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SO/ LET'S SEE-
EACH PANEL OF A
COMIC SHOWS A

SINGLE JNIOMENT
W THAE '

T

”WHHHH
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" NAAKH
il oF covrse
NOT/

AND EETWEEN
THOSE FROZEN

MOMENTS -- BETWEEN |l

THE PANELS-- OLIR
MINDS FILL IN THE
INTERVENING MIOMIENTS,
CREATING THE ILLUSION
OF 7IMIE ANZ MIOTION.

1"@(1'( : TIK : TIK

LIKE A LINE DRAWN
BETWEEN TWO POINTS.

TIME IN COMICS

\S IVFINITELY

WEIRDER THAN
THAT”

94

TIME FRAMES,
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OH, HENRY/ WELL, IF
AAGH, PUT THAT CAMERA OL' HENRY IS
THAT FLASH AVWAY, WILL GONNA HAVE MUCH

MIORE FUN, WE
MAY HAFTA
LOCK UP THE
WINE CELLAR.

1S BL/NDING, Youvy
UNCLE

HENRY/!

SURE YOU
WANT TO MOVE

EVEN THE BRIEF FAR SLOWER 1S LIKEWISE, THE NEXT
SOUND OF A FLASH- THE DURATION OF BALLOONS COULD HAVE
SINGLE BULE HAS A CERTAIN THE AVERAGE worp.| | ONLY ForsomwveD
MOMENT = DURATION, SHORT 'UNCLE HENRY ALONVE | | THE BURST OF THE
T0 BE SuR& BUTNOT| | BURNS UP A GOOD FLASHBLULB, THUS
HARDLY” INSTANTANEOL/S! SECOND IN THIS ADDING STILL HMORE
' - PANEL, ESPECIALLY | | TIME.
SINCE “SMILES” ‘
et ,
AR K 2R K AAQM
FLASH. THAT FLASH
IS BLINDIVG,
LNCLE

HENRY/

JUST AS PICTURES AND THE INTERVALS EE7WEEN THEM CREATE THE ILLLISION OF TIME
THROUGH CZoSuRE WORDS WTRODUCE TIME BY REPRESENTING THAT WHICH CAN ONLY
EX\ST /NV TIME —-SOUND.

NG

WITH ALL 1TS ACT/ONS AND REACTIONS,
A PANEL SUCH AS THIS COULD LAST A
GOOD HALF NMINL/7E OR SO.




BUT HOW COULD THIS BE ANYTHING BUT A SYNGLE MOMENT >
OUR EYES HAVE BEEN MWELL-7TRAINED BY THE PHOTOCRAFHY
AND BY REPRESENTATIONAL AR7 10 SEE ANY SINGLE

CONTINUOUS IMAGE AS A SINGLE INSTANT IV TIME.

3

i“\\\\\\v \\‘ '
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BUT THE ACTIONS THAT WE SEE
OCCURRING SEEMINGLY AT THE SAME
TIME OBVIOUSLY CAN'7 BE&/

EACH INCH
REPRESENTS A
SECOND.

s

WAY TO LOOK AT

IT: LET'S THINK OF
TIME AS A

\ -

SUCH A ROPE
MIGHT BE SAID
7O WIND SOME-
THING LIKE 7H/S
THROUGH OUR
PANEL., f

™

SYMPLIFIED

SINCE EACH

BALLOON HAS

1TS OWN 7W/S7S
AND TURNS.

AND SINCE EACH
FACE AND FIGURE
1S DRAWN TO MATCH
HIS/HER OWN
WORDS -~

SMILES 1S 81 WDING,




--THOSE FIGURES,
FACES AND WORDS
ARE MATCHED IN

TIME AS WELL.,

THE PROPERTIES OF THE SINGLE
CONTINUOUS /MAGE, MEANWHILE, TEND
TO MATCH EACH FIGURE WITH EVERY

PORTRAYING TIME
ON A LINE MOVING
LEFT 70 RIGHT,
THIS PUTS ALL THE

MIAGES ON THE
E VE
(SAME VERTICAL AXIS.

SINGLE 7
JIMAGE. |
SINGLE
MOMENT.
"/ —
X
N ‘/ /i
D
3\3

} PERHAPS WE'VE BEEN TOO )
CONDITIONED BY PHOTOGRAPHY TO
— U AND ZANGLES /P 7IME PERCEIVE SINGLE IMAGES AS S/NGLE
| || BEYOND ALL RECOGN/7/ON? MOMIENVTS. AFTER ALL, IT DOES |
TAKE AN EYE 77ME TO MOVE ACROSS Al
; SCENES IN REAL LIFE/S i
HE
y B | P’
SN TSN A ) o
\ \.) - e
’r\ 0 - -
iy

EACH FIGURE 1S IN SOME RESPECTS THIS PANEL BY ITSELF ACTUALLY £77:8 QUR
ARRANGED FROM PEFIN/ 710N OF COMICS! ALL IT NEEDS IS A FEW GU77ERS
LEFT 70 RIGH7 IN THROWN IN TO CLARIFY 7HE SEQUEINVCE.
THE SEQUENCE WE v
WILL ‘READ “THEM ON, HENRY /S WELL, IF
EACH OCCLPYING A" | | [[orers o Py i) | [oommiav v
DISTINCT 7/ME ¢ ! MORE FUN, WE
$LO7 Lg CAFZ UHpA?L}.\E HMMM/
H ” WINE CELLAR,
SURE YOU
i ! WANT TO MOVE
SH{lighLEHIg ’
i
N\
AV}




NOT AZL PANELS
ARE LIKE THAT,
OF COURSE.

—r:

1F SOUND
1S INTRODUCED,
THIS CEASES TO BE
TRUE--

gt}

1 i
HE'S GIVING ki
ITHIS ALL, =4
FOLKS/ ~

A SILENT PANEL
SUCH AS THIS COULD
/NVOEED BE SAID TO
DEPICT A SINGLE
MOMENT

_q_j%

HE WAS GIVING IT
AN OTHERWISE HIS ALL, WHEN--
SILENT CAPTIONED A
PANEL, THE SINGLE o e
MOMENT CAN T
ACTUALLY BE &

THESE VARIOUS
SHAPES WE CALL
FANELS HOLD IN
THEIR BORDERS ALL
OF THE ICONS THAT
ADD UP TO THE
VOCABULARY OF
CoMI/cs.,

FOR JUST AS THE
BODY'S LARGEST ORGAN
--QUR $AK/NV --
IS SELDOM 7XCOLGHT
OF AS AN ORGAN--

--80 TOO |S THE PANEL /7SELF
OVERLOOKED AS COMICS' MOST
IMPORTANT /CON./

%< A
1 NG
g 'Kh . N
A 3 A
@ \
| 1 | \
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THESE ICONS WE
CALL PANELS OR
“FRAMES” HAVE
NO A/XED OR
ABSOLUTE MEANING,
LIKE THE ICONS OF
LANGUAGE, SCIENCE

AND COMMUNICATION.

Pre—.
HHHHHY
R HHHT
Yttt Y a1 :

NOR IS THEIR

MEANING AS FZL1D

AND MALLEABLE

AS THE SORTS OF
ICONS WE CALL

PICTURES.

N

1;]

THE
PANEL ACTS AS
A SORT OF
GENERAL
INDICATOR
THAT 7/ME OR
SFACE 1S
BEING
DIVIDED.

y

53 e
5~ ¢ T - = | ne DURATIONS OF THAT 77IE AND THE
== e = = DIMEMNSIONS OF THAT SPACE ARE
== =g ——C DEFINED MORE BY THE CON7ENTS OF
5 = = THE PANEL THAN BY THE PANEL /78&L~ *
=k | F—— =2
1| HE was GiviNG T
5 HIS ALL, WHEN=-
— HE'S GIVING T R
— — THIS ALL
—— ———— FOLKS/
X—L ‘—“‘

PANEL SHAPES VARY CONSIDERABLY THOUGH, AND WHILE

DIFFERENCES OF SHAPE DON'T AFFECT THE SPECIFIC “MEANINGS”

OF THOSE PANELS VIS-A-VIS TIME, THEY CAN AFFECT THE
READING EXFERIEINNCE.

WHICH BRINGS US
TO THE STRANGE
RELATIONSHIP
BETWEEN TIME
AS DEFICTED N
COMICS AND TIME
RS PERCEIVED

Of,.3

Sk EISNER. DISCUSSES THIS UNDER THE HEADING “FRAMING TIME *

IN COMICS AND SEQUENTIAL ART.

99
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IN LEARNING TO READ COMICS
WE ALL LEARNED TO PERCEIVE
TIME SPAT/ARLLY, FOR IN THE WORLD
OF COMICS, 7/ME AND SPACF
ARE ONE AND THE SAME.

THE FEW CENTIMETERS
WHICH TRANSPORT US FROM
SECOND 70 SECONVZ IN OVE
SEQUENCE COLLD TAKE US A
HYNDRED MILLION YEARS
IN ANO7HER.

THE PROBLEM
IS THERES MO

CONVERSION
CHART/

-~
:~
—_—

50, AS READERS,
WE'RE LEFT WITH ONLY
A VAGUE SENSE
THAT AS OUR EYES
ARE MOVING THROUGH
SPACE, THEY'RE ALSO
MOVING THROUGH
TIME-- WE JUST
DON'T KNOW BY
HOW MUCHS

Ly

\E

IN MOST CASES IT'S NOT HARD TO
MAKE AN EDUCATED GUESS AS TO THE
DURATION OF A GIVEN SEQUENCE, SO
LONG AS THE £Z EMEN7S OF THAT
SEQUENCE ARE FAMI/LIAR TO US,

T ALwAYS FIGURED
MARY-ANNE WOULD
60 FOR GILLIGAN.

T GUESS.

FROM A LIFETIME
OF CONVERSATIONS,
WE CAN BE SURE
THAT AFALUSE”
PANEL LIKE THIS
LASTS FOR NO MORE
THAN SEVERAL
SECONDS.
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BUT |[F THE CREATOR OF THIS SCENE
WANTED TO LENGTHEN THAT PAUSE, HOW
COULD HE OR SHE DO SO¥ ONE OBVIOUS

SOLUTION WOULD BE TO ADD MORE PANELS,
BUT IS THAT THE ONLY WAY?

D'YA THINK THE SOX I GUESS,
CouLd FINALK DO
IT TI5 YEAR?

IS THERE ANY WAY TO MAKE A WE'VE SEEN HOW
SINGLE SILENT PANEL LIKE THIS ONE TIME CAN BE
SEEM LONGER 7 HOW ABOUT WIDENING CONTROLLED THROUGH
THE SPACE BETWEEN PANELS 7 THE CONVTENT OF

ANY DIFFERENCE 7 PANELS, THE VUMEBER
OF PANELS AND
CLOSURE BETWEEN
PANELS, BUT THERE'S
STILL ONVEMORE

HEY, T DESERVE A I GUESS.
BETIER J0B! L COUD
Be A_BRAIN SURSEON!|

N
25
1\ &/¢

I4
i

AS UNLIKELY AS 1T SOUNDS, THE PANEL SHAPE CAN
ACTUALLY MAKE A J/FFERENCE IN OUR PERCEFTION
OF TIME. EVEN THOUGH THIS LONG PANEL HAS THE SAME
BASIC "MEANING" AS ITS SHORTER VERSIONS, STILL 1T
HAS THE FEELING OF GREATER LENGTH /Y

THAT MADONNA, / A T GUESS.
MAN, SHE'S ONE 40T

BABE!
]
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EVER
NOTICED HOW THE
WORDS “SHORT7” OR
"ONG"” CAN REFER
EJITHER TO THE
F/RST DIMENSION
OR TO THE
FOURTH &

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

THE PANEL BORDER

IS OUR GL//PE THROUGH

7IME AND SPACE, BUT

IT WILL ONLY GUIDE U§
SO FAR.

AS MENTIONED,
PANELS COME IN
MANY SHAPES AND
SIZES, THOUGH THE
CLASSIC RECTANGLE
IS USED MOST OF 7EN.

MOST OF US ARE SO USED TO
THE STANDARD REC7ANGLLAR
FORMAT THAT A" BORDERLESS”
PANEL SLICH AS THIS CAN TAKE
ON A 7IMELESS QUALITY.

HEY, ARE YoU
EYEN LSTENING

TO MET!
S
=

I GUESS.

WHEN THE CONTENT
OF A SILENT PANEL
OFFERS NQ CLUES AS
TO TS DURATION, /T
CAN ALSO PRODUCE
A SENSE OF
TIMEL ESSNESS.

|||||I|Im|||“u’jf
‘ .

AN\
™\ N
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]| P-L-_./ N
=4 o
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BECAUSE OF ITS
INRESOLVED NATURE,
SUCH A PANEL MAY

LINGER IN THE
READER'S MIND.

AND ITS PRESENCE
MAY BE FELT IN

THE PANELS WHICH
FOLLOW 1T,
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WHEN TIME 1S 152957 g
"BLEEDS " ARE NO LONGER i % l
USED -~ LE,, CONTAINED ssy e ﬂ_
WHEN A PANEL BY THE ;ﬂ/ I il
RUNS OFF THE FAMILIAR 1l kil
EDGE OF THE ICON OF THE Il!‘.—ll iRl
PAGE --THIS CLOSED PANEL, uliiy % Jakeh
EFFECT IS BUT INSTEAD lilted -
COMPOUNDED. HEMORRHAGES b B o+
ANDIEF’%APES AT
B
TIMELESS P 1 ™
SPACE —~
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HLACE FOR WHOLE
SCENES THROUGH
THEIR LINGERING
7IMIELESS
SRESENCE.
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ONCE AGAIN, THIS
IS A TECHNIQUE
USED MOST OFTEN

HERE IN THE WEST,

TN ‘

IN JAPAN AND ONLY
RECENTLY ADOPTED

;\
|
|

)
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7 IN COMICS, S Z E/_x,r% ;AN?rh'S
AS IN £7LM, T/ _
P\t 7TELEVISION AND PANEL AND THAT LAS7 ONE,
AVER\ §in'<y i Erie
ITIS ALW RE
. NOW. REPRESENTS THE FAS7.
oy / PRESENT.
T JUUIQ) I
7 i i !‘!’!;‘
> i SEIRL,) N I il |
L : L b
Pl a | i
f i . ‘ i ‘ ;!3
! | K
N\ i
A \\ Vs )
g Fas
/]
: \ | @»/I 3
LIKEWISE, ALL BUT LNLIKE BOTH WHEREVER YOUR
PANELS S7/2L 70 OTHER MEDIA, IN FPAST AND EYES ARE FOCUSED,
COME--THIS NEXT COMICS, THE PAST FUTURE ARE THATS NOW. BUT
PANEL, FOR INSTANCE--] | 1S MORE THAN JUST REAL AND AT THE SAME TIME
REPRESENT THE MEMORIES FOR V/SIBLE AND YOUR EYES TAKE IN
AU TURE, THE AUDIENCE AND THE SURROUNDING
THE FUTURE 1S LANDSCAPE OF
MORE THAN JUST PAST AND FUTURE!
’ POSSIBILITIESS -
|
! I'} I
!"Ih O |
I b ‘ !‘I
] ™ ,:i -
AN 5
\ L/
7 (/isui
\ Jn A \va ¥

LIKE A S70RM FRON7, THE EYE MOVES
OVER THE COMICS PAGE, PUSHING THE S g
WARM, HIGH-PRESSURE FZ/TL/RE AHEAD WHEREVER > <

THE EYE HITS d £VES, LIKE

OF IT, LEAVING THE COOL, LOW-PRESSURE g
PAST IN TS WAKE. LAND, WE EXPECT S70KMS, CAN EA
IT 70 BEGIN L7
MOVING
FORWARLD
77 4 ///
/\‘\\ /
=31 2| -L||&|| 1] | P //?
= M\l
== y % 7 ﬁ%/
/ N '
A A/ - N
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DIRECTION,
EXCEPT TO
RE-READ
ORrR
REVIEY

PASSAGES.

ITS LEF7-
70-RIGHT,
LP-70-
2OVVN,
FAGE
AFTER

A

THE IDEA THAT THE
READER MIGHT CHOOSE
A DIRECTION IS STILL
CONSIDERED £XO077C.

ARE N
A VIDEO/ BORNEO,

T'LL JUST DRIVE
AROUND AWHLE.
PO |

7

I'LL JUST GO HI, MOM, T'M
HOME NOW., 2%
P
</ —
/f ~—
OH My GODIIM JUST KIDDING.
IV THE WRONG WHAT CAN T GET

HMM,.. A FORK.
TO THE RIGHT 1S
THE WDEO STORE.,

0

NAAH/S T'LL
GO LEFT.

WHAT ARE YOI/
DOING HERE 7/

~N

N/

OH, A/,
MR.GORPON/
CARL?

EYARY

GOSH, T JUST DO YOU HAVE
WANTED TO RENT CARN/VAL OF
ANOTHER VIDEQ, SOULS?

& : /
G

THIS MAY, IN PAKT,
BE THE INFLUENCE
OF OTHER MEDIA
LIKE FZZAM AND
TELEY/SION WHERE
YIEWER CHOICE
HAS NOT GENERALLY

BEEN FEAS/BLE.

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

THE
INCREDIBLE

M R o
SOV
it gl

THE END oF
THE MONTH. ..

BRok E
AGAIN/!

I'tL JusT
BORROW SOME
MoNEY FROM
MYSELF INTHE
FUTUEE!

Now I CaN
GO OVT TO
PINNER!

[
AN [

Y

MY CoMPLIMENTS
fo THE CHEF, AHOR

oul,
MSIEU,
\

THE cHECK, PLEASE!
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COMICS READERS
ARE ALSO CONDITIONED
BY OTHER MEDIA AND THE
REAL 7/ME” OF EVERYDAY
LIFE TO EXPECT A VERY
LINVEAR FROGRESS/ON. JUST
A S7TRAIGHT LINVE FROM
POINT A TO POINT &.
BUT 1S THAT
NECESSARY &

Ay,

OF COMICS IN THE
NEVWY CENTURY.

FOR NOM/, THESE BUT WEWER HOW COMICS L
QUESTIONS ARE THE | | mar77crra7/70/V ADDRESSES THIS p
TERRITORY OF IS ON THE VERGE ISSUE--OR FA/LS TIME
GAMES AND OF BECOMING AN TO--COULD PLAY A wiLL
STRANGE LITTLE ENORMOLSS ASSUE CRUCIAL PART IN TELL.
EXPERIMIENTS. IN O7THER MED/A. ] | DEF/VING THE ROLE ~

e

70 (qgo 19
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AS MENTIONED EAKLIER,
7/ME AND SPACE IN THE WORLD OF
COMICS ARE CLOSELY LINKED.

Ll |IIIL|| lllLJl!lllnLJllllllll it

AS A RESULT,
SO TOO ARE THE
ISSUES OF 77ME

AND MO770N. ,

AS DISCUSSED IN CHAPTER
7HREE MOTION IN COMICS | /|
IS PRODUCED ZE7WEEN |,
PANELS BY THE MENTAL | |

PROCESS CALLED CLOSURE--| | |

L\
/// \\

\Q\\

-~ LISUALLY
BY TRANSITION
TYPES ONVE
7W0...BUT LET'S
NOT GET INTO
7HAT AGAINT

DESPITE COMICS' 7HEEE THOL/SAND
YEAR H/STORY, 1T WASN'T UNTIL
TOPFFER'S MID-/8C0s DOODLINGS
THAT SPFC/F/C MOTIONS WERE
PORTRAYED IN COMICS IN THE NOw-
FAMILIAR PANEL-7TO-FPANEL FORM,

HOW, 1M BRIGHT AND WITTY

Secler SHOULL RE -
SEATE‘?) ,o:an_g‘LR -,-g How), ) &= A SUPERIOR MAKESA

ALK THEATREY, CAS/NOS, KE, ONE SUMPS UP WiTH
AND AHE ATt Nob - | Roak oF LAVGHTER.
SeNsE N eeErNERAL.

WITHIN

A FEW YEARS,
HOWEVER,
MOTION WAS A

HOT 7T0P/IC
INDEED!
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IN THE
LAST QUARTER OF
THE MINE7EENTH
CENTLRY 1T SEEMED
LIKE EVERYOIVE
WAS TRYING TO
CAPTURE MOTION
THROUGH
SCIENCE/

BY /880, INVENTORS THE WORLD OVER KNEW
THAT "MOVING FICTURES” WERE JUST AROUND
THE CORNER. £VER YONE WANTED T0 BE F/RST/

MY STROBOSCOPE \S SUPERIOR IV EVERY
WAY 70 THE OBSCOLETE ZOETROFPE”

W 2471y PRAXINOSCOPE 15 BETTER!

FOOLS” MY HACHILDS PLAY!
KINEMATOSCOPE) THEY ARE BUT
A\ WILL SHOW YOU7 /MERE 70YS NEXT
TO THE AWESOME
. PHANTASMATROPE!

EVENTUALLY
THOMAS EDISON,
THAT OLD SCALLYWAG,
FILED THE FIRST
FPATENT7 ON A
PROCESS USING STRIPS
OF CLEAR FLASTIC
PHOTOS AND FILM
WAS OFF AND

PLNNVING

AS THE MOMING PICTURE BEGAN ITS SPECTACULAR RISE, A FEW OF
THE MORE RADICAL PA/NTERS OF THE DAY EXPLORED THE IDEA THAT
MOTION COULD BE DEPICTED BY A S/NGLE IMAGE ON CANVAS.

THEFUTURISTS N 'TALY AND MARCEL DLCHAMP
IN FRANCE BEGAN THE SXSTEMATIC DECOMPOSITION OF
MOVING IMAGES IN A STATIC MEDIUM,

y

Girt Running on a Balcony
by Balla

Nude Descending a
Staircase #2 by
Duchamp

WASN'T A
BAD IDEA!
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IF YOU'RE

GOING TO
PAINT A
WORLD--

--FILLED

COPIED FROM PHOTOGRAPHS TAKEN BY EADWEARD MUYBRIDGE.

-~THEN
BE PREPARED

DUCHAMP, MORE
CONCERNED WITH
THE /DEA OF
MOTION THAN THE
SENSAT/ON, WOuLD
EVENTUALLY REDUCE
SLUCH CONCEPTS AS
MOTION TO A
SINGLE
LINE.

DUCHAMP SCON MOVED ON, THE FUTURISTS
DISBANLDED AND FINE ARTISTS GENERALLY
LOST INTEREST IN THIS OTHER TYPE OF

“POVING PICTURE.”

BUT THROUGHOUT THIS SAME PERIOD \
ANOTHER MEDIUM, LESS CONSFICL/OUSLY,
HAD BEEN INVESTIGATING THIS

SAME AREA.,

i

|

I'M SURE
YOU CAN ALL
GUESS WHICH

MEDIUM T

MEAN/

|
i
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FROM TS EARL/EST DAYS, THE MODERN
COMIC HAS GRAPPLED WITH THE PROBLEM
OF SHOWING MOTION IN A S7A7/C MEDILM.

AND
IN COMICS,

UNLIKE
PAINTING, IT

WAS MORE THAN
JUST A

THEORETIAL

GILESTION,

\

HOW DO YOU SHOW THIS ASPECT OF TIME
IN AN ART WHERE 7/ME S7ANDS S77LLT

L")
VISZENAVN
P ‘Q?/i\

I

THOUGH SEQUENTIAL ART SURVIVED FOR MANY CENTURIES 27 7HOL/7”
DEPICTING MOTION, ONCE THE GENIE WAS OUT OF THE BOTTLE 1T WAS PERHAPS
SNEVIZAGLE THAT MORE AND MORE EFFICIENT MEANS WOULD BE SOUGHT.

AT FIRST, THIS SEARCH CENTERED ON MUZ7/FPLE IMAGES IN' SEQUENCE.

BUT JUST AS A
SINGLE PANEL CAN
REPRESENT A SA24NV
OF TIME THROUGH
SOUND --

u

SOMEWHERE BETWEEN THE FUTURISTS’
--50 TOO DYNVAMIC MOVEMENT AND DUCHAMP'S
CAN A SINGLE DIAGRAMMATIC COVCEPT OF MOVEMENT
PANEL REPRESENT LIES COMICS’ ‘MO770N LINE.
A SPAEJOOF TIME
THROUGH
PICTURES! Q] (M J\
w O v\ vﬁ H
@\\
\
o \‘SS
g
¥
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"POPEYE"AND “‘BRAGGO THE MONK™ @ KING FEATURES SYNDICATE. NG,

IN THE BEGINNING, MOTION LINES--0R “Z/P-R/EBONS” AS SOME CALL THEM--
WERE WD, MESSY, ALMOST DESPERA7Z7E ATTEMPTS TO REPRESENT THE PATHS
OF MOVING OBJECTS THROUGH SPACE.

DIEFOOL' THAT You

‘\ N
W/,

o

[COMING TO, EH T BUT

TLL cLiMs THIY 1CE-BERQ
1 B e
BRAJQQ———"" 7

IOF T™E REDOUBTABLE
BRACGO THE MONK!

7 )}

OVER THE YEARS, THESE LINES BECAME EVENTUALLY, IN THE HANDS OF AERO/C

MORE REFINED AND S7YL/ZELD, EVEN FANTASY ARTISTS LIKE B/LL FVERETT
DIAGKANMMAT/C. Y -~ .

AND JACK K/K8.

~~THOSE SAME LINES BECAME §0 STYLIZED AS,TO ALMOST HAVE A L/FE

AND PHYSICAL PRESENCE ALL THEIR CWVN,

7‘
S

>

ART (CENTER AND ABOVE RIGHT) ® D.C. COMICS. (LEFT AND RIGHT)
© MARVEL ENTERTAINMENT GROUP INC. 1 1 1



o e " BECAUSEOF Semeaaese
—— N THEIR ABILITY TO DEPICT e e A
r——— = == ACTION WIiTH DRAMA, SUCH —1E
4 ===Iyd = ol 7\ cConsPICLorS ACTION LIVES 7 \Ed
= = = = HAVE BEEN AN AMERICAN f1 ===
== | &PEC/AzW FOR YEARS A= 4=
- . —-lT: .
e O
p——————— { V4
& 17/
—_— i 7

IN THIS APPROACH,
BOTH THE MOVING
OB./EC7 AND THE
GACKGROUNDS ARE
DRAWN IN A CZEAR,
ARTICULATED STYLE
AND THE BATF OF
MOTION 1S IMPOSED
OVER THE SCENE.

O7HER ARTISTS TRIED
ADDITIONAL EFFECTS SUCH
AS MULTIPLE IMAGES OF
THE SUBJECT, ATTEMPTING TO
INVOLVE THE READER MORE
DEEFPLY IN THE ACTION.* 458

uu Urld {'* 4 W» wf

il O i '
77N T
//z\%@u( AN et
=77 = 7 —
—— T
S =<kt |
\/ kY —ﬁ! AN S

STILL O7HERS, SUCH AS
MARVEL'S GENVE COLAN, BEGAN
INCORPORATING PHOTOGRAPHIC
STREAKING EFFECTS WITH
SOME INTRIGUING RESULTS
IN THE SIXTIES AND
SEVENTIES.

Eg

Wl {0 “”u“,

i '“ i

| Nl

—

| \t\”ll
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* MULTIPLE IMAGES CAN BE FOUND IN THE
Wgﬁiénog KRIGSTEIN, INFANTINO AND
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COLAN, WHO WAS ALSO A AYM-BUFF
WAS OF COLIRSE AWARE THAT WHEN A
CAMERA'S SHUTTER SPEED IS TOO SLOW TO
FULLY FREEZE A MOVING OBJECT'S IMAGE,
AN INTERESTING BLURRING EFFECT OCCURS.
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A CAR GOING AT 60 MFPH
MIGHT LOOK LIKE 7#/8.
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BUT \F THE CAMERA MOVES W/7H THE MOVING OBJ
THAT OBJECT WILL REMAIN FOCLUSED WHILE THE
FACKGROUND WILL NOW BE STREAKED.

ARTISTS TOOK
LITTLE OR NO INTEREST
IN THIS KIND OF
FHRO7TOGRAFHIC

TRICKERY.
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AND IN £Z/ROPE 7 BUT IN JAPAN, ONCE mYm0m————H
WHERE MOTION [ AGAIN, AVERY DIFFERENT o=
LINES WERE USED { COMICS CULTURE EMBRACED
ONLY SFARINGLY, \ THIS VERY DIFFERENT
IT WAS LIKEWISE CONCEPT OF MOTION AS
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MO7/0N, AS T CALL
IT, OPERATES ON THE
OBSERVING A MQVING
OBJECT CAN BE
INVOLVING, BEING
THAT OBJECT SHOULD
BE MOKRE SO.

ARTISTS, STARTING

IN THE LATE 605,
BEGAN PUTTING THEIR
READERS ‘N 7HE

DRIVERS SEA7 ” WITH J Y, A VY
PANELS LIKE 7#£SE. & /7 5
T Y
’ AND 4 e ' {\
STARTING IN THE A\

MID-E/CGHTIES,
ARTISTS BEGAN TO
ADOPT THE EFFECT IN
THEIR OWN WORK,
UNTIL BY THE EARLY
NINETIES IT HAS
BECOME FAIRLY
COMMON.
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W THE ONVLY WAYS
= WE CAN PORTRAY
= ) MOTION IN A
= S/NGLE PA”EL,‘V
1T.
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--THE --SUCH AS -8

STORYTELLER THE POLYPTYCH, IMPOSED OVER
Toois s ex Bl R Y FGHRE Ok PSR
DISPOSAL-- FIGLIRES -~ y
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BY INTRODUCING HERE, THE
IN COMICS, 7/ME INTO THE COMPOSITION OF 5

—7 COMPOSITION EQUATION, COMICS THE PICTURE 1S -- AND THE

FOLLOWS A VERY ARTISTS ARE JOINED BY THE COMPOSITION

DIFFERENT SET OF ARRANGING THE COMPOS|TION OF oF /MEMORY.

RULES THAN IN PAGE IN WAYS NOT CHANGE, THE !
E\ MOST GRAPHIC ALWAYS CONDUCIVE COMPOSITION OF
= ARTS. TO TRADITIONAL DRAMA --

——— PICTURE-MAKING,
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IF THE COMPOSITION THE NMATLRAL WORLD CREATES GREAT

OF A SINGLE PANEL BEALTY EVERY DAY, YET THE ONLY RULES
1S TRULY “PERFECT,” OF COMPOSITION IT FOLLOWS ARE THOSE COoMICS,
DOESN'T THAT IMPLY OF FUNCTION AND CHANCE. AT ITS BEST,
THAT 1T CAN--0OR - SHOULD DO
EVEN SHOLILD--STAND NO LESS.
AL 7
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AS WE'VE SEEN, THE INTERACTION OF 7/47& AND =
COM/CS GENERALLY LEADS US TO ONE OF TWO SUBJECTS: =

SOUND OR MOT/7ON. . —
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SOUND BREAKS BOTH TYPES ADD TO THE DURA770ON MO7/ON ALSO
DOWN INTO 72/0 OF A PANEL, PARTIALLY THROUGH THE BREAKS DOWN INTO
SYBSETS: WORD NATURE OF SOUND /78£2F AND BY TWO SUBSETS.
BALLOONS AND INTRODLICING ISSUES OF AC7/ON AND THE F/RST TYPE--
SOUND EFFECTS. REACTION. PANEL-TO-PANEL

IMPORTANT ENOUGH
TO MERIT ITS OWN
CHAPTER.

‘.%

THE O7HER TYPE -- MOTION /772/N
PANELS - -CAN BE AURTHER DIVIDED THE WORKINGS OF
INTO SEVERAL DISTINCT S7V.ES. I'VE TIME IV COMICS SHOULD
COVERED THE ONES .Z KNOW, BUT THERE BE AS SIMPLE AS-—
MAY BE MANY O74~E@S. TIME WILL TELL.
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I'VE BEEN TRYING TO FIGURE OUT

11 WHAT MAKES COMICS “7/7CK"“ FOR

\
I

YEARS AND I'M STILL AMAZED

|| BY THE $7RANGENVESS OF IT ALL,
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NO MATTER HOW

BI/ZARKE THE

WORKINGS OF TIME
IN COMICS 1S--

--THE FACE
IT PRESENTS TO
THE READER --

OF SIMPLE
NORMALITY,

OR THE
JLLUS/ON OF 1T,
ANYWAY.
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ALL
DEPENDS ON
YOUR FRAME
OF VIIND.
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