WHEN T WAS VERY YOUNG, I HAD A RECURRENT DAYDREAM THAT THE WHOLE iwWorz?2
WAS JUST A SHOM PLT ON FOR MY BENEF/T, THAT
$EEF THINGS, THEY JUST-- ... . S
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N OF LS EVER REALLY BELIEVED THESE THEORIES, BUT WE HAD ALL BEEN =
| PASCIMA7ED BY THE FACT THAT THEY COULD NOT BE DISPROVED ==
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L /A@Ek IN LIFE, 1 FOUND Q7HERS WHO HAD SIWVIILAR DAYDREAMS AS CHILDREN.
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EVEN 7ODAY, AS T WRITE AND DRAW THIS T'VE NEVER BEEN T'VE NEVER SEEN
PANEL, T HAVE NO GUARANTEE THAT TO MORPCCO, BUT THE EARTH FROM
ANYTHING EXISTS OUTSIDE OF WHAT MY A | I TAKE IT ON FA/7% SPACE FIRSTHAND,

THAT THERE /S A YET T TRUST THAT

FIVE SENSES REFPORT TO ME*
5;—_\ — — = MOROCCOS THE EARTH IS
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I'VE NEVER BEEN IN THIS PANEL

IN THE HOIUSE' YOU CAN'T EVEN
ACROSS THE STREET, SEE MY LEES, EVEN
YET T ASSUME IT YET YOU ASSUMVIE THOUGH
HAS AN /NTERIOR, THAT THEY'RE THEY'RE
THAT IT ISN'T JusT THERE. NOTS
SOME BIG MOV/E
I\
Es/%
1 T ﬂéy T
ST AT
4
| i 1 = 7 \‘
\ <
\J l/[_’ -~ -~
4 11 A
¥ NOT TO SAY OUR SENSES ARE ANY KIND
OF GUARANTEE/ 61




S ALL OF US PERCEIVE THE - YET QUR SENSES CAN
i WORLD AS.A WHOLE THROUGH ONLY REVEAL A WORLD
| THE EXPERIENCE OF OUR THAT 1S FRAGNVIEN TED
, SENSES. : AND /NCOMPLET7E
j
]

EVEN THE MOST W/DELY OUR PERCEPTION OF
TRAVELLED MIND CAN QNLY "REALITY" 1S AN ACT OF

i SEE SO MUCH OF THE WORLD FAITH, BASED ON MERE
' -1 IN THE COURSE OF A LIFE. FRAGMVIENTS.

AS JVEANTS, WE'RE UNABLE THE GAVIE “PEER-A~BCO" PLAYS
TO COMMIT ~I’HAT ACT OF FAITH. ON THIS IDEA. GRADUALLY, WE ALL
If WE CAN'T §&F T, HEAR IT, LEARN THAT EVEN THOUGH THE S/GHT
$SWIELL VT, 7ASTE 1T OR 7O0UCH 1T, OF MOMMY COMES AND GOES,
IT ISN'T 7HERE/ MOMMY REMAINS.

’ Peck-A-Boo! ' Peek-A-Boo!
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THIS PHENOMENON OF
OFSERVING 7HE FARTS BUT
PERCETVING THE VVHOLE

‘-L.J___L___

HAS A NVANIE. “W

IT's
CALLED

. CLOSURE.

SOME FORMS OF CLOSURE ARE
DELIBERATE INVENVTIONS OF
STORYT7TELLERS TO PRODUCE
SUSPENSE OR TO CHALLENGE
AUDIENCES.

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

EXPERIENCE,

IN BECOGNIZING PND RELATING \

D d 70 OTHER PECFPLE, WE ALL ‘l'
A T

ABILITY OF CLOSURE,

DEPEND #EAV/LY ON QUR LEARNED L

IN AN
INCOMPLETE
WORLD, WE
MUST DEPEND
ON CLOSURE
FOR OUR VERY "

SURV/IVAL. DG




CLOSURE CAN TAKE
MANY FORMS. SOME
SIMPLE, SOME COMPLEX.
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SOMETIMES, A MERE $&4PE OR |
OUTLINVE VS ENOUGH TO o,
TRIGGER CLOSLURE.

THE MENTAL PROCESS DESCRIBED
IN CHAPTER 7TVC0 WHEREBY
THESE LINES BECOME A FACE
COULD BE CONSIDERED CLOSURE.

EVERY TIME WE SEE
A FHOTOSRAPH
REPRODLICED 1N A
NEWSPAPER OR
MAGAZINE, WE
COMMIT CLOSURE.

) N

OUR EYES TAKE IN
THE FRAGMENTED,
BLACK-AND-WHITE
IMAGE OF THE
"HALF-TONVE "
PATTERNS--

AAcEEm
__ ANEauEhY

i

S W4
TRANSFORM IT

AND
OUR MIND.
-~OF THE
INTO THE ° PHOTOGRAFPH,”
REALITY - /3
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IN A7ZLM, CLOSURE TAKES PLACE CON7INUOUSLY-~
TWENTY-FOUR TIMES PER §ECONVD, IN FACT--AS OUR
MINDS, AIDED BY THE PERS/STENCE OF VIS/ON, |
TRAMSFORM A SERIES OF §722Z PICTURES INTO L=

A STORY OF CONTINUOUS MOTION. A

IN
ELECTRON/C
MEDIA, CLOSURE
1S CONSTANT, -
EVEN OVER-
POWERING

" f X : 3
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A MEDIUM REQUIRING EVEN WMORE CLOSURE 1S 7ELEV/S/ON,

WHICH, N REALITY, 1S JUST A S/NGLE POINT OF LIGHT,

RACING ACROSS THE SCREEN SO FAS7- THAT IT'S DESCRIBED

MY FACE AUNDREDS OF 77MES BEFORE YOU CAN EVEN SWALLOW
THAT CORN CHIPI™

BETWEEN SUCH
AL TOMATIC
ELECTRON/IC
CLOSURE AND THE
SIMPLER CLOSURE

IR RLI1]]

--THERE LIES

A MEDIUM OF
COMMUNICATION
AND EXPRESSION
WHICH USES CLOSURE

LIKE VO O7HER...

OF EVERYZAY
= LIFE-—
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...A MEDIUM WHERE THE AUDIENCE 1S
A WILLING AND CONSCIOUS COLLABORATOR
AND CLOSURE IS THE AGENT OF CHANGE,
TIME AND AMO770/V.

* MEDIA GURL TONY SCHWARTZ DESCRIBES THIS 65
AT LENGTH IN HIS BOOK MEDJA, THE SECOND GO,

ANCHOR BOOKS, 1983.




YOUDIE W

THAT SPACE
BETWEEN THE
PANELS? THAT'S
WHAT COMICS
AFICIONADOS HAVE
NAMED “74E
GUTTER"

AND DESPITE
ITS UNCEREMONIOUS
7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND ATYS7ERY THAT ARE
AT THE VERY HEAR7
oF comircsrs

HERE IN ~
W THE /W80 OF THE \\
GUTTER, HUNMAN

SMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7RANS -
FORMS THEM INTO
A SINGLE
DEA.

'l
by
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.
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NOTHING
1S SEENV BETWEEN
THE TWO PANELS,

BUT EXFERIENCE
TELLS YOU SOMETHING
- MUST BE THERE!

Peek-A-Boo!

Peek-A-Boo!

\!.I

[

BUT CLOSURE ALLOWS US TO CONVAVEC7 THESE MOMENTS
AND MIENTALLY CONSTRLICT A CONTINLOLS., UNIFIED REALI7TY.

COMICS PANELS FRACTYURE BOTH 7/ME AND SFPACE, OFFERING A JAGGED,
STACCAT7O RN Y 7THM OF U/VC'OA//VECTED MOMENTS.

\F YISLAL
SCONOGRAFPHY 1S
THE VOCABULARY OF
COMICS, CLOSURE 1S
178 GRANMIMAR.

ICONOGRAPHY

AND SINCE OUR
DEFINITION OF
COMICS HINGES ON
THE ARKANGEMENT
OF ELEMENTS--

-=THEN, IN A

——y

VERY REAL SENSE,
comcs 18
CLOSURE!

CLOSURE

67
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— THE CLOSURE OF BUT CLOSURE N COM/CS 1S
) ‘szl | ELECTRON/C MEDIA AAR FROM CONTINUOUS AND
5;@5; IS CONTINLOL/S, LARGELY ANYTHING BUT INVOLLNTARY.”
: S\ /VVvoLLVTARY AND ‘
T VIRTUALLY \
_/ @S, IMFERCEPTIBLE. ' ?‘1%
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INOW YOUDJE 71 EVERY
ACT COMMITTED
NO! TO PAPER BY THE

COMICS ARTIST 1S

AIDED AND ABET7ED
BY A SHENT
ACCOMIFL/ICE.

R S T~

AN FQRUAL

PARTIVER
NV CRIME
KNOWN AS

THE
READER.

A NN

M)

I MAY HAVE DRAWN AN AXE BEING
RAISED IN THIS EXAMPLE, BUT I'M
NQOT THE ONE WHO LET IT DKOF
OR DECIDED HOW HARD THE BLOW,
OR WHO SCREAMED, OR YVHY.

7HAT, DEAR READER, WAS YOUR
SFECIAL CRIME EACH OF YOU
COMMITTING IT IN YOUR QWN §7YZ&

68

ALL OF YOU
PARTICIPATED
IN THE MURDER.
ALL OF YOU #£LD

7HE AXE AND
CHOSE YOUR SPOT

17\




st

PARTIC/PATION
B’E%‘EENAP‘;\"Q;‘LS 1S A POWERFLL FORCE
1S TO CONDEMN IN AV> MEDIUM. -
T CONDE FILMMAKERS ZONE AGO
Lo REALIZED THE IMPORTANCE
1OLISAN : OF ALLOWING VIEWERS
HS. - 70 USE THEIR
- N\ MAGINATIONS.

SN
)

Z

¢
e g

BUT WHILE A7ZA4 MAKES FROM THE JOSSIVG OF A BASESALL
LISE OF AUDIENCES’ IMAGINATIONS TO THE DEATH OF A PLANVE7, THE
FOR OCCAS/ONAL EFFECTS, READER'S DELIBERATE, VOLUNTARY
COM/ICS MUST USE 1T CLOSLRE 1S -COMICS” PRIVIARY MEANS
FAR MORE QF 76N/ - OF SIMULATING 77/1E AND MOTIOM
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CLOSURE LETS
IN COMICS FOSTERS TAKE A LOOK
AN INTIMACY SLRPASSED AT THE
ONLY BY THE WR/77EN CRAF7
WORD. A SUENT, SECRET
CONTRACT BETWEEN
CRFEA7OL AND
ALUDIENCE.

HOW THE CREATOR

HONOPRS THAT CONTRACT < AN A
IS A MATTER OF BOTH = ~ S
A7 AND CRAFT. I ]@M <4
) {
,’—_..




MOST
PANEL-TO-FPANEL
TRANSITIONS IN COMICS
CAN BE PLACED IN ONE
OF SEVERAL DISTINCT
CATEGORIES. THE FIRST
CATEGORY -~ WHICH WE'LL
CALL MOMEN7-70
MOMEN7--REQUIRES
VERY L/77LE
CLOSURE.

NEXT
ARE THOSE
TRANSITIONS
FEATURING A SINGLE
SUB/ECT IN DISTINCT
ACT/ON~-TO-ACTIONVN
PROGRESSIONS.




THE VEXT
TYPE TAKES US FROM
SUBJECT-TO-SUBSECT
WHILE STAYING WITHIN A
SCENE OR IDEA. NOTE
THE DEGREE OF READER
INVOLVENVIENT NECESSARY

TO RENDER THESE
TRANSITIONS
MEANINGFUL.

HE CAN'T
OUTRUN Us
FOREVER/!

DEDUCTIVE
REASON/NG IS
OFTEN REQUIRED IN
READING COMICS SLCH
AS IN THESE SCENE~
-70~-SCENE TRANSITIONS,
WHICH TRANSPORT US
ACROSS SIGN/FICANT
DISTANCES OF 70E
AND SPACE,

PARIS!

NEW YORK!

NO ONE coulp
HAVE SURVIVED

]
THAT CRASH! >

ESNIFFIZ
YOURE




A FIFTH

TYPE OF TRANSITION,
WHICH WE'LL CALL
ASPECT-7T0-ASFPFECT,
BYPASSES 7/ME FOR THE
MOST PART AND SETS A

WANDERING EYE ON
DIFFERENT ASPECTS
“OF A PLACE, IDEA

. OR MOOD.

AND ,
FINALLY, THERE'S
THE MON-SEQUITUR,

WHICH OFFERS NO
LOGICAL RELATIONSHIP
BETWEEN PANELS
WHATSOEVER S




_ ,
THIS ZAS7 CATEGORY
SUGBESTS AN INTER-
ZSTING QUESTION.
< [T POSSIBLE FOR
ANY SEQUENCE OF
PANELS TO BE .
70TALLY UNRELATED

10 EACH OTHER? '

PERSONALLY, T
DON'T 7H/VK $O.

NO MATTER
HOW D/SS/MI/LAR
ONE IMAGE MAY BE

IS A KIND OF -~

TO ANOTHER, THERE|

-=~ALCHEMY
AT WORK IN THE
SPACE BETWEEN
PANELS WHICH CAN

HELP US FIND

MEANING OR
RESONANCE IN

EVEN THE MOST

VARRING OF

COMBINATIONS.

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

-~ OVERKIDING
JDENTI7TY, AND

BY CREATING A
SEQUENCE WITH

TWO OR MORE FORCING THE VIEWER
IMAGES, WE ARE TO CONSIDER THEM
ENDOWING THEM WITH AS A WHOLE.
A SINGLE--

] \
=T T
THEY HAD BEEN, CLOSURE
THEY NOW BELONG 1 FOR BLOOD,
TO A SINVGLE P\ GU7TTERS
ORGANISI.

i

)
L
!

4
n
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ART © MARVEL ENTERTAINMENT GROUP, INC.

£ MOMENT7-

70 -
MOMENT

ACT/ON~
d  AC7ION

3.

SUBJECT

B SuBIECT

HE CAN'T
OUTRUN US
FOREVER!

o} N ASPECT-
k; E 70-
)Wy ASFECT

T
6.

i g3
E|L H NON"

7
aﬂ%'}

v sequrTuR

THIS SORT OF
CATEGORIZATION
IS AN JNVEXACT SC/ENCE
AT BFS7 BUT BY USING
OUR TKANSITION SCALE
AS A 700L -~

-~ WE
CAN BEGIN
TO UNRAVEL SOME
OF THE MYSTERIES
SURROUNDING THE
INVISIBLE ART
OF comrcs
STORY7ELLING/

MOST HMAINSTREAM
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 Cout
- NINETY-FIVE
PANEL-TO-PANEL
TRANSITIONS.
LET'S SEE HOW
THEY BREAK DOW.
PROPORTIONATEL

b3 Farttacti
g, Four

B

BY FAR, THE MOST COMMON TYPE OF
TRANSITION IN KIRBY'S ART IS ACT/ON-
“7O-AC770N. 1 COUNT S/IXTY-7W0O OF
THEM IN THIS STORY-- ABOUT $VX7-
FIVE PERCENT OF THE TOTAL NUMBER.

[TRACED AND SIMPLIFIED FOR CLARITY'S SAKE]

SUEBJECT-TO-SUEBJECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL N/IVETEEN--
ABOUT 7TWENTY PERCENT OF THE TOTAL NUMBEF

74
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N2

xSl

AND SINCE ALL

OF THE REMAINING
TRANSIT!ONS ARE FROM 1! —
SCENE-TO-SCENE,
W WiNG
BREAKDOWN. 2| 657
3| 20%
4| 15%
5 I
\/ 6l —
i J
P U/

AS A BAR GRAFPH
JT WOULD LOOK
SOMETHING LIKE
7H7S.

123456

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

APPARENTLY NO77 HERE’'S A GRAPH OF

PANEL TRANSITIONS IN HERGE'S Z/NV7INV

AND THE PROPORTION ARE VERY"
SUI/ZAR TO KIRBY'S

NOW, HERGE'S AND
KIRBY'S STYLES
ARE HO7 SIMILARZ
IN FACT, THEY'RE

1S THERE SOME KIND
OF UMIVERSAL

PROPORTION AT
WORK HERE, OR

RADICALLY IS THERE ANOTHER
| N\ DIFFERENTE 4 | SO
. |
123%56 OF GENRESZ
7
- /
\
%"“ Tl
X-MEN #1 “ HEARTRREAK SOUP” BETTY 3 VERONIGA NAUGHTY BITS
1
A RANDOM
SAMPLING OF

VARIOUS AMERICAN
COMICS SHOWS THIS
SAME PROPORTION

PRETTY
ENTLY.
CONVSISTENTLY. CLAREMONT 5 LEE G. HERNANDEZ DOYLE &DECARLO GREGORY
FRANK INTHE RIVER A CONTRACT WitH GOD MAUS DONALD DUCK
| 11
[
WOODRING EISNER SPIEGELMAN BARIKS
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SQUERK THE MOUSE THE LONG TOMORROW

A SURVEY ! 1 .

WELOME TO AFLoLOL

T am e —revae s

OF WELL-KNOWN
EUROPEAN ARTISTS
YEILDS SIM/IAR,
IF NOT QU/7E AS
LINIFORM,
RESULTS.

WHAT
CAN WE
DEDUCE
FROM
THIS?

mATTIOW

GOSCINNY & VDERZD

CrRUSTIN & MEZIERSS

O'BANNON £ MOEBIVS

\ " MANHATINY

CLIK! THE BLACKISLAND

"THE CLOCK STRIKES”

ES

TARD]

MANARA

JOUST SWARTE

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

IF WE CHOOSE TO

SEE STORIES AS
CONNECTED SERIES
OF EVENTS, THEN
THE PREDOMINANCE
OF TYPES 2-4 ARE

EASILY EXPLAINED.

| zinm
"JP/
=\
z
TYPES 2-4 SHOW
THINGS HAPPEN/ING SHOWS AC7/0MVS
IN CONC/SE, LIKE TYPE Z, BUT
EFFICIENT WvAaYs. [T TENDS TO REQUIRE N
SEVERAL FANELS TO
: DO WHAT TYPE 2 ~ 5
: . DOES IN 7%/0-- -
; 123456 1
%7 e e 1
%7 = -
0 —
z =
Iy c W
%%%w‘- il
2 ¥ - :
¥ _
7 /2//4‘1 Z
wamenmetion,
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--WHILE IN THE
FIF7H TYPE, BY

123456
B
2
v
7
[ .
77
=
".g/./
mc————

DEFINITION, NOTHING
"HAPPENS™ AT ALLY

AND, OF COLRSE,

NON-SEQUITURS

ARE LNCONCERNED

WITH EVENTS OR

ANY NARRATIVE

PLRPOSES OF ANY
SORT.

12345

st

wrecnca R el
STORIES FROM SPIEGELMAN'S

ANTHOLOGY BREAKDOWNS:

SOME EXPERIVIENTAL
COMICS, LIKE THOSE OF

ART SFIEGELMAN'S
EARLY PERIOD, EXPLORE
A FULL RANGE OF
TRANSITIONS -~

-~ THOLIGH
GENERALLY
IN THE SERVICE OF
EQUALLY RADICAL

STORIES AND
SUBJECTS.

“OON'T GETAROUND  INTRODUCTION

MUCH ANYMORE"

"MAUS*™

(ORIGINAL)

i

f e

“SKINLESS  “PRISONER ONTHE
PERKINS™ HELL PLANET™"

“CRACKING
JOKES™

FRONT AND  "ACE-HOLE,MIDGET
BACK COVERS DETECTIVE"

E

"REAL
DREAM" 1975

BUT BEFORE WE
CONCLUDE THAT TYPES

TEZUKA 1S A FAR
CRY FROM THE

2-4 HAVE A MONOPOLY EARLY SPIEGELMAN.

ON S7RAIGHTFORIWARD
STORYTELLING, LET'S
TAKE ANQTHER LOOK
AT OSAMU TEZUKA | | BUT LOOK AT How

FROM VAPAN. 4

HIS STORYTELLING
IS CLEAR AND
STRAIGHTFORWARD.

HE CHARTS.”

123%56

77

WHNZAL NNVSO © 1uY



ACTION- IN FACT, SUBSECT-70-
-70-ACT77ON SBJ/ECT TRANSITIONS
TRANSITIONS ACCOUNT FOR NEARLY
STiLL POMINATE AS MANY AS ACT7/ON.
IN TEZUKA'S
WORK, BUT 70

A LESSER

DEGREE.

N

HERE ALSO WE SEE

QOUR FIRST EXAMPLES

THOUGH THE LATTES
TYPE ONLY ACCOLINT!
FOR FOUR PERCENT
OF THE TOTAL, SUCFE

\ OF MOMENT-TO-MOMENT SEQUIENCES CONTRAS
| TRANSITIONS. STRIKINGLY WITH TH
. WESTERN TRADITION!

EXEMPLIFIED BY
KIRBY AND HERGE,

ADAIWE T 1O ATvd AIDHL L0 TISLN

R T L 1A
\QS\EC\‘\:\S\sQ\\\\\\\\\\\\\“.\E;‘m“‘\‘ T T
DR \\\\\\Q§\\§\\ N i“‘ R

BUT, MOST STRIKING
OF ALL 1S THE SUBSTANTIAL
FPRESENCE OF THE FIFTH
7YFE OF TRANSITION, A

TYPE RARELY SEEN
IN THE VVEST.

ART © OSAMU TEZUKA.
!



puee~ §

LR R )

wil. 1

ART © OSAMU TEZUKA.

ASFECT-
70-ASPECT
TRANSITIONS
HAVE BEEN AN
INTEGRAL PART
OF JAFPANESE
MANSTREAM
COMICS ALMOST
FROM THE VERY
BEGINNING.

s

Fidhot
=%

FOTIN IO
Ny <
onf

7N

(o)

INZIN NYADIHS © LHY

MOST OFTEN USED TO ESTABLISH A M00OD OR A SENSE
OF PLACE, TIME SEEMS TO S7AMP S77LL IN THESE QUIET,
CONTEMPLATIVE COMBINATIONS.

ssmsmsm—

EVEN
SERLENCE, WHILE

STILL AN 1SSUE, SEEMS
FAR LESS IMPORTANT
HERE THAN IN OTHER
TRANSITIONS.

RATHER
THAN ACTING
AS A BRIDGE

BETWEEN
VEFARATE
MOMENTS, THE
READER AERE
MUST ASSEMBLE

A SINVCGLE
MOMENT USING
SCA77ERED
FRAGMENTS.

™

E—
R
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e e

IN EXAMINING
SEVERAL JAPANESE ARTISTS,
WE FIND SIMILAR
PROPORTIONS TQ TEZLIKA'S,
INCLUDING A HIGH INCIDENCE
OF THE F/FT7H TYPE.

756 RideR EATHER £ 50N WOLF %CuB
"WHY? (EHVERT) HAYASY L OSIMA KOWKE 3 KONMA ~
4 h\ ‘ - — .
p :
7 > ;
7 : - B ARIRA CMBoRG 004 PHOENIX
I KATSUHIRD OTOMO SHOTARD ISHIrom OSAMU TEZVKA
Z.
Z k“ f"*'r&-

LENGTH MAY BE ONE OF

THE FACTORS AT WORK HERE, MOST
JAPANESE COMICS FIRST APPEAR IN
ENORMOUS AN7THOLOGY TITLES WHERE
THE PRESSURE ISN'T AS GREAT ON
ANY ONE INSTALLMENT TO SHOW
A LOT "HAFPFEN/NG.”

2N
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W,

3 N
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RN TNTTA, :

TR

WHEN INDIVIDUAL FEATURES ARE \
COLLECTED, THEY MAY RUN FOR i
THOUSANDS OF PAGES.
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AS SUCH,
DOZEWS OF PANELS
CAN BE DEVOTED
TO PORTRAYING
SLOW CINVEMATIC
MOVEMENT OR TO
SE7TING A MOOD,

BUT T DON'T THINK
LONGER STORIES ARE
THE OVZY FACTOR,
OR EVEN THE MOST
JMMPORTANT ONE,

:ﬂ/}~
i

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

TEZUKA
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TRADITIONAL BUT, IN THE £AS7,
WESTERN ART THERE'S A &7CH
AND LITERATURE 7RADITION OF CYCLICAL

DON'T WANDER MUCH. | AND LABYRINTHINE

ON THE WHOLE, WE'RE WORKS OF ART.
A PRETTY : 1
GOAL-ORIENTED R

¥

CULTURE.

)

J

JAPANESE COMICS THROUGH THESE AND

MAY BE AE/RS TTO OTHER STORYTELLING FOR
THIS TRADITION, IN TECHNIQUES, THE IN JAFAN
THE WAY THEY SO JAPANESE OFFER A MORE THAN
OFTEN EMPHASIZE YISION OF COMICS ANYWHERE

BEING THERE OVER VERY DIFFERENT
GETTING THERE. FROM OUR OWN.

ELSE, COMICS /.
IS AN ART-- /

po— L N 1 L A} (

81




THE IDEA THAT ELEMENTS
OMI7TTED FROM A WORK OF ART
ARE AS MUCH A PART OF THAT WORK
AS THOSE /NCZUDED HAS BEEN .
A SPECIALTY OF THE £4S7 FOR
CENTURIES,

IN THE GRAPHIC ARTS THIS HAS MEANT
A GREATER FOCUS ON F/GLRE/SROLND
RELATIONSHIPS AND "NEGAT7IVE SPACE "

“THE GREAT WAVE OFF KANAG'AWA" BY HOKUSAIL (z.1829)
CTURN THIS PICTURE UPSIDE DOWN TO SEE THE O7HER
WAVE OF NEGATIVE SPACE...NATLRE'S YN AND YANG,)

IN MUSIC TOO, WHILE THE WESTERN

CLASSICAL TRADITION WAS EMPHASIZING

THE CONTIVYOLS, CONNECTED WORLDS OF

MELODY AND HARMONY, EASTERN CLASSICAL

MUSIC WAS EQUALLY CONCERNED WIiTH TH
ROLE OF S/LENCE/,

EAST™

IN THE LAST CENTURY OR TWO, AS
WESTERN CULTURAL INFLUENCES SWEPT
THE £4S7; SO TOO HAVE FAS7ERN AND
AFRICAN \DEAS OF FRAGMENTATION
AND RHY7HM SWEPT THE WEST:

FROM DEBLISSY TO STRAVINSKY TO
C'OU/VTE/?S/&: WESTERN MUSIC HAS
GRADUALLY INCORPORATED A ST RONG
AWARENESS OF THE POWER OF
FRAGMENTATION AND /NTERVA}%

N
I
j

< 7]




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

THE TRADITIONAL EMPHASIS IN WESTERN
ART UPON THE PRIMACY QF FOREGROLUNZD
SUBJECTS AND

CONTINYOUSNVESS

OF 70/MES

GAVE WAY T0
FRAGMENTATION
AND A NEW
AWARENESS COF
THE PICTURE
FLANE,

FACSIMILE

OF "FIGURE"

BY PABLO PICASSO
! 1948

1S (aaar
EPEE RN
A t

WHAT PO YOU THINK THIS
PAINTING BY AL HELD
]S CALLED? *

4 £8S IS MORE " HAS REAL PRACTICAL

IMPLICATIONS. ONE OF THE MOST

SUCCESSFUL SHOWS IN HISTORY 1S

7HE FANTASTICKS -- A PLAY WHOSE

ENTIRE SE7 CAME N 7HREE PIECES--
A TATTERED BANNER, A STICK

AND A CARDBOARD MOON. { \

./

IN THEATRE, THE IDEA THAT { “«(

T T T e

=

=37

=

*ANSWER: “THE BIG 'N™
[SEE PAGE 216]

THE MASTERY OF ANVY MEDIUM

USING MINIMAL ELEMENTS HAS

LONG BEEN CONSIDERED A MOBLE
ASF/IRATION.




i i

PROMISE ME YOU
WON'T DRINK AND

I BETTER
GO NOow/

HERE'S DRIVE, CARL, , 23
A Y
STORY, A v
il
1 SEEM TO HAVE ( OKAY., THE‘/’RE)
LOST MY KEYS/ IN MY PURSE,
T CAN T BORROW
YOURS? @
LA
® -
=D s WA rED\
o dj} RS o O
N | = —w o’
DARN! TRAFFIC T'LL TAKE A
ERUM/ SLOWDOWN, SHORT-CLIT
| =0

T HOPE DAISY IS
READY/

HOW ABOLT
TOMORROW
NIGHTY

V|DEOD
HOUSE

RE=!

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

— e |

T ALWAYS WANTED
TO SEE THIS ONE/

$3.50, PLEASE, i

\

SAY, DO YOU KNO
BILL'S LAST NAMI

 THAT'S WHATT'M )
ASKING YOU.

I DON'T KNOW
ANY “BILLSY

X "BRUM" APPEARS COURTESY OF M. FEAZELL

I'LL BUY SOME
EERS.
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PROMISE ME YOU
WON'T DRINK AND
DRIVE, CARL,

HERE I AM/

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

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

HERE'S
A
STORY.

a
D
i
N

-

AW ]

4
-

e

THE ART
OF COMICS IS
AS SUBTRACTIVE
AN ART ASITIS

ADPDITTVE.
A
0
R o e
= = N’ D
™ DRIVE, CARL, RIP T3
o | %Y\ CARL \ 72
:' ? [=5 A
[ 1 PROMISE, twwr END

NE

AN
FINDING THE
BALANCE BETWEEN

700 M/cH AND
700 LITTLE 1S
CRUCIAL TO
COMICS CREATORS
THE WORLD
QVER.

/

70 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
CLOSING.

//, Y N /’” L o
-

V

\\)\

1
~ D

S

| e

JHT 31 21 TAHT

T12304 3OMIIQUA
Q% TWONX GA3H
AL

JIA2
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HVE ASSUME AS READERS THAT WE WILL

KNOW WHAT ORDER TO READ PANELS IN,

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

SO COMPLEX,

IN FACT, THAT
EVEN S$E4SONVED >
PRCS WILL A
- SOMETIMES 8
BLOW 1T .
1
. ‘, ; )
0 B e M
% /
& i
b A 4
ZAIk

AS CLOSURE BE7WEEN PANELS BECOMES
MORE INTENSE, READER INTERPRETATION
BECOMES FAR MORE £ZAS77C.

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

SOME ARTISTS CAN BE
DELIBERATELY AMBIGLOLSS,

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

124
iZ5.
iZ
A
’f'
<.

CLOSURE CAN BE A POWERFLIL
FORCE J774/A PANELS AS WELL AS
BETWEEN THEM, WHEN ARTISTS CHOOSE
TO SHOW ONLY A SMALL P/ECE
OF THE PICTURE,

COMICS
CAN BE

BY

4 SHOWING
MADDENINGLY LITTLE OR
VAGUE ABOUT NOTHING

WHAT IT
SHOWS
us.

OF A GIVEN
SCENE--

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

IMAGES IN
THE READER'S
IMAGINATION.

e

\
1!

\ g
D

' -'ﬂ\’,\\\\\\\\\W
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i
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NI g ) A

READERS FACED

WITH PANELS LIKE JFESE
WILL HAVE S/ESTANTIALLY
DIFFERENTZ INTERPRETATIONS.

CL/“\K.' C‘LfK'lC LaK !

BY CONSTRUCTING pFDLE
MMAGES BASED ON THESE
FRAGMENTS, READERS ARE
PERFORNING CLOSURE,
JUST AS--

WHOOSH!|

= Splp Splip ¢

O gyl

UH--JUST AS
READERS COMPLETE
AN ACTION OR

IDEA BETIWELEN--

@ﬁﬂgg@ﬁﬁagg

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

-~ AN
ACTION OR--

oW/ oW/

S7oP THAT!

W’gg@mjg

PiaSF ggagt




WHATEVER THE MYSTERIES
V775V EACH PANEL, IT'S THE
POWER OF CLOSURE B&7WEEN
PANELS THAT I FIND THE MOST
INTERESTIVG.

“THERE'S SOMETHING
S7TRANGE AND WWONDERFLL
THAT HAPPENS IN THIS
BLANK RIBEON COF
PArPER,

<
/
—

WE ALREADY KNOW THAT COMICS ASKS
THE MIND TO WORK AS A SORT OF
IN-BETWEENER ~- FILLING IN THE GAPS
BETWEEN PANELS AS AN ANMA70OR
MIGHT-- BUT T BELIEVE THERE'S STILL
MORE TO IT THAN THAT.

LET'S TAKE ANOTHER LOOK AT
THE A7F7H TYPE OF TRANSITION,
THE ONE SO POPULAR
IN JAPAN.

HERE'S
A FOUR-PANEL
ESTABLISHING
SHOT OF AN

123456

OLD-FASHIONVED

L B

‘KITCHEN SCENE,

74




NOW, MOST OF
yOU SHOULD HAVE
NO TROUBLE

ERCEIVING
THAT YOU'RE IN A
KITCHEN FROM
THOSE FOLR PANELS
ALONVE.

WITH A F/GH
FGREE OF
CLOSURE, YOUR MIND

15 TAKING FOUR
PICTURE FRAGMENTS
AND CONSTRUCTING
AN ENTIRE SCENE

oL7 OF THOSE
FRAGMENTS..

~1/

I

BUT THE SCENE YOUR
MIND CONSTRUCTS
FROM THOSE FOUR
PANELS 1S A VERY
DIFFERENT PLACE
FROM THE SCENE
CONSTRUCTED FROM
OUR TRADITIONAL
ONE-FPANEL

ESTABLISHING SHOT/

LOOK AGAIN.

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

AND WHAT ABOUT
THE CHOPPING
SOLIND ¥ DOES THAT
ONLY -LAST A PANEL
OR DOES IT PERSISTZ
CAN YOU SMELL THIS
KITCHENY FEEL

e

COMICS IS A MONO~SENSORY
MEDIUM. [T RELIES ON ONLY
ONVE OF THE SENSES TO CONVEY
A WORLD OF EXPERIENCE.

W-

WE REPRESENT

SOUND THROUGH
DEVICES SLICH AS
WORD BALLOONVS.

1T? 7487& 117
/ ] BUT WH;T’ OF THE 707}4&2
[1 ] s
7S
e
WE REPRE VI7HINV THESE BUT BETWEEN
SAYD TH PANELS, WE CAN PANELS, NONE OF
E ey ONLY CONVEY OLIR SENSES ARE
S INFORMATION REQUIRED AT ALL.
VISUALLY.
j—
u Y-
/V
)
\s—

. BUT N
ALL IN ALL, IT IS

AN EXCLUSIVELY
VISUAL
REFRESENTATION.

N

89

WHICH IS
WHY ALL OF
OUR SENSES

ARE
ENGAGED!




SEVERAL TIMES
ON EVERY PAGE
THE READER 1§
RELEASED--LIKE A
TRAFPEZE AR TIST--
INTO THE OPEN AIR

OF /MAGINATION...

- THEN CAvGH 7
BY THE OUTSTRETCHED
ARMS OF THE EPE&-
PRESEN T VEXT
FANEL S d

CALUGHT QUICKZLY
SO AS NOT TO LET
THE READER FALL
INTO CONFLUSION
OR BOREDOM.

-=THAT
THE READER
MIGHT LEARN

AN 424

BUT IS IT POSSIBL
THAT CLOSURE cap
BE SO MANAGED y
SOME CASES--

: ) ~
IN CHAPTER TWQ, WE DISCUSSED
VARIOUS TYPES OF 1ICONIC AND NON-ICONIC
DRAWING STYLES,

~

DO THESE
AFFECT
CLOSUREZ

e -
fi 4‘\\ )
V4
/ ]
y
SINCE CARTOONS ALREAD
READER, THEY TEND TO
I THINK CONCEPTUAL TERRITORY
THE ANSWER
1S Y&,

Y EXIST AS CONCEPTS FOR THE
FLOW EASILY THROUGH THE
EETWEEN PANELS,

IDEAS FLOWING INTO ONE ANOTHER SEAMILESSLY,

90
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BUT BEALAS7/7C IMAGES HAVE A BUMPIER RIDE. THEIRS 1S
A PRIMARILY V/SLUAL EXISTENCE WHICH DOESN'T PASS EASILY
INTO THE REALM OF IDEAS.

g

AND SO, WHAT SEEMED LIKE A CONTINUQUS SERIES OF
MOMENTS IN THE LAST EXAMPLE, HERE LOOKS A LITTLE MORE
LIKE A SERIES OF $7ZL FICTURES...

.TO ME "\
ANYWAY. THESE

THINGS ARE ALL
SUBIECTIVES

p Za) \

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

A GOOD RULE OF
THUMB IS THAT
|F READERS ARE
PARTICULARLY AWARE
OF THEARTIN A
GIVEN STORY--

N
2 Vit

|

\

\\.-\.
NOW IT'S THE ZVIFYING PROPERTIES OF DESIGNV THAT
MAKE 1S MORE AWARE OF THE PAGE AS A WWAHOLE, RATHER
THAN 1TS INDIVIDUAL COMPONENTS, THE f’A/VfLS, . I

L ! OF COURSE, MAKING THE READER WOKK A LITTLE
--THEN ; MAY BE JUST WHAT THE ARTIST 1S 7RY//G TO DO.
CLOSURE IS ONCE AGAIN, IT'S ALL A MATTER OF
PROBABLY NOT PERSONAL 7TASTE. .
. HAPPENING . —_— - -
.\ WITHOLIT SOME -
) EFFORT. 0 L
7 o
o .'. // -J::' \ )
. H o
o A RY
. TEUER
.- \0.' { S
Y ﬁ N\ ( ! ¢
'. . ] <4 d J v o - 9
1 R B \u\i iz
‘ . . . . . A K - " - . . . . . . * - .
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' THE COMICS :
/ CREATOR ASKS US

TO JOIN IN A S/ILENT

DANCE OF THE
S'EEN AND THE
LUNSEEN.

B S

RNy A_\.XLAA.\g

AN

ol

| S Y

THIS DANCE IS MIN/QUE THIS IS WHY I THINK IT’S
TO COMICS. NO OTHER ARTFORM A MISTAKE TO SEE COMICS AS
GIVES SO MUCH TO ITS ALUDIENCE A MERE FYERID OF THE
WHILE ASKING SO MUCH CRAFHIC AR7S AND PROSE
FROM THEM AS WELL, FICTION.,
_T.L. — "
A BETWEEN THESE
iy PANELS 1S A
M g}‘\% ;F MAGIC
COMICS /
o CAN CREATE,
| ,/" \:‘_&Fi:—yf
/ Z e —
A==
/ - ;
| I \ | | - :;\ A
| L S *




: n’» : .s. W === g & s .I%:—E e ——————
11 %] 1] IO T = -;—:: = | T ——————
- =Sl
23 2] ¥ " 7] o, HERE 'N
A== T o THIS STUDIO, I'VE —
o RS —
= ROCESS —
I o = LSE ITT0 MAKE =
l = Y =h — —
“*g E= BUT I —
I & CAN ONLY Po/NT —
S— Q) THE ZWAY, 1 ]
< Z CAN'T TAKE YOU =
I N D ANYWHERE You }7 —
NN DON'T WANT T0 —
' 2 LIV Ty Ga. —
) m A=
‘ B) Wlng LAY,
1
e ° = = |t = =07
4 _ E: M-\
'\ %: © =
ALL I CAN DO IS MAKE ASSUMPTIONS = -
ABOUT YOU AND HOPE THAT THEY'RE .=
CORRECT-- == >
= | e o8
‘.‘ -~ Z ac - ...“._._._—
_-JUST AS WE ALL ASSUME, EVERY DAY, ALL I ASK OF YOU
THAT THERE'S MORE TO LIFE THAN MEETS=E] IS A LITTLE
THE EYE, FAITH -~
= =
3_ 33
7

-~AND A WORLD
OF /MIAGINATION.
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