SINTRODUCTIONT

MY OLD PAL MA77 FEAZELL
CALLED THE OTHER DAY.

S0, SCOTT, WHAT'S YOUR
NEXT PROJECT GOING TO BE
NOW THAT gU'VEJINISHED

WELL, IT'S A BIT HARD

{ TO pféck/;f, MATT TS

SORT OF A COMIC BOOK
ABOUT CDMIC‘J‘/

NOT EXACT7LY, NO...
ALTHOUGH THERE 1S SOME
HISTORY /A 1T... 1T'S MORE
AN EXAMINATION OF THE

R,

ART-FOR/M OF COMICS,
WHAT IT'S CAPABLE OF,
HOW 1T WORKS

YOU KNOW, HOW DO WE

DEFINE comcs WHAT ARE

THE BAS/C £L MF/V?'J'

OF COMICS, HOW DOES Tl

MIND chfs.r THE LANGUAGE
F COMIC!

I HAVE A CHAPTER ON
CLOSURE—ALL ABOUT
WHAT HAPPENS &7V
THE PANELS, THERE'S ONE ON
HOW J7/E FLOWS 'rmzouen
COMICS, ANOTHER ON T

R S
/CTURES AND
STORY7ELLING.

I EVEN PUT TOGETHER A NEW
IVE M

M
OF THE £
AND ITS IMPLICATIONS FOR
COMICS AND FOR AR7 /N

o

=




UNDERSTANDING COMICS



WHEN I WAS A
LITTLE KID

T KNEW
EXACTLY

WHAT COMICS
WERE.

COMICS WERE THOSE
BRIGHT, COLORFUL
MAGAZINES FILLED

WITH ZAD AR7,

STUPID STORIES

AND GUYS IN
TIGHTS.

1 READ
BOOKS, NATURALLY.
I WAS MUCH TOO
LD FOR
comics!

BUT WHEN I WAS IN 8# GRADE A
FRIEND OF MINE _( WHO_WAS A LOT

R7ER THAN I WAS ) CONVINCED
ME TO GIVE COMICS ANGTHER LOOK
AND LENT ME HIS COLLECTION

© »x\\ /@
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IN_LESS THAN A
AR, 1 BECAME
Y

TO PRACTICE,
PRACTICE,
PRACTICE/

BUT WHENEVER I

I FELT THAT
THERE WAS SOMETHING
IRAT

o IN_COMICS...
SOMETHING THAT HAD
NEVER BEEN DONE.

THE PROSBLEM
'WAS THAT FOR MOS7
PEOPLE, THAT WAS
WHAT “comic 00K
7

DON'T_GIMME THAT

IF PEOPLE FAILED TO
TAND

CIMICS CoultD e
700 NARROWLY..




-~ WHILE NOT BEING
SO BROAD AS TO
INCLUDE ANYTHING
WHICH 1S CLEARLY
MNOY ComiCs.

"COM/ICS "

1S THE

THE MEDIUM /7SELE,
NOT A SPECIFIC
OBJECT AS “comic
BOOK * OR “COMIC
S7R/P” DO.

SEE PAGE 216 FOR COPYRIGHT INFORMATION.




HOWEVER, NOTICE THAT
F THIS DEFINITION IS
STRICTLY VEUTRAL
ON MATTERS

TAKEN //von//pwuty
THE PICTURES
ARE MERELY WAT--
PICTURES.

MUCH HAS ALREADY
BEEN WRITTEN ON
THE VARIOUS SCHO0LS

suT TO DEF/IVE
MICS, WE MUST
FIRST DO A LITTLE
AESTHETIC
SURGERY
AND SEPARATE
FROM
CONTENT/




THE_ARTFORM - THE MED/UM -~ KNOWN THE “CONV7ENT" OF
AS COMICS IS A PESSEZ WHICH CAN
HOLD ANY NUMBER OF /DEAS AND IMAGES.

THE 7R/CA~
IS _TO NEVER
MISTAKE THE
MESSAGE -~

SWHEEEEZ®

AR KAFI:

GLUGH- 66(-4

AT ONE
TIME OR ANOTHER

VHZTUF\LL‘/ ALL THE

AT MEDIA HAVE

IZECENED CRITICAL
EXAMINATION.

IN_ AND OF
THE/MISELVES.

*EISNER'S OWN COM/CS AND SEQUENTIAL AR7 BEING A HAPPY EXCEPTION

:GLUGH

--FOR THE
MESSENGER.

\co ice O

Z

BUT FOR COM/CS,
THIS ATTENTION
HAS BEEN

RARE. *
LET'S SEE

\F WE
CAN HELP REC7/FY
THE SITUATION.




ER'S

LET'S SEE
IF_WE CAN EXPAND
IT_TO A PROPER
DICTIONARY-STYLE
DEFINITION SOMETHING A i =
| LITTLE MORE
SPECIFICZ,

> —
1 2,//////’//////”/ - ISN'T ANIMATED

B )~ FILM JUST V/SYAL

i ot ART IN SEQUENCE:
U
ANIMATION?”
BEG
PARDONT

AN

EACH SUCCESSIVE FRAME OF A MOVZE 1S
PROJECTED ON EXACTLY THE SAME SPACE --THE
SCREEN -- WHILE_EACH FRAME OF COM/CS MUST

OCCUPY A DIFFERENT SPACE

COMICS ARE

=

* JUXTAPOSED= ADJACENT, SIDE-BY-SIDE
GREAT ART SCHOGL WORD.



DOES IT HAVE
TO SAY ‘@Ar7 "7
ANYWAY, DOESN'T THAT IMPLY
THIS SHOULD SOME_SORT OF
MAKE IT A BIT VALUE JUDGMENT 7,
MORE SPECIFIC.

JUXTAPOSED
SEQUENTIAL

==k

PROJECTED,

JUXTAPOSED
SEQUENTIAL
STATIC
IMAGES

NOW IT
SOUNDS KIND OF
ARBITRARY.

OH, 1T DOESN'T #AVE
TO CONTAIN WORDS
TO BE COMICS...
LETTERS ARE $7A7/C
IMAGES, RIGHT?

WHEN THEY'RE

DEFINITION
DESCRIBE

WORDS 77|




NO, I MEAN 1T/

OKAY, E N
HOW BATMAN T ~ o~ 74
55 JUXTAPOSED ey W
SoUNDY PICTORIAL
AND OTHER
IMAGES IN
DELIBERATE

A

"N . SEQUENCE

2
WELL, ANYWAY, THIS
SHOQULD DO FOR VoM.

N

WE'LL JUST 7YPE
T ADD ALTTILE plural in form,

c
THE
‘OF COMICS, AND-- used with a singular verb. 1.

h‘—_—/ Juxtaposed pictorial and other

T ADMIT THIS

images in deliberate sequence,

intended to convey information

and/or to produce an aesthetic
se in the viewer.

MOST BOQKS AgOUT
COMICS BEGIN
--PERHAPS SHORTLY BERORE
WE CAN SHED
SOME VEW LIGHT
ON THE #/S70R> THINK WE CAN
OF COMICS. VENTURE A BIT

/ --AND
N MOJ‘7 CASES,
THIS 1S THE OMZ
DEF‘IN!TION 'WE'RE
KELY TO

NEED FARTHER THAN 4
ﬁx war A
\‘_—
|
1
SEQUENTIAL Al
ART ! i




T | |

\CTUALLY, )

A
{ [ FARTHER/

1spo | 1600 | [ 1700 |8})o | ] 1900

ERE'S
JUST A PIECE OF THE
e 5 2o roer sone
RE-COL] K/GHI‘ - COLORED, PANTED
FICTURE MANUSCRIET S L it ORERT
"DISCOVERED' BY CORTES MILITARY. AND POLITICAL HERO
AROUND 7479, G-DEER *7IGERS-CLAW."*

15 IT COMICS 7 YOU BET
/ WE CAN EVEN READ soME r

* OR "OGELOT'S GLAW" DEPENDING ON WHOSE BOOK YOU READ.
THIS SEQUENCE IS BASED ON A READING BY MEXICAN HisTORIAN 10
AND ARGHAEOLOGIST ALFONSO GASO.



FIRST, WE SEPARATE
WORDS FROM P/CTURES.

THEN REVERSE IT
AND STRAIGHTEN IT
THE ORIGINAL
READ RIGHT-TO-LEFT
AND Z/GZAGGED.)
AND FEG/NV-

8-DEER
*TIGER'S
CLAW®

(ANAME)

THE YEAR: JO49 AD
THE DATE: MAY 3~

THE PLACE: RIERE /
3

11 HOUSE 12 MONKEY
(A DATE )

SoD
XIPE'S
BUNDLE

(GLYPH FOR PLACE WHOSE
NAME WE DON'T KNOW.)

QUR HERO, 8-DEER "7IGERS CLAW,
CONQUERS THE PLACE AND CAPTURES THE
9-YEAR-OLD PRINCE, 4-WIND "SERPENT
OF FIRE."

B8-DEER ALSO CAPTURES THE PRINCE'S OLDER
BROTHERS, /0-DOG "EAGLE COPAL BURN/NG |
AND 6-HOUSE “ROVV OF FLINT KN/VES * AND
PUTS EM ON ICE.

THE FOLLOWING YEAR, E-DEER AND

( PROBABLY) HIS BROTHER, DISGUISED

AS 7/GERS, ENGAGE IN SACRIFICIAL
GLAD/TORIAL COMBEAT WITH THE PRINCE,
/0-DOG, AND ANOTHER WARRIOR DISGUISED
AS DEATH.

8-DEER KILLS THE
OTHER PRINCE,
~HOUSE "ROW OF
FLINT KNIVES
EIGHT DAYS LATER.

¥WE KNOW THE YEAR; I'M JUST GESS/MG AT THE DATE REPRESENTED BY 12 MONKEY '



HUNDREDS OF YEAR THIS 230 FOOT LONG
BEFORE CORTES BEGAN COLLEC'HNG o
12
D,

COMICS, FRANCE PRODUCED THE
STRICNGLY SIMILAR WORK WE
LSO THE IH)WA’TAPEJ’//?)’)

FAR FROM D/SQUALIFYING PERENNIAL EXCEPTION W/ZL E/SVER.
THESE AS COMICS, I THINK
MODPERN COMIC BOOK ARTISTS

<
cowcs sevoND
| MruE/V/qu

K 1S A BIT
t TRICKIER.

AT FIRST GLANCE,
EGYPTIAN HIERDOGLYPHICS
WOULD SEEM TO FIT
QUR DEFINITION
JUXTAPOSED PERFECTLY.
PICTORIAL
AND OTHER BUT MUCH
TMAGES IN DEPENDS ON OUR USE
THE WORD
DELIBERATE 2 .
SEQUENCE PICTOR/AL.
: 4




- READING ZEF7 7O RIGHT — AS WITH THE MEXICAN CODEX,
WE SEE THE FYEN7S OF THE THERE ARE NO PANEL BORPERS PER SE,
CONQUEST, IN DELIBERATE BUT THERE ARE CLEAR DIVISIONS OF SCENE
CHRONOLOGICAL ORPER BY SUBJECT MATTER.
UNFOLD BEFORE OUR VERY
EVES. ) —

VoD e

DUKE WILLIAM REMOVES HIS HELMET TO RALLY HIS SOLDIERS

EGYPTIAN PAINTING 1S ANOTHER

THUS,
THEIR REAL
DESCENDENT.

3 1S 7HE WRITTEN
%Tﬂé @ WORD AND NOT
COMICS.

"ses tu bafu
abta, hennu-nek
pafu amenta

“FOLLOW
THEE, THE SOULS.
OF THE EAST.
THEE, THE SOLLS
OF THE
WEST."

I HAD BEEN TRYING TO FIND SEQUENCE IN EGYPTIAN
PAINTINGS FOR Y£A&S WHEN I BEGAN THIS BOOK AND
WAS READY TO CALL IT QUITS -~

-=UNTIL T

DISCOVERED THAT PICTURE!




NN
ﬂ’} i ’=U
L\M’\' N

THE TOMB OF MENNA; GOING -
AN ANCIENT EGYPTIAN UP -

SCRIGE. ) THISTiMe? T )

== AS WOULD BE NS )

DONE 2,700 YEARS

—

]
Z£A7ER N MEXICO, THE ]
EGYPTIANS READ THEIR / |
COMICS Z/G -ZAG.
1600 1400, [ 1300 511.
== T
* MORE NVEARLY COMPLETE, ANYWAY.

STARTING AT THE = THEN CARRYING IT IN BASKEZS TO A 7HRESHING LOCATION.
LOWER LEFT, WE (IN_THE BACKGROUND TWO GIRLS FIGHT OVER BITS OF WHEAT
SEE THREE WORKERS LEFT BEHIND, AS TWO WORKERS SIT UNDER A TREE, ONE SLEEPING,
REAPING WHEAT WITH ONE PLAYING THE AZUTE!)
THEIR SICKLES--

X
...W
AR

s

KD ”‘( 0
»’.‘.’.‘nuo X

«W

PAINTING TRACED FOR BLACK
AND WHITE REPROBUCTION 14



THE SHEAVES ARE
THEN RAKED OLT
INTO A 7H/ICK
CARPET OF WHEAT.

THEN OXEN TREAD
KERNELS OUT OF
THE HUSKS.

S

i
B
EU o

NEXT, PEASANTS
SEPARATE THE WHEAT
FROM THE CHAFF.

OLD MENNA HIMSELF
LOOKS ON--*

--AS LOYAL SCRIBES
RECORD THE YIELD
ON THEIR TABLETS.

NOW AN OFFICIAL
USES A MEASURING
ROPE TO SURVEY
THE LAND AND
DECIDE HOW MUCH
WHEAT IS OWED IN
TAXES.

/ ATIAVAAY:

AND AS MENNA WATCHES, FARMERS
ZATE N PAYING THEIR TAXES ARE BEATEN.

T'LL GLADLY
ADMIT THAT 1

HAVE VO /DEA
WHERE OR WHEN
COMICS ORIGINATED.

LET ERS
WRESTLE WITH
7HAT ONE.

T'VE ONLY SCRATCHED
IRFACE IN

SHOULD BE EXPLORED.

S
ONE EVENT WHICH
LOOMS AS LARGE
IN_COM/CS HISTORY
AS 1T DOES IN THE
HISTORY OF THE
WRITTEN
WORD.

* FACE GOUGED OUT BY FLITURE GENERATIONS OF LEADERS




ART RESTORED FOR GLARITY -~ OTHERWISE UNCHANGED.

THE SOPHISTICATION OF
THE PICTURE-STORY DID GROMY,
HOWEVER, REACHING GREAT

HEIGHTS 1N THE NIMBLE HANDS OF
HERE IS

WILLIAM HOGARTH. |, . [ERE 1S (ABOUT
ONE TWENT7IET?) OF THE

SIX-PLATE PICTURE-STORY
“A_HARLOT

MOTIVATED BY STRONG
O SOCIAL CONCERNS.

16

WITH THE INVENTION
OF PRINTING? THE
ART-FORM WHICH HAD

POWERFLL NOW
COULD BE ENJOYED
BY EVERYONE”

WORD HAS 1T THIS
GUY WAS A VERY
POPULAR CHARACTER.

SECOND PLATE FROM HOGARTH'S [ ®

MAYBE T SHOULDN'T SAY "INVENT"
EUROPEANS WERE A BIT LATE IN
DISCOVERING PRINTING



HOGARTH'S STORIES WERE
FIRST EXHIBITED AS A SERIES
OF PA/NT/NVGS AND LATER SOLD
AS A PORTFOLIO OF
ENCR

. R

BOTH THE PAINTINGS AND = =

ENGRAVINGS WERE DESIGNED

TO BE VIEWED S/DE-&Y-S/PE
= IN SEQUENCE!

AVINGS.

GRRR!!

S|

UNFORTUNATELY,
TOPFFER HIMSELF
FAILED TO GRASP
AT FIRST THE FULL
POTENTIAL OF HIS
INVENTION, SEEING
1T AS A MERE DJVERSION,
A SIMPLE H0BBY.,

THE FATHER QF THE MODERN COMIC IN MANY WAYS
1S RODOLPHE TOPFFER, WHOSE LIGHT SATIRIC PICTURE
STORIES, STARTING IN THE MID-1800's, EMPLOYED
CAR7OONING AND PANEL BORDERS, AND FEATURED
THE FIRST INTERDEPENDENT COMBINATION OF
0, AND PICTURES SEEN IN EUROPE .

TRANSLATION BY E. WIESE }

“IF FOR THE FUTURE,

A
i

HE [TOPFFER] WOULD
CHOOSE A LESS

ST
HIMSELF A LITTLE, HE
WOULD PRODUCE

1INGS BEYOND ALL
CONCEPTION.”

Gocthe

e

7,

EVEN SO, TOPFFER'S

CONSIDERABLE, IF
ONLY FOR HIS
REALIZATION THAT

HE WHO WAS NEITHER
ARTIST NOR WRITER-=

-~ HAD CREATED AND
MASTERED A FORM
WHICH WAS AT ONCE
BUO7H AND NETTHER.

A LANGUAGE
ALL ITS OWN.




BRITISH CARICATURE MAGAZINES
KEPT THE TRADITIONS ALIVE AND AS
THE 207% CENTURY DREW NEAR, THE ¢ cowcs
E CALL COMICS BEGAN TO APP
NGRS THRIVE IN A STEADY
STREAM OF WAKING DREAMS THAT
HAS YET TO ABATE.

BUT EVEN IN
S CENTURY,
QOUR DEFINITION CAN

JUXTAPOSED
PICTORIAL
AND OTHER
IMAGES IN
DELIBERATE
SEQUENCE

SOME OF THE MOST /MSP/RED AND INNVOVATIVE CONCS
OF QUR CENTURY HA\IE NEVER RECEIVED RECOGNITION A8 COMICS,
NOT SO N\\JCH N SPITE OF THEIR SUPERIOR QUALITIES

S EECALUSE OF THEM.

FOR MUCH
OF THIS CENTURY, o
G000 THE WORD "COMICS"
NEG,‘V’V! CDIWVOWWWVS
.24, THAT MANY OF COMICS MOST
DEVO7ED PRACT7/TIONERS
HAVE PREFERRED TO

bog

g

of
N
s
az
ho
3
d
@9

“CARTOONISTS !
o]

DI T

AND S0, COMICS”
LOW SELF-ESTEEM IS
\S‘ELF PEEPHHAWIVG’

HE HISTORI

N
OBSCURED &Y ghes
NEGATIVITY.

WOODCUT ARTIST LYNVD WARD 1S ONE SUCH MIISSING LINA .
WARD'S SILENT “WoODCU7 NOVELS* ARE POWERFUL MODERN FABLES, NOW
PRAISED BY COMICS ARTISTS BUT SELDOM RECOGNIZED A8 COMICS.




' ARTISTS LIKE WARD AND BELGIAN N THER DEFIVITION
VS MASEREEL SAID MUCH THROUGH | OF COMICS, 7HEN AS

T WOODEUTS AGOUT THE POTENTIAL OF Ny, WAS'SinipLy o0
COMICS, BUT FEW IN THE COMICS COMMUNITY
OF THE DAY COULD GE7 7H& MESSAGE.

THIS 182 PLATE
SEQUENCE OF COLLAGES
IS WIDELY CONSIDERED

TEACHER WOULD DREAM
OF CALLING IT
“COMICS "/

YET, DESPITE
THE LACK OF A
CONVENTIONAL STORY,
THERE 1S NO MISTAKING
THE CENTRAL ROLE WHICH
SEQ PLAYS
IN THE WORK. ERNST
DOESN'T WANT YOU T0
MASE THE THING,

HE WANTS YOU TO
READ 1T/ %3




IF WE DON'T EXCLUDE

MEANWHILE, P/ICTURES

IV SEQUENCE ARE FINALLY BEING

- RECOGNIZED AS THE EXCELLENT
oM/wu/wc 7/0N TOOL THAT THEY

ARE, BUT §7/LL NOBODY REFERS TO

THE! M AS COMICS ! "DIAGRAMS ™

SOUNDS MORE DIGIVIFIED,
I SUPPOSE.

FROM SVA/NED GLASS
WINDOWS SHOWING BIBLICAL
SCENES IN ORDER TO MONVET'S
0 SER/ES PAINTINGS, TO YOUR CAR
OWNER'S MANVAL, CONICS TURN UP
ALL OVER WHEN SEQUENTIAL ART
1S EMPLOYED AS A DEFINITION

o TvE SUBGESTIONS,

THANKS 70 MATT FE

IN J‘OME couNTerEs

SUCH SINGLE PANELS

com.ics (kom'iks)n. plural in form,
MIGHT BE CLASSIFIED
S _‘comiC ART *

used with a singular verb. 1.
Juxtaposed pictorial and other
images in deliberate sequence,
intended to convey information
and/or to produce an aesthetic
response in the viewer.

IN THE SENSE THAT

OFTEN LUMPED
IV WITH COMICS,
YET THERE'S NO
SUCH THING AS
A SEQUENCE
OF ONE/

FOR ALL
THE DOORS THAT
OUI? DEF!NIT!ON OPF/VJ'
S ONE
06'

“Mommy, why ain't [
; o

20



BUT I SAY THEY'RE

THEY ARE
CAR7‘00MS‘
AN -rus;zs “is A
LONG-STANDING
RELATIONSHIP
ETWEEN
COMICS AND
CARTOONS

~-BUT THEY ARE NOoT
THE IE 7H/NG/ ONE IS AN
APPROACH TO P/CTURE-JTAKING -- A
$7YZE, IF YOU LIKE --WHILE THE OTHER
1S A MEDIYM WHICH OFTEN EMPLOYS
THAT APPROACH

MORE ON
THIS ZA7ER.

THIS SAME S/VGLE A GREAT MAJORITY OF MODERN COM!CS OF COURSE, IF

PANEL MIGHT ALSO DO FEATURE WORDS AND PICTURES I ANYONE WANTS TO

BE LABELLED COMICS COMBINATION AND IT'S A SUBJECT WORTHY OF WRITE A BOOK

FOR ITS JUXTAPOSITION STUDY, BUT WHEN USED AS A DEF/N/770N TAKING THE OPPOSITE|
ND FOR COMICS, I'VE FOUND IT TO BE A LITTLE E

TOO RES7TRICT/VE FOR MY TASTE

OF WORDS A
Q\JEES

“Mommy , why aind] |
Juxtaposed 77 A

F comics’ ND_7A/S TIME,
SPECTACULARLY VARIED THE SECRET IS NOT IN
7 1S_ANY INDICATION, WHAT THE DEFINITION
162 Fg,;m& \{'wtu. BE SAYS BUT IN WHAT IT
m vuz'ru LLY 74 207 SAY,
EDICT USING TH ESN'T
STANDAEDS oF The
PRESENT.

BUT OUR
DEFINITION
CAN OFFER US
SOME CLUES.

g
3




i FOR EXAMPLE, OUR
LS DEFINITION SAYS NOTHIN

L DaDR e W S AR R

; NOTHING

BIOGRAPHY - HORROR . ABOUT FANTASY/S CIENCE-
ROMANCE SURREALISM EICTIONOR KEADER.

. BLANK HISTORICAL i
VERSE FICTION co L L A
© EPIC - 5 i
POETRY fﬂs NP FOLK TALES & WSENRES
SOCIAL ' SEQUENTIAL EROTICA M OUR DEFINITION,
ALLEGORY WL MYSTERY
- ADAPTATIONS RELIGIOUS

g, TOPICS : B PROSE Ok
STREAM - . POETRY.

OF CONSCIQUSNESS
© . SATIRE

NOTHING 1S SAID ABOUT PAPER
AND VXK. NO PR//V?WVG PROCESS

TECHN/L'A[ PEMP OR ZBR/STOL 8¢
. INDSOR WIDIVF/IVESYJ‘A’ 73
. JERIE‘J‘ 7 NUMTER
BRUSHES”

ARE RULED OUT

BY OUR DEFINITION

NO 7D0LS ARE
PROHIBITED.

THERE 1S NO MENTION OF SZACK
L/NES AND FLAT COLORED /IVA’ NO
CALLS FOR EXAGH GERATEDA IATOMY
FOR REPRESENTATIONAL ART

OF ANY KIND.

NO
SCHOOLS OF ART
ARE BANISHED

BY OUR DEFINITION
Nu PIJ/LUJOPI‘IIES
0 MOV TS,
NO WA J'
SEEING ARE
OUT OF
BOUNDS/




THOSE OF YOU WHO - HOWEVER MUCH WE MAY TRY 2 I'LL DO MY ZE57
VY IN THE FOLLOWING
CP}APTERS TO $HED

TIMES THAT THIS
WORLD IS ONLY
IVE --

THERE ARE
S0 MANY COMICS
IN PRINT TODAY'
THAT 1T WOULD TAKE
AN ARMY OF READERS
TO STUDY THEM
ALL.

--OF
MANY
POSSIBLE
WORLDS/

A NVEW GENERATION

WILL NO DOUBT REJECT|

WHATEVER THIS ONE .

FINALLY DECIDES TO 5 AND

ACCEPT AND TRY B SO THEY
SHOULD.




'(;] e vocaBuLARY OF comics.

T

HERE'S A PAINTING
BY MAGRITTE CALLED "74€
TREACHERY OF IMAGES."

THE INSCRIPTION 1S IN
FRENCH. 7RANSLAZED, IT MEANS
THIS IS NOT A PIPE”

T T

THIS IS A
PAINTING
OF A PIPE.

SEE PAGE 216 FOR MORE INFORMATION.




WELL, ACTUALLY, THAT'S
PRONG. THIS IS MOT A

PAINTING OF A PIPE, THIS IS
A DRAW/NG OF APAINTING
OF A PIPE <

NOPE. WRONG AGAIN.
D COPY OF A

IT'S A PRINTEL
DRAWING OF A PAINTING
OF A PIPE

- g
TEN $7X, IF you
FOLD THE PAGES

BACK.

DO YOUu \
HEAR WHAT I'M
SAYINGT

IF YOU DO, HAVE YOUR
£ARS CHECKED, BECAUSE
NO ONE SAID A WORD.




THESE ARE NOT IDEAS.

e

THIS 1S NOT

DEHOYA =
1

THESE ARE NOT PEOPLE

A LEAF

THIS IS NOT MUSIC.

WORLD OF THE
v

THIS 1S NOT\ /MY VOICE.

THIS 1S NOT SOUND.

THIS 1S NOT LAW.

THIS 1S NOT ME.

THIS IS NOT A CAR.

THIS 1S NOT FOOD. 0

JUNDRA ( N7

P THESE ARE NOT SEPARATE
THIS 1S NOT A THISHS Nor MOMENTS.

26



NOow, THE WORD
/CON M
MANY THINGS

THE SORTS OF

THESE ARE THE
IMAGES WE USE TO
REPRESENT COUMCEFTS,

N
PHILOSOPHIES.

ﬁ FOR THE PURPOSES OF

”- TH|S CHAPTER, IM USING 'IHE

t RD “7CONV " TO M

|M&GE USED TO REPRESENT A

A PERSON, PLACE, THING OR
/DEA.

THAT'S A BIT BROADER
THAN THE DEFINITION
IN MY DICTIONARY,
BUT IT'S THE CLOSEST
THING TO
NEED

HERE

/ SymBOL” (S A
BIT TOO LOADED
M

THEN THERE

ARE THE ICONS

| OF ZANGUAGE,
'C/ENCE AND

COMMUNICATION.

AND FINALLY, THE ICONS WE CALL P/CTURES:
IMAGES DESIGNED TO ACTUALLY RESENVIBLE

THEIR SUBJECTS.

=N
S

D J‘ /
%»y 3

BUT

AS RESEMBLANCE

VARIES, SO DOES THE

LEVEL OF ICONIC
CONTENT.

OR 70 PUTIT
SOMEWHAT CLUMSILY,
SOME PICTURES ARE
JUST MORE ICONIC

THAN OTHERS.




IN THE VO/V-

PICTORIAL ICONS,

IN PICTURES,
HOWEVER,

EV =) £
MEANING IS @ &
LL//2 AND
/A 8 >
ACCORDING TO
R

APPEARANCE
THEY DIFFER FROM
REAL-LIFE"
APPEARANCE
TO_VARYIN

CBBEOD

&)

)

Yol
D)
)

el [
@

4

d

BUT IN PICTURES

HE Z L OF
ABSTRACTION VIIIES_
SOME, LIKE THE
FACE IN

THE
PREV/OUS Pl
SO CLOSELY RESEMBLE

0
%

LIKE

T

117 03
f\: LETS

Y,

FICTORIAL
/CONS

EE IF WE
i/ CAN PUT THESE

CDMMON
™M HOLDS

THERE ARE
MANY THINGS THAT
SET THESE APART FR(
ACTUAL FACE! S"THEY KZE

L CoLo:
BUT AS PICTORIAL ICONS
GO, THEY ARE PRETTY
REALISTIC”




ONLY
OUTLINES

SOMEWHAT
R

T
1S _7H/S STYLE

OF DRAWING
FOUND IN MANY
ADVENTURE
COMICS.

AS ‘WE CONTINUE
0 ABSTRACT AND
\YWPAIF)’ OUR IMAGE,
WE ARE MOVING FURTHER
AND FURTHER FROM THE
REAL

OTHERSY

WHAT
1S THE SECRET
OF THE ICON
WE CALL--

29



WHY WOULD ANV)YONE, N
YOUNG OR OLD, RESPOND TO A
| CARTOON AS MUCH OR MORE
3 THAN A REALIST7C
IVMAGE 7

HY 1S OUR CULTURE SO /N
THRALL TO THE S/MPLIFIED
EALITY OF THE CARTOON?

»

DEFINING THE

AMPLIFICATION
THROUGH
SIMIPLIFICATION.

BY STR/PPING
DOV AN IMAGE
TO ITS ESSENTIAL
MEANING,” AN ARTIST
CAN AMPLIFY THAT
MEANING IN A WAY
THAT REALISTIC
ART CAN'7.

DETAILS.

30

SEE PAGE 216 FOR COPYRIGHT INFORMATION.



FILM CRITICS WILL
SOMETIMES DESCRIBE

THOUGH THE TERM 1S OFTEN USED

DISPARAGINGLY, T CAN BE EQUALLY
WELL APPLIED TO MANY 77//IE-72
CLASS/CS. SIMPLIFYING CHARACTERS AND
IMAGES TOWARD A PZIRPOSE CAN BE AN
EFFECTIVE TOOL FOR STORYTELLING IN
ANY MEDIUM

CARTOONING IS
JUSTTA WAY OF WAWI/VG
IT'S A

EEING 7

THE ABILITY OF
CARTOONS TO Focs)|
ATTENTION ON
AN IDEA 1S, I THINK,
AN IMPORTANT PART
OF THEIR SPECIAL
POWER, BOTH IN COMICS
AND IN DRAWING
GENERALLY.

T

(5 5 =

A FEW

THOUSANDS

MILLIONS (NEARw) ALL

ANOTHER 1S THE
LINIVERSALITY OF CARTOON
IMAGERY. THE MORE CARTOONY A
FACE IS, FOR INSTANCE, THE MORE

OPLE IT COULDB SAID TO
R/BE.

BUT I BELIEVE 'THERE$
SOMETHING MORE
‘WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON"ESPEC)ALLY
OF A HUM,

WHICH WARRANTS

FURTHER
INVESTIGATION

N
€

WHAT

REALLY

THE FACT THAT
YOU N

CAPABLE OF TAK!NG
A CIRCLE, TW0 DOTS

AND A Z//VE AND

TURNING THEM INTO
A FACE 1S

NOTHING SHORT OF

ARE YOU

SEEING 7

BUT STILL MORE
INCREDIBLE IS THE

T AVOID
SEEING A FACE HERE.|
YOUR MIND W;)N’T
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NOW --YOU'LL FIND
THAT NO MATTER
WHAT THEY ZOOK
LIKE, EVERY SINGLE

ASK A FRIEND TO DRAW
YOU SOME SHAPES ON A
PIECE OF PAPER. THEY
SHOULD BE CLOSED
CURVES, BUT OTHER-

FACE WITH ONE SIMPLE
ADDITION

YOUR MIND HAS NO
TROUBLE AT ALL
CONVERTING SUCH
SHAPES INTO FACES,
YET WOULD IT EVER
MISTAKE 7475~

O,

Ryl
——

QAN

N

WE
HUMANS
ARE A
SELF-CENTERED
RACE

; o
= 1H
. I
) %

N



OURSELVES
N
EVERYTHING. A&

ASSIGN
IDENTITIES
AND EMOTIONS

AND WE
MAKE THE
WORLD QVER
IN OUR
TMAGE




FACING
OU7WARD.

WORN FROM
THE DAY YOU
WERE BORN.

SEEN BY
EVERYONE
YOU MEET.

THAT'S
WHAT 1T /8,
AFTER ALL

SLAVE TO
YOUR EVERY
MENTAL
COMMAND.

OPEN
1TS EYES
NOw.




C'MON,
NOBODY'S
LOOKING.

ALL SET?
GOOD.

YET, YOU KNOW
YOU SMILED/ NOT

GOOD. NOW, WHAT
'GEL WHEN

YOU SMILEDZ WHAT

DID YOU SEE?

YOU TRUSTED THIS
MASK CALLED YOUR
FACE TO RESPOND!

BUT THE FACE YOU

SEE IN YOUR M/ND

IS NOT THE SAME AS
IERS SEE!

WHEN TWO PEOPLE INTERRACT, THEY USUALLY LOOK DIRECTLY
A7 ONE ANOTHER, SEEING THEIR PARTNER'S FEATURES IN
VIVIiD DETANL.




EACH ONE 4[\5’0 SUSTAINS A CONSTANT AWARENESS OF HIS OR SOMETHING
R OW/V FACE, BUT 74/8 MIND-PICTURE IS NOT NEARLY SO AS SIMPLE
VIVID JUST A SKETCHY ARRANGEMENT... A SENSE OF SHAPE,, AND AS
A SENSE OF GENERAL PLACEMENT. BASIC--
--AS A
CARTOON.

BUT WHEN YOU I BELIEVE THIS IS THE PR/MARY CAUSE OF
OUR CHILDHOOD FASCINATION WITH CARTOONS,

THUS, WHEN You
LOOK AT A PHOTO OR ENTER THE WORLD
REAUST)C DRAWING OF THE CAR 700N-- THOUGH OTHER FACTORS SUCH AS UA//ViPJ'Hl
FACE-- IDENTIFICATION, SIZPLICITY AN
CHILDLIKE FEATURES OF N\ANY CNZTOON

CHARACTERS ALSO PLAY A PART.

--YOU SEE IT
AS THE FACE --YOU SEE

AN

THE CARTOON IS A AN EMPTY SHELL
'THAT WE INHABVT

WHICH

THAT'S
I

INTO WHICH OUR US TO TRAVEL IN My
/DEN7/7Y AND ANOTHER RERIM. DECIDI ED DRAW

AWARENESS ARE MYSELF IN SUCH Loo

PULLED... AsSlMPLE YHI

W‘ WE DON'T JUST =
‘ruwN OBSERVE THE CARTOON)
e WE BECOME 11/ EAE)
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I /87 11! You
WOULD HAVE BEEN
FAR 10 BWARE OF

TO FULLY RECEIVE
THE MESSAGE

APART FROM WHAT
LITTLE I TOLD YOU
ABOUT MYSELF IN
CHAPTER ONE, T'M
PRACTICALLY A
BLANK SLATE/ #/ OR WHERE T

1T WOULD NEVER EVEN

V1204%,
GOT THIS S/ZLY
77

\””__v/

I'M JUST
A LITTLE VOICE
INSIDE YOUR

YOU GIVE ME LIFE
BY READING THIS
BOOK AND BY
FILLING LIP
THIS VERY /CONIC
(CARTOONY) FORM.

HAH

W
IRRELEVANT, I'M

JUST A LITTLE
PIECE OF YOU.

BUT IF WHO I AM
MATTERS £ESS,
MAYBE WHAT T
WILL MATTER
MORE.

AY |

STILL APPLY TQ OUR

SO FAR, WE'VE ONLY DISCUSSED FACES, BUT THE PHENOMENON
OF NON-VISUAL SELF-AWARENESS CAN, 10 A L ESSER DEGREE,
WHOLE BOD/ES. AFTER ALL, DO WE NEED

TO $EE OUR HANDS TO KNOW‘WHA’T THEY'RE DOING?

"GREE,

37
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777777

THE LATE GREAT MARSHALL e

MELUHAN OBSERVED A SIMILAR -
FORM OF NON-V/SUAL AWARENESS WHEN DR/VING, FOR EXAMPLE,
WHEN PEOPLE INTERACT WITH
INANIMATE OBJECTS.

WE EXPERIENCE MUCH MORE THAN
OUR F/VE SENSES REPORT

s

THE VEHICLE escomss AN EXTENSION
or OUR BODY. IT ABSOREBS OUR SENSE

THE WHOLE CAR--NOT JUST THE PARTS
F IDENTITY. \WE BECOME THE CAR

WE CAN SEE, FEEL AND HEAR--IS VERY
MUCH ON OUR MINDS AT ALL TIMES.

IF ONE CAR A/78 ANOTHER, THE DRIVER OQUR /DENTI7/ES AND AWARENESS ARE

OF THE VEHICLE BE\NG STRUCK 1S MUCH INVESTED IN MANY /NAN/NVA7E OZJECT:

MORE LIKELY TO SAY EVERY DAY. OUR CLO7#ES, FOR EXAMPLE,
CAN TRIGGER NUMEROUS TPA/VA’FUIMRTIDMY

IN THE WAY OTHERS SEE US AND IN
WAY WE SEE OL/P\S’ELVES‘.

THAN "HE HIT MY CAR"

OR "HIS (AR HIT MY CAR’, FOR THAT MATTER.
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QUR ABILITY TO
EX7TENLZ OUR
IDENTITIES INTO

INANIMATE OBJECTS
CAN CAUSE PIECES
'WOO!

PIECES OF METAL

PIECES OF PLASTIC
TO BECOME
HANDS...

0.
)

ROp e ARSI
U N s
it | | [hoeeme sy | | |sabes i
CONCEPTUALIZED
IMAGES -~

--S0 TOO 1S OUR AWARENESS OF 7%£SE /
EXTENSIONS GREATLY SH/VIPLIF/ED.
T T

ALL THE THINGS WE
EXPER/ENCE IN LIFE

v _--AND
THE REALM

I T OF THE
LR LR SENSES.




QUR IDENTITIES BELONG PERMANENTLY 1O THE
CONCEPT7UAL WORLD. THEY CAN'T BE SEEN, HEARD,
SMELLED, 70UCHED OR 7ASTED. THEY RE MERELY /DEAS.
AND EVERYTHING ELSE--AT THE START--BELONGS TO
THE SENSUAL WORLD, THE WORLD OU7S/DE OF US

GRADUALLY

QURSELVES

WE ENCOUNTER

THE J‘/C‘HZIJ'MFII,
QUR

AND SOON WE
DISCOVER THAT
OBJECTS OF THE
PHYSICAL
WORLD CAN

0
CROSS OVER--

IDENTITIES
OF THEIR
OWN




24 DE’ENEVWASIZING THE APPEARANCE

'YS/CAL WORLD IN FAVOR OF
THE /DEA OF FORM, THE CARTOON
PLACES ITSELF IN THE WORLD OF CONCEPTS.

THROUGH TRADITIONAL
REAL/SM, THE COMICS
ARTIST CAN PORTRAY
THE WORL,
WITHOUT -~

WITHIN.

WHEN
CARTOONS

INANIMATE OBJECTS
MAY SEEM TO POSSESS
SEPARATE /DENTITIES
SO THAT IF ONE
JUMPED UP AND
STARTED SYNGING
IT WOULDN'T FEEL
OUT OF PLACE.

§

BUT IN EMPHASIZING
THE CONCEPTS OF
OBJECTS OVER THEIR
PHYSICAL APPEARANCE,
MUCH HAS TO BE
OMITTED.

T ——

IF AN ARTIST
COMPLEX\TY OF THE
PHYSICAL

WORLD--

[N I F Cv

--REALISM OF

SOME SORT IS

GOING TO PLAY A
PART.




WHEN DRAWING THE FACE AND
FIGURE, NEARLY AZL COMICS ARTISTS

--ARE A FAR CRY FROM
PHOTO-REALISTS!

REALISTIC APVENTURE ARTISTS -~

STORYTELLERS IN AZL MEDIA \
KNOW THAT A SURE INDICATOR OF
AUDIENCE INVOLVEMENT-- AND SINCE V/EWER-/DENTIFICATION
IS A SPEC/ALTY OF CARTOONING,
CARTOONS HAVE HISTORICALLY HELD
AN ADVANTAGE IN BREAKING INTO
WORLD POPULAR CULTURE.

s
THE DEGREE

ON THE OTHER HAND, NO
ONE EXPECTS AUDIENCES TO
IDENTIFY WITH BR/CK WALLS
OR ZANDSCAPES AND /NDEED,
BACKGROUNDS TEND TO BE
SLIGHTLY MORE REAL/ST/C.

TINTIN © EDITIONS CASTERMAN.



ONE SET OF
LINES TO $EE.
ANOTHER SET OF
LINES TO &£,

IN EUROPE T CAN IN AMIER/CAN COMICS, THE EFFECT 1S USED
BE FOUND IN MANY FAR LESS OF7E/V, ALTHOUGH IT HAS CREPT LIP
POPULAR COMICS, IN THE_WORKS OF ARTISTS AS DIVERSE AS
FROM AS7ER/X TO CARL BARKS, JAIME HERNANDEZ AND IN
7IN77V TO WORKS OF THE TEAM OF DAVE S/M AND GERHARD.

IMPRESSIVE RESULTS
FOR QVER 50 YEARS/ |

CEREBUS © DAVE SIM,

BUT, IN
RECENT| DECADES
JAPANESE FANS ALSO
DEVELOPED A TASTE
FOR FZASHY, PHOTO-
REALISTIC ART.

IN JAPAN, ON THE OTHER HAND, THE
MASKING EFFECT WAS, FOR A TIME,
VIRTUALLY A NAT/ONAL STYLE!

ART © HAYASI AND OSIMA



THE RESULTANT HYBRID STYLES
HAD TREMENDOQUS ICONIC RANGE, FROM
EXTREMELY CARTOONY CHARACTERS TO
BAC 3

BUT
JAPANESE
COMICS ARTISTS
TOOK THE IDEA

A STEP
FURTHER

OBJECTIFYING.

SQON, SOME OF THEM
REALIZED THAT THE
POWER
OF REALISTIC ARTS
COULD BE PUT TO
O7HER USES

S/MPLY, TO ASSIST IN
READER-IDENTIFICATION-

--O7HER CHARACTERS
WERE DRAWN MORE
REALISTICALLY IN ORDER
10 OBSECT)

EMPHASIZING THE!

LIKE THIS SWORD

Y THEM, MIGHT BE VERY
R CARTOONY \N ONE
SEQUENCE--

ART © HAYASI AND OSIMA.

SUPPOSE
I NOTICE SOME

MYSTER
WRITING CARVED
ON THE SWORD'S

" FROM
THE READER

--DUE
TO THE “L/FE”
IT POSSESSES AS
AN EXTENSION OF
MY CARTOON
IDENTITY/

IN JAPANESE COMICS, THE SWORD MIGHT VoW
BECOME VERY REAL/S77C, NOT ONLY TO SHOW US
THE DETAILS, BUT TO MAKE US AW,
SWORD AS AN

/ARE OF THE
2AECT, SOMETHING WITH WEr6H T |

IN THIS AND IN O7HER
WAYS, COMICS IN

JAPAN HAVE EVOLVED
VERY DIFFERENTLY
FROM THOSE IN THE WEST,

iy

TEXTURE AND PHYSICAL COMPLEXITY.

WE'LL RETURN
TO THESE DIFFERENCES
SEVERAL TIMES

DURING THIS BOOK.
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1 L/KE THE
MASKING EFFECT,

PERSONALLY, BUT IT’S

JUST ONE OF MANY

POSSIBLE APPROACKES
TO COMICS ART.

‘SEE PAGE 216 FOR COPYRIGHT INFORMATION.

MANY
OF MY

FAVORITE
ARTISTS USE
IT VERY
RARELY.

STILL, I HOPE THE JAPANESE
PERSPECTIVE ON CARTOONING HELPS
DEMONSTRATE THAT ONE'S CHOICE
OF STYLES CAN HAVE CONSEQUENCES
FAR BEYOND THE MERE 200X ™"
OF A STORY.

art spigelmin

MAUS © AND T.M. ART SPIEGELMAN.

THE Ams/sul7>
AND COMPLEX
CHARACTERIZATION
WHICH ARE THE
HALLMARKS OF
MODERN
LITERATURE,
LEAVING THEM
SUITABLE ONLY
FOR CH/LDREN.

MOLECULES AND
MOLECULES BECOME
LIFE

AND /AK€ THE ATOM,
GREAT POWER IS
LOCKED IN THESE
FEW SIMPLE LINES.

RELEASEABLE ONLY
BY THE READER'S MIND.

THERE'S
A LOT MORE TO
‘OO

THAN MEETS
THE EYE/
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REDUCED THIS FACE
T0 7W0 78 AND
WO LINVES. 1S OUR

ICONIC ABSTRACTIONV
SCALE COMPLETER,

THE SCALE
SHOWS SEVERAL

CAN ANY
= | CONFIGURA’T(ON

SLIGHTLY D/FFERENT

\.@

= OF /VK ON PAP
— | BE MORE ABSTRACTED
E| | FROM "®EALITY

COMPLEX ———> SIMPLE.

EALISTIC ———> ICONIC

OB)ECTIVE —> SUBJECTIVE

SPECIFIC———> UNIVERSAL

--YET STILL REPIZESENT
A FACE AS CLE/
AS 7778 O

HERE'S A
FART OF THE
SOLUTION,

THIS HEIGHT FOR
THE ANSHER.




600}
E

[M19[%11a]
T TEEGLIS
. :

IR SCORE AND SEVEN YEARS Aq
[DENCY To-sauecoa CK

WAR_ BUT
[ Wiy 1S CHOCOLATICHIP S0 POP

LATS
(ETAL BOLTS AND OTHER SUBST|

--ARE THE
ULTIMATE
ABSTRACTION.

g/ MOST AMERICAN
COMICS, NOTABLY
COMI , HAVE
:1 LONG EMPHASIZED THE
Vi\ DIFFERENCES
BETWEEN WORDS
AND PICTURES.

I
S

A SINGLE

UNIFIED
LANGUAGE
DESERVES A
SINGLE, UNIFIED

VOCABULARY,,

- AND "GOOD" COMICS
AS THOSE IN WHICH
THE COMB/NVATION
OF THESE VERY

/, RE]

FORMS OF EXPRESSION
1S THOUGHT TO BE
HARMONIOUS.

'WORDS, PICTURES AND
OTHER ICONS ARE THE

VOCABULARY o
THE LANGUAGE CALLED

UST LINES ONBAPER JUST LI
Jon AP PAPER J|




BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAP, WITH A’ COMMON
PURPOSE: TO MAKE COMICS OF ‘QUALITY "

|
|
|
'

FACE

'
'
|
'
|
|
|
|
|
1
|
|
|

THE ARTIST KNOWS THE WRITER KNOWS
THAT THIS MEANS
MORE THAN JUST
S7/ICK-FIGURES AND QOF” Pow.” BLAM!
CRUDE CARTUONS.
HE SETS OFF IN SEARCH
OF A HIGHER ART

AND ONE-A-DAY
GAGS. SHE SETS OFF
IN SEARCH _OF
SOMETHING DEEPER.

y)

IN N\USEUMS AND IN SHE 700 FINDS WHAT

SHE'S LOOKING FOR, 1N

LIBRARIES, THE ARTIST
FINDS WHAT NE$ LOOKING
FOR. HE STUDIES THE %
TECHNIQUES OF THE GREAT SHE READS AND WRITES
CONS7TANTLY. SHE
SEARCHES FOR A VOICE
UNIGUELY HERS.

1 [

FINALLY, THEY'RE READY. BOTH HA
MASTERED THEIR ARTS. HIS BRUSHSTEOKE
IS NEARLY /NV/S/BLE IN ITS SUBTLETY,
THE FIGURES PURE M/CHAELANGELO.
HER DESCRIPTIONS ARE DAZZLING.
THE WORDS FLOW TOGETHER LIKE A
&ﬂﬁkﬁf)’!ﬂﬁ[ﬂ/\/ SOVVET.

T
LTHEY'RE READY TO JO/N HANDS ONCE MORE

AND CREATE A COMICS MASTERFIECE.

)

-@-2-0-0O-FAC

&
Fuzss

fTwo EYES,
- ons nosa.-»
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PICTURES ARE PEC'E/VED
INFORMAT D NO
FORMAL EBUCATION 1O Ges 74E
MESSAGE” THE MESSAGE IS
INSTANTANEOUS.

WRITING 1S PERCEIVED
INFORMATION. IT TAKES TIME
AND SPECIALIZED KNOWLEDGE T0
DECODE THE ABSTRACT SYMB

OF LANGUAGE

reeo

RECEIVED . .

WHEN PICTURES
ARE MORE ABSTRACTED
2OM "REALITY; THEY
REQUIRE GREATER' LEVELS
OF PERCEPTION,
MORE LIKE

TWOE Ty
FAC = ONE NOSE -» %{g
ONEMOUTH. o7 roter

- PERCEIVED

WHEN WORDS
ARE BOLDER, MORE DIRECT,
THEY REQUIRE ZOWER LEVELS
OF PERCEPTION AND ARE
RECEIVED SAS7ER,
MORE LIKE
PICTURES.

QUR NEED FOR A BUT OUR NEED FOR

UNIFIED ZA SOPHISTICAT/ON
COMICS SENDS US IN C MICS se MS
TOWARD THE CENTER m LE

WHERE WORDS AND
PICTURES ARE LIKE
TWO SIDES OF ovE
™ coms

ou7 WAPP WHEEE
DS AND PICTLIRES
E MOST §£PARATE.

<()£é
b}

D

A

B

BOTH ARE WOR7#Y
ASPIRATIONS.
BOTH STEM FROM A
LOVE OF COMICS AND
A DEVQTION TO ITS

>>EUTURE

CAN THEY BE
RECONCILED 7

I SAY THE ANSWER

HAVE TO COME BACK
TO THIS ZA7ER.

LE

9



ICONIC

ABSTRACTION

1S ONLY oveE
FORM OF

ABSTRACTION
AVAILABLE TO
COMICS ARTISTS.

-@-@--@-FACE

Moo, | Zopts

* oneNose, ¢ 57
ONEvOU o

USUALLY THE WORD
ABSTRACTION' REFERS TO THE

TO RESEMBLANCE OK MEANING.

THE TYPE OF

ART WHICH OFTEN

PROMPTS THE QUESTION
W//A7g05\5‘ 7

EARNING
THE REPL‘/

==INK




THIS 1S
THE REALM OF THE

OTHERWISE.

THE AREA DESCRIBED

BY TH
"REALITY; LANGUAGE AND
THE PICTURE PLANE--
REPRESENTS THE TOTAL
PICTORIAL VOCABULARY
OF COMICS OR OF AVY'
OF THE VISUAL
ARTS.

ME,

ESE 3 VERTICES--

MOST COMICS ART
LIES NEAR THE

BOTTOM--THAT 1S,
ALONG THE /CONIC
ABSTRACTION SIDE
WHERE EVERY LINE
HAS A MEANING.

NEAR THE LINE, BUT

ON 1T/ FOR EVEN
THE MOST S7RA/GHT
FORWARD LITTLE
CARTOON CHARACTER
HAS A MEANINGLESS'
LINE OR TWO/

JF WE INCORPORATE
LANGUAGE AND
OTHER ICONS /N70
THE CHART, WE CAN
BEGIN TO BUILD A
COMPREHENSIVE

-- OF THE

UNIVERSE
CALLED

COM/CS.

T EYES,
ore nose,
ONE o



MARY FLEENER at
MARISCAL's Pike
‘omploying one of the m;
series CAGES.

GREGORY. 5. MARK
MARDEN'S Bessah o TALES OF THE
WORLD. “Resembling" nothing ever seen  27. LYNDA BARRY.

beans  SHIRATO. 29. CHARLES
BABY. 290 (Whoops)
ETT. The chuactr ptred

1Mm all the way 1o the right), Mardi
rom design to meaning. 7. SAUL
PENNY MORAN VAN-
HORN from THE LIBRARIAN. 9. LORENZO

STIENBERG.

MATTOTI in FIRES (€
S.A) comt
with iconic forms and

compositions. I other words

ALINE
AGG!

lowspay
WILLIS' o 45
THE umconu 16.
“Jack Survi
ight and shadow, but

ly impressionistic lighting

her most abstract,
3. DAVE ugmn
any styles four
WARC WEMPEL's

EYER. 6. LARRY

Editions Albin Michel

Ring; dasin oraciad

decor
shapes. Simiar eflects are found in no.s

's MEGATON

ALL COPYRIGHTS

CREATOR UNLESS
OTHERWISE
NOTED.

- Bonnmnu ome

Koap in mid that
e are my copies of
he oriinal Crawings.

PLEASE NOTE: ARTISTS IN THIS
CHART ARE NOT NECESSARILY
CHOSEN FOR ARTISTIC MERIT.
SOME VERY IMPORTANT
CREATORS ARE NOT INCLUDED.

31.41). 31

aper Features Syndicate, Inc. o
i ahadoneto  SERGIO ARAGONES's GROO THE
xomunv‘cuun. wmoznsn Singl,sregiioneud, bt whh 8
E's Chu from

o el 1t B fen (aho rve of
ROBERTA GREGORY'
Biny Bich rom NAUGHTY BITS 32. DAVID
PHL Vews FRANK  MAZZUCGHELL from BATMAN: YEAR ONE
JERRY MORIARTY's  Commissioner Gordon © D

Based closely on vnl world JOSE MUNOZ from “Mister Onmld Mister
o rough  Wikcox”. © Munoz and Sampayo. 34. CAROL.

52

TRACY © Chicago Tribune-New York Syndicate,

PETER BAGGE's Buddy Bradley from HATE.

of design that draws them toward he upper

Tghr and toward 1 right n some cas
RE

' ke,
EDDIE CAMPBELL's ALEC. R

of drawing isn't hidde
TOTH. Zorro © ZorroProductions, Inc. At ©
(Zorro created by

SEDA. 51. R.

tic and cartoony

usually staying about this high but

cocusionaly veouing upard, 62, STEVE
AM

VALEWTING s NORMALMAN sk » i fo he
ight and up from his current SHADOWHAWK
(whose iconic mask made him a bit harder to
place). 55. ROZ CHAST. 56. JOOST
SWARTE's Anton Makassar. 57. ELZIE
SEGAR's POPEYE © King fealur
Inc. 58. GEORGE HERRIMAN's
Pupe” fom KRAZY KAT, © itermatonalfstre

MISTY. © Marvel Entortainment Group. Inc. 71
RIYOKO IKEDA's Oscar from THE ROSE OF
VERSAILLES. 72. GEORGE McMANUS.
BRINGING UP FATHER © International Feature
Service, Inc. 73. CHARLES SCHULZ's
Charlio Brown from PEANUTS © United Features
74. ART SPIEGELMAN from
MAUS. 75. MATT FEAZELL's CYNICALMAN
. The company Logo. The picture as symbol

b

Features Syndicate, Inc.
MANARA.

ML
25 JouN Buscema " The

GIRLS. A bizarre character, but
Suaighiiorward. siyle. 87, GILBERT
JAIME

Sorvice, Inc. 59.
o NEAL ADAMS. 1 X-MEN © Marul

COLIN UPTON.  90. KURT

Inc.
- Kirby). 61. GIL KANE from RCTON,
COMICS @ D.C. Comics, Inc. 62. MILTON
CANIFF's STEVE CANYON. 63. JIM LEE.
ury X-MEN © Marvel
Entertainment Group, Inc. 64. JOHN BYRNE.
Suparman © DC. Comics, Inc. (Superman
croatod by Jorry Siegel and Joe Schuster). 65.
JACQUES TARDI from LE DEMON DES
GLAGES © Dwgaud Edheur. 65. JEAN.
CLAUDE MEZIERES from the
VALERIAN tais "o Dargaue Edisur, o7
ZPFY THE PHHEAD.
g BAKER from WHY |
FATE SATURN70. TRINA. ROBBINS's

N
N\ E

sm«boy © Dc
Comics. 91. JACK COLE's PLASTIC MAN,

5C Gomics. 92, REED WALLER's OMAHA
THE CAT DANCER © Wallor and Woriey. 93.
WENDY PINI's Skywise from ELFQUEST. ©
WaRP Guaphics.  94. DAN DE CARLO
Veronica @ Arct HAROLD
GRAY LITTLE ORPHAN. ANNIE © Chicego

Wak Disney Productors, 88, JEFF SMATHs
BONI Dammit. 100. COLLEEN
T SOIL. 101. ROY

WALKER's HI AND LOIS © King Features
Syndicate, Inc. 112. OSAMU TEZUKA's
ASTROBOY. e

13. CARL BARKS.
Productions.  114.
CROCKETT JOHNSON's Mistor DM.II.y
from BARNABY © Field Newspapar
loc, 115, PAT SULLIVAN' FELIX The AT
© Newspaper Feature Service. 116. UDERZO.
RSTERIX by Goscinny and Userzo © Dargaud
Editour.
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PRECEDING EXAMPLES
WERE PLACED ON OUR
CHART BASED ON THE
DRAWING STYLES USED

MOST OF THE

ON SA=C/F/C.
CHARACTERS.

EACH CREATOR
EMPLOYS A RANGE
OF STYLES, THOUGH,
AND MANY OCCUPY
SEVERAL PLACES ON
THE CHART DURING A

GIVEN PROJECT.

CYNICALMAN,
KEEP TO ONE

REA
CONSISTENTLY,

el ety i i

THE COMBINATION OF EX7TREMELY /CON/C
CHARACTERS AND ENVIRONMENTS, MIXED

AND A

A SHAPE SOMETHING LIKE 7478

WE'VE ALREADY
DISCUSSED THE _
RANGE OF HERGE
AND OTHERS WHO
CONTRAST /COV/C
CHARACTERS WITH
REALISTIC

BACKG/?OU/VDS
e
. JH—

HERGE $TRETCHES
NEAI?L)’ FROM LEFT 70 RIGHT -~
FROM REAL/SM TO oaxmo/w/vs
BUT VENTURES VERY £/77LE INTO
THE UPPER WORLD OF NON-
/CON/C ABSTRACTION.

ART © EDITIONS CASTERMAN.




MARY FLEENER, ON
THE OTHER HAND, VARIES ONLY
SLIGHTLY IN HER LEVEL OF CONIC
CONTENT, WHILE THE LEVEL OF

NVON-ICONIC ABSTRACTION GOES
NEARLY FROM 707 70 BO770M/,

ART © MARY FLEENER.

ART: JACK KIRBY AND JOE SINNOTT (MY FACSIMILE)
SCRIPT: STAN LEE.

STAKED QUT A MI/DDLE GROYND OF
JCONIC FORMS WITH A SENSE OF THE

IN THE MID-SIXTIES, SJACK
K7RBY, ALONG WITH S7AN LEE,

REAL ABOUT THEM, BOLSTERED BY
A POWERFUL DES/GN SENSE

TODAY, MANY AMERICAN
MAINSTREAM COMICS STILL FOLLOW
KIRBY’S LEAD FOR STORYTELLING, BUT
THE DESIRE FOR MORE REAL/S7/C ART
AND MORE ELABORATE SCRIPTS HAS

PUSHED ART AND STORY FUR7HER
AFAR7 IN MANY CASES.

TERTRAR ATARONE O

e WAY YOU T
NICHOLAS, FOL
EXPECT HiM TO
NUKIN' MAMA RU!

ANY MOMENT.

WILLIAMS (FACSIMILE)

ART: JIM LEE AND SCOTT
'SCRIPT: CHRIS CLAREMONT.

ART FROM COLOR PANELS TRACED FOR REPRODUCTION,
© MARVEL ENTERTAINMENT GROUP, INC.
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‘SEE PAGE 216 FOR COPYRIGHT INFORMATION.

IN THE EIGHTIES AND NINETIES,
MOST OF THE COUNTERCULTURE OF
INDEPENDENT CREATORS, WORKING MOSTLY
IN BLACK AND WHITE, STAYED TO THE R/GH/
OF MAINSTREAM COMICS ART WHILE
COVERING A BROAD RANGE OF
WRITING STYLES

THIS FOLLOWS THE LEAD OF
THE POST-KURTZMAN GENERATION
OF UNDERGROUND CARTOONISTS WHO
USED CARTOONY STYLES TO PORTRAY
ADULT THEMES AND SUBJECT MATTER

IRONIC THAT THE
TWO BASTIONS OF
CARTOONY ART ARE
UNDERGROUND AND
CHILDREN S COMICS!

PRETTY FAR AFART
AS GENRES GO/

SOME ARTISTS, SUCH AS THE
IRREPRESSIBLE SERG/O ARAGONES,
STAKED THEIR CLAIM ON A PARTICLILAR
AREA LOV& AGO AND HAVE BEEN
QUITE HAPPY SINCE.

ARE FOREVER ON 7HE MOVE,
EXPERIMEN TING, TAKING CHANCES,
WVEVER SATISFIED.

SERGIO AND GROO © SERGIO ARAGONES,




WHEN AN ARTIST 1S DRAWN
TO ONE END OF THE CHART OR
ANOTHER, THAT ARTIST MAY BE
REVEALING SOMETHING ABOUT HIS

OR HER STRONGEST VALLES AND

LOYALTIES IN ART.

THE ENTIRE
HISTORY OF VISUAL ARTS
BELONGS IN THIS SPACE.

MONET SET UP HIS EASEL
ALONG THE ZEF7 FACE,
MONDRIAN AT THE 707~
REMBRANDT LOWER LEF7,
MATISSE RIGHT ABOVE
WHERE I'M STANDING.

FOR COMICS TO #ma7z#7&
AS A MEOIUM, 'T MUST BE
CAPABLE OF EXPRESS\NG EACH
ARTIST'S //VVERMOS,
NEEDS AND /DEAS.

THOSE WHO APPROACH
THE LOWER LEF7,
FOR EXAMPLE, ARE
PROBABLY ATTRACTED
BY A SENSE OF THE
BEAUTY OF NATURE,

THOSE
AT THE 707

BY THE
BEAUTY OF
A

BUT EACH ARTIST
HAS DVFFERENT INNER
NEEDS, DIFFERENT POINTS
OF VIEW, DIFFERENT
FASS/ONS, AND SO NEEDS TO
FIND DIFFERENT FORMS
OF EXPRESSION. *

7

AND NEARLY
EVERY MOVEMENT OR
MANIFESTO PLANTED ITS
FLAG AND LOUDLY PROCLAIMED
THE DISCOVERY OF THE
ONLY PATCH OF GROUND
‘WORTH BUILDING ON.

* CHECK OUT WASSILY KANDINSKY'S TERRIFIC 1912 ESSAY, " ON THE PROBLEM OF FORM!



BY DRAWING

BORDERS AROUND THE

VOCABULARY OF COMICS, T

HOPE 1 HAVEN'T MADE IT

SEEM SMALLER THAN
1T 1S

comICs

ARTISTS HAVE

A UNIVERSE OF

ICONS TO CHOOSE
!

AS THE 7EN7 Y~
FIRST CENTURY
APPROACHES, V/SUAL
/CONOGRAFPHY MAY
FINALLY HELP US
REALIZE A FORM OF
UN/VERSAL
COMMUNICATION.

OCIETY

1S INVENTING NEW
SYMBOLS REGULARLY,
JUST AS comrcs
ARTISTS DO.

@S} v ¥ gy
E_IE?Q% :




DEI\%\O?\II\‘DS OUR THERE 1$ NO LIFE HERE
PARTICIPATION EXCEPT THAT WHICH YOU
TO MAKE THEM GIVE TO IT.

~

\\RERNY

N
IT'S YOUR JOB TO IT’S BEEN OVER 7WENTY YEARS SINCE [ AS 1T HAPPENS, ONLY
CREATE AND RECREATE| | MSLUHAN FIRST OBSERVED THAT THOSE PEOPLE | | 7 POPULAR MEDIA
ME MOMENT BY GROWING UP IN THE LATE TWENTIETH CENTURY | | WERE IDENTIFIED BY
MOMENT, NOT JusT DIDN'T WANT GOALS SO MUCH AS THEY MELUHAN AS 'COoL"
THE CARTOONIST'S, WANTED ROLES” AND THAT'S WHAT VISUAL

ICONOGRAPHY 1S ALL ABOUT.

INVOLVEMENT THROUGH
/CONIC FORMIS.

ONE OF THEM

TELEVTS/ /ON,

HAS REACHED INTO

THE LIVES OF EVERY

HUMAN BEING ON
H

--AND FOR BETTER
OR WORSE, ALTERED
THE COURSE OF THE FATE
HUMAN AFFAIRS OF THE

FROM HERE "TIL
DOONMSDAY.




WHEN T WAS VERY YOUNG, T HAD A RECURRENT ZAYDREANM THAT THE WHOLE WORLD
WAS JUST A SAOW PUT ON FOR MY BENEF/7, THAT UNLESS I WAS PRESENT TO 3
SEE THINGS, THEY JUST-- - 2480 el




ZATER N LIFE, T FOUND
NONE OF US EVER REALLY

7HERS WHO HAD S/MILAR DAYDREAMS AS CHILDREN.
ELIEVED THESE THEORIES, BUT WE HAD ALL BEEN
FASCINATED BY THE FACT THAT THEY (COULD NOT BE D/SPROVEE

EVEN 70DAY, AS T WRITE AND DRAW THIS

PANEL, I HAVE NO GUARAN7EE T

ANYTHING EXISTS OUTSIDE OF WHAT w
FIVE SENSES REFPORT7 TO ME

f

1:4

TO MOROCCO,
1 TAKE [T ON FAI7#
THAT THERE /S A

T'VE NEVER SEEN
THE EARTH FROM
$PACE FIRSTHAND,
YET 1 TRUST THAT
THE EARTH IS

N

7

HAS AN /N7ERIOR,

THAT IT ISN'T JUST

SOME BIG MOV/E
E77

¥NOT TO SAY OUR SENSES ARE ANY KIND
OF GUARANTEE/

IN THIS PANEL
YOU CAN'T EVEN
SEE MY LEGS,
YET YOU ASSuME

THAT THEY'RE
THERE.
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ALL OF US PEIZCE\VE THE

WORLD AS A WHOLE THROUGH
THE EXPERIENCE OF QUR
SENSES.

YET OUR SENSES CAN
ONLY REVEAL A WORLD

THAT IS FRAGMENTED

AND /NCOMPLETE

EVEN THE MOST W/DELY
TRAVELLED MIND CAN ONLY
SEE SO MUCH OF THE WORLD
IN THE COURSE OF A LIFE

OUR PERCEPTION QF

"REALITY" 1S AN ACT OF

FA/TH, BASED ON MERE
F

RAGMENTS.

AS JVEANTS, WE'RE UNABLE
TO COMMIT THAT ACT OF FAITH.

THE GAME 'PEEKA-KOO PLAYS

OF MOMMY COMES AND GOES,
MOMMY RENIAINS.




THIS PHENOMENON OF
OFSERVING 7HE FARTS BUT
PERCEIVING 7THE WHOLE

HAS A VAMIE.

IT's
CALLED

CLOSURE.

SOME FORMS OF CLOSURE ARE
DELIBERATE INVEIVT/ONS OF
S7TORY7ELLERS TO PRODUCE
SUSPENSE OR TO CHALLENGE

AUDIENCES.

IN RECOGN/ZING AND FEIAWIVG
70 O7THER PEOPLE, WE A,
DEPEND HEAV/LY ON QUR LEARNED

ABILITY OF CLOSURE,

IN OQUR DAILY LIVES, WE OFTEN
COMMIT CLOSURE, MENTALLY
COMPLETING THAT WHICH IS
INCOMPLETE BASED ON PAS7

EXPERIENCE.

OTHERS HAPPEN AUTOMATICALLY,
WITHOUT MUCH EFFORT... PART

’ OF 3[/\5'//\/5&6‘/7\5‘ USUAL.
t

AN
INCOMPLETE

FOR OUR VERY
L.

e




CLOSURE

MANY FORMS. SOME
SIMPLE, SOME

CAN TAKE

CompLEX.

??F

CL

ya e
.C" "'4

Eed N
2 =" &

b ! '9

B

QUTLINE 1S ENOUGH TO

SOMETIMES, A MERE S&4PE OR |~ i

TRIGGER CLOSURE.

THE MENTAL PROCESS DESCRIBED
IN CHAPTER 7O WHEREBY
THESE LINES BECOME A FACE
COULD BE CONSIDERED CLOSURE

EVERY TIME WE SEE
A FHOTOSRAPH
REPRODUCED IN A
WNEWSFPAPER OR
MAGAZINE, \WE
COMMIT CLOSURE

QUR EYES TAKE IN
THE FRAGMENTED,
BLACK-AND-WHITE
IMAGE OF THE
"HALF-TONE "

AND
OUR MINDS

--OF THE
PHOTOGRAFH,



N H IN A7LM, CLOSURE TAKES PLACE CON7/NUOUSLY--
i/ TWENTY-FOUR TIMES PER SECOND, IN FACT-- AS OUR
FORM A SERIES OF $772L PIETUIES INTO
A STORY OF CONT7INUOUS MOTION.

ELECTRON/C

A MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELEV/S/ON, BETWEEN SUCH
WHICH, IN REALITY, IS JUST A S/NGLE POINT7 OF LIGHT, AVTOMATIC
RACING ACROSS THE SCREEN SO FAS7 THAT IT'S DESC?]BED ELECTRONIC

MY FACE HUNDREDS OF 77MES BEFOEE )’oU CAN EVEN SWALLOW CLOSURE AND THE

THAT CORWY CHIPI SIMPLER CLOSURE

OF EVERYDAY

/e

--THERE LIES A MEDIUM WHERE THE AUDIENCE IS

A MEDIUM OF A WILLING AND CONSCIOUS COZLABORATOR
COMMUNICATION AND CLOSURE IS THE AGENT OF CHANGE,
AND EXPRESSION 77ME AND MO770N.

WHICH USES CLOSURE

LIKE NO O7THER.
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ok MEDIA GURL TONY SCHWARTZ DESCRIBES THIS
LENGTH IN HIS. BOOK MEDIA, THE SECOND GOD,

ANGTOR BOOKS, o8



SEE
THAT SPACE
BETWEEN THE
PANELS? THAT'S

HAT COMICS
AFICIONADOS HAVE
NAMED “7#&

AND DESPITE
ITS UNCEREMONIOUS
7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MYS7ERY THAT ARE
AT THE VERY HEART

OF comiIcsr

HERE IN
THE Z/MB0 OF THE
GUTTER, HUMAN
IMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7RANS-
FORMS THEM INTO
A SINGLE




ISH\é‘Eé'/V "SETWEEN
THE TWO PANELS,
BUT EX/% ;z/ ENCE A- |
TELLS YOU SOMETHING Peek A-Boo:
MUST BE THERE/!

Peek-A-Boo!

COMICS PANELS FRACTYRE BOTH 7/ME AND SPACE, OFFERING A JAGGED,
STACCA7O RHYTHM OF UNCONNECTED MOMENTS.

. . U.O

BUT CLOSURE ALLOWS US TO CONNVEC7 THESE MOMENTS
AND MIENTALLY CONSTRUCT A CONTINUOUS, UNIFIED REALITY.

\F VISUAL AND SINCE OUR
/CONOGRAFPHY 1S

THE VOCABULARY OF
cowcs CZOSURE IS
S GRAMMAR.

ICONOGRAPH Y CLOSURE

-- THEN, IN A
VERY REAL SENSE,
comsics

CLOSURE!
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THE CLOSURE OF
ELECTRON/C MEDIA
IS CON7INUOL/S, LARGELY

INVOLUNTARY AND b

BUT CLOSURE IN COM/CS )s
AAR FROM CONTINUOUS AN
ANYTHING BUT INVOLLN Tz

VIRTUALLY
/MFERCEPT/BLE.

EVERY
ACT COMMITTED
TO PAPER BY THE
COMICS ARTIST 1S

I MAY HAVE DRAWN AN AXE BEING
RAISED IN THIS EXAMPLE, BUT I'M
NOT THE ONE WHO LET IT DROFP
OR DECIDED HOW 4#ARD THE BLOW,
OR WHO SCREAMED, OR WHY.

Nawrwp/[ 1/

7#A7, DEAR READER, WAS YOUR
SPECIAL CRIME, EACH OF You
COMMITTING IT IN YOUR OWN STVE.

68

ALL OF YOU
FARTICIPATED
IN THE MURDER
ALL OF YOU #£LD
7HE AXE AND
CHOSE YOUR SPOT..




FPARTICIPATION

TO KILL A MAN
BETWEEN PANELS
1S TO CONDEMN
HIM TO A REALIZED THE IMPORTANCE
THOUSEND OF ALLOWING VIEWERS
- TO USE THEIR
IMAGINATIONS.

BUT WHILE AZZM MAKES FROM THE 7O8S//VG OF A BASEFALL
USE OF AUDIENCES’ IMAGINATIONS TO THE DEATH OF A PLANE7, THE
FOR OCCAS/ONAL EFFECTS, READER'S DEL/BERATE, VOLUNTARY
COMI/CS MUST USE IT CLOSURE 1S COMICS’ PRIVIARY MEANS
FAR MORE QF 7N/ OF SIMULATING 77M1E AND MOTION.

CLOSURE
IN COMICS FOSTERS
AN INTIMACY SURPASSED
ONLY BY THE WR/77ENV
WORD, A SILENT, SECRET
CON7RACT BETWEEN
CREA7TOR AND
AUDIENCE.

HOW THE CREATOR

HONORS THAT CONTRACT
IS AMATTER OF BOTH
AR7 AND CRAFT.




MOST
PANEL-TO-PANEL
TRANSITIONS IN COMICS
CAN BE PLACED IN ONE
OF SEVERAL DISTINCT
CA7EGORI/ES. THE F/RST

CATEGORY —- WHICH WE'LL
CALL MOMENT7-70
MOMEN7--REQUIRES
VERY L/77LE
CLOSURE

WNVEXT
ARE THOSE
TRANSITIONS
FEATURING A SINGLE




THE NVEXT
TYPE TAKES US FROM
UEBSECT-]

<

£
WHILE STAYING WITHIN A
SCENE OR IDEA. NOTE

)

NEVER

~-SUBIECT

OFTEN REQUIRED IN
READING COMICS SUCH
AS IN THESE SCENE~

7O-SCENE TRANSITIONS,

WHICH TRANSPORT US

ACROSS S/GMIFICANT

DEDUCTIVE
REASOVING |S

DISTANCES OF 7IME
AND SPACE.

INO ONE coutp

€ MEANWHILE...
HAVE SURVIVED

THAT CRASH !

Pk




FINALLY, THERE'S
THE /VOIV-.(‘falllgllk,

LOGICAL RELATIONSHIP
BETWEEN PANELS
WHATSOEVER”




THIS ZAS7 CATEGORY

IGGESTS AN INTER-
ESTING QUESTION.
IS IT POSSIBLE FOR
ANY SEQUENCE OF

PANELS TO BE
TOTALLY UNRELATED
TO EACH OTHERY

PERSONALLY, 1
DON'T W/IVK S0.

NO MATTER
HOW D/SS/M/LAR
ONE IMAGE MAY BE
TO ANOTHER, THERE
1S A KIND OF -~

-~ALCHEMY
AT WORK IN THE

SPACE BETWEEN
PANELS WHICH CAN

RESONANCE IN
EVEN THE MOST
VARRING OF

COMBINATIONS.

SUCH TRANSITIONS
MAY NOT MAKE
“SENMSE " IN ANY
TRADITIONAL WAY,
BUT STILL A
RELATIONSHIP OF
SomE SORT WILL
INEVITABLY
DEVELOR.

BY CREATING A

f//ﬂﬂM/Vs THEM WITH
A SINGLE--

HOWEVER
DIFFERENT
THEY HAD BEEN,
THEY NOW BELONG

TO A S/IVNGLE
ORGANISM.

NG

IDING
y AND
FORCING THE VIEWER
TO CONSIDER THEM
AS A WHOLE.




THIS SORT OF
CATEGORIZATION
1S AN JVEXACT SCIENCE
AT B£S87 BUT BY USING
OUR TRANSITION SCALE
AS A 700L --

ART © MARVEL ENTERTAINMENT GROUP, INC.

ASPECT-
= 70-
" ASPECT

Lo SEQUITUR

CAN BEGIN
TO UNRAVEL SOME
OF THE MYSTERIES
SURROUNDING THE
INVISIBLE ART

OF com/cS
STORY TELLING

MOST MAINSTREAM
COMICS IN AMERICA
EMPLOY STORYTELLING
TECHNIQUES FIRST
INTRODUCED 8Y
(o4

ALTOGETHER, I COUNT
NINETY-FIVE
PANEL-TO-PANEL
TRANSITIONS
LET'S SEE HOW
THEY BREAK DOWN
PROPORTIONATELY.

LEE-KIRBY COMIC
FROM 1966.

BY FAR, THE MOST COMMON TYPE OF
TRANSITION IN KIRBY'S ART IS AC7/0N-
“70-AC7/0N. 1 COUNT S/XT7Y-7W0 OF
THEM IN THIS STORY-- ABOUT /X7~
F/VE PERCENT OF THE TOTAL NUMBER

/) vs YW* } i‘
768 5 =

[TRACED AND SIMPLIFIED FOR CLARITY'S SAKE]

SYEJECT-TO-SUBJECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL NV/NVE7EEN--
ABOLT 7WENTY PERCENT OF THE TOTAL NUMBER
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AND SINCE ALL
OF THE REMAINING
TRANSITIONS ARE FROM
SCENE-T0-, (f/VE
FOLLOWING.
FREAKDOWN.

AS A KAI GRAPH

1T WOULD LOOK

1| — SOI\;ETHING LIKE
2| 65%
3| 202 123456

1
4| 15% —
S| —
‘ e— :

THIS EMPHASIS ON

IN THIS RESPECT?

123456
T

APPARENTLY MO7/ HERE'S A GRAPH OF

PANEL TRANSITIONS IN HERGE'S 77NV 77NV

AND THE PROPORTION ARE VERY
S/M/LAR TO KIRBY'S

NOW, HERGE'S AND
KIRBY'S STYLES
ARE MO SIMILAR?
IN FACT THEY RE
LY
D/FFE'EEN? e

VS THERE SOME KIND
U, L
A’D/’ORWO/V AT

INVK
MAYBE A SIMILARITY
OF GENRESZ

A RANDOM
SAMPLING OF
VARIOUS AMERICAN
COMICS SHOWS THIS
SAME PROPORT[ON

chS/Srfn/rzy

WoODRING

EISNER
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IF NOT QU/7E AS
UNIFORM,
RESULTS

SQUERK THE MOUSE

WELOME TO AFLOLOL

GOSCINNY & UDERZS

T
I
1
T

©'BANNON Er0EBIUS

“THE CLOCK STRIKES

MANARA

J00ST SWARTE

ARE THESE
THREE TYPES OF
TRANSITIONS ALL
ANYONE SHOULD EVER
NEED TO TELL A STORY
IN COMICS 7

IF WE CHOOSE TO
SEE STORIES AS
CONNECTED SERIES
OF EVENTS, THEN
THE PREDOMINANCE
OF TYPES 2-4 ARE
EASILY EXPLAINED.

TYPES 2-4 SHOW
THINGS HAPPENING

IN CONC/SE,
EFFICIENT WAYS.

TYPE 1
SHOWS AC7/0V/S
LIKE TYPE 2, BUT
IT TENDS TO REQUIRE

123%56
1

5=
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-=WHILE IN THE
7/~7# TYPE, BY

7 2
DEFINITION, NOTHING
"HAPPENS” AT ALL!

123456

B2

AND, OF COURSE,

SOME FXPERIMENTAL
COMICS, LIKE THOSE OF
ART SFPIEGELMAN
EARLY PERIOD, EXPLORE

A FULL RANGE OF
TRANSITIONS -~

--THOUGH
GENERALLY
IN THE SERVICE OF
EQUALLY RADICAL

STORIES AND
SUBJECTS.

R
STORIES FROM SPIEGELMAN'S

ANTHOLOGY BREAKDOWNS:
s

0DUCTION

BUT BEFORE WE
CONCLUDE THAT TYPES
2-4 HAVE A MONOPOLY
ON S7RAIGHTFORWARD
STORYTELLING, LET'S
TAKE ANOTHER LOOK
AT OSAMU TEZUKA

FROM JAPAN.

TEZUKA 1S A FAR
CRY FROM THE

EARLY SPIEGELMAN.|

HIS STORYTELLING
IS CLEAR AND
STRAIGHTFORWARD.
BUT LOOK ATHOW
HE CHARTS!

123%56

"REAL
OREAM"1975

FRONT AND
BACK COVERS

"ACE-HOLE,MIDGET
DETECTIVE"

77
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23WAWE3A 1O AIVA AIOHL 1O TISLY

ART © OSAMU TEZUKA.

ACTION-
-70-AC7/ON
TRANSITIONS

IN FACT, SUBJECT-TO-
SUB/ECT TRANSITIONS
ACCOUNT FOR NEARLY
AS MANY AS AC7/ON.

HERE ALSO WE SEE
QUR FIRST EXAMPLES
OF MOMENT-T0-MOMENT

TRANSITIONS

THOUGH THE LATTER
TYPE ONLY ACCOUNTS
FOR FOUR PERCENT
OF THE TOTAL, SUCH
SEQUENCES CONTRAST]
STRIKINGLY WITH THE
WESTERN TRADITIONS
EXEMPLIFIED BY
IKIRBY AND HERGE.

BUT, MOST STRIKING
OF ALL 1S THE SUBSTANTIAL
FPRESENCE OF THE FIFTH
7YPE OF TRANSITION, A
TYPE RARELY SEEN
IN THE WEST.




TRANSITIONS

INTEGRAL PART
OF JAPANESE
MAINSTREAM
COMICS ALMOST

FROM THE VERY
BEGINNING.

TINZIN NHIDIHS © 11V

/’AFE,JIME SEEMS TO $7AND S77LL IN THESE QUIET,
S

o P\QOST OFTEN USED TO ESTABLISH A MOOD OR A SENSE
S
ONTEMPLATIVE COMBINATIONS.

EVEN
SEQUENCE, WHILE
STILL AN ISSUE, SEEMS
FAR LESS IMPORTANT
HERE _THAN IN OTHER
TRANSITIONS.

RATHER

MUST ASSEMBLE
INGLE

MOMENT USING
SCAT7ERED
FRAGMENTS.

OLVS HO 1V



IN EXAMINING

SEVERAL JAPANESE ARTISTS,
WE FIND SIMILAR

PROPORTIONS TO TEZUKA'S,
INCLUDING A HI&H INCIDENCE
OF THE F/FTH TYPE.

WHY?

750 Rice
(E#OEXT)

WoLF xcuB
KOIKE & KO

FATHER £ SON

HAYAS) LOSIMA A

ArieA
KATSUNIRO OTORO

it non
SroTARD

PHoENIX

6 004
ismiro osAnY TEZUKA

LENGTH MAY BE ONE OF
THE FACTORS AT WORK HERE. MOST
JAPANESE COMICS FIRST APPEAR IN
ENORMOUS AN7HOLOGY TITLES WHERE
THE PRESSURE ISN'T AS GREAT ON
ANY ONE INSTALLMENT TO SHOW
A LOT "HAPPENING.”

WHEN INDIVIDUAL FEATURES ARE
COLLECTED, THEY MAY RUN FOR
THOUSANDS OF PAGES.

AS SUCH,
DOZENVS OF PANELS

BUT T DON'T THINK

At

I BELIEVE THERE'S SOMETHING A
BIT MORE FUNDAMEN7AL TO THIS
PARTICULAR EAST/WEST SPLIT.




TRADITIONAL

WESTERN ART

AND LITERATURE

DON'T JWANDER MUCH.|

ON THE WHOLE, WE'RE
ETTY

A PRI
GOAL-ORIENTED
CULTUR &

BUT, IN THE £AS7,
THERE'S A R/CH
7RADITION OF CYCLICAL
AND LABYRINTHINE

WORKS OF ART.

JAPANESE COMICS
MAY BE A#E/RS TO
THIS TRADITION, IN
THE WAY THEY SO
OFTEN EMPHASIZE
BEING THERE OVER

THROUGH THESE AND

VNG Wv@

OTHER STORYTELLING

FOR
IN VAFAN
VORE THAN
ANYWHERE
ELSE, comiCs /.
ISANART-- / *




--OF :
INTERVALS. )"

THE IDEA THAT ELEMENTS
OMI7TEL FROM A WORK OF ART
ARE AS MUCH A PART OF THAT WORK
AS THOSE /NCLUDED HAS BEEN
A SPECIALTY OF THE £AS7 F
CENTURYE

IN THE GRAPHIC ARTS THIS HAS MEANT
A GREATER FOCUS ON F/GLRE/GROUND
RELATIONSHIPS AND “NEGA77VE SPACE.”

HE GREAT WAVE OFF KANAG'AWA" BY HOKUSAI (: vua)
T s AICTURE LPSIBE DOWN TO SFe T
SVAVE OF NEGATIVE ‘SPACE..NATLRE'S Jinl AND YANGY

IN MUSIC TOO, WHILE THE WESTERN

CLASSICAL TRADITION WAS EMPHASIZING

THE CONT/NUOLS, CONNECTED WORLDS OF

MELODY AND HARMONY, EASTERN CLASSICAL

MUSIC WAS EQUALLY CONCERNED WITH THE
ROLE OF SZENCE/

FKOM DEBUSSY TO STRAVINSKY TO
OUNT BAS/E, WESTERN MUSIC HAS
GRADUALL‘/ INCORPORATED A STRONG
AWARENESS OF THE POWI W\
FRAGMENTATION AND //V7E,?VALS
£l
\




IN THE VASZAL
ARTS, THE IMPACT

]DEAS WA$ Bgﬂs
Z A€7//I/G

THE TRADITIONAL EMPHASIS IN WESTERN ” ‘\
ART UPON THE PRIMACY OF FOREGROUND
SUBJECTS AND

CONTINUOUSNESS

WHAT DO YOU THINK THIS
PAINTING BY AL HELD
IS CALLED? *

THE P/CTURE
FPLANE,

FACSIMILE

OF FIGUI
BY PABLO PICASSO
19

IN THEATRE THE IDEA THAT <& THE MASTERY OF AVY MEDIUM
LESS IS MORE " HAS REAL PRACTICAL " 2 USING MINIMAL ELEMENTS HAS
IMPLICATIONS. ONE OF THE MOST 1 LONG BEEN CONSIDERED A NOSLE
SUCCESSFUL SHOWS IN HISTORY 1S 1 ASEIRATION.

THE FANTASTICKS -~ A PLAY WHOSE 1

ENTIRE SE7 CAME IN 7HREE PIECES--
A TATTERED BANNER, A STICK
AND A CARDBOARD MOON.

*ANSWER: “THE BIG N
[SEE PAGE 216]



PROMISE ME YOU
WON'T DRINK AND
DRIVE, CARL,

I BETTER
GO NOW/

(um mmzz) T

IN MY PURSE, @

3 5,
( U\ i *

3
R~ BRUY
=3\ .
e <o e I LSE
"DARN/ TRAFFIC TR
BRU”/ SLOWDOWN. SHORT- a7 HERE I AM/
—
[So z

I'M SORRY, CARL,

BUT I CANT GO OUT
A | WiTH Yo ToNiGHT.
Aww/ Q

T HOPE DAISY IS
READY/

HOW ABOUT
7OMORROW

NIGHT?
J
i\

TOMORROW
TIS!

3

HMM. 1 ALWAYS WANTED
TO SEE THIS ONE/

SAY, DO YOU KNOW.
BILL'S LAST NAME?

THAT'S WHAT T'M
ASKING YOU.

EAGE N [[one seerwonr
HURT.




HERE I AM/,

I'M SORRY, CARL,
BUT I CANT GO OUT
WITH YOU TONIGHT.

THE ART
OF COMICS 1S
AS SUBTRACTIVE
AN ART ASIT IS
ADDITIVE.

10 STRIKE THAT BALANCE, CREATORS
REGULARLY MAKE ASSUMPTIONS ABOUT
THEIR READERS' EXPERIENCES.

SOME SEEM PRETTY SAFE,

LIKE THE ASSUMPTION THAT

THIS WILL BE PERCEIVED

BY AUDIENCES AS ANEYE
CLOS)

O]

D
FINDING THE
BALANCE BETWEEN

ja

J31A2
3HT 31 .21 TAHT
T'U230d IOM3IQUA
N THOW GATR
ARG
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AS CLOSURE ZE7TWEEN PANELS BECOMES
MORE INTENSE, READER INTERPRETATION

WE ASSUME AS READERS THAT WE WILL
BECOMES FAR MORE £ZAS7/C.

KNOW WHAT ORDER TO READ PANELS IN,
BUT THE BUSINESS OF ARRANG/NG THOSE
PANELS 1S ACTUALLY QUITE COMPLEX.

SO COMPLEX,

.o

AND MANAG/NG 1T BECOMES
MORE COMPLICATED FOR THE CREA7OR.

CLOSURE CAN BE A POWERFUL

FORCE W/7H/N PANELS AS WELL AS
EAN THEM, WHEN ARTISTS CHOOSE

TO SHOW ONLY A SMALL PZECE
OF THE PICTURE

SOME ARTISTS CAN BE
DEL/BERATELY AMBIGLIOLS,
OF COURSE, AND OFFER US NO STRICT
INTERPRETATION TO GO ON

ARTIST CAN
TRIGGER ANY
NUMBER OF

OFFERING
ONLY CLUES T0
THE READER-,

BY
SHOWING
LITTLE OR

NOTHING
OF A GIVEN
SCENE--

MADDENINGLY
VAGUE AgoUT
WVHAT IT
SHOWS
us.

IMAGINATION

=

T
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READERS FACED
WITH PANELS LIKE 7258&
WILL HAVE SUESTANTIALLY
D/FFERENT7 INTERPRETATIONS.

cLak:! CHAK!C Lpkc

BY CONSTRUCTING WHOLE
/MAGES BASED ON THESE

NS RADERS ARE
PfkmkM//Va CLOSURE,

WHOOSH!

3 Sp/lp SP//p g

pinsf Diagl

S AMEMLZ T SAY,
JUST AS READERS
COMPLETE -~

--AN
ACTION OR--

oW/ gy

S70P THAT!

P35 gl

@5W9g@5mjf
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WHATEVER THE MYSTERIES
AV/7H/V EACH PANEL, IT'S THE
POWER OF CLOSURE BE7WEEN
PANELS THAT I FIND THE MOST
INTERESTIVG.

o

THAT HAPPENS IN THIS

“THERE'S SOMETHING
S7TRANGE AND WONDPERFUL
BLANK RIBBON OF
APER.

AVE

WE ALREADY KNOW THAT COMICS ASKS
THE MIND TO WORK AS A SORT OF
IN-BETWEENER -- FILLING IN THE GAPS
BETWEEN PANELS AS AN AV/A#A70R
MIGHT-- BUT T BELIEVE THERE'S STILL
MORE TO IT THAN THAT.

LET'S
THE A7/
i

'F7H TYPE OF TRANSITION,

TAKE ANOTHER LOOK AT

HE ONE SO POPULAR
IN JAPAN

HERE'S
A FOUR-PANEL
ESTABLISHING

SHOT OF AN

D-
KITCHEN SCENE.




NOW, MOST OF WITH A H/IGH
YOU SHOULD HAVE

NO TROUBLE
PERCEIVING
THAT YOU'RE IN A

KITCHEN FROM
THOSE FOUR PANELS

ALONVE:

BUT THE SCENE YOUR
MIND CONSTRUCTS
FROM THOSE FOUR
PANELS 1S A VERY
DIFFERENT PLACE
FROM THE SCENE
CONSTRLICTED FROM
OUR TRADITIONAL
ONE-PANEL
ESTABLISHING SHOT/

-T-":'\
AND WHAT ABOUT COMICS IS A MONO-SENSORY
THE CHOPPING MEDIUM. [T RELIES ON ONLY

SOUND 7 DOES THAT ONE OF THE SENSES TO CONVEY

ONLY LAST A PANEL A WORLD OF EXPERIENCE

OR DOES IT PERSIS7 7
CAN YOU SMELL THIS
KITCHEN ? FEEL

LOOK AGAIN.

YOU'VE BEEN IN
KITCHENS BEFORE,
YOU KNOW WHAT A
POT ON THE BOIL
SOUNDS LIKE; DO
YOU ONLY HEAR IT
IN THAT F7RS7
PANEL?

WE REPRESENT

SOUND THROUGH
DEVICES SLICH AS
WORD BALLOOMS.

IT? 7AS7€ 117
L1 ] 7
7 i
i
WE REPRE WVITHIN THESE
(D TH! PANELS, WE CAN
E. ONLY CONVEY

INFORMATION
VISUALLY.

AN
1

|

-
BUT ~
ALL IN'ALL, IT IS

AN EXCLUSIVELY

V/SUAL
REFRESENTATION.

REQUIRED AT ALL.

WHICH IS
WHY ALL OF
OUR SENSES

ENGAGED!




SEVERAL TIMES

RELEASED - LIKE A

TRAPEZE ARTIST-
INTO THE OPEN AIR
OF /MAG/NAT/ON.

. THEN CAUGH T CAUGHT QUICKLY BUT IS IT POSSIBLE
BY THE OUTSTRETCHED SO AS NOT TO LET THAT CLOSURE CAN
ARMS OF THE FV/&ER- THE READER FALL BE SO MANAGED IN
PRESENT VEXT INTO CONFUSION SOME CASES--

FANELY OR &O -

-~THAT
THE READER
MIGHT LEARN
TOFLYZ

IN CHAPTER TWO, WE DISCUSSED
VARIOUS TYPES OF ICONIC AND NON-ICONIC
DRAWING STYLES

SINCE CARTOONS ALREADY EXIST AS CONCEPTS FOR THE
READER, THEY TEND TO FLOW EASILY 7HROUGH THE
CONCEPTUAL TERRITORY EBETWEENV PANELS.

IDEAS FLOWING INTO ONE ANOTHER SEAMILESSLY.
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BUT REALAS7/C IMAGES HAVE A BUMPIER RIDE. THEIRS 1S
A PRIMARILY V/SUAL EXISTENCE WHICH DOESN'T PASS EASILY
INTO THE REALM OF IDEAS.

AND SO, WHAT SEEMED LIKE A CONTINUQUS SERIES OF
MOMENTS IN THE LAST EXAMPLE, HERE LOOKS A LITTLE MORE
LIKE A SERIES OF §7%Z& FICTURES...

ANYWAY. THESE
THINGS ARE ALL
SUBJECTIVE] ).

IV D R

SIMILARLY, I THINK WHEN COMICS ART VEERS CLOSER TO
CONCERNS OF THE P/C7L/RE PLAIVE, CLOSURE CAN BE MORE
DIFFICULT TO ACHIEVE, THOUGH FOR DIFFERENT REASONS

NOW IT'S THE LINV/FYING PROPERTIES OF DESIGN THAT
MAKE US MORE AWARE OF THE PAGE AS A WAHOLE, RATHER
THAN ITS INDIVIDUAL COMPONENTS, THE ZANELS.

A GOOD RULE OF
THUMB IS THAT
IF READERS ARE
PARTICULARLY AWARE
OF THE ART IN A
GIVEN STORY--

ONCE AGAIN, IT'S ALL A MATTER
~— PERSONAL 7ASTE.

OF COLRSE, MAKING THE READER WORK A LITTLE
MAY BE JUST WHAT THE ARTIST IS 7RY/MG TO DO.
OF




THE COMICS
CREATOR ASKS US
TO JOIN IN'A S/LENT
DANCE OF THE
S'EEN AND THE
UNSEEN.

THIS IS WHY T THINK IT’S
A MISTAKE TO SEE COMICS AS
A MERE 'ER/D OF THE
GRAPHIC AR7S AND PROSE
FICTION.

HAPPENS
BETWEEN THESE
PANELS IS A
KIND OF MAGIC




ALL I CAN DO IS MAKE ASSUMPTIONS
ABOUT YOU AND HOPE THAT THEY'RE
CORRECT7 -~

(1]

HERE IN
THIS STUDIO, I'VE =1
TRIED TO CON7ROL é
THAT PROCESS AND

USE IT TO MAKE
MY CASE.

BUT T
CAN ONLY Po/NT
HE WA,

-=JUST AS WE ALL ASSUME, EVERY DAY,
THAT THERES MORE TO LIFE THAN MEETS }

ALL I ASK OF You
IS A LI

--AND A WORLD
OF 4




SO/ LE7°S SEE:
EACH PANEL OF A
COMIC SHOWS A

SINGLE MIOMENT
TN TIME /
™ T wrervenms momenrs,

TIME FRAMES. ||

AND BETWEEN
THOSE FROZEN
MOMENTS -- BETWEEN
THE PANELS-- OUR
MINDS FILL IN THE

CREATING THE ILLUSION
OF 7IMIE ANDZ MOTION.

Olele]

LIKE A LINE DRAWN
BETWEEN TWO POINTS.

TIME IN COMICS

\S IVFINITELY

WEIRDER THAN
THAT”




OH, HENRY, WELL, IF

AAGH! PUT THAT CAMERA OL' HENRY IS
SMILE! ) THAT FLASH AWAY, WILL GONNA HAVE MUCH
1S BL/NDINVG, you? MIORE FUN, WE

MAY HAF TA HMNIM, ..

AWW,
, LET HIM A e cetthz, ’

BE, : YOu
G S T Comeen S| waio wove
AAVNG o

Pl

="
EVEN THE BRIEF FAR SLOWER 1S LIKEWISE, THE NEXT
SUUND OF A FLASH- ‘THE DURATION OF BALLOONS COULD HAVE
SINGLE ULE HAS ACERTAIN | | THE AVERACE #yoRD. | | ONLY Foriomer
MOMENT 7, oumr/o/v UNCLE HENRY ALONE | | THE BURST OF THE
T0 BE \wkf, 5UTNUT BURNS UP A GOOD FLASHBULB, THUS
HARDLY/” INSTANTANEOUS! | | SECoVD IN THIS ADDING STILL MORE
PANEL, ESPECIALLY | | TIME. ————
PAF’ SINCE “Smner”
UNDOUBTEDLY
cRR PRECEDED THE
RR FLASH

THAT FLASH
1S BL/NDINVG,
UNCLI

HENRY/
g

JUST AS PICTURES AND THE INTERVALS BE7WEEN THEM CREATE THE ILLUSION OF TIME
THROUGH CZOSURE, WORDS \NTRODUCE TIME BY REPIZESENT!NG THAT WHICH CAN ONLY
EXIST /N TIME --SOUN

WITH ALL ITS ACT/ONS AND REACTIONS,
A PANEL SUCH AS THIS COULD LAST A
GOO0D HALF MINLUTE OR SO.

95



BUT HOW COULD THIS BE ANYTHING BUT A SINGLE MOMENT >
OUR EYES HAVE BEEN WELL-7TRAINED BY THE FHOTOGRARY

AND BY REPRESENIATIONAL AR7 TO SEE ANY SINGLE

CONTINLOUS IMAGE AS A SINGLE INSTANT IV TIME.

BUT THE ACTIONS THAT WE SEE
OCCURRING SEEMINGLY AT THE SAME
TIME OBVIOUSLY CAN'7 BE/

N
TN\

s

ANOTHER I
WAY TO LOOK AT M‘u‘w
IT: LET'S THINKOF ||/
TIME AS A

I

i

T

EACH INCH N/
REPRESENTS A i
SECOND.

MIGHT BE SAID

THROUGH OUR

AND SINCE EACH
FACE AND FIGURE




--THOSE FIGURES,

THE PROPERTIES OF THE SINGLE
CONTINUOUS /MAGE, MEANWHILE, TEND
TO MATCH EACH FIGURE WITH EVERY
O7HER FIGURE.

SINGLE
IMAGE,

SINGLE
MOMIENT.

PORTRAYING TIME
ON A LINE MOVING
LEFT 70 RIGH 7,
THIS PUTS ALL THE
/MAGES ON THE
SAME VERTICAL AXIS
—

T
I

T

PERHAPS WE'VE BEEN TOO
CONDITIONED BY PHOTOGRAPHY TO

INGLES UP 7IME - PERCEIVE SINGLE IMAGES AS S/VGLE
L RECOGNITION ||| MOMIENTS. AFTER ALL, IT DOES
TAKE AN EYE 77#& TO MOVE ACROSS
= —1- ’ L B SCENES IN REAL LIFE/S
~NA /2 *'SNAP"—’

EACH FIGURE IS
ARRANGED FROM
LEFT TO RIGHT7 IN
THE SEQUENCE WE
WILL ‘READ “THEM,
EACH OCCUPYING A
DISTINCT 77ME
5207 Al
M it
g A

<

IN SOME RESPECTS THIS PANEL BY ITSELF ACTUALLY £/7 OUR
DEFIN/7/ON OF COMICS! ALL IT NEEDS IS A FEW GU77ERS
THROWN IN TO CLARIFY THE SEQUEINCE.

ik

N
X

O/VE PANEL, OPERATING AS SEVERAL PANELS.
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--g17, |
AN OTHERWISE
SILENT CAP7/ONED
PANEL, THE SINGLE
MOMENT CAN
ACTUALLY BE

NOT AZL PANELS
ARE LIKE THAT,
OF COURSE.

A SILENT PANEL
SUCH AS THIS COULD
/NOEED BE SAID TO
DEPICT A SINGLE
MOMIENT/

| g

HE'S GIVING

IF Souno

IS INTRODUCED,

THIS CEASES TO BE
RUE--

‘THESE VARIOUS

FANVEL
THEIR BORDERS ALL
OF THE ICONS THAT
ADD UP TO THE
VOCABULARY OF
COMICS.

FOR JUST AS THE
BODY'S LARGEST ORGAN
--OUR SA/N --

1S SELDOM 770U/GHT |
OF AS AN ORGAN--

SO TOO IS THE PANEL /7SELF
OVERLOOKED AS COMICS’ MOST
IMPORTANT /CON./
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THESE ICONS WE NOR IS THEIR

ApaRase | e
IXED OR AS THE SORTS OF GENERAL
7 INDICATOR

NO
IBSOLUTE MEANING, ICONS_WE CALL
fIKE lTlH’E ICONS OF PICTURES.
LANGUAGE, SCIENCE i
AND COMMUNICATION.

THAT 7/ME OR

THE DURATIONS OF THAT 7//IE AND THE
DIMENSIONS OF THAT SPACE ARE
DEFINED MORE BY THE CON.

THE PANEL THAN BY THE PANEL /7SELA *

OF

HE WAS GIVING IT
HIS ALL, WHEN-~

PANEL SHAPES VARY CONS/DERABLY THOUGH, AND WHILE

DIFFERENCES OF SHAPE DON'T AFFECT THE SPECIFIC "MEANINGS”

OF THOSE PANELS VIS-A-VIS TIME, THEY CA/A AFFECT THE
READING EXPERIENCE.

|[—
Otz

WHICH BRINGS US
TO THE STRANGE
RELATIONSHIP

REISNER DISCUSSES THIS UNDER THE NEADING " FRAMING TIME
IN COMICS AND SEQUENTIAL AT 99




IN LEARNING TO READ COMICS
WE ALL LEARNED TO PERCEIVE
TIME SPAT/IALLY, FOR IN THE WORLD
OF COMICS, 7/ME AND SPACE
ARE ONVE AND THE SAME.

S0, AS READERS,
WE'RE LEFT WITH ONLY

THE PROBLEM
IS 7THERE'S NO
CDWEQSI,WV

THE FEW CENTIMETERS
WHICH TRANSPORT US FROM
SECOND 70 SECONZ INONVE
SEQUENCE COULD TAKE US A

Vel MILLION YEARS
IN ANOTHER.

ARE MOVING THROUGH
SPACE, THEYRE ALSO
MOVING THROUGH

IN MOST CASES IT’S NOT HARD TO
MAKE AN EDUCATED GUESS AS TO THE
DURATION OF A GIVEN SEQUENCE, SO

LONG AS THE £Z EMENTS OF THAT

SEQUENCE ARE FAMI/LIAR TO US.

FROM A LIFETIME
OF CONVERSATIONS,

PANEL LIKE THIS
LASTS FOR NO MORE
THAN SEVERAL
SECONDS.

T ALwAYS FIGURED T GUESS
FARY-ANNE WOULD
60 FOR GILLIGAN.

»
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BUT IF THE CREATOR OF THIS SCENE
WANTED TO LENGT7HEN THAT PAUSE, HOW
COULD HE OR SHE DO SO7 ONE OBVIOUS
SOLUTION WOULD BE TO ADD MORE PANELS,
BUT IS THAT THE ONLY WAY?T

D'YA THINK THE SOX T GUESS.
CouLd FINALLY DO
IT TS vEAR?

WE'VE SEEN HOW
TIME CAN
CONTROLLED 'U’U?OUGH
THE €OJ OF

IS THERE ANY WAY TO MAKE A
SINGLE SILENT PANEL LIKE THIS ONE
SEEM LONGER 7 HOW ABOUT WIDENING

THE SPACE BETWEEN PANELS 7
ANY DIFFERENCE 7

CLOSURE BETWEEN
PANELS, BUT THERE|
STILL OVEMORE.

HEY, T DESERVE A T GUESS.
BETTER 20B! T COWD)
BE A BRAIN SURSEON!

AS UNLIKELY AS IT SOUNDS, THE PANEL SH#APE CAN

BASIC “MEANING" AS ITS SHORTER VERSIONS, STILL 1T
HAS THE FFELING OF GREATER LENGTH/

THAT MADONNA
AN, SHE'S ONE HOT

101



OTICED HUW THE

ﬂﬂr DIMENSION

IN A MEDIUM
WHERE TIME AND
S IERGE SO

VANISHES!

THE PANEL BORDER
IS OUR GL//PE THROUGH

7IME AND SPACE, BUT
T WILLSONLY GLIIDE us
0 F#

AS MENTIONED,
PANELS COME IN
MANY SHAPES AND
SIZES, THOUGH THE
CLASSIC RECTANGLE
IS USED MOST OF7EN.

WHEN THE CONTENT |
OF A SILENT PANEL
OFFERS NO CLUES AS
TO ITS DYRATION, 1T
CAN ALSO PRODLICE
A SENSE OF
TIMELESSNESS.

Il | MH I M\

BECAUSE OF ITS
UYNRESOLVED NATURE,
SUCH A PANEL MAY

ZINGER IN THE
READER'S MIND.

AND ITS PRESENCE

MAY BE FELT IN

THE PANELS WHICH
FOLLOW IT.




5]

ONCE AGAIN, THIS
IS A TECHNIQUE
USED MOST OFTEN
IN JAPAN AND ONLY
RECENTLY ADOPTED
HERE IN THE WEST.




IN COMICS,
AS IN A7LM,
TELEV/SIOVN AND
‘REAL LIFE)
ITIS ALWAYS
NOW.

LIKEWISE, ALL

7
#

ATTATTTN

BUT LINLIKE
OTHER MEDIA, IN

THE FUTURE 1S

POSSIBILITIES,
" [

COMICS, THE PAST
1S MORE THAN JUST
MEMORIES FOR
THE AUDIENCE AND

MORE THAN JUS‘I;

PAST IN ITS WAKE.

LIKE A S70RM FRON7, THE EYE MOVES
OVER THE COMICS PAGE, PUSHING THE

WARM, HIGH-PRESSURE FZ/7T/RE AHEAD
OF IT, LEAVING THE COOL, LOW-PRESSLIRE

‘ ‘ ALONE
|| W\ Aeesenz

]|
THIS
PANEL AND
7H/S PANEL
REPRESENTS THE

BOTH
FPAST AND
FUTURE ARE

REAL AND
V/SIBLE AND

ARG
1274

WHEREVER
THE EYE HITS
£AND, WE EXPECT

IT TO BEGIN

ANY PANEL
BEFORE THIS--
THAT LAS7 ONE,

FOR INSTANCE-~
REPRESENTS THE
FAST.

| A

WHEREVER YOUR
EYES ARE FOCUSED,
AT'S NOW. BUT

AT THE SAME TIME
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ONE BEER WON'T
HURT,

THE IDEA THAT THE
READER MIGHT CHOOSE
A DIRECTION IS STILL

CONSIDERED EXO07/C.

NAH, I BETTER
NOT.

I'LL JUST GO
HOME NOW.

-,

TLL JUST DRIVE

M; 717
ARGUND AWHILE. %’mg%;b,{{;"

HOUSE/

WHAT ARE YOI/
DOING HERE?/

GOSH, I JUST
WANTED T0 RENT
ANOTHER VIDEQ.

V)

il
THE VIDEO STORE.

7=
HMM... A FORK.
THE RIGHT IS

q
-

NAAH/ T'LL
GO LEFT.

CONDITIONED AS WE ARE TO READ
LEFT-TO-RIGHT AND L/P-7O-DOWN,
A MISCHIEVOUS CARTOONIST CAN

THIS MAY, IN PART,
BE THE INFLUENCE
OF OTHER MEDIA

LIKE F/LM AND
TELEV/SIOV WHERE
VIEWER CHOICE
HAS NOT GENERALLY
BEEN FEAS/BLE.

THE THE END oF
INCREDIBLE [ THE MONTH. ..

Roll s

PLAY ANY NUMBER OF 7R/CA<S ON US.

T'iC JosT
BoRROW SoME
[MONEY FRoM

IWVSELE INTHE
FUTURE!

o,

| /ATl P
~ v

©92 1 =
M ezl =
TAN | [ compLmEnTs
e | ) | wey!
DINNER ! | [Tve ceckpeesse




POINT A
BL

COMICS READERS
ARE ALSO CONDITIONED

E. T A VERY
LINEAR PROGRESS/ON. JUST
A STRAIGHT LINE FROM

TO POINT .
IT 1S THAT
NECESSARY Z

FOR NOW, THESE
QUESTIONS ARE THE
TERRITORY OF
GAMES AND
STRANGE LITTLE
EXPERIMENTS.

BUT V/EWER
FARTICIPATION
IS ON THE VERGE

IN OTHER MED/A.

HOW COMICS
ADDRESSES THIS
ISSUE--OR FA/LS
TO--COULD PLAY A
CRUCIAL PART IN
DEF/V/NG THE ROLE
OF COMICS IN THE

WNEW CENTURY.

1e70 (@

g0 19§

F——O
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AS MENTIONED EARLIER,
7IME AND SPACE IN THE WORLD OF
COMICS ARE CLOSELY LINKED.

AS DISCUSSED IN CHAPTER
ZE, MOTION IN COMI
ICED &2

CS

BY TRANSIT(ON
ONE

DESPITE COMICS' 7HREE 7THOLUSAND
YEAR HISTORY, 1T WASN'T UNTIL
-/800s DOGDLINGS
THAT SPEC/F/C MOTIONS WERE
PORTRAYED IN COMICS IN THE NOW-
FAMILIAR PANEL-7O-FANEL FORM.

MOTION WAS A

WITHIN
A FEW YEARS,
HOWEVER,

HoT
INDEED!
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BY /880, INVENTORS THE WORLD OVER KNEW
THAT "MOVING P/CTURES" WERE JUST AROUND
THE CORNER. EVERYONVE WANTED T0 BE F/RS7/

MY STROBOSCOPE \S SUPERIOR IV EVEA
WAY 70 7HE OBSOLETE ZOETROPE,

RY
Y

FOOLS. MY,
WILL SHOW YOU/,

HA!CHILDS PLAY!
JiEY ARe BUT

EVENTUALLY
IMAS EPI

AS THE MOVING PICTURE BEGAN ITS SPECTACULAR RISE, A FEW OF
S OF THE DAY EXPLORED THE IDEA THAT
MOTION COULD BE DEPICTED BY A S/NGLE IMAGE ON CANVAS.

THE MORE RADICAL 24/

THE FUTURISTS IN ITALY AND MARCEL DL/
IN FRANCE BEGAN THE SYS7EMAZIC DECOMPOSITION OF
MOVING IMAGES IN A STATIC MEDIUM.

ICHAMP

Girl Running on a Balcony
by Balla

Nude Descending a
Staircase #2 by
Duchamp

T
WASN'T A
BAD IDEA!

108

IF YOU'RE
GOING TO
PAINT A

WORLD--,

--FILLED
WITH

MOTION --

BE PREPARED

‘COPIED FROM PHOTOGRAPHS TAKEN BY EADWEARD MUYBRIDGH

DUCHAMP, MORE
CONCERNED WITH
THE /DEA OF
MOTION THAN THE
SENSATION, WouLD
EVENTUALLY REDLCE
SLICH CONCEPTS AS

MOTION TO A

IVGL,
LINE.

~THEN

in/)

DUCHAMP SOON MOVED ON, THE FUTURISTS

DISBANDED AND FINE ARTISTS GENERALLY

LOS7 INTEREST IN THIS OTHER TYPE OF
MOVING PICTURE”

BUT THROUGHOUT THIS SAME PERIOD
ANOTHER MEDIUM, LESS COMSP/CLOUSLY,
HAD BEEN INVESTIGATING THIS

/) I'M SURE
YOU CAN ALL
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FROM [TS SARL/IEST DAYS, THE MODERN Ao
COMIC HAS GRAPPLED WITH THE PROBLEM UNLIKE 4
OF SHOWING MOTION IN A §7A7/C MEDIUM. PAINTING, IT
WAS MORE THAN

HOW DO YOU SHOW THIS ASPECT OF TIME
IN AN ART WHERE 7/ME STANDS S77LLZ

THOUGH SEQUENTIAL ART SURVIVED FOR MANY CENTURIES 27740L/7
DEPICTING MOTION, ONCE THE GENIE WAS OUT OF THE BOTTLE IT WAS PERHAPS
INEVI7TABLE THAT MORE AND MORE EFFICIENT MEANS WOULD BE SOUGHT.

AT FIRST, THIS SEARCH CENTERED ON MIL7/PLE IMAGES IN SEQUENCE.

BUT JUST AS A
SINGLE PANEL CAN
REPRESENT A S/24V
OF TIME THROUGH
SOUND -~

--SO TOO
CAN A SINGLE
PANEL REPRESENT
A SPAN OF TIME
THROUGH
PICTURES!,

LIES COMICS’ MOTI0N LINE."

A MM
Fidasdsaeay

N
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IN THE BEGINNING, MOTION_LINES-~OR “2Z/P-R/EEONS” AS SOME CALL THEM--
WERE WD, MESSY, ALMOST DESPERATE ATTEMPTS TO REPRESENT THE PATHS
OF MOVING OB/ECTS THROUGH SPACE.

EVENTUALLY, IN THE HANDS OF A#ER0/C.
FANTASY ARTISTS LIKE BILL EVERETT
AND JACK K7IRBY --

OVER THE YEARS, THESE LINES BECAME
MORE REAINED AND S7YL/ZED, EVEN
DIAGRAMMAT/C.

-=-THOSE SAME LINES BECAME ‘90 STYLIZED AS TO ALMOST HAVE A L/FE
AND /Y SICAL PRESENCE ALL THEIR OWN,

ART CENTER AND ABOVE RIGHT) © D.C. COMICS. (LEFT AND RIGHT)
©MARVEL ENTERTAINMENT GROUP ING. 111



i

BECAUSE
THEIR ABILITY TO DEPICT

IN THIS APPROACH,
BOTH THE MOVING
QFB/EC7 AND THE

DS ARE
DRAWN IN A CLEAR,
ARTICULATED STYLE,
AND THE 7H OF
MOTION IS IMPOSED
OVER THE SCENE.

LE IV
THE SUBJECT, ATTEMPTING TO
INVOLVE THE READER MORE
DEEPLY IN THE ACTION.*

El
SOME INTRIGUING RESULTS
IN THE SIXTIES AND
SEVENTIES.

* MULTIPLE IMAGES CAN BE FOUND IN THE
'NORK OF KRIGSTEIN, INFANTING AND
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COLAN, WHO WAS ALSO A FUM-BUFF,
WAS OF COURSE AWARE THAT WHEN A
CAMERA'S SHUTTER SPEED IS TOQ SLOW TO
FULLY FREEZE A MOVING OBJECT'S IMAGE,
AN INTERESTING BLURRING EFFECT OCCURS.

(1 ,/f/»—,_

sy 207

/7 \F THE CAMERA MOVES W/TH THE MOVYNG OBJEC'Y
THAT_ OBJECT WILL REMAIN FOCUSED WHI
BACKGROUND WILL NOW BE smEAKEp

AMERICAN CoMIcs
ARTISTS TOOK
LITTLE OR NO INTEREST
IN THIS KIND OF
GRAPHIC

IT WAS LIKEWISE
ISNORED.

/'Pﬁf—\ggy‘uo

BUT IN PAN. O
AGAIN, A VJEA;Z‘/ D/FFERF/VT
COMICS CULTURE EMBRACED
THIS VERY DIFFERENT
CONCEPT OF MOTION AS

THEIR OWN.”




SUBSECTIVE
MO7/ON, AS T CALL
IT, OPERATES ON THE
ASSUMPTION THAT IF
OBSERVIMG A MOVING

OBJECT CAN BE
INVOLVING, BE/NG
THAT OBJECT SHOULD

BE MORE SO.

JAPANESE
ARTISTS, STARTING

IN THE LATE 60%.,
BEGAN PUTTING THEIR
READERS WV 7HE
DRIVERS SF/V"’éV:\S/‘ITH

PANELS LIKE 7#£SE.
’ AND
STARTING IN THE

MID-E/GHTIES,
A FEW AMERICAN
ARTISTS BEGAN TO
ADOPT THE EFFECT IN
THEIR OWN WORK,
UNTIL BY THE EARLY
NINETIES 1T HAS
BECOME FAIRLY
COMMON.

OEH 2247

ARE THESE
THE ONLY WAYS
WE CAN PORTRAY




IN A --THE --SUCH
MEDIUM WHERE STORYTELLER THE POLYPTYCH,
TIME AND SPACE WHERE A MOVING
MERGE-- FIGURE OR
FIGURES--
ol e
-
R =
ML
1Y
1
d
o o
g
BY INTRODUCING HERE, THE
7/ME INTO THE COMPOSITION OF
EQUATION, COMICS THE PICTURE IS
ARTISTS ARE JOINED BY THE
ARRANGING THE COMPOSITION OF
, THE
COMPOSITION OF
DRAMA --

IF THE COMPOSITION
OF A SINGLE PANEL
1S TRULY PERFECT,”|
DOESN'T THAT IMPLY
THAT IT CAN--OR
EVEN SHOULD-- STAND
ALONETZ

THE NATYURAL WORLD CREATES GREAT

BEAL7Y EVERY DAY, YET THE ONLY RULES

OF COMPOSITION IT FOLLOWS ARE THOSE

OF FUNCTION AND CHANCE.
: s

COoMICS,
AT ITS BEST,
SHOULD DO

NO LESS.




AS WE'VE SEEN, THE INTERACTION OF 77475 AND
COM/C'S GENERALLY LEADS US TO ONE OF TWO SUBJECTS:
WD OR MOT7ON.

SOUND BREAKS BOTH TYPES ADD TO THE DURAT/ION MOT7ION ALSO
DOWN INTO 720 OF A PANEL, PARTIALLY THROUGH THE BREAKS DOWN INTO
SYBSETS: WORD NATURE OF SOUND /7SEZF AND BY TWO _SUBSETS.
BALLOONS AND INTRODUCING ISSUES OF AC7/ON AND THE F/RST TYPE--
SOUND EFFECTS. REACT/ION. PANEL-TO-PANEL

IMPORTANT ENOUGH
TO MERIT ITS OWN
CHAPTER.

THE 077/EA’ TYPE -~ MOTION WZ77H/N
ELS--CAN BE FURTHER mvnusp
w*ro SEVERAL DISTINCT S7Y2ES. 1'VE
COVERED THE ONES .Z KNOW, BUT THERE
MAY BE MANY O7A#/ERS. TIME WILL TELL.

THE WORKINGS OF
TIME IN COMICS SHOULD
BE AS SIMPLE AS--
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1 Pl -2 P il I ) A [ )
S ) ] R G )

1'VE BEEN TRYING TO FIGURE QUT 5]

) ik s £
=t

WHAT MAKES COMICS “7/CK™” FOR ||
YEARS AND TM STILL AMAZED — SORR o
8y THE S7RANGENVESS OF IT ALL. | bRl
=TT i " IN COMICS 1S-- 4
ol (e
=" 3 ~= &S &
’,‘ ::..\ = 8 4 73

G

A,

1 F

OF SIMPLE
NORMALITY.

ALL
DEPENDS ON
YOUR FRAME
OF MIND.
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