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CHAPTER ONE

SETTING THE RECORD STRAIGHT.
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WHEN I WAS A
LITTLE KID
I KNEW

EXACT7LY

WHAT COMICS
WERE.

i - —
T
‘?gf ,c';' "2%5551252" READ AL t
IGH7, 1 T E AS IN RADE A
MAGAZ/NES FILLED BOOKS, NATURALLY. ES,EJE”OJ—“ a}lg;vﬁ (WH% wg- A LOT
WITH FAD ART, I WAS MUCH TOO SMARTER THAN I WAS) CONVINCED
STUPID STOR/IES oLp FOR ME TO GIVE COMICS ANOTHER LOOK
AND GUYS$S IN COMICS! AND LENT ME HIS COLLECTION.

TIGHTS.
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N LESS THAN A
YEAZ, 1 BECAME

7O7ALLY
OBSESSED

WITH COMICS/

I DECIDED TO
BECOME A COM/CS
ARTIST IN JOr¥r
GRADE AND BEGAN

O PRACIICE,
PRACTICE,
PRACTICE/!

I FELT THAT
THERE WAS SOMETHING
LURAKINVG IN COMICS..,
SOMETHING THAT HAD
NEVER BEEN DONE.

BUT WHENEVER I
TRIED TO EXFLAIN
MY FEELING, T
FAILED M/SELABLY.

5

SZ&ZE T REALIZED
THAT COMIC BOOKS
WERE USUALLY
CRUDE, POORLY-DRAWN,
SEMILITERATE,
CHEAP DISPOSABLE
KIDDIE FARE --

%z
M,

IN

IF PEQPLE FAILED TO

LNDPERS 7TAND

COMICS, 1T WAS
BECAUSE THEY
DEFINED WHAT
COMICS COULD BE

e I R R
£

700 NARROWLY.
o

\ ¥

||.|""I|
ey

A PROFPER
DEFINITION. |F
WE COULD £/
ONE, MIGHT GIVE

L7E 1O THE

STEREOTYPES -- 4

THE PROSBLEAT

WAS THAT FOR MOST
PECFPLE, THAT WAS
WHAT "comic 800k

MEANT/

DON'T GIMME THAT
coM/C BOOK” TALK,
BARNEY/

--AND

SHOW THAT WHERE OUR
THE PO7ENT77AL ~JOURNEY
OF COMICS 1S BEGINS.

LIV TLESS AND
EXC/TINGS

¥
|




SEE PAGE 216 FOR COPYRIGHT INFORMATION.

--WHILE NOT BEING
SO BROAD AS TO

INCLUDE ANYTHING
WHICH 1S CLEARLY

NO7T COMICs.

F
[ H

s 1.4

CoOM/CS

1S THE WORD
WORTH DEFINING,
AS IT REFERS TO
THE MEDIUM JTSELFE
NOT A SPECIFIC
O8JECT AS “comMmiIc
FOOK * OR “cOMIC

YRR L OF COM/CS 1S A

S HLUGE AND YARIED

ONE. QUR DEFINITION
MUST ENCOMPASS
ALL THESE TYPES--

S7TE/FP " DO.

WE CAN ALL
VISUALIZE 4
COMIC.

-~COMICS 7




HOWEVER, NQTICE THAT
MASTER WHEN PART OF A THIS DEFINITION 1S
COMICS ARTIST W/LL SEQLUENCE, EVEN A STRICTLY VELTRAL
S aer ) e sy W | SINATES O
SEQUENTIAL ART | T, RaL o s IS LT
COMICS SOMETHING MORE : MATTER.
' THE AR T OF

CoMICs”

TAKEN /NO/V/IDUALLY,

THE PICTURES BELOW

ARE MERELY 7XA7--
FICTURES.

MUCH HAS ALREADY
BEEN WRITTEN ON
THE VARIOUS SCHOOLS
OF COMIC ART; ON

)
‘ —_ PARTICLAR ARTHSTS,
& PARTICULAR TITLES,
( PARTICULAR TRENDS..
e,
=S| =
e 9
]
BANG,
5
/1)
BUT TO DEF/INE
COMICS, WE MUST
FIRST DO A LITTLE
AESTHETIC
SURGERY
AND SEPARATE
B ADR/V] FROM
| - CONTENT/
e
-
- *fr| s '\'L




THE ARTFORM -~ THE AMED/LAVT --KNOWN
AS COMICS IS A VESSEZ WHICH CAN
HOLD ANY NVUMBER QF /DEAS AND /AMAGES,

Trends
GENRES
_STYYES,
bubjef_ - matter
THEMES

THE “CON7ENT " OF
THOSE IMAGES AND
IDEAS 1S5, OF COURSE,
UP TO CREATORY,
AND WE ALL HAVE
DIFFERENT

P

:GLUG:
sGLUG:

3GARKS

SWIHEEEEZ<

2WAF! KAFI:

GLUGH- GGH...

TIME OR ANOTHER
VIRTUALLY ALL THE
GREAT MEDIA HAVE
RECEIVED cR777¢AL

EXAMINATICN.
IN AND OF
THENISELVES.

A"V

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

*EISNER'S QWN COW/CS AVD SECL/ENTIAL AF7 BEING A HAPPY EXCEFPTION.

6

--FOR THE
MESSENGER.

BUT FOR COAI/CS,
THIS ATTENTION
HAS BEEN

o
LET'S SEE |\F WE
CAN HELP BEC7/FY

THE SITUATION.

L
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-




THERE

EISNER'S LET'S SEE ARE A LOTOF
TERM SEEMS IF WE CAN EXPAND DIFFERENT

LIKE A GOOD IT TO A PROPER N KINDS OF ART.
PLACE TO DICTIONARY-STYLE HOW ABOUT
DEFINITION. SOMETHING A

| LITTLE MORE

1 W SPECIFIC?
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A

L7 .M/{j’l" i
I @,W -~ ISN'T ANIMATED
- FILM JUST V/SVAL

WHK’F Iisour ART /N SEQLENCE:
ANIVIATION="
BEG HMM..,
PARDONTY GOOD
POINT.

1 GUESS THE BASIC EACH SUCCESSIVE FRAME OF A MOVZE 1S
DIFFERENCE IS THAT PROJECTED ON EXACTLY THE S4A47L SPACE --THE
ANIMATION 1S SCREEN -- WHILE EACH FRAME OF COMICS MUST
SEQUENTIAL IN QCCUPY A DIFFERENT SPACE.
7?5 Fﬁ BUT NOT .
TIALLY SEACE
JUXTAPOSED™ S o DOES FOR COMICS
COMICS ARE. ofu WHAT 77M& DOES

e

A s

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




DOES 1T HAVE
TO SAY '‘ArR7"7

ANYWAY, DOESN'T THAT 1MPLY
THIS SHOULD SOME SORT OF
MAKE IT A BIT VALUE JUDGMENT 7

MORE SPEC/F/C.

OH, 1T DOESN'T #4VE
TO CONTAIN WORDS
TO BE COMICS...

LETTERS ARE $747/C
[MAGES, RIGHT?

[ ]
[ |
| |
[ |
: JUXTAPOSED
: SEQUENTIAL
. VISUAL
; 4> ART
[ = ___: ,)
| : N AT P
e v 1
g %; ' azyﬂ:
| |
]
. OKAY, HOW
a OKAY, ABOUT W/J‘r:r
u HOW ABOUT
7S 7
|
; JUXTAPOSED joXTpOSED
) SEQUENTIAL e
; STATIC DELIBERATE
: < IMAGES b ASEQUENCE
[ ,ﬁi— =3 | ‘
| [:+ - "EF’
; i > K souNDS KinD OF
. \ WEE 7’”_‘ ARBITRARY
[ ] vl ;
| |
| |
| |

XTAPOSED
K WHEN THEY'RE

ARRANGED IN A
DELIBERATE SEQUENCE,
PLACED NEX7 70

EACH OTHER, WE

CALL THEM
WORDS !

I MEAN,
DOESN'T THAT
DEFINITION

DESCRIBE

)
.
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OKAY,
HOW
DOES
S
SOUND?,

<,
A

JUXTAPOSED

FICTORIAL
AMD OTHER

WHAT
ABOUT
JUXTAPOSED ST'?%If\?:
PICTORIAL FEATMAN
AND OTHER
IMAGES IN
DELIBERATE
2 SEQUENCE

TN

oy e
-
-

|

WE'LL JUST 7YPE
77 P, ADD A LITTLE
BIT ON THE ZASES

OF COMICS, AND--

e e

dia b4 D PELE e S A RGNS

. com.ics (kom'iks)n. plural in form, 3
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.

/ --AND
IN MOS7T CASES,

DEFINITION WE'RE
LIKELY TO
NEED.

11

Sl

THIS 1S THE OWVLY

--PERHAPS

BELTS--

9
(] il

SEQUENTIAL

IMAGES IN
DELIBERATE

NO, I MEAN 1T/
AND WHAT ABOUT
THE ;‘MF/V AND--

SO/ = HEY/HEY
CLET GO CEMES
HEY

-

&
. =

=
AR

A

WELL, ANYWAY, THIS
SHOULD DO FOR /VOMW.

TS >

r\

I ADMIT, THIS

ISN'T THE SORT

OF THING THAT

COMES UP A LOT
IN CASZAL

\CONVERSATION —— _A

Y
=\
A
|
|
1>

BUT, WE CAN SHED
WITH A §PEC/FIC SOME NVEW LIGHT
DEFINITION ON THE A/S70RY

UNDER QUR OF COMICS.

ART

MOST BOOKS AFOUT7
COMICS BEGIN
SHORTLY BEFORE
THE TURN OF THE
CENTURY, BUT T
THINK WE CAN
VENTURE A BIT
FARTHER THAN 4
N 7A7T

r




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

‘::: IIIII |f ||[rl' ||1 {I:':; t‘l '_lllﬁlt

THE INSCRIPTION 1S IN
FRENCH. 7RANSLAZ7ELD, I'T MEANS
“THIS AS NVO7 A FIPE”

I

|I1

Y THiSIS A
PAINTING
OF A PIPE.

INCEED

THIS 1S NOT"
A PIPE.

.

I

= =
N

SEE PAGE 216 FOR MORE INFORMATION.
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Ha

IImEN
=

. '!JJ_“]JL::EH{L;J@;;H I__ﬁﬁg &f{lj’{:l }_Iﬁ?%i:l_j_i;mlh-m;u mEge

) WeLL, ACTUALLY, THAT'S SGhiin| [ty NOPE. WRONG AGRIN,
o WRONG. THIS 1S MOT A T L TS L ARINIES Capy OFA

—— F’P-INT’ING OF A PIPE, THIS 15

1]
".IJ_“
I'_i]'

DRAWING OF A PAINTING
——\ A DRAW/NG OF A PAINTING = OF A PIPE.
== OF A PIPE, - = st
=
d ~ ]
"acum 7 \ ra
,} n 4 = 1T = -. =
™= jammi &:«:nwfﬁawzzﬁm
\ : INLVEY
B_ N’EST-CE PASY |mum 8|
3185 1H1 RiAERRasEsREIBEER RN
SR [ Wﬂ ------ il _._'53"5';52;':;;--.:.'_—;11
$ZX, IF you e :r"" . A -': _f e P

FOLD THE PAGES |~ Ef:_.;.— : ‘_'
BACK, [ — -

IRNAES

J“ LH }I%F‘H[H“H'MH‘“ T

IF YOU D@, HAVE YOUR
LFARS CHECKED, BECALSE
NO ONE SAID A WORD.

HEAR WHAT I'M
SAYINGT

. Y
A
1
By

)
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ENEIO CZM -1 -

THESE ARE NOT IDEAS.

e~

“THIS 1S NOT

THESE ARE NOT PEOFPLE.
A LEAF

WELCOME
TO THE S7RANGE
AND WWONPERFLL
WORLD OF THE

THIS 1S NOT)\ f MY VOICE.

THIS 1S NOT SOUND.

THESE ARE NOT FLOWERS.

THIS 15 NOT LAW.

THIS 1S NOT ME.

THIS 15 NOT A PLANET,

THIS IS NOT A CAR.

L7

JUNDRA aé;;) S

afl

THESE ARE WNOT SEPARATE
THIS IS NOT A MOMENTS .

THIS 1S NOT FOOD.

THIS 1S NOT A
COMPANY. FACE.

26



NOW, THE WORD

f/CON MEANS

MANY THINGS.

THIS
gy PAPER

|

.......

FOR THE PURPOSES OF
THIS CHAPTER, I'M USING THE
WORD “7Conv” TO MEAN ANY
IMAGE USED TO REPRESENT A
A PERSON, PLACE, THING OR

/DEA.

THAT'S A BIT BROADER
THAN THE DEFINITION
IN MY DICTIONARY,
BUT IT'S THE CLOSEST
THING TOWHAT I
NEED HERE.

"SYMBOL" IS A
BIT TO0 LOADPED
FOR ME.

MY

THE SORTS OF
IMAGES WE
USUALLY CAZL
SYMBOLS ARE
ONE CATEGORY
OF ICON,
HOWEVER.

THESE ARE THE
IMAGES WE USE TO
REPRESENT CUMCERTS,
/DEAS AND
PHILOSOFPHIES.

THEN THERE
71 ARE THE ICONS

X

BN
@

3 L1y

[l

I

ICONS
OF THE
PRACT/ICAL
REALM.

A

AND FINALLY, THE ICONS WE CALL P/CTURES:
IMAGES DESIGNED TO ACTUALLY RESEVIBLE
THEIR SUBJECTS.

AS RESEMBLANCE
VARIES, SO DOES THE
LEVEL OF 1CONIC
CONTENT.

OR TO PUT IT
SOMEWHAT CLLMS/LY
SOME FICTURES ARE
JUST MORE 1CONIC
THAN OTHERS.

217



IN THE /VO/V- IN PICTLURES, —a T
PICTORIAL ICONS, 5 HOWEVER, ~ 6 . a,
MEANING IS F/XED MEANING IS Wy, 2
AL e |
poesrarecl T QY| @ | |22 | £ @
BECAUSE THEY THEY DIFFER FROM 7 \w
I SIELE 1= | | APPEARANCE
IDEAS. - TO_VARYING ey
\ DEGREES. -
_' 00} @@
M|&)|S & &
bt | @J 5 i 1 ] (]
= = [

WORDS ARE TOTALLY
ABS7E&AC7 ICONS. THAT 1S, THEY
BEAR NO RESEMBLANCE AT ALL
TO THE REAL MccoY

r — o

e

BUT IN PICTURES
THE LEVEL OF
ABSTRACTION VAR/ES.
SOME, LIKE THE
FACE IN THE
PREV/OL/S PANEL
SO CLOSELY RESEMBLE
THEIR REAL-LIFE

OTHERS, LIKE
YOURS TRULY, ARE
QUITE A BIT MOKE
ABSTEACT AND., IN
FACT, ARE VERY
MUCH Z/NVL/IKE
ANY HUMAN FACE
YOU'VE EVER SEEN/

i COUNTERPARTS RS rt
TO ALMOST 7R/CK” Lozt 33
THE EYES SNAER Vines
o R
e T Al My FirgT o)
= GTe EPAT | iae
5 USRS e I KRR SNt
F:lr %:‘ :?‘J"J..L {jﬁ E\_:JJ‘.-:\:-I-‘T-: !-A r-}{: 1':‘
i cAnsie! IR Zny Y 22 C ke
< wa :eﬂ?ﬁﬁ ti_‘::;.: L "‘\‘1 . :}-::T f';[.‘ fr,f > 5 ,‘L\‘\ ¥ X
i A5 ﬂ A-vd oA P&
- . Wt ﬂ i P 2
::]_4 y Er q "—I— ;-‘J.l b = )
% B - —_— -f \ = rd
vV ! : } \ )
i | Il ; = U
b3S S A AR ST AR Y 1]
LY LET'S oy THERE ARE
&7 SEE IF WE ) MANY THINGS THAT
5 CAN PUT THESE \53 SET THESE APART FROM
AICTORIAL |2 ACTUAL FACES--THEY'RE
JCONS 3 SMALLER, FLATTER, LESS
\ IN'SOME SORT /= DETAJLED, THEY DON'T
p 12 files BUT AS PICTORIAL ICONS
Al ~ iziao GO, THEY ARE PRETTY
34, Uy bl NS COMMON "REAL/STIC”
IR (e 7 S WISDOM HOLDS
L O THAT THE PHOTOGRAPH
oreh W5 AND THE REALISTIC
YN NN PICTURE ARE THE ICONS
AR AT THAT MOST RESEMBLE
RIRY Y AR, AV THEIR REAL-LIFE
L ' _"t:i COUNTERPARTS.
S
L 41f
: | Y




ONLY
QUTLINES
AND A HINT
OF SHADING
AKE STILL
PRESENT, BUT
WE EASILY
RECOGNIZE
THIS AS A
HUMAN
FACE.

SOMEWHAT
MORE PBSTRACT
IS TH/S STYLE
OF DRAWING
FOUND IN MANY
ADVENTURE
COMICS.

AND FURTHER FROM THE OTHERS?Y

“REAL Y FACE OF THE
PHOTO.

WY
THEN, IS THE
FACE ABOVE SO
ACCEPTABLE
AS WE CONTINUE TO QUR EYES?
TO ABSTRACT AND WHY DOES IT
SHHAFPLIFY OUR IMAGE, @ SEEM JUST AS
WE ARE MOVING FURTHER ; REAL AS THE
: h

IS WAY,

1S THE SECRET
OF THE ICON
WE CALL--

S Tan
ssisis
e

=B ENE
mmm

REA WAY,

29



WHY WOULD ANVYONE,
YOUNG OR OLD, RESPOND TO A
CARTOON AS MUCH OR MORE
THAN A BEAL/IS7/C
/MAGE =

Cx,

S| 7HWRALL TO THE SIMPLIFIED
| REAL/7Y OF THE CARTOON”

——

WHY IS OUR CULTURE §© /V Z

DEF/NING THE
CARTOON WOULD
TAKE UP AS MUCH
SPACE AS DEFINING
COMICS, BUT FOR
NOWVY. T'M GOING TO
EXAMINE CARTOONING
AS A FORM OF
AMPLIF/CATION

THROUGH

SIMPLIFICATION.

THROUGH CARTOON/NG,
ELIMINATING DETAILS

BY STR/PPING
DOW/IV AN IMAGE
TO ITS ESSENTIAL

MEANING.” AN ARTIST
CAN AMIPL/FY THAT
MEANING IN A WAY
THAT REALISTIC

ART CAN ‘7.

WHEN WE
ABSTRACT AN IMAGE

WE'RE NOT SO MUCH

AS WE ARE FOCUSING
ON $PECIFIC
DETA/ILS.

30
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FILM CRITICS WILL
SOMETIMES DESCRIBE
A LIVE-ACTION FILM
AS A "CARTOON" TO
ACKNOWLEDGE THE
STRIPPED-DOWN
IVTENSITY OF A
SIMPLE STORY OR
VISUAL STYLE.

THOUGH THE TERM 1S OFTEN USED
DISPARAG/NGLY, |T CAN BE EQUALLY
WELL APPLIED TO MANY TIME-7ESTED
CLASS/CS. SIMPLIFYING CHARACTERS AND
IMAGES TOWARD A PLEPOSE CAN BE AN
EFFECTIVE TOOL FOR STORYTELLING IN

AY MEDIUM. i
CARTOQONING ISN'T

JUST A WAY OF DRAW/ING,
IT'S A WAY OF

THE ABILITY OF
CARTOONS TO Focs
QUR ATTENTION ON
AN IDEA 1S, T THINK,
AN IMPORTANT PART
OF THEIR SPECIAL
POWER, BOTH IN COMICS

AND IN DRAWING

GENERALLY.

L7

o

OMNE

59

MILLIONS (NEARLY) ALL

THOUSAMDS

ANQOTHER 1S THE
LINVIVERSALI7Y OF CARTOON
IMAGERY. THE MORE CARTOONY A
FACE IS, FOR INSTANCE, THE MORE
PEOPLE IT COULD BE SAID TO
DESCRIEE.

BUT I BELIEVE THERE'S
SOMETHING MORE AT
WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON--ESPECIALLY
OF A HUMAN FACE--
WHICH WARRANTS
FURTHER
INVESTIGATION.

H/__/

WHAT

REALLY

THE FACT THAT

YOUR MIND 1S
CAPAEBLE QF TAKING
A CIRCLE, TWo POTS
AND A Z/NVE AND
TURNING THEM INTO

A FACE IS

NOTHING SHORT QF

ARE YOU

SEEING 7

BUT STILL MORE
INCREDIBLE 1S THE
FACT THAT YOU
CANNOT Avoro
SEEING A FACE HERE.
YOUR MIND WON'T

31



WHEN T WAS VERY YOUNG, T HAD A RECURRENT ZAYDREAM THAT THE WHOLE WOKLD
WAS JUST A SAOW PLIT ON FOR MY SENEF/7, THAT UNLESS T WAS PRESEN _
$EE THINGS, THEY JUST--

T 10
EEaLe

R

AWz

Sisain (RN CEASED 7O EXIST.

— PR LT G e

1l |..”| I

T

ftling, - -




ZATER N LIFE, T FOUND
NONE OF US EVER REALLY
FASCINATED BY THE FACT THAT THEY COULD NOT BE DISPROVED.

,,,,,,

—-

Wl Ay SIS sl ey frded

THERS WHO HAD S/MILAR DAYDREAMS AS CHILDREN, —
ELIEVEDP THESE THEORIES, BUT WE HAD ALL BEEN :

b s ek f LSk LA e 4y hL e

IR - (L=

R S T

= - =

—— W N = e o e e

- - S —

- e P el —

-_—— m =L

T'VE NEVER BEEN

TO MOROCCO, BUT
ANYTHING EXISTS OUTSIDE OF WHAT MY I TAKE [T ON FAIT*

. FIVE SENSES REPORT TO ME.* THAT THERE /S A

e MOROCCO.”

EYEN 70DPAY, AS T WRITE AND DRAW THIS

PANEL, T HAVE NO GL/ & THAT

I'VE NEVER SEEN
THE EARTH FROM
SPACE FIRSTHAND,
YET 1 TRUST THAT
THE EARTH IS

!"WL”‘?'\K

THERE.

THAT IT ISN'T JUST
SOME BIG MOV/E
SE7/

‘-‘ -
>3 II%E

¥ NOT TO SAY OQUR SENSES ARE ANY KIND
OF GUARANTEES

\%1% %
™ | l“ \\ f L
L/ Pﬂ__
7117 \
E—"E = ( A [
- J F [ § 1 2 L
I'VE NEVER BEEN IN THIS PANEL
IN THE HOLSE YOU CAN'T EVEN
ACROSS THE STREET, SEE MY LEGS. EVEN
YET I ASSUME IT YET YOU AS8SLMIE THOUGH
HAS AN /INTERIOR, THAT THEY'RE THEYEE
NOT;




ALL OF US PERCEIVE THE YET OUR SENSES CAN

WORLD AS A WAHCLE THROUGH ONLY REVEAL A WORLD
THE EXPERIENCE OF OUR THAT IS FRAGNVIENTED
SENSES. AND /NCOMPLETE

EVEN THE MOST W/DELY OUR PERCEPTION OF
TRAVELLED MIND CAN ONLY "REALITY" IS AN ACT OF
SEE SO MLUCH OF THE WORLD Al TH, BASED ON MERE
IN THE COURSE OF A LIFE. FRAGMENTS.

AS WVEANTS, WE'RE LUNABLE THE GAME “PEFA-A-8B00" PLAYS
TO COMMIT ‘T/HAT ACT OF FAITH. ON THIS IDEA. GRADUALLY, WE ALL
IF WE CAN'T §&F IT, HEAR IT, LEARN THAT EVEN THQUGH THE S/GA7
SUMELL T, 7ASTE IT OR JOLCH IT, OF MOMMY COMES AND GOES,

IT ISN'T 7HERE/ MOMMY REMAINS.
7
s o X ( A <
i A 7 i il - -
{ 2 "g \ ¢ '\ 7
T : WS
-~ F \ k'\ B P

62



THIS PHENOMENON QF IN OUR DAILY LIVES, WE OFTEN
CESERVING 7HE PARTS BUT COMMIT CLOSURE, MENTALLY
PERCEIVING 7HE VVHOLE COMPLETING THAT WHICH 1S
HAS A NVAMIE. INCOMPLETE BASED ON PAS7
EXPERIENCE,
IT'S
CALLED
CLOSURE.
/

SOME FORMS OF CLOSURE ARE A OTHERS HAPPEN AU7OMATICALLY,
DELIBERATE INVENTIONS OF “A WITHOUT MUCH EFFORT... PART
A OF BUSINESS AS USUAL.

STORYTELLERS TO PRODUCE
SLSPENSE OR TO CHALLENGE e .

AUD/ENCES.

gl o S/ ' r——
L l‘_-j_::‘J I’ﬁ L i R =
9| N BECOGNIZING BND RELATING
¢ 70 OTHER PEOPLE, WE ALL l| IN AN
> DEPEND #£AV/LY ON QUR LEARNED INCOMPLETE
ABILITY OF CLOSURE, L WORLD, WE
- X MUST DEPEND
ON CLOSURE
FOR OUR VERY "
SURV/IVAL. Qb

¢l 1..! H| ‘
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= 2 CLOSURE CAN TAKE
————{ MANY FORMS. SOME
SIMFPLE, SOME COMFPLEX.

: A
E_ _; 1\ - 'f b s 8 -'-',i- - vapl P L ¥ SN e .
ET — A . E \"-t*"" "'F‘ “‘ . 5 r‘s r‘.
L~ l . ’ & s = r 8 .8 ‘74
4/‘ ’ . .‘ ‘_ LI "l 4
|95 o
Ry i D . /] o =)
) SOMETIMES, A MERE SAHAFE OR - THE MENTAL PROCESS DESCRIBED
CL/7L/ANVE 1S ENQUGH TO o IN CHAPTER 7H/C WHEREBY
TRIGGER CLOSURE. A THESE LINES BECOME A FACE
; . 3 COULD BE CONSIDERED CLOSUKE.

EVERY TIME WE SEE QUR EVES TAKE IN

A FHOTOSRKAPH THE FRAGMENTED, --AND

REPRODUCED IN A BLACK-AND-WHITE OUR MINDS

WNEWSFAPER OR /MAGE OF THE TRANSFORM IT --0OF THE
MAGAZINE, \WE "HALF-TONVE" : INTO THE FPHOTOGRAFPH,”

COMMIT CLOSURE, - FATTERNS-- _# 7 TREALITY -

64




O O O O O o

IN
ELECTRON/C
MED/IA, CLOSURE
IS CONS7ANT,
EVEN OVER-
POWERING

IN ALM, CLOSURE TAKES PLACE CON7INUOLSLY--
TWENTY-FOUR TIMES PER S$ECONVD, IN FACT-- AS OUR

MINDS, AIDED BY THE PERS/STENCE OF L7S/0N.
N\ TRANSFORM A SERIES OF §7/ZL PICTL/RES INTO

oo T o> A . <

C © O ©C O O O O

o T

00O O © 0 © O O

O

A MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELEV/S/O/NV,
WHICH, 'N REALITY, 1S JUST A S/INGLE POINT OF LIGHT.
RACING ACROSS THE SCREEN SO £4S87 THAT IT'S DESCRIBED

THAT CORN CH/IPL "

Il

UM

il |

T

i

I

AT

11}

MY FACE ALNVDEELDS OF 77158 BEFORE YL/ CAN EVEN SWALLOW

BETWEEN SUCH
AL 7TOMAT/IC
ELECTRON/C
CLOSURE AND THE
SIMPLER CLOSURE
OF e y2ay
LIFE--

--"THERE LIES

A MEDIUM OF
COMMUNICATION
AND EXPRESSION
WHICH USES CLOSURE

7/ME AND AI0770/NV.

...A MEDIUM WHERE THE AUDIENCE IS
A WILLING AND CONSCIOUS COLLABORATOR
AND CLOSURE IS THE AGENT OF CHANGE.

LIKE VO O7HER...

i

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




oW YOUDIE Y
Y4

SEE
THAT SPACE
BETWEEN THE
PANELST THAT'S
WHAT COMICS

AFICIONADOS HAVE
NAMED "7#E
GLTTER"

AND DESPITE
ITS UNVCEREMONIOLS
7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MYS7ERY THAT ARE
AT THE VERY AMEART7

oF comics”

L}
Y

HEERE IN N

THE Z/A1B80 OF THE \\

GUTTER, HUMAN
IMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7RANS -
FORMS THEM INTO

A SINGLE

||
by

|
!

|
I

l.l.lllth

{
il

@
!

!

66



NOTHING
\S SEEN BETWEEN
THE TWO PANELS,
BUT EXFER/ENCE
TELLS YOU SOMETHING
MLUS7 BE THERE/

COMICS PANELS FRACTURE BOTH 7/ME AND SPACE, OFFERING A JAGGED.,
S7TACCAT7O RM Y THM OF LINCONNECTED MOMENTS.

& o || \O/ &
X w

BUT CLOSURE ALLOWS US TO CONVEC7 THESE MOMENTS
AND MENTALLY CONS7TRUCT A CONTINLOUS, UNIFIED REALITX.

\F YISLAL ' AND SINCE OUR --THEN, IN A
I/CONOGKRAFPHY IS DEFINIT/ION OF VERY REAL SENSE,
THE VOCABULARY OF COMICS HINGES ON comics IS

THE ARKANGEMENT7
OF ELEMENTS--

COMICS, CIOSUEE IS
17S GRAMMAR

| CLOSURE!

’b ’

= ¥ q"‘
}
| 3

ICONOGRAPHY CLOSURE

11
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THE CLOSURE OF BUT CLOSURE N COM/CS 1S

ELECTRON/C MEDIA AAK FROM CONTINUOUS AND
IS CONTINUOL/S, LARGELY ANYTHING BUT INVOLUNTARY”
INVOLUNTARY AND
VIRTUALLY &
IMPERCEPTIBLE. AR
3

EVERY
ACT COMMITTED
TO PAPER BY THE
COMICS ARTIST 1S
AJDEPD AND ABE7TTED
BY A SHENT
ACCOMPLICE.

_.A. 1 _?r_

I MAY HAVE DRAWN AN AXE BEING

RAISED IN THIS EXAMPLE, BUT I'M ALL OF YOU
AN EQLIAL NOT THE ONE WHO LET IT DROP PARTICIPATED
BARTNER OR DECIDED HOW 4ARD THE BLOW, H LTBE ﬁgga,ff‘fb
OR WHMO SCREAMED, OR .
/N CRIME i i 7HE AXE AND
READER. % Z]

| &

1~\

7HAT, DEAR READER, WAS YOU&
SPECIAL CRIME, EACH OF YOU
COMMITTING IT IN YOUR QWN §7VZE
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TO KILL A MAN
BETWEEN PANELS
IS TO CONDEMN

PARTICIPATION
1S A POWERFLL FORCE
IN ANY MEDIUM,
FILMMAKERS LON& AGO

7

;f/

HIM TO A REALIZED THE IMPORTANCE
THOUSAND OF ALLOWING VIEWERS
HS. TO USE THEIR
IMAGINATIONS.
= D=

—

BUT WHILE A/ZM MAKES

USE OF AUDIENCES’ IMAGINATIONS
FOR OCCAS/ONMAL EFFECTS,

COM/CS MUST USE 1T
FAR MORE QF7EN.”

FROM THE 708S//WVG OF A BASESALL
TO THE ZEATH OF A FLANE7, THE
READER'S DEL/IBELATE, VOLLNVZARY
CLOSL/RE 1S COMICS  PeiViARY MEANS
OF SIMULATING 7741& ANEG MO770N

CLOSURE
IN COMICS FOSTERS

LET'S
TAKE A LOOK
AT THE

AN INTIMACY SURPASSED
ONLY BY THE #ER/77ENV
WORD. A SIENT, SECRET

CRAF7.

CONZRACT BETWEEN

CREA7TOR AND
ALDIENCE.

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

A




