—SCOWT McCLOUDTS

“A REMARKABLE NEW BAEDEKER OF THE TOONS.”

—GARRY TRUDEAU, NEW YORK TIMES BOOK REVIEW




What is this?

“Understanding Comics” by Scott McCloud is one of the best and clearest introductions
to how sequential art works. These readings contain Chapters 3 and 4.

What you missed

McCloud introduces us to the history of sequential art as well as attempting to define
what a comic is in chapter 1.

In chapter 2 McCloud discusses different levels of representation within art and argues
that a more iconic simplified character helps the reader to better identify with him or her.
As a side note while these two chapters are the most important to what we will be
exploring in class this is an excellent book for anyone interested in how our mind
perceives images in sequence and | would go so far as to say required reading if you
are even slightly interested in comic books. A copy of this is available in the library.

-Ric



WHEN T WAS VERY YOUNG, T HAD A RECURRENT DAYDREAM THAT THE WHOLE WOKLD
WAS JUST A SAOW PUT ON FOR MY ZBENEF/7, THAT UNLESS T WAS PRESENT TO
SEE THINGS, THEY JUST-- T e T 42 dtes
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ZAT7ER N LIFE, 1 FOUND
NONE OF US EVER REALLY

,,,,,,

THERS WHO HAD S/TMILAR DAYDREAMS AS CHILDREN.
ELIEVED THESE THEORIES, BUT WE HAD ALL E!EEN ;
FASCIVATELD BY THE FACT THAT THEY couu) NOT BE p/SPEOVﬂ'?, —
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EYEN 70PAY, AS T WRITE AND DRAW THIS
PANEL, T HAVE NO GUARANTEE THAT
ANYTHING EXISTS OUTSIDE OF WHAT MY
FIVE SENSES REPOR?‘ TO ME *

I'VE NEVER BEEN
TO MOROCCO, BUT
I TAKE [T ON FA/7#
THAT THERE /S A

M\K

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

T'VE NEVER BEEN
IN THE HOUSE
ACROSS THE STREET,

YET I ASSUME IT
HAS AN /N7ER/OR,
THAT IT ISN'T JUST
SOME BIG MOVIE
-2

¥NOT TO SAY OUR SENSES ARE ANY KIND

OF GUARANTEE/

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

THAT THEY'RE

THERE.
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YET QUR SENSES CAN

ALL OF US PERCEIVE THE
WORLD AS A WWHOLE THROUGH ONLY REVEAL A WORLD
THE EXPERIENCE OF QUR THAT 1S FRAGMEN TED
SENSES. AND /NCOMPLETE

EVEN THE MOST W/DELY QUR PERCEPTION QF
TRAVELLEDP MIND CAN ONLY "REALITY"IS AN ACT OF
SEE SO MUCH OF THE WORLD FAITH, BASED ON MERE

FRAGMENTS.

IN THE COURSE OF A LIFE.

AS JWVEANTS, WE'RE UMABLE THE GAME PEEA-A-BC0Q" PLAYS
TO COMMIT THAT ACT OF FAITH. ON THIS IDEA. GRADUALLY, WE ALL
IF WE CAN'T §&F | T, HEAR IT, LEARN THAT EVEN THOUGH THE SY/GA'7
SMELL 1T, 7ASTE IT OR 7OUCH 1T, OF MOMMY COMES AND GOES,

IT ISN'T 7HERE MOMMY RENVIAINS.
A
< i~ X ) ( <y
“¢ Nz [ - - :
% A ¢
R d r> A
| \ & (B2

62



THIS PHENOMENON QF
OFSERVING 7HE FARTS BUT
PERCEIVING 7THE VWHOLE
HAS A VAMWIE.

IT'S
CALLED

CLOSUKRE.

SOME FORMS OF CLOSURE ARE
DELIBERATE INVENT/ONS OF
S7ORY7ELLERS TO PRODUCE
SLSPENSE OR TO CHALLENGE
ALDIENCES.

IN OUR DAILY LIVES, WE OFTEN
COMMIT CLOSURE, MENTALLY
COMPLETING THAT WHICH 1S
INCOMPLETE BASED ON PAS7
EXPERIENCE.

OTHERS HAPPEN AL7OMATICALLY,
WITHOUT MUCH EFFCRT... PART

1AL

IN RECOGN/ZING AND RELATING
70 OTHER PEOPLE, WE ALL
DEPEND #EAV/LY ON QUR LEARNED
ABILITY OF CLOSURE,

IN AN
IVCOMPLETE
WORLD, WE
MUST DEFEND
ON CLOSURE
FOR OUR VERY .

SURVIVAL. T
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CLOSURE CAN TAKE
= MANY FORMS. SOME
A\ SMPLE, SOME COMPLEX.
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- | SOMETIMES, A MERE $&47& OR |- THE MENTAL PROCESS DESCRIBED
OL/TLINVE 'S ENOUGH TO - IN CHAPTER 7U/C WHEREBY
TRIGGER CLOSURE. ; THESE LINES BECOME A FACE
: . 9 COULD BE CONSIDERED CLOSURE.

EVERY TIME WE SEE QUR EYES TAKE IN |

A FHOTOSRAPH THE FRAGVIENTED, ¥ --AND

REPRODUCED 1N A BLACK-AND-WHITE Y OUurR MINDS W

NEWSFAPER OR IMAGE OF THE 4 TRANSFORM IT E -=-0OF THE

MAGAZINE, WE "HALF-TONVE "
COMMIT CLOSURE, PATTERNS-- _

PHOTOGRAFPH,”
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IN 7 IN /LM, CLOSURE TAKES PLACE CON7/NUOUSLY--
ELECTRONIC Ol TWENTY-FOUR TIMES PER S£COND, IN FACT-- AS OUR O
MELD/A, CLOSURE { MINDS, AIDED BY THE PERS/S7TENCE OF V/SION. _
lg vgﬁg;f;gf OB\ TRANSFORM A SERIES OF §77ZL P/C7URES INTO o
B § R 770N,
el e _ [\ STORY OF CON7INUOUS MOTION. _
O (@)
OF O
0] ®)
& )
O = ¥o)
@] @)
A MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELEV/S/ON, BETWEEN SUCH
WHICH, IN REALITY, IS JUST A SINGLE POINT OF LIGHT, AL TOMATIC
RACING ACROSS THE SCREEN SO FA4S7 THAT IT'S DESCRIBED ELECTRON/IC
MY FACE HUNDREDS OF 77AMES BEFORE YOU/ CAN EVEN SWALLOW CLOSURE AND THE
THAT CORN CHIPI " ; SIMPLER CLOSURE
: OF Erigymy
LIFE--

T

TR

n
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--THEKE LIES ...A MEDIUM WHERE THE AUDIENCE IS

A MEDIUM OF A WILLING AND CONSCIOUS COLLABORATOR
COMMUNICATICN AND CLOSURE IS THE AGENT OF CHANGE,
AND EXPRESSION 7/ME AND AMO770NV.

WHICH USES CLOSURE
LIKE VO O7THER..
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* MEDIA GURU TONY SCHWARTZ DESCRIBES THIS B5
AT LENGTH IN HIS BOOK MED/A, THE SECOND GOD,
ANCHOR BOOKS, 1983, -




INOW YOUDJE 7
CNOTSODANT=Z

THAT SPACE
BETWEEN THE
PANELS T THAT'S
WHAT COMICS
AFICIONADOS HAVE
NAMED "74£
GL7TTER”

AND DESPITE
ITS WNCEREMONIOLS
7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE /MAG/C
AND MY S7ERY THAT ARE
AT THE VERY AEART7

oF comiIcs’”

I

HERE N ~
THE Z/MBC OF THE \\
GUTTER, HUMAN
IMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7RANS-
FORMS THEM INTO —

A SINGLE g —
1IDEA.
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NOTHING

1S SEEV BETWEEN
THE TWO PANELS,

BUT EXFER/ENCE

TELLS YOU SOMETHING
MYST BE THERE/S

Peek-A-Boo!

Peek-A-Boo!

COMICS PANELS FRACTURE BOTH 7/ME AND SPACE, OFFERING A JAGGED,
S7TACCAT7O RMHY 7HM OF UNCONNECTED MOMENTS.

D.O

[

BUT CLOSURE ALLOWS US TO (OAVNAVEC7 THESE MOMENTS
AND MIENTARLLY CONS7RLCT A CONTINLOLS, UNIFIED REALI7TY.

\F YVISLAL
/CONOGKAFPHY 1S

THE VOCABULARY OF
COMICS, CLOSURE 15
1TSS GRAMMAR.,

ICONOGRAPHY

AND SINCE OUR
DEFINIT/ON OF
COMICS HINGES ON
THE ARKANGEMENT
OF ELEMENTS-—-

©]©

CLOSURE

== THEN, IN A
VERY REAL SENSE,

SosoedS
éﬁ, ! _:‘-ﬁé;
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—
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THE CLOSURE OF BUT CLOSURE N COM/CS 1S

4 ELECTRON/C MEDIA AA4R FROM CONTINUOUS AND
IS CON7TINLOL/S, LARGELY ANYTHING BUT /INVOLLNTARY”
INVOLUNTARY AND
— VIRTUALLY &
4 JIMPERCEPTIBLE.

X
.,
3
9

EVERY
ACT COMMITTED
TO PAPER BY THE
COMICS ARTIST 1S
AIDEPD AND ABET7ED
BY A SHENT
ACCOMPFL/CE.

[ |
Dl
I
l
I MAY HAVE DRAWN AN AXE BEING
RAISED IN THIS EXAMPLE, BUT I'M ALL OF YOU
AN EQUIAL NQOT THE ONE WHO LET IT DEORP PARTICIPATED
PARTNER OR DECIDED HOW AARLD THE BLOW, APELTSE %ﬁgagfp
OR WHO SCREAMED, OR JWHY
WV CKIME iy N 7HE AXE AND
KNOWN AS CHOSE YOUR SPOT-
THE
READER.

7AAT, DEAR READER, WAS YOUR
SFPECIAL CRIME, EACH OF YOU
COMMITTING IT IN YOUR QWN S7¥Z&E
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PARTIC/PATION
BETWEEN PANELS IS A POWERFUL [ORCE N -
IS TO CONDEMN N AV DRI, - AT SN
> SO FILMMAKERS 206 AG0  TIMQIZ %= ) \ Z
o REALIZED THE IMPORTANCE (T = Al /X 7
) D%LA'SrA';D OF ALLOWING VIEWERS < /il
B 70 USE THEIR
IMAGINATIONS.
> e YN\ =
=== DA
e —_— /) :
|
ET == % 1A
S ™ | :
Y ] ] N\
\ inri \

BUT WHILE A/ZM MAKES FROM THE 7OSSWVG OF A BASEFALL
USE OF AUDIENCES’ IMAGINATIONS TO THE DEATH OF A PLANE7Z, THE
FOR OCCAS/ONAL EFFECTS, READER'S DEL/BERATE, VOLUNTARY
COM/CS MUST USE IT CLOSURE IS COMICS  PRIVIARY MEANS
FAR MORE QF7EN/” OF SIMULATING 77ME AND MOT7ON.

CLOSURE LET'S
IN COMICS FOSTERS TAKE A LOOK
AN INTIMACY SURPASSED AT THE
ONLY BY THE WR/77EN CRAF7.

WORD, A SILENT, SECRET
COV7RACT BETWEEN
CREA7OR AND
AUPIENCE.

HOW THE CREATOR
AHONORS THAT CONTRACT
IS AMATTER OF BOTH
AR7 AND CRAFT.

1|

\,f\ 8!
|
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NEXT
ARE THOSE
TRANSITIONS
FEATURING A SINGLE
SLE/ECT IN DISTINCT
ACT/ON-TO-ACTION
PROGRESSIONS,

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

CATEGORY —- WHICH WE'LL
CALL MOMIEN 7T-7C
MOMEN 7--REQUIRES
VERY L/77LE
CLOSURE.




THE NEXT
TYPE TAKES US FROM
SUBJECT-TO-SUBJECT
WHILE STAYING WITHIN A
SCENE OR IDEA. NOTE

THE DEGREE OF READER
INVOLVEMENT NECESSARY
TO RENDER THESE
TRANSITIONS
MEANINGFUL.

AT LEAST

JERRY
NEVER
CALLED/f

DEDUCTIVE
REASOVING 1S
OFTEN REQUIRED IN
READING COMICS SUCH
AS IN THESE SCENE~
=70-SCENE TRANSITIONS,
WHICH TRANSPORT US

ACROSS SYGN/FICANT
DISTANCES OF 77WIE
AND SPACE,

HE CAN'T
OUTRUN US
FOREVER.

NO ONE COULPD
HAVE SURVIVED

THAT CRASH!
<



A FIETH
TYPE OF TRANSITION,
WHICH WE'LL CALL
ASPECT-TO-ASPECT,
BYPASSES 7/ME FOR THE
MOST PART AND SETS A
WANDPERING £YE ON
DIFFERENT ASFPECTS
OF A PLACE, IDEA
OR MOOD.

AND
FINALLY, THERE'S
THE NON-SERUITUR,
WHICH OFFERS NO
LOGICAL RELATIONSHIP
BETWEEN PANELS
WHATSOEVER ”




THIS LAS7 CATEGORY
SUGGESTS AN INTER-
ESTING QUESTION.
IS IT POSSIBLE FOR
ANY SEQUENCE OF
PANELS TO BE
TOTALLY UNRELATED
TO EACH OTHER?Y

PERSONALLY, I
DON'T 7AWk SO.

NO MATTER '

HOW D/SS/VI/ILAR
ONE IMAGE MAY BE
TO ANOTHER, THERE

’ IS A KIND QF -- q

~~ALCHEMY
AT WORK IN THE
SPACE BETWEEN
PANELS WHICH CAN
HELP US FIND
MEANNG OR
KESONANCE IN
EVEN THE MOST
VARKRINVG OF
COMBINATIONS.

MAY NOT MAKE
"SEMSE " IN ANY
TRADITIONAL WAY,

BUT STILL A
RELATIONSHIP OF
SOMIE SORT WILL

INEVITABLY

DEVELOR

HOWEVER
DIFFERENT
THEY HAD BEEN,
THEY NQW BELONG

TO A S/INVGLE
ORGANISI.

/ﬂ-"}"/;-*?" BN

.
-
-

WEQL/ENCE WITH
TWO OR MORE
IMAGES, WE ARE
ENDOWING THEM WITH
A SINGLE--

CLOSURE

FOR 8LOOD,
GUTTERS

al\
4 = 4 | LN qL 1\
o \ I 1
\ _’ il in
=~ [A
SUCH TRANSITIONS BY CREATING A --QVERKIDING

JDENTITY, AND
FORCING THE VIEWER
TO CONSIDER THEM
AS A WHOLE.




ART © MARVEL ENTERTAINMENT GROUP, INC.

7,
[
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HE CANT TEN TEARS
DUTRUN US LATER, ..
FOREVER !
| 2]
1
1 % == s,

THIS SORT OF
CATEGORIZATION
IS AN /NEXACT SC/ENCE
AT &ES7 BUT BY USING
QUR TRANSITION SCALE
AS A 7001 --

--WE

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

OF comics
STOR Y TELLING

MOST HMAINSTREAM
COMICS IN AMERICA
EMPLOY STORYTELLING
TECHNIQUES FIRST
INTRODUCED BY

ALTOGETHER, I COUNT
NINETY-FIVE

PANEL-TO-PANEL
TRANSITIONS.
LET'S SEE HOW

THEY BREAK DOWN
PROPORTIONATEL Y,

JSACK KIREBY, SO
LET'S START BY
EXAMINING THIS
LEE-KIRBY COMIC

FROM 1966,
Ol |

g FarﬂBGh"c

W R
R = 4
] = 1

— Zai
A

BY AAR, THE MOST COMMON TYPE OF
TRANSITION IN KIRBY'S ART IS AC7/0N-
=7O-AC7/ON. 1 COUNT S/XT7TY-740 OF
THEM IN THIS STORY-- ABOUT S/X7>-
FVE PERCENT OF THE TOTAL NUMBER.

[ TRACED AND SIMPLIFIED FOR CLARITY'S SAKE.]

SUEJSECT-TO-SUBIECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL N/NVE7EEN--
ABOUT 7WENTY PERCENT OF THE TOTAL NUMBER.

14



AND SINCE AL/
OF THE REMAINING
TRANSITIONS ARE FROM
SCENE-TO-SCENE,
WE HAVE THE
FOLLOWING
EREAKDOWN.

2| 657%

3| 20%

%) 15%

AS A BAR GRAFPH
IT WOULD LOOK
SOMETHING LIKE
74578

123456

THIS EMPHASIS ON
ACT/ON-TO-ACTION
STORY TELLING SUITS
MOST PEOPLE'S IDEAS
ABOUT K7REY, BUT
IS HE UN/QUE
IN THIS RESPECT?

APPARENTLY NO77 HERE’'S A GRAPH OF
PANEL TRANSITIONS IN HERGE'S 77N 7NV

AND THE PROPORTION ARE VERY"
SMLAR TO KIRBY'S

123%56

N

NOW, HERGE'S AND
KIRBY'S STYLES
ARE MOT7 SIMILARY
IN FACT, THEY'RE
RADICALLY

DIFFERENT.Y

1S THERE SOME KIND
OF YAMIVERSAL
FPROFPORTION AT
WORK HERE, OR
IS THERE ANOTHER
COMMON LINKZ

MAYBE A SIMILARITY
OF GENRES 7

A RANDOM
SAMPLING OF
VARIOUS AMERICAN
COMICS SHOWS THIS
SAME PROPORTION

X-MEN #1

NAUGHTY BITS

|
o
I

[ ] =

1 |

= 5

|
I

PRETTY =11 H
CONSASTENTLY. CLAREMONT & LEE G. HERNANDEZ DOYLE § DECARLO GREGORY
FIRANK IN THE RIVER A CONTRALT W TH GOD MALUS DONALD DUCK,
- I . | T 1 |
| 1 1
-
—

INCODRING EISNER SPIEGELMAN




A SURVEY
OF WELL-KNOWN
EUROPEAN ARTISTS
YEILDS S/MIAR,
IF NOT @QL77E AS
UNIFORM,
RESULTS.

WHAT
CAN WE
DEDUCE
FROM
THIS?

SCQUERK THE MOUSE ASTERIX

WELLOME TD AFLOLOL

THE LONG TUMORRIW

]

¥

AATTIOWY

CRISTIN & MEZIERSS

O BANMNON EMOERIVS

M ANHATTAN cuw!'

/T

THE GULACK 15LAN0

“THE CLOCK STRIKES

|

T

J00sT SWARTE

ARE THESE
THKEE 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.

AL
1

TYPES 2-4 SHOW
THINGS AAPPENING
IN CONC/SE,
EFFICIENT WVAYS.

123%56¢6

TYPE I
SHOWS AcC7/oNVs
LIKE TYPE 2, BUT

[T TENDS TO REQUIRE
SEVERAL PANELS TO
DO WHAT TYPE 2
DOES IN 740--

76



-~ WHILE IN THE
FIF7% TYPE, BY
DEFINITION, NOTHING
"HAPPENS” AT ALL/

1234356

AND, OF COLRSE,

NON-SEQUITURS

ARE LUNCONCERNED

WITH EVENTS OR

ANY NARRATIVE

PURPOSES OF ANY
SORT.

1 23 ¥ 56

=

=

—r
STORIES FROM SPIEGELMAN'S
ANTHOLOGY BREAKDOWNS:

A FULL RANGE OF
TRANSITIONS --
--THOUGH

IN THE SERVIC
EQUALLY RAD

SUBJECTS

SOME FXPERIMENTAL
COMICS, LIKE THOSE OF

ART SF/IEGELMANS
EARLY PERIOD, EXPLORE

GENERALLY

STORIES AND

E OF
ICAL

] 1
& &
“DON'T GETAROUND ~ INTRODUCTION — "MAUS™
MUCH ANYMORE" (ORIGINAL)
1 [T ] ]
— 4 ! —
I ==
"SKINLESS  “PRISONER ONTHE "CRACKING
PERKINS™ HELL PLANET" JOKES™
T R )
FRONT AND  "ACE-HOLE,MIPGET "REAL
BACK COVERS DETECT/VE" OREAM" 1975

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

AT OSAMU TEZUKA
FROM JAPAN.

TEZUKA 1S A FAR
CRY FROM THE

EARLY SPIEGELMAN,

HIS STORYTELLING
IS CLEAR AND
STRAIGHTFORWARD.
BUT LOOK ATHoW
HE CHARTS”

123%56

77
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ART © OSAMU TEZUKA.

ACTION-
-70-ACT7/ON
TRANSITIONS

STILL DOMINATE
IN TEZUKA'S
WORK, BUT TO

IN FACT, SL/BSECT-TO-
SLBI/ECT TRANSITIONS
ACCOUNT FOR NEARLY
AS MANY AS ACTION.

A LESSER
DEGREE.

~_1

HERE ALSO WE SEE
QUR FIRST EXAMPLES
OF MOMENT-TO-MOMENT
TRANSITIONS.

THOUGH THE LATTER
TYPE ONLY ACCOUNTS
FOR FOUR PERCENT
OF THE TOTAL, SUCH
SEQUENCES CONTRAST
STRIKINGLY WITH THE
WESTERN TRADITIONS
EXEMPLIFIED &Y
KIRBY AND HERGE.

BUT, MOST STRIKING
OF ALL 1S THE SUBSTANTIAL
PRESENCE OF THE F/IFTH
7YFPE OF TRANSITION, A

TYPE RARELY SEEN
IN THE WEST.
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ART © OSAMU TEZUKA.

TRANSITIONS
HAVE BEEN AN
INTEGRAL PART
OF JAPANESE
MANSTREAM
cOM/ICS ALMOST
FROM THE VERY
FEGINNVING.

el =

- .' e

M = .,;'\
- A

-

MOST OFTEN USED TO ESTABLISH A AM00D OR A SAVSE
FPLACE, TIME SEEMS TO S7AND S77LL N THESE QUIET,

CONTEMPLATIVE COMBINATIONS.

—

RATHER
THAN ACTING
AS A BRIDGE

BETWEEN
SEFARATE
MOMENTS, THE
READER AERE
MUST ASSEMBLE
ASNGLE
MOMENT USING
SCA77ERED
FRAGMENTS.

SERUENCE, WHILE
STILL AN ISSUE, SEEMS
FAR LESS IMPORTANT
HERE THAN IN OTHER

EVEN

TRANSITIONS.

TAINZIN NHIOIHS © LYV

‘OLVYS 'HO LHY



IN EXAMINING

SEVERAL JAPANESE ARTISTS,

WE FIND SIMILAR
PROPORTIONS TO TEZUKA'S,
INCLUDING A HI&H INCIDENCE

OF THE F/FTH TYPE.

7S50 RiDE”R FATHER £ 50 WOLF L CuB
WHY? (m#vau? HAYAS) LOSIMA KOIKE & KOJIMA
e
HHH
- :]—_-J 4
il |
~ATT
/i .~
4 2! . L ARIRA CHBorb o049 PHOEMNIX
P <z 7 / KATSUHIRD OTOMO SHITARD ISHIFoR OSAMU TEZVKA
ﬁ\, Y’;-.\
e - | 1]

LENGTH MAY BE ONE OF
JAPANESE COMICS FIRST APPEAR IN
THE PRESSURE ISN'T AS GREAT ON

ANY ONE INSTALLMENT TO SHOW
A LOT "HAFPFEN/NG.”

ENORMQUS ANTHOLOGY TITLES WHERE

it T T e e
i _I“!u‘hgt it 1:§ R qﬁ.’-,ﬁsﬂ-ﬁrf

THE FACTORS AT WORK HERE. MOST

1-

}i:" T

WHEN INDIVIDUAL FEATURES ARE
COLLECTED, THEY MAY RUN FOR

7HOLSANDS OF PAGES.

T

[} © Bl
1 0 B N
U I 5t (=] J
TR Ewocg @ ¥
‘R e @ '
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J 0 BT <
Pl secen & <
I frccen @ \: \1
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AS SUCH,
DOZENS OF PANELS
CAN BE DEVOTED
TO PORTRAYING
SLOW CIVEMATIC
MOVEMENT OR TO
SETTING AMOOD.

BUT T DON'T THINK
LONGER STOR/IES ARE
THE QWL FACTOR,
OR EVEN THE MOST
IMPORTANT ONE.

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

/)| 1
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TRADITIONAL
WESTERN ART
AND LITERATURE
DON'T WANDER MUCH.
ON THE WHOLE, WE'RE
A PRETTY
GOAL-CRIENTED
CULTLRE. :

WORKS OF ART.

BUT, IN THE £AS7,
THERE'S A R7CH
7RADITION OF CYCLICAL
AND LABYRINTHINE

)
i

8 A _hﬂ\
S|
&x ' o

GETTING

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

THERE,

THROUGH THESE AND
OTHER STORYTELLING
TECHNIQUES, THE
JAPANESE OFFER A
VISION OF COMICS
VERY DIFFERENT
FROM OUR OWN.

FOR
IN JAPAN
MORE THAN
ANYWHERE
ELSE COMICS
IS AN ART--




--OF
INTERVALS. ) -

THE IDEA THAT ELEMENTS
oM/7TEL FROM A WORK OF ART
ARE AS MUCH A PART OF THAT WORK
AS THOSE /WVCLUDPED HAS BEEN
A SPECIALTY OF THE £A487 FOR
CENTUR/ES.

IN THE GRAPHIC ARTS THIS HAS MEANT
A GREATER FOCUS ON F/IGLRE/GROLND
RELATIONSHIPS AND “NEGATTVE SPACE.”

“THE GREAT WAVE OFF KANAG'AVA" BY HOKUSAI (c.1829)
¢ TUBN THIS PICTURE UPSIDE DOWN TO SEE THE O7THER

WAVE OF NEGATIVE SPACE...NATURE'S YIN AND YANG.)

IN MUSIC TOO, WHILE THE WESTERN
CLASSICAL TRADITION WAS EMPHASIZING
THE CONTIVUOLS, CONNECTED WORLDS OF
MELODY AND HARMONY, EASTERN CLASSICAL
MUSIC WAS EQUALLY CONCERNED WITH THE
ROLE OF SKZENCE/

EAST

IN THE LAST CENTL/RY OR TWO, AS
WES7TERN CULTURAL INFLUENCES SWEPT
THE £4S87; SO TOQ HAVE £AS7ERY AND
AFR[CAN |\DEAS OF FRAGMENTATION
AND RAYTHM SWEPT THE WEST.

FROM DEBL/SSY TO STRAVIMSKY TO

COUNT BAS/E, WESTERN MUSIC HAS
GRADUALLY INCORPORATED A STRONG

AWARENESS OF THE POWER OF

FRAGMENTATION AND wmemz:%




IN THE pASLAL
ARTS, THE IMPACT
OF EASTERN
JDEAS WAS BOTH
POWERFUL AND
LASTING.

THE TRADITIONAL EMPHASIS IN WESTERN
ART UPON THE PRIMACY QF FOREGROLND
SUBJECTS AND
CONTINYOLUSNVESS
OF 70VES

GAVE WAY TO
FRAGMEN 7TA7ION
AND A NEW
AWARENESS QF

THE PICTURE
FPLANE,

FACSIMILE

OF "FIGURE"

BY PABLO PICASSO
1948

/ IN THEATRE, THE IDEA THAT
"LESS 1S MORE " WAS REAL PRACTICAL \
IMPLICATIONS. ONE OF THE MOST
SUCCESSFUL SHOWS IN HISTORY 1S
7HE FANTAST/CAS -- A PLAY WHOSE
ENTIRE SE7 CAME IN 7HREE PIECES--
A TATTERED BANNER, A STICK
AND A CARDBOARD MOON,

“ANSWER: “THE BIG 'N™
[SEE PAGE 216]

UM

T
']- WHAT DO YOU THINK THIS \
PAINTING BY AL HELD

IS CALLED? ¥
-
Tl
.

THE MASTERY OF ANY MEDIUM

USING MINIMAL ELEMENTS HAS

LONG BEEN CONSIDERED A NVO&LE
ASFPIRATION.




HERE'S
A
STORY.

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

I BETTER
G0 NOwW/

1SEEM TO HAVE
LOST MY KEYS/
CAN T BORROW
YOURS?

ot
X
==

—BRUT
i

DARN! TRAFFIC
SLOWDOWN.

I'LL TAKE A
SKHORT-CLIT”

I HOPE DAISY IS
READY/S

HOW ABOUT
7OMORROW

VIDEO
HOUSE

==

TOMORROW
ITI1S!

3

1

I'M SORRY, CARL,
BUT I CAN'T GO OUT
WITH YOU TOMIGHT

1 ALWAYS WANTED
TO SEE THIS ONE/
N—

DI

$32.50, PLEASE,

SAY, DO YoU KNOwW
BILL'S LAST NAME?

 THAT'S WHAT T'M )
ASKING YOU.

X BRUM" APPEARS COURTESY OF M FEAZELL

I DON'T KNOW
ANY "BILLS!

HAVE A NICE DAY’

I'LL BUY SOME
BEERS.




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

HERE'S
A
STORY.

HERE I AM/

I'M SORRY, CARL,
BUT I CAN'T GO OUT
WITH YOU TONIGHT

PROMISE ME YOU
WON'T DRINK. AND
HERE'S DRIVE, CARL,
A
STORY.
2]

14

Q
iy

L

AND
THE ART FINDING THE
OF COMICS 1S BALANCE BETWEEN
AS SUBTRACTIVE 700 MEcH AND
AN ART AS IT IS 700 LITTLE 1S
ADDITTVE, CRUCIAL TO
COMICS CREATORS
l THE WORLD
ot . OVER.
Z
DA rromse we o Z NG
ha DRIVE, CARL. RIP S
= CARL | N
9 Tey “ ¢ <
1 PROMISE. ¢t END A
Prany
5 [ )

T0 STRIKE THAT BALANCE, CREATORS
REGULARLY MAKE ASSUMPTIONS ABOUT
THEIR READERS' EXPERIENCES.

SOME SEEM PRETTY SAFE,
LIKE THE ASSUMPTION THAT
THIS WILL BE PERCEIVED
BY AUDIENCES AS ANEVYE
CLOS/ING.

W,

—

Bl[<

(3A2
IHT 31,21 TAHT
T'U230q 3013IQUA
QT TRV JA3A
AAGE-H

85



WE ASSUME AS READERS THAT WE WILL

KNOW WHAT ORDER TO READ PANELS 1IN,

BUT THE BUSINESS OF ARRANG/NG THOSE
PANELS 1S ACTUALLY QUITE COMPLEX.

SO COMPLEX,
IN FACT, THAT
EVEN SEASONED 3
PROS WILL e
SOMETIMES 2
BLOW IT.
L 7 ?
0 amadn --}- :
i ’/ L
Yy /‘? ? *

AS CLOSURE SETWEEN PANELS BECOMES
MORE INTENSE, READER INTERPRETATION
BECOMES FAR MOQRE £ZAS7/C.

Now YOUDJE 7
p % b
=

AND MANAG/NG |T BECOMES

MORE COMPLICATED FOR THE CREATOR.

SOME ARTISTS CAN BE
DELIBERATELY AMBIGLOLS,

OF COURSE, AND OFFER US NO STRICT
INTERPRETATION TO GO ON.

LI
R

CLOSURE CAN BE A POWERFUL
FORCE JY/7H/N PANELS AS WELL AS 9
BE7WEEN THEM, WHEN ARTISTS CHOOSE |2

A

TO SHOW ONLY A SMALL P/ECE
OF THE PICTURE,

COMICS BY
CAN BE SHOWING
MADDENINGLY LITTLE OR
VAGUE ABOUT NOTHING
WHAT IT OF A GIVEN
SHOWS SCENE--

us.

EE'—‘-‘\

OFFERING ARTIST CAN

ONLY CLUVES 10 TRIGGER ANY

THE READER-- NUMBER OF
IMAGES IN

THE READER'S

IMAGINATION.
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READERS FACED
WITH PANELS LIKE 7HESE
WILL HAVE SUESTANTIALLY
D/FFERENT INTERPRETATIONS.

& L{-IK . Cf‘fK -'c LAK !

L

BY CONSTRUCTING MBULE
IMAGES BASED ON THESE

FRAGMENTS, READERS ARE
PERFORMING CLOSURE,
JUST AS--

WHOOSH!

K SP/I}D Sp/ip S

g g@iﬂjﬁ

UH-- JUST AS
READERS COMPLETE
AN ACTION OR

IDEA BETHWELN--

= ANEML S L SAY,
JUST AS READERS
COMPLETE --

--AN
ACTION OR--

oW/ oW/

S0P THAT!

95 g
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WHATEVER THE MYSTERIES
V/7H/NV EACH PANEL, IT'S THE
POWER OF CLOSURE BE7TWEEN
PANELS THAT I FIND THE MOST
INTERESTINVG.

2

“THERE'S SOMETHING
S7TRANGE AND WWVONDPERFLL
THAT HAPPENS IN THIS
BLANK RIEBON OF
PAPER.

WE ALREADY KNQW THAT COMICS ASKS
THE MIND TO WORK AS A SORT OF
IN-BETWEENER -- FILLING IN THE GAPS
BETWEEN PANELS AS AN ANVZMA7TOR
MIGHT-- BUT I BELIEVE THERE'S STILL
MORE TO IT THAN THAT.

LET'S TAKE ANOTHER LOOK AT
THE A/F7AH TYPE OF TRANSITION,
THE ONE SO POPULAR
IN JAPAN.

HERE'S
A FOUR-PANEL
ESTABLISHING

123%56 SHOT OF AN

OLD-FASHIONED
KITCHEN SCENE.

||"|F
I
T

m




NOW, MOST OF
YOU SHOULD HAVE
NO TROUBLE
PERCEIVING
THAT YOU'RE IN A
KITCHEN FROM
THOSE FOUR PANELS
ALOVE:

WITH A A/GH
DEGREE OF
CLOSLURE, YOUR MIND
IS TAKING FOUR
PICTURE FRAGMENTS
AND CONSTRUCTING
AN ENTIRE SCENE
L7 GF THOSE
FRAGMENTS.

~

i

d ?Z;

BUT THE SCENE YOUR
MIND CONSTRUCTS
FROM THOSE Fov®
PANELS 1S A VERY
LDIFFERENT PLACE
FROM THE SCENE
CONSTRUCTED FROM
OUR TRADITIONAL
ONE-FPANEL
ESTABLISHING SHOT/

LOOK AGAIN.

YOU'VE BEEN IN
KITCHENS BEFORE,
YOU KNOW WHAT A
POT ON THE BOIL
SOUNDS LIKE; DO
YOU ONLY HEAR IT
IN THAT FZRS7
PANEL Y

N

AND WHAT ABOUT
THE CHOPPI/ING
SOUND ¥ DOES THAT
ONLY LAST A FPANEL
OR DOES IT PERSIST 7
CAN YOU SMELL THIS
KITCHENY? FEEL

COMICS IS A MONO-SENSOR Y

MEDIUM.

IT RELIES ON ONLY

ONVE OF THE SENSES TO CONVEY
A worRLDP OF EXPERIENCE.

BUT WHAT OF THE OTHER

EFOUR 7

ITZ 7A87€ 177
<]
(Y k4
V'l 7 "ﬁ
Léf/
WE REPRE
D THR,
E
[T »
f, )
\
1]
N

W/ITHIN THESE
PANELS, WE CAN
ONLY CONVEY
INFORMATION

VISLALLY.

BUT
ALL IN ALL, IT IS
AN EXCLUSIVELY
V/SUAL
REPRESENTATION.

&

BUT BETWEEN
PANELS, NONE OF
OUR SENSES ARE

REQUIRED AT ALL.

89

WE REPRESENT

SOUNVD THROUGH
DEVICES SUCH AS
WORD BALLOONS.

N

WHICH IS
WHY 4LL OF
OUR SENSES
ARE
ENGAGED!




SEVERAL TIMES
ON EVERY PAGE
THE READER 15
KELEASED --LIKE A
TRAPEZE ARTIST--
INTO THE OPEN AIR
OF /IMAG/NATION...

.. THEN CALCGH7
BY THE QUTSTRETCHED
ARMS OF THE Fr&l-
PRESENT VEXT

FANEL T :

CAUGHT QUICKLY
SO AS NOT TO LET
THE READER SALL
INTO CONFUSION
OR BOREDOM.

BUT 1S IT POSSIBLE
THAT CLOSURE CAN
BE SO MANAGED IN
SOME CASES--

. . f
" = ..
\\ \r7 / 1A -
] / .
4 m-
IN CHAPTER TWO, WE DISCUSSED
- THAT VARIOUS TYPES OF ICONIC AND NON-ICONIC
THE READER « B OTovoE . DEAWING STYLES
: Mreﬂ};fym;m T T
TO - 3 AL A '
. . S g ﬁ DO THESE
o e— S . . : .rﬂ'{,i AFFECT?
| %} G}' CLOSURE;
tAEPPE
AN (LS
R SRS
7 =
ATAIRIAC
S :
L e = =
B9 % ©)
- » <
y

SINCE CARTOONS ALREADY EXIST AS CONCEPTS FOR THE
READER, THEY TEND TO FLOW EASILY THROUGH THE

I THINK CONCEPTUAL TERRITORY FE7#¥EELNV PANELS.

THE ANSWER
IS Y&

o)

X (

IDEAS FLOWING INTO ONE ANOTHER SEAMILESSLY
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BUT £LALAS77C IMAGES HAVE A BUMPIER RIDE. THEIRS 1S

A PRIMARILY V/SLAL EXISTENCE WHICH DOESN'T FPASS EASILY
INTO THE REALM OF IDEAS.

AND $O, WHAT SEEMED LIKE A CONTINUQUS SERIES OF
MOMENTS IN THE LAST EXAMPLE, HERE LOOKS A LITTLE MORE
LIKE A SERIES OF §7ZL F/CTURES...

. TO ME N\
ANYWAY. THESE

THINGS ARE ALL
SUBIECTIVES

A

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

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

A GOQD RULE OF
THUMB 1S THAT
IF READERS ARE
PARTICULARLY AWARE
OF THE ART IN A
GIVEN STORY--

T

-- THEN
CLOSURE 1S
PROBABLY NOT
‘| HAPPENING
.\ WITHOUT SOME

\  £FFOR7. J

N,

OF COURSE, MAKING THE READER WOKK A LITTLE
MAY BE JUST WHAT THE ARTIST IS 7RY/NVG TO DO.
ONCE AGAIN, 1T'S ALL A MATTER OF
PERSONVAL 7AS7E.




Y iatans 9
A

C

THE COMICS
CREATOR ASKS US
TO JOIN IN A SILENT

DANCE OF THE
S'EEN AND THE
UNSEEN.

—— "\\\\&\‘«
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THIS DANCE IS N/RLIE
TO COMICS. NO OTHER ARTFORM
GIVES SO MUCH TO ITS AUDIENCE
WHILE ASKING SO MUCH
FRON THEM AS WELL.

THIS 1S WHY T THINK IT'S 2
A MISTAKE TO SEE COMICS AS
A MERE AYER/D OF THE

GRAFHIC AR7S AND PROSE

I

FICTION.

o/ WHAT
= HAPPENS
4 BETWEEN THESE
{1 PANELS IS A
KIND OF MAGIC
ONLY comicS
- __ CAN CREATE,

- -<~.xa&f |
B, Q\*‘f*ax

\\

-




1 N ==1=—QHa £
._‘..-\—/ 0 ¥ W W W ﬁ'i S ::E__ L= i w—
§\°" f T L — = - .
= W m B i1 w T ” HERE IN ]
-— e THIS STUDIO, I'VE
=" L i TRIED TO CONTROL @
THAT PROCESS AND
F——u USE IT TO MAKE
;—5 = MY CASE. ——

"

BUT I
CAN ONLY Po/NT ; ;
THE ppAaY, 1
CAN'T TAKE YOU
ANYWHERE YOU

DON'T WANT TO
GC.

(=] o
! T '\
ALL I CAN DO IS MAKE ASSLMPTIONS 3 =
ABOUT YOU AND HOPE THAT THEY'RE
CORREC 7~ e —= = e
———— —_— r—— — 2 ,{‘/ =
- e — — _‘,_z}'_,__..__ =
_,.‘ : = = = !}"’;‘/—;//,
— e
e = = | S g e O
3 T i == = ~3
= == e = s == =
ar == : . 7
ey ra‘;;’__ - _- - -____,?'_ o
_: A - = == e <
AHH V= E——H HE
= (A /o — _._.u_.r-:._.::. : :'-_“r_n:i-: - o __: 2
e e e — =
7 < ‘;1‘ ‘M) L= =1 — =

== JUST AS WE ALL ASSUME, EpERY DAY, —
LIFE THAN MEETS =]

THAT THERE'S MORE TO

ALL I ASK OF YOU
IS A LITTLE

THE EYE.

FAITH --

% = —H
= =
S J: — -—=AND A WORLP
< OF JIAGI/NATION.

i.‘

|
|
|
| ‘

[lIl]
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SO/ LE7°8 SEE:
EACH PANEL OF A
COMIC SHOWS A
SINGLE MOMENT

CHAPTER FOUR

AND BETWEEN
THOSE FROZEN

MOMENTS -- BETWEEN
THE PANELS-- QLR
MINDS FILL IN THE

INTERVENING MomenTs, [/ |

CREATING THE ILLUSION
OF 7IME AND MOTION.

TI@IK : TIK : TIK

LIKE A LINE DRAWN
BETWEEN TWO POINTS.

TIME IN COMICS
\S INVFIN/TELY
WEIRDER THAN

\

~

\

N \\@\

\)

;i}%\\\\mmmmﬂ( 1y

AL .L\-. E‘M_N /
A il Mﬂ{/ﬁ

L) /%A‘”ﬁ.h_

~

Y

I |




AAGH/

SINGLE
MOMIENT Z

HARDLY/

QH, HENKRY S
PUT THAT CAMERA

THAT FLASH AWAY, WILL GONNA HAVE MUCH
1S BLINDING, Yyou? /VIORE FUN, WE
UNCLE MAY HAFTA
HENRY! AWW, LOCK UP THE
LET HIM WINE CELLAR,
BE MOM. F— SURE YQU
HE'S JUST WANT TO MOVE
HAVING THERE,

WELL, IF
OL' HENRY 1S

FLN.

JED?

EVEN THE BRIEF
SOUND OF A FLASH-
BULE HAS A CERTAIN
DURATION, SHORT
TO BE S&&E, BUT NOT
IVSTANTANEOL/S

FAR SLOWER 1S
THE DURATION OF
THE AVERAGE WoRD.
UNCLE HENRY ALONE
BURNS UP A GOOD
SECONVL IN THIS

PANEL, ESPECIALLY
SINCE "SM/LES”
UNDOUBTEDLY
PRECEDED THE
FLASH.

A\

LIKEWISE, THE NEXT
BALLOONS COULD HAVE
ONLY FOLLOWED
THE BURST OF THE
FLASHBLULB, THUS
ADDING STILL #ORE

AAGH!

THAT FLASH
IS BL/NDING,
UNCLE

EXIST /N TIME --SO0UNDL.

JUST AS PICTURES AND THE INTERVALS BE7WEEN THEM CREATE THE ILLUSION OF TIME
THROUGH CZOSURE WORDS TRODUCE TIME BY REPRESENTING THAT WHICH CAN ONLY

WITH ALL 1TS AC7T/ONS AND EEACTIONS, = ——
A PANEL SUCH AS THIS COULD LAST A =

GOOD HALF MINUTE OR SO. s = £ =
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AND BY REFRESEN7ATIONAL AR7 TO SEE ANY SINGLE

BUT HOW COULD THIS BE ANYTHING BUT A SYNGLE MOMENT>
OUR EYES HAVE BEEN WELL-7TRAINED BY THE PYOTOGRAPH
CONTINUOUS IMAGE AS A SIVGLE INSTANT IV TIME.

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

T

ANOTHER
WAY TO LOOK AT

TIME AS A
ROFE.

ri
/) [
N 1/
TR A T T |[”]|| I
il || | sucH A roPE N WY smrerree AND SINCE EACH
EACH INCH 'h“ MIGHT BE SAID L] OF COURSE, FACE AND FIGURE
RePRESENTS A )| | 7O WiND some- [ SINCE EACH IS DRAWN TO MATCH
SECOND. THING LIKE 7H/4S | BALLOON HAS HIS/HER OWN
THROUGH OUR / \ (TS OWN 7W/sS7s WORDS -
PANEL., dll i,

|

4 P H

- - I ‘
™ ., )

VA

sl

AND TURNS.

AAGH
THAT FLASH
IS BL/NEIVG,

UNCLE
HENRY/

SMILE/
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--THOSE FIGURES,
FACES AND WORDS
| ARE MATCHED IN
7IME AS WELL.

7

R

Wl

b

g
g
E
E
£

=

=
——
——
b
&

R
2=
A

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

PORTRAYING TIME
ON A LINE MOVING

LEFT 70 RIGH 7,

O7HNER FIGURE.

SINGLE
/MAGE.

SINGLE

MOMENT.

THIS PUTS ALL THE
JIAGES ON THE

SAME VERTICAL AXIS.}
—

CONDITIONED BY PHOTOGRAPHY TO
PERCEIVE SINGLE IMAGES AS S/NVGLE
MOMENTS. AFTER ALL, IT DOES

TAKE AN EYE 77475 TO MOVE ACROSS

PERHAPS WE'VE BEEN TOO

SCENES IN KEAL LIFES

),

EACH FIGURE 1S
AREANGED FROM
LEFT 7O RIGHT7 IN
THE SEQUENCE WE
WILL "READ " THEM,
EACH OCCUPYING A
DISTINCT 77M&

W\

IN SOME RESPECTS THIS PANEL BY ITSELF ACTUALLY A/78 OUR
DEFIN/7/ONV OF COMICSY ALL IT NEEDS IS A FEW GU77ERS
THROWN 1IN TO CLAKR/IFY 7HE SEQUE/NCE.

UNCLE
HENRYS

V" OH, HENRY S T welLIF N
—— | | AAGH/ PUT THAT CAMERA OL' HENRY IS
&"/‘F/ THAT FLASH AwAay, WILL GONNA HAVE MUCH
N |is szveome, JMORE FUN, WE

O/NE PANEL, OPERATING AS SEVERAL PANELS.

MAY HAFTA
LOCK UP THE
WINE CELLAR.

MMM, |

SURE YOU
WANT TO MOVE
THERE,
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NOT ALL PANELS
ARE LIKE THAT,
OF COURSE.

A SILENT PANEL
SUCH AS THIS COULD
/IVDEED BE SAID TO

DEPICT A SINGLE

AN OTHERWISE
SILENT CAFP7T/IONED
PANEL, THE SINGLE
MOMENT CAN

ACTUALLY BE
HELD

— A &

HE WAS GIVINGIT
HIS ALL, WHEN--

IF SOLND
IS INTRODUCED,
THIS CEASES TO BE
TRUE~--

9,

THESE VARIOUS
SHAPES WE CALL
FPANELS HOLD IN
THEIR BORDERS ALL
OF THE 1CONS THAT
ADD UP TO THE
VOCABLLARY OF
COMICS.

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

IS SELDOM 7XOL/GHT

OF AS AN ORGAN--

Q N
' \
E g

--SO TOO IS THE PANEL /7 SELF
OVERLOOKED AS COMICS' MOST
IMPORTANT /CON.”
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THESE ICONS WE NOR IS THEIR
CALL PANELS OR MEANING AS FZLL/ID
“FRAMES “ HAVE AND MALLEABLE
Ssshiemeinme| | "EONS e ST
, ICONS W LL
LIKE THE ICONS OF PICTURES
LANGUAGE, SCIENCE
| AND COMMUNICATION. 4
T
P :% 3
L= = -
A ,}?Q | =
e = | s2s=

HOr

| b

T
1 rmnnd gy io0

¥ |
|

THE
PANEL ACTS AS
A SORT OF
GENERAL
INDICATOR
THAT 7IME OR
SFACE IS
BEING
DIVIDED.

P

THE DURATIONS OF THAT 7/41E AND THE
DIMENSIONS OF THAT SPACE ARE
DEFINED MORE BY THE CONTENTS

THE PANEL THAN BY THE PANEL /7SELA

OF
= ¥

HE WAS GIVING IT

PANEL SHAFPES VARY CONS/DERABLY THOUGH, AND WHILE

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

OF THOSE PANELS VIS-A-VIS TIME, THEY CAA AFFECT THE
READING EXFERIEINCE.

O

WHICH BRINGS US
TO THE STRANGE
RELATIONSHIP
BETWEEN TIME
AS DEFICTED N
COMICS AND TIME
AS PERCETVED

K EISNER. DISCUSSES THIS UNDER THE HEADING ~FRAMING TIME

IN COMICT AND SEQUENTIAL AT

99
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IN LEARNING TO READ COMICS
WE ALL LEARNED TO PERCEIVE

TIME SPATIARLLY,

OF COMICS, 7/ME AND SPACE
ARE ONVE AND THE SAME.

FOR IN THE WORLD

THE PROBLEM

IS THERES NO

CONVERSION
CHART/

FaY
=

P
|

THE FEW CENTIMETERS

WHICH TRANSPORT US FROM
SECOND 70 SECONVZ IN ONE
SEQUENCE COULD TAKE US A
LW DORED MILLION YEARS
IN ANO7THER.

S0, AS READERS,
WE'RE LEFT WITH ONLY
A VAGUE SENSE
THAT AS OUR EYES
ARE MOVING THROUGH
$PACE, THEY'RE ALSO
MOVING THROUGH
7IME-- WE JUST
DON'T KNOW BY
AHOW MUCKHS

Ly

%

T

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

SEQUENCE ARE AAM/ILIAR TO US.

T ALwAYS

MARY-ANNE WOULD
60 FOR GILLIGAN .

FIOURED

FROM A LIFETIME
OF CONVERSATIONS,
WE CAN BE SURE
THAT A “FAUSE”
PANEL LIKE THIS
LASTS FOR NO MORE
THAN SEVERAL
SECONDS.,
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BUT IF THE CREATOR OF THIS SCENE
WANTED TO LENGTHEN THAT PAUSE, HOW
COULD HE OR SHE DO SO7 ONE QBVIOUS

SOLUTION WOULD BE TO ADD MORE PANELS,
BUT IS THAT THE ONLY WAYY

D'YA THINK THE SOX I GUESS.
COULD FINALLY DO
IT ™IS YEART

IS THERE ANY WAY TO MAKE A WE'VE SEEN HOW
SINGLE SILENT PANEL LIKE THIS ONE TIME CAN BE
SEEM LONGEL,” HOW ABOUT WIDENING CONTROLLED THROUGH

THE SPACE BETWEEN PANELS 7 THE cowv7ENT OF
ANY DIFFERENCE 7 PANELS, THE MUMBER

OF PANELS AND

CLOSURE BETWEEN
PANELS, BUT THERE'S
STILL ONVEMOKE

HEY, T DESERWE A I GUESS.
BETTER J0B! T COUD

AS UNLIKELY AS 1T SOUNDS, THE PANEL S&4FPF CAN
ACTUALLY MAKE A D/FFERENCE IN QUR PERCEFTION
OF TIME. EVEN THOUGH THIS LONG PANEL HAS THE SAME
BASIC "MEANING" AS ITS SHORTER VERSIONS, STILL 1T
HAS THE FAFELING OF GREATER LENGTH/

THAT MADONANA , /
MAN, SHE'S ONE MIT
BABE! =
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EVER
NOTICED HOW THE
WORDS “SHOR7” OR
“ZONG" CAN REFER
EITHER TO THE
FTRST DIMENSION
OR TO THE
FOLRTH 7~

IN A MEDIUM
WHERE TIME AND
SPACE MERGE SO
COMPLETELY, THE
DISTINCTION OFTEN
VANISHES!

THE PANEL BORDER

IS OUR GL/PE THROUGH

7IME AND SPACE, BUT

IT WILL ONLY GUIDE US
SO FAR.

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

MOST OF US ARE SO USED TO
THE STANDARD RECTANGLILAR
FORMAT THAT A"BORDERLESS”
PANEL SUCH AS THIS CAN TAKE
ON A 7/MELESS QUALITY

HEY, ARE You
EYEN LISTENING
TO MET!

vl

WHEN THE CONVTENT
OF A SILENT PANEL
OFFERS NO CLUES AS
10 1TS DYRATION, 1T
CAN ALSO PRODUCE
A SENSE OF
TIMEL ESSNESS.

BECAUSE OF ITS
LINRESOLVED NATURE,
SUCH A PANEL MAY
LINGER IN THE
READER'S MIND.

AND ITS PRESENCE
MAY BE FELT IN

THE PANELS WHICH
FOLLOW IT.
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TIME 15

WHEN
"BLEEDS *ARE

15
/
2%
g

A
NO LONGER o7
USED - LE., CONTAINED 27%
WHEN A PANEL BY THE A
RUNS OFF THE FAMILIAR .;1 (A3}
EDGE OF THE ICON OF THE II]!’“.] g
FAGE --THIS CLOSED FANEL, |§“|mal '
EFFECT IS BUT INSTEAD i mke R
COMPOUNDED. HEMORRHAGES L
AND ESCAPES .
INTO
TIMELESS
SPACE

h\ —
1) N %
b B : -: | 4
S B &
A
e,

) HIIHWVWW s s
I '||" SUCH \‘ I E M| " “” 3 USED MOST OFTEN
IHHf L/ o IMAGES CAN W1 TEE B \ _ IN JAPAN AND ONLY
i1 f se7 7mEmoon \!'||| 1" ;-: IITEEELINITIIT | RecenTLy ADoPTED
l [If Or A semse oF E i | HERE IN THE WEST.
AACE FOR WHOLE _ .H ml 1

SCEMES THROUGH _ 1. - . | ”
THEIR LINGERIVG e |
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IN COMICS,

|

ANY PANEL

PANELS 8772, 70
COME--THIS MEXT
PANEL, FOR INSTANCE--
REPRESENT THE

FUTURE.

OTHER MEDIA, IN
COMICS, THE PAST
1S MORE THAN JUST
MEMORIES FOR
THE AUDIENCE AND
THE FUTURE IS
MORE THAN JUST

, POSSIBILITIES!
I | 1 | | Il ! [f1i |||I |
| i h :|||||1
!
7 -~ l /#! M~
A
B | | G
ey \ \
] [ A
AL 1N Lm|

LIKE A S$70RM FEON7, THE EYE MOVES
OVER THE COMICS PAGE, PUSHING THE

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

PAST IN ITS WAKE.

FAST AND
FUTURE ARE
REAL AND

V/SIBLE AND

ARG
o8

WHEREVER
THE EYE HITS

LAND, WE EXPECT
IT TO BEGIN

MOVING

FAST AND FUTURE!

AS IN F7L MV, ' THIS . BEFORE THIS--
7ELEV/SION AND PAN/E{ AND \! THAT LA%’?" ONE,
REAL LIFE” 7H/S PANEL FOR INSTANCE--
IT IS ALWAYS ALONE REPRESENTS THE
N VOW. |l \ REPRESENTS The PAST.
il I || N\ PRESENT. l | ” - (
WY [ I 1 i N | I |
I I I (LALLM d\‘
| V4 |} il |
":l.|.|
/-"1
//‘
% TS9N
v é_ /
N
A\ |/ A w-/l/ MF_/
LIKEWISE, ALL BUT LINVLIKE BOTH WHEREVER YOUR

EYES ARE FOCUSED,
THAT'S MOW. BUT
AT THE SAME TIME
YOUR EYES TAKE IN
THE SURROUNDING
LANDSCAPE OF

2\

| S

] BUT
EYES, LIKE ¥
S708MS, CAN
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ONE BEER WON'T
HURT.

DIRECTION,
EXCEPT TO

THE IDEA THAT THE
READER MIGHT CAHOOSE
A DIRECTION IS STILL
CONSIDERED EXO7/C.

I'LL JUST GO
HOME NOW.

HI,
AHOME T

TLL JUST DRIVE
AROUND A WHILE.

=9

O MY GOD/IM
IV THE WRONG

: HOUSES ])
PPy D

JUST KIDDING.
WHAT CAN I GET
YOU ?

’

TV
L
= 2=

0

VWHAT ARE YOL/

DOING HERE 7/
Iy \l

Y

NAAH T'LL
GO LEFT.

!
#
£54
,
D -
:

A

OH, A7,
MRE.GORDON/

CARL?

GOSH, T JUST DO YOU HAVE
WANTED TO RENT CARN/VAL OF
ANOTHER VIDEQ, SOLLS?

=

THIS MAY, IN PAKT,
BE THE INFLUENCE
OF OTHER MEDIA
LIKE AZM AND
TELEV/ISION WHERE
VIEWER CHOICE
HAS NOT GENERALLY
BEEN FEAS/BLE.

CONDITIONED AS WE ARE TO READ
LEFT-TO-RIGHT AND L/P-7O-DOVWN,
A MISCHIEVOUS CARTOONIST CAN
PLAY ANY NUMBER OF 7&/CAS ON US.

THE THE END oF 'Ll JusT
INCRED'BLE | THE MONTH,.. BoRROW é'OME
MoNEY FRoM
BRok E MYSELF IM THE
d AGAIN/ FUTURE!
b
@972 1
il ferzaly
{
Now I Canl MY CoMPLIMENTS
GO quT To | |fo THE CHEF, ANORES HE,\" |'
DINNER ! THE CHECK,PLEASE \
e o,
. /Z\@\ﬂ [\
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COMICS READERS
ARE ALSO CONDITIONED
BY OTHER MEDIA AND THE
REAL 7/ME” OF EVERYDAY
LIFE TO EXPECT A VERY
LIVEAR FROGRESS/ONV. JUST
A STRAIGHT LINE FROM
POINT A TO POINT &.
BUT 1S THAT
NECESSARY 7

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

BUT WEWER
FARTICIFAT/ON
IS ON THE VERGE
OF BECOMING AN
ENORMOL'S ISSLE
IN OTHER MED/A.

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

NEW CENTURY.

TIME
WILL

e

70

1980 |

106
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AS MENTIONED EARLIER,
7TME AND SPACE IN THE WORLD OF
COMICS ARE CLOSELY LINKED.

\13

i il]IIJL Ll b ad Ll

AS A RESULT,
SO TOO ARE THE
ISSUES OF Z7za7€ |||
AND MO770N. /|

W |

AS DISCUSSED IN CHAPTER

7HREE, MOTION IN COMICS
1S PRODUCED EE7WVEEN

PANELS BY THE MENTAL

PROCESS CALLED C2OSURE-- | /)

-~ USUALLY
BY TRANSITION
TYPES ONE
7WO...BUT LET'S
NOT GET INTO
7HAT AGAIN/

DESPITE COMICS' 7H&EE 7HOL/SANVD
YEAR H/STORY, 1T WASN'T UNTIL
TOPFFER'S M/D-/800s DOCDLINGS
THAT SAEC/F/C MOTIONS WERE
PORTRAYED IN COMICS IN THE NOW-
FAMILIAR BANEL-7TO-FPANEL FORM.

Hew, 1o B iGeHT AND wWiITTY
SecieTy, ONE SHOVLE BE
LEATED 1M~ PRDER TD
TALE THEATRES, CAsS/AeS,
AAD THE LATEST Mol —
SensSE (N eELERA L.

w i E s surERIOE Max 4
bl"i ONE JUMPE UP WiTH
A Réak oF LAVGHTER

WITHIN

A FEW YEARS,
HOWEVER,
MOTION WAS A

HOT7 7TOP/IC
INDEED/
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BY /880, INVENTORS THE WORLD OVER KNEW EVENTUALLY
THAT "MOVING P/CTURES " WERE JUST AROUND THOMAS ELISON,
THE CORNER. EMER YONVE WANTED 10 BE F/RS7/ | THAT OLD SCALLYWAG,
FILED THE FIRST
My JTFOEOSCOPE 1S SLPERIOR IV EVERY PATENT ON A

7E ZOETROPE”

WAY 70 THE OBSOLE PROCESS USING STRIPS
OF CLEAR FPLASTIC
Pﬂosraé }:‘": D FLM
WA,

LINVING S

ﬂlh..}

AS THE MOVING FPICTURE BEGAN ITS SPECTACLLAR RISE, A FEW OF
THE MORE RADICAL BAJNTERS OF THE DAY EXPLORED THE IDEA THAT
MOTION COULD BE DEPICTED BY A SINGLE IMAGE ON CANVAS.

THE FYTURISTS IN ITALY AND MARCEL DL/EHAMP
IN FRANCE BEGAN THE SYS7EMATIC DEL’OMPGS/?/ON OF
MOVIVNG IMAGES IN A STATIC MEDILIM.

)4

1T
WASN'T A
BAD IDEAS

Nude Descending a b
Staircase #2 by L
Duchamp

108

‘COPIED FROM PHOTOGRAPHS TAKEN BY EADWEARD MUYBRIDGE

CONC ERNED WITH

£ w
EVENTUALLY REDLICE
SLICH CONCEPTS AS

DUCHAMP SOON MOVED ON, THE FUTURISTS

DISBANDED AND FINE ARTISTS GENERALLY

LOST INTEREST IN THIS OTHER TYPE OF
“MOVING PICTURE"

BUT THROUGHOUT THIS SAME PERIOD |

\ ANOTHER MEDIUM, LESS CONSPICL/OUSLY,

HAD BEEN INVE:T!GAATTNG THIS
E .

I/




FROM |TS EARLIEST DAY'S, THE MODERN

COMIC HAS GRAPPLED WITH THE PROBLEM
OF SHOWING MOTION IN A S7AT/C MEDILUM.

AND
IN COMICS,
UNLIKE
PAINTING, IT
WAS MORE THAN

JUST A
THEORETICAL
QUESTION,

HOW DO YOU SHOW THIS ASPECT OF TIME
IN AN ART WHERE 72ME S7ANDS ST/HLF

S
=

THOUGH SEQUENTIAL ART SURVIVED FOR MANY CENTURIES 27 750L/7
DEPICTING MOTION, ONCE THE GENIE WAS OUT OF THE BOTTLE 1T WAS PERHAPS

NEVIZASLE THAT MORE AND MORE EFFICIENT MEANS WOULD BE SOUGHT.
AT FIRST, THIS SEARCH CENTERED ON MLZT/PLE IMAGES IN SEQUENCE.

BUT JUST AS A
SINGLE PANEL CAN
REPRESENT A 24V
OF TIME THROUGH
SOUND —-

--50 TOO
CAN A SINGLE
PANEL REPRESENT
A SPAN OF TIME
THROUGH
PICTURESS

SOMEWHERE BETWEEN THE FUTURISTS’
DYNAMIC MOVEMENT AND DUCHAMP'S
DIAGRAMMATIC CONCEP7 OF MOVEMENT
LIES COMICS” MO770N LINE"

eoeppeen
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IN THE BEGINNING, MOTION LINES--OR "Z/P-R/EECONS” AS SOME CALL THEM--
WERE WD, MESSY, ALMOST DESPERATE ATTEMPTS TO REPRESENT THE PATHS
OF MOoVING OBSECTS THROUGH SPACE.

DIE, FOOL THAT Tou

“POPEYE"AND "BRAGGO THE MONIK™ © KING FEATURES SYNDICATE, INC.

OVER THE YEARS, THESE LINES BECAME EVENTUALLY, IN THE HANDS OF #ER0/C
MORE REFINED AND S7YL/ZELD, EVEN FANTASY ARTISTS LIKE B/LL FVERETT
DIAGKANMMAT/C. AND JACK K/REY --

A ) ._’, . W JI_. “ / / Y4 ,“s
\ R\ /N
-

X

=

--THOSE SAME LINES BECAME $i0 STYLIZED AS TO ALMOST HAVE A L/FE
AND PHYSICAL PRESENCE ALL THEIR OCWN,”

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



BECALSE OF

BOTH THE MOVING
OF./EC7 AND THE
FACKGROLUNDS ARE
DRAWN IN A CLEAR,
ARTICULATED STYLE,
AND THE BATH OF
MOTION 1S IMPOSED
OVER THE SCENE.

o ADDITIONAL EFFECTS SUCH

AS MULTIPLE IMAGES OF
THE SUBJECT, ATTEMPTING TO
. INVOLVE THE READER MORE /.
DEEPLY IN THE ACTION.* 458

e o THEIR ABILITY TO DEPICT
ol T ACTION WITH DRAMA, SUCH
= | 7\ convsPreLiors ACTION LIVES Ji| 7
o —lm = HAVE BEEN AN AMERICAN /1 —==—F
= V= s SPEC/ALTY FOR }’54;?.5' 4l |
_— - .Tf‘.. = 2 -
L 1‘ Y " ! L_L_ = B R
| o
L;Li L-J : =7
. ——— tr 2
_}Z@TW — =—— iy
T e 1] S ]
%’ﬁ?@ — N ,W .
x ———
= = — ﬁ S
‘g =l e “:-u__:__;______‘
—r ey \ " i
- _ \ - = =~ -
s 4 7
IN THIS APPROACH,

STILL Q7HERS, SUCH AS

IN THE SIXTIES AND
SEVENTIES.

—— i |

B . [ MARVEL'S GENVE COLAN, BEGAN
S INCORPORATING PHOTOGRAPHIC
STREAKING EFFECTS WITH

SOME INTRIGUING RESULTS

T
iy

'm'llill I

n|l"M My

i
il

I
i l[' i “

| (I

i
{(§

Il

ll|

o [

[ il\”“'

[y

I

o

/|

* MULTIPLE IMAGES CAN BE FOLND IN THE
WORK OF KRIGSTEIN, INFANTING AND 112



e Lmsie oY

COLAN, WHO WAS ALSO A A/ M-BUFF
WAS OF COLRSE AWARE THAT WHEN A
CAMERA'S SHUTTER SPEED IS TOO SLOW TO

A CAR GOING AT 60 MFPH
MIGHT LOOK LIKE 7#/S.

FULLY FREEZE A MOVING OBJECT'S IMAGE,
AN INTERESTING BLURKING EFFECT OCCURS.
s

\'l -1

b W
. )
= '—J;-;-‘J-_ r;‘)r/j?/};’/j ,

A
"y
L

L~

= i P

P P i , ..-_.-..-. = g
W 727, /f?/»"‘f;j ?/“/2—7’;?’% ffﬁ-—'-r%

BY7T |F THE CAMERA MOVES W/7H THE MOVING OBJECT,
THAT OBJECT WILL REMAIN FOCUSED WHILE THE
BACKGROUND WILL NOW BE STREAKED.

AMERICAN COMICS
ARTISTS TOOK
LITTLE OR NO INTEREST
IN THIS KIND OF
FPHOTOGRAFPHIC

e M

AND IN £L/ROPE
WHERE MOTION
LINES WERE USED
ONLY SPARINGLY,
IT WAS LIKEWISE

BUT IN JAFAN.
AGAIN, A V‘{ERY DJFFERENT

COMICS CULTURE EMBRACED
THIS VERY DIFFERENT

” ONCE  \

:

Z

1
\ CONCEPT OF MOTION AS

A

SN

= e o L& =
S ~ ey e L———
e — =
_—
Y
.t f ———
i =
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V" svzsecrve
MO7TON. AS I CALL
IT, OPERATES ON THE
ASSUMPTION THAT IF
OFSERYING A MQVING
OBJECT CAN BE

INVOLVING, BE/NG
THAT OBJECT SHOULD

BE MORE SO.

JAPANESE
ARTISTS, STARTING
IN THE LATE 607%.
BEGAN PUTTING THEIR
READERS W 7HE
DRIVERS SEAT~ WITH
PANELS LIKE 7#HESE

AND
STARTING IN THE
MID-EJ/GHTIES,
A FEW AMERICAN
ARTISTS BEGAN TO
ADOPT THE EFFECT IN
THEIR OWN WORK,
UNTIL BY THE EARLY
NINETIES IT HAS
BECOME FAIRLY
COMMON.

ARE THESE
THE ONLY WAYS
WE CAN PORTRAY

MOTION IN A
S/NGLE PANEL T,
THINK ABOUT
IT:

OE#H 2247



LAV VR

IN A --THE --%&H AS » Pa-SIESDO =
MEDIUM WHERE STORYTELLER THE POLYPTYC M v
TIME AND SPACE HAS SOME UNUSUAL WHERE A MOVING' A CONTINYOUS

MERGE-- TOOLS AT HIS/HER FIGURE OR FACKGROUND.
DISPOSAL-- FIGURES--
ol |c
3 If .-frr/i J‘II/;{!“_ - — E‘ L;
\ b2 7
1 C —
pE
ol | ] o |o -{ ~—) o
[
=
BY INTRODUCING HERE, THE

FOLLOWS A VERY
DIFFERENT SET OF |-
RULES THAN IN =

r”

7/ME INTO THE
EQUATION, COMICS
ARTISTS ARE
ARRANGING THE
PAGE IN WAYS NOT
ALWAYS CONDUCIVE
TO TRADITIONAL
PICTURE-MAKING.

IF THE COMPOSITION
OF A SINGLE PANEL
IS TRULY PERFECT,”
DOESN'T THAT IMPLY
THAT IT CAN--0OR
EVEN SHOULD--STAND
ALONEZ

OE
/'

el
(ot

COMPOSITION OF
THE P/ICTURE 1S
JOINED BY THE

COMPOSITION OF
CHANGE, THE
COMPOSITION OF

DRAMA

~
14

THE NATURAL WORLD CREATES GREAT
EEALTY EVERY DAY, YET THE ONLY RULES
OF COMPOSITION IT FOLLOWS ARE THOSE

OF FUYNCTION AND

CHANCE.

\‘.
i

COMICS,
AT ITS BEST,
SHOULD DO

NO LESS.

1




AS WE'VE SEEN, THE INTERACTION OF 7#/¥1& AND

COM/C S GENERALLY LEADS US TO ONE OF TWO SUBJECTS:

SOUND OR MOT7OMN.

———— |

= = —— : o ————e

\

SOUND BREAKS
DOWN INTO 7M/0
SYBSETS: WORD
BALLOONS AND

SOUND EFFECTS.

BOTH TYPES ADD TO THE DURAT770N
OF A PANEL, PARTIALLY THROUGH THE
NATURE OF SOUND /73ELF AND BY
INTRODUCING ISSUES OF AC7/ON AND
KRKEACT/ON.

‘1"

I/

MO770N ALSO
BREAKS DOWN INTO
TWO SUBSETS.
THE FIRST TYPE--
PANEL-TO-FPANEL
CLOSURE -- WAS
IMPORTANT ENOUGH
TO MERIT ITS OWN

CHAPTER.
a1 1/ A

THE O7HER TYPE -— MOTION M7 7N
PANELS --CAN BE FUR7HER DIVIDED
INTO SEVERAL DISTINCT S7M.ES. 1I'VE
COVERED THE ONES .Z KNOW, BUT THERE
MAY BE MANY O74ERS. TIME WILL TELL.

THE WORKINGS OF

TIME IV COMICS SHOULD
BE AS SIMPLE AS--

—-7WO--

1'-‘-“‘ f‘c"fﬂtl‘

OO

--7HREE-~

i i
i --BUT "\
{ THEY'RE }i
NAVOo7. A

1] Y

-y
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I'VE BEEN TRYING TO FIGURE QUT
WHAT MAKES COMICS “77CK™ FOR
YEARS AND I'M STILL AMAZED

L1 BY THE S7RANGENESS OF IT ALL.

. l | [ ?
5NAP-?”\ ‘5NA :
7 A\ P3 ~
= -~ <
b e » —H L
AC#
% i ; i i RN

[ G

BUT
NO MATTER HOW
B/ZARLCE THE
WORKINGS OF TIME
IN COMICS 1S--

e

--THE FACE
IT PRESENTS TO
THE READER --

— 1S ONE
OF SIMPLE
NORMALITY.

|

OR THE
JLLLS/ON OF IT,
ANY WAY.

117

ALL
DEPENDS ON
YOUR FRAME
OF MIIND.

7




WRITING AND ART
SCOTT McCLOUD

LETTERING
BOB LAPPAN

EDITORIAL ADVICE AND
SELECTIVE EGO-TRIMMING

STEVE BISSETTE
KURT BUSIEK
NEIL GAIMAN
BOB LAPPAN

JENNIFER LEE
LARRY MARDER
IVY RATAFIA

EXTRA SPECIAL THANKS
WILL EISNER

EDITOR
MARK MARTIN

A paperback edition of this book was originally
published in 1993 by Kitchen Sink Press. It is here
reprinted by arrangement with Kitchen Sink Press.

UNDERSTANDING COMICS: THE INVISIBLE ART. Copyright
© 1993 by Scott McCloud. All rights reserved. Printed in
the United States of America. No part of this book may
be used or reproduced in any manner whatsoever with-
out written permission except in the case of brief
quotations embodied in critical articles and reviews.
For information address HarperCollins Publishers, Inc.,
10 East 53rd Street, New York, NY 10022,

HarperCollins books may be purchased for educa-
tional, business, or sales promotional use. For
information please write: Special Markets Department,
HarperCollins Publishers, Inc., 10 East 53rd Street,
New York, NY 10022.

First HarperPerennial edition published 1994.

s8N 0-06-097625-X (pbk.)

94959697 9B RIPON 10987654321

ANY SIMILARITY BETWEEN CHARACTERS/INSTITUTIONS IN THIS WORK

TO ACTUAL CHARACTERS/INSTITUTIONS IS UNINTENDED

ENTIRE CONTENTS COPYRIGHT SCOTT McCLOUD UNLESS OTHERWISE NOTED
UNDERSTANDING COMICS IS A TRADEMARK OF SCOTT McCLOUD

ALL RIGHTS RESERVED






