YX�[I�HS�RIIH�XS�YR-
derstand exactly why a story like Abdi’s is so memorable and why it 
might elicit a powerful response from an audience.

1E]FI�TVSHYGMRK�HSGYQIRXEV]�[SVO�MW�E�XSYKLIV�NSF�XLER�TVS-
HYGMRK�½GXMSR��FIGEYWI�XLI�XLIEXVI�LEW�XS�FI�GSRWXVYGXIH�JVSQ�XLI�
building blocks of actuality, without the luxury of a script that we can 
create, a set that we can construct and actors that we can direct.  
But ultimately good documentary work operates in the same space 
EW�KSSH�HVEQE�¯�XIPPMRK�IJJIGXMZI�ERH�MRZSPZMRK�WXSVMIW�EFSYX�[LEX�MX�
means to be human.

Peter Rudge is the managing director of Duckrabbit, an award winning producer of 
HSGYQIRXEVMIW�JSV�FVSEHGEWX�ERH�2+3�GPMIRXW��8LIMV�QSWX�VIGIRX�TMIGI��E�collaboration 
with Georgina Cranston, was recently featured in The Guardian.

http://duckrabbit.info
http://duckrabbit.info/2013/01/be-myself/
http://duckrabbit.info/2013/01/be-myself/
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ESCAPING THE BOX:
IMAGINING A MORE 
VISUAL INTERNET

The explosion in web video has been nothing short of remarkable. But despite new 
XIGLRSPSK]�ERH�XLI�PIZIPPMRK�SJ�XLI�GVIEXMZI�TPE]MRK�½IPH��ZMHIS�MW�WXMPP�ZIV]�SPH�JEWL-

ioned and a prisoner inside the rectangle viewing window. Can it be freed to live and 
breathe dynamically on the web? 

WORDS: ADAM WESTBROOK

The numbers are almost impossible if you think about them long 
enough. According to =SY8YFI´W�SJ½GMEP�GSYRX, 72 hours of video  are 

ACT III

http://www.youtube.com/yt/press/en-GB/statistics.html
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uploaded to its servers, every minute of every day. That’s the equiva-
lent of 33 movies. Every minute. 

Add that statistic to XLMW�TLSXSKVETL�TYFPMWLIH�F]�2&'�MR�1EVGL�
2013 and you start to wonder whether the human race’s favourite 
EGXMZMX]�MR�XLI���WX�GIRXYV]�MW�½PQMRK�SXLIV�LYQERW�ERH�WXMGOMRK�MX�SR�
XLI�[IF��8LI�ZMI[MRK�½KYVIW�JSV�SRPMRI�ZMHIS�EVI�LYKI�XSS��PIEHMRK�
many to see video as the zenith of what can be done on the web. 

But video has a problem. It’s a problem inherent in its form, and at 
the same time it’s infecting how we approach visual storytelling on 
the web.  Video’s problem is that it’s a prisoner inside the rectangle 
box of the video player. Videos are large,  self-contained elements 
which means they can’t be changed, they can’t respond dynamically 
to users and they can’t be searched by Google spiders. This has led 
to video being described as the “black hole” of the internet. 

“Video is the gorilla in the room” argues Cody Brown, founder of 
ScrollKit, a new platform which wants to make the web “more cin-
ematic”. “If you are compelling on video, you will rule pop culture. 
What is pop culture and what is web culture is getting more and 
more unclear. There are a zillion ways to make video more web-na-
tive and people have been pushing that forward ever since they had 
the bandwidth.” 

&VS[R�MW�SRI�SJ�E�RYQFIV�SJ�IRXVITVIRIYVW��½PQQEOIVW��HIWMKRIVW��
HIZIPSTIVW�ERH�NSYVREPMWXW�XV]MRK�XS�GLERKI�ZMWYEP�WXSV]XIPPMRK�SR�
the web. ScrollKit, a visual editor he has created, lets users build a 
web page in the same WYSIWYG way one might make something 
in InDesign. This, he hopes, will let us approach the web more visu-
ally, and perhaps even make things more quickly. He says he’s been 

https://twitter.com/NBCNews/status/312242711338033153
https://twitter.com/NBCNews/status/312242711338033153
https://www.scrollkit.com/
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able to use ScrollKit to FYMPH�E�VITPMGE�SJ�8LI�2I[�=SVO�8MQIW �́PEYHIH�
SnowFall piece in a matter of hours.

“Less is wrong about how we are visually consuming the web and a 
lot more is wrong with how we are making it” Brown tells me. “And 
the problem with how we are making it is that we aren’t making it 
MR�E�ZMWYEP�[E]��8LI�SZIV[LIPQMRK�QENSVMX]�SJ�TISTPI�¾]�FPMRH�[LIR�
XLI]�QEOI�GSRXIRX�SR�XLI�[IF��8LI]�½PP�SYX�X[S�JSVQW��E�LIEHIV�ERH�
E�JSSXIV��XLIR�TVIZMI[�MX�MR�;SVHTVIWW�[LIR�XLI]´VI�½RMWLIH��-QEKMRI�
being a painter and not being able to see what happens as you wet 
your brush and slide it across your canvas. This is the kind of funda-
mental problem we have now.”

Black Gold Boom

2I[�ETTVSEGLIW�PMOI�XLMW�FVMRK�YT�HMJ½GYPX�UYIWXMSRW�EFSYX�LS[�[I�
think about video and other visual elements on the web. Rather than 
being something new and revolutionary, as so many would have it, 
[IF�ZMHIS�MW�[SVV]MRKP]�SPH�JEWLMSRIH��;I�EVI�QEOMRK�½PQW��ERH�
IZIR�GEPPMRK�XLIQ�½PQW��SJXIR�MR�XLI�WEQI�[E]�EW�E�GMRIQE�SV�XIPIZM-
sion director would, except with less money. The only difference is 
[I�YTPSEH�SYV�½PI�XS�=SY8YFI�MRWXIEH�SV�TVSNIGXMRK�SV�FVSEHGEWXMRK�

https://www.scrollkit.com/s/Cy0mzoK
https://www.scrollkit.com/s/Cy0mzoK
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it. The product is still the same.

In other words, web video is still made like television, and it isn’t new 
at all. This is a problem because there’s no reason television ought to 
[SVO�SR�XLI�[IF��MX´W�WMQTP]�RSX�FYMPX�JSV�XLEX�

So where does thinking differently about video on the web begin? 
According to Jesse Shaplins, one of three founders of the interactive 
documentary platform Zeega��MX�WXEVXW�VMKLX�EX�XLI�HI½RMXMSR�SJ�[LEX�
video is.

“I think what’s important is to distinguish the difference between 
video and moving image. I think motion is a really important part 
SJ�GVIEXMRK�GSQTIPPMRK�MRXIVEGXMZI�I\TIVMIRGIW©²�LI�WE]W��±7LSVXIV��
more animation like video is the type of video experiences that 
maybe we should be thinking more and more about. Vine, for exam-
ple, is a really powerful and interesting medium. It gives you a very 
focused constraint around what is effectively a video but it’s limited 
to seven seconds, it’s a looping animation.

“The reality is that long-form video is a mode of consumption that is 
slightly at odds of the trend of how people are increasingly consum-
ing media, which is on their mobile phones. So I think that we’re at 

http://www.zeega.com/
http://www.vine.co/
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ER�MRXIVIWXMRK�NYRGXYVI�LIVI��ERH�-�XLMRO�MX´W�EFSYX�EWOMRK�³;LEX�MW�XLI�
context you imagine people consuming your work?’”

This bottom-up approach is clear in the platform he’s building with 
Kara Oehler and James Burns. Founded last year, Zeega lets users 
create interactive experiences using simple online tools. They make 
XLI�QSWX�SJ�XLI�WGVIIR�ERH�WSQI�SJ�XLI�QSVI�EQFMXMSYW�TVSNIGXW��
such as XLMW�[IFHSG�EFSYX�2SVXL�(EOSXE´W�SMP�MRHYWXV] give us a 
vivid glimpse into the potential of the webdoc form.

A manifesto for the future

What is a webdoc, anyway? 

-R�3GXSFIV�������E�KVSYT�SJ�½PQQEOIVW��HIZIPSTIVW�ERH�NSYVREPMWXW�
- including the founders of Zeega - met at the Mozilla Webmakers 
GSRJIVIRGI�MR�0SRHSR�ERH�EXXIQTXIH�XS�½KYVI�XLEX�SYX��8LI�VIWYPX�
was the Webdoc Manifesto, a living breathing document, hosted on 
Google Docs and open for anyone to contribute to. It’s raw and 
messy, but some of the ideas on its pages start to give us a glimpse 
into the future of factual storytelling on the web. 

“We hold that web documentaries are interactive” it begins, “though 
the interaction does not necessarily have to occur between the user 
and the the documentary, rather the documentary can interact with 
reality using the networked technology of the web.”

It describes documentary on the web as being a process, rather than 
E�½RMWLIH�½PQ��ERH�±WSQIXLMRK�XLEX�MW�YWIH�EW�QYGL�EW�MX�MW�[EXGLIH�²�
Perhaps freeing video from the rectangle also creates the chance to 

http://zeega.com/mission
http://zeega.com/mission
http://blackgoldboom.com/
https://docs.google.com/document/d/1I2ZFc2wU6F-KVqPxkmaNvLWyYXSrSmhc3ELLoj5ojWc/edit?usp=sharing
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build a much less passive experience for our audiences. 

Lost and found

At the same time, video isn’t the only way to create an engaging au-
HMS�ZMWYEP�I\TIVMIRGI�SR�XLI�[IF��4LSXS½PQW�LEZI�FIIR�TSTYPEV�JSV�
years, and now this too is being freed to live dynamically on the web.

%R�IEVP]�FVIEOXLVSYKL�MR�XLMW�GSRGITX�GEQI�JVSQ�E�XIEQ�EX�246�MR�
;EWLMRKXSR�('��6ITSVXIV�'PEMVI�3´2IMPP�GSPPEFSVEXIH�[MXL�HIZIPSTIV�
Wes Lindamood in building Lost and Found, a multimedia package 
about the discovery of a once-lost photo archive.  The piece is ef-
fectively an audio documentary, complemented with dozens of re-
cently discovered photographs from the archive of Charles Cushman. 
3´2IMPP�XVE[PIH�XLVSYKL�XLSYWERHW�SJ�TLSXSKVETLW�ERH�WIPIGXIH�XLI�
best. 

“From the beginning we knew this would be an audio-driven story 
and we thought a lot about how visual material could augment and 
complement that story” says Lindamood. 

But this is no ordinary audio slideshow. The webpage is powered using 
1S^MPPE´W�4STGSVR�NEZEWGVMTX�PMFVEV] alongside JPlayer, another light-
[IMKLX�½PI�[LMGL�TPE]W�QIHME�SR�[IF�TEKIW��9WMRK�XLIWI�STIR�WSYVGI�
libraries, developer Wes Lindamood was able to trigger animations on 
XLI�TEKI�EW�XLI�EYHMS�½PI�TPE]IH���8LI�EYHMS�WPMHIWLS[�MW�RS�PSRKIV�
trapped inside a video player. Every one of the pictures in Lost and 
Found is a dynamic image which can be updated or downloaded, and 
it’s all on a web page that is viewable on any kind of device. 

http://www.npr.org/news/specials/2012/cushman/
http://popcornjs.org/
http://www.jplayer.org/
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±*SV�QI�ZMHIS�GER�SRP]�FI�XLEX�WMRKPI�SFNIGX��ERH�]SY�GER�WLEVI�XLEX�
SFNIGX�MR�HMJJIVIRX�[E]W��FYX�MX�GER�RIZIV�FI�HMWEKKVIKEXIH²�WE]W�0MR-
HEQSSH��±&VIEOMRK�SYX�SJ�E�ZMHIS�½PI�EPPS[W�YW�XS�I\TPSVI�ERH�GVIEXI�
WSQIXLMRK�QSVI�GSPPEFSVEXMZI�ERH�XLEX´W�WSQIXLMRK�XLEX�[I´VI�HI½RMXI-
ly interested in. Also you can disaggregate and share individual pieces of 
MX���;I�GER�EGXYEPP]�VIGSQFMRI�IPIQIRXW�MR�HMJJIVIRX�[E]W��WS�NYWX�LEZMRK�
XLEX�¾I\MFMPMX]�SJ�LEZMRK�EPP�XLIWI�QEPPIEFPI�TMIGIW�-�XLMRO�MW�E�VIEP�EHZER-
tage of this kind of approach.”

8LMW�¾I\MFMPMX]�GSYPH�QIER�WXSVMIW�GSYPH�FI�H]REQMGEPP]�YTHEXIH�IZIR�
after publication, and can be shared much more easily. Data in the 
documentary is available to Google’s spiders and it even creates a level 
of interactivity in the story. 

3´2IMPP�EKVIIW�XLEX�QEOMRK�XLI�QSZMRK�MQEKI�QSVI�H]REQMG�MW�E�WXIT�
forward. “The biggest challenge was the most exciting, which was trying 
XS�XLMRO�LS[�XS�HS�XLMW�HMJJIVIRXP]©NYWX�XV]MRK�XS�FVIEO�XLI�QSYPH�E�
little bit of the video template. Clearly we didn’t deviate that far from it 
but I dunno, we succeeded by not having to build it in Final Cut, which 
was exciting to me.”

Rethinking the web

8LIWI�TVSNIGXW�EVI�FEF]�WXITW�MRXS�E�RI[�[E]�SJ�XLMROMRK�EFSYX�LS[�
to tell stories visually, embracing the native abilities of the web. And 
it may be a long time before more of us are able to wrap our head 
around the idea that visual doesn’t have to mean video and video 
HSIWR´X�LEZI�XS�QIER�E������IQFIH�SR�E�[IFTEKI�

8LI�TMSRIIVW��EWOMRK�XLI�HMJ½GYPX�UYIWXMSRW�IEVP]�SR��EVI�STXMQMWXMG�
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about the future. “My hope for the next 10 years is that they are as 
exciting as the past 10 years” says Cody Brown of ScrollKit, a senti-
ment echoed by the others.

“Video’s a really passive experience you click play, you watch it for 
however long it is, and then you’re done and you go onto the next 
XLMRK²�WE]W�246´W�'PEMVI�3´2IMPP��±;LEX�MRXIVIWXW�QI�MR�WXSV]XIPPMRK�MW�
engaging the audience and the user, because we have these devices 
that encourage us to be tactile and I think that territory is really ex-
citing and that’s where I’m trying to push the envelope.”

And from Zeega’s Jesse Shaplins, a recognition that there’s a long 
road ahead. “I think we’re still very early in terms of what are qual-
ity storytelling experiences, that involve interaction. My hope in 10 
years is that we see a legacy already established of some genres and 
JSVQEXW�XLEX�LEZI�VIEP�ZEPYI�JSV�TISTPI©3RI�SJ�XLI�FIEYXMIW�SJ�
½PQ�MW�XLEX�MX´W�WSQIXLMRK�XLEX�QMPPMSRW�ERH�QMPPMSRW�SJ�TISTPI�LEZI�
experienced. I don’t think we are yet there with the web as a format, 
where millions of people have experienced really quality stories and 
I’m really excited about that potential for us to think about the web 
again as inherently an interactive audio-visual medium.”



YOU NEED TO THINK ABOUT 
VIDEO IN A WAY WHICH IS 

MUCH CLOSER TO THE 
ANIMATED GIF THAN TO 
THE LONG FORM VIDEO 

.)77)�7,%40-27
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THE LAST DAYS OF 
GREEN: STORYTELLING 

WITHOUT WORDS
*MPQIH�MR�XLI�-RHSRIWMER�NYRKPI��+VIIR�WXERHW�SYX�MR�XLI�[SVPH�SJ�IRZMVSRQIRXEP�WXS-
V]XIPPMRK��8LI�½PQ�XIPPW�XLI�WXSV]�SJ�ER�SVERK�YXER�GEPPIH�+VIIR��XLI�HIJSVIWXEXMSR�XLEX�
is killing her, and the West’s responsibility for it - all without uttering a line of voiceo-
ZIV��*VSQ�XLI�HITXLW�SJ�XLI�VEMRJSVIWX��[LIVI�LI´W�[SVOMRK�SR�E�RI[�TVSNIGX��HMVIGXSV�

Patrick Rouxel tells Inside the Story about the techniques that made that possible.

INTERVIEW: PATRICK ROUXEL

)\TPEMR�XLI�QMWWMSR�FILMRH�+VIIR��;L]�HMH�]SY�¾]�SYX�XS�
Indonesia? What were you trying to achieve?

*SV�XLI�PEWX����]IEVW�-´ZI�FIIR�QEOMRK�½PQW�XS�TVSQSXI�VEMR�JSVIWX�
conservation. Most of the time, I work independently self producing 
Q]�½PQW��-�YWYEPP]�HSR´X�LEZI�E�HI½RIH�WGVMTX��;LIR�-�WIX�SJJ��-�NYWX�
ORS[�-�[ERX�XS�½PQ�XLI�¾SVE�ERH�JEYRE�SJ�XLI�VEMR�JSVIWX��ERH�XLI�
industries destroying it all. It is in this spirit that I went to Indonesia 
to make Green.
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Green conveys a huge amount of information, and emotion, 

but without using any dialogue. What are the challenges of 

using this technique? 

%�½PQ�RIIHW�E�WXSV]�ERH�XLI�½VWX�GLEPPIRKI�MR�RSX�YWMRK�E�ZSMGI�SZIV��
dialogues or interviews is to have all the necessary footage to be 
able to establish a coherent visual narration. There cannot be loop-
holes because of a lack of footage, which a traditional voice-over 
[SYPH�YWYEPP]�½PP�MR��8LI�WIGSRH�GLEPPIRKI�MW�IHMXMRK�XLI�JSSXEKI�MR�
WYGL�E�[E]�XLEX�]SY�OIIT�XLI�ZMI[IV´W�EXXIRXMSR�XLVSYKLSYX�XLI�½PQ��
8LMW�MW�E�GVIEXMZI�GLEPPIRKI�[LMGL�-�½RH�XS�FI�XLI�QSWX�MRXIVIWXMRK�

What is the power of showing people the devastation 

caused by deforestation, rather than telling them with voice 

SZIV�SV�MRXIVZMI[W#�-W�XLIVI�E�TS[IV�MR�PIXXMRK�YW�½KYVI�MX�SYX�
for ourselves? 

8LI�WXSV]�SJ�XLI�½PQ�MW�±XSPH²�JVSQ�XLI�TSMRX�SJ�ZMI[�SJ�E�H]MRK�
female orang-utan. I didn’t think it necessary to have a voice-over 
explaining what we see, nor  did I like the idea of giving Green a 
human voice. It seemed wrong to do so. Her eyes and the way she 
moved were so expressive, I could feel the silent agony of her pain 
ERH�PSWW�EW�-�[EW�½PQMRK�LIV��ERH�-�LSTIH�XLI�ZMI[IV�[SYPH�JIIP�MX�
too. My appeal is to the viewer’s heart, not to his or her intellect, 
and I think the absence of a factual voice-over helps to achieve this. 
The absence of facts allows for the emotion to remain pure.
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In terms of the devices you used, a lot of the story is told by 

¾MT�¾STTMRK�JVSQ�+VIIR�MR�LIV�LSWTMXEP�FIH�ERH�WLSXW�SJ�XLI�
rainforest. What does this achieve in the mind of the viewer? 

8LI�½VWX�XLMRK�-�[ERXIH�XS�IWXEFPMWL�MW�XLEX�XLI�WXSV]�MW�XSPH�JVSQ�
Green’s point of view, and I did so by inserting a few shots of the 
room’s ceiling and walls seen from her physical POV. From the very 
FIKMRRMRK�SJ�XLI�½PQ��[I�WII�[LEX�WLI�WIIW�ERH�[I�XLYW�ORS[�MX´W�
her story.

8LIR�XS�IWXEFPMWL�XLI�JEGX�XLEX�XLI�½PQ�[EW�EFSYX�+VIIR´W�TEWX��-�½VWX�
used the traditional long fade from her face to the forest. Once this 
½VWX�¾EWLFEGO�[EW�IWXEFPMWLIH��-�EPPS[IH�Q]WIPJ�EPP�OMRHW�SJ�WYFXPI�
ways for going back and forth between Green and the outside se-
quences. Green is there to give a continuity to the story and a soul 
XS�XLI�HIWXVYGXMSR�SJ�XLI�VEMR�JSVIWX��%W�XLI�½PQ�YRJSPHW��IZIV]�XMQI�
we leave Green, it is to witness more destruction, and every time 
we come back to her she looks weaker and weaker. Through this 
¾MT�¾STTMRK��Q]�LSTI�MW�XLEX�XLI�ZMI[IV�[MPP�JIIP�XLI�WYJJIVMRK�FILMRH�
XLI�HIWXVYGXMSR�VEXLIV�XLER�NYWX�WII�HIWXVYGXMSR�
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2EVVEXMZIP]�XLI�½PQ�MW�ZIV]�GPIZIV�XSS��EW�MR�XLI�PEWX�WM\�QMR-
YXIW�[I�VIXYVR�XS�XLI�XVYGO�WIIR�EX�XLI�FIKMRRMRK�SJ�XLI�½PQ�
and we discover where Green has come from. Why did you 

choose to put this at the end?

3TIRMRK�XLI�½PQ�[MXL�XLI�XVYGO�WIUYIRGI�EPPS[W�JSV�E�HVEQEXMG�
WXEVX�MR�[LMGL�XLI�ZMI[IV�EWOW�LMQ�SV�LIVWIPJ��±-W�XLMW�SVERK�YXER�HIEH�
SV�EPMZI#�;L]�MW�MX�EX�XLI�FEGO�SJ�E�XVYGO�PMOI�XLMW#²�8LI�½VWX�UYIWXMSR�
MW�ERW[IVIH�MR�XLI�JSPPS[MRK�WIUYIRGI��±=IW��XLI�SVERK�YXER�MW�EPMZI�
ERH�MX´W�REQI�MW�+VIIR²��8LI�WIGSRH�UYIWXMSR�XEOIW�XLI�[LSPI�½PQ�XS�
be answered. By putting the truck sequence again at the end of the 
½PQ��Q]�LSTI�MW�XLEX�XLI�ZMI[IV�[MPP�RS[�WII�XLI�WEQI�JSSXEKI�MR�E�
GSQTPIXIP]�HMJJIVIRX�PMKLX��XLEX�SJ�IQTEXL]��,I�SV�WLI�[MPP�RSX�NYWX�WII�
an animal at the back of a truck, but will feel the pain of an innocent 
loving and peaceful mother orangutan who has lost everything be-
cause of human greed and indifference. A victim whose imminent 
death we are all accountable for.

You’re back in the jungle as you write this. What are you 

working on at the moment? 

Yes I’m presently re-introducing an orphan captive sun bear cub into 
the forest. I’ve been involved with sun bears for the last two years 
ERH�LEZI�KVS[R�ZIV]�JSRH�SJ�XLIQ��1]�RI\X�½PQ�[MPP�FI�SR�XLI�QEK-
RM½GIRGI�ERH�XLI�TPMKLX�SJ�XLIWI�ERMQEPW��-�XLMRO�-�LEZI�E�KSSH�WXSV]�
and hope to be able to tell it in an innovative way, but my primary 
purpose is to raise awareness on the sun bears. My quest for inno-
ZEXMSR�MW�NYWX�E�QIERW�JSV�QSVI�IJJIGXMZIRIWW��-´Q�HSMRK�XLMW�RI\X�½PQ�
for the bears, like I did Green for the orang-utans, not for the sake 
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of pushing the documentary genre to its limits.

Patrick Rouxel�MW�E�*VIRGL�7[IHMWL�HSGYQIRXEV]�½PQQEOIV�[LS�LEW�FIIR�WTIGMEPMWMRK�
MR�IRZMVSRQIRXEP�½PQW�WMRGI�������,MW�6EMRJSVIWX�8VMPSK]�SJ�½PQW�EFSYX�HIJSVIWXEXMSR��
of which Green is one, have won 35 international awards. Green is available to stream 
online.

http://www.greenthefilm.com/?cat=7
http://www.greenthefilm.com/
http://www.greenthefilm.com/
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MASTERCLASS:
VISUAL STORYTELLING 

EXERCISES
We’ve compiled three exercises, recommended by master storytellers, to help you 

improve your visual prowess. All of these exercises rely on you letting go of a sense of 
immediate purpose, and going on feeling a little more than you might be used to. The 
idea is to open your eyes to images around you and to be a bit more wildly creative. 

If possible, block off a few hours to do these, without distraction.

Image foraging

Here you are simply collecting images that catch your eye. Begin in 
]SYV�LSQI�SV�SJ½GI�ERH�WXEVX�GSPPIGXMRK�ER]�MQEKIW��TLSXSKVETLW��
drawings, paintings, magazine cuttings, instagrams etc) that you feel 
drawn to in some way. You don’t have to explain why you feel drawn 
XS�XLIQ��NYWX�XVYWX�]SYV�KYX�

Do this for an hour or so a day for a full week. You might also want 
to head out into the real world with a camera and collect images 
yourself. Again, do this on gut, and head to locations that you feel 
drawn to. 

Collect all the images together in one place, printed out in front of 
you. Take each image in turn, and ask “Why is this image important 
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XS�QI#²�%KEMR��XLIVI�MW�RS�HI½RMXMZI�VMKLX�SV�[VSRK�ERW[IV��NYWX�OIIT�
an eye out for patterns or themes in your brain’s association with 
images.

2S[�XV]�ERH�KVSYT�]SYV�MQEKIW�MR�ER]�[E]�XLEX�JIIPW�VMKLX�XS�]SY��
Maybe it’s the colour, shape, pattern, or the meaning or feeling the 
MQEKI�GSRNYVIW�YT�JSV�]SY��(SMRK�XLMW�[MXLSYX�E�RIGIWWEV]�TYVTSWI�
or result lets you relax and allows your brain to play with images 
more freely. This is important.

Finally, try and arrange some of the images together to create a 
moveable linear sequence. What secondary meaning is created by 
combining two or more of your images together in sequence? 

Storyboarder

It’s no secret that if you want to emulate someone you really admire, 
you have to start by copying them. Hunter S. Thompson retyped F 
Scott Fitzgerald’s The Great Gatsby in order to learn his writing style.

This exercise lets you do the same with pictures. You’ll need a pen 
and an empty notebook of white paper. Fill each page with dozens 
of small square frames, and keep them quite small. 

Then pick a movie you love, by a director whose visual style you 
would like to emulate. Your task is to draw each and every shot as it 
ETTIEVW�SR�WGVIIR��4VIWW�TPE]�ERH�XLIR�UYMGOP]�WXSV]FSEVH�XLI�½VWX�
WLSX�MR�XLI�½VWX�TERIP��%W�WSSR�EW�XLIVI�MW�E�GYX��TVIWW�TEYWI��ERH�
draw the next shot. Repeat for the entire movie.
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While you’re drawing, keep your mind open to how each shot is 
GSQTSWIH��XLI�WLETIW��XLI�GSPSYVW�IXG��FYX�QSVI�MQTSVXERXP]�[EXGL�
LS[�IEGL�EHNSMRMRK�WLSX�EHHW�QIERMRK�MR�]SYV�QMRH��;LEX�½PQW�
should you do? Former Pixar animator Emma Coats, who originally 
WYKKIWXIH�XLMW�I\IVGMWI�SR�LIV�FPSK��SJJIVW�XLMW�EHZMGI�

±7TMIPFIVK�MW�KVIEX�JSV�XLMW�FIGEYWI�LI´W�FSXL�IZSGEXMZI�ERH�IJ½GMIRX��
Michael Bay is good at what he does, but part of what he does is cut 
so often that you will be sorry you picked his movie to draw from. 
,ERIOI�MW�QEKRM½GIRX�EX�[LEX�LI�HSIW��FYX�GYXW�WS�PMXXPI�XLEX�]SY�[MPP�
[MRH�YT�[MXL�XLVII�HVE[MRKW�SJ�E�GLEMV��4IXIV�.EGOWSR©�LI´W�KVIEX��
FYX�RSX�IJ½GMIRX��-J�]SY�PSZI�E�7TMIPFIVK�QSZMI�IRSYKL�XS�WTIRH�E�
month with it, do yourself a favour and use Spielberg.”

8LMW�I\IVGMWI�[MPP�XEOI�E�PSRK�XMQI��MX´W�SRI�XS�KMZI�ER�LSYV�E�HE]�JSV�E�
QSRXL��&YX�MX´W�XLI�FIWX�[E]�-´ZI�WIIR�XS�HMWWIGX�E�½PQ�WLSX�F]�WLSX��-J�
]SY�[ERX�XS�FI�E�ZMWYEP�WXSV]XIPPIV��[EXGLMRK�½PQW�NYWX�MWR´X�IRSYKL��

8LI�RI\X�½ZI
This exercise was also published originally by Emma Coats and it’s 
about improvising storyboards.

Start on Flickr and select a random image, preferably one with a 
TIVWSR�MR�MX��8EOI�XLMW�MQEKI�ERH�XLIR�WXSV]FSEVH�½ZI�WLSXW�JSPPS[MRK�
on from this image which could make a story. It doesn’t matter what 
WLSXW��NYWX�YWI�]SYV�MQEKMREXMSR��

http://storyshots.tumblr.com/post/42768317672/drawing-from-films-drawing-from-films-is-a
http://storyshots.tumblr.com/post/43499117981/next-five-shots-exercise-based-off-this-photo-the
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EPILOGUE

Share

Thank you for reading the second issue of Inside The Story Maga-
zine. It’s taken many hours to produce, plus the help of some superb 
contributors. I hope you’ve found it useful and inspiring.

-J�]SY´ZI�IRNS]IH�MX�MR�ER][E]��TPIEWI�WTVIEH�XLI�[SVH�XS�ER]SRI�
you know who cares about telling compelling stories, no matter the 
medium.

If you’ve got anything to say about this issue, good or bad, please feel 
JVII�XS�IQEMP�QI���IHMXSV?EXALSXTYVWYMX�GS���-´PP�HS�Q]�FIWX�XS�VI-
spond to every single email I receive.

Contribute to Issue 2

Do you have something new to say about storytelling in the digital age?

In the following editions of this magazine I want to feature the ideas 
and work of other people with something to say. If you have some 
ideas or wisdom you want to share please send a short pitch to 
IHMXSV?EXALSXTYVWYMX�GS

We’re looking for articles between 1,000 - 2,000 words, and writers 
who get published are offered 10% of the revenue from the sale of 
that copy of the magazine.
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I’m interested in insightful comment, research and general articles, 
but please, no “10 top tips” pieces or product placements.

The third issue of Inside Story Magazine, published July 2013, is all 
about interactive storytelling, so if you have expertise or fresh ideas 
about this then I’d be very interested to hear from you.
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