.f‘\'..

SO,
WHY IS THIS
MEDIUM WE
CALL COMICS SO
JMPORTANT.”
WHY SHOULD WE
TRY SO HARD TO
UNDERSTAND
COMICS T

SEQUENTIAL
( ART

T THINK THE
ANSWER LIES DEEP
WITHIN THE HUMAN

CONDITION...

B 193



ACHINVG
ER MAK

AND NO AMOUNT OF &5
QU7 TO O74ERS CAN EV
CATION
F OUR SAD
MUNICATE
MIND 70 MIND

IT'S LIKE TO

INS/IDE.

YOLU/ FEEL.

THEM FEEL EXACTLY WHAT

NO OTHER HUMAN BEING CAN

z

=50
=N3
238
ek
NN
mwun
MH@&
“SWIN
EERNN

EVER KNOW WHAT
BE YOU FROM THE

ﬂﬂﬂ&ﬁ%gﬁmww

%/M%ﬁ?ﬁ,ﬂ‘ , \l.» %

&;

i, T

A

S
\.

| WE ALL LIVE IN A STATE OF '
A FROFOLIND FSOLATION,



SAD, QF COURSE, BECAUSE NEARLY
ALL PROBLEMS IN HUMAN HISTORY
S7EAT FROM THAT INABILITY.
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EACH MEeD/n ( THE TERM COMES
FROM THE LATIN WORD MEANING
MIDDLE ) SERVES AS A BRIDGE
EETWEEN MINDS.

SPOKEN. WCRD

MEDIA
CONVERT
THOUGHTS
INTO FORMS
THAT CAN
TRAVERSE THE
PHYSICALWORLD | 523
RE Aggf R TED ‘
~Cl ERT Fieseev
BY ONE = N
OR MORE SENSES T
BACK INTO i
THOUGHTS. £

g @ mc © (N

WRITTEN WORD

MUSIC

IN COMICS THE CONVERSION
FOLLOWS A PATH FROM M/ND

TO HAND 10 P/}fﬁ? TOEYE
TO MIND.

IDEALLY THE ARTIST'S "“MESSAGE”
WILL RUN THIS GAUNTLET WITHOUT
BEING AFFEC7ED BY 1T, BUT IN
PRACT/CE THIS IS RARELY THE CASE.
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1. Each new medium begins by imitating its
a) predecessors
b) patients
C) successors
d) descendants

2. What aspect do comics and film share in their potential imagery?
a) Range and versatility
b) Intimacy
¢) Control
d) Faithfulness

3. What aspect do comics and written word share?
a) Range and versatility
b) Intimacy
c) Control
d) Faithfulness

4. Comics rely on sense(s) to convey a world of experience.
a) One
b) Six
c) Five
d) Three



THE COMICS I “$&£~ ASK ANY WR/TER

IN MY MIND WILL NEVER . OR F/LMMAKER OR
BE SEEN IN THEIR ENTIRETY — FAINTER JUST HOW
BY ANYONE ELSE, NO MUCH OF A GIVEN

MATTER HOW HARD , PROJECT TRULY
! REPRESENTS WHAT
HE/SHE ENVISIONED
IT 70 BE.
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--OR, FOR SOME
ARTISTS, THE
THE MAST7ERY OF ONE'S MEDIUM DEGREE TO WHICH

IS THE DEGREE TO WHICH THAT THE INEVITABLE
PERCENTAGE CAN BE JNCREASED, DETOURS ARE MADE
THE DEGREE TO WHICH THE ARTIST'S LISEFLIL BY THE
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YOU'LL HEAR
TWVENTY PERCENT...
TEN...FIVE,,

FEW WILL
CLAIM MORE
THAN 7H/R7Y.
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OMETIING o SaTVE 5] THERE'S ONLY ONE POMWER THAT |

%%MV\%Q{%GIJ\? fi};#ﬁ 2 B CAN BREAK THROYGH THE WALL [

BEL/EVER IN THE INHERENT = EX3] WHICH SEPARATES ALL ARTISTS R

WORTH OF ALL JVNER o] FROM THEIR AUDIENCE--THE POWER R
TRUTHS. o OF NDERSTANDING.
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TODAY, COMICS 1S ONE OF THE
LINDERSTANDING = VERY FEW FORMS OF 248§
COMICS 1S $ERIOLS COMMUNICATION IN WHICH
BLISINESS. JNVDIWVIDUAL VO/ICES STILL

HAVE A CHANCE TO BE #FARD.
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e THOSE OF US WHO TACKLE THE
&' BLUSINESS OF COMICS HAVE MANY

OBSTACLES TO QVERCOME--

--BUT THEY FALE
IN COMPARISON TO
WHAT A FILMMIAKER
OR FLAYWRIGHT
HAS TO CONTEND
WITH.

¥

COMICS
WELCOMES
ANY WRITER OR
ARTIST TO STEP INTO
ITS WORLD, A WORLD
AS CLOSE AS PEN
OR PENC/L AND
PAPER.
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THE WALL OF /GNORANCE THAT PREVENTS SO MANY HUMAN

BEINGS FROM SEEING EACH OTHER CLEARLY

BREACHED BY COMMUNICATION.
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COMMUNICATION
IS ONLY EFFECTIVE \
WHEN WE UNDERSTAND
THE FORMS THAT
COMMUNICATION
CAN TAKE.
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I'VE BEEN
TRYING TO
UNDERSTAND
COMICS FOR
ABOUT 15 YEARS.
HERES WHAT I'VE
COME UP WITH
SO FAR.
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SEE PAGE 216 FOR COPYRIGHT INFORMATION.
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BY STARTING
= FROM SCRATCH CAN -
Y WE DISCOVER THE
S FULL RANGE OF
POSSIBILITIES
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WITH A LITTLE E7 --AND FAR INTO THE PAS7, =
BEF/IVING, SUCH A BEYOND THE ARTIFICIAL “S7ARTING
DEFINITION CAN TAKE =\ PO/NT"OF 1896 AND “THE YELLOW KIDY

COMICS FAR INTO *
THE FLTURE -- . \
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THROQUGH THE M/ORAS AND WRITING S OF THESE
NEGLECTED MASTERS, WE SEE THE FIRST GL/IMPSES
OF COMICS' L/BIITLESS POTENTIAL AS AN ART FORM--

--AND THE ATTITUDES THAT WERE TO
CYRE THAT POTENTIAL FOR
MANY YEARS TO COME/

“...the picture-
story, which critics
disregard and
scholars scarcely
notice, has had
great influence at
all times, perhaps
even more than
written literature.”

Rudolphe Topffer
1845

(13 ] '.in
addition, the
picture-story
appeals
mainly to
children and
the lower
classes...”

Rudolphe Topffer
1845
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SEE PAGE 216 FOR COPYRIGHT INFORMATION.
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1oRi5 YIS
/CONOGRAPHY
IS AT THE DISPOSAL
OF coMIICS
CREATORSS

\
1
\
TWO EVES  Thy youth’
) \FACE st mam 25225
\ OMNE NOSE. Msfow
]

5. Correctly label each of the three corners of the Pictoral Plane with the following terms:

e Reality
e Language
e The Abstract

(If completing the test on an answer sheet or on your own sheet of notebook paper, then draw and
properly label the Pictoral Plane.)

202




"J-“"

W
(7
R
L
74
7 o
AF
NG
1AGE
L
$
£ AN,
D

AN
/74
77
(=
INV/S.
/5
£

203



\,

h

THROUGHOUT

ITS HISTORY, COMICS
HAS HARNESSED THE
POWER OF CARTOONS ||+
TO COMMAND WEWER
INVOLYVEMENT AND
/DENTIFICATION --

4
{

e

6. What style captures the beauty and complexity of the visible world?

a) Cartoons

b) Moment-to-moment
¢) Abstraction

d) Realism
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7. What is the most common type of transition in the most
storytelling technique used in comics?
a) Action-to-action
b) Scene-to-scene
¢) Subject-to-subject
d) Moment-to-moment

8. When readers discover comics for the first time, comics
between storyteller and audience.

actas an

a) interpreter
b) intermediary
c) instigator

CREATING SOME7H/NG OUT OF [
NOTHING, TIHVIE AND Z
TIINE AGAIN. L

-

—_

v
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9. Widening the shape of a panel can affect the of time.
a) romanticization
b) perception
c) characterization
d) depiction

10. Each panel of a comic shows a
a) Single moment in time
b) several motions in time
c) illusion of time and motion
d) multiple moments in time

11. Which of the following point in time of the panel is represented by where your eyes are
focused?
a) Present
b) Depends
c) Past
d) Future

12. Which of the following is an assumption that comics artists make about the reader?
a) They read the panels in correct order.
b) They read the comics in one sitting.
c¢) The will like the story.
d) They have read the previous stories in the series.

13. In comics, words represent that which can only exist in time,
a) action
b) sound
c) smell
d) movement



BUT NOWHERE IS THE BALANCE
BETWEEN THE VAS/BLE AND THE
INVVIS/BLE MORE CONSPICUOUS
THAN IN P/CTURES AND WORDS...

..ASPLIT FORETOLD IN THE
BIRTH OF ART7 [ 7SELF --

- .

.~

—-- AND GROWN W/DER AND WIPER FOR
CENTURIES UNTIL EVENTUALLY, ALL
CONNECTION WAS LOST--
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TH'*tre s MISHEL

—- AND THEN

" REDISCOVERED
N THE GREAT MADNESS
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TODAY'S COMICS

DO THEIR ZANCE
WT7H THE INVISIBLE
BETTER THAN
EVER BEFORE.

BUT THE
LANGUAGE OF
COMICS CONTINUES
O EVOLVE -~
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--BECAUSE |

EMBEDDED IN \

ALL PICTURES bog? ol i,
OF THE V/SIBLE Zooed AU
WoRLD ARE THE |1 [E25224 LAH

SEEDS OF THE A==

INVIS/BLE.

THE SEEDS OF

/Exmfg/mm ‘

SYNAFSTHETICS, |

14. What is the most widely-used, most complex, and most versatile synesthetic icon?
a) Motion line

b) Word balloon
¢) Sound effects
d) Aspect-to-aspect

15. Who came up with the first symbols to record certain commodities?
a) Roman rulers
b) Ancient Greeks
c) Egyptian accountants
d) Sumerians in ancient Mesopotamia
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BUT EVOLUTION IS A
TRICK Y THING. SPECIES
EVOLVE D/FFERENTLY IN
DIFFERENT CLIMATES.

\NORTH AME

EUROPE

ooy R
§
E{F% N
4 4 |

SO IT WAS IN __
'JAPAN WHERE COMICS
DEVELOPED IN RELATIVE
/SOLATION, SPAWNING
A HOST OF UNV/QUE
APPROACHES TO

MAKING Cawc:s'

16. What combination has words that amplify or
elaborate on an image, or vice versa?
a) Montage
b) Duo-specific
c) Additive
d) Inter-dependent

17. Most mainstream comics in American employ
storytelling techniques first introduced by

19667

a) Jack Kirby
b) Frank Miller
c) Stan Lee

d) Jim Steranko

in

18. Most Japanese comics first appear published in

a) thin publications

b) enormo
C) parts

us anthology titles

d) manga magazines

19. Comics printing was superior on which continent?

a) Asia
b) Africa
c) Europe

d) North America

WORD-PICTURE LINKAGE
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/ AS COMICS
7/ GROWS INTO THE
SIGHTED BHSVESS \\

o NEXT CENTURY,
JRACTICES WILL NO
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THE 7&U7H
ABOUT COMICS
CAN'T STAY
HIDDEN FROM »
VIEW FOREVER

AND SOONER
OR LATER--
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\"\ ADAPTATIONS |
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SEQUENTIAL

TODAY THE
POSSIBILITIES FOR
COMICS ARE--AS
THEY ALWAYS
HAVE BEEN--

-

-

STREAM
- OF CONSCIOUSNESS

K1)
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MYSTERY

RELIGIOUS
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' SATIRE . .
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COMICS OFFERS

TREMENDOLS
RESOLIRCES TO
ALL WRITERS
AND ARTISTS:
FAITHFULNESS,
CONTROL, A
CHANCE 1O BE
HEARD FAR AND

©
1

IT OFFERS
RANGE AND
VERSATILITY
WITH ALL THE
POTENTIAL IMAGERY
OF F7LA1 AND
FAINTING

L

W/IDE WITHOUT
FEAR OF
COMPROMISE...

ART

SEQUENTIAL

PLUS THE
NV TIMACY
OF THE
WERITTEN
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c) idea/purpose

d) form
a) Idea/Purpose

b) structure

b) Craft

c) Structure

d) Idiom

a) Jack Kirby
b) Frank Miller
c) Stan Lee

d) Jim Steranko

a) surface
21. What is the first step of art creation, the one that contains the work’s content, emotions and philosophies?

23. What famous comic book artist was responsible for bringing surrealism, pop art, and graphic design to

20. What step determines whether the art will be a book, a sculpture or a song?
comics in the 1960°s with his comics Nick Fury, Agent of S.H.1.LE.L.D.?

22. What are the 6 steps? Label the 6 steps in their correct order above in the boxes provided. (If completing the test

on an answer sheet or your own sheet of notebook paper, simply number 1 — 6 and record the steps next to the

number in the order they would appear.)
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25. The author thinks that the best definition for comics is the one that is most

24. Which of the following statements is NOT true about comics?
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I'VE LEARNED A4 £O7 ABOUT COMICS
SINCE BEG/NWNING THIS PROJECT AND 1
KNOW I HAVE A LOT £LEF7 TO LEARN.

=

1 HOPE
N/ YOULL ALL
CONSIDER
EXPLORING --
OR CONTINUING
TO EXPLORE--
COMICS ON

HOWEVER YOU
EXPERIENCE COMICS--
AS READER, CREATOR
OR BLSINESSPERSON--
THERE ARE A MILL/ONV
AND ONE WAYS YOU
CAN HELP COMICS TO
GROW INTO THE NEXT

CENTURY. -~

!

THINK ABOUT IT.

AND THANKS
FOR L/STENING.
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NOT MARRIED
TO HIM. T
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, TIME!




DESIWING THE
CARTICM WOULD
TAKE LIP AS MUCH
SPACE AS DEFINING
ECVMFCE, BUT FOR
AORE. TR GOG TO
EXAMIMNE CARTOUMIMNG
A5 A FORM OF
AMEPLIEFCATION
THECUG,

A
SAIFLIFICATION,

l
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WHEN WE
AFSFRACT AN IMAGE
THREULGH SARTLAONMNGE,
WE'RE MOT 50 AMUCH

As WE AR
OM JEEC e
LETASLE

ELATIATING DETAILE
E Aociriivg

By TR G
DR AN IWAGE
0 1TSS ESEENTIAL

AEANING AN ARTIST
CAMN AREEAEY THAT
MEANING I & WA
THAT REALISTIC

ART CANTE

26. In his book Understanding Comics, Scott McCloud says that comics are a form of ““...amplification
through simplification...” and that “When we abstract an image through cartooning we’re not so much
eliminating details as we are focusing on specific details. By stripping down an image to its essential
‘meaning,’ an artist can AMPLIFY that meaning in a way that realistic art can’t.” (McCloud, 1993). —

What does Scott McCloud mean here? How can the “circle with two dots and a line” be MORE realistic
than the highly detailed, and sometimes photo-realistic, types of art we often see? Use the lines below to

explain your understanding of McCloud’s theory and demonstrate your learning from this unit.
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Special note: Kunzle’s book (see above) has
gone virtually unnoticed by the comics
community but is an enormously important
work, covering nearly 400 years of
forgotten European comics. Check it out!
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Man © Marvel Entertainment Group; Harvey Pekar ©
himself, Maggie © Jaime Hernandez; Astroboy ©
Osamu Tezuka; Cutter © WaRp Graphics; Leonardo
© Mirage Licensing; R. Crumb © himself; Zippy © Bill
Griffith: Arzach © Moebius: Wendel © Howard Cruse;
Flaming Carrot © Bob Burden; Ricky © Kyle Baker; Ed
© Chester Brown; Julie Doucet © herself: Amy © Mark
Beyer; Concrete © Paul Chadwick; Pogo © Selba
Kelly; Bitchy Bitch © Roberta Gregory; Piker © Mariscal;
A. Mutt © McNaught Syndicate, Inc.; Mark Martin ©

mr:'l\_self; Carol Tyler © herself; Morty the Dag © Steve
illis.

Other At © Sampei Shirato, Koike-Kojima, Mary
Fleener, Matt Groening, Riyoko lkeda, Joost Swarte,
Harold H. Knerr, Albin Michel S. A., Dr. Seuss, O,
Soglow, Jose Munoz and Krystine Kryttre.

age 12: To the Heart of the Storm © Will Eisner.

Page 24: The Qriginal painting “The Treachery of
Images” by Rene Magritte resides at The Los Angeles
County Museum of Art. Our thanks to the museum for
allowing us to imitate the image.

Page 30: As on page 4, plus Kermit @ Henson
Associates; Bugs Bunny © Warner Brothers; Bart @
20th Century Fox; Mrs. Potts © Walt Disney
Productions; Jughead ©@ Archie Comics; Casper ©
Harvey Comics; Beetle Bailey © King Features.

Page 45: Savage Dragon © Erik Larsen;
Tumbleweeds © King Features; Gizmo © Michael
Dooney; Jenny © lvan Velez; Nancy © United Features
Syndicate, Inc.; Shadow Hawk © Jim Valentino; Bob ©
Terry Laban; Portia Prinz © Richard Howell; Dr. Radium
© Scott Saavedra; Spawn © Todd McFarlane; Mr.
Monster © Michael T. Gilbert; Cutey Bunny © Joshua
Quagmire; The Maximortal © Rick Veitch; Raphael ©
Mirage Licensing: Panda Khan © Monica Sharp and
Dave Garcia.

Page 56: As on pages 4, 50 and 51 plus: Steve ©
Gilbert Hernandez; Art © Mary Fleener; Checkered
Demon © S. Clay Wilson; Bear © Rory Hayes; Micky
Rat @ R. Armstrong; Art © Kim Deitch.

Page 83: AL HELD. The Big N. (My facsimile). The
original is synthetic polymer paint on canvas, 9'3/8" x
9'. Collection, The Museum of Modern Art, New York.
Mrs. Armand P. Bartos Fund.

Page 126: As on pa%les 4, 50 and 51 plus: Reed
Richards and Cable © Marvel Entertainment Group;
The Teen Titans © D.C. Comics; Tantrum @ Jules
Feiffer; and art ©® Munoz and Sampayo, Jooste Swarte,
Art Spiegelman and Will Eisner.

Page 133: The Rose of Versailles © Riyoko lkeda;
other art © H. Sato and (?).

Page 199: Daredevil, Ghost Rider, The Punisher, X-
Factor, The Amazing Spider-Man, Thor, X-Force,
Wolverine, X-Men, Hulk and Iron Man @ and tm Marvel
Entertainment Group; Superman, Batman, Robin,
Sandman and Lobo © and tm D.C. Comics; Aliens ©
and tm 20th Century Fox; Dark Horse Presents © Dark
Horse Comics; Spawn © and tm Todd McFarlane; The
Pitt © Dale Keown; Youngblood @ and tm Rob Liefeld.

Page 201: As on pages 4, 50 and 51.

Page 208: Batman returns tm Warner Bros.; Linus ©
U.F. S, inc.; Action Comics © and tm D.C. Comics.
The Yellow Kid @ Scripps-Howard Newspapers

Originals for Sale / Letters of Comment.

For information on original art, write to:
Scott McCloud, Box 798, Amherst, MA 01004.

Letters of comment are appreciated (if
seldom answered due to overwhelming
commitments), but | would especially
appreciate a public discussion of these issues
in comics’ trade journals, art magazines,
computer nets and any other forum. This book
is meant to stimulate debate, not settle it.

I've had my say.
Now, it’s your turn.



