CHAPTER THREE

BLOOD IN THE GUTTER.

WHEN T WAS VERY YOUNG, T HAD A RECURRENT PAYDREAM THAT THE BANOLE WﬂRzD
WAS JUST A SACDM/ PUT ON FOR MYBF/VEF/?‘ THAT UNLESS T WAS PRESENT :

$EE THINGS, THEY JUST--
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ZATER N LIFE, 1 FOUND Q7HERS WHO HAD SIVIILAR DAYDREAMS AS CHILDREN. %
NONE OF US EVER REALLY SELIEVED THESE THEORIES, BUT WE HAD ALL BEEN -
MSC/MA?’EP BY-THE FACT THAT THEY COULD NOT BE D/SPROVH?. Mooy
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EVEN 70PAY. AS T WRITE AND DRAW THIS
PANEL, T HAVE N0 GUARANTEE THAT
NYTRING EXISTS OUTSIDE OF WHAT MY

A FIVE SENSES REFCRT TO ME*
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TVE NEVER BEEN
TO MOROGCCO, BUT
T TAKE [T ON FA/7%
THAT THERE /S A

T'VE NEVER SEEN
THE EARTH FEOM
$PACE FIRSTHAND,
YET 1 TRUST THAT
THE EARTH IS
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T'VE NEVER BEEN IN THIS PANEL
IN THE HOUSE YOU CAN'T EVEN
ACROSS THE STREET, SEE MY LEGS, EVEN
YET I ASSUME IT YET YOU ASSLmE THOUGH
HAS AN IV7TER/OR, THAT THEY'RE THEY'RE
THAT IT ISN'T JUST THERE. NoTS
50ME BIG MOVIE
~, i
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* NGT TO SAY OUR SENSES ARE ANY KIND 61

OF GUARANTEES




ALL OF US PERCEIVE THE
WORLD AS A LADLE THROUGH
THE EXPERIENCE GF QUR
JENSES.

—_—
YET QUR SENSES CAN

ONLY REVEAL A WORLD
THAT 1S FRAGMIENTED
AND /NCOMPLETE

]

EVEN THE MOST HY/DELY
TERAVELLED MIND CAN ONLY
SEE SO MUCH OF THE WORLD
IN THE COURSE OF A LIFE.
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OUR PERCEPTION QF
"REALITY" IS AN ACT OF
FAITH, BASED ON MERE

FRAGMENTS

AS JVEANTS, WE'RE UMABLE
TO COMMIT THAT ACT OF FAITH.
IF WE CAN'T §&F IT, HEAR IT,

SRIELL 1T, TASTE IT OR 70LCH IT :

T ISN'T THERES

THE GAME FELEA=A~-B00" PLAYS
ON THIS IDEA. GRADUALLY, WE ALL &
LEARN THAT EVEN THOUGH THE S/GA/ 7T
OF MOMMY COMES AND GOES, -
MOMMY REAANS,
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THIS PHENOMENON OF -

OFSERVING 7HE PARTS BUT

PERCEIVING THE VVHOLE
HAS A NVAMVIE.,

IT'S
CALLED

CLOSURE.

SOME FORMS OF CLOSLIEE ARE
- DELIBERATE INVENTIONS OF
L STORYTELLERS TO PRODUCE
CSLSPENSE OR TO CHALLENGE
. ALDIENCES.

IN QUR DAILY LIVES, WE OFTEN
COMMIT CLOSURE, MENTALLY
COMPLETING THAT WHICH 1S
INCOPAPLETE BASED ON P87
EXFPERIENCE.

OTHERS HAPPEN ALTOMATICALLY,
WITHOUT MUCH EFFOR7.., FART
QF BLSINESS AS LASLAL,

REARY,

IN BEECOCGN/ZING AND BELATING
@ 70 O7THER FEOFLE, WE ALL

7| DEPEND H#&AVLY ON QUR LEARNED
ABILITY OF CLOSURE,

IN AN
INCOMPLETE
WORLD, WE
MUST DEPEND
ON CLOSURE
FOR QLR VERY | -
SURVIVAL. e




CLOSURE CAN TAKE
MANY FORMS. SOME
\ SYMPLE, SOME COMALEX.

L | SOMETIMES, A MERE S#4PE OrR |-
; OUTLIVE 1S ENOUGH TO o
TRIGGER CLOSURE. )
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THE MENTAL PROCESS DESCRIBED
IN CHAPTER T WHEREBY
THESE LINES BECOME A FACE
COULD BE CONSIDERED CLOSURE.

QUR EYES TAKE IN
THE FRAGNENTED.,
BLACK-AND-WHITE
IMAGE OF THE
"HALF-TONE "

EVERY TIME WE SEE
A AYOTOSRAFH
REPRODUCED 1N A
NEWSFAPER OR
MAGAZINVE, WE
COMMIT CLOSURE,




iN
o SLECTRONIC
MEBZIA, CLOSURE
15 CONVSTANT,
EVEN OFEZ-
POWERING

c 0 O 0 0o o o O O o O

IN ALAT, CLOSURE TAKES PLACE CONTINLOLSLY - e
TWEMTY—FO(FRTJMES PER §ECOND, IN FACT--AS OUR =
MINDS, AIDED BY THE PERS/STENCE O L/S/ON, —_—

TRANSFORM A SERIES OF §772L PICTI/RES INTO A
A STORY OF CONTINVLOLS MOTION. =
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COMMUNICATION

AND EXPRESSION

WHICH LISES CLOSURE
LIKE VO O7HER...

7IME BND ATO770NV.

AND CLOBLRE IS THE AGENT OF CHANGE,

A MEDIUM REQUIRING EVEN MORE CLOSURE 1S 7ELE L/ S/C/N, BETWEEN SUCH
WHICH, IN REALITY, IS JUST A S/NVBLE POINT OF LICHT, AL 7TOMATIC
RACING ACRG;S\S‘ THE SCREEN $0O =487 THAT IT'S DESCRIBED ELECTRON/C
MY FACE HLNDPREDS OF 77A%SS BEFORE YU/ CAN EVEN SWALLOW CLQSURE AND THE
THAT CORNY CHIPT™ SIMPLER CLOSLURE
=== OF EVEEYDIY
= % LIFE--
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~=THERE LIES A MEDILIM WHERE THE AUDIENCE IS
A MEDIUM OF A WILLING AND CONSCIOUS COLLASORATOR
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| E,EPEIA SURL TONY SCHWARTZ DESCRISES THIS 65
| NGTH IN HIS BOOK MEZVA, THE SECOND GUD,
ANCHOR BOOKS, (983, LA, THE



NO

YOUDJE 7

THAT SFACE
£/ THE
PANELSY THAT'S
WHAT COMICS
AFICIONADOS HAVE

NAMED "7X%&
GLTTER

AND DESPITE
ITS LINCEREMONIOUS

7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND AIYSTERY THAT ARE
AT THE VERY AMEAXR7T
oF CcoMICs’”

y THE

GUTTER, HU/MAN
SNVAGINATION

TAKES TWOD SEPARATE
IMAGES AND 7RANS-
FORMS THEM INTD

HERE IN X
LIMBO OF THE \\

A SINGLE




VI L U U

NOTHING
15 S&&1/ BETWEEN
THE TWGQ PANELS,
BUT EXFER/ENCE

AMUST BE THERE!

TELLS YOU SOMETHING

| Peek-A-Boc!

Peek-A-Boo!

COMICS PANELS FRACTLRE BOTH ZIME AND $PACE, OFFERING A JAGGED,
S7TACCATO R Y THM OF NCOVNECTED MOMENTS.

BUT CLOSURE ALLOWS US TO fONVVEC7 THESE MOMENTS
AND MENTARLLY CONSTRLCT A CONTINLIOUS, UNIFTIED REAL/7Y,

\F YASLAaL
SCONOGRAFPH Y

-

Y AND SINCE OUR

IS DEFINITION OF
THE VOCABULARY OF
COMICS, CLOSLURE 15
1S GRAMMAR

ICONDGRAPHY

g 1 Y

COMICS HINGES ON
THE ARKANGEMENT
OF ELEMENTS-~

1 19|©

CLOSURE

-=THEN, IN A
VERY REAL SENSE,

comics 7
| CLOSURE! _4
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MOST
PANEL-TO-FANVEL
TRANSITIONS IN COMICS
CAN BE PLACED IN ONE
OF SEVERAL DISTINCT
CATEGORIES. THE FIRST
CATEGORY — WHICH WE'LL
CALL MOMENT7-7C
MOMEN 7--REQUIRES

VERY L/77LE

NEXT
ARE THOSE
TRANSITIONS
FEATURING A SINGLE
SUE/ECT IN DISTINCY
ACT/ON-TO-ACTION
PROGRESSIONS.




THE MEXT
TYPE TAKES LS FROM
SUBLECT-TO~SURIECT
WHILE STAYING WITHIN A
SCENE OR IDEA. NOTE
THE DEGREE OF READER
IVVOLVEMENT NECESSARY
TO RENDER THESE
TRANSITIONS
MEANINGFUL,

AT LEAST

JERRY
NEVER
CALLEDR

DEDUCT IV
KEASONING IS
OFTEN REQUIRED IN
READING COMICS SUCH
AS IN THESE SCENES-
~7O-SCENE TRANSITIONS,
WHICH TRANSPORT LS
ACROSS SYGNVE/CANT
DISTAMCES OF 7281
AND SBaCE,

HE CAN'T TEN YEARS
QUTRUN S LATER

B ForeveR:

HAVE SURVIVED

]
THAT CRASH!? A

SSNIFF:
YOURE
RIGHT.




A FIFTH
TYPE QF TRANSITION,

WHICH WE'LL CALL
ASFECT-TO-ASFECT,
BYPASSES 7/ME FOR THE
MOST PART AND SETS A
WANDERING EYE ON

DIFFERENT ASPECTS

OF A PLACE, IDEA
OR MOQD.

AND
FINALLY, THERE'S
THE VON-SERUITLUR,
WHICH OFFERS NO
LOGICAL RELATIONSHIP
BETWEEN PANELS
WHATSOEVER ”
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THIS LAS7 CATEGORY
SUGGESTS AN INTER-
ESTING QUESTION.
IS IT POSSIBLE FOR
ANY SEQUENCE OF

PANELS TO BE

TOTALLY UNRELATED

NO MATTER '
T0 EACH OTHERY ‘

PERSONALLY, T
DON'T 7A/N& SO.

HOW D/SS/AILAR
ONE IMAGE MAY BE
TO ANOTHER, THERE
IS A KIND QF -~

¥

~=ALCKHEMY
AT WORK IN THE
SPACE BETWEEN
PANELS WHICH CAN
HELP US FIND
MEANING OR
RESONANVCE N
EVEN THE MOST
SARRING OF
COMBINATIONS.

SUCH TRANSITIONS
MAY NOT MAKE
"SENSE " IN ANY
TRADITIONAL WAY,

BUT STILL A
RELATIONSHIP OF
WOME SORT WILL

INEVITABLY

DEVELORP,

BY CREATING A
WEQLEPACE WITH

TWO OR MORE

IMAGES, WE ARE
ENDOHING THEM WITH

A SINVGLE--

HOWEVER
LIFFERENT
THEY HAD BEEN,
THEY NOW BELONG
TOA SVGLE
ORSANLISIA.

AR LARE

R
TN

CLOSLRE
FOR 82000,
GUTTERS

-~ OVERKIDING

/DENTITY, AND
FUORCING THE VIEWER
TO CONSIDER THEM




ART & MARVEL ENTERTAINMENT GROUP, INC.
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THIS SORT OF
CATEGORIZATION
1S AN NEXACT SCTENCE
AT F&ES57 BUT BY USING
OUR TRANSITION SCALE
AS A 700L -~

--WE
CAN BEGIN
TJ UNRAVEL SOME
OF THE MYSTERIES
SURROUNDING THE

INVISIBLE ART
OF coaves
- STOR Y TELLING !
MOST HAINSTREAM ALTOGETHER, I COUNT
cOMES IN AMERICA NINETY-FIVE
EMPLOY STORYTELLING PANEL-TO-PANEL
TECHNIQUES FIRST TRANSITIONS.
INTRODUCED 8Y LET'S SEE HOW
JSACK KTREBY, 50 THEY BREAK DOWN
LET'S START BY PROPORTIONATELY,
EXAMINING THIS
LEE-KIRBY COMIC
FROM 1966,
By N »
Farizstia = 1
5y Faur u‘“ ,_:A
» %
=\
;::1 7 MO
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BY £AR, THE MOST COMMGN TYPE OF
TRANSITION IN KIRBY'S ART IS ACTTON-
SFO-ACTION. I COUNT SIX7Y-7#¥0 OF
THEM IN THIS STORY-- ABOUT S/¥r7y-
FIVE PERCENT OF THE TOTAL NUMBER.

m .7

ToF o

['TRAZED AND SIMFLIFIED FOR CLARITY'S SAKE]

SUBSECT-70-SUB/ECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL NV/WVETEEN--
ABOUT 7HENTY PERCENT OF THE TOTAL NUMBER.
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AND SINCE 4272
OF THE REMAINING

WE HAVE THE
FOLLOWING
EREAKDOWN,

TRANSITIONS ARE FROM
SCENE-TO-SCENE,

2| 657

3| 20%
%) 15%

AS A BAR GRAPH
IT WOULD LODK
SOMETHING LIKE
7H7S.

123456

THIS EMPHASLS oN
ACT7ON-TO-ACT/ON
STORYTELLING SUITS
MOST PEOPLE'S IDEAS
ABOUT X/RZY, BUT
IS HE LvwvouE
IN THIS RESPECT?

APPARENTLY MO7/ MERE'S A GRAPH OF
PANEL TRANSITIONS IN HERGE'S 777N
AND THE PROPORTION ARE VERY'
SAVLAR TO KIRBY'S

NOW, HERGE'S AND
KIRBY'S STYLES
ARE HO7 SIMILARY
IN FACT, THEY'RE

1S THERE SOME KIND
OF LATVERSAL

FPROFPORTION AT
WORK HERE, OR

KADPICALLY IS THERE ANCOTHER
DIFFERENT 7 COMMION LINK
12345%¢ MAYBE A SIMILARITY
OF GENKES =
N 2
N 3 o S, AT
wantd 1 /
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X-MEN L ~ HEARTBAEAR, Souf BEITY LVERONIGA MNAUHTY BITS
|
A RANDOM
SAMPLING OF
VARIOUS AMERICAN
COMICS SHOWS THIS
SAME PROFORTION
PRETTY
CONSAS 2. CLAREMONT & LEE G. HERNAMDER OOME £ DECARLO GREGORY
FRAKK [HTHE RIVER A CONTRALT Wi 600 MALS DONALD Discx.
|
T I =
WOODRI NG EISMNER SPEGELMAN BARKS
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