WHEN T WAS VERY YOUNG,
WAS JUST A SHOW PLIT ON FOR MY @ENEF/7, THAT UNLESS T WAS PRESENT TO

SEE THINGS, THEY JUST--

T HAD A RECURRENT DAYDREAM THAT THE JWHOLE HOKLD
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/;E,? IN LIFE, T FOUND Q7HERS WHO HAD SIMILAR DAYDREAMS AS CHILDREN,

NONE OF US EVER REALLY BELIEVED THESE THEORIES, BUT WE HAD ALL
NOT BE DISPROVED, -
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eVEN 7ODAY, AS T WRITE AND DRAW THIS T'VE NEVER BEEN T'VE NEVER SEEN
PANEL, T HAVE NO GLUARANTEE THAT TO MOROCCO, BUT THE EARTH FROM
ANYTHING EXISTS OUTSIDE OF WHAT MY T TAKE IT ON FA/7# $PACE FIRSTHAND,
FIVE SENSES REFPORT TO ME* g THAT THERE /S A YET I TRUST THAT
e - = MOROCCOS THE EARTH IS
S e \vv/ ROUND.
) \____\//
B\ ﬂ—
il P
/
N y f; - Z
___P L/
/I 1/ p 1
S A n \
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i | |
I'VE NEVER BEEN IN THIS PANEL
IN THE HYOULSE YOU CAN'T EVEN
ACROSS THE STREET, SEE MY LEGS, EVEN
YET I ASSUME IT YET YOU ASSUME THOUGH
HAS AN /N7TERIOR, THAT THEY'RE THEY'RE
THAT IT ISN'T JuUST THERE. NO7
SOME BIG MOV/E
S§&7.7
"
1
-~ -~

*NOT TO SAY OUR SENSES ARE ANY KIND
OF GLARANTEE/ 61



ALL OF US PERCEIVE THE

WORLD AS A WHULE THROUGH

THE EXPERIENCE OF OUR
SENSES.

=
YET QUR SENSES CAN
ONLY REVEAL A WORLD
THAT \S FRAGMIEN TED
AND /NCOMFLET7E

EVEN THE MOST W/DELY
TRAVELLED MIND CAN ONLY
SEE SO MUCH OF THE WORLD
IN THE COURSE OF A LIFE.

e

OUR PERCEPTION QF
"REALITY" 1S AN ACT OF
FAJTH, BASED ON MERE

FRAGMENTS.

?Q
'

AS JVEANTS, WE'RE LUMABLE
TO COMMIT THAT ACT OF FAITH.
IF WE CAN'T SEF |T, HEAR IT,

SMELL |T, TASTE 1T OR 70UCH 1T,

T ISN'T 7HERE/,

Peek-A-Boo!

=
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THE GAME “PEEK-A-BOQO" PLAYS
ON THIS IDEA. GRADUALLY, WE ALL
LEARN THAT EVEN THOUGH THE S/GA 7

OF MOMMY COMES AND GOES,
MOMMY REAMAINS.

FPeek-A-Boo!
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THIS PHENOMENON OF
OFSERVING 7HE FAR7TS BUT
FPERCEIVING 7HE WWHOLE

HAS A VAMIE.
IT's
CALLED
CLOSURE.
2

SOME FORMS OF CLOSURE ARE
DELIBERATE INVENT/ONS OF
STORYTELLERS TO PRODUCE
SUSPENSE OR TO CHALLENGEF
ALD/ENCES.

EOAAL ]

©)

Q| N RECOGNIZING AND RELATING Y
70 O7THER PEOPLE, WE ALL —‘l'

5] DEPEND #£AV/LY ON OUR LEARNED L—

[

ABILITY OF CLOSURE,
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IN QUR DAILY LIVES, WE OFTEN
COMMIT CLOSURE, MENTALLY
COMPLETING THAT WHICH 1S
INCOZIPLETE BASED ON PAS7
EXPERIENCE,

OTHERS HAPPEN AL7OMATICALLY,
WITHOUT MUCH &EFFUR7... PART
QF BUSINVESS AS LSVAL.

2
i
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IN AN
INCOMPLETE
WORLD, WE
MUST DEPEND
ON CLOSURE
FOR QUR VERY a

SURV/IVAL. T




CLOSURE CAN TAKE
MANY FORMS. SOME
\ SIMPLE, SOME COMPLEX.

-t ® N\ Fo o 3 7 AP & I
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SOMETIMES, A MERE $#APE OR |°
QUTLIVE 1S ENOUGH TO “
TRIGGER CLOSURE.

U~

THE MENTAL PROCESS DESCRIBED
IN CHAPTER 70 WHEREBY
THESE LINES BECOME A FACE
COULD BE CONSIDERED CLOSURE.

EVERY TIME WE SEE

A FHOTOSKAFPH
REPRODUCED 1IN A
NEWSPAPER OR
MAGAZINVE, \WE
COMMIT CLOSURE.

QUR EYES TAKE IN
THE FRAGIENTED,
BLACK-AND-WHITE
IMAGE OF THE
"HALF-TONVE”

PATTERNS--

-AND

OUR MINDS

TRANSFORM IT
INTO THE

\ REALITY "




IN IN A7LM, CLOSURE TAKES PLACE CON7/NUOLSLY-- ’
ELECTRON/C O H TWENTY-FOUR TIMES PER SECOND, IN FACT-- AS OUR
MEDIA, CLOSURE 8 MINDS, AIDED BY THE PERS/ISTENCE OF VISION,
rsvgﬁn/g;;g 7 B | P\ TRANSFORM A SERIES OF §7/2L PICTL/RES INTO
= .
POWERING” 4

A STORY OF CONT/NVUOLS MOT7TON.

O o O 0 0 00 o O

o o0 o o O O

A MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELEV/S/ON, BETWEEN SUCH
WHICH, IN REALITY, IS JUST A S/NGLE POINT OF LIGHT, AL7OMA7TIC
: RACING ACROSS THE SCREEN SO FAS7 THAT IT'S DESCRIBED ELECTRON/IC
g MY FACE HUNDREDS OF 77MES BEFORE YOU/ CAN EVEN SWALLOW CLOSURE AND THE
; THAT CORN CHIPLI ™ SIMPLER CLOSURE
; OF EVERYIAY
LIFE--
: ! =
g g 2
* 7 — '
i S ——— i
= -5 < //
S A —= —
- D )
< S ___,__——\—____—:_

...A MEDIUM WHERE THE AUDIENCE 1S
A WILLING AND CONSCIOUS COLLAZORATOR
AND CLOSURE IS THE AGENT OF CHANGE,
7/ME AND MO770/V.

-=THERE LIES

A MEDIUM OF
COMMUNICATION
AND EXPRESSION
WHICH USES CLOSURE
LIKE NO O7THER...

* MEDIA GURL TONY SCHWARTZ DESCRIBES THIS B9
AT LENGTH IN HIS BOOX MEDVA, THE SECOND GOD,
ANCHOR BOOKS, 1983.
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THAT SPACE
BETWEEN THE
PANELS T THAT'S
WHAT COMICS
AFICIONADOS HAVE
NAMED "74&
GLTTER"

AND DESPITE
1TS LNCEREMONIOUS
777LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MYS7TERY THAT ARE
AT THE VERY HEAR7
OF Ccomics”

HERE IN N
Y THE Z/MBO OF THE T\
GUTTER, HUMAN —

Y

L

|

L

SMAGINATION
TAKES TWO SEPARATE
IMAGES AND 72ANS -

FORMS THEM INTO
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NOTHING
1S SEEV BETWEEN
THE TWO PANELS,
BUT EXFER/ENCE
TELLS YOU SOMETHING
MLS7T BE THERE/

[ Peek-A-Boo!

Peek-A-Boo!

COMICS PANELS FRACTURE BOTH 7/ME AND SPACE, OFFERING A JAGGED,
STACCAT7O RHYTHM OF UNCONNECTED MOMENTS.

\'.l

[

BUT CLOSURE ALLOWS US TO fONNVEC7  THESE MOMENTS
AND MENTARLLY CONSTRLUC7 A CONTINUOUS. UNIFIED REALI7TY,

W& VASLAAL
/CONOGKRAFHY IS
THE VOCABULARY OF
comics, CLOSURE 1S
17S GRAMMAR.

C;;} E"_

ICONOGRAPHY

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

)@

CLOS URE

--THEN, IN A
VERY REAL SENSE,

comscs 7§

| CLOSUREY
s A

(1 ————————
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THE CLOSURE OF
ELECTRON/C MEDIA j
IS CONV7TINLOL/S, LARGELY
INVOLLNVTARY AND
VIRTUALLY

BUT CLOSURE W COA/CS 1S
A4& FROM CONTINUOUS AND
ANYTHING BUT INVOLUN TARY >

INOW YOUDIE W =

NO!

= EVERY
= ACT COMMITTED
TO PAPER BY THE
= —— = COMICS ARTIST 1S
— AIDED AND ABET7TED
= = = | BY A SHLENT
.— ACCONIFL/CE,

9 = \i : Y
\ . 2% = N7
WNSH 02 T
; A2 {1
I MAY HAVE DRAWN AN AXE BEING
RAISED IN THIS EXAMPLE, BUT I'M ALL OF YOU
AN EQUAL NOT THE ONE WHO LET IT DROP PARTICIPATED
PARTINER Og DECIDED HOW HARD THE BLOW, }\NL LTSIE—' yg&%‘jﬂ
R HO SCREAMED, OR WA Y.
NV CRIME W THE AXE AND
KN;V‘V,NEAS ‘ NOW YO(/D/E!, CHOSE YOUR SFPOT.
y 2
READER. 17
]

1=\

T

7HAT, DEAR READER, WAS YOUR
SPECIAL CRIME EACH OF YOU
COMMITTING IT IN YOUR QWN $7V2E

68
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PARTICIPAT/
oV
s‘l;fqr\l/flléllf—t\lAPkAr\AJ?Ls 1S A POWERFUL FORCE N N0 SN 17
15 TO CONDEMN IN ANY MEDIUM. 7 //}»\ ’1f§§\(£. e
M TO A FILMMAKERS Z0V6 AGO HMIZ<17 = N1} -
H LISAND REALIZED THE IMPORTANCE AYE ) ) o - 2
THOEATHS OF ALLOWING VIEWERS : % Z )
P ‘ TO USE THEIR [ S
= TMAGINATIONS.
7S
I @ = //
v
< TN I (e %
\ 2 S0 e
1‘% /ﬁ” 5§, RS = /1:/;,, 7

BUT WHILE AZZM MAKES
LSE OF AUDIENCES' IMAGINATIONS
FOR OCCASIONAL EFFECTS,
COM/ICS MUST USE 1T

FAR MORE OF7EN/

CLOSURE
IN COMICS FOSTERS
AN INTIMACY SURPASSED
ONLY BY THE WE/77&/NV
WORD. A SILENT, SECRET
CON7RACT7T BETWEEN
CREA7OR AND
ALDPIENCE.

HOW THE CREATOR
AONVORS THAT CONTRACT
IS A MATTER OF BOTH
ART AND CRAFT.

FROM THE 7O08S//VG OF A BASEFALL
1O THE DEATH OF A PLANET7, THE
READER'S DELIBERATE, VOLUNTARY
CLOSURE 1S COMICS' FEIMARY MEANS
OF SIMULATING 77ME AND MOTION.

LET'S
TAKE A LOOK
AT THE

CRAF7.

4

10\
¢

7/

\N
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=
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MOST
PANEL-7O-PANEL
TRANSITIONS IN COMICS
CAN BE PLACED IN ONE
OF SEVERAL DISTINCT
CATEGOR/ES. THE F/RST
CATEGORY -- WHICH WE'LL
CALL MOMENT7-70
MOMEN7--REQUIRES
VERY L/77LE
CLOSURE.

WNEXT
ARE THOSE
TRANSITIONS
FEATURING A SINGLE
SYB/ECT IN DISTINCT
ACT/ON-TO-ACTION
PROGRESSIONS.

g
oY

(
st

0.9 9%
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THE NEXT
TYPE TAKES US FROM
SUBJECT-TO~SUYBIECT
WHILE STAYING WITHIN A
SCENE OR IDEA. NOTE
THE DEGREE OF READER
INVVOLVEMENT NECESSARY
TO RENDER THESE
TRANSITIONS
MEANINGFUL.

AT LEAST

JERRY
NEVER
CALLED/

oyl

DEDUCTIVE
REASOVING IS
OFTEN REQUIRED IN
READING COMICS SUCH
AS IN THESE SCENE-
-70-SCENE TRANSITIONS,
WHICH TRANSPORT US
ACROSS SIGNIF/CANT
DISTANCES OF 7IME
AND SPACE.

HE CAN'T
OUTRUN US
FOREVER!

BOMBAY!| | PARIS! NEW YORK!

NO ONE COULD
HAVE SURVIVED
THAT CRASH!

SSNIFFIz
YOURE



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

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.

l)'///
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THIS LAS7 CATEGORY PERSONALLY, 1

-~ALCHEMY
SUGGESTS AN INTER- | | DON'T 7#/MK SO.

AT WORK IN THE
SPACE BETWEEN
PANELS WHICH CAN
HELP US FIND
MEAN/NG OR
RESONANCE IN
EVEN THE MOST
VARRING OF
COMBINATIONS.

ESTING QUESTION.
IS IT POSSIBLE FOR NO MATTER
ANY SEQUENCE OF HOW D/SS/MI/LAR
PANELS TO BE ONE IMAGE MAY BE
TJOTALLY UNRELATED TO ANOTHER, THERE

lTO EACH OTHER?Y ' | IS A KIND OF -~ '

AN

R4

-

--OVERRIDING
/DENTITY, AND
FORCING THE VIEWE
TO CONSIDER THEM
AS A WHOLE.

SUCH TRANSITIONS
MAY NOT MAKE
"SEMSE” IN ANY
TRADITIONAL WAY,
BUT STILL A
RELATIONSHIP OF
SomiE SORT WILL
INEVITABLY
DEVELOR

BY CREATING A
SEQUENCE WITH
TWO OR MORE
IMAGES, WE ARE
NDOWING THEM WITH
A SINGLE--

HOWEVER
DIFFERENT
THEY HAD BEEN,
THEY NQW BELONG

TOA SIVGLE
ORSAN/ISI.

CLOSURE
FOR &8L00D,
'\ GUTTERS

.D FOR VE/NS...

T

/////,//m‘ !Hl'l'\\\\\.\:\t\\\



THIS SORT OF
CATEGORIZATION
1S AN /NEXACT SC/ENCE
AT &FS7, BUT BY USING
QUR TRANSITION SCALE
AS A 700L -~

--WE
CAN BEGIN
TO UNRAVEL SOME
QOF THE MYSTERIES
SURROUNDING THE
IWVISIBLE ART
OF comM/cs
S7TORY 7TELLING”

HE CAN'T
OUTRUN US

FOREVER !
i

MOST MAINSTREAM
COMICS IN AMERICA
EMPLOY STORYTELLING
TECHNIQUES FIRST
INTRODUCED BY
JSACK KIKBY, SO

ALTOGETHER, I COUNT
NINETY-FIVE

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

THEY BREAK DOWN

'© MARVEL ENTERTAINMENT GROUP, INC.

LET’S START BY
EXAMINING THIS
LEE-KIRBY COMIC

PROPORTIONATELY,

FROM 1966.
_Df:wa“h‘fasfkilgj
& Four
h 7 wd
4 (7]
TR
NS T

BY FAR, THE MOST COMMON TYPE OF
TRANSITION IN KIRBY'S ART IS AC7/0N-
“70-AC7/0N. I COUNT S/IXTY-7W0O OF
THEM IN THIS STORY-- ABOUT § X7y -
FIVE PERCENT OF THE TOTAL NUMBER.

SYESECT-TO-SUEB/ECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL N/NETEEN--
ABOUT 7WENTY PERCENT OF THE TOTAL NUMBER,

TT2ACED AND CIMP! IEIED FAR 1 ARITV' E cAwE T \J



BT S e, SRR, A

AND SINCE ALL
OF THE REMAINING
TRANSITIONS ARE FROM
SCENE-TO-SCENVE,
WE HAVE THE
FOLLOWING
BREAKDOWN.

2| 657

3| 20%

4| 15%

5| —
] / 6l —
=t

AS A BAR GRAPH
IT WOULD LOOK
SOMETHING LIKE
THYS.

123456

THIS EMPHASIS ON
ACT/ON-TO-ACTION
STORY TELLING SUITS
MOST PEOPLE'S IDEAS
ABOUT K7R@Y, BUT
IS HE UN/QUE
IN THIS RESPECTY

APPARENTLY MO7/ HERE’'S A GRAPH OF
PANEL TRANSITIONS IN HERGE'S 7/N 7NV
AND THE PROPORTION ARE VERY
SM/LAR TO KIRBY'S

N\

123456

6

MER s
7 @

I e o

‘\'\'\" ok 50 |
B &"&m};/

O o

o -
= AL f@@f— / ]

NOW, HERGE'S AND
KIRBY'S STYLES
ARE MO7 SIMILAR/
IN FACT, THEY'RE
RADICALLY
DIFFERENT .Y

L V77U

=)

1S THERE SOME KIND
OF UMIVERSAL

FPROPORTION AT
WORK HERE, OR

IS THERE ANOTHER
COMIMION LINKZ
MAYBE A SIMILARITY

-3

OF GENRES”

X-MEN #1

7 HEARTBREAK SOUP™

BETTY 3 VERONIGA

NAUGHTY BITS

11

A RANDOM

SAMPLING OF
VARIOUS AMERICAN
COMICS SHOWS THIS
SAME PROPORTION

PRETTY 1
CONSASTENTLY, -
WSS TE CLAREMONT X LEE G. HERNANDEZ DOYLE £ DECARLO GREGORY
FIRANK INTHE RIVER A CONTRACT WiTH GOD MAUS DONALD DUCK.
T 11
& 1 |
WOODRING EISNER SPIEGELMAN RBARKS

75




mvacy

SQUERK THE MOUSE ASTERIX WELCOME TO AFLOLOL THE LONG TOMORRIW

A SURVEY N — ’
OF WELL-KNOWN
EUROPEAN ARTISTS
YEILDS S/MILAR,
IF NOT QU/77F AS

LINIFORM, -
RESULTS. ] ] §
FATTIO- ¢ GOSCINNY & UDERZD CRISTIN & MEIERES O'BANNON € MOERIUS
i
MANHATIANY CLiK! THE BLACK IS0 “THE CLOCK STRIKES™ *
R A Y Y ]

- o] S R S SN NN SO —g b i

— SR _A‘.‘ - -~
TARDY MANARA HERGE J00ST SWARTE

IF WE CHOOSE TO
SEE STORIES AS
CONNECTED SERIES

ARE THESE

THKEE TYPES OF
TRANSITIONS ALL

OF EVENTS, THEN
THE PREDOMINANCE
OF TYPES 2-4 ARE

ANYONE SHOULD EVER
\ NEED TO TELL A STORY
IN COMICS ¥

EASILY EXPLAINED.

HE CAN'T
OUTRUN US
FOREVER!

)

TYPES 2-4 SHOW
THINGS HAPPENING

TYPE 1
SHOWS AC7/0/V/S

IN CONC/SE, LIKE TYPE 2, BUT
EFFICIENT WAYS. T TENDS TO REQUIRE Ny
SEVERAL PANELS TO L ‘ - f‘ "% 3 A
DO WHAT TYPE 2 . ; % g X
DOES IN 70~ W | 3 >
M ML |
1 234%5¢
iz
7
,74_> -
7k = 1
= vl
N e IR
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--WHILE IN THE
FIF7H TYPE, BY
DEFINITION, NOTHING
*"HAPPENS " AT ALLT

123456

AND, OF COLRSE,
NON-SEQUITURS
ARE UNCONCERNED
WITH EVENTS OR
ANY NARRATIVE
PLRPOSES OF ANY

w‘z\//

123456

=
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Z
=
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=
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=
=
Z
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AN

COMICS, LIKE THOSE OF
! EARLY PERIOD, EXPLORE

el i
STORIES FROM SPIEGELMAN'S
ANTHOLOGY BREAKDOWNS:

SOME EXPERIMENTAL
ART SFIEGELNVIANS

A FULL RANGE OF
TRANSITIONS --

--THOUGH
GENERALLY
IN THE SERVICE OF
EQUALLY RADICAL

STORIES AND
SUBJECTS.

T T g %
“DON'T GETAROUND  INTRODUCTION — “MAUS "
MUCH ANYMORE" (ORIGINAL)
[
“SKINLESS  “PRISONER ONTHE “CRACKING
PERKINS™ HELL PLANET" JOKES™
FRONT AND  "ACE-HOLE,MIDGET " REAL
BACK COVERS DETECTIVE"  DREAM"I975

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

AT OSAMU 7EZUKA

FROM JAFAN.

TEZUKA IS A FAR
CRY FROM THE
EARLY SPIEGELMAN.
HIS STORYTELLING
IS CLEAR AND
STRAIGHTFORWARD.
BUT LOOK AT How
HE CHARTS.”

123%56

N

»
O

I
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ART © OSAMU TEZUKA.

ACTION- IN FACT, SUBSECT-TO-
-70-ACT/0N SUE/ECT TRANSITIONS
TRANSITIONS ACCOUNT FOR NEARLY
STILL DOMINATE AS MANY AS ACT/ON.
IN TEZUKA'S — :
WORK, BUT TO

A LESSER
DEGREE.
] AN N
< \
N
S , N\
] (A ‘

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

THOUGH THE LATTER
TYPE ONLY ACCOUNTS
FOR FOUR PERCENT
OF THE TOTAL, SUCH
SEQUENCES CONTRAST
STRIKINGLY WITH THE
WESTERN TRADITIONS
EXEMPLIFIED BY

KiRBY AND HERGE,

1

BUT, MOST STRIKING
OF ALL IS THE SUBSTANTIAL
PRESENCE OF THE FIFTH
7YPE OF TRANSITION, A
TYPE RARELY SEEN
IN THE WEST.




ASPECT-
70-ASPECT
TRANSITIONS

HAVE BEEN AN
INTEGRAL PART
OF JAPANESE
TANSTREAM
cOMICS ALMOST
FROM THE VERY
BEGCINNING.

ART © OSAMU TEZUKA.

~Ny fﬂ:lHl}}
7oAk
J

et aiad R N
o

i w,'uunungmmnﬂﬁ |

MOST OFTEN USED TO ESTABLISH A M0O0D OR A SENSE
OF FLACE, TIME SEEMS TO S7ANMD §77LL IN THESE QUIET,

CONTEMPLATIVE COMBINATIONS.

RATHER
THAN ACTING
AS A BRIDCE

BETWEEN
SEFARATE
MOMENTS, THE
READER AERE
MUST ASSEMBLE
A SNGLE
MOMENT USING
SCAT7ERED
FRAGUENT7S.

 om——n

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

SN MYTHAL CLITENLIC &5 1 WA

T

o

.

, "*. )




IN EXAMINING

SEVERAL JAPANESE ARTISTS,

WE FIND SIMILAR

PROPORTIONS TQ TEZUKA'S,

INCLUDING A HIGH INCIDENCE

OF THE F/FT7H TYPE.

750 RiDeER
(BHVERTD)

FATHER £ SON

HAYASY R OSIMA

WOLF R CuB
KOIKE & KOJIMA

-

/ s ]| AKIRA
“Z KATSUHIRO OTOMO

CMBoR6 004

SHOTARD 1SHIMOIRY

PHOENIX
OSAMU TEZVKA

LENGTH MAY BE ONE OF
THE FACTORS AT WORK HERE. MOST
JAPANESE COMICS FIRST APPEAR IN
ENORMOUS AN7HOLOGY TITLES WHERE
THE PRESSURE ISN'T AS GREAT ON
ANY ONE INSTALLMENT TO SHOW
/N A LOT "HAFFEN/NG.”

T

T

]

WHEN INDIVIDUAL FEATURES ARE
COLLECTED, THEY MAY RUN FOR
THOUSANDS OF PAGES.

Tsokc

Rerase

AS SUCH,
DOZENS OF PANELS
CAN BE DEVOTED
TO PORTRAYING
SLOW CINEMATIC
MOVEMENT OR TO
SETTING A MOOD.

BUT I DON'T THINK
LONGER STOR/ES ARE
THE OVZY FACTOR,
OR EVEN THE MOST
JMPORTANT ONE.

2

BIT MORE FLNDAMEN7AL TO THIS
PARTICULAR EAST/WEST SPLIT.

CBELIE\/E THERE'S SOMETHING A

o
%

TEZUKA
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TRADITIONAL
WESTERN ART
AND LITERATURE
DON'T WANDER MUCH.
ON THE WHOLE, WE'RE
A PRETTY
GOAL-ORIENTED
CLTURE. /

BUT, IN THE £EAS7,
THERE'S A R/ICH
7RADITION OF CYCLICAL
AND LABYRINTHINE

WORKS OF ART.

JAPANESE COMICS
MAY BE #£/RS TO
THIS TRADITION, IN
THE WAY THEY SO
OFTEN EMPHASIZE
BEING THERE OVER
GETTING 7THERE.

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

FOR
IN JAPAN
MORE THAN
ANYWHERE
ELSE, COMICS [.
1S AN ART-- /

T
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--OF
INTERVALS. ) -

THE IDEA THAT ELEMENTS
OMI7TTEL FROM A WORK OF ART
ARE AS MUCH A PART OF THAT WORK
AS THOSE /NCLUDED HAS BEEN
A SPECIALTY OF THE £AS7 FOR
CENTUR/ES.

IN THE GRAPHIC ARTS THIS HAS MEANT
A GREATER FOCUS ON FIGLRE/GROLND
RELATIONSHIPS AND “NVEGATTVE SPACE”

“THE GREAT WAVE OFF KANAG’AWA" BY HOKUSAI (c.1829)
CTURN THIS PICTURE UPSIDE DOWN TO SEE THE O7HER
WAVE OF NEGATIVE SPACE...NATURE'S Y/N AND YANG.)

IN MUSIC TOO, WHILE THE WESTERN

CLASSICAL TRADITION WAS EMPHASIZING

THE CONTINUOLS, CONNECTED WORLDS OF

MELODY AND HARMONY, EASTERN CLASSICAL

MUSIC WAS EQUALLY CONCERNED WITH THE
ROLE OF SKEENCE,

IWEST EAST

IN THE LAST CEN7URY OR TWO, AS
WES7ERN CULTURAL INFLUENCES SWEPT
THE F£AS7; SO TOQ HAVE FAS7ERY AND
AFRICAN \DEAS OF FRAGMENTATION
AND RHY7HM SWEPT THE WEST.

FROM DEBL/SSY TO STRAVIMSKY TO
CoOUNVT BAS/E, WESTERN MUSIC HAS

GRADUALLY INCORPORATED A STRONG
AWARENESS OF THE POWER OF N
FRAGMENTATION AND INTERVALS.




IN THE YAS2AL
ARTS, THE IMPACT
OF EASTERN
IDEAS WAS BOTH
POWERFUL AND
LASTING.

. THE TRADITIONAL EMPHASIS IN WESTERN |
G . ART UPON THE PRIMACY OF FOREGROUND H
OF SUBJECTS AND
WCAL |+ COVTINUOUSNESS
{THE | OF 7O0NES ,

; GAVE WAY TO
FRAGMENTATION
AND A NEW
AWARENESS OF
THE PICTURE
PLANE,

|/ WHAT DO YOU THINK THIS
( “PAINTING BY AL HELD |
IS CALLED? ¥ il
I i r

FACSIMILE

OF "FIGURE”

BY PABLO PICASSO
1948

F G i el ;
: ) e s -
4

e L (Leer .
4 ) .
IN THEATRE, THE IDEA THAT &t THE MASTERY OF ANVY MEDIUM
LESS IS MORE” HAS REAL PRACTICAL N ¥ USING MINIMAL ELEMENTS HAS
IMPLICATIONS. ONE OF THE MOST LONG BEEN CONSIDERED A MOBLE
SUCCESSFUL SHOWS IN HISTORY 1S ! ASFIRATION.
THE FANTASTICKS -~ A PLAY WHOSE
ENTIRE SE7 CAME IN 7HREE PIFCES--
A TATTERED BANNER, A STICK
AND A CARDBOARD MOON.

AP

SSSS ESSESS

—

"ANSWER: “THE BIG N~
ISEE PAGE 21g) 83




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

I BETTER
GO NOwW/

1 SEEM TO HAVE
LOST MY KEYS/
CAN T BORROW

OKAY. THEY'RE
IN MY PLURSE.

LAt QR BR(//y",“
= ® -
ECJ %é ! ég:352%94; ﬂ§:::§%§ §<> og | L\V
BRUM! | | Z&8iussii WERE 1AM/
Jpa— \\ / s
T - EE i

(oo

I HOPE DAISY (S
READY/

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

HOW ABOUT
7OMORROW
N\ NIGHT?

1 KNOW, I'LL REN
A VIDEO/

VIDEO
[House

e
= [ee

1 ALWAYS WANTED
70 SEE THIS ONE{
N

SAY, DO YOU XNOW
BILL'S LAST NAMEY

THAT'S WHAT T'M )
ASKING YOU.

X "S8RUM" APPEARS COURTESY OF M. FEAZELL

e
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L

'/ KNOW

PPy S B TS S 5 SR L R 5 L T T B RS S e T P T e

DRIVE, CARL,

PROMISE ME YOU
WON'T DRINK AND

BRUIM!
s

HERE I AM/

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

HERE'S
A
STORY.

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

T
T 1

i

14

pS
XY
hA\S

T

g

1

THE ART
OF COMICS 15
AS SUBTRACTIVE
AN ART ASIT IS
ADPDITIVE.

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

gl

9,

1 PROMISE.

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

FINDING THE
BALANCE BETWEEN
700 NIL/CH AND
700 LIT7LE 1S
CRUCIAL TO
COMICS CREATORS
THE WORLD

e e OVER.
<
RIP
I Wcare |\ T2 AN
Lty END \
L~ Paui
o ] Y /A1

SOME SEEM PRETTY SAFE,
LIKE THE ASSUMPTION THAT
THIS WILL BE PERCEIVED
BY AUDIENCES AS AN EYE
CLOSING.

J7A2

3HT 31 21 TAHT
T1230Q 30MIIQUA
QY TWONX JATR

AR GEAY

o

/’;//\ 1N

e [
=
4
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WE ASSUME AS PEADERS THAT WE WILL AS CLOSURE SETWEEN PANELS BECOMES
KNOW WHAT ORDER TO READ PANELS IN, MORE INTENSE, READER INTERPRETATION
BUT THE BUSINESS OF ARRANG/NG THOSE BECOMES FAR MORE ££ZAST7C.

PANELS IS ACTUALLY QUITE COMPLEX.
SO COMPLEX,
IN FACT, THAT
EVEN $EASOVED
PROS WILL VA
SOMETIMES 2
BLOW 17;
 Z ?
e e A
/
y A
9 A 4
VIR : .
AND MANAG/NG 1T BECOMES
MORE COMPLICATED FOR THE CREATOR.

CLOSLIRE CAN BE A POWERFUL
FORCE JW/7H/A/ PANELS AS WELL AS

R BETWEEN THEM, WHEN ARTISTS CHOOSE K&
TO SHOW ONLY A SMALL PZ/ECE )

OF THE PICTURE,

SOME ARTISTS CAN BE

DELIBERATELY AMBIGLOL/S,
OF COURSE, AND OFFER US NO STRICT
INTERPRETATION TO GC ON.

pal
]
<.
COMICS BY --AND /. --THE ‘
CAN BE SHOWING OFFERING /' ARTIST CAN
MADDENINGLY LITTLE OR ONLY (LJES 70 TRIGSER ANY
VAGUE ABOUT NOTHING THE READER-- NUMBER OF
WHAT 1T OF A GIVEN IMAGES IN
THE READER'S
IMAGINATION.

SHOWS
us.

&
=

s

\
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?0 R

READERS FACED
WITH PANELS LIKE JHFSE
WILL HAVE SUBSTANT/ALLY
DIFFEREN7 INTERPRETATIONS.

CL/"\K.' C\L,{‘K-'C LAK !

~

BY CONSTRUCTING p##0LE
VAGES BASED ON THESE

FRAGMENTS, READERS ARE
/’E?FDKM//V? CLOSURE,
JusT -

WHOOSHY

= Splip Splip <

N,

g "V@ﬁmﬂ

UH-- JUST AS
READERS COMPLETE
AN ACTION OR

IDEA BETWELEN--

7
5" D6 y

= AHEML S 1 SAY,
JUST AS READERS
COMPLETE -~

o

~- AN
ACTION OR--

oW/ gl

S0P THAT!

9995 95agf

P35 ggagt
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WHATEVER THE MYSTERIES
MV/7H/N EACH PANEL, 1T'S THE
POWER OF CLOSURE BE7TWEEN
PANELS THAT I FIND THE MOST
NTERESTIVG.

THERE'S SOMETHING :

S7TRANGE AND WONPERFUL
THAT HAPPENS IN THIS
BLANK RIBBON OF
: FPAFPER.

WE ALREADY KNOW THAT COMICS ASKS
THE MIND TO WORK AS A SORT OF
IN-BETWEENER —- FILLING IN THE GAPS
BETWEEN PANELS AS AN AV/AMA7OR
MIGHT~- BUT I BELIEVE THERE'S STILL
MORE TO IT THAN THAT.

LET'S TAKE ANOTHER LOOK AT
THE A7F74 TYPE OF TRANSITION,
THE ONE SO POPULAR
IN JAPAN.

HERE'S
A FOUR-PANEL
ESTABLISHING

123456 SHOT OF AN

CLD-FASHIONED
KITCHEN SCENE,




o

NOW, MOST OF
yoU SHOULD HAVE
NO TROLBLE

RCEIVING
{HAT YOU'RE IN A
KITCHEN FROM
THOSE FOUR PANELS
ALOVE.

L

WITH A K/GH
DEGREE OF
CLOSLRE, YOUR MIND
1S TAKING FOUR
PICTURE FRAGMENTS
AND CONSTRUCTING
AN ENTIRE SCENE
OL7 OF THOSE
FRAGMENTS.

BUT THE SCENE YOUR
MIND CONSTRUCTS
FROM THOSE Fov&
PANELS 1S A VERY
LDIFFERENT PLACE
FROM THE SCENE
CONSTRUCTED FROM
OUR TRADITIONAL
ONE-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 IT
IN THAT fF7Rs7
PANEL Y

Iz

w,l

AND WHAT ABOUT
THE CHOFPPING
SOUND ¥ DOES THAT
ONLY LAST A PANEL
OR DOES IT PERSIST 7
CAN YOU SMELLZ THIS
KITCHENY FEEL

R 72

COMICS IS A MONO ~SENSORY
MEDIUM. IT RELIES ON ONLY
ONE OF THE SENSES TO CONVEY
A WoRLD OF EXPERIENCE.

BUT
ALLIN ALL, IT IS h

AN Exczu/81vEry
L7884,
REFRESENTATION.

\

1TV 7A87F 117
r-
/ BUT WHAT OF THE OTHER
UigPinn FOUR 7
n//
WE REPRE WI7THINV THESE BUT BETWEELN
Si4YZ TH PANELS, WE CAN PANELS, NONE OF
s =y ONLY CONVEY OUR SENSES ARE
> INFORMATION REQUIRED AT ALL.
VISLALLY
)
\
]
N

8

D!

WE REPRESENT

SOLUND THROUGH
DEVICES SLICH AS
WORD BALLOONS.

WHICH IS
WHY 4ZL OF
OUR SENSES
ARE
ENGAGED! |,




SEVERAL TIMES
ON EVERY PAGE
THE READER 1S
RELEASED--LIKE A
TRAPEZE ARTIST-
INTO THE OPEN AIR

OF I/MAGINATION ..

THEN CALGHT
BY THE OLTSTRETCHED
ARMS OF THE EVER-
PRESENT VEXT
FANELS g

=

CAUGHT QUFCKLY
30 AS NOT TO LET
THE READER SZALL
INTO CONFUSION
OR EOREDOM.

-~THAT
THE READER
MIGHT LEARN

N\ ALY

T THINK
THE ANSWER
1S Y&S.

BUT IS IT POSSIBLE]
THAT CLOSURE Chn
BE SO MANAGED Iy
SOME CASES--

IN CHAPTER TWQ, WE DISCUSSED

DRAWING STYLES.

DO THESE
AFFECT

SINCE CARTOONS ALREADY EXIST AS CONCEPTS FOR THE
READER, THEY TEND TO FLOW EASILY THROUGH THE
CONCEPTUAL TERRITORY FE7WEEN PANELS.

IDEAS FLOWING INTO ONE ANOTHER SEAMILESSLY.

80



SSIBLE
E Cay
SED 1y

T REALISTIC IMAGES HAVE A BUMPIER RIDE. THEIRS 1S

2 PRIMARILY V/7SUAL EXISTENCE WHICH DOESN'T PASS EASILY
INTO THE REALM OF IDEAS.

AND SO, WHAT SEEMED LIKE A CONTINUOUS SERIES OF
MOMENTS IN THE LAST EXAMPLE, HERE LOOKS A LITTLE MORE
LIKE A SERIES OF §72ZL F/CTURES...

TOME "\
ANYWAY. THESE

THINGS ARE ALL
SUBIECTIVES

Y Zi

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

HI']

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

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

N

A

--THEN
CLOSURE IS
PROBABLY NOT

HAPPENING
WITHOUT SOME
EFFORT.

ki

OF COURSE, MAKING THE READER WORK A LITTLE
MAY BE JUST WHAT THE ARTIST IS 7R)Y/NG TO DO.
ONCE AGAIN, IT'S ALL A MATTER OF
PERSONAL 7AS7E

E

|
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THE COMICS

CREATOR ASKS US

LINSEEN.

7 10 JOIN IN A SVLENT
- DANCE OF THE
SEERS AND THE

BN \‘¥\\ \,\. \\\ \k\\\z\;\\\\ S \ o
NN NN - ,\\\:\\\\\ \\%}:\ RO
~ x \ o \\\\\ \\c\\\*\\\\\\ N .

SN
- )\\\ \\ \\\\ \\\\ S .\\\‘\_{5
- >, |

A

/ THIS DANCE IS LIAFREIE
[ TO COMICS. NO OTHER ARTFORM

. WHILE ASKING SO MUCH
. F@@M THEM AS WELL.

THIS 1S WHY I THINK IT'S
A MISTAKE TO SEE COMICS AS
\ A MERE #/YERID OF THE .
N\ CRAFHICARTS BND PROSE
FICTION, :

WHAT
7 HAPPENS

BETWEEN THESE

PANELS IS A
KIND OF MAGIC
ONLY COMICS
CAN CREATE,
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AN
_\ 1= =) = § y Eg 23] 21| 4 25 I3 Iz = HERE N |
== — T 2e 21| JE = — THIS STUDIO: I’VE ] ——
— = @ TRIED TO CON7ROL =
~ = = THAT PROCESS AND —
R — = fEa 2] ==\ use 1T 70 MAKE =
Sy 3 i T | T ) Y CASE. == —
I = g2 & Y=k = —
, i S BUT I =
— 3 CAN ONLY PO/IV?' —
THENAX I Y1 J | E=
e : CAN'T TAKE YOU =
< S~ ANYWHERE YOU —
DON'T WANT TO ——
i 2 - =

ALL T CAN DO 1S MAKE ASSLUMP7/0/VS

= o
~=]

ABOUT YO AND HOPE THAT THEY'RE .. -5 —
CORRECT7-- oo -
= = = - / »
Zz e e = - y}'kf—f;{ [
%’ }L i "}7 - 2 i e \L'\-\&}{
<~ “ = = .
£ S A =L

‘* «é I 22 \/ = + = S X, {t =4
“‘ Ve T T 2] .
--JUST AS WE 44/ ASSUME, EI/E,?)’D/Dﬁé ALL I ASK OF YOU ]
THAT THERE'S MORE TO LIFE THAN MEETS== 1S A LITTLE
THE EYE. — = FAI7TH --
b= —= =
5= — =
Z — = =
\: =
jE i s == S ?f
7: \\:( AN :?
X = --AND A WORZLD =
— : s R OF JMAG/NATION. =
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