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NTRODUCTIO

N

MY GLD PA

CALLED

HE OTHER DAY,

ALATT FEAZELL

SCOTT, WHAT'S YOUR
" PECUECT GOING TO )
THAT YOU'VE FINISHED

“ZOTF ;

WELL, IT'5 A BIT HARD
| TO DESCRIEE, MATT. IT'S
SORT OF A COMIC BOO0K”
ABOUT COM.

(i

NOT EXACTLY, MO
ALTHOUGH THERE 15 SCOME
i . 1T'3 MORE

WHAT IT'S CAPABLE OF,
HOW IT WORKS.

OF COMICS,
MIND 2

YOU KNOW, HOW DD WE
DS OMICS, WHAT ARE
THE BASIC EL EMENVTS

HOW DOES THE
ESS THE LANGUAGE
S0RT OF

HAVE A CHAPTER ON
CLOSURE—ALL ABOUT
WHAT HAPFENS
THE PANELS, THERE'S ONE ON
HOW TAAFE FLOWS TRROUGH
COMICS, ANOTHER ON THE
INTERACTION OF MMARES
AN

O B/ TLURES AND
STORYTELLING.

1 EVEN PUT TOGETHER A NEW
COMPRENENSIVE

OF THE CREA,

AND IT5 IMPLICATIONS FOR

COMICS AND FOR ART
GENERA

AREN'T

YOU KIND OF

YOUNws 10 BE DOING
THAT SORT OF




UNDERSTANDING COMICS



WHEN T WAS A
2I7TiE KID
T KNEW.

EXACT7LY

WHAT COMICS
WERE.

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

SMARTER THAN I WAS ) CONVINCED
ME TO GIVE COMICS ANGTHER LOOK

AND LENT ME HIS COLLECTION

© »x\\ /@



BUT WHENEVER I
TRIED TO EXPLAIN
I FELT THAT MY FEELING, T
THERE WAS SOMETHING FAILED M/SERABLY.
LURS IN COMICS...
SOMETHING THAT HAD
Ve IVE.

N LESS THAN A

EVER BEEN DO/

THE PROBL
WAS TR PR AM0ST
PEOPLE, THAT WAS
WHAT “Comic goox™
MEANT/

SURE, 1 REALIZED
THAT COMIC BOOKS
JvERE USUALLY
10F. FOORDDRAWN.
\S‘EMI /TERATE,
CHEAP DISPOSABLE
KIDDIE FARE -~

DON'T_GIMME THAT

IF PEQPLE FAILED TO

N IND s

COMICS, IT WAS N A rooree —_ANI
BECAUSE THEY DEFINITION, IF SHOW THAT 3 WHERE OUR
DEFINED WHAT WE COULD F/VD € PO7TENTIAL JOURNEY
COMICS COULD BE ONE, MIGHT GIVE OF COMICS 1S BEGINS.

700 NARROWLY.” Z7E TO THE LIMITLESS AND 2

STEREQTYPES-- 4 EXCITING/




-~ WHILE NOT BEING

MNOT comics.

"COM/ICS

IS THE WORD

WORTH DEFINING,
AS IT REFERS TO
THE MEDIUM /78ELE
NOT A SPECIFIC
OBJECT AS “comic
K" OR “COMIC

00 (4%
STR/P" DO.

WE CAN ALL
VISUALIZE 4

ONE. QUR DEFINITION
MUST_ENCOMPASS
ALL THESE TYPES--

SEE PAGE 216 FOR COPYRIGHT INFORMATION.




HOWEVER, NOTICE THAT
IS DEFINITION IS

MASTER
COMICS ARTIST W/ZL
E/SNER USES THE TERM $! ON/MH
SEQUENTIAL ART NSEORMIED TS

WHEN DESCRIBING SOMETHING MORE :
THE ART OF

TAKEN //VP/V/DUAL[)’
THE PICTURES
ARE MERELY 77!A7—-
PICTURES.

MUCH HAS ALREADY
BEEN WRITTEN ON
THE VARIOUS SCHO0LS

BUT TO DEF/INE
COMICS, WE MUST
FIRST DO A LITTLE

AESTHETIC
URGERY
AND SEPARATE
7 7Vl FROM
G| - CONTENT/
Y dddits
k| =
©)




THE_ARTFORM —- THE MED/LM -~ KNOWN

AS COMICS IS A

VESSEL
HOLD ANY NUMBER QF /DEAS AND /MAGES.

Z WHICH CAN

THE "COV7ENT" OF

AT ONE
TIME OR ANOTHER
VIRTUALLY AZL THE

GREAT MEDIA HAVE
RECEIVED CR/77CAL
EXAMINATION.
IN_ AND OF
THEMSELVES.

SWHEEEEZ®

sWAF! KAFI:

GLUGH- GoH.

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

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

:GLUGH

BUT FOR COM/CS,
THIS ATTENTION
HAS BEEN
RARE. *

LET'S SEE IF

WE
CAN HELP REC7/FY
THE SITUATION



EISNER'S

LET'S SEE
IF, WE CAN EXPAND

IT_TO A PROPER
D|CT|0NAR‘/ STYLE
DEFINITION

ISN'T ANIMATE D
FILM JUST V/SUAL
ART IN SEQUENCE?

BEG
PARDON?Y

\
KT
W o Y

1 S

1 GUESS THE BASIC
DIFFERENCE IS THAT
ANIMATION 1S

R H FRAME OF CO/M/ MUST
SEQUENTIAL IN TN SPACE o
£ BUT NOT
SPATIALLY
JUXTAPOSED" bS
COMICS ARE.

ST

* JUXTAPOSED = ADJACENT, SIDE-BY-SIDE
GREAT ART SCHOOL WORI 7




T
i ol £ DUESH'T THAT MPLY

THIS SHOULD LOPGNTY THY

MAKE T A BIT VALUE SUDGMENTZ

MORE SRECIAIC.

JUXTAPOSED
SEQUENTIAL
YISUAL

OKAY, HOW
ABOLT 7R

]UIT!PUSEB

JUXTAPOSED

SEQUENTIAL
STATIC MK mrﬂmn
IMAGES

DJESN T)‘C‘?VF
TO BE CD\\I[ '

LETTERE ARE STAT/C
IMAGES, RIGHTT

WHEN THEY'RE

DESCRIBE
WORDS 77|




JUXTAPOSED
PICTORIAL
AND OTHER
IMAGES IN

DELIBERATE
4. SEQUENCE

NO, T MEAN TS
&ND WHAT asom
XAEN AN

WHAT

ABOUT ]

SHOLLDN'T

WELL, J\N)’WJ\Y THIS
SHOULD DO FOR

\'\I'E LL JUST TXFPE

LR )\DD&LITI’LE
SI] oM THE z/&ﬁf
QF ’.OMIC.S LU

response in i

lJIr‘IDr al and oth
3 In deliberate
Intended to convey infio
and,/or to produce ar

- AND
TH|5 15 THE OVEY
DEFINITION \.?zru:
LIKELY 7O
NEED

WITH !\ .rﬂrr»?r
DEFINITION
UMJLR' Uuﬂ

SUME MW LIGHT
ON THE AWS70RF
G COMICS.

MOST BOOKS AFGUT
COMICE BEGIN
--PERHAPS SHORTLY BEFORE
WE CAN SHED THE TURN OF THE
CENTURY, BUT I
THINK WE CAN
VENTURE A BIT

FARTHER THAN
A




ACTUALLY, )

ALOT
ég FARTHER! ‘

JUST A PIECE OF

THE
EF/C STORY CONTAINED HIS 36-FOOT LOI

NG,
IN A PRE-COLUMBIAN 5 FRX Gﬂlr L Y- COLORED, PAINTED
PICTURE MANUSCRIFT SCREENFOLD TELLS OF THE GREAT
“DISCOVERED" Y CORTES 8\ M/LI7ARY AND POLITICAL HERO
AROUND /&/9. 4 : E-DEER " TIGER'S-CLAW.”

+ OR "OCELOT'S GLAW® DEPENDING ON WHOSE BOOK YOU READ.
THIS SEQUENGE IS BASED ON A READING BY MEXICAN HISTORIAN 10
AND ARGHAEOLOGIST ALFONSO CASO



FIRST, WE SEPARATE THEN REVERSE IT
WORDS FROM P/CTURES. AND STRAIGHTEN IT

ouT ( THE ORIGINAL
8-DEER
*TIGER'S
CLAW®

AND Z/GZAGGED.)
AND FEG/NV-

THE YEAR: JO49 AD
THE DATE: MAY 3~

THE PLACE: LIERE [
¥

(AnAvE)

Al

11HOUSE 12 MONKEY
(A paTE )

XIPE'S
BUNDLE

(GLYF‘H FOR PLACE WHOSE
NAME WE DON'T KNOW.)

OUR HERQ, 8-DEER "7IGERS CLAW,
CONQUERS THE PL:;&_; AND CAPTURES THE

9 VEAR OLP PR/ D "SERPENT |

8-DEER ALSO CAPTURES THE PRINCE'S OLDER

BROTHERS, /0-DOG "EAGLE COPAL BURNING®

AND 6-HOUSE “ROVY OF FLINT KNIVES * AND
UTS ‘EM ON ICE

THE FOLLOWING YEAR, &-DEER AND

( moswu) HIS BROTHER, DISGUISED
T/GERS, ENGAGE IN SACRIFICIAL

GZADWOR/AL COMBA7 WITH THE PRINCE,

Ag DFOG, AND ANOTHER WARRIOR DISGUISED

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

11

"12 MONKEY *



HUNDREDS GF YEARS ‘ Hs 20
BEFORE CORTES BEGAN COLLECTING T 5

C; » THE NOEATAN C
TR ]

FAR FROM DVSGULITLIE rING
THESE AS COMICS, 1 THINK
MOPERY COMIC. BOCK ARTISTS
TAKE NOTE OF THE
PUSS(RHJHE&' OF SUCH w.vacé‘
CEMPDETIONS

-cow FEW ARTISTS Hmre
MADE GOOD LISE OF THEM
FINCE

WHICH

FINDING
COM h BEYOND

M ,‘( l EN VLA
BIT
zrazr.wf 2 A

AT S'IlCST GLRNCE,
L YPMICS
.\c\.)L, 1} :,rtm ™ FIT
OURE DEFINITION
PERFECTL

JUXTAPOSER
PICTORIAL
AND OTHER
IMAGES [N
DELIBERATE
SEQUENCE
7

MUCH
nspsu:s DN QUR LSE
OF WORD
"PIC ?T?R.ML 3

AT lE"\S? SOME
r

'ro THE 5uuttr
BUT THESE GLYPHS




- Qr&UlNc; LEET TD WNT — AS WITH "HE MEXICAN CODEX,
WE SEE THE SJEATS OF THE THERE ARE NO PANEL FORDERS PER 3E,
CUNQUFJT, 1] DFL.BHPA?P BUT THMERE ARE CLEAR DIVIEIONS OF SCENE
CAMRONOLOGICAL CRDER BY SUBSECT MATTER.
UNFOLD BEFORE QUR VERY
EYES

EGYPTIAN FAINTING 1S ANOTHER
ATATTER. SOME, LIKE THIS, MAY SEEM
TO BE CONCERNED WITH SEGLENCE

ﬂUl ARE ACTUALLY S WING

TWO DIFFERENT LocATionS
5 AND CASTS,
GROLPED ONLY BY
SEESEET

THUS,
THEIR Al

DESCENDENT
15 THE WRITTEN

FIND SEQLENMEE N EGYFTIAN
JEN I BEGAMN THIS BOOK AND
TS~




COMPL

PAINTED OVER TRORTY-

CENTURIES A0 FoR
THE TOME OF MIEVAM,

AN ANCIENT EGYFTIAN

HERE'S THE
ETE SCENE "

A% WOULD BE
DONE 2,700 YEARS
LATEL N MEXICO, THE
FOYPTIANS READ

GOING

Lt
THIS TIME !

THEIR
COMICS ZAF-TAG.
=nT
MORT MSAREY COMPLETE, RNTIWAY.
STARTING AT THE T IN BASKETS TO
LOWER LEET, WE o
SEE i

THEESHING LOCATION
TWO GIRLS SHT OVER BITS OF WHEAT
ERS 51T UNDEZ A TREE, ONE SLEEP!

n —‘Jny‘ il



THE SHEAVES ARE

ICK
CARPET OF WHEAT.

k4
R poser

THEN OXEN TREAD
KERNELS OUT OF
THE HUSKS

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.

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

7/ TLL GLADLY
ADMIT THAT 1
HAVE VO /(DEA
WHERE OR WHEN

COMICS ORIGINATED.
LET O7#ERS 5
WRESTLE WITH
7HAT ONE

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

HISTORY OF THE
WRITTEN
WORD.

THE
INVENTION
OF

FPRINTING.




ART RESTORED FOR CLARITY ~ OTHERWISE UNCHANGED.

WITH THE INVENTION

OF PRINTING} THE

ART-FORM WHICH HAD

BEEN A DIVERSION

OF THE R/C#/ AND

POWERFLIL NOW

COULD BE ENJOYED |
BY EVERYOIVE”

OF SAINT ERASMUS,”
CIRCA 1460.
WORD HAS IT THIS

GUY WAS A VERY
POPULAR CHARACTER.

THE SOPHISTICATION OF -
THE PICTURE-STORY DID GROM, R
HOWEVER, REACHING GREAT

HEIGHTS 1N THE NIMBLE HANDS OF
HERE IS
A TINY PIECE (ABOUT

WILLIAM HOGARTH.
ONE TWENT7ETH) OF THE ﬁ

y SECOND PLATE FROM HOGARTH'S
A SIX PLATE PICTURE STORY : ‘ g

HARLOT § PROGRESS
PUBLISHED IN 1731.

=7 [ DESPITE THE
LOW_“"PANEL-COUNT,”
1 THESE LUSH, RENDERED
1
]
[

PICTURES TELL A STORY L7

RICH IN DETAIL AND A

MOTIVATED BY STRONG &
> SOCIAL CONCERNS

“MAYBE T SHOULDN'T SAY "INVENT
16 L RE A BIT LATE IN
RINTING




HOGARTH'S STORIES WERE
FIRST EXHIBITED 3

OF BAWT/NGS AND LATER SOLD
AS A PORTFOLIO OF

BOTH THE PAINTINGS AN
ENDRAVINGS WERE D!slsmzn
TO BE VIEWED SV

IAW WER! CRP&TED
TO FROTECT THIE
NEW FORM

THE FATHER
7%;# R PERN,

mmss 5TA|zY|N'$ IN THE Mip= IBDD!

L
THE fIEST 'IN] LRDEPE"JDENI H T,
D PICTURES SEEM IN EURDPE.,

TRANSLATION BY £ WiESE }

RV COMIC TN MANY WATS
IGHT SATIRIC PICTURE

UNFORTUNATELY,
FAILED ASE

AT FIRST THE FULL

POTENTIAL OF HIS

ITAS A
A SIMPLE AOFEY.

INVE I\‘IION, SEE NG
MERE DVVERSION,

EVEN 50, TOPFFER
CONTRIBUTION TO THE
(OERSTANDING
OF COMICS IS
CONSIDERABLE, IF
ONLY FOR HIS
REALIZATION THAT
HE WHO WAS NEITHER
ARTIST NOR WRITEE -

-= HAD CREATED AND

MASTERED & FORM
WHICH WAS AT ONCE
BOTH AND NETTHER.

(@Y

PP \4

A LANGUASE
ALL TS OWHN.




BRITISH CARICATURE MAGAZINES
KEPT THE TRADITIONS ALIWVE AND AS
I'—lE 0™ CENTURY DREW NEAR, THE COMICS

COMIC

‘\«'EI\TLIN_'LV T TRETpE
STREAM OF WAKING DREAMS THAT
HAS YET TO ABATE -

BECGHN T0 APPEAR AND
IN A STEADY

BUT EVEM 1N
FRAS CENTURY,
QUR DEFINITION CAN
HELP TC ILLUMINATE
THE WORKS OF SOME

LUNSUNG HERDES.

JURTAPOSED
P

o

44D DTHER

IMAGES 1N
BELIBERATE
WEQUENLE

e SOME OF THE MOST MPPIRED AND INAVOUATIAE COMICS
OF QUR CENTLIEY HAVE NEVER RECEIVED RECOGNITION A8 COMICS,
NOT 50 MUCH IN SEITE OF THEIR SUPERIOR GUALITIES
FECALSE OF THEM
s FOR MUCH
L THIS CENTURY,
WOR MICS"
Hﬂ\ rmD SUN.H
NEGATT

IHA"' MJ\NY OF CCMICQ MOST

'lPNF PREF'ER‘?ED v
BE HHNOWN AS

:/éﬁ U;S‘?‘a?ﬂms

i

=B
ﬂ

AND 30, COMICS”
LOW SELF-ESTEEM IS

‘woopcuT HI?" ST L¥AV0 WARD 15 OME BUCH Mfsm lWX
WRRD'S SILENT “MOODCHT MOWELS " ARE POWERFUL MODERN FABLES, NOW

PRAISED BY COMICS ARTISTS, BUT SELDOM RECOGMIZED M comics




ARTISTS LIKE WARD AND BELGIAN Y THEIR DESmmion
ffﬁ# SAID MUCH THROUGH OF COM|C5; THEN AF

S SIMPLY TOO
COMICS, BUT FEW IN THE COMICS COMMUNITY
OF THE DAY COULD GE7 7HF MESSAGE

FROM FEANK MASEREELS SASS/ONMTE JOLENEY. 151,

QUITE A DYSEERENT
CASE 15 MAX FEMST'S
SURREAL mmﬁ!

NVOVEL”

THIS |82 PLATE
SEQUENCE OF COLLAGES
IS WIDELY CONSIDERED

. e
THE LACK OF &

THERE 15 NO MISTAKING
THE CENTRAL RD[E WHICH




IF WE DON'T EXCLUDE

THE
SOUNDS MORE DIGIVIFIED,
Is

MEANWHILE, P/ICTURES

N THAT THEY
sr/u NOBODY REFERS TO
M AS COMICS ! "DIAGRAMS "

PPOSE.

M

o5

5
?'J

—

-

T

\C

IN J‘DME couNTrzlss
COMIC!

FROM SVA/NED GLASS
WINDOWS SHOWING BIBLICAL
SCENES IN ORDER TO MONVET S

| seeres mvmnGs, 10 Your AR

OWNER'S MANUYAL, CONICS TURN UP
ALL OVER ik SEQUENTIAL ART
1S EMPLOYED AS A DEFINITION

=

HANKS 10 AT £

com.ics (kom'iks)n. plural in form,
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.

FOR ALL
THE DOORS THAT
OUI? DEF!N]T!ON OPF/VJ'
E IS ONE WHICI
)T CLOSES.

SUCH SINGLE PANELS
MIGHT BE CLASSIFIED
AS C 7C ART “

IN THE SENSE THAT
THEY DERIVE PART
OF THEIR V/SUAL

<
=T
- -

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

“Mommy, why ain't T
j e

20



BUT I SAY THEY'RE

HO MORE COMIC
THAN THIS STILL OF
FUHENREY SEA

'E. 27 |
1= EFEMS

THEY ARE
X TOONS,
AS AT,
AND THERE IS A
LOVG-STANDIVG
\  BELATIONGHE
ETWEEN

THE

ETWEE
COMICS AND
CARTOONS,

- EUT THEY ARE NOT
AME THING” onE 15 .ew
APPROACH TO PICTLRE MAKING -

S7XEE IF YOU LIKE -—WHILE THE 0T

MORE ON
THIS LA7EE

THIS SAME SAMSLE
(EL MIGHT ALSD

BE LABELLED COMICS

FOR 175 JLI¢ rl.'\pms« THIN

§ AND
uun::/

A GREAT MAJORITY OF MODERN COMICS
FEATURE WORDS AND PICTLIRES 1
COMBINATION AND T'S A SUBJECT WORTHY OF
STUDY, BUT WHEN USED AS A DEFIN/TION
FOR COMICS, I'VE FOUND IT TO BE A LITTLE
\\_‘_\_\_IUO RESTRICTIVE FOR NTY TASTE

C “((’ ’_\L@C/Cv) T

OF COURSE, 1F

N IR AND 7RIS TIME,
SPECTACULARLY VARIED THE SECRET IS NOT IN
AGEF 15 ANY INDICATION, WHAT THE DEFINTTION
SAYE BUT IN WHAT iy
™ LLY # s
PRECICT USING THE DOESN'T S5,
STANDARDS OF THE
PRESENT.
- : CAN CH ER US
=2 SOME CIUES
s
i " g
1




FOR EXAMPLE, OUR
2 DEFINITION SA
Do o s
% NOTHVN()
BIOGRAPHY - HORROR ABOUT FANTASY/SCIENCE-
ROMANCE SURREALISM FICTION 08 SEAPER,
BLANK HISTORICAL i
crc - . . 5 i a ¢ Ll . . NO \
EPIC - T NRE
Bonity FOLK TALES < nTENEES
L 3 SEQUENT'AL EROTICA o QURrR E;E;;NITIDN,
ALLEGORY MYSTERY
RELIGIOUS

ADAPTATIONS
SRl TOPICS

STREAM
OF CONSCIQUSNESS

© . SATIRE

NOTHING 1S SAID ABOUT PAPER
AND JVK. NO PRINTING PROCESS
IS MENTIONED. PRINTING /7$EZKF ISN'T
EVEN SPECIFIED/ NOTHING IS SAID ABOUT
TEC' HINV/ICAL PEMP OR FR/STOL BAARD

WINDSOR & NEWTON. /Nﬁfr.ms's
JERIE‘J’ 7Nll ITER TV
BRUSHES .

NO
MATERIALS
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
F ANY KIND.

£ ; 3 _
Al - R SCHOOLS OF ART
& ARE_BANISHED
F f@ ¢ { BY OUR DEFINITION
(i NO %m_a:o;’m‘sfs
SEQUENTIAL, >
% . NoHArs
ART < SE é—‘nvo ARE
UT OF

BOUNDS/




THOSE OF YOU WHO
MAKE COMICS FOR

TO,
SOMEDAY--PROBABLY
KNOW THAT KEEPING
UP WITH ALL THE
ADVANCES |
TODAY'S COMICS 1S
A FULL-7TIIE

THERE ARE
SO MANY COMICS
IN PRINT TODAY
THAT 1T WOUILD TAKE
AN ARMY OF READERS
TO STUDY THEM
ALL.

HOWEVER MUCH WE MAY TRY o I'LL DO MY ZE57

IN THE FOLLOWING
SHED

TIMES THAT THIS
WORLD 1S ONLY
ONE--

--OF
MANY
POSSIBLE
WORLDS/

AND
SO THEY
SHOULD.




HERE'S A PAINTING,
BY MAGRITTE CALLED "7HE
TREACHERY OF IMAGES."

THE INSCRIPTION 1S IN

FRENCH. 7RANSLAZED, T MEANS
THIS IS NOT A PIPE”

THIS IS A
PAINTING
OF A PIPE.

SEE PAGE 216 FOR MORE INFORMATION.




WELL, ﬂCTlJJ\l LY, THAT'S
MRONG. T

A
PAITING OF A FIPET TR 15

Euuwm GF A PAINTING
aF A PIPE

EGNG AONN

MNOPE.
IT'S A PRIV
DEAwlNg ch P\ PNN-‘I'ING

TEN
COPIES,
ACTUALLY,

SAX IF yOu
FOLD THE PAGES
BACK.

IF YOU D0, HAVE YOUR
SARS CHECKED, BEC}\L!sE
NO ONE SAID A WO

G e R




THESE ARE NOT IDEAS.

P

5 @QQG\@@ 'I i

JM/

"HIS 1= NOT
A LEAF

LRSS

THIS 15 MNOT “J‘:IC

THESE ARE NOT PECPLE

THIS 13 NOT A MAN,

WELCOME
[0 THE S7TEANGE
WWONDERZFLE
WLD OF THE
F

THIS IS NOT A CAR

a1

THESE ARE NCT SEFARATE
PAOMENTS.

THIS 15 NOT FOOD.

JUNDRA

&=
SolS

THIS IS NOT A
THIS 15 NCT;I.F( LB
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THAT'S A BIT BROADER
THAN THE DEFINITION
IN MY DICTIONARY,
BUT IT’S THE CLOSEST
THING TO WHAT
NEED HERE.

/CON M
MANY THINGS

FOR THE PURPOSES OF
TH|S CHAPTER IM USING 'ME

RD “7C¢
\MAGE USED TO REPRESENT A
A PERSON, PLACE, THING OR
IDEA.

THIS 1S
7V ON

e
“SYMBOL" IS A
BIT TOO LOADED

ME.

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

THEIR SUBJECTS.
Jl > 50 (

THE SORTS OF
1

THEN THERE
7] ARE THE ICONS

BUT
AS RESEMBLANCE
VARIES, SO DOES THE
LEVEL OF ICONIC
CONTENT.

OR 70 PUT IT
SOMEWHAT CZumMS/LY,
SOME PICTURES ARE
JUST MORE ICONIC

THAN OTHERS.

27



IN THE /VO/V-
PICTORIAL ICONS,

ICONS THAT 1S, THEY
SEMBLANCE AT ALL

IN PICTURES,
HOWEVER,

PPEARANCE
THEY DIFFER FROM
“REAL-LIFE”
APPEARANCE

CBDEOD

@ &
®

R
)

Y

y

e
)

BUT IN PICTURES

HE L OF
ABSTRACTION VAR/ES.
SOME LIKE THE
FACE e
/’K’EV/DL/S
SO CLOSELY EESEMBLE

LIKE

5 Ts
7 SEE 1 ex
i/ CAN PUT THESE &
P/C;Z’OI?/AZ 2
)
‘\ IN SOME SORT Je

2 DER (},,

[
i

THERE ARE
MANY THINGS THAT
SET THESE APART FR(
ACTUAL FACE S"THEY EE
SMALLER, FLATTER, LESS
DE; A/AEP THEY DONT
MOVE. THEY LACK COLOI
BUT As PICTDRIAL ICONS
GO, THEY ARE PRETTY
‘REAL

’S7/C"




ONLY
OUTLINES

ADVENTURE
COMICS.

AS WE CONTINUE
TO ABSTRACT AND
S/MPLIFY OUR IMAGE,
WE ARE MOVING FURTHER

OTHERSY

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

29



WHY WOULD ANV)YONE,
YOUNG OR OLD, RESPOND ‘70 A
5 CARTOg,I\\lI AS MUCH OR MORE

WHY IS QUR CULTURE $O /N
THRALL TO THE S/MPLIF/ED
REALITY OF THE CARTOONZ

DEFINING THE

AS A
AMPLIFICATION
HROUGH
SIMPLIFICATION.

BY S7TRIPPING
DOV AN IMAGE
TO ITS ESSENTIAL
MEANING,” AN ARTIST
CAN AMPL/F)’ THAT
MEANING IN A WAY

THAT REALISTIC
ART CAN'7.

DETAILS.

30
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FILM CRITICS WILL THOUGH THE TERM 1S OFTEN USED THE ABILITY O

F
SOMETIMES DESCRIBE DISPARAGINGLY, IT CARTOONS TO FOCUS|
A L/VE-ACTION FILM WELL APPLIED TO MANY 77 ES7TED OUR ATTENTION ON
AS A "CARTOON" TO CLASS/CS. SIMPLIFYING CHARACTERS AND AN IDEA 1S, I THINK

ACKNOWLEDGE THE IMAGES TOWARD A PZIRPOSE CAN BE AN AN IMPORTANT PART
STRIPPED-DOWN EFFECTIVE TOOL FOR STORYTELLING IN
INTENSITY OF A ANY MEDIUM
SIMPLE STORY OR
VISUAL STYLE. | CARTOONING 1S GENERALLY.
JUST A WAY OF DRAWI/VG
IT'S A

Y OF
E/IVG g

T

T

BUT T BELIEVE THERE'S
SOMETHING MORE AT
‘WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON--ESPECIALLY
OF A HUMAN FACE -~
WHICH WARRANTS
FURTHER
INVESTIGATION

A FEw THOUSANDS MILLIONS (NEaRw) ALL H_/
oNE
HER 1S THE
E!f

L//V/ITEJ‘AI/7)’ OF CARTOON
IMAGERY. THE MORE CARTOONY A
FACE IS FOR INSTANCE, THE MORE
T COULD BE SAID TO

R/EE.

008 MIND 15 Renbie Eate
INCREDIBLE | e
WHAT ARE YOU CAPABLE OF TAKING FACT THAT YOU
A CIRCZE, TWO DUTS CANNOT 421

(274
AND A ZINE SEEING A FACE HERE.|
TURNING THEM \NTO YOUR MIND WON'T

NOTHING SHORT OF
V. ED/B.

REALLY SEEING 7

31



ASK A FRIEND TQ DRAW
YOU SOME SHAPES ON A

YOUR MIND HAS NO
TROUBLE AT ALL
CONVERTING SUCH

A
MISTAKE 7AH/S~-

NOW--YOU'LL FIND
THAT NO MATTER
WHAT THEY LOOK
LIKE, EVERY SINGLE

FACE WITH ONE SIMPLE
ADDITION

WE
HUMANS

ARE A
SELF-CENTERED
RACE

A TR









C'MON,
NOBODY'S
LOOKING

ALL SET?
GOOD.

GOOD. NOW, WHAT
‘GEL WHEN

YOU SMILEDZ WHAT

DID YOU SEE?

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
VIVID DETANL.




EACH ONE 41\5'0 SUSTAINS A CONSTANT AWARENESS OF HIS OR SOMETHING
R OW/V FACE, BUT 74/S MIND-PICTURE IS NOT NEARLY SO AS SIMPLE
VIVID JUST A SKETCH?' ARRANGEMENT... A SENSE OF SHAPE,, AND AS
A SENSE OF GENERAL PLACEMENT. BASIC--
--AS A
CARTOON.
THUS, WHEN You BUT WHEN YOU I BELIEVE THIS IS THE PR/MARY CAUSE OF
LOOK AT A PHOTO OR ENTER THE WORLD OUR CHILDHOOD FASCINATION WITH CARTOONS,
OF THE CAR700NV-- THOUGH OTHER FACTORS SUCH AS UA//ViPJ'Hl
IDENTIFICATION, SIPIPLICITY

REALIST)C DARAWING

CE--

CHILDLIKE FEATURES OF MANY CNZTOON
CHARACTERS ALSO PLAY A PART.

--YOU SEE IT
AS THE FACE =-YOu ’S‘EE

AN

THE CARTOON IS A AN EMPTY SHELL
” 'THAT WE INHABIT
H ENABLE

‘WOULD
YOU HAVE

THAT'%
LISTENED TO ME

INTO WHICH OUR 0850 TRAvEL N
/DENV7/7Y AND ANOTHER REALM. DECIDED TO DRAW
AWARENESS ARE MYSELF IN SUCH IF I LOOKE:
PULLED... AssmPLE LIKE 7HIS 77

WE DON'T JUST -
VJSEA’VE THE CARTUUN
il L LR
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W 17/ YOU
LD HAVE BEEN
FAR OF
To FULLY RECEIVE

APART FROM WHAT
LITTLE I TOLD you
ABOUT MYSELF :\"M

CMAPTER ONVE,
FRACTICALLY A
ELANK S

IT WOLLD NEVER EVEN
OCCLR

TO YOU TO
WONDER WHAT ny

R
WHAT I HAD FOR

OR WHERE T

I'M JUST
A LITTLE VOICE
INSIDE vguz

T
T""‘\._
il
]
=l
YOU SIVE ME LIFE WHC 1AM 15 BUT IF WHO I AM
BY READING THIS IRRELEVANT, I'M MATTERS LESS,
D B JUST A LITTLE MAYBE WHAT T SAY
PIECE OF ML Wi "

-\ S

1

OF MOWV-VISLIAL JELF-,
STILL APPLY TO

&>

ER DEGREE.
B > AFTER ALL, DO WE NEED
TO FEE OUR HANDS TO KNOW WHAT THEY'RE DOING ¥

50 FAR, WE'VE ONLY DISCUSSED Fdaﬁ'\]!‘, BUT THE PHENOMEMNON

37
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TOO!



THE LATE GREAT MARSHALL
MELUHAN OBSERVED A SIM/ILAR
FORM OF NON-V/SUAL AWARENESS

WHEN PEOPLE INTERACT WITH

INANIMATE OBJECTS.

NN T 7777

WHEN DR/VING, FOR EXAMPLE,
WE EXPERIENCE MUCH MORE THAN
= OUR F/VE SENSES REPORT

THE WHOLE CAR--NOT JUST THE PARTS
WE CAN SEE, FEEL AND HEAR--1S VERY
MUCH ON OUR MINDS AT ALL TIMES.

THE VEHICLE BECOMES AN EXTENS/ON
OF OUR BODY. IT ABSORES OUR SENSE
OF IDENTITY. WE 8ECOME THE CAR

IF ONE CAR A/78 ANOTHER, THE DRIVER

OF THE VEHICLE BEING S7RUCK IS MUCH
MORE LIKELY TO SAY:

THAN "HE HIT MY CAR"

OR "HIS (AR HIT MY CAR’, FOR THAT MATTER.

CAN TRIGGER NUMEROUS TRANSFORMATIONS
IN THE WAY OTHERS SEE US AND I
Wi

QUR /DEN77775S AND AWARENESS ARE
INVESTED IN MANY /NAN/NVA7E OZJECT:
EVERY DAY. OUR CLO7HES, FOR EXAMPLE

N THE
AY WE SEE QURSELVES.




QUR ABILITY TO
EX7TENLZ OUR
IDENTITIES INTO

INANIMATE OBJECTS
CAN CAUSE PIECES
WO

PIECES OF METAL
TO BECOM
FHANDS...

PIECES OF PLASTIC

E

0
V)

AND IN FVEPY[‘AJ‘E
CONSTAN
AWAZENESS OF SEIF--

A0
LOWS OU/7WARZ TO INCLUDE THE UR
l OBJECT OF OUR EXTENDED IDENTITY. BIOLOGICAL SELVES
ARE S/MIP
CONCEPTUALIZED
IMAGES -

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

TTTTTT T TTTIT

T ATER A
0]

ALL THE THINGS WE
EXPER/IENCE IN LIFE

vV _--AND
THE REALM
OF THE
SENSES.




OUR 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
WE REACH

Yonp
QURSELVES

WE ENCOUNTER

AND SOON WE
DISCOVER THAT
OBJECTS OF THE
PHYSICAL
WORLD CAN

0
CROSS OVER--

IDENTITIES
OF THEIR
OWN




THROUGH TRADITIONAL

REAL/ISM, THE COMICS

ARTIST CAN PORTRAY
THE WORL,

THE /DEA OF ORM THE CARTOON WITHOUT--

PLACES ITSELF IN THE WORLD OF CONCEPTS.

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.

IF AN ARTIST
WANTS TO PORTRAY
THE BEAUTY AND
COMPLEX\TY OF THE
PHYSICAL

RLD -~

WO
I

--REALISM OF
SOMIE SORT IS
GOING TO PLAY A

41



WHEN DRAWING THE FACE AND
FIGURE, NEARLY AZL COMICS ARTISTS

REALISTIC APVENTURE ARTISTS-~

--ARE A FAR CRY FROM
FPHOTO-REALISTS!

STORYTELLERS IN AZL MEDIA
KNOW THAT A SURE INDICATOR OF
AUDIENCE INVOLVEMENT--

s
THE DEGREE

ON THE OTHER HAND, NO
ONE EXPECTS AUDIENCES TO
IDENTIFY WITH BR/CK WALLS
OR ZANDSCAPES AND INDEED,

BACKGROUNDS TEND TO BE
SLIGHTLY MORE REAL/ST/C.

AND SINCE V/EWER-IDEN TIFICATION
IS A SPEC/ALTY OF CARTOONING,
CARTOONS HAVE HISTORICALLY HELD
AN ADVANTAGE IN EREAKING IN7O
WORLD POPULAR CULTURE.

IN SOMIE COMICS, THIS SPLIT 1S
RONOUNCED. THE

TINTIN © EDITIONS CASTERMAN.




THIS COMBINATION ALLOWS READERS TO MASK THEMSELVES IN A
CHARACTER AND SAFELY ENTER A SENSUALLY STIMULATING WORLD.
3 - e

3 i : AR
Ve e \,ﬁ_

ONE SET OF
LINES TO SEE£.
ANOTHER SET OF
LINES TO &£

IN EYROPE T CAN IN AMER/CAN COMICS, THE EFFECT 1S USED
BE FOUND IN MANY FAR LESS OF7ENV, ALTHOUGH IT HAS CREPT UP
POPULAR COMICS, IN THE_WORKS OF ARTISTS AS DIVERSE AS
FROM AS7ER/X TO CARL BARKS, JAIME HERNANDEZ AND IN
7IN77V TQO WORKS OF THE TEAM OF DAVE S/M AND GERHARD.

JACQUES TARD].

IMPRESSIVE RESULTS
FOR OVER 50 YEARS/ |

CEREBUS © DAVE SIM,

BUT, IN
RECENT| DECADES
JAPANESE FANS ALSO
DEVELOPED A TASTE
FOR AZASH?Y, PHOTO-
REALISTIC ARTZ.

THANKS TO THE

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
FAC x

BUT
JAPANESE
COMICS ARTISTS

TOOK THE IDEA
A STEP
FURTHER

SOON, SOME OF THEM

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/FY THEM,
EMPHASIZING THEIR

A PROP
LIKE THIS SWORD
MIGHT BE VERY
CARTOONY IN ONE
SEQUENCE--

ART © HAYASI AND OSIMA.

I NOTICE SOME

Mm.
WRITING CARVED
ON THE SWORD'S

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/ST77C, NOT ONLY TO SHOW US|
THE DETAILS, BUT TO MAKE US AWARE OF THE
SWORD AS AN OB/EC7, SOMETHING WITH WE/6HT|
TEXTURE AND PHYSICAL COMPLEXITY.

vm W\

IN THIS AND IN O7HER
WAYS, COMICS IN
JAPAN HAVE EVOLVED
VERY DIFFERENTLY
FROM THOSE IN THE WEST,

WE'LL RETURN
TO THESE DIFFERENCES
SEVERAL TIMES
DURING THIS BOOK.
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‘SEE PAGE 216 FOR COPYRIGHT INFORMATION.

1 L/KE THE
MASKING EFFECT,
PERSONALLY, BUT IT'S

JUST ONE OF MA
POSSIBLE APPROACHES
TO COMICS ART.

MANY
OF MY

FAVORITE
ARTISTS USE
IT VERY
RARELY.

STILL, 1 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.

AS I WRITE THIS,
IN 1992, AMERICAN
ALIDIENCES ARE JUST

THE PLATONIC IDEAL
OF THE CARTOON
MAY SEEM TO
OMIT MUCH OF
THE AmB/sUT>
AND COMPLEX
CHARACTERIZATION
WHICH ARE THE
HALLMARKS OF
MODERN
LITERATURE,
LEAVING THEM
SUITABLE ONLY
FOR CH/LDREN.

MOLECULES AND
MOLECULES BECOME
LIFE

AND Z/KE 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

45




REDUCED THIS FACE
TO 70 DO7S AND
WO LINVES. 1S OUR

ICONIC ABSTRACTION
SCALE COMPLETER,

HE SCALE —
SHOWS SEVERAL N\=

SLIGHTLY DV/FFERENT

"0 0|

COMPLEX ———> SIMPLE.

REALISTIC ————> ICONIC

OB)ECTIVE —> SUBJECTIVE

SPECIFIC———> UNIVERSAL

CAN ANY
CONFIGURA’T(ON
F IVE ON AP

R
BE MORE ABSTRACTED)
FROM "REALITY "~

-=YET STILL REPRESENT
A FACE AS CLEARLY

AS 7E//S ONE?

HERE'S A
FPART OF THE
SOLUTION,

THAS HEIGHT FOR
THE ANSHER.




MEANING
RETAINED.

A SINGLE
LNIFIED

LANGLA
DESERVES A

R SCORE Ao SEVEN VEARE Pl
LTS " ALK

RESEMBLANCE |
GONE.

-~ARE THE
ULTIMATE
ABSTRACTION.

)
BETWEEN WORDS
RND FICTURES

AND "GOCD" COMICS
A5 THOSE 1M WHICH
™

E
OF THESE VERY
. EN

FURMS OF EXPRESSION
15 THOLUGHT T BE
ARRERCTOLAS,

WORDS, PICTURES AND
OTHER ICONS ARE THE
VOCABULARY o
THE LANGUAGE CALLED

SINGLE, UNIFIED
VOCABULARY.,

WITHOUT
1T, COMICS

WILL CONTINLIE
TG LAMP ALONVG
AS THE “BASTARD
CHIED™ OF
WORDS AND
PICTURES.

SEVERAL
FACTORS HAVE
CONSPIRED
COMICS
RECEIVING THE
LVIEIED

JDENTITY
1T MEEDS,
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BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAF, WITH A COMMON
PURPOSE: TO MAKE COMICS OF QUALITY "

p
FACE

THE ARTIST KNOWS
THAT THIS MEANS
MORE THAN JUST
STICK-FAGURES WD
CRUDE CARTUONS.
HE SETS OFF IN SEARCH
OF B HIGHER AR1

THE W’R--t? KMqu

AND  OWF '.D
GA(?.F SHE SE I ) OFF

SOMETHING DPEPEA’

I MUSELIMS AND IN
LIBRARIES, THE ARTIST
FINDS WHAT HE'S LIGIRING
FOR. HE STUDIES THE
TECHNIGUES OF THE GRAAr
MASTERT (OF WESTERN
AT E PRACTICES
MIGHT AND DAY,

1

SHE TEAD FINDS Wi
SHE'S LOTKING FOR, IN
THE GREAT MASTERS OF
MHESTERY L) TERATLRE,
EME REALS AND WRITES

TANTLY: SHE
SEARCHES FOR R VOICE
LINIGLIELY NERS.

] I
FINALLY, THEY RE READY sc.* i HAVE
MASTERED THER ARTE.
15 NEARLY www{f TN TS SUBTLETY,
THE FIGLRES PURE M/CHMIELANGEL

HER DESCRIFTIONS ARE DAZZLING
THE WORDS FLOW TOGETHER LIKE A

SHAKESFEAREAN TONVET,
1

THEY'RE READY TO AW MAVDS INCE MORE I

AND CREATE A COMICS MASTERFIECE.

= f—’% el
|| Beir
?
"@. LS
TWAO EYES, T
»Mm-&’”’w




PICTURES ARE FE(E!”P

WRITING 15 PERCEIVED
INFORMATION . [T TAKES TIME
AND SPECIALIZED KNOWLEDGE TO
DECODE THE ABSTRACT SYMBOLS
OF LANGUAGE

4

RECEIWVED 5 ¢.655 w5 s aorivisin s

WHEM PICTURES
ARE MORE ABSTRACTED
FROM “REALITY THEY
REGUIRE GREATER LEVELS
FERCEPTION,
' LIKE
WORDS.

TWO EYES, e
- ousnose - M,“if?f

FACE-

+ PERCEIVED

WHEN WORDS
_ARE BOLDER. MORE D.RFCT
HEY REQUIRE LOMER 5
"OF PERCEFTIGN AN ARE
RECEWVED S8 7Ee,

QLR MEED FOR A BUT OUR MEED FOR
UNIFIED LANGUAGE

GF COMICS IN COMICS SEEMS
TOWARD THE CENTER 10 LEAD DS

AND
PICTURES ARE LIKE

TW3 SIDES OF o

CUTRARE, \WHERE
WORDS AND FICTLRES
ARE MOST SERARATE,

LK

I SAY THE ANSWER
15 YES, BUT SINCE
THE REASONS BELONG
IN A DIFFERENT
WE'LL
RAVE TO COME BACK
T THIS LATER.

BOTH ARE MYDRTAY
AFPIEATIONS.
BOTH STEM FROM A
LOVE OF COMICS AND
A DF')‘FDIION ™ ITS

URE.

>._u1 LIRE

CAN THEY BE
RECONCILED T







ME,
THE AREA DESCRIBED
BY THESE 3 VERTICES--
“REALITY; LANGUAGE AND
THE PICTURE PLANE --

THIS 1S
THE REALM OF THE,

L)
OF COMICS OR OF AVY
OF THE VISUAL
ARTS

OTHERWISE.

FACE 2=

mosT cmmcs ART NEAR THE LINE, BUT IF WE INCORPORATE - OF THE
LIES NI NOT NECESSARILY LANGUAGE AND

30m7m~-~ruAT 1S, ON IT! FOR EVEN OTHER ycows INTO UNIVERSE
ALONG THE /CONIC THE MOST S7RAIGHT-| | THE CHART, WE CAN CALLED
ABSTRACTION SIDE FORWARD LITTLE BEGIN TO BUILD A

WHERE EVERY LINE CARTOON CHARACTER COMPREHENSIVE C aM/C' &

HAS A "MEANINGLESS'

HAS A MEANING.
LINE OR TWO/




raskatic ariceical Sas, Simpecn duens el
anaggarstes WM % isateras i he Erirk of
1. MCHAEL CHERKAS frsn

26 CHESTER GOULD's DICK  (Wol 4d Ceb) © Kok ard Kmime 48, WASTY. @ Marvel Ermesanradt Gong, Ine. 71
Covengs Triun Waw fan Sprens,  EQDIE CAMPBELL' ALLC fasbuse i icra.  RIYOKO KEDA's Osce i THE ROSE GF
st wees peshiral and portanecus Toe pmces  VERSASLES 72, GEORGE McMANUS

SLENT INVASIOH. & ard BRANGNG UF FATHER © imemations Fasturs

RiCK GEARY. 25, PETER KUPER Zaroce e T3, CHARLES SCHULT s
26 GARRY TRUDEALS DOOMESBLRY. Charke Brown boen © Liskwd Foariien
27, LYMDA BARRY. MPEL

HORAN hem THE LIBAARAN. . LORERTO  POLLY AND HER PALE) migh eiarg & 16 Gemer

MATTOT! i+ FIAES (8 Editioes Alin Michsl  bue Sierrails at. fae Flesrmr's oler Sesss = rmabricaly based s Hal Frvims

SA) comsioes Swepy ighing PAHP a0 =t L Sewvara’ ol wih an unpacabuwied surve
Wit iconic farma and sirang, desgnoriemed  Newspaper Falues Syndcats, Inc. 35, o Savgn that Sraws Fem WA i upper
compcatira. b o wod, SERGID s GROD THE warier, Lawy, Russal has ten monng 3 b1

pase 18, ALINE

Sighar ane iomand Fie rght is son cases. 4.
COSERI KOJINA bon KOZURE OKAM

KOMINSKY-CRUME,  WANDERER Simga, siugniorsare, but wih o
el

8B, COLIN UPTON. %8 KUAT

Comics, 81, JACK COLES FLASTIC MAN &
0 Comics, #1. AEED WALLER's OMAHA
[

e
WATE SATURS.TE.  TRINA ROBBSMS's

g Sphsicats e y
WALKER's HI AND LOHS € King Fawue
Syrdicatn, inc

o ‘malir Seeice. 118 LOERZD.
ASTEAIN by Goscrny and Udern € Dugawl

W
” g
feaf,o@, PLEASE NOTE: ARTISTS IN THIS

CHART ARE NOT NECESSARILY
CHOSEN FOR ARTISTIC MERIT,
SOME VERY IMPORTANT
CREATORS ARE NOT INCLUDED:

52



CHART BASED ON THE

MOST QF THE EACH CREATOR

PRECEDING EXAMPLES EMPLOYS A RANGE
WERE PLACED ON OUR OF STYLES, THOUGH,
AND MANY OCCUPY

DRAWING STYLES USED SEVERAL PLACES ON
THE CHART DURING A
GIVEN PROJECT.

ON SPFC/F/C.
CHARACTERS.

SOME,
LIKE MATT
FEAZELL'S
CYNICALMAN,
KEEP TO ONE

REA
CONSISTENTLY,

ot e i e i g

THE COMBINATION OF EXTREMELY /CON/C
CHARACTERS AND ENVIRONMENTS, MIXED
WITH S/MPLE, DIRECT LANGYAGE AND A

SOUND EFFECT OR TWO WOULD GIVE US
A SHAPE SOMETHING LIKE 7478

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

SRR OINDS.
e
% ]

HERGE STRETCHES
NEARLY FROM LEF7 70 RIGHT -~
FROM REAL/SM TO oaxmo/vm/e
BUT VENTURES VERY £/77LE INTO
THE UPPER WORLD OF NON-
ON/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.

IN THE MID-SIXTIES, JACK
K7RBY, ALONG WITH S7AN LEE,
STAKED QUT A MIDDLE GROYND OF
/CONIC FORMS WITH A SENSE OF THE
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
AFART7 IN MANY CASES.

A FIGHT STARTED ON Hi
TEP,

1S

ART FROM COLOR PANELS TRAGED FOR REPRODUCTION.
© MARVEL ENTERTAINMENT GROUP, INC. 55

ART: JIM LEE AND SCOTT
sCi

WILLIAMS (FACSIMILE)

RIPT: CHRIS CLAREMONT.



‘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/GH7
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.

SERGIO AND GROO © SERGIO ARAGONES,

56

OTHERS, SUCH AS ZAVE MSKEAN.

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

ART (LEFT) © DAVE McKEAN, (RIGHT) © D.C. COMICS.




WHEN AN Al 5T 1S DREAWN
™ END THE CHART OR
{ER, THAT ARTIST MAY BE

THOSE WHD APPROACH

=z

AN €
REVEALNVG SOMETHING ABOUT HIS FROBABLY ATTE
0 HER STRONGEST MALLAST AND BY A SENSE OF T)
20vArTrss IN ART BEAUTY OF MATLRE |

FOR COMIC!

=

AS A MEDH
CAPABLE OF EXPRESSING EACH
ARTIST'S IWVVERMOST A
HEEDS AND JDEAS. FAGSIONE, AND 50 5 TO
—— — FIND DIFFERENT Soeass
OF EXFRESSION *
-
e

AND
THOSE ON
THE R

BY THE BEAUTY
OF DEAS.

LTS SET UF HIS E
ALONG THE LEET FACE.
MONDRIAN THE TOF

N THE PROBLEM OF FORM




BY DRAWING

BORDERS AROUND THE

VOCABULARY OF COMICS, T

HOPE 1 HAVEN'T MADE IT

SEEM SMTALLER THAN
1T 1S

comics

ARTISTS HAVE

A UMIVERSE OF

ICONS TO CHOOSE
!

AS THE 720EN7 Y-
FIRST CENTURY
APPROACHES, V/SUAL
/CONOGRAFPHY MAY
FINALLY HELP US
REALIZE A FORM OF
UN/VERSAL

COMMLUNICATION.

-
= ¢ v Y Ll S
@) 2
SOCIETY
o G 1S INVENTING VE# {é oGZ> 3
} @ | symsoLs recezarzy, -
JUST AS comrcs
2 ARTISTS DO,




ICONS
DEMAND OUR
FRETICIPATION
TO MAKE THEM

WORE,

/

T
=

-‘. —T—[

THERE 15 £ HERE
EXCERT THAT WH ICH YOU
GIVE T

IT'S Youie JOB T
CREATE ArND Ksﬂ.’lﬁqﬁ

IT'S BEEN QVER THENTY YEARS SINCE
MELUHAN FIRST OBSERVED THAT 'T"'DSE 'E\'_\’.E

GROWING LF 1N THE LATE T NTURY

-
A5 1T HAPFENS, ONLY

7O FOPLLAR MEDIA

WERE IDENTIFIED BY

M= lem\ AS COOL"

e A
L-‘ 'JIF\ WHICH

e AND ALDIENCE

EMENT THRILIGH

" JCONIE FORMS.

ONE OF THEM
TELE] w‘s':oﬁe

AND FOR BETTER
OR WORSE, ALTERED
THE COURSE OF

il

THE FATE
OF THE

OFHER CNE,
coMICS-







LATER W LIFE, T FOUN
NONE OF US EVER REALLY
FATCIMATELS BY THE FACT THAT THEY COULD NO

o gfhﬁ? HO HAD SAMILAR DAYDRERMS A5 cH _DREN
LIE THESE THfgoéI!s BUT Wyﬂ;o ALL BE

=

W

EVEi\ ?'OMY AS T WRITE AND DRAW THIS IVE MEVER BEEN I'VE NEVER SEEN
PANI THAT IO MORDCCO, BUT THE EARTH FROA
hNTHHNG EXIFT-S OUTSIDE Dr wum Wy I TAKE IT ON SA/7% | | SBACE FIRSTHAND,
FIVE SENSES REPORT T THAT THERE S8 A YET 1 TRUST THAT
THE EARTH IS
ROUND.

B [y

I'VE NEVER BEEN
IN THE MOASE

N TH:
ACROSE THE STREET,
YET I ASSUME IT
HAS AN & TR,
THAT IT ISN'T JUST

OF GUARANTE

FNOT TO SAY JuQ SENSES HI!E ANY KIND
€r




ALL OF US PERCEIVE THE

WORLD AS A WOLE 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 $O MLUCH OF THE WORLD
IN THE COURSE OF A LIFE

OUR PERCEPTION QF
"REALITY"IS AN ACT OF
FA/TH, BASED ON MERE

FRAGMENTS.

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

THE GAME PEEAK-A-BJO" PLAYS
ON THIS IDEA. GRADUALLY, WE ALL

LEARN THAT EVEN THOUGH THE S/GA/7
OF MOMMY COMES AND GOES,
MOMMY REVIAINS.




= =
—rJf-—-'V'-') faces /
THIS PHENOMENOM OF i QUR DAILY LIVES
COFTETVIVG THIE BARTS BUT JH CoMMIT CLOSURE,
FERCEIVING THE WHNOLE = COMPLETING THAT
HAS A AAATE. MNCOMPLETE BASED
EXPERIENCE,

<

CLOSURE.

SOME FORMS OF CLOSURE ARE
DELIBERATE INVENTIONE OF
STORYTELLERS TO PRODUCE
SUSPENSE OF 10 CAHALLEVGE
ALDIENCES.

]

IN BECOSW/ZING AND A’QATM’G
TOOWIPEW LE WE AL

EAVILY ON UIJR L E’V\?N;D
¥ OF CLOSURE

nGIL.

FOR FIJE VERY
LRVIVAL.




MANY FORMS. SOME
SIMPLE, SOME COMPLEX.

CLOSURE CAN TAKE

%

CLOSUR

CL S

Sy 4? “"|
[ ] K -,

RE

\, ra- P
2t

o . Y O

D

SOMETIMES, A MERE SAAPE OR
QUTLINE 1S ENOUGH TO

TRIGGER CLOSURE.

THE MENTAL PROCESS DESCRIBED
IN CHAPTER TWO WHERE&Y
THESE LINES BECOME A FAC
COULD BE CONSIDERED CLOSUEE

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

QUR EYES TAKE IN
THE FRAGMENTED,
BLACK-AND-WHITE
IMAGE OF THE
'HAZF TONVE"

AND
OUR MINDS

--OF THE
PHOTOGRAFH,,



IN A7LM, CLOSURE TAKES PLACE CON7/NUOUSLY--
TWENTY-FOUR TIMES PER $ECONVD, IN FACT-- AS OUR
MINDS, AIDED BY THE PERS/IS7TENCE OF V7S/ON,
TRANSFORM A SERIES OF §7/2L P/C7URES INTO
A STORY OF CONT7INUOLS MOTION.

A MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELEV/S/ON, BETWEEN SUCH
WHICH, IN REALITY, IS JUST A S/NGLE POINT7 OF LIGHT, ALTOMATIC
RACING ACROSS THE SCREEN SO FAS7  THAT IT'S DESCRIBED ELECTRON/IC
LMY FACE HUNDREDS OF 77/IES BEFORE YOU CAN EVEN SWALLOW CLOSURE AND THE

THAT CORNV CHIPI ™

SIMPLER CLOSURE
OF EVERYDAY
LIFE

--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 7/ME AND MO770MV.
WHICH USES CLOSURE
LIKE NO OTHER..

* MEDIA GURU TONY SCHWARTZ DESCRIBES THIS 65
AT LENGTH IN HIS BOOK MEDIA, THE SECOND GOD,
ANCHOR BOOKS, 1983, el



vow YoUDJE

SEE
THAT SPACE
BETWEEN THE
PANELSZ THAT'S

WHAT COMICS
AFICIONADOS HAVE
NAMED "7%&

GUTTER"

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 comIcsrs

HERE IN
THE Z2/MB0 OF THE
GUTTER, HUMAN
IMAGINATION
TAKES TWO SEPARATE




NOTHING
1S SEEA BETWEEN

ALET BE THERES

COMICS PANELS /S@A E BOTH TIME AND SBACE, OFFE‘UNG A JAGGEZ?,
FTACC, EHYTHM OF LVCOVNECTED MOMENTS.

@ ® Jj &
, [

BUT CLOSURE ALLOWS US TO (OAMVET7 THESE MOMENTS.
AND MENTALLY CONSTRLCT A CONTINUOUS, UNIFIED REALITY.

IF_VISLAL AND SINCE OUR ——THEN, IN A
e VOCABDLARY o IV VESY REAL i,
HE COMICS HINGES ON con,
COMICS, CLOSLRE |5 THE ENT
115 GRAMMAR, OF ELEMENTS -~ CLOSURE,

ICONOGRAPM Y ELODSURE

687



THE CLOSURE OF BUT CLOSURE IN COM/CS 1S
AAR FROM CONTINUOUS AND

ELECTRON/C MEDIA

IS CON7INUOL/S, LARGELY ANYTHING BUT /INVOLUNTARY”
INVOLUNTARY AND b
IALLY

VIRTUAL
JMPERCEPTIBLE.

Z

ve

EVERY
ACT COMMITTED
TO PAPER BY THE
COMICS ARTIST 1S
AIDED AND ABET7ED
BY A SUENT
ACCOMPLICE.

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

7#HA7, DEAR READER, WAS YOUR
SPEC/AL CRIME, EACH OF YOU
COMMITTING IT IN YOUR OWN $7)VZ&.

68

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




FARTICIPATION

TO KILL A MAN
BETWEEN PANELS
1S TO CONDEMN
HIM 7O A REALIZED THE IMPORTANCE
THOUSAND OF ALLOWING VIEWERS
- TO USE THEIR
IMIAGINATIONS.

BUT WHILE S7ZM MAKES FROM THE 708S//G OF A BASEEALL
USE OF AUDIENCES’ IMAGINATIONS TO THE DEATH OF A PLANE7, THE
FOR OCCAS/ONAL EFFECTS, READER'S DEL/BERATE, VOLUNTARY
CLOSURE 1S COMICS’ PRIVIARY MEANS

COMI/CS MUST USE IT
FAR MORE QF 76N/ OF SIMULATING 77ME AND MOT70V.

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

HOW THE CREATOR

AONORS THAT CONTRACT
IS AMATTER OF BOTH
AR7 AND CRAFT.




PANE
TEANSITIONS IN COMICS
CAN BE PLACED IN ONE
OF SEVERAL DISTINCGT
CATEGORIES. THE SIRST
CATEGORY — WHICH WE'LL
CAlL MOMENT-7C
=-REQUIRES
VERY L/T7LE
CLOSURE

NEXT
ARE THOSE
TRAMSITION







A ETETH
£ Of

e
DIFFERENT ASPECTS
OF A PLACE, IDEA
OF MOCD

o
\

(@A

—
=Tl

=

=

-] o
g

©)
\L

=
et

g

e

e
——




ANY SEQUENCE OF
FAMELS TO BE
TOTALLY LNEELATED|

TC EACH CTHERT |

IS A KIND OF I

PERSONALLY, T
DON'T 7AAE S0

NQ MATTER
HOW DFSS/AMEAR
ONE IMAGE MAY BE
ANOTHER, THERE

-~ALEHEMY

AT WORK IN THE

SPACE BETWEEN

PANELS WHICH CAN
HELP US FIND
MEANIVG OR

EFONVANCE 1N
EVE-'*.;HE MOST

o o

OF
COMBINATIONS.

SUCH TRANSITIONS
MAY NOT MAKE
“FEAEE T IN ANY
TEADIMIONAL WaAY,
BUT STILL A
RELATIONSHIP OF
SORT WILL
INEVITABLY
DEPELOR

SE5, W
ENDOWNE THEM WITI
& SINVGLE--

HOWEVER
DIEFERENT
THEY HAD BEEN,
THEY NOW BELONG

TO A SINGLE
ORSANIEA,

EEOSLTE
FOR 82000
2| ourTERS
_ﬁ OR. VEWS..

—-OVERRIDING
JDENTITY, MND
FORCING THE VIEWER
TO CONSIDER THEM

AS A HHOLE




THIS SORT OF
CATEGORIZATION
IS AN /NEXACT SCITENCE
AT BES7 BUT BY USING
QUR TRANSITION SCALE
AS A 700L -~

ART © MARVEL ENTERTAINMENT GROUP, INC.

ASPECT-
= 70-
= ASPECT
6.

= NON-

“=\WE

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 BY
JACK KIREBY, SO
LET'S START BY
EXAMINING THIS
LEE-KIRBY COMIC
FROM 1966.

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

BY FAR, THE MOST COMMON TYPE OF
TRANSITION IN KIRBY'S ART IS AC7/0N-
“7O0-AC7/0N. 1 COUNT S/XT7Y-7W0 OF
THEM IN THIS STORY-- ABOUT /X7~
F/VE PERCENT OF THE TOTAL NUMBER

[TRACED AND SIMPLIFIED FOR CLARITY'S SAKE]]

SUBJECT-TO-SUBIECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL NV/NVE7TEEN--
ABOLT 7WENTY PERCENT OF THE TOTAL NUMBER

74




AND SiNce ALL
OF THE REMAINING
TRANSITIONS J!RE FROM
ENE-;

WE HAVE THE

FOLLOWING
FREAKDOWN.

AB A SAR‘G\RAH‘»’
IT WOULD LOOH
SO§ETHING LIk

THIS EMPHASES O8N

crmwwcmv

STORY TELLING ST

MOST PEOPLE'S D‘EA.S

ABOUT XYY BUT
IS HE LIVVGE

IN THIS RESPECT?

AFPARENTLY M7 HERE'S A GRAPH OF
PANEL TRANSITIONS IN HERGE'S 7PN TIN

AND THE PROPCETION ARE VERY
AR T0 KIRBY'S

NOW, H‘E\.F 5 AND

OF LATPERSAL
FEOPORTION AT

15 THERE SOME KIND

WORK HERE, OR
IS THERE ANCTHER

IATCN LI
MAYBE A SIMILARITY
OF GENRES™

A RANDOM

AMPLING OF
VARIOUS AMERICAN
COMICS SHOWS THIS
SAME PR »d TIoN

T BT

GREGORY

-

ACONTRALT W= 600

EisnER

SPIEGELMAN

POALD Dass

15



SQUERK THE MOUSE

WELLOME TO AFLOLOL THE LoNG TOMORRIW

IF NOT QU/7€ AS

UNIFORM,
RESULTS

GOSCINNY & UDERZS

CRiSTN &mezierss | o'aannon e oeais

THE BUACK 15D “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.

V|

TYPES 2-4 SHOW TYPE 1

THVNGS /‘/APPE/V//VG SHOWS AC7/0V/S
LIKE TYPE 2, BUT

EFF/L'/EIV7 WAY«S‘ IT TENDS TO REQUIRE

76




-=WHILE IN THE
F7F7H TYPE, BY
DEFINITION, NOTHING
“HAPPENS " AT ALLY

AND, OF COURSE,

1234

56
]

EX

SOME FXPERIMENTAL
COMICS, LIKE THOSE OF
R7 S’/ AN

EARLY PERIOD, EXPLORE
A FULL RANGE OF
TRANSITIONS -~

BUT BEFORE WE TEZUKA 1S A FAR
CONCLUDE THAT TYPES CRY FROM THE
2-4 HAVE A MONOPOLY! EARLY SPIEGELMAN.|
ON S7RAIGHTFORWARD | | HIS STORYTELLING
STORYTELLING, LET'S IS CLEAR AND
TAKE ANOTHER LOOK STRAIGHTFORWARD.
AT OSAMU TEZUKA | | BUT LOOK ATHOW

FROM JAPAN. HE CHARTS!

-~ THOUGH
GENERALLY
IN THE SERVICE OF

1 23%56

EQUALLY RADICAL
STORIES AND
STORIES FRom SPIEGELMAN'S\_SUBIECTS:
ANTHOLOGY BREAKDOWNS :
- i

5 ,

! I
)

0DUCTION

FRONT AND  "ACE-HOLEMIDGET ~ "REAL
BACK COVERS DETECTIVE" DREAM"1975

77

WINZAL VSO O LHY



A3NIWEIA LO A3VA AIDHL 1O TIL\

ART © OSAMU TEZUKA

ACTION-
-70-ACT7/ON
TRANSITIONS

IN FACT, SUBJECT-70-
SU/B/ECT TRANSITIONS
ACCOUNT FOR NEARLY
AS MANY AS AC7/ON.

THOUGH THE LATTER
TYPE ONLY ACCOUNTS
HERE ALSO WE SEE FOR FOUR PERCENT
QUR FIRST EXAMPLES OF THE TOTAL, SUCH
OF MOMENT-TO-MOIMENT SEQUENCES CONTRAST]
TRANSITIONS STRIKINGLY WITH THE
WESTERN TRADITIONS
EXEMPLIFIED BY
IKIRBY AND HERGE.

BUT, MOST STRIKING

TYPE RARELY SEEN
IN THE WEST.

OF ALL 1S THE SUBSTANTIAL
FPRESENCE OF THE FIFTH
7YPE OF TRANSITION, A

78



ASFECT-
WEPEL'T
TRAMSITIONS
HAVE BEEN AN
INTEGRAL PART

AT @ Ok TP,

THAN -KHM;

PEADE? VEFF
MUS ASSEMBLE
TVELE

MG‘\-‘{‘ T USING
SEATTERED
FRAGMENTS,

MOST OFTEN USED TO ESTABLISH A AO0D TR A SAWRE
OF FIACE, TIME SEEMS TO STAMZ S77LL 1N THESE QUIET,
CONTEMPLATIVE COMBINATIONS

78



IN EXAMINING
SEVERAL JAPANESE ARTISTS,
WE FIND SIMILAR
PROPORTIONS TO TEZUKA'S,
INCLUDING A HI&H INCIDENCE
OF THE F/FTH TYPE.

50 River FATHER £ 50N WL xcus
WHY? (BAVEAT) HAYAS) LOSIMA KOIKE & KO

G EEE:

A

=

AricA Ctaone 004 PHoENIX
KATSUNIRD OTORO SHOTARD I5HIAoR ©5AMY TEZUKA

LENGTH MAY BE ONE OF WHEN INDIVIDUAL FEATURES ARE
THE FACTORS AT WORK HERE. MOST COLLECTED, THEY MAY RUN FOR |\
JAPANESE COMICS FIRST APPEAR IN THOUSANDS OF PAGES,
ENORMOUS ANTHOLOGY TITLES WHERE . S
I J ]
|

THE PRESSURE ISN'T AS GREAT ON
ANY ONE INSTALLMENT TO SHOW
A LOT "HAPPENING "

0
74

4

Jis

AS SUCH, BUT T DON'T THINK
DOZEVS OF PANELS
CAN BE DEVOTED

I BELIEVE THERE'S SOMETHING A

TO PORTRAYING OR EVEN THE MOST BIT MORE FUNDAMEN7AL TO THIS
SLOW CINEMATIC IMPORTAN7 ONE PARTICULAR EAST/WEST SPLIT.
MOYVEMENT OR TO
SE7TTING AMOOD.

&L

7
——
B - |

mats




TRADITIONAL
WESTERN ART
AND LITERATURE
DON'T JWANDER MUCH.|
ON THE WHOLE, WE'RE

E

A PRETTY
GOAL-ORIENTED
CULTUR 5

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

AND LABYRINTHINE

WORKS OF ART.

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

VERY DIFFERENT

G WV@

FROM OUR O‘{/IN/

.

FOR
IN VAFAN
MORE THAN
ANYWHERE
ELSE, com(Cs .
ISANART-- / *




THE IDEA THAT ELEMENTS
CTTESD FROM A WORK OF ART
ARE A5 MUCH A PART OF THAT WORK
A5 THOSE /INCLUDED HAS BEEN
A SPECIALTY OF THE £AST FOR
EENTL

RE

APHIC ARTS THIS HAS MEANT
FOCUS ON SAGLIRE GROLNVE
ATIONSHIPS AND MEGATTIHE SPACE”

IC TOO, WHILE THE WESTERN
CLASSICAL TRADITION WAS EMPHASIZING
'|IIE CONTVEDLS, CONNECTED WORLDS
MELODY AND HARMONY, EASTERN CLASSHCAL
MUSIC WAS IL GUALLY CONCERNED WITH THE
ROLE ©

OF SEENCE”

WEST EAST

IN THE LAST CEATZIRY OR TWO, AS
RESTERN CULTURAL INFLUENCES SWEPT
THE EAS7 50 TOO HAVE £AS7ERV AND
AFECAN \DEAS OF FEAGMENTATION
AND EHYTHM SWEPT THE HEST

FROM DESLFSY TO STRAVIVEK Y TO
COLVT BASHE WESTERN MUSIC HAS
GRADUALLY INCORPORKTED A STRONG
AWARENESS OF THE POWER OF
FRAGMENTATION AND INTERVALE.




N THE BT,
Am& rw 'MF’MT

RN
IDEA; WAS BOTH
FOWERFLL AND
LASTING.

THE TRADITIONAL EMPHASIS IN WESTERN
ART UPON THE PRIMACY OF FOREGROLAL
SUBJECTS AND
CONTIVLOLISVERS
OF 7oMES

GAVE WY 10
FRAGMENTATION

AND A NEW
AWARENESS OF
THE BT TEEE

5 By ALHELD
LLEDZ¥

A TATTERED BANNER, A STICK
b AND A CARDBOARD MOON

THE MASTERY OF A0 MEDILM

LISING MINIMAL ELEMENTS HAS

LONG BEEN lCN5I’_‘ERED A NOELE
ATE




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

1 BETTER
GO NOW/

1 SEEM TO HAVE

LOST My KEYS!

CAN T BORROW
YOURS?

OKAY, THEY'RE
IN MY PURSE,

SHORT-CUT/

SLN" RRR BR"/V;K
o A i ) ]
O = CHe CHS) Ca— t 1 el
I'LL TAKE A HERE I AM/

R\
i)
e

M SORRY, CARL,

BUT I CANT GO OUT

WITH YOU TONIGHT.
Aww/

1 ALWAYS WANTED
TO SEE THIS ONE/

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

THAT'S WHAT T'M
ASKING YOU.

ONE BEER WON'T
HURT.

* "BRUM" APPEARS CoURTE

1 DON'T KNOW
ANY "BILLS




THE ART
OF COMICS IS
AS FUETRACTIVE

AN ART ASITIS J8
ADDITIVE

10 STREIKE THAT BALANCE EA
REGULARLY MAKE ASSUMFTIONS ABOUT
THEIR READERS' EXPERIEMCES

SOME SEEM PRETTY SAFE,
LIKE THE ASSUMPTICN THAT
THIS WILL BE PERCEWED
. BY AUDIENCES AS ANEYE
CLOSING

Az
IHT 1 .21 TAHT
TU230a ISUIITUA
O TR, JAIR
TCAN

©
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BVE ASSUME AS RS DERS THAT WE WILL

KNOW WHAT ORDER TO READ PANELS 1N,

BUT THE BUSINESS OF ARGANG/NMG THOSE
PANELS 15 ACTUALLY GLITE COMPLEX.

S COMPLEX,
IN FACT, THAT

-

AS CLOSURE SETMWEEN FANELS BE
MORE [NTENSE, READER INTERPEI
BECOMES FAR MORE EZAST7C.

AND MANVAGING |1 BECOMES
MORE COMPLICATED FOR THE CREATOR.

SOME ARTISTS CAN BE
DELIBERATELY AMBIGLOL'S.
OF COLRSE, AND OFFER U5 MO STRICT
INTERPRETATION TO GO

CLOSURE CAN BE A FOWFRFLIL
FORCE JY7TH/AS FANELS AS WELL AS 18
SETWEEN THEM, WHEN ARTISTS CHODSE
TO SHOW ONLY A SMALL SRECE
OF THE PICTURE

COMICS

By
CAN BE SHOWING
MADDENINGLY LITTLE OR
VAGLE RECLT NOTHING

WHAT IT

OF A GIVEN
SCENE-

OFFERING
oNLY CEVES T0
THE READER:-

ARTIST CAN
TRIGDHER ANY
MNUMBER OF
IMAGES 1M

THE READER'S
IMAGINATION.,




READERS FACED
WITH PANELS LIKE ZA8E85E
WILL HAVE JLaF87 13

DIFFERENT INTERPRETATIONS.

cLak! CHAK c Lok

BY CONSTRLCTING Mstls
HAGES D oM THESE

READERS ARE
PERT CLOELRE.
JUST AS-—

= ANEML S L s,
JUST AS READERS
COMPLETE -~
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NHRTE\« ER THE MYSTERIES
EACH PANEL, IT'S THE

F‘:IWEE OF CLOSURE

PANELS THAT I FIND THE MOST
AV FTIVE.

THERE'S SOMETHING
STEANSE AND MONPERFLL
THAT HAPFENS IN THIS
HLANK EIEEON OF
PACERT,

i

WE ALREADY KNOW THAT COMICS ASKS
'IHE MIND TO WORK AS A SORT OF
A-BE THEENVER —- FILLING IN THE GAPS
BE"'WEC'\I PANELS AS AN AAVSATOR
MISHT-- BUT T BELIEVE THERE'S STILL
MORE TO IT THAN THAT.

LET'S TAKE AMNOTHER LOOK AT
THE A/F74 TYFE OF TRANSITION,

HERE'S
A FOUR-PANEL

T




NOW, MOST OF
YOU SHOULD HAVE
NO TROUBLE

PERCEIVING

7 '?I-..;

M.': er.'\T -!B»Our

.SULINP“ nms THAT
ONLY LAST A BAVEL
OR DS IT PERSIST 7
CAN fOU SMELL THIS
KITCHENT FEEL

IT? 7457 177

~

WITH & Adss

e OF
CLOTEEE, YOUR MIND
15 TAKING FOUR
PICTURE FRAGHMENTS
AND C{]MSIE‘UL‘ <]

n.

BUT THE SCENE YOUR
MIND CONSTRLICTS
FROM THOSE Fgie
PANELS IS A VERY
DIEFERENT FLACE
ROM THE SCENE
JONSTRUCTED F
OUR TRADI
fe

E-FANEL
ESTABLISHING SHOT/

COMICS 1S A AOND - J‘:—W_

MEDIUM. IT RELIES LY
OWE OF THE SENSE NVEY
A MWOELZ OF [‘WFPI[NC:

BUT WHAT OF THE OTHER
FOUR 7

We REF'%L!-&'Q\
E

,.\L‘__

=1

BUT
ALL 1N ALL, IT IS5
BN EXCLUSIVELY
PISEAL
REFRESENTATION.

L1

PVITHIN THESE
PANELS, WE CAN
ONLY CONVEY
INFORMATION
VISLALLY:

BUT FETHEEN
PANELS, MONE OF
OUR SEMSES ARE
REQUIRED AT ALL

LCOK ASAIN.

YOU'VE BEEN IN

KITCHENS BEFORE,

You K\O / WHAT A
o BOLL

WE REPRES!

e TPRJUbh
DEVICES SLCH AS
HOED EALLOOVE,

OUR SrN.B!:.)
AR
E NGr'\(:E Dr



SEVERAL TIMES
ON EVERY PAGE
THE READER 15
ATEL EASED = LIKE A,
TRAREZE ARTIST--
INTO THE OPEN AIR
SEAGINVATION

TTHEN CAZSa T
BY THE OLTSTRETCHED
ARMS OF THE Spes
PRESENT VEXT

FANVEL Y

CALGHT QEVCKLY
AS NOT TO LET
THE READER SALL
INTO CONFLASION
OR SORESCOM.

BUT IS IT POSSIBLE
THAT CLOSURE CAN
BE 50 MANAGED IN
SOME CASES--

IN CHAPTER TWO, WE DISCLSSED
YPES OF ICONIC AND NON

VARIQUS

1COINIC

DRAWING STYLES

SINCE CARTOOMNS ALEEADY EXIST AS CONCEFTS FOR THE
READER, THEY TEMD TO FLOW EASILY THEOUGH THE
CONCEPTUAL TERRITORY SFETHEEN PANELS.

IDEAS FLOWING INTO ONE ANOTHER SEAMLERSL Y
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UT EEALAST/C IMAGES HAVE A BUMPIER RIDE THEIRS 15
PRIMARILY prSLAL EXISTENCE WHICH DOESN'T PASS EASILY
INTD THE REALM OF IDEAS.

<A
AND 50, WHAT SEEMED LIKE A CONTINUCUS SERIES OF

MOMENTS IN THE LAST EXAMPLE, HERE LDOKS A LITTLE MORE
LIKE A SERIES OF JWRE /YOTLIEES...

ANYWAY. THESE
THINGS ARE ALL
SLEECTIVE,

SIMILAELY, I THINK WHEN COMICS ART VEERS CLOSER TO
CONCERMNS OF THE PACTLIEE FLANE, CLOSURE CAN BE MORE
DIFFICULT TO ACHIEVE, THOLIGH FOR DIFFERENT REASONS

I-
7/

NOW ITS THE ZAWIFEY PROPERTIES OF DESIGN THAT
MAKE LIS MURE aw,wE OF THE PAGE AS A = RATHER
THAN IT5 INDIVIDUAL COMPONENTS, THE SALS,

A GOOD RLULE OF
THUME 15 THAT

GIVEN STORY

HAPFENING
WITHOUT SOME
EFFORT.

ok Ry OF COURSE, MAKING THE READER MARK" A LITTLE
-~ THEM 3 MAY BE JUST WHAT THE ARTIST I§ 7809045 TO DO
CLOSLIRE 15\ OMCE AGAIN, IT'S ALL A MATTER OF

PROBABLY MNOT ny PERSONVAL TASTE.




V™
ke

{)

THE COMICS
CREATOR ASKS US
TO JOIN IN A SILENT
DANCE OF THE
SEEN AND THE
UNSEEN.

THIS 1S WHY T THINK IT'S
A MISTAKE TO SEE COMICS AS
A MERE 'ER/D OF THE
GRAPHIC AR7S AND PROSE
FICTION.

THIS DANCE IS LIN/QUE

TO COMICS. NO OTHER ARTFORM

GIVES SO MUCH TO ITS AUDIENCE

WHILE ASKING SO MUCH
T

HAPPENS
BETWEEN THESE
PANELS IS A
KIND OF MAGIC
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ALL I CAN DO IS MAKE ASSUMPTIONS
ABOUT YOU AND HOPE THAT THEY'RE . _
CORRECT7 -~

(1]

HERE IN
THIS STUDIO, I'VE
TRIED TO CONTROL é
THAT PROCESS AND

USE IT TO MAKE
MY CASE.

BUT T
CAN ONLY PO/NT
HE WA,

L

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

ALL 1 ASK OF You
IS LITT

--AND A WORLD
OF g




SO cFvre fEu
EACH PANEL OF A
COMIC SHOWS A
FIMELE ATVENT

AND BETHEEN
THOSE FROZEN
ENTS - BETWEEN
THE PANELS-- OUR
MINDS FILL 1N THE

H NTERPEMIVG

CREATING THE ILLUSION |!
OF TIMIE AND MOTION,

rolc]

LIKE A LINE DRAWN
BETWEEN TWO POINTS

TIME IN COMICS

15 JVEINVITEL Y

WEIRDER THAM
FHAT S




CH, HENEX
PUT THAT CAMERA
AWAY, WILL
You?

AGH,

WELL, IF
OL° HENRY

GONNA ‘I#VE MUCH

15

SLRE YOU
WANT TO MOVE
ERE.

FAR SLOMEE 15
THE DURATION OF
THE AVERAGE MO
LUNCLE HENRY ALGIVE
BLENS LP A GOOD
SECOVE IN THIS
PANEL, ESPECIALLY
SINCE “gMieEs”
UNDOUBTEDLY
FPRECEDED THE
FLASH

SOUND OF A FZ
SIMTLE & HAS A CERTAIN
MOMENT 7 PATION, 5
T BE Sede BUT
MHARDLY? INETANTANEDLS,
. &
NN
{1
)

.i. é’fhﬁ‘\

LIKEWISE, THE NEXT
BQLLU""IS ’OULI: HAVE
LY W ED

THE BURST DF THE
FLASHBLILB, THUS
ADDING STILL MOAEE

AAGHS

THAT FLASH
15 ELIVEIVE,
UNCLE

HENRY!

JUST AS PICTURES AND THE IN
THROUGH CLOSURE WO,
EXIST /A TIME -

/NLS SETHEEN THEM CREATE THE [LLUSION OF
DS INTRODUCE TIME BY REPRESENTING THAT WHICH CAN Of

~SOLNVE.

WITH ALL 1TS ACTONME AND £EACTIONE
A PANEL SUCH AS THIS COLILD LAST A
SOOD AALFE MINLTE OF 50

=y

a5



YTHING BUT A SYNGLE MOMENT >
7RAINED BY THE FPHOTOGRARPY

BUT HOW COULD THIS BE AN
OUR EYES HAVE BEEN M/EZZ-
AND BY REPRESENIATIONAL AR7 TO SEE ANY SINGLE

CONTINLIOUS IMAGE AS A SINGLE INSTANT IV TIME.

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

TIME AS A

~ AN

EACH INCH
REPRESENTS A
SECOND.

THROUGH OUR /|
PANEL (

SUCH A ROPE SIMPLIFIED AND SINCE EACH
MIGHT BE SAID OF COURSE, FACE AND FIGURE
TO WIND SOME- SINCE EACH 1S DRAWN TO MATCH
THING LIKE 748 BALLOON HAS HIS/HER OW|
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--THOSE FIGURES,
FACES AND WORDS
1 M{: MATCHED
PME AS WELL

THE PROPERTIES OF THE SINGLE
CONTINUGUS AMHAGE, MEANWHILE, TEND
TG MATCH EACH FIGURE WITH EVERY
OFTHER FGURE

SINGLE

&
il A

PORTRAYING TIME
ON A LINE MOVING

THIS PUTS ALI "HE
SMAGES ON
SAME \’fﬂlcl\l Axfz

|

FERHAPS

- AND TANGLES LIF 7IME
BEYOND ALL RECOGNITION”

ANORIENTS.
TAME AN EY

SCENES

WE'VE BEEN TCO
CONDITIONED BY FHOTDGRAPHY TO
PERCEIVE SINGLE IMAGES AS SIVGLE

AFTER ALL, IT DOES
FEME 10 MOVE ACROSS
N FEAL LIFES

EACH FIGURE 15

IN SCME RESPECTS THIS PANEL BY ITSELF ACTUALLY A/78 OUR
DEFING TN OF COMICSS ALL IT NEEDS IS A FEW GUTTERS
THROWN IN TO CLARVWEY THE SEQUENCE

ONVE PANEL, CFERATING AS SEVERAL PANELS.
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NOT AZL PANELS
ARE LIKE THAT,
OF COURSE.

1F Soum
IS INTRODUCED,
THIS CEASES TO BE
: RU
i TR
SUCH AS THIS COULD
INDEED BE SAID TO
DEPICT A SINGLE
NOMIENT;

A SILENT PANEL

7 IN
AN OTHERWISE
SILENT CAP7/ONED
PANEL, THE SINGLE
MOMENT CAN
ACTUALLY BE

THE!R BORDERS ALL
OF THE ICONS THAT
ADD UP TO THE
VOCABULARY OF
COMICS.

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

0 TOO IS THE PANEL /7SELF
OVERLOOKED AS COMICS' MOST
IS SELDOM 7Z0u/GHT | 1
OF AS AN ORGAN--

MPORTANT /CON.”

[TV
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THESE [CONS WE NOR 15 THEMR
CALL PANELS OR MFJ\NNG-&S ID
FEAMES " HAVE
MO

LIKE THE ICONS CF
£A,

THE PLIRATIONE OF THAT 7A4E AND THE
DIMENSTONS OF THAT Smace A.RE
DEFINED MORE BY THE

L PANEL THAN B THe AL fReLe *

HE s S T
W AL, W

PANEL SHAPES VARY CONS/DERARLY THOUGH, AND WHILE WHICH BRINGS US
DIFFERENCES OF SHAPE DON'T AFFECT THE SPECIFIC MEAMMBS~ TO THE STRANGE
OF THOSE PANELS VIS-A-VIS TIME, [HE'.Y = AH—&cr THE RELATIONSHIP

READING EXPFERVE




OF COMICS, 77

IN LEARNING TO READ COMICS
WE ALL LEARNED TO PERCEIVE
TIME SPATIALLY, FOR IN THE WORLD

E AND .
ARE ONVE AND THE SAME.

PACE

THE PROBLEM

IS 7THERE'S NO

CONVERSION
CHART/

THE FEW CENTIMETERS

WHICH TRANSPORT US FROM

SECOND 70 SECONZ INONVE

SEQUENCE COULD TAKE US A

[UVDRED MILLION YEARS
IN ANOTHER.

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

LONG AS THE £ZEMENTS OF THAT

SEQUENCE ARE FAMI/LIAR TO US.

T ALwAYS FIGURED
MARY., WouLD.
60 FOR GILLIGAN.

T GUESS

»

S0, AS READERS,
WE'RE LEFT WITH ONLY

PANEL LIKE THIS
LASTS FOR NO MORE
THAN SEVERAL
SECONDS.
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BUT IF THE CREATOR OF THIS SCENE
WANTED TO LEAMSTHEN THAT PALSE, HOW
COULD HE OR SHE DO 507 ONE OBVIOUS

SOLUTION WOULD BE TO ADD MORE PANELS,
BUT 1S THAT THE CHLY WAY T

[ T T FE

D p T

WE'VE SEEN HOW
TIME CAN BE
CONTROLLED THROUGH)
THE CONTENT OF
FANELS, THE MHEER
OF PANELS AND
CLOSURE SETHESN |
PANELS, BUT THEREY
STILL OMEMORE

15 THERE ANY WAY TO MAKE A
SINGLE SILENT PANEL LIKE THIS ONE
SEEM LOMGER S HOW ABOUT WIDENING

THE SPACE BETHEEN PANELSF

ANY DUEEERENCE T

AS LINLIKELY AS 1T SOUNDS, THE PANEL SA4FE CAN

ACTUALLY MAKE A DIFFERENCE IN OUR PERCEPTION

OF TIME. EVEN THOUSH THIS LONG PANEL HAS THE SAME

BASIC "MEANING® AS TS SHORTER VERSIONS, STILL IT
HAS THE SFEELING OF GREATER LENGTH

¥ GUESS. )
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THE PANEL BORDER
IS OUR GU/PE THROUGH

NOTICED HOW THE TIME AN, & BUT
R IT WILL ONLY GUIDE US
b4 SO FAR.
E[THER TO THE
F/A’ST DIMENSION
HE
m ,?Th'

IN A MEDIUM
WHERE TIME AND
IERGE SO

VANISHES!

-

MOST OF US ARE 50 USED TO
THE STANDARD RECTANGULAR.
FORMAT THAT A"BORDERLESS "
PANEL SUCH AS THIS CAN TAKE
ON A 7IMELESS QUALITY.

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

WHEN THE CONTENT| |7 (P BECAUSE OF ITS AND ITS PRESENCE
OF A SILENT PANEL | |\ | f l//VA’ESOLVfD/VATUIE MAY BE FELT IN
OFFERS NO CLUES AS |7 [SUCH A PANEL THE PANELS WHICH
T0 ITS DUYRATION, 1T | ZINV¢ TH FOLLOW IT.
CANAASLESSSPER%EUCE READER'S MIND.

TIMELESSNESS.

‘
| 11
AT
il Al

«




JS * ARE
USED ~ LE,,
WHEN A PANEL
RUNS OFF THE
EDGE OF THE
PAGE - THIS
EFFECT IS
COMPOUNDED,

TIME 15
WO LONGER
CONTAINED
BY THE
FAMILIAR
ICON OF THE
CLOSED PANEL,
BUT INSTEALD

HEMORRHAGES
AND ESCAPES
INTO
TIMIELESS
SeacE

ONCE AGAIN, THIS
IS A TECHNIQUE
USED MOST OF TEN
IN JAPAN AND ONLY
RECENTLY ADOPTED
WERE IN THE WEST




. Eh

N COMICS, : ANY PANEL

iN S, ) THIS THIS
ELSION AND PANEL AND 7 ONE
EAL LIFE" : o' E-

A
TEL
7RIS PANEL

=]
s
T

IS ALY

REPEFSENTS THE
FPRESENT.

BUT LVEINE
THI

WHEREVER
EYE HITS




ONE BEER WON'T
HURT.

THE IDEA THAT THE
READER MIGHT CHOOSE
A DIRECTION IS STILL

CONSIDERED £XO7/C.

I'LL JUST GO
HOME NOW.

TLL JUST DRIVE OH MY GODITM
FAGE. AROUND AWHILE TR

) HOUSE!

]

GOSH, I JUS DO YOU HAVE
WANTED TORENT | | carmrvas oF
SOULS?.

DOING HERE?/ Al
ANOTHER VIDEQ,

L
THE VIDEO STORE.

IMM... A FORK. [D WHAT ARE YOU
& RioT 15 v

[
NAAH/ T'LL OH, M/,
GO LEFT. MR.GORDON/,
. hri
b g & ‘ 3!

THIS MAY, IN PART, CONDITIONED AS WE ARE TO READ
LEFT-TO-RIGHT AND L/P-70-DOWN,
A MISCHIEVOUS CARTOONIST CAN
PLAY ANY NUMBER OF 7R/CA<S ON US.

T THE ENDoF  [TIiTuer
INCRED'BLE | THE MONTH, .. BORROW SHME

) oy vRom

BEEN FEAS/BLE. o BROKE | [IeREle INmie

AN | [FoTuRe!
<

972
it ozl

Now I CAN | [y compl -uw;sl




COMICS READERS
ALSO CONDITION
BY OTHER MEDIA AND

WEEAL TIAE T OF EVERYDRY
LIFE TO EXPECT A VERY

LINEAR PROGRERSON. 1

A STREAIGHT LIVE FROM

PENT A TO PorNT 8.

BUT 15 THAT

NECESSARY'F

FOR NMDPY, THESE BUT WERER
QUESTIONS ARE THE LETHC

224, ATION
TERRITORY OF 5 OM THE VERGE
GAMES AND OF BECOMING AN
STRANGE LITTLE EADRMOL'S AESUE | | CRUCIAL PART IN
EXFPERINIENTS. IN OTHER MEDYA, DEFIVING THE ROLE

OF COMICS IN THE
NEW CENTLIRY
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il AS MENTIONED EARLIER,
77ME AND SPACE IN THE WORLD OF
COMICS ARE CLOSELY LINKED.

AS A RESULT,
SO TOO ARE THE
ISSUES OF 77ME

AND MO770N. /

dl

DESPITE COMICS' 7HREE THOUSAND
YEAR HISTORY, 1T WASN'T UNTIL
TOPFFER'S M/D-/800's DOODLINGS
THAT §ZEC/F/C MOTIONS WERE
PORTRAYED IN COMICS IN THE NOW-
FAMILIAR PANEL-7O-FANEL FORM

HOW, 0 BRIGHT AND WITTY
A

WITHIN

A FEW YEARS,
HOWEVER,

MOTION WAS A

HOT
INDEED!




COPIED FROM PHOTOGRAPHS TAKEN SY EATWEARD WUYERIDO

DUCHAMP, MORE
CONCERNED WITH

THE FJDEA OF
WIOTION THAN THE
LD

B B8O INVENTORS THE MORED OMER KNEW
THAT "MOMIMG FICTURES ™ WERE JUST ARDUND
THE CORNER. SRELYME WANTED TO BE SR877

My STROBOSCOPE 15 SUPERIOR IV EVERY 4
HEY 7D THE OESOLETE ZOETROFES JENTUALLY REDLCE
7
[ B4 vty PEAXINOSCOPE 15 BETTER] TN TO B
LINE,

[ FrAuDs ALLT mmdmaxmmm.l -t

CUCHAMP SOON MOVED ON, THE 7

DVSEANGED AND FINE ARTISTS GE? ¥

LOST INTEREST IN THIS a?’g&r “\PE DF
A0

AS THE MOPIVG SCTURE BEGAN ITS SPECTACLLAR RISE, AFEW OF
THE MORE ZADICAL 24 ERS OF THE DAY EXPLORED THE [DEA, THAT
MOTION COULD BE DEPICTED BY A SAMGLE IMASE ON CAVIAS.

THE FUTURISTS 1% 1TALY AND MARCEL DLCHAMP
N FRANCE BEGAN THE SYSTEMATIC SECOMPOSITION OF
MOVIME MIAGES N A STATIC ATEDILIN,

E
¥, N ALL
GUESS WHICH

VING FFCTLRE

BLT THROUGHOUT THIS SAME PERIOD
ANOTHER MEDIUM, CONSACLOLSLY,
HAD E\EE’\I TICQ‘IINU THIS

17
WASN'T A
BAD IDEAS

ANE

T
4%




FROM TS S4RLIEST DAYSE, THE MODERN
COMIC HAS GRAFFLED WITH THE PROBLEM
OF SHOWTNG MOTION I A ST MEDRMT,

HOW DO YOU SHOW THIS ASPECT OF TIME
IN AN ART WHERE TIAIE STANDF STHELF

THOUGH SL\,\LIL'\IT AL ART SUR TD FOR MANY CENTJK'ES FETTHOLT
OF THE BOTTLE [T WAS FERHAPS

DEPICTING M ONCE THE MIE WAS Ol
/J"'FV//‘/MZF THA MORE AND MORE EFFIC EANS WOLLD BE SOUGHT.
AT FIRST, THIS SEARCH CENTERED ON MEZT/FLE IMAGES IN SEQUIENCE

SOMEWHERE BETWEEN THE FUTLIRISTS
MOVEMENT AND DUCHAMP'S

BUT JUST AS 4
OF MOVEMENT
LINVES

SINGLE PANEL C/ \'\l

EEFEESENT A S84V

QF TIME THROLUIGH
S,

DA,
DIAGRAMMATH
* NT LIES COMICS' 40"
A 5PAN OF nvt
THROLIGH
PICTURESS




“PUPEVE AR THAATOC THIE MORIC € KNG A TURIS SYMDSCATE. 8.

IN THE BEGINMNING, MOTIOM LINES--0R “Z/P-Z/FFONT " AS SOME CALL THEM =~
WERE ML, MESSY, | -'-\L'wosr DESPERATE NTTEMPTS TO REPRESENT THE PATHS
F MOVVEG OF/ECTS THROUGH SPACE

I
ARTISTS L.
AND ./A KIREY —~

OVER THE YEAZS, THESE LINES BECAME
MORE RESIVED AND STYE/ZELD. EVEN
LIAGRAMMATIC.

-~THOSE SAME LINES BECAME w STYLIZED h& TO ALMOST HAVE A LIFE
AND FHYSICAL PRESENCE ALL THEIR OWN.”

AFIT [CEMTER AMD ABOVE FIGHT) & .G COMICS. (LEFT AN FIGHT]
& RAPIVEL ENTEFTAINNE NT GRCLP B 111



IN THIS APPROACH,
BOTH THE MOVINVG
OB/EC CfAND THE
DSARE
/?A’7ICZ/14750 STYLE
THE 7H OF

MOTION IS IMPOSED
OVER THE SCENE.

LE IM
THE SUBJECT, ATTEMPTING TO
INVOLVE THE READER MORE

DEEPLY IN THE ACTION.*

/ //\/@

r//w

==

]

SOME INTRIGUING RESULTS
IN THE SIXTIES AND
SEVENTIES.

it MUUVPLE IMAGES CAN BE FOUND IN THE
K OF KRIGSTEIN, INFANTINO AND

112




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.

AMERICAN comcs
/7" \F THE CAMERA MOVES W/TH THE MOV?NG OBJECT ARTISTS TOO!
THAT OBJECT WILL REMAIN FOCUSED WHILE LITTLE OF NO INTEREST
BACKGROUND WILL NOW BE STREAKED. IN THIS KIND OF
PHOTOGRAPHIC

BUT IN JAPAN, O
AGAIN, A VERY P/F'FERF/VT
COMICS CULTURE EMBRACED
THIS VERY DIFFERENT
CONCEPT OF MOTION AS
THEIR OWN.”

ONL‘/ SFPARINGLY, -
IT WAS LIKEWISE —
ISNORED.




SUBSECTIVE
MO7/ON, AS T CALL
1T, OPERATES ON THE
ASSUMPTION THAT IF
OBSERYING A MOVING

OBJECT CAN BE
INVOLVING, BEING
THAT OBJECT SHOULD

BE

JAPANESE
ARTISTS, STARTING
IN THE LATE 60%,
BEGAN PUTTING THEIR
READERS WV 7HE
DRIVERS SEAT ~ WITH
PANELS LIKE 74£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

ARE THESE
THE ONLY WAYS
WE CAN PORTRAY
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MEDILIM WHERE
| TIME AND SPACE
MERGE--

HERE, THE
COMPOSITION oF
THE PICTLRE |
LIDINED BY THE
COMPOSITION OF
CHANEE, THE

LLOWS A VERY
DIFHR{-NTS T OF

VAT,
’JNDLILI\”
TTIONAL
FICTURE-MAKING

THE MATLARAL WOR!

SEALTY EYERY DAY,

OF COMPOSITION T P
OF FUNCTION

DOES|

THAT 1T CAM-

EVEN SHOLILD: swun
ALONEF




AS WE'VE SEEN, THE INTERACTICN OF 7425 AND
COMACS GENERALLY LEADS US TD ONE OF TWO SUBJECTS:
Soune

A

/._—_Eb"

OR MOT7ON.

i

SDZ%V—? BREAKS

H TYPES ADD TO TH

NATURE OF SOUND /7352~ AND B
INTRODUCING IS5UES OF ACT/ON AND
REACTION.

E DURATION
OF A PAMEL, PARTIALLY THROUGH THE
BY

MOTION
BREAKS DOW:

T MERIT IT
C'HA'P?FF

ALSD

|MPURTANF ENOUGH

N INTO

5 OWN

™My

THE OFMER TYPE -- MOTION VTN
FURTHER ﬁl’\,’flnED THE WORKINGS OF

FANELS = ~CAN

INTO SEVERAL DISTINCT S7HEES.
COVERED THE ONES Z KNCW, BUT THE RE
MAY BE MANY OTASES. TIME Will TELL

RO SHOULD

TEE M COAMY
BE AS SIMPLE AS-
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WHAT MAKES COMICS “7/CA™ FOR

|| BY THE STRAMGEVESS OF IT ALL

= s e s
IT| TVE BEEN TRYING TO FIGURE OUT | |
YEARS AND I'M STILL AMAZED T

BUT
NO_MATTER HOW
BIZAREE THE
WORKINGS OF TIME

IN COMICS 18-~

ALL
DEPENDS ON
YOUR FRAME
O ATNVD.




UV P T
CAN 1S THIs ANGER 7 < i

EMOTIONS _ = » e a

BE MADE ""v/'” /

\ o /O !
29 SERENITY?
e e
©
| N
C" o ‘
> 2
0@ D
D
o/ V g




-

[rension7]\

T

MADNESS?

INTIMACY?







THE 1DEA THAT
A PICTURE CANM EVOKE
AN EMOTIONAL OR SEVTLAL
RESPONSE IN THE VIEWER
15 VITAL TO THE ART
o]

i COMICS,

M CHAPTERS THIREE IND FOLR

WE INVESTIGATED THE VARICUS WAYS

1%5 AND MOTION COULD BE P?f IL[,%WLD'
H FEFMVEEN PANELS, THROLUGH
LOSLRE -

™ AL BE
PORTRAYED EITHER
N

BE
BT THIN PANELS

HOW CAN

& CATEGORY
IN CHAPTER TAREE.
BUT WHAT ABOUT

THE LATTER ™

A
AGE

WE'VE
TOUCHED UPON THE REPRESENT THE
% JEVSES AND
T

AND




IN THE WORKS OF FoMARD M{J’M‘H
AND VINCENT VAN GOGM, T

OBJ ECT'\'[ STUPY OF LIGHT 50 "R'LL—D

BY THE SHFEESS/ONWST MANTTREAM

WAS 5!' 5 ARANIONVED IN FAVOR CIF A

NEW, I'EIEH"ENINC)LY J‘WJ CTIVE

—=THAN ANGTHER

WORLD BEGAN TO
MAKE [TSELP
VIS/ELE.




AS THE MEMS CENTZRY GUT UNDER WAY, COOLER HEADS SUCH
o8

THESE WERE
IN RIS

FR

EANDINSKY AND HIZ PEERS WERE —= AND IN DO/MWG SO, UNITE THE
SEARCHING FOR AM ART THAT MIGHT DIFFERENT ARTFORMS WHICH APREALED
SOMEHOW LIVITE THE SENSES-- THOSE DIFFERENT SENSES,

WE CALL THIS IDFF- .S‘);!VAEJW;F\?)‘Z‘&

NOT SueerrsnG, | " doe
THEN, THAT SIMILAR Art i s lt{i}
il reproduce the ART HISTORIANS
vls!hle r'atiler HAVE SENERALLY HELD it
CEiLLDs ScH A6 P TANE GRAPPLED HITH SN
IEL UICH
- V1Slble/ 1 IDEAS, PRACTITIONERS OF THE
AND THE FRENCH / "LOW® ART OF COMACE HAVE
POET SAUDELAMRE, | ~ PAUL KLEE | REVIAINED SL/SSEULLY ITADRANT
WIER. L /
BUT
HAVE
THEYT
|&|30 @0 1900 e 1920




IN SURVEYING A CEANTLRY
OF COMICS, ONE FINDS CEEATORS LIKE
THE LINDERGROUND'S EOEY MAYES, WHD
ARE SLATANTLY EXPRESSIONISTIC,

BUT SUCH ARTISTE ARE SEMF AMD

MOST HAVE WORKED IN A
FAIELY STRANGHTFORWARLD STYLE.
ACOVIC, MAYBE, BUT NOT FILLED WITH
THE EXPRESSIVE LINES OF A MUGY OR
THE COLORS OF A WAV GOGH

CAN WE 5AY,

THE DIFFERENCE LIE
] 15 BEING
EXPRESSED

z

THEREFORE, THAT ONE
OF THESE TWO CREATORS
15 EXPRESSING MOOD
AND EMOTION AND THE
OTHER 15 MO7 7 OF DOES

IF 7HESE LINES
ARE EXFRESSIVE OF
ETY

AND MIADNESS -

-~ THEN COULDN'T
THESE LINES BE
SAID TO PORTRAY

IN TRLUTH,
DONT ALL LINES
CARRY WITH THEM
AN EXPRESSIVE
POTENTIALT




--T0 ==TC) BY ITS
ALOAME, A LINE RO DYNAMC SHAPE. 1T
MA FROM AND AND CAN BE
FAEEIVE ANE STRONG-- CHANGINVG.”

TIMELESS -~ AND GEVERE--
————ae——;
O --OR BY ITS -~ R MEAK
HATA REATIOMAL CHARACTER AND LMETASEES -~
AND GEANTIE— AND T _MAY SEEM
CONSERVATIVE TAVAGE AND
0y PEADLY -~

THE MOST BLAND FXMIIWZEJ’J‘

LINES ON SAR7H CANT HELP

CHARACTERIZE THE‘IR SUBJECT
IN SOME WhAY.

AND WHILE FEW
COMIC ARTISTS MAY
(CONSIDER. THEMSELVES

--OR AOAVEST
AND LVEECT

@ LINE FROM
ANCTHES]
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'SEE PAGE 216 FOR COPYRIGHT INFORMATION.

IN DICK TRACY, FOR
EXAMPLE, CHESTER

| GOULD USED BOLD

LINES, DBTUSE ANGLES
AND HEAVY BLACKS
T0 SUGGEST THE MOOD
OF A GRIM, DEADLY
WORLD OF ADULTS -~

-~ WHILE THE
GENTLE CURVES
AND OPEN LINES OF
CARL BARKS' Ut

CONVEY
A FEELING OF
WHIMSY, YOUTH
AND /NNOCENCE.

% )

>

IN . CRUME'S
WORLD, THE CURVES

OF MIDERV ADULTHOOD,
AND LEFT PAINFULLY
OUT OF FLACE--

ART, THE CURVES OF

7
CHILDHOOD AND THE
MAD LINES OF A
MUNCH CREATE A
CRAZY 7ODDLER
LOOK.

BUT WHEN MARVEL'S

HOSTILE, JAGGED LINES

OF A RO8 LIEFELD
STRUCK A MORE

RESPONSIVE CHORD.

FOR DECADES OF
COLOR COMIC BOOKS,
THE $/GNATURE
STYLES OF INDIVIDUAL
ARTISTS LIKE NV/CK
CARDY HAVE INFUSED
PERSONAL EXPRESSION|
INTO EVERY STORY =~

-~ WHILE JULES
FEIFFER'S UNEVEN.
LINVES DID BATTLE
WITH THEMSELVES

--WHILE JOOS7
SWARTE'S CRISP
ELEGANT LINES
AND JAZZY
DESIGNS SPEAK
OF cooL
SOPHSTICATIOV
AND /RONY.

AND [N EISNER’S
/KIOFERN WORK

OF LINE STYLES
CAPTURE A FULL
RANGE OF
MOODS AND
EMOT/ONS.




T T
]

NOW,
| PICTURES DISTINCTION
CAN, THROUGH o
THEIR RENDERING,

PICTURES AND

LANGUAGE CAN
EVOLVE/
-

PECI &
IN THE INVISIBLE
MAY SEEM A
BIT BZURRY.

O7H
SENSES--

I'LL GIVE
YOU AN
EXAMPLE.




UL NOTICE A

FEW HALY LIS

RISING F20M THE
PIPE

NO‘N. \"'.Jll'l L NOTICE
HEM

THIS IS THE ARTISTS
Yy

CARTOON)
TELLING YOU THERE'S
E COMING FEOM
THE PIPE, YOU'VE
LL SEE BEFCR

NOW, LETS SUPPOSE
THAT MY FIFE AND T
HAVE GOMNE FOR A

LITTLE Mpaske--

e
COME ACROSS

THE STRONG SMELL

OF ROFTEN GARSAGE

CAN'T BE JSY¥EEN,

YET HERE'S

PRETTY SIMILAR
SET OF WAVY

/..

DESFITE THEIR SUP“ETIClA\ RESEMBLANCE,
THESE ARE TWO VERY DUFSERENT SETS OF
L?NES ONE I?E?RESE!\.rs A VISIFLE
OMENON, SMDAE, WHILE THE OTHER
EEPRESL’NYS AN SIGLE QUR
SENSE OF SMELL

NOT REALLY A
FICTURE ANYMORE,
THESE LINES ARE

MORE A LZSLIAL
TAPHOR—
A G‘VMM

AND
SYMBOLS ARE
THE BASIS OF
LANGLAGE!,




TAKEN OUT OF 'IB'HEIR OR/GINAL CONTEXT, EVEN THE FLIES WHENEVER AN ARTIST

THEY CAN NOW BE APPLIED ANYWHERE HAVE OVER THE YEARS INVENTS A NEW WAY
AND THE READER WILL INSTANTLY KNOW BEEN APPROACHING T0 REPRESENT THE
WHAT THEY MEAN. THE ABS7TRACT STATUS| INVISIBLE, THERE IS
OF LINGUISTIC ALWAYS A CHANCE
SYMBEOLS. THAT IT WILL BE
FICKED UP 87
ced OTHER ARTISTS,
/7
ce?

IF_ ENOUGH ARTISTS
BEGIN L/S/NG THE
SYMBOL, 1T WILL
ENTER THE LANGUAGE
FOR GoOD--




™ d= 4

BUT WHEN SUCH
IMAGES BEGIN
TO DRIFT OU7 OF
THEIR VISUAL
CONTEXT -~

--THEY DRIFT /N7D
THE /NV/S/BLE
WOR! F THE

SYMBOL X

2
o
~

>~

THE CARTOON

V/ISUAL DATA.

SOME INDICATORS
OF EMOTION ARE
LALSO VISUALLY
BASED, SLCH AS
THE FAMILIAR
SWEAT BEAD.

THIS DRIFT FROM V/S/BLE
TO /NVV/S/ELE HAS BEEN THE BASIS
OF ALL WR777EN LANGUAGES
SINCE CIVILIZATION BEGAN.




SUMERIANS tH

ANCIENT MESOPUTAMIA.

GOT THINGS ROLLING
EARS

W3 FOUND TO REQGRD
crmw COMMODYTTES,

THESE FIRST SYMBOLS — CARTOONS,
REALLY-~ GRACUALLY EVOLVED AWAY

ANY RESEMBLANCE TO THEIR
sus_l:m TOWARD THE HIGHLY ABSTRACTED
FORMS OF MODERN LANGUAGES, ..

- = s — —

:L\

3 — —>

|

s — — = .

LAND EVENTUHALLY

TO CUR 7OTALLY
ABSTRACT SopMD-

FASED SYSTEM,

THE LONGER ANY
FORM OF ART OR
COMMLINICATION

EXISTS, THE MORE

Lrcy
ACCUMULATES.

THE MODERN COMIC AND THIS PPELAL

WITHIN A GIVEN
CULTURE THESE
SYMBOLS WiLL
QUICKLY SPREAD
UNTIL EVERYBODY
KNOWS THEM AT

\\.'\ GL!}NC? //

BUT
WHAT HAPFEMS
WHEN A LANGUAGE
EVOLVES IN MOEF
THAN ONE DISTINCT
CULTURE AT
A TIME?

THE ANSWER, OF COURSE,
IS THAT MORE THAN ONE
SET OF 5YMBOLS Wikl

VOLVES

ANGER

IN RELATIVE
ASOLATION
FROM THEIR
WESTERMN
COUSING

<

SLEEP

DEMENTIA

LUST WY




SACKGROUNDS CAN BE
ANOTHER VALUABLE TOOL
FOR INDICATING /NV/S/IBLE
/DEAS...PARTICULARLY THE

CERTAIN N
‘ PATTERNS CAN
N PRODUCE AN ALMOST

HYSIOLOG/CAL
EFFECT IN THE
VIEWER.

EFFECTS ARE,
OF COURSE, BEST
SUITED TO STORIES

ABOUT /V7ERNA.

MATTERS.

EVEN WHEN THERE IS LITTLE OR NO
DISTORTION OF THE CHARAC7ERS IN A
GIVEN SCENE, A DISTORTED OR EXPRESSIONISTIC
BACKGROUND WILL USUALLY AFFECT
OUR "READING" OF CHARACTERS’
JVNVER STATES.

&

BUT FOR SOME
REASON, READERS
WILL ASCRIBE THOSE
FEELINGS, NOT TO
THEMSELVES, BUT TO
THE CHARACTERS
THEY JDENTIFY
WITH

WHEN A STORY HINGES MORE

ON CHARACTERIZATION THAN \ ¢/
COLD 207, THERE MAY NOT BE d
A LOT TO'SHOW EX7ERMALLY -~ )¢ ¢
v
=3
P guT THE \ °. 4
LANDSCAPE )
OF THE .

CHARACTERS’




THIS PRINCIPLE 13 EVIDENT

EXPRESSIONISTIC EFFECTS
HAVE BEEN DEVISED FOR
ALMOST ANY EMOTTON
AHAGIVATEE "

"__.) P EXPRESSIONISM
- AND SYNAESTHETICS ARE

BUT A LACK OF CLARITY
CAN ALSQO FOSTER GREATER

SO FEM
N WHICH MANY WRITERS AND

TRARTISTS PEEEER,

CREATORS WHO

USE THESE EFFECTS 1
MAY NEED TO CLAREY  IF LS
% WHAT 15 BEING SHOWN, 2
HOWEVER

EITHER THROUGH
THE CONTEY

W OF 1
LRROLNDING SCEVES
OR, OF COURSE

THROUGH MORDS.

BEE PAGE 218 FOR COPYRIGHT NFORMATION.



THE MOST FROEL¥-LI0ED,
MOST COMPLEX AND MO&T

VERSATILE OF COMICS  MANY
SYNAESTHETIC KCONS 15 THE
EVERPRESENT, FVER-FOPLUA,

WOoRD FALLOON.

OVER THE YEARS,

COMICS CREATORS

HAVE STRUSSLED WITH
DOZENS OF VARIATIONS
IN THEIR DESPERATE
ATTEMPTS * TO DEFICT
SPLVE N A STRICTLY
VISLIAL MEDILM,

et

T WiLL BE--

VARIATIONS M BALLOON SHAFE ARE MAVY AND WHILE JUSPE THOSE BALLOONS, SYMBOLS
MNEW ONES ARE BEING INVENTED EVERY DAY, AEE CONSTANTLY BEING APFREOFRIATED
OR EVEN /JMVENTED 10 COVER THE
MOV -VERBAL.

(Zzz=2|
@

ZZz 2z

EVEN THE VARIATIONS OF LETTERING §7¥LES, BOTH IN AND OUT OF
BALLOONS, SPEAK OF AN OMEOMWE STRLAGGEE TO CAFTURE THE

tip! bip!

liriing

SHEIMF FOR
DINMERT

ELIKR':

55555555555

134 * CISNER DESCRIBES THE WORD BALLOON
AS A DESPERATION DEVCE



OF COURSE WORDS
e/ THEMSELVES, MORE THAN ALL THE
o | OTHER VISUAL S¥YMBOLS, HAVE THE
AEE

0 COMPLETELY DESC
THE /VirE/8LE BEAL A OF
SENSET AND EMOTIOMS.

WORDS CAN TAKE EVEN SEEMINGLY

AELTEAL IMAGES AND INVEST THEM

WITH A BEALTH OF FEELINGS AND
RIENCES.

EXY

34 SAT BY THE OPEN WINDOW, HOFING
TO CATCH A WHIFF OF THE OLD CHARCOAL
GRILLS. FROM NEXT DOOR CAME THE
OTHERWORLDLY HUM OF TELEVISION
THE OLD CLOCK STRLCK A LAZY EIGHT,

- —

B et r—

AS NOTED, PICTURES CAN INDUCE
STROVS FEELINGS IN THE
READER, BUT THEY CAN ALSD LACK
THE SFECHFICITY OF WORDS

WORDS, 0N THE CTHER HAND, OFFER
THAT SPECIFICITY, BUT CAN LACK THE
IMMEDIATE EMOTICNAL CHARGE OF
PICTURES, RELYING INSTEAD ON A
SRADUAL CLAMUEATIVE EFFECT.

7064?‘:5?, OF BUT WE'LL GET
COLESE, WORDS TO THAT TN THE

AND PICTURES CAN MEXT CHAPTER,

WORK MIRACLES




BY BRINGING THE FULL
W/I'Z/

PERHAPS
IT'S T0Q MUCH TO
A$K7(i-li\?/l’;53‘§5”“ | Power oF ouR O
Yy EXPERIENCES T0 BEA
I \ON THE WORLD OUR
"\ EYES REPORT

RESPONSIBLE FOR

CONVEYING SUCHA

=)\ W/DE WORLD OF
EXPERIENCES

IN THIS
CHAPTER, WE'VE
DEALT WITH THE
INVVISIBLE WORLDS
VSES AND
EMOTIONS, BUT IN
FACT ALL ASPECTS
OF COMICS SHOW IT
T0 BE AN AR7 OF
THE INVASIELE,

MAAY-BEE
DON'T EVEN




N
Jd

P aantl

"’ AY-BE|
NT EV




CHAPTER SIX

SHOW AND TELL

US: regnal

Lhanaan uero goy
rmogenium fuum:

8sE

E =

ggzﬁg. 3
F=EmE

EE8SSER)

gggf_z;-‘é
ZEQE

T
H\

W ”H’“‘HW[

WHAT CAN YOU '\
7ELL us AsOUT
YOUR ROBOT,
TOMMY?

GOT ONE OF

THINGS.

T T
TTTTTTTT T
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“ TS THIS N
AN

D
IF YOU AL
IT, 1T GOES
LIKE

T ['F'Tﬂ]

7 WE ALL STARTED CUT %
LIKE THIS, DIBNV'T IWE

USING WORDS AND IMAGES

INTERCHANGEABLY. 1T

DIDN'T REALLY MATTER

BYHICH WE LSED, 50 LONS
ASIT L

IT'S CONSIDERED
1N THI

LONG AS THEY
GO L7 GF /:

SOCIETY FOR CHILDREN
T0 COMBINE WORD!
AND PICTURES, 50

5

T




TRADITIONAL THINKING HAS LONG HELD THAT TRULY GREAT
WORKS OF ART AND LITERATURE ARE ONLY POSSIELE WHEN THE

TWO J\EF KEFT AT ARM'S LENGTH

WORDS AND PICTURES 7'0?57 fER ARE CONSIDERED, AT BEST,
h DIVERSION '()R |IfEM SSES, AT wovs;' A PRODUCT OF
CWEE'C"IAZ.&S‘

A3 CHILDREN, OUR i, E GREW,

FIEST BOOKS HAD IE £ EXF) ECTED /i

FVCTLRES QALORE TU GRADUATE TO BOOKS -
WITH NO PiC

AND VERY FEW BOOKS WITH MUCH
MORE TEXT AND AT ALl

HOEDS BECALSE
THAT WAS "EASIER" ONLY SCCASIONVAL
PICTURES -~

140



WORDS AND PICTURES ARE
AS POPLILAR AS EVER, BUT THIS
WIDESPREAD FEELING THAT THE
COMBINATION 15 SOMEHOW BA8E
OF SUAPLISTIC MAS BECOME A
FELFFULFILLING FROPIEC

UG
TAELRE POTENTIAL UNDERSTOOD.
B A NP

AS NEAR AS WE CAMN
TELL, PICTURES SREDATE 'H'IE
WRITTEN WOED BY A LARGE
AARSH, HERE ARE SOME BIG
HITS FROM THE GOLDEN AGE
OF CAVE PAINTING, ABOQUT
15,000 YEARS AGC

SOME OF THIS ART SHOWS i—‘:j BUT OTHERS WERE VERY JCON/C,
CONSIDERABLE ATTENTION ACTING AS S¥ S RATHER THEN
RY

o
LDEFAIL, VERY MUCH CONCERNED ST == MOZE LIKE A
WITH PICTORIAL RMMAM FRIMITIVE LANGLAGE "

%




Wi = ¥

AS MENTIONED IN

AS SEEN, MOST \

OF THESE EARLY —

WORDS STAYED
OSE &Y

THEIR PARENTS,
THE P/CTURES.

IT DIDN'T TAKE ZONG, 7HGUGH"
RELATIVELY SPEAKIN

BEFORE ANCIENT WRTTVNG STAETED

TO BECOME MORE AZS7RACT.

SOME WRITTEN LANGUAGES
SURVIVE TO THIS DAY, BEARING
TRACES OF THEIR ANCIENT
PICTORIAL HERITAGE.

* SEE PAGE 127,



EUT IN TIME, MOST
MODERN WRITING WOLULD
COME TO REPRESENT SOUND

Y AND LOSE ANY.

o AT AR SO
T TR 2 Ang T3
re’s e! Order Today and receive FREE C

> L8

BUT WHERE HAD

..

ichane:ctiug et el WL OF
A WITH IT.

U

“IN ILLUMINATED MANUSCRIPTS, FOR EXAMPLE.
143
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MORE
/MPOR7A;
_/ WHEN THEY WERE \
COMBINED, AS IN THIS R

GERMAN COMIC r[

FROM THE 14007, ||
WORDS AND PICTURES
STAYED SEFARATE,

REFUSING TO M/X-
L)KEW L AND

@ $flmicdyal fer/
enmer.

Zic= |
/]

Sevem ot

Evrblomier den
bidy i

-]

THE WRITTEN WORD
WAS BECOMING
MORE SPECIALIZED,
MORE ABS7RACT,
MORE ELABORAT

FACSIMILE DETAILS OF PORTRATS BY DURER
(1519) REMBRANDT (1660) DAVID (1788) AND INGRES
(1810-15).

PICTURES, MEANWHILE, BEGAN TO GROW IN THE OFPPOS/7& DIRECTION: LESS
ABSTRACT OR SYMEBOL/C, MORE REPRESENTAT/ONAL AND SPECIFIC.




al s L]
Ode en a Grecian Urn

stilf wnravisk'd brade of g RES,

foster«child of sile.

By THE
EARLY 1B0O0's,
WESTERN ART
AND WRITING HAD
DRIFTED ABOUT AS
FAR APART AS
WAS PORSIELE.

.. THE

OFFER_EICH IN
VISIBLE

,%.'EAS!!/S RES,

_ONE WhS
CBSESSED WITH
B ANCE.

COROTE

; SENSES, EMOTIONS,
ZIGHT AND COLOR, N il SERITLALITY,
ALL THINGS 1T BHILOSOPH,
X, *.—“’r?

CHART, HAVE AT
THAE POINT

DRIETED TO
GFFRSITE

FIRET STANZA OF MEATS POEM



IN A WAY, PICTURES
AND WORDS HAD REACHED
THE END OF A 5000 YEAR

v |F THEY WERE
TO CONTIVEE MOVING,
WHERE DQLILD THEY

FETLEE PLANE

it

E AFE
V._‘I}’.EX !.IJT 1N A WAY
THAT CLLNVG TO WHAT
THE £¥E SAW,

IMPRESSIONISM, WHILE IT COULD BE THOUGHT OF
AS THE FIRST MO\ MOVEMENT, WAS

MORE A SLEMINATION OF THE O, ). THE
LETINATE STLEY OF LIGHT AND COLOR|

S00N AFTER CAME THE EXFLOSI/ONS
EJ(PI'-‘.(SSIONB\M FUTuRgM
L M

ACT EKPRESSIDNl‘éM
NECI PLASTIC
CONSTELICYWI5M

EVERY WHICH
Y BUT

STRICT REFRESENTATIONAL STYLES
WERE OF LITTLE IMPORTANCE 7O THE
NEW SCHOOLS. AFSTEACTION. BOTH
ICONIC AND AOA-ICONIC 'MAD
SPECTACLLAR COMERACK

146

FACSIMILE DETAILS OF PORTRATS 8Y PICASSD,
LEGE R ANE KLEE




MCREIHAM A LA oL (R0

BUT THE M4/ THRUST WAS A RETLIRN

mgﬂﬂ-‘ i FROM

RESEMBLANCE, BACK TO THE REALM OF
/DEAS.

81 from the north, from the God, the sage.

& Dowery peninsulas and the spice islands,
B Long having wondered since, round the
B carth having wandered,

€] Now 1 face hame again,

RESEMBLANCE MEANING:
MEANWHILE, THE WRITTEN WORD WAS ! 1N PROSE, "MEANING" WAS
ALSO CHANGING, FOETEY BEGAN NOT ARANDONED
TURNIVG AWAY FROM THE ELUSIVE, BY ANY ATEANS,
LT ALTHORS
WERE DEFINITELY
MOVING £ -
-
-—
‘Wall Whirman

Facing West from California's Shun‘s

Faring west, fram Cabifornio’s shares,
Inquiring, tireless, seeking

what is yet unfound,

1, @ child, very cld, over waves, lowards the
heause of moternity, the

and of migratians, ook afar

Lock off the shoves of my Western sea, the
chrcle almast cinclad:

Far starting westward from Hindustan,
from the vales of Kashmere, From Asia.

@nd the hero, From the south, from the

wory ploased and joyous;

(But whert i what [ started far.
10 Jong aga?

And why 18 it yet unfound?)

RESEMBLANCE MEANING
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Hetre pm M\CHEL |Pouui & TRISTAN TZARA
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Faonyane

i iaay

DADE POETER FOR THE FLAY
“THE BEARTED HEAKT®

S SIS AT SR e
INT! IRONIES OF W -
PAINTINGS INCREASINGLY TOOK ON DS AN
AIECLAC, EVEN CALL AEAD - OGN

MEANINGS

g
5
1
:
:
]
5
§
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AND IN PORLEAR CULTURE
THE TWO FORMS COLLIDED
AGAIN AND AGAIN WITHOUT
ANY PRETENSES OF AGH ™ ART.

NOWHERE IS THIS COLLISION
MORE THOROUGHLY EXPLORED THAN
THE MODERN COMIC. AND TS
MOT A RECENT OBSESSION,

THE EARLY 13007
BEFORE ANY OF
THIS HAPPENED,
WHEN WORDS AND
PICTURES HAD
DRIFTED AS FAR
7
FOSSIELE.

UP TO THAT POINT, SLECPEAN
FEQADSHEETS HAD OFFERED BEMINDERS
OF WHAT WORDS AND PICTURES COULD
DO WHEN COMBINED,

Béﬂ_l ASAIN IT WAS RODOLFAE
FER WHO FORESAW THEIR

SN TERDEFENDENCY AND BROUGHT

THE FAMILY BACK TOGETHER AT LAST.

C W,

JUST AS ART AND

WRITING
FREPARING

CHANGE D

AND PERHAFS THIS N INSTINCT

COMMON THREAD OF WHICH SAID THAT
i PO WE HAD REACHED

THE ENE")C“F.:\ LOMF

AND
LHAT IT WAS TIME

A
DID GEOW OUT OF
A SHARED INSTINCT
OF THE DAY,

FEAABG S i) o e



LINFORTUNATELY FGR TS & SOAX, 1
No SOQNER HAD WHAT THE AL MY TWO YEAE GLD
HECK IS AN PAINT

CS,
THE FINE ARTS RED |- ER CA
THE LINK sETwerN WORDS THAT = BETTER THAN FHAT,
: AND PICTURES —

0
REALLY | F.'\\"

N rMT TIIEGFNEZJ\_ FUBLIC'S PERCEFTIONS OF
GREA AND "GREAT WRITING HASN T CHANGED
MUCH n». ao YEARST ANY ARTIST WISHING TO DO

GREAT WORK IN A MEDIUM LWAEF WORDS AND
FICTURES WILL HAVE TO COMTEND WITH THIS
ATTITUDE

N OTHERS
AND I
THEMSELVES.

Thou still unravish'd er:de
Thou foster-child o
Sylvan historian, who can
A flowery tale more sweerl
What leaf fring'd legend b
Qf deities or maortals, or
In Tempe or the dales
What men or gods are th
What mad pursuit! What
Mot sumes gud timhrel

BECAUSE, DEEP DOWN INSIDE, Mm}" COMICS CREATORS STILL MEASURE ART AMD
AT

WRITING BY DIFFERENT AND ACT OR THE FAITH TH
“GFEAT" ART AND “GREAT" WRITING WILL ‘Cg‘h‘l:‘g_WE HARMONICUSLY

BY VIETUE OF QUALITY A

*HOT A5 MLICH A3 WE Like T
THANAT 1T MBI, ANYWAY, 150



THE ART FORM OF
COMICS 15 MANY CENTURIES
OLD, BUT IT'S PERCENVED
AS A RECENT INVENTION
AND SUFFERS THE CURSE

OF ALL NEW MEDIA,

THE CURSE OF
BEING JUDGED BY
THE STANMDARDS OF

TH

EVER SINCE THE INVENTION OF THE
WRITTEN WORD, NEW MEDIA HAVE
BEEN MISLNPERSTOOD

EACH NEW MEDIUM BESINS ITS LIFE
BY IMITATING ITS PREDECES. .
MANY EARLY MOVIES WERE LIKE
FILMED S746E PLAYS, MUCH EARLY
TELEPTS/ON WAS LIKE KADO WiITH
VCTLRES OR REDLICED MOVIES.

FAR TOO MANY COMICS
CREATORS HAVE NO HIGHER GOAL
THAN TO MATCH THE ACHIEVEMENTS
OF OTHER MEDIA, AND VIEW ANY

CHANCE TO IN OTHER

WOR,
MEDIA AS A S752 LR

AND AGAIN, A5 LONG AS WE VIEW
COMICS AS A GEMEE OF WRITING OR
A STFLE OF GRAPHIC ART THIS
ATTITUDE MAY MEVER DISAPPEAR




WORDS AND PICTURES IN
COMBINATION MAY NOT BE MY
DEFINI77ON OF COMICS, BUT
THE COMBINATION HAS HAD
TREMENDOUS INFLUENCE
ON ITS GROW7H.

com.ics (kom'iks)n.
used with a singula
Juxtaposed pictorig]
images in deliber:
intended to convy
and/or to pros
response in

AND /NDEED, WORDS
AND PICTURES HAVE GREAT
POWERS TO TELL STORIES

WHEN CREATORS FULLY £3lelcizéNgivd

EXPLOIT THEM BO7#. ¢

POETRY
SOCIAL
ALLEGORY

<asu
=

ADAPTATIONS
STREAM

A HUGE RANGE OF
HUMAN EXPERIENCES
CAN BE POR7RAYED
IN COMICS THROUGH
EITHER WORDS OR
PICTURES.

AS A RESULT--AND
DESPITE ITS MANY
O7HER POTENTIAL

HORROR
SURREALISM
HISTORICAL
FICTION
FOLK TALES
EROTICA
MYSTERY

RELIGIOUS
*. TOPICS

SEQUENTIAL
ART

OF CONSCIOUSNESS
© . SATIRE

AS CHILDREN, WE "SHO!

AND TELL" /N 7ERCHA /VGEAED’
WORDS AND IMAGES COMBINING
TO TRANSMIT A COVNVECTED
SER/ES OF /DEAS.

THE
DIFFERENT WAYS'
IN WHICH WORDS
AND PICTURES CAN
COMBINE IN COMICS
IS VIRTUALLY
UNLIMITED.



THE LNITED STATES
FIRST,
WE HAVE THE
WE STUMBLED BACK TO THE
APARTMENT SHORTLY BEFORE
JLLUSTRATE, BUT E;ﬁ\:\zlg,smfllfl/vﬁ EVERY 20
DON'T SIGNIFICANTLY A
ADD 10 A LARGELY
COMPLETE

JUDY GAVE ME HER

KEYS AND SMILED.
7%
R

BT THE CAPTAIN'S MIGHTY

AND, BLOW MIISSES /78 INTENDED
OF COURSE, -
DUO-SPECIHE oty

PANELS IN WHICH
BOTH WORDS AND
PICTURES SEND
ESSENTIALLY
THE SAME

GRIM-FACED,
GEORGE LIFTED
HIS LOLLYPOP.

4

+ THOUGHT AMY.
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ANOTHER
TYPE IS THE

MY HEAD FEELS
LIKE A SMASKHED
PLMPRING

WHERE WORDS
ANMPLIFY OR
ELABCRATE ON
AN IMAGE OR

VICE VERTA.

HOW [ YA

LIKE MY

“TALKED TO
FrLL YETT"

,WYFYSEUMS

TILL
AN:}THEE
OFTION 15 THE

WHERE WORDS




PERHAPS
THE MOST
COMMON TYPE
OF WORD/PICTURE
COMBINATION

IS THE IN7ER~

IDENT,
WHERE WORDS AND

THAT NEITHER
COULD CONVEY
ALONE.

MEANWHIL E ('S

LOOK LIKE A
CE0. 10

"AND JUST GUESS WHO PROVE UP IN
BOB'S TRLICK AN HOUR LATER

INTERDEPENDENT

TYPES ONE AND TWO,

GENERALLY
SPEAKING, THE MORE
IS SAID WITH WORDS,
THE MORE THE PICTIJRES
CAN BE FREED TO GO
EXPLORING AND
VICE VERSA.




IN COMICS AT ITS BES7,
WORDS AND PICTURES ARE LIKE
FARTVERS IN A DAN
EACH ONZT’?\KES TURNS

v a

WHEN ZOTHA PARTNERS TRY TO LEAD,
THE COMPETITION CAN SUBVERT
THE OVERALL GOALS...

..THOUGH A LITTLE PLAYFLUL
COMPET/T/G/V CAN SOMETIMES
PRODUCE FNJOYABLE RESULTS.

BUT WHEN THESE PARTNERS —
EACH ANOW THEIR ROLES --

--COMICS CAN MATCH ANY OF THE
ART FORMS IT DRAWS SO MUCH OF
1TS STRENGTH FROM




WHEN PCTLRES CARRY THE WEIGHT
OF CLARITY TN A SCENE, THEY FREE
WORDS TO EXPLORE A WIDER AREA.

157



usnwy ,
s

WHEN A SCENE SHOWS YOU ALL
YOU "NEED” TO KNOW, LIKE 7478 ONE,
THE LATITUDE FOR CCRSIPT/NS

GROWS E/NORNIOL/SLY.

I MAY BE ALONE
LIKE THIS FOR A
VERY LONG TIME T couLp
BECOME AN
INTERNAL
MONOLOGUE.

(INTERDEPENDENT))

PERHAPS SOMETHING WILDLY
INCONGRUOUS

PMISSION CONTROL, MISS/ON
CONTROL, DO YOU READ MEZ"

( PARALLEL)

MAYBE IT’S ALL JUST A BIG
ADVERTISEMENT”

L T T
7

)’UIIZLO@@ b

(INTERDEPENDENT )

OR A CHANCE TO RUMINATE ON
BROADER TOFP/CS:

THIS IS THE
WAY THE
WORLD ENDS...™
THIS IS THE
WAY THE
WORLD ENDS...

(INTERDEPENDENT )
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ON THE O7THER nmu IE THE WoRrRDS
F A SEQUENCE,

LOCK, IN THE “ATEA/;

© OF A SE
THEN THE FFC'TLI’KH‘CAN REALLY TAKE OFF

CONVENIENCE STORE
THE RAIN SOAKED
INTO MY BOOTS

I CROSSED THE I FOUMD THE
STREET TO THE LAST PINT OF
CHOCOLATE

CHOCOLATE CHIP
[N THE FREEZER,

THE CLERK TRIED TO PICK ME UP. I SAID
NC THANKS. HE GAVE ME THIS CREEFY LOOK. .,

I WENT BACK TO THE
APARTMENT

--AND FINISHED IT ALL IN AN HOUR.
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NOW, ONE COULD
JUST COMBINE THE
PICTURES FROM PAGE
157 WITH THE WORDS
FROM PAGE 159 -~

BUT WHAT
ARE SOME O7HER
OPTIONS ¥

IF THE
ARTIST
WANTS TO,
HE/SHE

CAN NOwW
SHOW ONLY
FRAGMENTS
OF A

SCENE

I CROSSED THE

¢ WORD
SPECIFIC)

OR MOVE TOWARD GREATER
LEVELS OF ABS7TRAC7/ON OR
EXPRESSION.

THE CLERK TRIED TO PICK ME UP. I SAID
NO THANKS. HE GAVE ME THIS CREEPY LOOK.

Ve =

(AMPLIFICATION )

PERHAPS THE ARTIST CAN GIVE US
SOME IMPORTANT EMO7/O/NVAL
INFORMATION

ENT BACK TO THE |/

/
/
/

(INTERDEPENDENT )

OR SHIFT AHEAD OR
BACKWARDS IN TIME

-AND FINISHED IT ALL IN AN HOUR.

( WORD SPECIFIC)
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THE PICTURE PLANE

THINGS, THEY'RE
ALL LLTIMATELY

RESEMBLANCE

MEANING

THE MIXING
OF WORDS AND

HOWEVER PICTURES 1S MORE
MUCH WE MAY HEMY THAN
CHART THESE SCIENCE.

SOME OF THE SECRETS OF THOSE F/RS7
ALCHEMISTS MAY HAVE BEEN LOST
IN THE ANCIENT PAST.

THIS 1S AN EXCITING
TIME TO BE MAKING
COMICS, AND_IN
MANY WAYS T FEEL
VERY LUCKY TO
HAVE BEEN BORN
WHEN T WAS.

STILL, I DO FEEL A
CERTAIN VYAGUE

BUT WE HAVE SOME POWERFUL MAGIC

RIGHT HERE IN THE 207 CENTURY, 700/

THE RICHNESS OF Q]
MODERN LANGUAGE IS \\
AN /RREPLACEABLE i

Eonmicorrys 4

-—AND TO SHOW
WAS TO 7ELL.



STEP

")
L~

ST 5 = -r

- 7 2)

ML || 4= {f’ Z 1.: : %
st - p— b ¢ Evﬁ:j"tr TIGN

4l v =

@ 1[0l . -
833 (||| fol A Y
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50 FAR, WE'VE MUSTLY DEALT BUT THERE
WITH THE LINAQLIE PROPERTIES ARE FPROPERTIES
OF COMICS. 5| THAT COMICS SHARE
4 WITH AlL OraeR

ART FORMS

THOLIGH 1T SEEMS |7
ENCUGH AMopM? THERE WAS A TIME
WHEN SUCH A SIMPLE IDEA
WAS BYDICLIEED,

A EEALLY

QLESTIONT

ESFECEALLY
F YOUR
DEFINITICN GF ART
15 AS BRDAD AS
MIVES
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ART A5 T SEE (T, 1S ANY HUMAN
ACTIVITY WHICH DOEFSN'T GROW
OUT OF &

TWO BASIC
AND

!ﬂME' HERE'S

m cnasmc‘ A
TC FEMALE,

wrm ONLY ONE THING

g HIS MIND - -
d

LE--ARAID FOR wx
w«

MALE SANDS MWZ‘




Wrmggtmm:ﬂs 1-HAT wE SIMPLY CAN'T SFEND OURSPERY)
EATING AND A4 MATTER HOW FRANTICALLY WE
masuE OUR GOALS, THERE WILL /VEMTA ;vss 'nMEs WHEN WE Jy‘ T DON'T
A THING TO DO’

r—‘(,___




WHAT MAY LODK LIKE A TRIBE
oF } IMACTIVE CAVE-DWELLERS
BELOW LIS 15, IN FACT, A 7AR/VIMG
- EOLONI

SEE THAT OLD
WOMAN WITH THE
K 7 NOTICE THE
LIVES SHE'S MAKING
IN THE VET7 2

TODAY SHE HAS A
STONMACHACHE

AND OVER THERE NEAREY. A BOY
AICKE BELES
ANE DIRT AND

FLMMELS THE AR
WITH HIS FIST.

TODAY HE LOST A FIGHT
WITH HIS BROTHER,
NOW ALL HE CAN DO
¥ AWAY
HIS FRUSTRATION.

WHILE OVER MERE.
& LITTLE GIRL

YOLTE

BECAUSE OF (T3 INDEFENDENCE
FROM OLR EVOLUTION-BRED INSTINCTS,
ART |5 THE WAY WE ARGEE7 OXE
APENTITIES AS [NVINYIDUALE AND

SAK QLT OF THE AWARROFY
AULES NATURE CAST LS 1N

THINGS DO HAVE
THEIR LISES FROM AN
EVH LITIOVARY

o STANDEHNT_ o
- =




" THEY PROVIDE ). THEY
EXERCISE FOR MINDS PROVIDE AN QLTLET
AND BODIES FOR, EMOTIONAL
RECEIVING QLTEIDE ILANMCES, ANG

STIMALILLAS.

IN THE RACES mﬂt

SURVIVAL. 1{/

TAIRD AND PERHAPS —-T0 LISEFLIL

MOST AMAGRTANTZY DISCOVERIES]

TO GUR SURVIVAL AS

A RACE, SUCH RANDOM

ACTIVITIES OFTEN
el

THIS FUNCTION ART AS FELF

WOULD ALSO Bi
FERFURMED IN LATER
CENTURIES BY SP0RTS

AND GAMES.

A LOT HAS CHAMGED iN HALF A MILLION
YEARS, BUT SU’ME THINGS AMEFER CHANGE.

K{MNK BE LATE Fo= Y|
T SOF INTERVRER,

THE PROCESSES ARE MORE COMPLEY NOW)

* ALOWS WITH THETR MANY RELATED
FEELINGS AND CLSTOMS.



YET IN ALMGST
EVEEYTHING WE DO

THERE 15 AT LEAST
AN [IEME}?}'
aF ART.

PERHAPS A LITTLE
LIVVECESSARY

CHOREDGRAPH ¥
ON THE ¥

OR THE PERSONMAL
STYLE OF A
BICYELE MESSENGER,

QR JLUST THE WAY
WE SVeN oUR
AAMESS

SO0

) do
A

e et b

N SOME OC)
FOR SELF-F

SURVIVAL-
HAND IN HAN

CLPATIONS, THE LATY

LDE
XPRESSION 15 GREATES,

D

PKﬁK‘LES so T TATS

MANY 80 O

FTEN

ART IS5 AN

NOTART/

E/THER/OR Y=
FROPOSITION, T DON'T <
THINK 1T 15

~ AND RARE 15
THE ARTIST WHO
CARES NOTHING




THE YA ARTIST -~ THE PLIRE
- SAYS TO THE WORLD: 'T
NT DO THIS FOR MONVEYT 1 DIDNT
DO THIS TO MATCH THE COLOR OF
COLICHES”

BUT THE ADEA L OF THE LATTER 15 ALIVE
IM THE HEARTS OF MANY ARTISTS WHO
MAY AP FOR SLICCESS, BUT WON'T
ALTER THEIR WORK TO OF7ZAMN IT.

“BUT TS

IMPORTANTY AND SOMETIMES
ITAS, THOLGH

1T MIGHT TAKE &

CEANTLEY QR TWO

FOE THE B&E5T OF
THE WORLD TO

FIND OLT/

THIS IS AS TRLUE N COMES
AS IT 15 [N PNTING, WRITING,
THEATEE, FILM, SCLEPTURE,
OR ANY OTNER FORM...




[DEA/
PURPOSE

FORM IOM

STRUCTURE

4

A PATH CONSISTING OF SYX° S7TEPS.

6

SURFACE

1 THE WIPULSES, THE 2 THE}FMM (2
OEAS, THE TONE, TAKE.. WILL IT BE A
THE AL OSDERIES, THE FOOK T M CMALK
IDEA/ FORM DRAWING 7 A CHAIR?
PURPOSE Lrzaney
Y N7
?
¢ N

4

STRUCTURE
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FIFTH:
CONSTRUCTING
THE WORK, APPLYING
SATLLS, FRACTICAL
KNOWLEDGE, INVENTION,

PROBLEM-SOLVING,
GETTING THE
/O& “DONE.

APPARENT ON FIRST
SUPERFICIAL
EXPOSURE TO
THE WORK.

IN ALL THE ARTS IT'S THE SURFACE
THAT PEOPLE APPRECIATE MOST £AS/ZY,
LIKE AN AFZZ&E CHOSEN FOR TS
SHINY SKIN.

SURFACE

N
STRUCTURE

' IDIOM

THE LATEST "FAN FAVOR/7E “ OFTEN

BUT OFTEN
IF WE B/7&
V7O THAT

5= || cRul @4/4‘

IR N
T\
T

[

IS A
CYCLE AS OLD
AS ART
ITSELF.




N CO, M.*C.S‘ THE CYCLE BEGING Az.z CHER THE WORLD, A5
YOUNG READERS JISCOMER COMICS FOR THE FIRST TIME
AND IN A FEW CASES, BEGIN TO DEVELOP A £0V FOR COMICS
THAT WILL LAST A LARETIME

I8 THIS EARLY STAGE, THESE READERS BUT IN SOME, AN AWARENESS OF THE
ARE EXPERIENCING THE CHARACTERS. FORAS BEGINS TO DEVELOF, AN
OEAS, EVENTS AND EMOTIONS OF THE AWARENESS THAT ALL COMICS ARE JUST
STORY DIRECTLY IV OV FAPER ==
COMICS IS ACTING AS
AN INTERMEDVARY THAT MAKIVG
BETWEEN THEM ONLY
STORYTELLER REQLIRES
BND ALBIEVCE, CERTAIN
BATELS
=< AND THAT
THOSE SKILLS
CAN BE
LEARNEDS




ONE OF THEM--FULL OF &/& /DEAS--
MAKES THE &/G DEC/S/ON.

T'M GONNA_ A
MAKE COM/CS %
WHENUI’GIZOW

> P!

HE’S OFF TO A LOGICAL START. HE HAS
THE /DEAS AND HE'S CHOSEN COMICS
AS HIS FORM OF EXPRESSION. MAYBE
NOW HE'LL CONSIDER WHAT 7V/PES OF

COMICS ARE RIGHT FOR HIM.

MORE LIKELY HE POSTPONES HIS opyN
IDEAS AND BEGINS TO STUDY THE CRAFT
OF O7HER ARTISTS IN HIS ATTEMPT TO
BECOME A PROFESS/ONAL.

HE BUYS THE

PENS AND THE
‘RIGHT7 " PAPER
AND BEGINS TO
FPRACTICE.

LOOK, JACK!
I CAN DRAW AS
L

WELL AS A
PROFESSIONAL!

BUT WHEN HE BRINGS THE WORK TO A
REAL PROFESSIONAL AT THE LOCAL CON:

SO HE BUYS SOME BOOKS ON ANATOMY

AND PERSPECT7/VE, STUDIES A VARIETY
IN/QUES AND PRACTICES,

... ANATOMY IS VERY POOR... SEE HOW
THAT MUSCLE CONNECTSY,.. AND Tl
PERSPECTIVE, YEESH.,.DO YO

%

WHAT A VAN/SHING POINT 1S7
.AND AS FOR FACES...

OF DRAY TECH!
PRACTICES, PRACTICES FOR MONTHS.




BUT SOMEHOW, IT NEVER QUITE ‘CZ/CX8”

i h

% 7 N
= —

-- HE LEAVES HIS DREAMS %

B oF MAKING comics gexrve. =]

THE
WD LD, OTHERS.
HAVE UNDERGONE
SIMILAR

EXPERIENCES.

ONE OF THEM IS NOW READY TO TAKE
THE NEXT STEP/ SHE'S swupuz—o HER
CRAFT7 ALL THE WAY THROUGH HI

SCHOOL AND INTO COLLEGE.

SHE'S A GOOD, HARDWORKING STUDENT.

<I THINK I'VE
REALLY MADE A
5 BREAKTHROUGH?),

7 <THIS
1S VERY
Goor,

BUT WHEN
SHE SHOWS
HER WORK

TO A
SEASONED
FRO...

< YOU'RE A SKILLED $CR/IPTER
AND DRAF7SPERSON, BUT
YOUR S7ORY7ELLING 1SN'T

LAYOUTS ARE VEIZY MUDF}’
(AVE TO
STORIE: S

HER SKILLS CAN GET HER WORK AT
THIS POINT, BUT ONLY AS AN ASS/S7ANT
TO OTHERS. UNTIL SHE UNDERSTANDS THE
STRUCTURE OF COMICS BE/NEATH THE
CRAFT, THIS IS AS FAR AS SHE CAN GO.




BUT MAYBE THIS 1S ENOYGH FOR THIS
PARTICULAR ARTIST, ENOLUGH TO JUST BE
PART OF THE AR7, BUSINESS,IAND
COMMIVITY OF COMICS WITHOUT
NECESSARILY CALLING THE SHOTS.

74

h

BUT ELSEWHERE, ANOTHER CREATOR
HAS BEEN THROLIGH THE SAME SORT OF
PROCESS AND HE WANTS MORE/

HE SPENDS HIS EVERY WAKING HOUR
WORKING QUT THE D/FFICULT PRINCIPLES
OF COMICS COMPOSITION AND STORYTELLING,)

HE DISCOVERS THAT HIS FAVOR/I7E ARTIST
WAS ACTUALLY JUST A WATERED-DOWN
F

THE KIND THEY ZON'7 TEACH IN BOOKS/*

VERS/ON OF AN OLDER, LESS-POLISHED
ARTIST WHOM HE HAD ALWAYS
TAKEN FOR GRANTED.

HE LEARNS TO SEE SENEATH THE CRAFTS
OF DRAFTSMANSKIP AND SCRIPTING 10 SEE
THE WHOLE PICTURE-- FACING, DRAMA,
HUMIOR, SUSPENSE, COMPOSITION,
THEMATIC DEVELOPMIENT, [RONY -~
SOON THEY’RE ALL AT HIS CLUMMAND/

*WELL, OKAY, OVE BOOK! EISNER'S, AGAIN




AND LET'S SAY [T MYORKSES HE DOES HI5 WORK 15N'T PARTICULARLY CIRFGIVAL,
LAND HiS QWN BOOK, AND SOON 15 THE CRITICS DON'T PAY MUCH ATTENTION
Es'JASL SH‘L: AS A CREATOR OF GRIEA

E LNDERSTANDS COMVCS
\S‘J'WWFIHM BETTER THAN MOST,

< THAT @8UY'S ART IS
ALL JUST WLIRFACEY 2
A

BUT ANOTHER ARTIST HAS MADE 1T SHE WONDERS IF HER SUCCESS EEALLY
THRUUGH THE $AME SORTS OF HURDLES MEANS ANYTHING WHEN THERE ARE SO

AND REACHED THE SAME LEVELS OF AIANY OTHERS DOING THE SAME TAHINGS
SUCCESS AND S77LL ASN'T SATISFIED IN THE SAME BWAKE SHE WANTS AN JDENTITY

SHE BELIEVES THAT THERE'S SOMETHING
- SOME FYECE OF THE PLZZLE--
THAT SHE G7HL HASNT FOLND.




AS SHE CREATES HER OWN PERSONAL
/DIOM OF COMICS, SHE FINDS THE WHOLE OF
HER WORK CHANGING TO S2//7° THAT 1DIOM

STRUCTURE| CRAFT | SU

4

3 1419

LET'S SAY THAT FINVANC/AL SUCCESS AND
THE RESPECT OF HER PEERS SOON FOLLOW.*

I WANT
TO THANK
ALL OF THOSE
WHO HELPED
ME TO ACHIEVE
MY FULL

“OSTILITY, REJECTION
ERTY ARE ALSO
POSSTBLE, OF CouRS

YOUNG ARTISTS BEGIN TO /#/7A7& HER
STYLE, BUT MOST OF THEM ONLY SEEM
TO APPRECIATE THE “SURFACE.”

AND MAYBE SHE'LL BE SA7ASF/ELD WITH
THAT KIND OF SUCCESS, SECURE IN THE
KNOWLEDGE THAT WHATEVER SHE DOESN'T
QIOW, SHE’S ON THE RIGHT PATH TO

BUT ELSEWHERE, ANOTHER CREATOR HAS
MADE IT TO THIS SAME PLACE AND STILL FEELS
DISSATISFTED. HE FEELS THAT SOMETHING

SOMETHING FUNDAMENTAL, SOMETHING

VERY /MPOR7TANT HAS BEEN NEGLECTED...

AT THE CORE OF WHO HE IS AS AN ARTIST,

WITH THESE THOUGHTS ON HIS MIND, IT’S ONLY

A MATTER QF 7/ME BEFORE HE ASKS THAT
ONE SIMPLE QUESTION:

4156
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1| 2

IDEA/ FORM
PURPOSE

916

CRAFT | SURFACE

\\)

AND NOW, THE BIGGEST QUE STION
OF ALL: DOES THIS ARTIST WANT TO SAY Y/

j\ SOMETHING ABOUT LIFE 74#ROUGH HIS ART

OR DOES HE WANT TO s;w SOVETHING al
ABOUT ART /7 8EL "/

“

A

DO
1 HAVE
ANYTHING
TO SAY.
AT ALLY

PERSONALLY, T
THINK WE AZZ HAVE
SOMETHING TO SAY
TO THE WORLD.

THE
ALAL QUESTION
IS "WILL ANYONE
LISTENZ" AND
UNFORTUNATELY

THERE'S NO WAY
TO KNOW THAT
IN ADVANCE.

ASSUMING HE DOESN'T LET 7#A7
STOP HIM, HERE'S WHAT THESE
TWQ CHOICES COULD MEAN...

1 [ £1%

IDEA/ FORM
PURPOSE




BY
CHOOSING FORM,
HE'D BE SETTING UP

FORM TELORER.

HIS GOAL :
TO D/SCOVER
ALL THAT THE

ART FORM IS

CAFPABLE

AND HIS ART WOULD NOT ZACK FOR /DEAS
OR FOR A PURPOSE.

1DEA/ FORM IDIOM  [STRUCTURE|  CRAF!
PURPOSE

SURFACE

& P oo

HIS ART WOULD
JUST ZECOME H1S PURPOSE AND THE IDEAS
WOULD ARRIVE IN TIME TO GIVE IT SUESTANCE,

CREATORS WHO TAKE THIS PATH ARE OF TEN PIONEERS AND REVOLUT/ONARIES-- ARTISTS WHO
WANT 10 SHAKE THINGS U CHANGE THE WAY PEOPLE 7//NA, QUESTION THE FUNDAMENTAL
LAWS THAT GOVERN THEIR CHOSEN ART.

(IN O7HER ART FORMS: STRAVINSKY, PICASSO, VIRGINIA WOOLF, ORSON WELLES, ETC.>

1

IDEA/
PU

ON THE
OTHER HAND, IF
HE CHOOSES THE
FIRST STEP AS HIS
GOAL, THEN HIS
ART BECOMES A
700L.

FﬂWEA’J‘ OF THAT
ART WILL R
ON THE POWERS
OF THE IDEAS
WITHIN.
— [
b | N
i i 2

CASE OF NON-FICTION, "DELIVERING THE
MESS, 2

NOW “7ZZLING THE S7TORY “ COUR IN THE

AGE "> TAKES PRIORITY OVER
INVENTION.

112|13(4|5]|6

IDEA/ FORM IDIOM  [STRUCTURE| CRAFT | SURFACE
PURPOSE

~ = ~

;S EFFECT/VELY AS POSSIBLE MAY

EQUIRE SOME INVENTION. IT OFTEN DOES.

BUT TELLING A STORY
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THIS 15 THE PATH OF GREAT STORYZELLERS, CREATORS WHO HAVE SOMETHING TO SAY
;‘me COMICS AND DEVOTE ALL THEIR =N=£GIE 5 TO CONVIRDLLING THEIR MEDIUM,
REFINING TS ABILITY TO CONVEY MESSAGES SFFECTIVELY

(IN OTHER ART FORMS CAFRA, DICKENS, WOODY GUTHRIE, EDWARD R MURROW, ETC )

VO WORK OF ART CAN BE JOTALLY
FORTUNATELY, WITHOUT "CONTEAT ™ ANY MORE THAN
TH CHOICE IT CAN EXIST WITHOUT A SORMS BUT

MNEVER HAS TO BE _IT DOES HELF TO SET S0ME FPRIORTTTES.
PERMANENT, : -

NO, I'M

AN CHANGE DRIVING,

AS OFTEN AS
AN ARTIST
CHANGES

FPROJSECTS!

THIS 15 A PROBLEM IN MANY
ASSEMELY LINE " COMICS WHERE
CEF-"—WE SPECIALIZATION HAS
BRI TER S “PENCILLERE" AND T AERS
ALL WORKING AT CROSS F}:me
IN THEIR f\TT‘M"T& T &
AETICE:

NOT THAT WE "CREATOR/WRIT:
TYFES NEVER EUN INTO THIS PREOBLEM
Lkiad
MEEDED 10
HAVE S0ME MORE
e

THAT SN.-’.Z’Y
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THE MORE AN ARTIST DEVOTES ' ART SPIEGELMAN'S AGGRESSIVELY
HIM/HERSELF TO EITHER OF THESE TWO EXPERIMENTAL WORK OF THE SEVENTIES
FOCAL POINTS, THE MORE DRAMATIC THE

CHANGE IF Hé/SHE DECIDES TO $W/7CH/ FOR THE UNASSUMING “REPOR7 " STYLE

OF HIS LANDMARK BIOGRAPHY MAUS:

IDEA/ PURPOSE

PERHAPS IF STRIPPED DOWN FAR ENOLIGH,
MOST ARTISTS’ LILTIMATE GOALS ARE NOT
THAT DIFFERENT FROM ANYONE ELSE'S
EVEN FOR THOSE WITH A/G/ /DEALS, BASIC
INSTINCTS EXERT A POWERFUL ATTRACTION

SURVIVAL ~— REPRODUCTION

AND WHEN ART BECOMES A JOB
OR A MATTER OF SOC/AL STATUS
THE POTENTIAL FOR CONFUSING ONE‘S

GOALS GOES UP CONSIDERABLY.

BUT EVEN IF WE TAKE LIFE'S
LDASTRACTIONS INTO ACCOUNT, IT'S
STILL AMAZING HOW MUCH 77V/1&
AND EFFDR7 1S SPENT BY COMICS
CREATORS TRYING TO GET WHAT

THEY WANT QUT OF COMICS --

-~ BEFORE
THEY
EVEN KNOW

THEY WANT/

OF COURSE, NQT E£VERYEODY TAKES THE

LONMG WAY AROUND. SOME ARTISTS HAVE

NO TROUBLE SETTING GOALS AND ACH/EVING
THEM WITHOUT ANY DE7OURS...

HERE'S

A STORY T

DREW ABOUT
Y

DOG
BUSTER!

...ESPECIALLY
IF THEIR GOALS
ARE MODEST ONES.

ART AND SCRIPT © ART SPIEGELMAN



IDEA/ FORM IDIOM STRUCTURE CRAFT SURFACE
PURPOSE
%97 || 2 N2
\t/~ Vi ?—Q \\.E
g <
ANY
ARTIST CREATING
ANY WORK N
AIENLM WILL ALw.-\rg AND ALL ASPECTS OF COMICS

WHETHER THEY REALITE
T GR MO

HAVE THE TENTIA,
FOR anr-ﬁgyzz.ss %

27
WORKS BEemy LT A
3 CONCERN
WITH A FLRFOSE,
HOWEVER ARE/RAR,

ALL TAKE SOME FaeM;

THERE'S
ALWAYS FOOM
FOR A CERTAIN
AMOLNT OF AR

BUT THE MORE A CREATOR LEARNS TO COMMAND THE GRDER OF THE SIX STERS
ASPECT OF HIS/HER ART AND TO AVANATE, LIKE THE ARRANGEMENT
LNDERSTAND HIS/HER RELATIONSHIP 787 IT, CF BONES IN & DIVOSALY
THE MORE SAR7ASTAC" CONCERNS ARE THEY CAN BE L3S ]
LIKELY TO SET THE MPFER MAND. BUT WHEN EROLAGHT TOGETHER, THEY
WILL ALWRAYS FALL INTO PEACES




STILL, THE LEARNING PROCESS FOR MOST
ARTI\;TS IS A SLOW AND STEADY JOURNEY

IN PkAcr/cE ANY ASPECT OF COMICS
ROM END TO EEGINNING,

BE THE ONE ‘WHICH FIRST DRAWS
AN ARTIST INTO ITS ORBIT.

= ¥
) 1[2[3]4]5]6
IDEA/ FORM IDIOM  [STRUCTURE] CRAFT | SURFACE
PURPOSE <‘
m pa==
AND IT'S AT THE CORE OF ART THAT

MOST IMPORTANT QBESTIO 1S

FROM SURFACE TO CORE. N
FINALLY ASKE

N FORM RULES THE WORK, IT MAY BUT SUCH WORKS DON'T TAKE THE
SEEM SOMEWHAT AR77F/C/AL AT THE SHAPE OF ART FOR GRANTED AND
CORE, LIKE A SEEDLESS FRUIT: BY QUESTIONING OUR FUNDAMENTAL

ASSUMPTIONS -~
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~CAN ANTICIPATE A WORLD OF LINKNOWN EXFPERIENCES,

WHILE IF /DEAS
RULE THE WIORE_AMND
L TS
SHAPE, COMICS CAN
HELP PYANT THOSE
IDEAS FAR AND WroE

i




IN CHAPTER FIVE WE DEALT

WITH THE EXPRESSIONIS

TIC POTENTIAL

OF UN!\S' AS A'\I TICIFATED BY ARTISTS

OF COUR,SE 1T WAS

COLOR W
MOST CAFTIVATED ARTISTS
QF THAT ERA.

F THE CENTURY, BUT

HICH

v,

THROUGHOUT ART
HISTORY, COLOR HAS
EM L

ARTISTS EVERYWHERE

SOME, LIKE GEGRGES

SELRAT DEVOTED

THEIR L/VES TO ITS
STUDY.

CTHERS, LIKE
ACANDINEX Y,
BELIEVED THAT
<ol OES COULD hA\-'f
W

COLOR CAN B;‘a}
ALLY rorzA.;\zns!s
SLAL

YET IN COMICS
THE CAREER OF




NOW ALL ASPECTS
OF COMICS HISTORY
HANE BEEN AFFECTED
Y COMPMERTE MONEY
HAS A TREMENDOUS
EFFECT ON wu»\r 15
AND SSN'T SEEN

BUT COLOR 1™
COMICS HAS ALWATS
BEEN UNUSLALLY

FEMITIVE
TQ THE SHIETING
THOE,

THE TECHNCLOGY OF COLOR REPRODUCTION
WAS FIRST ANTICIPATED IN /¢ WHEN
SCOTTISH PHYSICIST S9& JAMES CLERK =
MAXWELL ISCLATED WHAT WE NOW CALL
THE THREE ADDITIVE RAES.

couLD EEFEODUCE

& SPEC TR

T\'II‘SE CL‘r' ORS -- ROUGHLY, KED, FLUE AND
GRE HEN rKO..:ETED TOSETHER ON
A sczEEN N[44/

S COMBINATIONS,
E\"ERV CSLDF{ IN THE

THEY WERE CALLED EIGHT YEARS
ECALI

LATER, FRENCH FIANIS

THEY LITERALLY LOUYE PLCOS DU

2 LR 10 PURE AALECN * DEVISED

W/?'f LIGHT THE IDEA OF THREE

SUBTRACTIVE
PRIMARIES.




E COLORS - CHAN, AND
A T T TBLE SPECTRUM .
BUT RATHER THAN A, LIGHT ﬂrés;
‘THREE DO IT 8Y AL

COLOR COMICS HIT

lunrmm

AKEMN TO
STREAMLINE THE

W!E AND TH; STANDARD

o

C‘&’ﬂf MEASI.IRES FROCESS 7ox”
RE { OVER,

[ |m] |
BUE
1L
.

* FOR OPAOLIE PIGMENTS: x!n FELLOW AND BLLE
1 KNOW, TS TOTALLY WER]

WS SUBJECTED TO TH
fm’zw oF

——
—
Pl
—

50, WHILE THE EK?RESSNE ART OF.CM

E SUBTRACTIAE
N n's W’A‘! o
WAS SU THE
rmrexs OF BOTH COMMERCE AND memcw
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TO COUNTERACT THE DULLING EFFECTS

OF NEWSPRINT AND TO STAND QUT

FROM THE
D FOUGHT INA

COMPETITION, COSTUMED HEROES WERE CLAD IN

BRIGHT, FRIMARY COLORS AN

BRIGHT PRIMARY WORLD!

MOS
COLOR DOMINATED.

OF AMERICAN COLOR
COMICS -~

WITHOUT THE -- WAS OFTEN
EMOTIONAL IMFACT CANCELLED OUT
OF SINGLE-COLOR
SATURATION, THE EMOTIONVAL

ESSIVE i GREY.

AS ALWAYS,
THERE WERE SOME
THIS WAS THE
OVERALL TREND,

YT

HH

SAME‘ P,ANEL AFTER PANEL,
CHARACTERS IN THE MIND
F E READI

HOWEVER, WHILE COMICS COLORS WERE LESS
THAN ZXPRESSIONIS.

WITH A NEW /CON/C POWE
COSTUME COLORS REMAINED EXACTLY THE

7/C, THEY WERE FIXED

R. BECAUSE

THEY CAME TO

MANY SEE THE

MAY PLAY A PART.

SYMBOLS ARE

THE STUFF OF

WHICH GOOS ARE
MADE.

ANOTHER PROPERTY

INANIMATE ~~




==AS ANY CHILD
WHO HAS EVER

Ll
KNOWS INSTINCTIVELY,

THESE COLORS QRASCTIFY
THEIR SUBJECTS. WE BECOME

SHOWING
EMOTION

i

THE WORLD TAKES ON THE CHILDHOOD
d REALITY OF THE ALAYGROUAMD
RECALLS A TIME WHEN SHAPE SRECEDED
MEANHG. OBLONG SWING SETS
CYLINDRICAL ILINGLE GYMS. THE
WONDER OF ZA/MGS”




COMICS PRINTING WAS
SUPERIOR N EUROPE
AND FOR HERGE, FLAT
COLORS WERE
PREFERENCE, NOT A
NECESS(TY.

fi

SUDDENLY
1T SEEMED
POSSIBLE FOR
COLOR TO TAKE ON
A CENTRAL
ROLE.

BUT QTHERS SUCH AS CLAVELOUX, CAZA
AND MOEB/US SAW IN THEIR SUPERIOR
PRINTING AN OPPORTUNITY TO EXPRESS
THEMSELVES THROUGH A MORE INTENSE
SUEIECTIVE PALETTE.

COLORS

COULD 4 NES
EXPRESS A AND MODELLING
DOMINANT COULD ADD

MO0D. DEFTH.

HERGE CREATED A

SOME OF THIS WORK
BEGAN REACHING
AMERICA IN THE 720%|
INSPIRING MANY
YOUNG ARTISTS TO
LOOK ZEYOND THEIR
FOUR-COLOR WALLS.




SINCE THE LATE SOME PUBLISHERS

78, MORE AND AT THE BEGINMING
MORE “280AL &”
COLOR PROJECTS
HAVE BEGUN
APPEARING N
AMERICA,

TRIED APPLYING
THE TRADITIONAL
“FOUR-COLOR” PROCESS

WHEN MORELLNG THE JLAREACE Whs
AND MORE SUETEE CHANGING, BU&NOT

COLOR AS THE E. FOR ALL
COLOR/ J THEIR SUBTLE HUES,
COMICS WERE STILL
BEING WRITTEN IN
FRIMARY COLORES,

H

UNFORTLUNATELY, THIS |8 BEGINMNING TO CHANGE

COLOR 15 STILL AN AS T WRITE THIS, BUT IT'S STILL THE
EXPENSIVE OPTIONV LLCEFTTON, NOT THE A
AND HAS HISTORICALLY! ARTISTS WANTING 7O CONDUC

BEEN IN THE HANDS
OF LARGER, MORE
CONSERVATIVE
PUBLISHERS.

|_S
e




IN BLACK AND WHITE,
THE IDEAS BEHIND
THE ART ARE

IN FLAT COLORS
FORMS 7HEMSELVES
AKE ON MORE
SIGNIFICANCE. THE

THE SWRFACE QUALITIES OF COLOR WILL
CONTINUE TO ATTRACT READERS MORE
EASILY THAN BLACK AND WHITE, AND THE
STORY OF COLOR WILL NO DOUBT CONTINUE
TO BE INTERTWINED WITH THE FORCES OF
COMMERCE AND JECHNOLOGY.

BUT COMICS READERS
7///,%6'6

LOOK FOR MIANY
ESIDES “)

D, TECHNOLOGY
NOTWITHSTANDING,

ONE THING'S FOR
SYRE, THOUGH.
WHEN USED WELL,
COLOR IN COMICS
CAN--LIKE COMICS
S ITSELF

B

WE LIVE IN A
WORLD OF COLORS,
NOT JUST BLACK AND
WHI7E. COLOR COMICS
WILL ALWAYS SEEM

MORE “ZEAL” AT
FIRST GLANCE.
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M A STATE OF
Wwﬂﬂ SEOLATIEN,

M ) AMOUNT OF BEEAriieEs
G T TR CAN EVER MAKE
THEM FEEL —‘(m_TL\-' WHAT

MR F

B

ALL MEDIA OF CGMMUMC&HON

ARE A 8- F OUR SAD

M&“l B/LS T TO COMMUNICATE
| DURECTLY FRUM MING 70 NS
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EACH MEZZAT ( THE TERM COMES

FROM THE LATIN WORD MEANING

ANDDLE ?SE?'.’I:S AS A BRIDGE
SETHEEN MINDS.

SEORER. WORD

T 3

INTQ FORMS

THAT

TRAVERSE THE

PRYSICAL WoRLD
NI

IDEALLY THE ARTISTS YMESSAGE
WILL RUN THIS SAUNTLET WITHOU
¥ IT, BUT N

BEING AFFECTED
PRACTICE THIS IS RARELY THE CASE
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THE COMICS I $E£" ASK ANY WR/TER
IN MY MIND WILL NEVER OR A/LMMAKER OR
BE SEEN IN THEIR ENTIRETY - PAINTER JUST HOW
BY ANYONE ELSE, NO MUCH OF A GIVEN
MATTER HOW HARD

1 TRY.

PROJECT TRULY

REPRESENTS WHAT

HE/SHE ENVISIONED
IT T

YOU'LL HEAR --OR, FOR SOME
TWENTY PERCENT... ARTISTS, THE
TEN... FIVE... THE MAST7ERY OF ONE'S MEDIUM DEGREE TO WHICH
IS THE DEGREE TO WHICH THAT THE INEVITABLE
FEW WILL PERCENTAGE CAN BE JNMCREASED, DETOURS ARE MADE
CLAIM MORE THE DEGREE TO WHICH THE ARTIST'S USEFUL BY THE
THAN 7H/RT7Y. IDEAS SURV/VE THE JOURNEY--

<
P

)

AS I SAID
IN CHAPTER SEVEN,
I BELIEVE WE AZL ;A THERE'S ONLY ONE POWER THAT

\VE
ETHING TO $4Y TO
CAN BREAK THROYGH THE WALL
ORLD. IM A F/7RN] WHICH SEPARATES ALL ARTISTS
IV

IER FROM THEIR AUDIENCE--THE POWER
OF UNDERSTANDING.
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¥, COMICS 1S ONE OF THE
LINDERSTANDING - VERY FEW FORMS OF 44488
COMICS IS SERTOLS COMMENICATION 1IN WHICH
BLEINVESS. SVOIVIDUAL VOACES STILL
HAVE A CHANCE TO BE ME4ARD

il

£
7

v

WD L THEY DORTT SAVE 70 BE THESE TYPES OF PENS AND PENCAS.
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BREACHED BY COMMUN/CA T/OIV-
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THE WALL OF /GNORANCE THAT PREVENTS SO MANY HUMAN
BEINGS FROM SEEING EACH OTHER CLEA

CAN TAKE.

HE FORMS THAT
COMMLINICATION

COMMUNICATION
1S ONLY EFFECTIVE
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- THE FIRST
TEP IN ANY SUCH
EFFORT 15 T0 £ FAR
OLR MINDS OF ALL
FRECONCEIVED
NOTIONS ABOUT
COMICS

ONLY 4
BY STARTING

I FEEATEH CAN
4 WE DISCOVER THE
FLLL RANGE OF
POSSIBILITIES
COMICS OFFER.

WITH A LITTLE
EESVEVE, SUCH A |
DEFINITION CAN TAKE

COMICE FAR INTD
THE FLITLRE -~

JUXTAPOSE]
PICTORIAL
AND OTHER
IMAGES IN
DELIBERATE
SEQUENCE

£ BEST DEFINITION
WILL, T THINK
EXBANSIVE.

i THE BAST
THE ARTIFICIAL "STARTIVG
OF 1856 AND “THE VELLOH KIEY




CVER
THEE,

YEARS BEVOND!

N p
THERE'S AN

INCREDIBLE WEALTH
OF ANCIENT COMICE
AND SOME MAY YET

HOLD THE K&
TO COMICS’

ATALOGLING
THIS WORK HAS
ALREADY BEGLNVT
BUT THEEE'S MUCH
MORE THAT MEEDS
TO BE DONES




THROUGH THE MMWAS AND IR7TTMGS OF THESE
NEGLECTED MASTERS, WE SEE THE STRST G/ MPSES |
OF COMICS LAMITLESS FOTENTIAL AS AN ART FORM-

~=AND THE ATTITUDES THAT WERE TO
LORE THAT POTENTIAL FOR
MANY YEARS TO COME"

*...the picture-
story, which critics
disregard and
scholars scarcely
notice, has had
great influence at
all times, perhaps
even more than
written literature.”

Rudolphe Topffer
1845

ain
addition, the
picture-story
appeals
mainly to
children and
the lower
classes...”

Rudolphe Topifer
1845

S B

L ATTITUDES WHICH HAVE ALLOWED S0ME GF

MODERN COMICS’ MOST VSIME ART
10 BE SE53R: 7ED FROM THEIR

MALIGNED COLISTVE,

TS

RTISTS
MILICH -

ELEVATED SEYOND
TI:_ R HERITAGE BY A
CHANGE




IS AT THE DISPOSAL
OF €O
CREATORS!
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1 - TWO EYES th's

I (i, o ) FAC oo vy oo e

] A ONE NOSE. sa oW
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T
FROM REAL/STIC REFR
TIONAL ART. S’

TO THE S/MFLEST
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e e INVISIBLE
MWORL 13 2*' Ng»"mf/s AND




THROUGHOUT
ITS HISTORY, COMICS
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COMICS /8 A GREAT
FALANCIMG ACT.

AN ART AS

AS /T DT VE~




..A SPLIT FORETOLD IN THE
BIRTH OF ART [7SELF

BUT NOWHERE 1S THE BALANCE
BETWEEN THE VAS/BLE AND THE

VV/S/BLE MORE CONSPICLOUS
THAN IN P/CTURES AND WORDS...

-- AND GROWN W/DER AND WIDER FOR
CENV7URIES UNTIL EVENTUALLY, ALL
CONNECTION WAS LOST--




’ TODAY'S COMICS

DO THEIR ZMNVEE

BT THE INVISIELE

BETTER THAN
BEFORE.

LANGUAGE OF

BUT THE
COMICS CONTINUES
O EVOELVE -~




TR

THE SEEDS OF
EXPRESSIONISM
AND

-- BECAUSE
EMBEDDED IN
ALL PICTURES

S5
2
=

AS ALL

MUST
EVOLVE--

LANGLUAGE




BUT EVOLUTION IS A
FREICKY THING. SPECIES
EVOLVE DVMEFERENTLY [N
LNFFERENT CLIMATES.




7 NEXT CENTURY,

/{ CREATORS WILL ASPIRE
TO MANY HIGHER GOALS
THAN APPEALING
T0 THE ZOWEST

COMMOY
/ DE/VW//VAIDA’.‘

7 %/
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OR LATER--

--THE
TRUTH WILL
THROUGH
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es
HORROR . i
SURREALISM

POETRY

- . DADA
BIOGRAPHY
ROMANCE
BLANK

VERSE

SEQUENTIAL|
ART

HISTORICAL 3 3
FICTION
FOLK TALES
EROTICA .

SOCIAL *

\ ALLEGORY
ADAPTATIONS | ;
STREAM !

MYSTERY 7

RELIGIOUS
TOPICS

OF CONSCIOUSNESS

TODAY THE
POSSIBILITIES FOR
COMICS ARE -- AS

THEY ALWAYS

HAVE BEEN--

COMICS OFFERS

ALL WRITERS

AND ARTISTS:

FAITHFULNESS,
CONTROL, A

e\

L,

CHANCE TO BE (
HEARD /AR AND
W/DE WITHOUT

FEAR OF
CONMIPROMISE....

SEQUENTIAL
ART




AND ALL THAT’S NEEDED IS THE DESIRE TO BE HEARD--

--THE WILL : = TO LEARN--




IS THE WORLD

OF COMICS AS

T UNDERSTAND
1T SO FAR.




T'WVE LEARNED 4 £
SINCE
KNOW I HAVE A LT

G ABOLIT COMICS

THIS PROJECT AND T

T LEFT TO LEARN
I HOPE
YOU'LL ALL
CONSIDER

OF £
TD EXPLORE --

EXFLORING
WS

HOWEVER YOU
EXPERIENCE COMICS--
AS BEADEKR,
O B IVETSPERSON -
THERE ARE A MILLIOWV
AP OVE BERYS YoU
CAN HELP COMICS 70
GROW INTO THE NEXT
CENTURY. -~

DID T TAKE
THAT LONGT 1M
SORRY. T BETTER
LET YOL GOf

THINK ABOUT

IT.
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S NH
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Special note: Kunzle’s book (see above) has
gone virtually unnoticed by the comics
community but is an enormously important
work, covering nearly 400 years o
lorgcmen European comics. Check it out!

Copyright Information.

age 4: El Borba © Charles Burns; Mister
O'Malley, Buster Brown, Miss Peach and Nemo ©
Field Newspaper Syndicate, Inc.; David Chelsea ©
himself; Cynicalman © Matt Feazell; The Dragon Lady,
Little Orphan Annie, Dick Tracy and Uncle Walt ©
Chicago Tribune -- New York News Syndicate; E. Z.
Mark, Flash Gordon, Jiggs, Hi and Popeye © King
Features Syndicate, Inc; Alle; zOop and Bull Dawson ©
rvice Inc.; Felix the Cat, Polly and Her Pals ©
Newspaper Feature Service; Lil Abner, Charlie Brown,
Gordo and Nar ncbc United Features Syndicate;
Shazam! (Captain Marvel), Death, Superman, Wonder
Woman, Batman, Plastic Man and Alfred E. Neuman ©
D.C. Comics; Gen © Keiji Nakazawa; Colin Upton ©
himself; Betty © Archie Comics; Beanish © Larry
Marder; Danny © Terry Laban; The Snowman ©
Raymond Briggs; Adele Blanc-Sec and Tintin ©
Casterman; Arale © Akira Toriyama; Alec © Eddie
Campbell; Groo © Sergio Aragones; Dan Clowes ©
himself; Cerebus the Aardvark © Dave Sim; Micky
Mouse and Scrooge McDuck © Walt Dnsney
Productions; Jack © Jerry Moriarty; Cardinal Syn ©
Steve Bxssene The Spirit © Will Eisner; Mike © Garry
Trudeau; Heraclio © Gilbert Hernandez; Asterix and
Laureline © Dargaud Editeur; Reid Fleming © Boswell;
Theodore Death Head © Pascal Doury, The Torpedo ©
Catalan Frank © J
Vladek and Art © Art Spiegelman; Omaha © Reed
Waller and Kate Worley; Krazy Kat

mmseu Carol Tyler © herself; Morty the Dag © Steve

Olher Art © Sampei Shirato, Koike-Kojima, Mary
Fleener, Matt Groening, Riyoko lkeda, Joost Swarte,
Harold H. Knerr, Albin Michel r. Seuss, O.
Soglow, Jose Munoz and Krystine K

age 12: To the Heart of the Storm @ WI" Eisner.

Page 24: The painting “The Treachery of
Images by Rene Magritte resides at The Los Angeles
County Museum of Art. Our thanks to the museum for
allowing us to imitate the image.

Page 30: As on page 4, plus Kermit © Henson
Assoclgtes, Bugs Bunny © Warner Brothers; Bart ©

Fox; Mrs. Potts Walt Disney

Productions; Ju head © Archie Comics; Casper ©
Harvey Comi etle Bailey © King Features.

Page 45: Savage ragon © Erik Larsen;

Tumbleweeds © King Features; Gizmo © Michael
Dooney; Jenny © Ivan Velez; Nancy © United Features.
Syndicate, Inc.; Shadow Hawk © Jim Valentino; Bob ©
Terry Laban; Portia Prinz © Richard Howell; Dr. Radium
© Scott Saavedra; Spawn © Todd McFarlane; Mr.
Monster © Michael T. Gilbert; Cutey Bunny © Joshua
Quagmire; The Maximortal © Rick Veitch; Raphael ©
Mirage Licensing; Panda Khan © Monica Sharp and
Dave Garcia.

Page 56: As on pa’ges 4, 50 and 51 plus: Steve ©
Gilbert Hernandez; ‘Ma ary Fleener; Checkered
Demon © S. Clay Wilson; Bear © Rory Hayes Micky
Rat © R. Ammstrong; Art © Kim Deitch.

Page 83: AL HI LD. The Big N. (My facsimile). The
ongmal is synthetic polymer paint on canvas, 9'3/8" x

Collection, The Museum of Modern Art, New York.
Mrs. Am\andF Ba tos Fund.

Pag 6: pa%I 4 50 and 51 plus: Reed
Rlchards and Cable arvel Entertainment Group;
The Teen Titans © D.C. Comics; Tantrum © Jules
Feiffer; and art © Munoz and Sampayo. Jooste Swarte,
Art Sp»egelman and Will Eisr

Page 133: The Ruse of Versallles © Riyoko Ikeda;
olher art © H. Sato g
e 199: Daredevql host Rider, The Punisher, X-

Fac(or, The Amazing Spider-Man, Thor, X-Force,
Wolverine, X-Men, Hulk and Iron Man © and tm Marvel
Entertainment Group; Superman, Batman, Robin,
Sandman and Lobo © and tm D. C. Comics; Aliens ©
and tm 20th Century Fox; Dark Horse Presents © Dark
Horse Comics; Spawn © and tm Todd McFarlane; The
Pitt © Dale Keown; Youngblood © and lm Rob Liefeld.

Page 201: As on pages 4, 50 and 5

Pa 208 Batman retums tm Wamer Bros.; Linus ©
U.F. ; Action Comics © and tm D.C. Comics.
The Yellow Kid © Scripps-Howard Newspapers

Originals for Sale / Letters of Comment.
For information on original art, write to:

Scott McCloud, Box 798, Amherst, MA 01004.
Letters of comment are appreciated (if

Faaluras Syndncate The Thing, z\lmvenne and Spider-
Man © Marvel Entertainment Group; Harvey Pekar ©
himself;, Maggie © Jaime Hernandez. Astroboy ©
Osamu Tezuka; Cutter © WaRp Graphics; Leonardo
© Mirage Llcensln R. Crumb © himself; Zippy © Bill
Griffith: Arzach © Moebius: Wendel © Howard Cruse;
Flaming Carrot © Bob Burden; Ricky © Kyle Baker; Ed
© Chester Brown; Julie Doucet © herself: Amy © Mark
leyer; Concrete © Paul Chadwick; Pogo © Selba
Ke y. Bitchy Bitch © Roberta Gregory; Piker © Mariscal;
Mutt © McNaught Syndicate, Inc.; Mark Martin ©

seldom due to overwhelming
commitments), but | would especially
appreciate a public discussion of these issues
in comics’ trade journals, art ma azmes.
computer nets and any other forum. This book
is meant to stimulate debate, not settle it.

I've had my say.
Now, it's yourturn.
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