LATER N LIFE, 1 FOUND O7HERS WHO HAD S/MILAK DAYDREAMS AS CHILDREN.
NONE OF US EVER REALLY BELIEVED THESE THEORIES, BUT WE HAD ALL BEEN _—=
FASCIVATELD BY THE FACT THAT THEY COULD NOT BE DASPROVED,” -

CHAPTER THREE

BLOOD [N THE GUTTER. @%¢ : s I
U\ . . iy __,)’Lu,_-__\],,.u# .
: “ NN IS
LS X ST L Ll Sy WIS 3 f g PS4 iy it 4 LA Gl £ b _miri e
L L m . Am - L AT pa—
Tl e —- - — - o - - - —— e e O
NN kA P R =L —_—— s ma
WHEN T WAS VERY YOUNG, T HAD A RECURRENT ZAYDREANM THAT THE JUHOLE IWORLD VEN 7ODAY, AS T WRITE AND DRAW THIS T'VE NEVER BEEN I'VE NEVER SEEN
WAS JUST A SAOM/ PUT ON FOR MY SENVEF/7, THAT UNLESS T WAS PRESENT TO = ELl, I HAVE NO GUARANTEE THAT TO MMOROCCO, BUT THE EARTH FROM
$EE THINGS, THEY JUST-- - B e L 2SR er ITHING EXISTS OUTSIDE OF WHAT My I TAKE [T ON #4/7# | | $PACE FIRSTHAND,
: RSl IVE SENSES KREFORT TO ME* THAT THERE /S A YET 1 TRUST THAT
: e = MOROCCO.S THE EARTH IS
/////// "
LR ;
. Ly
LRGN - CEASED TO EXFST = A
E: NEVER BEEN IN THIS PANEL
N-THE HOUSE' YOU CAN'T EVEN
TROSS THE STREET, SEE MY LEES, EVEN
ASSUME 1T YET YOU ASSUME THOUGH
AN INTERIOR, THAT THEY'RE THEY'RE
AT 1T ISN'T JUST THERE. NOT/
OME BIG MOV/E
FN A17 _ A4 > N
. A - e =4
SN I. 'f
AT LR A = Py Al
] "
- . L I e l I ?/‘L_A 14»7 7 =
- - . :- \ \ \
et L AT ANL 12 1O o 1 ot ol 15 % s i g et O PO LA RS L LA 34 f it AL o e raiae e w |,“ ‘
P P U U —rem - 1 j ¥ =L\ B
O P g . e - ——— — w\ 't q L/
L] h

NOT TO SAY QUR SENSES ARE ANY KIND
60 E OF GLIARANTEES 61




ALL OF US PERCEIVE THE
WORLD AS A WA0LE THROUGH
THE EXPERIENCE OF QUR
SENSES.

e

YET QUR SENSES CAN

ONLY REVEAL A WORLD

THAT IS FRAGNIEN TED
AND /WNCOMPLETE

EVEN THE MQST M7/DELY
TRAVELLED MIND CAN ONLY
SEE $O MLCH OF THE WORLD
IN THE COURSE OF A LIFE.

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

FRAGAENTS.

AS AT, WE'RE LVABLE

TO COMMIT THAT ACT OF FAITH.

IF WE CAN'T $EF 17, HEAR IT,

WHIELL 1T, ZASTE \T OR 70UCH 1T,
IT ISN'T 7HERES

([@(\

<%,
L

gl | \

1 =
=11 1 Q‘

¢

"

N
N

o

\

THE GAME “FEEA-A-BCO” PLAYS
ON THIS IDEA. GRADUALLY, WE ALL
LEARN THAT EVEN THOUGH THE SYGA 7
OF MOMMY COMES AND GOES,
MOMMY REMAINS.

THIS PHENOMENON QF
OFSERVING 7HE PARTS BUT
FPERCETVING THE VikHOLE
HAS A NvamiE,

iT's
CALLED

CLOSURE.

SOME FORMS OF CLOSURE ARE
DELIBERATE INVENTIONS OF
STORY7TELLERS TO PRODUCE
SUSPENSE OR TO CHALLENVGE
ALDIENCES, '

N QUR DAILY LIVES, WE OFTEN
COMMIT CLOSURE, MENTALLY
COMPLETING THAT WHICH 1§
INCOMIPLETE BASED ON PAST

EXPERIENCE,

OTHERS HAPPEN AL7CMATICALLY,
WITHOUT MUCH EFFDRT.., FPART

OF BL/SIVESS AS LI8LAL.

(9

=g

@@r\
@

i

YL |

@

IN BECOGNIZING BND RELATING
70 O7THER PEOPLE, WE ALL
DEPEND #&AV/LY ON QUR LEARNED
ABILITY OF CLOSURE,

uly
;

N AN
INCOMPLETE
WORLD, WE
MUST DEPEND
ON CLOSURE
FOR OLIR VERY »
SURV/IVAL. Ae




CLOSURE CAN TAKE ' : N
MANY FORMS. SOME V. FLECTRONIC

\NMFPLE, SOME COMPLEX, ' : E%lﬂ/%%}i?; \

A STORY QF con

7 IN AL, CLOSURE TAKES PLACE CONZINUOLSLY--

O H TWENTY-FOUR TIMES PER WECOND, IN FACT-- AS QUK
A MINDS, AIDED BY THE PERS/STENCE OF V/S/ON,
0O TRANSFORM A SERIES OF §7/L PICTL/RES INTO

TINVE QLS ATO7T7CN.

HEi

O 0O 0O 0 O © O

O o © O ©C OO ¢ O

- [ SOMETIMES, A MERE $&422 or |- THE MENTA i
, L PROCESS DESCRI

. 0&%@%&;‘5 rlas ENGUGH TO o, IN CHAPTER 7T WHEREEE’BE'D

CLOSURE. THESE LINES BECOME A S4cE

COULD BE CONSIDERED CLOSLIRE.

EVERY TIME WE SEE

QUR EVES TAKE IN

A PHOTOSRAPH THE ARAGMIENTED, A - THERE LIES
2 ND
nemapii D | | sackano-wrrre’ | B oUR MiNDs S COMMUNICATION
MAGAZINE WE i K o, 1 TRANSFORM IT --OF THE AND EXPRESSION
| CoMar ereisiee. ALE-TONE INTO THE PHOTOGRAF? WHICH USES CLOSURE

7 "/?E,-wry"-- . LIKE NO O7HER,.,

ANCHOR BOOKS, 1983,

MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELEV/S/OMNV,

HICH, IN REALITY, 1S JUST A SINGLE POINT OF LIGHT,

ACINVG ACROSS THE SCREEN SO BS487 THAT IT'S DESCRIBED

Y FACE HLNDEEDS OF 7/AEES BEFORE YO/ CAN EVEN SWALLOW
THAT CORN CHIPT ™

BETWEEN SUCH
AL7omATIC
ELECTRON/C
CLOSURE AND THE
SIMPLER CLOSURE
OF EVERYLAY
LIFE--

" A MEDIUM WHERE THE AUDIENCE 1S

7IAE BND AI07700V.

A WILLING AND CONSCIQUS COLLABORATOR
AND CLOSURE IS THE AGENT OF CHANVGE,

* MEDIA GURL TONY SCHWARTZ DESCRIBES THIS B
- AT LENGTH IN HIS BQOK MEZIA, THE SECOND GOD,

1y



NOTHING
1S SEE BETWEEN
THE TWO PANELS,
BUT EXFER/ENCE
TELLS YOU SOMETHING
MUST BE THERE!

S COMICS PANELS FRACTLRE BOTH 7IME MAND SEPACE, OFFERING A JAGGED,
STACCATO RN Y 7HM OF UNCONNECTED MOMENTS.

SEE
THAT SPACE
BETWEEN THE
PANELS T THAT'S
WHAT COMICS

AFICIONADOS HAVE
NAMED "7%&
| GUTTER

AND DESPITE
ITS LINCEREMONIOLS
7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MYSTERY THAT ARE
AT THE VERY MHEAR7
- OF ComiicCs”

BUT CLOSURE ALLOWS US TO (ONVVEC7 THESE MOMENTS
AND MAENTARLLY CONSTRLCT A CONTINLOUS, LINIFED REALITY,

IF YASLAL AND SINCE QLR - THEN, IN A
SCONOGRAFHY IS DEFINIT/ON OF 1 VERY REAL SENSE,
: HERE 1N < THE VOCABLLARY OF COMICS HINGES ON CoOMICS F8§
2INBO OF THE COMICS, CLOSU/RE 1S THE ARKANGEMENT CLOSHRES
GUTTER, HLMAN 1S GRAMMAR. OF ELEMENTS S -

SVIAGINATION
TAKES TWO SEPARATE
g IMAGES AND 7RANS-

A FORMSE THEM INTO

N - \1" . Mj g N
= | _

CONOGRAPHY

p— gy LY

CLOS URE




THE CLOSHURE OF BUT CLOSLRE N COAICS IS -ro KILL A MAN PARTICIEATION

ELECTRON/C MEDIA AAR FROM CONTINUOUS AND e IS A POWERFUL FORCE X 30 S
IS CON7TINUOLS, LARGELY ANYTHING BUT INVOLLN TARY BT g N ANY MEDIUM. ] J\;%\\é I
INVOLUNTARY AND 15 TO COND FILMMAKERS ZONG AGQ V=" SN f -
VIRTLALLY _ HIM TO A REALIZED THE IMPORTANCE B4 ~ )& /A 7]
IMIERCEPTIBLE. : HOLISAN OF ALLOWING VIEWERS w 'z PN
G EATHS. TO USE THEIR a
‘ % \%* 3 . IMAGINATIONS.
: N > .. R .\'R *.‘Xi}
e ) 9;‘ :
TR - e N &’
g[\{?“ - < oo
2 =)
i ( 7
F.  BUT WHILE A/ZM MAKES FROM THE 7OSS/NVG OF A BASEFALL
NOW YOUDJE #7 — I LSE OF AUDIENCES’ [MAGINATIONS TO THE ZEATH OF A PLANEZ, THE
we = EVERY . FOR OCCAS/ONAL EFFECTS, READER'S DEL/BERATE, VOLUNTARY
= ACT COMMITTED - COMI/CS MUST USE 1T CLOSURE 1S COMICS FRIMVIARY MEANS
NO.’ = —= C—g?\,q TéSpEA%z ??é :]p.l{g 3 FAR MORE OF 78N/ OF SIMULATING 77A1E AND MOTION.
l§ 0’ = == AJDED AND ABETTED ' ‘
. o = : : BY A §HENVT ; - . R ‘
& %E.;a ACCONIPLICE, ‘ : s B
) 4 = = ! p 4
WG e = = TTHE :
i e 185 G % e il e
; :\) ;;i ] 'IF')% -~ '.!ﬂ%E_ : k 4
. ' - il w5 pnitiee
I ) - . TN ;gi‘* ﬂil'i' j Wit i
ey 0
Nz, TS e a1
A \ F H't! b !H .
f {H | i N
I MAY HAVE DRAWN AN AXE BEING
RAISED 1N THIS EXAMPLE, BUT T'M p ALL OF You
£ NOT THE ONE WHO LET I DROF ICIPATED LET'S
;fq kr,‘,;’;; OR DECIDED HOW 4AED THE BLOW, IN THE MURDER. N COTNCE SOSTERS TAKE A LOOK
/N CRIME - OR W0 SCREAMED, OR JVH Y. A ST o HEL D, AN INTIMACY SURPASSED AT THE
KNOWN AS CHOSE YOUR SPOT- ONLY BY THE &/ 77&E/V CRAFT
THE W%%p, ,é\za \é‘/lE/l’L' SEC‘;?\’IET
CONZRACT BETWEE
READER, CREATOR AND
ALDIENCE.,
HOW THE CREATOR 4 &
HONORSE THAT CONTRACT < A=
h IS A MATTER OF BOTH = IS
) AZ7 AND CRAFT. s ﬂ e
L] il | AL
ﬁ;d o b ot t\- =
iy A ey - = N ~H
‘ 7HAT, DEAR READER, WAS YOUR )
SPECIAL CRIME EACH OF YOU

COMMITTING IT IN YOUR OWN $7)2&E

68 _ 69




MOST '
PANEL-70-PAVEL
TRANSITIONS IN COMICS
CAN BE PLACED IN ONE
QF SEVERAL DISTINCT
CATEGORIES. THE /R8T
CATEGORY —— WHICH WE'LL
CALL MORIEN 770
MOMIER 7--REQUIRES
YERY L/77LE

CLOSURE.

NEXT
ARE THOSE
TRANSITIONS
FEATLURING A SINGLE
WUB/ECT IN DISTINGT

ACT/ON-TO-ACTION
PROGRESSIONS.

" THE NEXT
TYPE TAKES LS FROM
SUBSECT-TO-SUBSECT
WHILE STAYING WITHIN A
SCENE OR IDEA. NOTE
THE DEGREE OF READER
IVVOLVEMENT NECESSARY
TO RENDER THESE
TRANSITIONS
MEANINGFUL.

DEDUCTIVE
FEASONING 1S
" OFTEN REQUIRED IN
READING COMICS SLICH
A% IN THESE SCENE~
-7O~-SCENE TRANSITIONS,
WHICH TRANSPORT US
ACROSS SIGAVFICANT
DISTANCES OF 7IE
AND 6’/746‘5.

HE CAN'T
OUTRUN US
FOREVER!

WELL,
AT LEAST

JERRY

NEVER

BOMBAY!| | FARIS! NEW YORK!

NO ONE COULD |8
HAVE SURVIVED H
THAT CRASH/

BTy BA
YOURE Bl



A FIFTH
TYPE OF TRANSITION,
WHICH WE'LL CALL
ASPECT-TO-ASPECT,
BYPASSES 7/ME FOR THE
MOST PART AND SETS A
WANDERING EYE ON
DIFFERENT ASPECTS
OF A PLACE, IDEA

OR MOOD.

5.

AND
FINALLY, THERE'S
THE NMON-SEQUITLR,

WHICH OFFERS NO

TS ZAST CATEGORY

GGESTS AN INTER-
TING QUESTION.

[T POSSIBLE FOR

v SEQUENCE OF
PANELS TO BE

LOGICAL RELATIONSHIP
BETWEEN PANELS
WHATSOFEVER .

"EACH OTHER?

LLY UNRELATED

PERSONALLY, I
DON'T 7H/VK 5Q.

NO MATTER
HOW DISSIVIILAR
ONE IMAGE MAY BE

TO ANOTHER, THERE

1S A KIND OF--

~~ALCHEMY
AT WORK IN THE
SPACE BETWEEN
PANELS WHICH CAN
HELP US FIND
MEANING OR
RESONANCE N
EVEN THE MOST
VARRING OF
COMBINATIONS.

A

DEVELOR

BY CREATING A
SEQLENCE WITH
TWO OR MORE
IMAGES, WE ARE
ENDOWING THEM WITH
A SINGLE--

~-QVERRIDING
FDENTITY, AND
FORCING THE VIEWER
TGO CONSIDER THEM
by, AS AMWHOIE &

CLOSLRE
FOR BLOOD,
GUTTERS




4 {/
#,
q (/
o , =
HE CAN'T TEN YEARS
OUTRUN b LATER..,
IE
1
B 2 ?,
i
| !
= e’.
>" \;
5510 B
‘ ?,
3 2 NY
J3t
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e B rie ©
ot Sl o
i O _: (ol 2

THIS SORT OF
CATEGORIZATION “
IS AN JNVEXACT SCIENCE
AT EES7 BUT BY USING
QUR TRANSITION SCALE
AS A 700 -~

--WE
CAN BEGIN
TO UNRAVEL SOME
OF THE MYSTERIES
SURROUNDING THE
INVISIBLE ART
OF COMICS
S STORY TELLING !

MOST SAINSTREAM
COMIES IN AMERICA
EMPLOY STORYTELLING
TECHNIQUES FIRST
INTRODUCED BY
| SACK KIRBY, 50
LET'S START BY
EXAMINING THIS
LEE-KIRBY COMIC
FROM 1966.

ALTOGETHER, T COUN
NINETY-FIVE &
PANEL-TC-PANEL
TRANSITIONS,
LET'S SEE HOW.
THEY BREAK DOWN |
PROPORIIOMATELY,

bolFartashz
3, Fowr

ART @ MARVEL ENTERTAINMENT GROUP, ING.

BY FAR, THE MOST COMMON TYPE QF
TRANSITION IN KIRBY'S ART 18 ACTION-

~FTO-ACTION. I COUNT S/XTY-74#0 OF

THEM IN THIS STORY-- ABOUT S/¥7y-
FVE PERCENT OF THE TOTAL NUMBER.

[ TRACED AND SIMPLIFIED FOR CLARITY'S SAKE]

SUESECT-TO-SYBJECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL NV/IVETEEN:
ABOUT 7HVENTY PERCENT OF THE TOTAL NUMBER

714

”AND SINCE ALL

OF THE REMAINING
‘RANSITIONS ARE FROM
SCENE-T0-

E-TO-SCENVE,
WE HAVE THE
. FOLLOWING
BREAKDOWN.

657

20%

15%

AS A BAR GRAFH
IT WOULD LOOK
SOMETHING LIKE
7H/S.

123%5¢

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

PPARENTLY MO77 HERE'S A GRAPH OF
ANEL TRANSITIONS IN HERGE'S 7/ 7IN
\ND THE PROPORTION ARE VERY:

: SN AR TO KIRBY'S

=2

NOW, HERGE'S AND
KIRBY'S STYLES
ARE NOT7 SIMILARY
IN FACT, THEY'RE
RADICALLY
DIFEERENT Y

1S THERE SOME KIND
OF LIAVTVERSAL
FPROPORTION AT
WORK HERE, OR
S THERE ANOTHER
COMMION LINK T
MAYBE A SIMILARITY
OF GENRESF

A RANDOM
SANMIPLING OF
VARIOLIS AMERICAN
COMICS SHOWS THIS
SAME PROPORTION

KAMEN #1

*HEARTBREAR SOUP™

BETTY & VERONICA

NAUGHTY BITS

PRETTY
CONSRSTENTLY. CLAREMONT & LEE G. HERNAMDEZ DOYLE £DECARLO GREGGRY
FIRANK INTHE RIVER A CONTRACT WiTH GOD MALS DONALD DUEK.
T 1
] = 7
WCODRING EISNER SPIEGELMAN BARKS




A SURVEY
OF WELL-KNOWN
EUROPEAN RRTISTS
YEILDS S/M/AR,
IF NOT Qur7# AS
LINIFORM,
RESULTS.

WHAT
CAN WE
DEDLICE
FREOM
THISY

SQUERK THE MOUSE

ASTERIX

T

IWELLOME TD AFLLOL

—

FMATTIOLY

GOSCINNY & VDERZD

CrRISTIN & MEZIERSS

) Y MANEATIANY

TRt

CLIK!

I

=

MaMARA

THE BLACIK 15U~

Hergg

J005T SWARTE -

—WHILE IN THE
=74 TYPE, BY

AND, OF COURSE,
NON-SEQUITURS

PEEINITION, NOTHING
HAPPENS* AT ALLY

AKE UNCONCERNED

WITH £2EN/7S OR

ANY AVAREATIVE

PURPOSES QOF ANY
SORT.

123456

f
!

ARE THESE
THEEE TYPES OF
TRANSITIONS ALL
ANYONE SHOULD EVER
NEED 7O TELL A STORY
IN COMICS ¥

IF WE CHOOSE "To

OF EVENTS, THE
THE PREDOMINAN
OF TYPES 2-4 AR

EASILY EXPLAINE

SOME EXPERIVMENTAL
COMICS, LIKE THOSE OF
ART SPIEGELVIANS
EARLY PERIOD, EXPLORE
A FULL RANGE OF
TRANSITIONS -~

A
!—J'I

~~THOLIGH
GENERALLY
IN THE SERVICE OF
EQUALLY RADICAL
STORJES AND
SUBJECTS.

TORIES FROM SPIEGELMAN'S

TEZUKA IS A FAR
CRY FROM THE

BUT BEFORE WE
CONCLUDE THAT TYPES
2-4 HAVE A MONOPOLY

ON STKAIGHIFORWARD HIS STORYTELLING

STORYTELLING, LET'S IS CLEAR AND
TAKE ANOTHER_LOOK STRAIGHTFORWARD.
AT OSAMU TEZUKA BUT LOOK AT oW
N FROM APAN. 4 - HE CHARTS”

EARLY SPIEGELMAN.

/12345856

INTHOLOGY BREAKDOWNS:
/< ] T iiﬁ_f__
_,:17/
B\
ON'TGETAROUND  INTRODUCTION  “MAUS ™
T;{/EES 2-4 SHOW LCH ANYMORE" (ORIGINAL)
THINGS HAPPENING SHOWS AcC77ons
IN COVCrSE, LIKE TYPE 2, BUT '
EFFICIENT Yvays. IT TENDS TO REQUIRE N
SEVERAL PANELS TO Ny
DO WHAT TYPE = < 73 -
DOES IN 7a410-- 5 5 ]
“SKINLESS  “PRISONER ONTHE “CRACKING
123456 123%5% PERKINS™  HELL PLANET™ JOKES™
= = = 1
= - —
222 ] ==
=
= =
s ]
FRONT AN “ACE-HOLE MIDGET  "REAL
- BACK COVERS ~ DETECTIVE"  DREAM"1975
76

JUST WHAT IS GOING ON HEREY

77

WINZAL NWYSO © Lty




ART @ OSAMU TEZUKA.

ACTION-
-70-ACTION
TRANSITIONS

STILL DOMINATE
IN TEZUKA'S
WORK, BUT TO

IN FACT, S/ BSECT-70-
SLE/ECT TRANSITIONS
ACCOUNT FOR NEARLY
"AS MANY AS ACT7ON

ASFECT-

TRANSITIONS
HAVE BEEN AN
JNTEGRAL PART
OF JARANESE
TAINSTREAM

A LESSER
DEGREE.

P~

COMICS NLMOST
FROM THE VERY
GEGINNVING.

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

AINAWEIA LO HIVA AIDHL LD TTILY

THOUGH THE LATTE
TYPE ONLY ACCOUN;
FOR FOLR PERCEN.
OF THE TOTAL, SUC
SEQUENCES CONTRA
STRIKINGLY WITH T|
WESTERN TRADITION
EXEMFPLIFIED BY
KIRBY AND HERGE.

70-ASPECT \

TIAZIN NUEDIHS @ LHY

MOST OFTEN USED TOQ ESTABLISH A A100D OR A SEVSE
OF FLACE, TIME SEEMS TO WAND S77LL IN THESE QUIET,
CONTEMPLATIVE COMBINATIONS,

EVEN
SEQUENCE, WHILE
STILL AN ISSUE, SEEMS
FAR LESS IMPORTANT
HERE THAN IN OTHER
/ TRANSITIONS,

THAN ACTING

AS A BRIDGE
BETWEEN

BUT, MOST STRIKING
OF ALL 1S THE SLUBSTANTIAL
FRESENCE OF THE FIFT#
7XPE OF TRANSITION, A
TYPE RARELY $EEN

IN THE WEST.

SEFARATE
MOMENTS, THE

READER AERE

MUST ASSEMBLE
A SNGLE

MOMENT USING
SCAT7ERED
FRAGUENZS.

‘CLVS 'H @ 1HY




IN EXAMINING
SEVERAL JAFANESE ARTISTS,
WE FIND SIMILAR
PROPORTIONS TG TEZLUKA'S, ]
INCLURING A HIGH INCIDENCE - - —
OF THE F/F7# TYPE, B " —

750 Ribgr FATHER £ sond WOLE % CuB
WHY ¥ =7 5 ) HAYASE 2,05 (MA KOIKE 2 KOJ(MA
=
2 2
/:_ ]
7] 2 ] ARIRA CH Bors oo PHOEM IX
s HKATSUHIRD OTOME SHOTARD ISH)Hay OGS/ TEZVKA ”
1
A €3 TR

N
freces \\“. Q
4f;-";;§ -3 M w n‘M
4 iplles
7 =i, ““E:""{J{i\ <o
]

Sl gy 2
Ydp w <

TRADITIONAL
HVESTEEN, ART

BUT, IN THE £AS 7,

. ' THERE'S A B7CH
LENG7H MAY BE ONE OF 5

THE FACTORS AT WORK HERE. MOST

WHEN INDIVIDUAL FEATURES ARE

COLLECTED, THEY MAY RUN FOR \ T S N L'TEL?T}J fn%cu-i iﬁg‘yz’gg%%%%gﬂ
, icts DON'T #anDE -
JAPANESE COMICS FIRST APPEAR. N THOUSANDS OF PAGES. ) ' 3 S OF ART.
ENORMOUS ANTHOI06Y TITLES WHERE 1 - & - A ON TT\E%E?%‘ HekE JoRe
THE PRESSURE ISN'T AS GREAT ON Ak i e Z 1 ) BT A7 GOAL -CRIENTED RN VA
ANY ONE INSTALLMENT TO SHOW 08 s MM CLRLTURE. ) C -
A LOT “HAFPENING e ',l“:“““ g\b. N - Y4 B R
e ang, 53 .’,'
L] !ﬂﬁﬁoﬂ @ ,f”
1H 1} accan =) s
1Br 5:::,6 (e g .. ;
1 ) B [G) I P
T 0 B =T
1 BN ’ -.h' . e .
U s [=] - N
=k VR R O ] ~ < % . /
: .
L X =N >
AS SLICH, BUT T DON'T THINK

DOZENVS OF PANELS
CAN BE DEVOTED
TO PORTRAYING
SLOW CIVEMATIC
MOVEMENT OR TO
SETTING AMooD,

2 e
|

LONGER STORIES ARE
THE OAZ)Y FACTOR,
OR EVEN THE MOST

HUPORTANT ONE

Fr

I BELIEVE THERE'S SOMETHING A
BIT MORE £ZMzameEn7as7 TO THIS
EAST/WEST SPLIT,

FARTICULAR

TEZUKA

THROUGH THESE AND
OTHER STORYTELLING
TECHNIQUES, THE

JAPANESE OFFER A
VISION OF COMICS
VERY DIFFERENT
FROM QUR OWN.

FOR
IN JAFAN
MORE THAN
ANYWHERE
ELSE, COMICS

r

1S AN ART— /

-\,




THE IDEA THAT ELEMENTS
CWMI7TED FROM A WORK OF ART
ARE AS MUCH A PART OF THAT WORK
AS THOSE /NCLUPED HAS BEEN
A SFECIALTY OF THE £A4S7 FOR
CENTLR/ES,

--OF ‘
INTERVALS. } -

IN THE VASZ4Z
ARTS, THE IMPACT
OF EASTERN
IDEAS WAS BOTH
POWERFUL AND
LASTING,

KADITIONAL EMPHASIS IN WESTERN

IN THE GRAPHIC ARTS THIS HAS MEANT IN MUSIC TOO, WHILE THE WESTERN LIPON THE PRIMACY OF FOREGROLND
A GREATER FOCUS ON SAGLIRE/GROLND CLASSICAL TRADITION WAS EMPHASIZING - E .
RELATIONSHIPS AND “AEGATIVE SPACE” THE CONTINUOLS, CONNECTED WORLDS OF

PAINTING BY AL HELD

MELODY AND HAKMONY, FASTERN CLASSICA i IS CALLED? ¥
1 [ T ER N

MUSIC WAS EQUALLY CONCERNED WITH THE = D
ROLE OF S/HZENCES : MENV TATION A
. V' NEW . o ty |

FACSIMILE
OF "FIGURE"

"THE GREAT WAVE OFF KANAG'AWA" BY HORUSAI (18297
CTURN THIS PICTURE UPSIDE DOWN TO SEE THE O7HER
WAVE OF NEGATWE SPACE.. . NATURE'S YIN ANMD YANG.)

1948

IN THEATRE, THE tDEA THAT THE MASTERY OF ANY MEDIUM
SLESS 1S MORE” MAS REAL PRACTICAL USING MINIMAL ELEMENTS HAS

= IMPLICATIONS, ONE OF THE MOST LONG BEEN CONSIDERED A NOBLE
SUCCESSFUL SHOWS IN HISTORY 1S ASFIRATION.

THE FANTASTICKS -~ A PLAY WHOSE
ENTIRE SE7 CAME N THREE PIECES--
A TATTERED BANNER, A STICK
AND A CARDBOARD MOON.

IN THE LAST CFN7Z/RY OR TWO, AS FROM DEBL/SSY TO STRAVINSKY TO
WES7ERN CLULTURAL INFLUENCES SWEPT COUWVT BASKE, WESTERN MUSIC HAS
THE £487; S50 TOO HAVE EAS7ELN AND GRADUALLY INCORPORATED A STRONG
o AFE/CAN \DEAS OF FRAGMENTATION AWARENESS OF THE POWER OF
B AND BHFYTHM SWEPT THE WEST, FEAGIENTATION AND IV TERVALS,

2y

NSWER: *THE BIG N™
EE PAGE 216)




HERE'S
A
STORY.

f PROMISE ME You
WON'T DRINK AND
DRIVE, CARL,

I BETTER

T SEEM TO HAVE

LOST MY KEYS/

CAN T BORROW
YOURSZ

| oo>

I'LL TAKE A
SKORT-CLITY

I HOPE DAISY 15
READYS et

T'M SORRY, CARL,
BUT X CANT GO OUT
WITH YOt TONIGHT.

HOW ABOUT
TOMORROW
NIGHT?

1 KNOW, T'LL RENT
A VIDEO

T ALWAYS WANTER
TO SEE THIS ONES

[ THAT'S WHAT T'M )
ASKING YO

I DON'T KNGW
ANY "BILLS!

¥ "BRUM” APPEARS COURTESY OF M. FEAZELL

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

—_BRUT!
T

| HERE T AM/

PROMISE ME YOU

1 WON'T DRINK
HERE'S \ | | DRive, cARL, o
STORY.

T'M SORRY, CARL,
BUIT I CANT GO 0uT
WITH YOU TONIGHT.

9

1

B

THE ART
OF COMICS 1S
AS SUBTRACTIVE
AN ART ASIT IS
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FOO LITTLE 1S
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P10 STRIKE THAT BALANCE, CREATORS
REGLILARLY MAKE ASSUMPTIONS ABOUT
. THEIR READERS' EXPERIENCES,

SOME SEEM PRETTY SAFE,
LIKE THE ASSUMPTION THAT
THIS WILL BE PERCEIVED
BY AUDIENCES AS ANEYE
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KNGW WHAT ORDER TO READ PANELS 1N,
BUT THE BUSINESS OF ARRANG/NG THOSE
PANELS 13 ACTUALLY QUITE COMPLEX, _
SO COMPLEX,
IN FACT, THAT
EVEN S£480veD
PROS WILL
SOMETIMES
BIOW i7"

WVE ASSUME AS BESADERS THAT WE :

AS CLOSURE BE73VEEN PANELS BECOME
MORE INTENSE, READER INTERPRETATIO
BECOMES FAR MORE ££A4877C.

SOME ARTISTS CAN BE
DELIBERATELY AMBIGLIOL'S,

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

CLOSLIRE CAN BE A POWERFLIL
FORCE JW77H/A/ FANELS AS WELL AS
BE7FIWEEN THEM, WHEN ARTISTS CHOO
TO SHOW ONLY A SMALL SIECE

OF THE PICTURE,

READERS FACED
WITH PANELS LIKE 7258F
WILL HAVE SUESTANTIALLY
DIFFERENT INTERPRETATIONS.
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BY CONSTRUCTING M#OLE
MAGES BASED ON THESE

FRAGMENTS, READERS ARE
Pfemzw/iff CLOSURE,
JUST AS--

i d

UH-~JUST AS
READERS COMPLETE
AN ACTION OK

IDEA BETIWEEN--

=AHEML S LS,
JUST AS READERS
COMPLETE --

COMICS

BY
CAN BE SHOWING
HMADDENINGLY LITTLE OR
VAGUE BBOLUT NOTHING
WHAT 1T OF A GIVEN
SHOWS SCENE-~

us.

--AND --THE
OFFERING ARTIST CAN
ONLY CLHES 10 TRIGGER ANY
THE READER-- NUMBER OF

IMAGES IN
THE READER'S
IMAGINATION.

~- AN
ACTION OR--

oW/ O/

S0P THAT!




WHATEVER THE MYSTERIES
BVETEYN EACH PANEL, [T'S THE
POWER OF CLOSURE BE 7WEEN
PANELS THAT I FIND THE MOST
SNTERESTING,

THERE'S SOMETHING MOST OF
STRANGE AND JYONDERFUL .0:- SHOULD HAVE
THAT HAPPENS IN THIS Mo TROUBLE
BLANK RIBEON OF RCEIVING

PAaAFER, YOU'RE IN A
CHEN FROM
SE FOLR PANELS

CALONVE
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WITH A F/eH
DPEGREE OF
CLOSLEE, YOUR MIND
15 TAKING FOUR
PICTURE FRAGMENTS
AND CONSTRUCTING
AN ENTIRE SCENE
OL'7 OF THOSE
FRAGMENTS..
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BUT THE SCENE YOUR
MIND CONSTRUCTS
FROM THOSE Fove
PANELS 15 A VERY
LIFFERENT FLACE
FROM THE SCENE
CONSTRUCTED FROM
CUR TRADITIONAL
ONVE-FANEL

ESTABLISHING SHOT/

LOOK AGAIN,

YOU'VE BEEN IN
KITCHENS BEFORE,
YOU KNOW WHAT A
POT ON THE BOIL
SOUNDS LIKE; DO
YOU ONLY HEAR [T
IN THAT F7R87
PANELY
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WE ALREADY KNOW THAT COMICS ASKS
THE MIND TO WORK AS A SORT OF
INV-BETWEENER -~ FILLING N THE GAPS
BETWEEN PANELS AS AN AAVIMA70R
MIGHT-— BUT I BELIEVE THERE'S STILL
MORE TO IT THAN THAT.
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LET'S TAKE ANCTHER LOOK AT
THE A7F7H TYPE OF TRANSITION,
THE ONE SO POPULAR
IN JAPAN.

WHAT ABOUT

= CHOPPING
ND 7 DOES THAT
LAST A PANEL
OES 1T PERSIST
YOU SMELL THIS
HENY FEEL

TASTE 1T?

COMICS 1S A MONO - SENSCOR Y
MEDIUM. IT RELIES ON ONLY
ONVE OF THE SENSES TO CONVEY
A WORLD OF EXPERIENCE.

BUT WHAT OF THE QTHER
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HVI7HIN THESE
PANELS, WE CAN
ONLY CONVEY
INFORMATION

VrSvALLY:

- BUT

LLIN ALL, IT IS
N EXCLSIvELY
G PSLAL
EFRESENTATION.

&

BUT BEETWEEN
PANELS, NONE OF
OUR SENSES ARE

REQUIRED AT ALL,

89

WE REPRESENT

SOLNVD THEOUGH
DEVICES SLICH AS
WORD BALLOONS.

WHICH IS %
WHY 4LL OF
OUR SENSES
ARE
ENGAGED!




SEVERAL TIMES
ON EVERY PAGE
THE READER 18

KELEASED - LIKE A FPRESENNT /VEXT INTO CONFLSION
TRAPEZE ARTIST-- FANELY d OR EORELONT.
INTQ THE OPEN AIR

OF /MASINATION...

BY THE QUTSTRETCHED
ARMS OF THE FrEe-

THEN CALss7 CAUGHT QEVCKEY
50 AS NOT TO LET

THE READER =A/L/L

BUT 1S IT POSSIBL,
THAT CLOSURE CA
BE SO MANAGED
SOME CASES--

BUT BEALAS7/C IMAGES HAVE A BUMPIER RIDE. THEIRS 1S
A PRIMARILY J78UAL EXISTENCE WHICH DOESN'T PASS EASILY
NTO THE REALM OF IDEAS.

AND 50, WHAT SEEMED LIKE A CONTINUOQUS SERIES OF
MOMENTS IN THE LAST EXAMPLE, HERE LOOKS A LITTLE MORE
LIKE A SERIES OF WL S/CTURES...

--THAT
THE READER
MIGHT LEARN

N\ TOAZY7

- TO BFE N
ANYWAY. THESE
THINGS ARE ALL
SUBIECTIVES

P

IN CHAFTER TWQ, WE DISCUSSED
VARIOUS TYPES OF ICONIC AND NON-ICON!
PRAWING STYLES:

IMILARLY. I THINK WHEN COMICS ART VEERS CLOSER TQ
ONCERNS OF THE PICTL/RE FPLAINVE, CLOSURE CAN BE MORE
FFICULT TO ACHIEVE, THOLIGH FOR DIFFERENT REASONS.

OW IT'S THE LINIFYING PROPERTIES OF DESIGHN THAT
AKE US MORE AWARE OF THE PAGE AS A M#WHOLE, RATHER
THAN TS INDIVIDUAL COMPONENTS, THE BANELS.

A GOOD RULE OF
THUME S THAT
iF READERS ARE
PARTICULARLY AARE
OF THE ART IN A
GIVEN STORY--

AL

I THINK
THE ANSWER
IS V&8

SINCE CARTOONS ALREADY EXIST AS CONCEPTS FOR THE

READER, THEY TEND TO FLOW EASILY THROUGH THE
CONCEPTUAL TERRITORY FE7WEEL/Y FANELS.,

-~ THEN
CLOSURE 1S
PROBABLY NOT

HAPPENING
WITHOUT SOME

EFFoRT. J

IDEAS FLOWING INTO ONE ANGTHER SEAATLESSLY

R

--——"'l"—\
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OF COLIRSE, MAKING THE READER MWORK A LITTLE
MAY BE JUST WHAT THE ARTIST IS 7&8Y/A/G TO DO.
ONCE AGAIN, 1T'S ALL A MATTER OF
FPERSCOVAL 7ASTE.
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THE COMICS
CREATOR ASKS US

TO JOIN IN A SILENT

DANVCE OF THE
S'EEN AND THE
LNSEEN.

THE
YIS/IBLE

AND THE

THIS DANCE IS Z/N/QLIE
70 COMICS. NO OTHER AQRTFORM
GIVES 50 MUCH TO ITS AUDIENCE
WHILE ASKING SO MUCH
FROM THEM AS WELL.

THIS 15 WHY T THINK IT'S
A MISTAKE TO SEE COMICS AS
A MERE AYERID OF THE
GRAFHICAR7S AND PROSE
FICTION.

HAPPENS

f BETWEEN THESE
PANELS IS A

KIND OF MAGIC

ONZY comics

CAN CREATE,
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THE EYE,

JUIST AS WE ALL ASSUME, EVERY DAY, ]
HAT THERE'S MORE TO LIFE THAN MEETSZ

ALL I ASK OF YU
IS A LITTLE
FATTH -~

-~AND A WORLD
OF JVIAGINATION.
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