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$0'/ L.ET'S ..sEE·· 
EACH fAN EL OF A 
COM IC SHOWS A 
SINGL.e MOMENT 

IN TIMe. 

AND Bc7WcC:N 
THOSE fROZEN 
MOMENTS -- BETWEEN 
THE PANELS-- OUR 
MINDS FILL IN ,HE 
INTERVENING MOMCNTJ; 
CREATING "THE ILLUSION 
OF 71Me ANP MOT/OIII. 

LIKE A LINE DRAWN 
BETWEEN TWO POINTS. 

TIME IN COMICS 
IS INFINITeL. Y 
WEIRDER THAN 

rNA,," 

II 
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OH,IIENKY/ 
PUT THAT CAMERA 

AWAY, WILL 
YOUr 

EVEN THE BRIEF 
SOUND OF A FLASH­
BUL$ HAS A CERTAIN 
OURATIOM SHORT 
TO BE SURe; BUT NOT 
IN3TANT/lNeoUS,1' 

PAf! 
I \II? 
. '" 

FAR SLOW~R IS 
THE DURATION OF 
THE AVf:~A6E WO!?o. 
UNCLE HENRY ALONE 
BURNS UP A GOOD 
oSeCONP IN THIS 
PANEL, ESPECIALLY 
SINCE "SMIU'/" 
UNDOUBTEDLY 
PRECEOEO THE 
FLASH. 

LIKEWISE, THE NEXT 
BA1.LOONS COULD HAVE 
ONLY FOU.OWc!='O 
THE BURST OF THE 
FLASHBULB, THUS 
ADDING STILL MORE 
TIME. ,..._----1 

JUST AS PICTURE:S AND THE INTERVALS ~c'TWc!='cN l'HEM CREATE THE ILLUSION OF TIME 
THROUGH CLO$UR~ WOKP$ INTRODUCE TIME BY REPR.ESENTING THAT WHICH CAN ONLY 

EXIST IN TIME --$OVNP. 

WITH ALL ITS ACTION$' AND ~cACT/ON.s, 
A PANEL SUCH AS THIS COULD LAST A 

600D /lALF MINUTe OR SO. 
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BUT HOW COULD THIS BE'ANYTHING BUTAS/NGt.EMOM~1V7?" 
OUR EYE'S HAVE BEEN WeU-7I<"AIIVeD BY "THE PIf0705~AP,.y 
AND BY ReP!<"C$€NTATIO/VAt. AKT TO SEE ANY SINGLE 

CONTINUOUS IMAGE AS A SINGle INIS'TANT IN 71Me. 

BUT THE ACTIONS THAT WE SEE 
OCCURRING SEEMINGLY AT THE SAME 

TIME OBVIOUSLY CAN'T ¥e/ 

SUCH A ROPE 
MIGHT BE SAID 
TO WIND SOME­
THING LIKE 7HIS 
THROUGH OUR 

PANEL. 
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.J'IMPl/F/~t? 
OF COURSE, 

SINCE EACH 
BALLOON HAS 
ITS OWN TWISTS 
ANO 7l/I<'N,s. 

AND SINCE EACH 
FACE AND FIGURE 
IS DRAWN TO MATCH 
HIS/HER OWN 

WOI?O$--



--THOSE FIGURES, 
FACES AND WORDS 
ARE MA"TCHED IN 
r//IIIt: AS WELL, 

I 

THE PROPERTIES Of THE SINGLE 
CONTINUOUS /MAee MEANWHILE, "TEND 
TO MATCH EACH FIGURE WITH EVERY 
O'THe~ FIGURE., 

PORTRAYING TIME 
ON A LINE MOVING 
~EFr TO ~/GHr, 
THIS PUTS ALL THE 
IMAee.sON '-HE 
SAME VER11CAL AXIS, 

l- AND 7AN6t.ES I/P rIME 1-

PERHAPS WE'VE e.EEN TOO 
CONDITIONED 'BY PHOTOGRAPHY TO 

PERCEIVE SINGLE IMAGES AS SINGLE 
MOme/VTS' AFTER ALL, IT DOES 
TAKE AN EYE TIME TO MOVE ACROSS 

SCENES IN 1<'EAl- lIPI3/' 

r-- 'BEYOND All. 1<t=COGNITlON/ r--

ItJ~.' '=- IS~ ,'f.' I--~ -'-~ -.;:: 
If ~~ 

F== 1= 
\ ~ ~\.U I((j .J, ~ I-~ i=r= 

I', ~ • .... k--

I .... 

§~~~ 
C)l" C)"I 0'" G·· .. ,' '. .. /" . /. 

I(e~l:&' ~ mILl 
l~ '. 

:... ... ,.~ <, ....... :' ..... ,,) :, ...... , ... : 

EACH FIGURE IS 
MRANGED FROM 
teFi TO !?IGIIT IN 
THE SEQUENCE WE 
WilL ';.t?C"AO"THEM, 
EACH O<;:CUPYING A 

DISTINCT rIMe 
.stOT. 

IN SOME RESPECTS THIS PANEL BY ITSelF ACTUALLY PITS OUR 
OEF'lNITION OF COMICS! ALL IT NEEDS IS A FEW Gt/TT~I<'..s 

THROWN IN TO ClARIFY 7I1e.sEQUENC~ 

ONE PANEL, OPERATING AS SeVER'AI. PANELS, 
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HE WAS GIVING IT 
HIS AU.t WHEN--

fOR JUST AS THE 
BODY'S LARGEST ORGAN 
-- OUR SKIN--
IS SELDOM /1'T1'//Jl71'T/ 

AS AN ORGAN 
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THESE VARIOUS 
SHAPES WE CALL 

PANElS HOLD IN 
THEIR BORDERS ALL 
Of, THE ICONS THAT 

ADD UP TO THE 
VOCAB'lIt.AR'Y OF 

COMICS. 

-- SO TOO IS THE PANEL-/7'.sElF 
OVERLOOKED AS COMICS' MOST 

IMPORTANT ICON/' 



THESE ICONS WE 
CALL. PANELS OR 
"F~AMc$" HAVE 
NO FIXED OR 

118S0/.UTF JlfEANIN(i, 
LIKE THE ICONS OF 

IANIJVAOe, fe/DICE 
AND COMMUNICAr/ON. 

NOR IS THEIR 
MEANING ASFIPIO 
AND MAlt.EA8~ 
AS THE SORTS OF 
ICONS WE CALL 

PICTURES. 

THE DURATIONS OF THAT TIMe AND THE 
DIMENSIONS OF THAT .sPACE ARE 
DEFINED MOr<:E 6Y THE CON~NTS OF 
THE PANEL THAN BY THE PANEL IT8e-LF. * 

PANEL SHAPES VARY CONSIOERABLY THOUGH, AND WHILE 
DIFFERENCES OF SHAPE DON'T AFFECT THE SPEC1FIC '/Wt'"ANIN<:7S" 
OF THOSI=" PAN~LS VIS-A-VIS TIME, THEY CAN AFFECT THE 

WHICH 6J<INGS US 
TO THE STRANGE 
RELATIONSHIP 
BETWEEN TIME 
ASPE'PIC7FD IN 
COMICS AND TIME 
AS PERCelYEP 
BY THE READER. 

READING E'XPEI<'IENCe. 

- (,-----"J 
-

* EISNeR. /)/sevssE5 T/-IIS UNDER THE HEAlJlNG "F~/NG 77 H£ " 
IN ClJMICS AND S£Q{/£N77At ART. 99 



IN LEARNING TO READ COMICS 
WE ALL LEARNED TO PERCEIVE 

TIME SPATIAlL'K FOR IN THE' WORLD 
OF COMICS, TIME ~ND .sPACE 

ARE ON~ ANt) THE SAME. 

o 

IN MOST CASES IT'S NOT HARD 10 
MAKE AN EDUCATED GUESS AS TO THE 
DURATION OF A GIVEN SEQUENCE, SO 

LONG AS THE cL EMENTS OF THAT 
SEQUENCE ARE ,cAM!t.lAI< TO US. 
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SO, AS REAOERS, 
WE'RE LEFT WITH ONLY 
A VAGUE SENSE 
THAT AS OUR EYES 
ARE MOVING THROUGH 
$PAC~ THEY'RE AlSO 
MOVING THROUGH 
TIME-- WE JUST 

DON'T KNOW BY 
HOW MUCH/' 

fROM A LIFETIMe 
OF CONVeRSATIONS, 
WE CAN BE SURE 
THAT A ",PAUSE" 
PANEL. LIKE THIS 
LASTS FOR NO MORE 

THAN SEVERAL 
$ECONOS. 



SUT IF THE' CI<:EATOI< OF THIS SCENE 
WANTED TO tENGTHENTHAT PAUSE, HOW 
COULD HE 01< SHE DO SO"? ONE OSVIOUS 
SOLUTION WOULD BE TO ADD MOI<E PANELS, 

SUT IS THAT THE ONLY WAY,? 

IS "THERE ANY WAY TO IVIAI<E A 
SINGLE SILENT PAl\lEL LIKE THIS ONE 

SEEM LONGeR,?' HOW ABOUT WIDENING 
"THE SPACE 9t=TWe'EN PANt='"L-8,;;" 

ANY OIFFER'eNCC"7 

WE'VE SEEN HOW 
TIME CAN SE 
CONTROLLED THROUGli 
THE CONTENT OF 
PANELS, THE IVUII1(I~R 
OF PANELS AND 
CLOSURE tlETWeeN 
PANELS, BUT TH 
STIL..L ONe 

AS UNLIKELY AS rr SOUNDS, THE PANEL >SHAPe cAN 
ACTUALLY MAKE A lJIFFER'ENCE IN OUR. PER'CEPTION 

OF TIME. EVEN THOUGH THIS LONG PANEL HAS THE SAME 
BASIC "MEANING" AS ITS SHOR.TER VERSIONS, STILL IT 

HAS THE FeELING OF GREATER LEN6TH/ 

101 



\ 

AS MENTIONED, 
PANELS COME IN 
MANY SHAPES AND 
SIZES, THOUGH THE 
CLASSIC KECTAN(JLe 
IS uSED MOST OFTEN. 

EVER 
NOTICED HOW THE 

WORDS "tfHOR7" OR 
'lONe" CAN REFER 

EITHER TO THE 
FIKST DIMENSION 

OR TO THE 
FOURTH?' 

THE PANEL 110RIJ£R 
IS OUR 6UIP£ THROUGH 
TIMe AN!) tfPAC~ BUT 
IT WI~L ONLY GUIDE' US 

tfO FAR. 

MOST OF US ARE SO USED TO 
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THE STANDARD ~ECTANGULAR 
FO~MAT THAT A "80l<'OERlcSS" 
PANEL SUCH AS THIS CAN TAKE 

ON A 7IMELMJ' QUALITY. 

BECAUS E OF ITS 
l/NI?E$OLVEIJ 
SUCH A PANEl MA 
l/NG~l<' IN THE 
READEr<'S MIND. 

AND ITS PRESENCE 
MAY BE FE'L T IN 
THE rANELS WHICH 

FOl.t.OW IT. 



WHEN 
"8LeEDS" ARE 

USED--I.E., 
WHEN A PANEL 
RUNS OFF THE 
EDGE OF THE 
PAGe" --TH IS 

EFFECT IS 
COMPOVNPFP. 

SUCH 

TIME IS 
NO LONGER 

CONTAINED 
BY THE 

FAMILIAR 
ICON OF THE 

Ct.OSFO ,PANEL./ 
BUT INSTEAD 
IIEMO/?RHM~$ 
AND ESCAPES 

INTO 
TIMELESS 

SPACe: 

IMAGES CAN 
8ET7HEMOOO 
OR A .stWoSE Or 

,PtACE FOR WIIOLe 
8CEtVF$ THROUGH 
THEIR liNGERING 

7I/11!~lMS 
'pR~SevCt: 
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ONCE AGAIN, THIS 
IS A ,ECHNIQUE 
USED MOST OFTEN 
IN JAPAN AND ONLY 
RECENTLY ADOPTED 
HERE IN THE WEST. 



LIKEWISE, ALL 
PANELS ,sTILL 70 
COMt:--THIS NEXT 
PANEL, FOR INSTANCE--

REPRESENT THE 
rVTU~E. 

BUT L/NtlK~ 
OTHER MEDIA, IN 
COMICS, THE PAST 
IS MORE THAN JUST 
MEMOKIE$ FOR 
THE AUDIENCE AND 

THE FUTURE IS 
MORE THAN JUST 
POS-SIBIL./TIES/ 

LIKE A -STORM FR'ONij THE EYE MOVES 
OVER THE COMICS PAGE, PUSHING THE 
WARM, HIGH-PRESSURE FUTURE AHEAD 
OF IT, LEAVING THE COOl, LOW-PRESSURE 
PAST IN ITS WAKE. 

?~ 
/. -
~ ~;:-....~ 
~~'" 

+1 '?0\ 
~ -3 -1 -2 

" -= ::; 
~-.....::::-

~~ 
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WHEREVER YOUR 
EYES ARE FOCUSED, 
THAT~ NOW. BUT 
AI THE SAME TIME 
YOUR EYES lAKE IN 
THE Sl/RROl/NOING 
LANOSCAPE Of 
PAST AND FUTURe. 



THE IDEA "THAT THE 
READER MIGHT CHOOSE 

A DIRECTION 15 STILL 
CONSIDERED eXOTIC. 

I'LL JUST [)~'VE 
AI«}UNP ~ ~ 

THIS MAY, IN PART, 
BE THE INFLUENCE 
Of OTHER MEDIA 
LIKE FILM AND 

TELEt/ISION WHERE 
VI EWER CHOICE 

HAS NOT GENERALLY 
BEEN FEASIBLe: 
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CONDITIONED AS WE ARE TO READ 
L.EFT-TO-RIGH7 AND UP-TO-POWN, 
A MISCHIEVOUS CARTOONIST CAN 
PLAY ANY NUMBER OF TRICKS ON US. 

THE. E.NDoF 
THE-MoNTH ... 

BRoKE 
AGAIN! 

/ 
.:.:~ 



FOR NOW, "THESE 
QUESTIONS ARE THE 

"TERRITORY OF 
GAMES AND 

S'TKANee LITTlE 
~xpeRIMeNTS. 

COMICS READERS 
ARE ALSO CONDITIONED 

SY OTHER MEDIA AND THE 
'REAl 7IME" OF EVERYDAY 

LIFE TO EXPECT A VERY 
LINEAK PROGRES'J'ION. .JUST 

A IfTRAIGHT tINE FROM 
PO/NT A TO PO/NT 8-

6UT IS THAT 
NECESSARY?" 

BUT VleWeK' 
PARTICIPA710N 
IS ON THE VERGE 
OF BeCOMING AN 
.€"NORMOU$ ISSUE 
IN OTHER MEOlA. 

HOW COMICS 
AOOI<ESJ'E$ TH IS 
ISSUE--OR FAILS 
TO--COULD PLAY A 
CRUCIAL PART IN 
I/EFINIM5 THE ROLE 
OF COMICS IN THE 
NEW CEN7lIRY. 

106 



o 
PANELS BY THE MENTAL I ' 
PROCESS CALLED CLOSVRc-- '( " 0 

o 

DESPITE COMICS' 77IREE Th'OVSAN.o 
YEA~ /-IIIfTORY; IT WASN'T UNTI L 
TOPFFEf.('S MIO-IBOOfs .oOOPL./NGS 
THAT SPECIFIC MOTIONS WERE 
PORTRAYED IN COMICS IN TH E NOW­
FAMILIAR 'pAM~L-TO-PANn FORM. 

II 

111 \\~ ~ 
~ ~~~ 
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BY /880, INVENTORS THE WORt!) OVEI<' KNEW 
THAT "MOVlNo PICTURES" WERE JUST AROUND 
THE CORNER. cPERYONE WANTED TO BE FIRST? 

~fJfg~fJl~O:~i~f:~1T%~r 
BAH/MY PRAXINOSCOPE IS BETT 

FRAUDSAlll MY ZOOPHAXINOSCOPEW/LL--! 

AS THE MOWN6 P/CTVI<'E BEGAN ITS SPECTACULAR RISE, A FEW OF 
THE MORE RADICAL PAINTEK$ Of THE DAY EXPLORED THE IDEA THAT 
MOTION COULD Be DEPICTED BY A SINGLE IMAGE ON CANVAS. 

7HeFUTUKIST$ IN ITALY ANDMAR'CE'L DUCHAMP 
IN FRANCE BEGAN THE .sYSTEMATIC LJECOMPOSITION OF 

/I10VlM5 IMAGES IN A STATIC MEl/IUM. 

Girl Running on a Balcony 
by Balla Nude Descending a 

Staircase #2 by 
Duchamp 
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EVENTUALLY 
7f10MAS EDISON, 
THAT OLD SCALLYWAG, 
fiLED THE FIRST 
PATENT ON A 
PROCESS USING STRIPS 
Of CLeAR ,Pl.ASTlC 
PI/OTOS AND FILM 
WAS OFF AND 

,.(:'UNNIN6,1' 



DUCHAMP SOON MOVED ON, THE FUTURISTS 
I//S9A/VlJeO AND FINE ARTISTS GFNERALL Y 
LOST /NTE/?EST IN THIS OTHEK lYPE OF 

"MOV/NC7 PICTOIi?f!=." 
.III~----~--- -----------~IIIIII 

SUT l"HROU6HOUT THIS SAME PERIOD _ 
ANOTHE~ MEDIUM, LESS CONSPICl/Ol/SLY­

HAD BEEN INVE.sTIGATING THIS 
SAME AREA 
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COPIED FROM PHOTOGRAPHS TAKEN BY EADWEARD MUYBRIDGE. 

DUCHAM~ MORE 
CONCERNFD WITH 
THE IDEA OF 

MOTION "THAN THE 
SENSATION, WOULD 
EVENTUALLY REDUCE 
SUCH CONCEPTS AS 

MOTION TO A 
SIN6t.e 
lINE. 

-© 



BUT JUST AS A 
SINGLE PANEL CAN 
REPRESENT A .sPAIV 
OF TIME THROUGH 

IfOl//VO--

FROM ITS cARlIeST DAYS, THE MODERN 
COMIC HAS GRAPPLED WITH THE PR06LEM 
OF SHOWING MOTION IN A ISTATIC MEDIUM. 

p=--
c= 

HOW DO YOU SHOW THIS ASPECT OF TIME 
IN AN ART WHERE TIME 6'TAII/OS ST/LL.F" 
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SOMEWHERE BETWEEN THE FUTURISTS' 
PYNAMIC MOVEMENT AND DUCHAMP'S 
DIAGRAMMATIC CONCEPT OF MOVEMENT 
LIES COMICS' 'MOTION LINE." 



~ 
~ 
!l 

~ 
~ 

~ 
~ 
(I 

~ 
~ 

IN THE SEGINN1NG, MOTrON LlNES--OR "ZIP-/<'1860NtS'H AS SOME CALL THEM-­
WERE WItt), MCSSY, ALMOST DESPERATE ATTEMPTS TO REPRESENT THE PATHS 

OF MOVING OB,/ECTS THROUGH SPACE. 

~Ie ;fOOl.· 'TlfAT YOU 
ME. To MATCH 'l'OU" 
6l'R,ENGTH ,AG"-INir'TH.'r 
OF n-te REOOU6TABLE 
eRN:~O THE> MONK I 

---.... ~ .. 

i~ ________________ ~ 
p 

~----------------------------------~ ill 

~ 
OVER THE YEARS, THESE LINES BECAME 
MORE REF/NEO AND STYLIZEO; EVEN 

PIA6RAMMATIC. 

EVENTUALLY, IN THE HANDS OF HEROIC 
rANlA8Y ARTISTS LlKE 81lL EJI'~IfETT 
ANDJACKK/~8Y--

--Tt-lOSE -SAME LINE'S BECAME SO -STYLIZED AS TO ALMOST HAVE A /-IFE 
AND PHYSICAL PRESENCe: All 7HEIR OWN," 

ART (CENTER AND ABOVE RK3HT) e D.C. COMICS. (LEFT AND RIGHT) 11 1 
Ie MARVEL ENTERTAINMENT GROUP INC. 



IN TI-IIS APPROACH, 
BOTH THE MOVING 
08JECT AND THE 
8ACKGKOUN.?S ARE 
DRAWN IN A CLeAR, 
ARTICULATEO STYLE, 
AND THE PATH OF 
MOTION I S IMPOSED 
OYI?R THE SCENE. 

'" MULTIPLE' IMAGES CAN BE FOUND IN lliE 
WORK OF KR1GSTfIN, INFANTINO AND 
OTHERS. 

BECAUSE OF 
THEIR ABILITY TO DEPICT 

ACTION WITH DR'AMA, SUCH 
CO/VSPICl/Ol/$ ACTION t.lNES 

HAVE SEEN AN AMeRICAN 
.speCIAL 7Y FOR YEAI<'8. 

-: 

------------~~~ 

OTHER ARTISTS -mlED 
AOlJ1710NAI. EFFecTS SUCH 

AS MUl71PLE IMAGES Of 
THE SUBJECT, ATTE:MPTING TO 

INVOLVE THE READER MORE 
DE't:PLY IN THE ACTION.*' 

STI LL OTHERS, SUCH AS 
MARVEL'S GeNE COLA~ BEGAN 
I NCORPORATI NG PHO/OGRAPHIC 
ST~EAKING E:fFE:CTS WITH 

112 

SOME INTRIGUING RESULTS 
IN THE SIXTIES AND 

SEVENTIES. 



COLAN, WHO WAS ALSO A r'IM-6l1rr, 
WAS OF COURSE AWARE THAT WHEN A 
CAMERA'S SHUTTER SPEED IS TOO SLOW TO 
FULLY FREEZE A MOVING OBJECT'S IMAGE, 
AN INTERESTING 8LUK/?/IIIG EFFECT OCCURS. 

Bur IF THE CAMERA MOVES WITH 'THE MOVING O~JECT, 
THAT OBJECT WILL REMAIN FOCUSED WHILE 'THE 
8ACKGIlOllND WILL NOW 6E STR~AK!:Z). 

AMEItICAN COM 
ARTISTS TOOK 

LI1TL E OR NO INTEREST 
IN 'THIS KIND OF 
PHOTOGRAPHIC 

71<'ICKERY. 

AND IN FtlA't7PE 
WHERE MOTION 
LINES WERE USED 
ON L Y $PI"'~/Nel >: 
IT WA!3 LIKEWISE 

IGNORED. 

AGAIN, A VERY OIFFEReNT ----=======\ COMICS CULTURE EMBRA.cED ~=----I 
THIS VERY DIFFERENT 
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CONCEPT OF MOTION AS 
TIIE/R OWN.~ 



"SUBJECTIVE 
)ft"~/"AI: AS I CALL 
IT, OPERATES ON THE 
ASSUMPTION THAT IF 
08SERl/ItVe A MOVING 

06JfCT CAN se 
INVOLVING, BeING 
THAT 08JECT SHOULD 

BE MORE SO. 

AND 
STARTING IN THE 

MID-EIGHT7ES/ 
A FEW AMeRICAN 
ARTISTS BEGAN TO 
ADOPT "THE EFFECT IN 
THE'JR OWN WORK, 
UNTIL ~Y THE EARLY 
NINETte-oS IT HAS 
8ECOME' FAIRLY 

COMMON. 
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BY INTRODUCING 
TIME INTO ,HE 

EQUATION, COMICS 
ARTISTS ARE 

ARRANGING THE 
PAGE IN WAYS NOT 
ALWAYS CONDUCIVE 
TO TRADlTIONAL 
PICTURE-MAKING. 

HERE, 'THE 
COMPOSITION OF 
THE .p!CTl/~e IS 
.JOINED BY 'THE 
COMPOSITION OF 
CHAN6/:, TH E 
COMPOSITION OF 

DRAMA--

THE NATU/fAl WORLD CREATES (JREAT 
8e:-Al/TY EVERY DAY, YET THE ONLY RULES 
OF COMPOSITION IT FOLLOWS ARE THOSE 

Of FUNC710N AND CHANce 
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AS WE'VE -SEEN, THE INTERACTION OF T/Me AND 
COMICS GENERALLY LEADS US TO ONE OF TWO SUBJECTS: 

SOUND OR MOrION. 

)))))))))) 

~ 

-SOl/Nt? BT<EAKS 
DOWN INTO rwo 
$U9J'eliS': WORD 
BAllOONS AND 
SOUND ~PF~crs. 

BOTH TYPES ADD TO THE DURATION 
OF A PANEL, PARTIALLY THROUGH THE 
NATURE OF SOUND ITSEL.F AND BY 
INTRODUCING ISSUES OF ACT/ON AND 

R'E'ACTION. 

THE 07liER TYPE -- MOTION WtmlN 
PANEl-S--CAN BE FURTHER DIVIDED 
INTO ..sEVERAL DISTINCT STYLe-So I'VE 
COVERED "THE ONES .I KNOW, BUT THERE 
MAY BE MANY 07HERS. TIME WILL TELL . 

. -
- ,...".-
- ... A;,--

116 

MOTION ALSO 
BREAKS DOWN INTO 
TWO SU6SETS. 
THE FIRST TYPE-­
PANEL-TO-PANEL 
CLOSVRE-- WAS 
IMPORTANT ENOUGH 
TO MERIT ITS OWN 
CHAPTER. 



I 
I 

1--1-
I'VE SEEN TRYING TO FIGURE OUT I-I-
WHAT MAKES COMICS 7ICK" FOR 

k--I-YeARS AND 1'M STILL AMAZED 
BY lHE STRANGENESS OF IT ALL. 1--1-

~tJ~·1 -(f 
~ I I'P! 1--1-

~ If ~ ~ IS 

"" 
i= \ ~ ~ ~Ul Iff h 1/ ..... ;=~ 

1-- -• 
, 

> 

T~ I( e ~I!. ~ ~lIlf;l 
I".JI,J~ ... ~» 

I 
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