Some notes about comics from class...



| See Faces Everywhere
or
Why Do Pictures Work?
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WHAT ARE YOU

REALLY SEEING 7

THE FACT THAT
YOUR MIND 1S
CAPABLE OF TAKING
A CIRCLE, TWo POTS
AND A Z/NVE AND
TURNING THEM INTO
A FACE IS

NOTHING SHORT OF

LET You!

BUT STILL MORE
INCREDIBLE IS THE
FACT THAT YOU
CANNOT AQvo/o
SEEING A FACE HERE.
YOUR MIND WON'T

WE

HUMANS
ARE A
SELF-CENTERED
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s WHY WOULD 4NV)ONE, S

YOUNG OR OLD, RESPOND TO A \fH i

> CARTOON AS MUCH OR MORE '
THAN A REALIS77C
. JMAGE 7

£

A

rDEF'/I\//)VG THE

CARTOON WOULD
TAKE UP AS MUCH
SPACE AS DEFINING
COM/CS, BUT FOR
NOW, 1M GOING TO
EXAMINE CARTOONING
AS A FORM OF
AMIPLIFICA7ION

THROUGH

SIAFPLIFICATION.




Scott McCloud’s Triangle

A mapping of the spectrum of different approaches to cartooning —
consider the effect each one might have...



1. MARY FLEENER at her most abstract. 2.
MARISCAL's Piker. 3. DAVE McKEAN
employing one of the many styles found in his
CAGES. 4. MARC HEMPEL's
GREGORY. 5. MARK BEYER. 6. LARRY
MARDER's Beanish from TALES OF THE
BEANWORLD. "Resembling® nothing ever seen
(hence all the way to the right), Marder's beans
walk the line from design to meaning. 7. SAUL
STIENBERG. 8. PENNY MORAN VAN-
HORN from THE LIBRARIAN. 9. LORENZO
MATTOTI in FIRES (© Editions Albin Michel
S.A)) combines deeply impressionistic lighting
with iconic forms and strong, design-oriented
jons. In other words, he's a hard one 1o

place. 10. ALINE KOMINSKY-CRUMB.
11. PETER BAGGE's Chuckie-Boy Irom
NEAT STUFF. Compare 1o 39. 12. KRISTINE
KRYTTRE. 13. REA IRVIN. THE SMYTHES
© Field Newspaper Syndicate. 14. STEVE
WILLIS's Morty. 15. PHIL YEH's FRANK
THE UNICORN. 16. JERRY MORIARTY's
“Jack Survives®. Based closely on real world
light and shadow, but decomposed into rough
Similar effects are found in no.s
8,18,19,20 and 34, 17. JEFF WONG's an for
Scott Russo's JIZZ. 18. ROLF STARK's
expressionistic RAIN. 18. SPAIN's
TRASHMAN. 20. FRANK MILLER's THE
DARK KNIGHT RETURNS. Batman © DC.
Comics. Batman created by Bob Kane. 21.
WILLIAM MESSNER-LOEBS's Wolverine
MacAlistair from JOURNEY. 22. DON
IMPSON's MEGATON MAN. Beginning from a

ALL COPYRIGHTS
HELD BY THE
CREATOR UNLESS
OTHERWISE

/ Keep in mind that

H, these are my copies of

the original drawings.

PLEASE NOTE: ARTISTS IN THIS
CHART ARE NOT NECESSARILY
CHOSEN FOR ARTISTIC MERIT.
SOME VERY IMPORTANT
CREATORS ARE NOT INCLUDED.

reakstic analomical base, Simpson distorts and
exaggerates M.M.'s fealures 1o the brink of
abstraction. 23. MICHAEL CHERKAS from
SILENT INVASION, © Cherkas and Hancock.
24. RICK GEARY. 25. PETER KUPER.
26. GARRY TRUDEAU's DOONESBURY.
27. LYNDA BARRY. 28. SAMPEI
SHIRATO. 29. CHARLES BURNS's BIG
BABY. 20 1/2. (Whoops) CLIFF
STERRETT. The character pictured here (from
POLLY AND HER PALS) might beiong a bit lower,
but Sterrett’s an, like Fleener's often heads
upward toward the wildly abstract. PAHP.is ©
Newspaper Features Syndicate, Inc. 30.
SERGIO ARAGONES's GROO THE
WANDERER. Simple, straightforward, but with a
strong gestural quality that always reminds us of
the hand that holds the pen (also true of
14,28,31.41). 31. ROBERTA GREGORY's
Bitchy Bitch from NAUGHTY BITS. 32. DAVID
MAZZUCCHELL! from BATMAN: YEAR ONE.
Commissioner Gordon © D.C. Comics. 33.
JOSE MUNOZ from *Mister Conrad, Mister
Wilcox". © Munoz and Sampayo. 34. CAROL

SWAIN. 35. CHESTER GOULD's DICK
TRACY © Chicago Tribune-New York Syndicate,
Inc. 36. JACK KIRBY's Darkseid, © D.C
Comics, 37. BOB BURDEN. 38. DANIEL
TORRES's Rocco Vargas from TRITON, 39.
PETER BAGGE's Buddy Bradlay from HATE.
Compare to 11. 40. SETH. 41. MARK
MARTIN.  42. JULIE DOUCET. 43.
EDWARD GOREY. 44. CRAIG
RUSSELL's Mowgli from Kipling's THE JUNGLE
BOOKS. Russell's characters are as finely
observed and realistically based as Hal Foster's
or Dava Stevens’ but with an sanse

("Wolf and Cub®) © Kolke and Kojima, 46.
EDDIE CAMPBELL's ALEC. Realistic in tone,
but also gestural and spontaneous. The process
of drawing isn't hidden from view. 47. ALEX
TOTH. Zorro © ZorroProductions, Inc. Art ©
Walt Disney Productions. (Zorro created by
Johnston McCulley). 48. HUGO PRATT's
CORTO MALTESE © Casterman, Paris-Tourmai
49. WILL EISNER from TO THE HEART OF
THE STORM. 50. DORI SEDA. 51. R.
CRUMB swings between realistic and cartoony
characters, usually staying about this high but
venturing upward. 52. STEVE

of design that draws them toward the upper
vertex. Lately, Russell has been moving a bit
higher and toward the right in some cases. 45.
GOSEKI KOJIMA from KOZURE OKAMI

\u

DITKO. 53. NORMAN DOG. 54,
VALENTINO's NORMALMAN sits a bit to the
right and up from his current SHADOWHAWK
(whose iconic mask made him a bit harder to
place). 55. ROZ CHAST. 56. JOOST
SWARTE's Anton Makassar. 57. ELZIE
SEGAR's POPEYE © King fealures Syndicate,
Inc. 58. GEORGE HERRIMAN's “Offissa
Pupp” from KRAZY KAT. @ International feature
Service, Inc. 59. JIM WOODRING's FRANK.
60. NEAL ADAMS. from X-MEN © Marvel
Entertainment Group, Inc. (X-Men created by Lee
»d Kirby). 61. GIL KANE from ACTION
COMICS © D.C. Comics, Inc. 62. MILTON
CANIFF's STEVE CANYON. 63. JIM LEE.
Nick Fury appearing in X-MEN © Marvel
Entertainmant Group, Inc. 64. JOHN BYRNE.
Superman © DC. Comics, Inc. (Superman
created by Jerry Siegel and Joe Schuster). 65.
JACQUES TARDI from LE DEMON DES
GLACES © Dargaud Editeur. 66. JEAN-
CLAUDE MEZIERES. Laureline from the
VALERIAN series. © Dargaud Editeur. 67.
BILL GRIFFITH's ZIPPY THE PINHEAD. 68.
JOE MATT. 69. KYLE BAKER from WHY |
HATE SATURN.70. TRINA ROBBINS's

W,
) FACE
A R

MISTY. © Marvel Entertainment Group, Inc. 71.
RIYOKO IKEDA's Oscar from THE ROSE OF
VERSAILLES. 72. GEORGE McMANUS.
BRINGING UP FATHER © International Feature
Service, Inc. 73. CHARLES SCHULZ's
Charlia Brown from PEANUTS © United Features
Syndicate, Inc. 74. ART SPIEGELMAN from
MAUS. 75. MATT FEAZELL's CYNICALMAN.
76. The company Logo. The picture as symbol.
T7. Title Logo. The word as object. 78. Sound
Effect. The word as sound, 79. TOM KING's
SNOOKUMS, THAT LOVABLE TRANSVESTITE,
a photo-comic. 80. DREW FRIEDMAN. 81,
DAVE STEVENS. 82. HAL FOSTER.
TARZAN created by Edgar Rice Burroughs. 83,
ALEX RAYMOND. Flash Gordon © King
Features Syndicate, Inc. 84, MILO
MANARA. 85. JOHN BUSCEMA. The
Vision © Marvel Entertainment Group. 86.
CAROL LAY's Irene Van de Kamp from GOOD
GIRLS. A bizarre character, but drawn in a very
straightforward style. 87. GILBERT
HERNANDEZ. 88. JAIME HERNANDEZ.
8! COLIN UPTON. 90. KURT

HAFF s © DC
Comics. 91. JACK COLE's PLASTIC MAN, ©
D.C. Comics. 92. REED WALLER's OMAHA
THE CAT DANCER © Waller and Worley. 93.
WENDY PINI's Skywise lrom ELFQUEST. ©
WaRP Graphics. 94. DAN DE CARLO.
Veronica © Archie Comics. 95. HAROLD
GRAY's LITTLE ORPHAN ANNIE. © Chicago
Tribune- New York News Syndicate. 96.
HERGE's TINTIN © Editions Casterman. 97.
FLOYD GOTTFREDSON. Mickey Mouse ©
Walt Disney Productions. 98. JEFF SMITH's
BONE. 99. Smile Dammit. 100. COLLEEN
DORAN's A DISTANT SOIL. 101. ROY
CRANE's CAPTAIN EASY © NEA Service, Inc.
102. DAN CLOWES. 103. WAYNO. 104.
V.T. HAMLIN's ALLEY OOP © NEA Service,
Inc. 105. CHESTER BROWN. 106. STAN
SAKAI's USAGI YOJIMBO. 107. DAVE
SIM's CEREBUS THE AARDVARK. 108.
WALT KELLY's POGO © Seiby Kelly. 109.
RUDOLPH DIRKS's HANS AND FRITZ © King
Features Syndicate, Inc. 110. H.C. “BUD"
FISHER's Joft from MUTT AND JEFF ©
McNaught Syndicate, Inc. 111. MORT
WALKER's HI AND LOIS © King Features
Syndicate, Inc. 112. OSAMU TEZUKA's
ASTROBOY. 113. CARL BARKS. Scrooge
McDuck © Walt Disney Productions. 114,
CROCKETT JOHNSON's Mister O'Malley
from BARNABY © Field Newspaper Syndicate,
Inc, 115. PAT SULLIVAN's FELIX THE CAT
© Newspaper Feature Service. 116. UDERZO.
ASTERIX by Goscinny and Uderzo © Dargaud
Editeur.
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HOWEVER,
MEANING IS
FLLJLD AND
VAK/ABLE
ACCORDING TO
APPEARANCE.
THEY DIFFER FROM
REAL-LIFE”
APPEARANCE
TO VARYING

DEGREES.

IN PJC TURES,\




Sequential Art



Past definitions:

Bill Blackbeard: A serially published, episodic, open-ended dramatic narrative or series
of linked anecdotes about recurrent identified characters, told in successive drawings
regularly enclosing ballooned dialogue or its equivalent and generally minimal narrative
text.

David Kunzle:
* There must be a sequence of separate images
* There must be a preponderance of image over text

* The medium in which the strip appears and for which it is originally intended
must be reproductive; that is in printed form, a mass medium

* The sequence must tell a story that is both moral and topical [deal with
contemporary society]



Scott McCloud’s big move — to change how we think about comics... (From
Understanding Comics, 1993)

IF PECPLE FAILED TO

LNDOERSTAND

COMICS, I'T WAS
BECAUSE THEY
DEFINED WHAT

COMICS COULD BE

700 NARROWLY.”
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T
A Ll
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WE COULD AWVD
ONE, MIGHT GIVE
LJE TO THE
STEREQTYPES--

- AND
SHOW THAT
THE POTENTIAL
OF COMICS 1S
LIMITLESS AND
EXCITING/

K3

THIS IS
WHERE QUR
JOURNEY

BEGINGS.




THE ARTFORM --’THE MED/VM'- KNOWN

THE "CONTEN T O
AS COMICS IS A YVESSEL WHICH CAN

S AND MAGES. FI;“ECESE%M&FGE%UA?S%
IDEA;
HOLD ANY NUMBER OF Dé' Al P o C’REATOMS'
AND_WE ALL HAVE
DIFFERENT
7ASTES.

BUT TO DEF/INE
CONUCS, WE MUST
FIRST DO A LITTLE

AESTHETIC

SURGERY
AND SEPARATE

: -—FOR THE
HEYALLE MESSENGER.
FORD FROM, , ” a fbt
A’ 7§N SWAF! | B MESSAGE —~
Co 7: 0, a éieu@f w[
R
(// . é | i { )

P

BUT FOR COMICS,
= THIS ATTENTION
f— h AT ONE HAS BEEN

TIME OR ANOTHER RARE. *
VIRTUALLY AZL THE
GREAT MEDIA HAVE LET'S SEE {F WE
= RECEWED CR/77CAL CAN HELP BEC7/FY
L/ EXAMINATION, THE SITUATION.
IN_ AND OF
THEMSELVES,

Vi

*EISNERS QWN COM/CS AND SEQUENTIAL AR BEING A HAPPY EXCEPTION




EISNER'S
TERMWM SEEMS
LIKE A GOOD

PLACE TO

START.

LET'S SEE
\F WE CAN EXPAND
IT TO A PROPER
DICTIONARY-STYLE
DEFINITION

HOWEVER,
WHEN PART OF A
EQUENCE, EVEN A

EQUENCE OF ONLY

MASTER
COMICS ARTIST W/ZL
E/SNER USES THE TERM

WHEN DESCRIBING
coMICS

SEQUENT/AL AR7- | THE ART OF THE /Mm

TAKEN /NOIVIDUALLY,
THE PICTURES BELOW
ARE MERELY 7MA7--

FICTURES.

OKAY,
HOW
77 JUXTAPOSED
. PICTORIAL
AND OTHER
IMAGES IN
DELIBERATE
AT~ SEQUENCE
i A A— J
\ ] ||
7 |




What McCloud’s definition does is open wide the field of comics — about ALL that they
can be. It’s useful in what enables and ways that it demonstrates what comics can do
similarly to other media (say film) and what powers it possesses and thus what it can
handle uniquely.



AS /VFANTS, WE'RE LIMABLE
TO COMMIT THAT ACT OF FAITH.
IF WE CAN'T §EF IT, AR IT,
SMELL 1T, TASTE IT OR 700K (1,

IT ISN'T 7%ERE/

THE GAME “PEFK-A-BO00" PLAYS
ON THIS IDEA. GRADUALLY, WE ALL
LEARN THAT EVEN THOUGH THE S/GA7
OF MOMMY COMES AND GOES,
MOMMY RENMAINS.

&

A v A 2
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P
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SEE
THAT SPACE
E7TWEEN THE
PANELS? THAT'S
WHAT COMICS
AFICIONADOS HAVE
NAMED "72&
GUTTER

AND DESPITE
\TS UNCEREMONIOUS
777LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MYS7ERY THAT ARE
AT THE VERY MEAR7

oF /CS”

THIS PHENOMENON QF
OESERVIMG 7HE FARTS BUT
FPERCEIVING 7HE WHOLE
HAS A /vAMIE.

IT'sS
CALLED

CLOSURE.

HERE IN N
THE Z/MB0 OF THE
GUTTER, MUMAN
LMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7RANS-
FORMS THEM INTO
A SINGLE
IDEA.




THE CLOSURE OF BUT CLOSLIRE IN 7CS 1S COMICS PANELS FRACTYRE BOTH 7/IME AND SPACE, OFFERING A JAGGED,
ELECTRON/C MEDIA FAR FROM comlﬁgﬁs AND STACCAT7O RNYTHM OF LUNCONNECTED MOMENTS.
1S CON7/NUOL/S, LARGELY ANYTHING BUT INVOLUNTARY”
INVOLUNVTARY AND &
VIRTUALLY
IMPERCEPTIBLE.

S YK dh (rYE.

BUT CLOSURE ALLOWS US TO CONVMEC7  THESE MOMENTS
AND MIENTALLY CONSTRUCT A CONTINLOUS. UNIFIED REALITY.

IF YISLAL AND SINCE OUR --THEN, IN A
EVERY T’ (4 %&%7’ YIS MF”WZQOEQ, o VER%IEC%‘ SENSE,
HE OF . COMICS HI o
ACT SOMMITIED WL ATLEARE S N S ARRANGEMENT
e 1 1S GRAMMAR. OF ELEMENTS--

COMICS ARTIST 1S

AIDED AND ABET7ED
BY A SLENT
ACCOMFLICE.

E CLOSURES g

\

ICONOGRAPHY CLOSURE ~—

67






TO UNRAVEL THE FORM'S CAPACITIES, LET'S

BEGIN WITH SCOTT MCCLOUD’S CONSIDERATION

OF THE SEQUENTIAL AS ITS DEFINING ASPECT:
V=T

“JUXTAPOSED PICTORIAL »

AND OTHER IMAGES IN THE PASSAGE OF

DELIBERATE SEQUENCE" § N TIME IS WRITTEN
IN SPACE.

o
! . ! @
\§ votattelt evecce
e eeeqQQeo00p AR )]
: P i i

TRAVERSING THE
GAPS BETWEEN
FRAGMENTS AND
STITCHING THEM
TOGETHER - A
MEANINGFUL
WHOLE EMERGES.

IT'S A PARTICIPATORY
DANCE, AN ACT OF
THE IMAGINATION,

IN WHICH THE READER
ANIMATES AND TRANSFORMS V/
THE STATIC INTO THE KINETIC...




"JUXTAPOSED PICTORIAL
AND OTHER IMAGES IN
DELIBERATE SEQUENCE"

THE PASSAGE OF
TIME IS WRITTEN
IN SPACE.
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TRAVERSING THE
Y oy, GAPS BETWEEN
WA /( FRAGMENTS AND

STITCHING THEM

TOGETHER - A
MEANINGFUL
WHOLE EMERGES.




IT'S A PARTICIPATORY
DANCE, AN ACT OF
THE IMAGINATION,

IN WHICH THE READER
ANIMATES AND TRANSFORMS
THE STATIC INTO THE KINETIC...

AND BRINGS
IT TO LIFE.




THIS PHENOMENON OF
OFSERVING THE PARTS BUT
PERCEIVING THE WHOLE
HAS A WVAMIE.

IT'S
CALLED

CLOSURE.

SOME FORMS OF CLOSURE ARE
DELIBERATE INVENT/ONS OF
S7TORY7ELLERS TO PRODUCE
SUSPENSE OR TO CHALLENGE
AUD/ENCES.

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

LN

OTHERS HAPPEN AUTOMATICALLY,
WITHOUT MUCH &EFFDRT... PART
OF BUSINESS AS USUAL

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

IN AN
INCOMPLETE
WORLD, WE
MUST DEPEND
ON CLOSURE
FOR OUR VERY .
SURVIVAL. Gl




AND Z/AE THE ATOM,
GREAT POWER IS
LOCKED IN THESE
FEW SIMPLE LINES.

RELEASEABLE ONLY

BY THE READER'S MIND.

THERE'S
A LOT MORE TO
CAR7TOONS
THAN MEETS
THE EYE/

45




McCloud’s SIX types

of Panel-to-Panel AN B momen7-
oy Y SRE d 70 -
transitions A omen s

i 2.

ACT/ON-
m.—
A ACT/IONV

3.

SUBSECT-
70-
SUYBIECT

-
-~

Nk
Q=N SeQurTIR




MOST
PANEL-TO-PANEL
TRANSITIONS IN COMICS
CAN BE PLACED IN ONE

OF SEVERAL DISTINCT

CA7EGOR/ES. THE FIRST

CATEGORY —- WHICH WE'LL
CALL MOMENT-70
MOMEN 7--REQUIRES
VERY L/77LE
CLOSURE

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




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

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

DEDUCTIVE
REASONING 1S
OFTEN REQUIRED IN
READING COMICS SUCH
AS IN THESE SCENE~
=70-SCENE TRANSITIONS,
WHICH TRANSPORT US
ACROSS S/GN/FICANT
DISTANCES OF 7IME
AND SPACE.

HE CAN'T
OUTRUN US
FOREVER!

NO ONE CouLp
HAVE SURVIVED



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

AND
FINALLY, THERE'S
THE NON-SEQUITUR,
WHICH OFFERS NO
LOGICAL RELATIONSHIP
BETWEEN PANELS
WHATSOEVER ”
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A symbolic transition is ow addition to McClouds list. This type of
transition occnrs when a paned that takes place within the scoryline
is preceded or followed by a panel thar depicis something non
lireral, in order o make a point about a character's state of mind or

2 situation via a visual mezaphor.

THE WIND FEELS UKE -~
| FBEL UKE -- LIKE THERE 'S THIS
GREAT GAPING HOLE WHERE MY HEART
BELONGS, AND THE WIND IS UUST
WHISTLING THROUGH ME.

{ FBEL S0 MUCH
UKE SOMETHING
COULD WWPEN, LIKE
MY UEF Coulp 86 -~

How THIS FEELS..




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

)

1 SEEM TO HAVE

LOST MY KEYS!

CAN T BORROW
YOURS?

OKAY. THEY'RE
IN MY PURSE.

St
01| ERC
=\ | =»

59
£

8R!

e

SLOWDOWN,

DARN! TRAFFIC Y]

I'LL TAKE A
SHORT-CUT

T HOPE DAISY I$
READY!

[

HOW ABOUT
TJOMORROW
NIGHT?

I'M SORRY, CARL,
BUT I CANT GO OUT
WITH YOU TONIGHT.

WHAT'LL I DO 1
Now =

HERE'S

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

Ty

BRI

HERE I AM/

I'M SORRY, CARL,
WITH YOU TONIGHT.

BUT I CANT GO OuT

PROMISE ME
WON'T DRINK

DRIVE, CARL.

YOu
AND

THE ART
OF COMICS 1S
AS SUBTRACTIVE
AN ART ASITIS
ADDITIVE.

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

FINDING THE

700 LIT7TLE 1S
CRUCIAL TO
COMICS CREATORS
THE WORLD
OVER.

-

)

BALANCE BETWEEN
700 MUcH AND

|
|
SAY, DO YOU KNOW '

HMM 1 ALWAYS WANTED $3.50, PLEASE.
TO SEE THIS ONE/ BILL'S LAST NAME?
HERE YA GO.
@117 i5 , 10 STRIKE THAT BALANCE, CREATORS
— | & = e REGULARLY MAKE ASSUMPTIONS ABOUT 3742
N » | THEIR READERS’ EXPERIENCES. JHT 31,21 TAHT
e [ T'1230a 3OMIITUA
SOME SEEM PRETTY SAFE,A QN THOW TATS
€ — - ” LIKE THE ASSUMPTION THAT AREENN
Rresdvantng B jA iy JVEANEDIE ) [ZHLELY Sue THIS WILL BE PERCEIVED
S = BY AUDIENCES AS AN EYE
CHING! = = CLOSING.
— T~ [ o~ [
» /! (45 / A (S
" ﬂ 5/\ z V
_ONE BEER WON'T { &;;{’ S 3 8 s A Z
— b | E~ 5\ {i §
o>~ [0~o
———. e
— 4)
ALY

X "BRUM"APPEARS COURTESY OF M. FEAZELL




Time, Space,
and Simultaneity



Eisner on rhythm in comics...

FRAMING TIME

Albert Einstein in his Special Theory (Relativity) states that time is not ab-
solute but relative to the position of the observer. In essence the panel (or box)
makes that postulate a reality for the comic book reader The act of paneling
or boxing the action not only defines its perimeters but establishes the position
of the reader in relation to the scene and indicates the duration of the event.
Indeed, it ‘tells’ time. The magnitude of time elapsed is not expressed by the
panel per se, as an examination of blank boxes in a series quickly reveals. The
imposition of the imagery within the frame of the panels acts as the catalyst.
The fusing of symbols, images and balloons makes the statement. Indeed, in
some applications of the frame, the outline of the box is eliminated entirely
with equal effect. The act of framing separates the scenes and acts as a punc-
tuator Once established and set in sequence the box or panel becomes the
criterion by which to judge the illusion of time.

Sl N
@@mm@ P 1=

Morse Code or a musical passage can be compared to a comic strip in that it
employs the use of time in its expression.

In the modern comic strip or comic book, the device most fundamental to
the transmission of timing is the panel or frame or box. These lines drawn
around the depiction of a scene, which act as a containment of the action of
segment of action, have as one of their functions the task of separating or par-
sing the total statement. Balloons, another containment device used for the
entrapment of the representation of speech and sound, are also useful in the
delineation of time. The other natural phenomena, movement or transitory
occurences deployed within the perimeter of these borders and depicted by
recognizable symbols, become part of the vocabulary used in the expression of
time. They are indispensable to the story teller, particularly when he is seeking
to involve the reader Where narrative art seeks to go beyond simple decora-

tion, where it presumes to imitate reality in a meaningful chain of events and

consequences and thereby evoke empathy, the dimension of time is an in-

‘escapable ingredient.

28



IN LEARNING TO READ COMICS
WE ALL LEARNED 1O PERCEIVE
TME SPATIALLY, FOR IN THE WORLD
OF COMICS, 7/ME AND SPACE
AND TNE SAME.

"THE FEW CENTIMETERS

WHICH TRANSPORT US FROM
SECOND TO SECTVZ IN ONVE
SEQUENCE COULD TAKE US A
IDRED MILLION YEARS

THE PROBLEM

ot b

S0. AS READERS,
WE'RE LEFT WiTH ONCY
A VAGUE SENSE
THAT AS CUR EYES
ARE MOVING THROUGH
SPACE, THEYRE ALS0
MOVING THROUGH
7IME - WE JUST
DON'T KNOW 8Y
MHOW MUCH /S

-y




CHAPTER FOUR

TIME FRAMES.

SO/ LETS SEE: AND BETWEEN
EACH PANEL OF A THOSE FROZEN
COMIC SHOWS A MOMENTS -- BETWEEN
SINGLE MOMEN7 | THE PANELS-- OUR

IV TIME 1 MINDS FILL IN THE
INTERVENING MOMENTS,
CREATING THE ILLUSION
OF 7IMIE AND MOTION.

SR 1K TIK TIX TIK 60
s . s s
S -30

AT TS i ﬂ ™~
LIKE A LINE DRAWN ]
'\ BETWEEN TWO POINTS. ‘
WEIRDER THAN A\
THAT, » \\\N\\\W\WW
%\\\\*\\\\\\\ I
T LI
_; -
e \
[~
% \
X Z

e

'\\

%

OH, HENRY/

AAGH/ PUT THAT CAMERA
THAT FLASH AWAY, WILL
1S 8L/NDIVG, You?

WELL, IF
OL' HENRY IS
GONNA HAVE MUCH
WIORE FUN, WE
MAY HAFTA ...
AWW, LOCK UP THE

LETHIM N\ W/NE CeLIAR /=

BE, MOM. > <" sure you
FES JUST | CAHECK? )—{ WANT TO Move

o

THERE,

EVEN THE BRIEF FAR SLOWER 1S LIKEWISE, THE NEXT
SOUND OF A FZASH- THE DURATION OF BALLOONS COULD HAVE
SINGLE BuULB vAs A CERTAIN | | THE AVERAGE worp.| | ONLY Forzomven
MOMENTZ DURATION, SHORT UNCLE HENRY AZONE | | THE BURST OF THE
T0 BE SR BUTNOT| | BURNS UP A GOOD FLASHBULB, THUS
HARDLY” INSTANTANEOLST | | SEComD IN TRIS ADDING STILL MORE
PANEL, ESPECIALLY | | TIME.
SINCE “SMILE”” i) S
PRECEDED T
5 THE Y
. FLASH. AAGH.

THAT FLASH
IS BL/NDIVG,
UNCLE

HENR‘/4

JUST AS PICTURES AND THE INTERVALS BE7WEEN THEM CREATE THE ILLUSION OF TIME
THROUGH CLOSURE, WORDS \NTRODUCE TIME BY REPRESENTING THAT WHICH CAN ONLY
EXIST /N TIME --SOUND.

WITH ALL 1ITS AC7/0NS AND REAC 770NV, = —— 1S
A PANEL SUCH AS THIS COULD LAST A =
GOOD FALF MINUT7E OR SO. = =
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--THOSE FIGURES, THE PROPERTIES OF THE SINGLE PORTRAYING TIME

FACES AND WORDS CONTINUOUS /MAGE, MEANWHILE, TEND O}é;”\l”; %%%g_
ARE MATCHED IN TO MATCH EACH FIGURE WITH EVERY £ '’
BUT HOW COULD THIS BE ANYTHING BUT A SINGLE MOMIENT> :
OUR EYES HAVE BEEN WELL-7RAINED BY THE FHIOTOGRARH FIE AS WELL: O7WER FIGURE. P Al e
AND By REPRESENTATIONAL ART TO SEE ANY SINGLE AMA0ey NI
CONTINLIOUS IMAGE AS A SIVGLE INSTANT IV TIME. A

SINGLE
\) miace:

TR

i o - i

T T B T PERHAPS WE'VE BEEN T00 (]

e ————— T T - CONDITIONED BY PHOTOGRAPHY TO Il
OCCURRING SEEMINGLY AT THE SAME i “\C " ANOTHER i Bil AND ZANGLES £/ 7/ME ., |11 (I PERCEIVE SINGLE IMBGES AS S/VGLE

TIME OBVIOUSLY CAN'7 8E/ |

MOMEN7S. AFTER ALL, IT DOES
TAKE AN EYE 77M& TO MOVE ACROSS
SCENES IN REAL LIFE/S

I
I (N
| ““‘““‘“‘:“\“"3 ‘M

WAY TO LOOK AT \HU I | || BEYOND ALL RECOGN/7ION/

IT: LET'S THINK OF J|| — i
| T L
N - -

TIME AS A
ROPE.

B[ ||28y |[£D

A . <
A4 DA € o
i CRASH
7 A \

I T xu]u\lr‘r[ I ' EACH FIGURE IS SOME RESP) IS PAN T
I H A rore NN MPLIFIED AND SINCE EACH IN RESPECTS THIS PANEL BY ITSELF ACTUALLY £77:8 QUR
pactemien SUI | SHEHARORE  NTH! \r Il f " S e e AN EIeTIRE ARRANGED FROM DEFINIT/ON OF COMICS! ALL IT NEEDS IS A FEW GU77ERS
REPRESENTS A ) |/| | TO WIND SOME- SINCE EACH 1S DRAWN TO MATCH LEFT 7O RIGHT7 IN THROWN IN TO CLARIFY THE SEQUENCE.
SECOND. THING LIKE 748 BALLOON HAS HIS/HER OWN THE SEQUENCE WE
THROUGH OUR IS OWN 7W/S7S WORDS-- WILL ‘READ “THEM, LS temR o Vﬁﬁhﬁz‘y'ﬁs\
"Q PANEL., fl AND TURNS. EACH OCCLIPYING A AWAY, WILL GONNA HAVE MucH
| / DISTINCT 77M& MIORE FUN, WE >
‘ il AAGH! SLOT. l MAY HAFTA Hmm..
Z o A THAT FLASH H il LOCK UP THE N
‘) 1S BL/NOING, | | TTTTT ‘\‘w [ WINE CELLAR. e vou
g | }’- ol || [If ‘
o I L |
o _‘_{_ E
FL
| = 1 <
K S = - : J
— A O/NE PANEL, OPERATING AS SEVERAL PANELS.

96 97



IN LEARNING TO READ COMICS
WE ALL LEARNED TO PERCEIVE
TIME SPAT/ALLY, FOR IN THE WORLD
OF COMICS, 7/ME AND SPACEF
ARE ONVE AND THE SAME.

BUT IF THE CREATOR OF THIS SCENE
WANTED TO LENGTHEN THAT PAUSE, HOW
COULD HE OR SHE DO SO7Y ONE OBVIOUS
SOLUTION WOULD BE TO ADD MORE PANELS,
BUT IS THAT THE ONLY WAY?

D'YA THINK THE SOX I GUESS.
COoULD FINALLYY DO
IT ™IS YEAR?

THE PROBLEM
IS THERE'S NO
CONVERSION
CHART/

THE FEW CENTIMETERS

WHICH TRANSPORT US FROM
SECOND 70 SECOND IN ONVE
SEQUENCE COULD TAKE US A
HUYNVORED MILLION YEARS
IN ANOTHER.

o
/ B
in \ : peacer]

S0, AS READERS,
WE'RE LEFT WITH ONLY
A VAGUE SENSE
THAT AS OUR EYES
ARE MOVING THROUGH
SPACE, THEY'RE ALSO
MOVING THROUGH
7/IME-- WE JUST
DON'T KNOW BY
HOW MUCH

WE'VE SEEN HOW
TIME CAN BE
CONTROLLED THROUGH
THE COVTENT OF
PANELS, THE MUMBER
OF PANELS AND
CLOSURE BETWEEN
PANELS, BUT THERE'S
STILL ONVEMORE.

IS THERE ANY WAY TO MAKE A
SINGLE SILENT PANEL LIKE THIS ONE
SEEM LONGER 7 HOW ABOUT WIDENING
THE SPACE BETWEEN PANELS 7
ANY DIFFERENCE 7

HEY, T DESERVE A
BETTER J0B! I COUD
BE A BRAIN SUREEON”

i

6 ¢

NE

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

SEQUENCE ARE FAM/LIAR TO US.

T ALwAYS FIGURED
MARY-ANNE WOULD
60 FOR GILLIGAN .

FROM A LIFETIME
OF CONVERSATIONS,
WE CAN BE SURE
THAT A FAUSE”
PANEL LIKE THIS
LASTS FOR NO MORE
THAN SEVERAL
SECONDS.

—~
N
'.6 -
J
7 7
AS UNLIKELY AS 1T SOUNDS, THE PANEL SHAPE CAN
ACTUALLY MAKE A D/FFERENCE IN OUR PERCEFPTION
OF TIME. EVEN THOUGH THIS LONG PANEL HAS THE SAME
BASIC "MEANING" AS ITS SHORTER VERSIONS, STILL IT
HAS THE FEELING OF GREATER LENGTH/
THAT MADONNA, A T GAIESS.

MAN, SHE'S ONE HIT
BABE!
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EVER
NOTICED HOW THE
WORDS “S#OR7 “ OR
"ZONG" CAN REFER
EJITHER TO THE
F/RST DIMENSION
OR TO THE
FOURTH 7

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

[re manez soroER |

IS OUR GL//PE THRQUGH

7/ME AND SPACE, BUT

IT WILL ONLY GUIDE US
SO FAR.

IS0

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

MOST OF US ARE SO USED TO
THE STANDARD KEC7TANGULAR
FORMAT THAT A"BORDERLESS "
PANEL SUCH AS THIS CAN TAKE
ON A 7IMELESS QUALITY.

HEY, ARE YoV
EVEN WSTENING
TO ME 7!

o

WHEN THE CONTENT
OF A SILENT PANEL
OFFERS NO CLUES AS
T0 ITS DURATION, ' T
CAN ALSO PRODUCE
A SENSE OF
TIMELESSNESS.

BECAUSE OF ITS
LNRESOLVED NATURE,
SUCH A PANEL MAY

ZINGER IN THE
READER'S MIND.

AND ITS PRESENCE

MAY BE FELT IN

THE PANELS WHICH
FOLLOW IT.




ONE BEER WON'T
HURT.

THE IDEA THAT THE
READER MIGHT CAHOOSE
A DIRECTION IS STILL
CONSIDERED £EXO77/C.

I'LL JUST GO
HOME NOW. /=

AROUND A WHILE.

T'LL JUST DRIVE

P——
o

OH MY GOD/IM
IN THE WRONG

i HOUSE) %

JUST KIDDING.
WHAT CAN I GET
YOU ?

THE V/DEO STORE.

b e
-~ &

NAAH/ T'LL
GO LEFT.

OH, 47,
MR.GORDON/

CARL?

HMM,.. A FORK. WHAT ARE YOU GOSH, I JUST DO YOU HAVE
TO THE RIGHT IS DOING HERE %/ WANTED TO RENT CARN/VAL OF
ANOTHER VIDEQ, SOULS?

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

CONDITIONED AS WE ARE TO READ
LEFT-TO-RIGHT AND L/P-70-DOVWN,
A MISCHIEVOUS CARTOONIST CAN
PLAY ANY NUMBER OF 7R/CAXS ON US.

THE THE END oF I'tl JusT
INCRED'BLE | THE MONTH... BDRRDWRSO’MAE
MONEY FROJ
° BROKE | |iAvgELF INTHE
AGAIN! FUTURE!
N
@992
a8 forzl)
Now I CAN | JY CoMPLIMENTS

THE CHECK,PLEASE

o THE CHEF, ANORE]]
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CONDITIONED AS WE ARE TO READ
LEFT-TO-RIGHT AND L/P-70-DPOVWN,
A MISCHIEVOUS CARTOONIST CAN
PLAY ANY NUMBER OF 7R/CAXS ON US.

THE
INCRED'BLE

MR

THE END oF
THE MONTH,..

BRok E
AGAIN!

I'tL JusT
BORROW SOME
MONEY FRoM
MYSELF INTHE

MY CoMPLIMENTS
To THE CNEF, ANORE!]
THE CHECK,PLEASE

oul,
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‘ >
114l 0,
IN COMICS, | ANY PANEL
AS IN 7L M, S THIS \| BEFORE THIS--
TELEV/SION AND PANEL AND \! THAT S7 ONE,
"REAL LIFE" 7X/S PANEL FOR INSTANCE--
IT IS ALWAYS ALONE | REPRESENTS THE
N NOW. | Bl \ REPRESENTS THE /| PAST.
M ~ ESENT. l \ il
I ! [ T, H i 1M )!m |““w: ‘1‘
| "J“ - i
i
lill
/ /ﬂ
i -1
A | r/ NEE
1 / N /
175 /
\ T T TAY
LIKEWISE, ALL BUT LNLIKE BOTH WHEREVER YOUR
PANELS S7/2L 70 OTHER MEDIA, IN FPAST AND EYES ARE FOCUSED,
COME--THIS MEXT COMICS, THE PAST FUTURE ARE THAT'S NOW. BUT
PANEL, FOR INSTANCE--| | IS MORE THAN JUST REAL AND AT THE SAME TIME
REPRESENT THE MEMORIES FOR V/SIBLE AND YOUR EYES TAKE IN
FUTURE. THE AUDIENCE AND THE SURROUNDING
i THE FUTURE 1S LANDSCAPE OF
U MORE THAN JUST FAST AND FUITURE!
K POSSIBILITIES! d
TR \‘\“
14 1| ;‘“
| il
A M~
£ Yinmi )
) 7
|
\ 7 | 1—;—‘\\}
Al 100N | O

LIKE A S70RM FRON7, THE EYE MOVES
OVER THE COMICS PAGE, PUSHING THE

WARM, HIGH-PRESSURE FZ/T2/RE AHEAD WHEREVER c
OF IT, LEAVING THE COOL, LOW-PRESSLIRE THE EYE HITS 2 £Y~FS, LIKE
PAST IN ITS WAKE. LAND, WE EXPECT ¥ STORMS, CAN
IT TO BEGIN
MOVING
FORWARD

_3 —2 _1 7 *
) s

Xl

<
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NA| WHILE COMICS ARE READ |
hNU| SEQUENTIALLY LIKE TEXT,
VA THE ENTIRE comPosITION
{2\] 16 ALSO TAKEN IN -

[ A i/
THIERRY GROENSTEEN

LIKENS THIS ORGANIZATION
OF SIMULTANEOUS IMAGES

| A CONNECTED SPACE,
7 (]| NOT RELIANT ON A d
I [ \\] cHAIN-LIKE SEQUENCE )
LINEARLY PROCEEDING || ¥
FROM POINT TO POINT... {70

\ Vo

2| AN IS
A
DN EACH ELEMENT
IS THUS:

{ ..raTHER AssoctaTIOns [/ 1]
THAT STRETCH WEB-LIKE [/
J/| AcrROSS THE PAGE
/| BRAIDING FRAGMENTS

',,‘ QN4

AV A\ A
{/ 7 N |
, A W ) S

A

|

M

N

\
AN
I

D

7%
\ ;
N\ 1[4 N ¢ > g ,,.'//"/
A\ 7 N 7 7 /4

Y\ THIS SPATIAL INTERPLAY |} ’ < :
N oF sEquEnTAL AND Y 11) <

s SIMULTANEOUS - s NS R, i
- - ( A AR L o>
é AT

3 A, 2

AN

=

\“'

C
il
L LA \ 5
AN\ ' a2 NG ™ ) b

e 1 %] - meues comics ,?7'\ IV RS U/ed
| » AL Y WITHADUAL ) S it CIL D "
AN 27 WA enet ) aredas UL \(§
AR A S \ ,’,/ <X N <7} ? 4 &
R LB A 7 % ' 7 ‘
» N A 4 S N, A

St

Y\
NAT! -
A \
N

\ ) - BOTH -LIKE, .
NBNE) NG 777 HIERARCHICAL AND q
AN A RHIZOMATIC INTERWOVEN
V7ge NS | INA SINGLE FORM. :
NAWVNEE A S AT s
SN\ RN /NI & 7

i



FEW MOMENTS T AN'T B
) PouReeoie | 0f ALONE DEBATE
THE WHAT
WAS (T,

1T
THIS 15 COMMENCES
WHERE WE WHEN YOU = A
HOLD OUR SURPRISE MEWITH|
CONVER- THE INFORMATION | F
SATION. AT YOU AND
DREIBERG HAVE
BEEN SLEEPING
TOGETHER.

LISTEN,TON, OKAY, T'LL
N | PLAY 1T YOUR WAY ... BUT
YOU HAVE TO HELP ME
UNDERSTAND. T MEAN,
Z CAN'T TELL THE
FUTURE ...

I MEAN ,THIS IS

RIDICULOUS. WHY
HOLD A DEBATE WHI
YOU ALREADY KNOW

OUTCOME

15 VISIBLE N
EVERY FACET.

I..T DUNNO.
AROUND WHEN
MY FOLKS SPLIT
up, T GUESS .

“WELL, T . T WAS
FIVE, SOMETHING
LIKE THAT. T MUST,
HAVE 60T WOKEN UP
. THERE WAS SHOUTING
DOWNSTAIRS ...

PRe0l MY MO AND
ot DAD. 600, T
2 CAN HEAR
[1 THEM NOW."

T GONE.
IT'S STILL HERE .
T YOURSELF

L .-
TS

e

LISTEN,TON, OKAY, T'LL
PLAY IT YOUR WAY ...BUT
YOU HAVE TO HELP ME
UINDERSTAND.T MEAN,
Z CAN'T TELL THE
FUTURE ...

THERE /S
NO FUTURE.
THERE IS
NO PAST.
DO You




THESE TWO DISTINCT KINDS OF AWARENESS - THE
SEQUENTIAL AND SIMULTANEOUS - CORRESPOND
WITH IAIN MCGILCHRIST'S CHARACTERIZATION OF
THE LEFT AND RIGHT HEMISPHERES OF THE BRAIN.

A “""7‘5‘.’.'.4
MCGILCHRIST DISMISSES THE LONG-HELD VIEW ")\\/,- Ny

OF NEATLY MAPPING LEFT TO THE VERBAL AND  [fmill
RIGHT TO VISUAL, PROPOSING INSTEAD THAT '/ W
THE HEMISPHERES ARE FUNDAMENTALLY M

7 X

DIFFERENT WAYS OF ATTENDING TO THE WORLD: [} ’
-
-|\J L\ ‘
\ / THE LEFT BREAKS DOWN
N NTO SEEMENTED PARTS

AND THE RIGHT ADDRESSES [
THE WHOLE IN 1'rs com-sxr

/| THERE IS A GREAT ADVANTAGE
| IN BEING ABLE TO BRING TWO
/ DISTINCT TYPES OF ATTENTION I\ |

TO BEAR AT THE SAME TIME.
S "//‘

| ON MATTERS IMMEDIATELY AT i
"‘ HAND, THE RIGHT REMAINS OPEN,

‘

SEPARATE MEANS OF PERCEIVING - COMICS HOLD SEQUENTIAL
AND SIMULTANEOUS MODES

7
T THESE "DIFFERENT WAYS ;/2 IN SYNERGISTIC TENSION,
OF KNOWING" HELD IN

RELATIONSHIP AT ONE TIME. % CIZEA‘HNG A UNIGUE

THOUGHT-SPACE FOR
REPRESENTING EXPERIENCE.




Examples of simultaneity in
comics...




RACHEL, AS SOON
AS YOU FINISH WITH

MISTA WALT SAID
IF D ORDA PARTS AN |
FIX WIS OU CAR ULP |
COULD BE HIS CHOFA.
IF | ORDAS THAT MAAN
PARTS | MIGHT JES'
AS WELL BUILD A

WHN NOU
USING LADDERS
TO CET OVER
THE FENCE
WHEN THE GATE /g
1S OPEN,
SKEEZIR?

~

DO, AVERN, SELL
THE OLD ToP

AND THAT
NEW PUPPY OF
WALT'S CAME OVER
AND SCRATCHED |y (v,
'D GIVE WALT
SPRING BULBS. /) “Diece oF

“ THAT ISN'T LOVE,
CERTAINLY, LORA. THAT'S ONLY

OMER, I'VE
BESN IN LOVE QuSEAREEIsaon;

HALF A DOZEN
TIMES AT
FIRST SIGHT
JUST FROM
SEEING A

WAS GETTING SORT
OF TACKY, ANNWAY
AND 1| FIGURED MY
BUS WOULD HAVE
THE TRIM MODERN
LINES WITHOUT \T




I ONLY TOOK INTO CONSIDERATION JUST THE

PLACES WHERE THE GALLERIES COME TO AN

END, AND I MATCHED UP THEIR POSITIONS IN
SPACE. THE RESULT IS ASTONISHING.

THE ASSORTMENT OF SUBBASEMENTS FORMS
A PYRAMID WHOSE PEAK COULD BE SITUATED
ON THE SURFACE, ON THE ESPLANADE.

AS FOR THE PILINGS, THERE'S NO TRACE OF
THEM ON ANY DIAGRAM. DO THEY EVEN EXIST?

YET IT SEEMS TO ME THAT I'VE VISITED EVERYTHING. FROM
THE DEPARTMENT OF ENGRAVINGS TO THE GREAT STORAGE
AREA OF MINIATURES, WHILE PASSING THROUGH...

-.. THE DEPOSITORIES OF MODELS. HAVEN'T T
BEEN TO THE VERY LIMITS? WHAT HAVEN'T T
EVALUATED, TALLIED, AND INVENTORIED?

IT SEEMS TO ME THAT
THIS LIMITLESS UNIVERSE
TELLS US THAT THE
ESSENTIAL EXISTS.

WHAT DO
YOU MEAN?

THE ESSENTIAL EXISTS, AND IT'S
INACCESSIBLE 1S THAT IT?

OH YES, BUT THE PATHS LEADING TO
THE INACCESSIBLE ARE ESSENTIAL.

OH HO! WE'D HAVE TO HAVE

GONE DOWN VERY VERY LOW

TO BE THINKING SOMETHING
SO DEEP...

---AND IT'S BEEN QUITE A LONG TIME SINCE T'VE STOPPED
COUNTING THE SUBBASEMENTS I'VE GONE DOWN INTO.




%7




T

S
CAN T h'Y 2
WAYE MY DRIt \ ‘Q‘
1M A WINE GLASS =

::.:::, ] E
g

R i)

INSTEAD € MASHED

e WAS THERE
SOME THING
WRONG WITH
THE SERVICET

ToAsT THIS
MORNING,

Figure 14, Linda Perking and Dean Haspiel, “Waiting.* Keyfole No, 3. © Dean Haspiel and Linda Perkins. Used with parmissicn.
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On the connection between
comics and architecture — both
are spatial mediums that you
move through — as reader and
visitor
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What do your thoughts look
like? Lines of text? Perhaps
linear moments and tangents —
like comics? Something to
ponder...

IN CONVERSATION, | OFTEN CATCH MYSELF INTERTECTING
ONE THOUGHT ON TOP OF ANOTHER, ALL OUT OF SEQRUENCE.

MY PARTICULAR PENCHANT FOR PARENTHETICALS (NOT TO MENTION
ALLITERATION (ANOTHER STORY ALTOGETHER)), BRINGS TO MIND MY
GRANDMOTHER WHO DELIGHTED IN TELLING STORIES,
WHICH INEVITABLY ENDED UP GOING DOWN MULTIPLE
SIDE TRACKS OF THOUGHT.

SHE'D BE TALKING ABOUT SO-AND-50O,
AND THE MENTION OF THE STREET

THIS PERSON LIVED ON SENT HER OFF VISITING
(TS INHABITANTS, LAYERS
DEEP IN NESTED STORY.

o )
1 GHE ALSO (&% \

LOVED DOING ;v =]
o] cRoSSIWORD B

_'\?, PUZZLES, %s
%_ﬁﬂ

SVl -

(| THINK comics OFFeR A KR i
MEANS BY WHICH THESE =)

MEANDERING, INTERSECTING %

&yl | NVARRATIVES COULD BE
@A | WELL-REPRESENTED.

AND THAT HAS
ME WONDERING...

WHAT DO OUR STORIES
LOOK LIKE BEFORE WE
TELL THEMZ

OR, HOW CAN WE BEST
DESCRIBE,

The Shape of
Our Thoughts

a meditation
ON
(]

gomes " gy
i

ick Sousanis



From Chris Ware’s
“Jimmy Corrigan”
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