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THE IDEA THAT

1S VITAL TO THE ART
OF COMICS.

IN CHAPTERS 7HIREE AND FOUR
WE INVESTIGATED THE VARIOUS WAYS
TIME AND MOTION COULD BE PORTRAYED,
BOTH SE7MWEEN PANELS, THROUGH
CLOSUR

WE'VE
TOUCHED UPON THE
FOI




IN THE LA7E
WNINEZEENTH AND
EARLY 7WE/V7/£7//

CENTLRY,
SOMETHING KVND

OF
WAS GOING ON...

THE SCREAM - (895 LAOWOGRAPN BY EDVARD MUNCH

NO SOONER HAD

IN THE WORKS OF EDVARD MU/:—FH

AND VINCENT VAN GOG/, THE
OBJECTIVE STUDY OF LIGHT SO PRIZED

EXFRESSION/SM,
AS IT ME TO BE

THE /MFRESSIONISTS|
FINALLY CONVINCED

——THAN ANOTHER

WORLD BEGAN TO




AS THE NEW CENTURY GOT UNDER WAY, COOLER HEADS SUCH ANGRY REDS...
AS WASSILY KANDINSK Y. TOOK GREAT [IVTEREST. IN THE | PLACID BLUES...
POWER OF £/NE, SHAPE AND COLOR TO SUGGEST THE INNE ANXIOUS ZEXTURES..
STATE OF THE ARTIST A/VD O PROVOKE THE FIVE SENSES. LOUD SHAPES...

QUIET L/NES...
D GREENS...

THESE WERE

KANDINSKY AND HIS PEERS WERE -- AND IN DO/NG SO, UNITE THE
SEARCHING FOR AN ART THAT MIGHT DIFFERENT ARTFORMS WHICH APPEALED
SOMEHOW YN/TE THE SENSES-- TO THOSE DIFFERENT SENSES

NoT swrPrRisivG, | "Art does not
THEN, THATSIMILAR | reproduce the

EXPRESSED By visible; rather,
CRI IN O7HE}

FIELDS SUCH AS it "Vb‘lz‘"’
RICHARD WAGNER visible
AND THE FRENCH
POET SAUDELAIRE | ~ PAUL KLEE

//VrEE

(AK ma,v/; 7|

ART HISTORIANS
\VE GENERALLY HELD THAT
WHILE PA/NTERS, MUSICIANS AND
POETS HAVE GRAPPLED WITH SUCH
IDEAS, FRACT]TIONERS F
“LOW" T OF coM/cs
REMAlNED Fl/J'J'F//ll)’/mA’lW
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IN SURVEYING A CEN7URY

OF COMICS, ONE FINDS CREATORS LIKE
THE UNDERGROUND'S RORY HAYES, WHO
ARE BLATANTLY EXPRESS/ION/STIC,
BUT SUCH ARTISTS ARE FEWV AND
FAR BETWEEN.

MOST HAYE WORKED IN A
FAIRLY S7RA/GHTFORWARD STYLE.
/CON/C, MAYBE, BUT NOT

THE EXPRESSIVE LINES OF A MUNCH OR
THE COLORS OF A VAN GOGH.

FILLED WITH

CAN WE SAY,
THEREFORE, THAT ONE
OF THESE TWO CREATORS

|F 7HESE LINES
ARE EXPRESSIVE OF
( /E7Y

--THEN COULDN'T
7HESE LINES BE

7, 1D TO PORT]
AND VADNESS -~ CALM, REASON AND
INTROSPECTION 7

CARRY WITH THEM

IN TRUTH,
DON'T AZZ LINES
AN EXPRESSIVE
POTENZIALZ

PEANUTS REPRINTED 0Y PERMISSION OF UF 5. ING.
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BY DIRECTION --T0 ==TO 1T
ALONE, A LINE FPROUD DYNAMIC SHAPE, 1T
MAY GO FROM AND AND CAN BE
PASSIVE AND S7TRONG-- CHANGING, UIVWELCOMING
TIMELESS -- AND SEVERE--
N Oy |
--OR --OR BY ITS --OR
WARM RATIONAL CHARACTER AND L/MS'Mﬂé' &=
AND GENTLE-- AND 1T MAY SEEM
CONSERVATIVE. SAVAGE AND
\ DEADLY -~
--OR HONEST THE MOST BLAND ZAPRESS/ONVLESS ™ AND WHILE FEW
AND D/RECT. LINES ON ZAR7#/ CAN'T HELP BUT COMIC ARTISTS MAY

CHARACTERIZE THEIR SUBJECT
IN SOME WAY.

CONSIDER TNEMSELVES
EX7

SS/ONVA
THAT DOESN'T MEAN
THAT THEY. CAN T TELL
oVE LINE

ANO77 HFP ’

/[
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'SEE PAGE 216 FOR COPYRIGHT INFORMATION.

IN DICK 7RACY, FOR
EXAMPLE, CHESTER
GOULD USE

.| GOULD USED BoLD
LINES, DBTUSE ANGLES

AND HEAVY BLACKS
T0 SUGGEST THE MOOD
OF A GR/M, DEADLY
WORLD OF ADULTS -~

-~ WHILE THE
GENTLE CURVES
AND OPEN LINES OF
CARL " YNVCY

IN & CRUME'S
WORLD, THE CURVES
OF /NNOCENCE ARE
BETRAYED 8Y THE
VEYROTIC QUILL-LIVES
OF MIDERN ADULTHIOD,
AND LEFT FAINFULLY
OUT OF FIACE -~

ART, Ti S
CHILDHOQOD AND THE
MAD LINES OF A
MUNCH CREATE A
CRAZY 7ODDLER
LOOK.

FOR DECADES OF
COLOR COMIC BOOKS,
THE $/GNATURE
STYLES OF INDIVIDUAL
ARTISTS LIKE NV/CK
CARDY HAVE INFUSED
PERSONAL EXPRESSION|
INTO EVERY STORY -~

-~ WHILE JULES
FEIFFER'S UNEVEN.
LINVES DID BATTLE
WITH THEMSELVES
IN A FANTOMIME
OF THE /NVER
STRUGGLES OF
MODERN LIFE.

--WHILE JOOS7
SWARTE'S CRISP
ELEGANT LINES
AND JAZZY
DESIGNS SPEAK
OF cooL
SOPH/STICATION
AND /RONY.

IN_SPIEGELMAN'S
“PRISOVER ON THE
HELL PLANET,"
DELIBERATELY.
EXNPRESSIONISTIC
L/NVES DEPICT A
TRUE-LIFE HORROR
TORY.

AND [N EISNER’S
/KOPERN WORK

OF LINE STYLES
CAPTURE A FULL
RANGE OF
MOODS AND
EMOT/ONS.




UL
l I

DISTINCTION
N

Bl
PICTURES AND
OTHER TYPES OF

NOW,
IF PICTURES
CAN, THROUGH
THEIR RENDERING,

LANBUAGE WiiicH 7
SPECIALIZE LANGUAGE CAN
IN THE INVISIBLE EVOLVE,

MAY SEEM A
BIT BLURRY.

SENSES--

I'LL GIVE
YOU AN
EXAMPLE.




Now, you'LL NOTlcE
SCOUH! > AHEM =
YOU'LL NOTICE A

FEW WAVY LINES
RISING FROM THE

Y

THIS IS THE ARTISTS
CARTOONY WAY OF
TELLING YOU THERE'S
SMOKE COMING FROM
THE PIPE, YOU'VE

ALL SEEN IT BEFORE,

RIGHTY

NOW, LET'S SUPPOSE
THAT MY PIPE AND T
HAVE GONE FOR A

LITTLE WALK -~

-=AND
COME ACROSS
AN OVERTURNED
GARBAGE
CAN.

THE STRONG SMELL
OF RO7TTEN GARBAGE
CAN'T BE S'EEN,
YET HERE'S ANOTHER
PRETTY SIMILAR

SET OF WAVY
> LINES.

DESPITE THEIR SUPERFICIAL RESEMBLANCE,
THESE ARE TWO VERY D/FFERENT SETS OF
LINES ONE I?EPRESENTS A VISIBLE

PHEN( N, SMOKE, WHILE THE OTHER

REPRESENTS AN /IVV/SIBLE ONE, OUR

NOT REALLY A
THESE LINES ARE

PICTURE ANYMORE,

AND
SYMBOLS ARE
THE BASIS OF
LANGUA




TAKEN QUT OF THEIR OR/G/NAL C'DIV7'E/\’7,' EVEN THE FZLIES WHENEVER AN ARTIST

THEY CAN NOW BE APPLIED ANYWHERE HAVE OVER THE YEARS INVENTS A NEW WAY
AND THE READER WILL 1NSTANTLY KNOW BEEN APPROACHING T0 REPRESENT THE
WHAT THEY M THE ABSTRACT STATUS| | INVISIBLE, THERE IS
oF LweLISTIC ALWAYS A CHANCE
SYMe THAT IT WILL BE
FICKED UP BY
ca’.) O7THER ARTISTS,
/V
ce?

IF_ ENOUGH ARTISTS
BEGIN L/S/NG THE
SYMBOL, 1T WILL
ENTER THE LANGUAGE
FOR GoOOD--




J

™ = H

\

=

AR

THE CARTOON
FACE IS AN
ABSTRACT, BUT IT
1S BASED UPON
V/ISUAL DATA.

SOME INDICATORS
OF EMOTION ARE
LALSO VISUALLY
BASED, SUCH AS
THE FAMILIAR
SWEAT BEAD.

BUT WHEN SUCH
IMAGES BEGIN
TO DRIFT OU7 OF
THEIR VISUAL

CONTEXT -~

--THEY DRIFT /N70D

THE IVVISISLE

WORI F THE
SYMBOL,

2
o
~

)

THIS DRIFT FROM VAS/BLE
TO /NVVIS/BLE HAS BEEN THE BASIS
OF ALL WR/77EN LANGUAGES

SINCE CIVILIZATION BEGAN.




SUMERIANS

ANCIENT MESOFOTAMIA
GOT THINGS ROLLING
OVER £000 YEARS
AGO WHEN A NEED
WAS FOUND TO RECORD
CERTAIN COMMOD/TIES.

THESE FIRST SYMBOLS -- CAR7OOM
SUBJECT, TOWARD THE HIGHLY ABSTRACTED
FORMS OF MODERN LANGUAGES...

> - 2> 5P -5 - -

O | D |+

> S 3o 5P

¥ | || &

i&ND EVEIV”/AU Y

THE LONGER ANY
FORM OF ART OR
COMMUNICATION

ACCUMULATES.

“THE MODERN COMIC AND THIS Y/SYAL

IS A YOUNG LANGUAGE, VOCA ?l/lﬂ,?}’ HAS

BUT IT ALREADY HAS AN AN UNL,

IMPRESSIVE ARRAY PD?EIV7//IL FOR

OF RECOGN/IZABLE GCROWTH.
SYMEOLS.

QUICKLY SPREAD
UNTIL EVERYBODY
KNOWS THEM AT

A GLANCE
\% Vi

\\l'f//
'IA\\\\

CULTURE AT
A TIME?

THE ANSWER, OF COURSE,

IS THAT MORE THAN ONE

SET OF SYMBOLS WILL
EVOLVE/!

DEMENTIA

LUST \!\




FACKGROUNDS CAN BE
ANOTHER VALUABLE TOOL
FOR INDICATING /NV/SIBLE
/DEAS... PARTICULARLY THE

CERTAIN <
‘ PATTERNS CAN
| PRODUCE AN ALMOST

HYSIOLOGICAL
EFFECT IN THE
VIEWER.

EFFECTS ARE,
OF COURSE, BEST
SUITED TO STORIES

EVEN WHEN THERE IS LITTLE OR NO
DISTORTION OF THE CHARAC7ERS IN A
GIVEN SCENE, A DISTORTED OR EXPRESSIONISTIC
BACKGROUND WILL USUALLY AFFECT
OUR "READING" OF CHARACTERS’
JVNER STATES.

BUT FOR SOME
REASON, READERS
WILL ASCRIBE THOSE
FEELINGS, NOT TO
THEMSELVES, BUT TO
THE CHARACTERS
THEY /DENTIFY
WITH

WHEN A STORY HINGES MORE
ON CHARACTERIZATION THAN
COLD PLO7, THERE MAY NOT BE
A LOT TO SHOW EXTERNALLY--

d
&~ BuT THE
LANDSCAPE
OF THE
CHARACTERS'




THIS PRINCIPLE 1S EVIDENT . 3
IN MANY EU/ROPEAN COLOR %
COMICS AND IN JAPANESE - y
)

ROMANCE COMICS WHERE i P
EXPRESSIONISTIC EFFECTS = w 0 D
ol )

HAVE BEEN DEVISED FOR

ore 4
QAL AV Y. VR an AT

2
”/) EXPRESSIONISM BUT A LACK OF CLARITY
L7 AND SYNAESTHETICS ARE 2 CAN ALSO FOSTER GREATER
D/ISTORT/VE BY THEIR NATURE. PARTIC/PA7/ON BY THE READER
IF STRONG ENOUGH, THEIR *\ AND A SENSE OF /NVOLVEMENT
EFFECTS CAN O&SCURE : \ WHICH MANY WRITERS AND
4 o ARTISTS PREFER.

CREATORS WHO EITHER THROUGH
USE THESE EFFECTS  \f THE CON7ENT OF
MAY NEED TO CLARIFY L URROUNDING SCENES
N\ WHAT IS BEING SHOWN, J OR, OF COLIRSE,
HOWEVER. THROUGH WVORDS.

SEE PAGE 216 FOR COPYRIGHT INFORMATION.



S OVER THE YEARS,

= COMICS CREATORS
~ ] HAVE STRUGGLED WITH
3 DOZENS OF VARIATIONS

= BY FAR, IN THEIR DESPERATE
F THE MOST W/IDELY-USED, ATTEMPTS* TO DEPICT
MOST COMPLEX AND MOST SOUND N A STRICTLY

VERSATILE OF COMICS' MANY VISUAL MEDIUM.
SYNAESTHETIC ICONS 1S THE

EVER-PRESENT, EVER-POPUIAR
WORD BALLOON!

z

'VARIATIONS IN BALLOON SHAPE ARE MANY AND WHILE /MS/DE THOSE BALLOONS, SYMBOLS
NEW ONES ARE BEING INVENTED EVERY DAY. ARE CONSTANTLY BEING APPROPRIATED
T WILL BE--

OR EVEN /VVENTED TO COVER THE
/VON-VERBA
ZACHA
OH, TS you.
TIMBER,

EVEN THE VARIATIONS OF LETTERING §7YZES, BOTH IN AND OUT OF
BALLOONS, SPEAK OF AN ONGO/NG S7TRUGGLE TO CAPTURE THE

VERY ESSENCE OF SOUND. ,—
tip! bip!

:/RASW

"briingt 'H %Aggggi ,
#957 ) cocoeoey | 4
PR,

5§55Ss5¢555°°

MAAY-BEE
I DON'T EVEN

134 * EISNER DESCRIBES THE WORD BALLOON
AS A "DESPERATION DEVICE!



OF COURSE WORDS ¢
THEMSELVES, MORE THAN ALL THE

WORDS CAN TAKE EVEN SEEMINGLY

NEYTRAL IMAGES AND INVEST THEM

WITH A WEAL7H OF FEELINGS AND
EXPERIENCES.

E SAT BY THE OPEN WINDQW, HOPING
TO CATCH A WHIFF OF THE OLD CHARCOAL
GRILLS. FROM NEXT DOOR CAME THE
OTHERWORLDLY HUM OF TELEVISION.
THE OLD CLOCK STRUCK A LAZY EIGHT.

AS NOTED, PICTURES CAN INDUCE \
STRONG FEELINGS IN THE
READER, BUT THEY CAN ALSO LACK \.q
THE SPECIFICITY OF WORDS.

WORDS, ON THE OTHER HAND, OFFER
THAT SPECIFICITY, BUT CAN LACK THE
IMMEDIATE EMOTIONAL CHARGE OF
PICTURES, RELYING INSTEAD ON A
GRADUAL CUMULATIVE EFFECT,

BUT WE'LL GET
COURSE, WO TO THAT IN THE
AND PICTURES CAN NEXT CHAPTER.
WORK MIRACLES.




PERHAPS

IT'S TOO MUCH TO
ASK_OF ONE SENSE

THAT IT BE

RESPONSIBLE FOR
CONVEYING SUCHA

=\ WV/DE WORLD OF
EXPERIENCES.

IN THIS

CHAPTER, WE'VE
DEALT WITH THE
IVVISIBLE WORLDS

QF SENSES AND
EMOTIONS, BUT IN
FACT ALL ASPECTS
OF COMICS SHOW IT
T0 BE AN AR7 OF

THE INVISIBLE,

MAAY-BEE
DON'T EVEN|
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