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CANONVE  \ .~
SENSE SPEAK FOR Y7
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THE 1DEA THAT
k. A PICTURE CAN EVOKE
AN EMCT/ONAL OR SENSUAL
RESPONSE IN THE VIEWER
15 VITAL TO THE ART
QF COMICS.

IN CHAFTERS JAREE AND FOUR
WE INVESTIGATED THE VARIOUS WAYS
TIEI\SEHAgg wg" COAULéD Lge zommen,

T PANELS, THROUGH
CLOSL/RE --

\[

( (

1 T

13

WE'VE

BUT WHAT ABOUT

TOLCHED UPON THE
FORMER CATEGORY }
iIN CHAPTER THREE, |

-~AND ¢
WITHIN A
SINGLE

THE INVISIBLE
WORLD OF SENSES
AND EMOTIONS
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FANEL OR CAN 472 BE
IMAGE. PORTRAYED EITHER
BETWEEN OR
I TH/NV PANELS.
IMILES
==
—— ‘>
/[
[
Siow can A
INGLE IMAGE ONCE
REPRESENT THE AGAIN WE
JEVSES AND CAN TURN TD
ENVIOTIONS AND THE WORLD
HOW DOES THIS OF *FINE
IDEA APPLY TO AR7I” FOR
comMres> SOME IDEAS,
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IN THE £A7&

| VIIVETEENTH AND

EARLY THWENTIETY
CENTLIRTIES,
SOMETHING KIND
oF SCARY™

WAS GOING (ON,,.

THE ScrEAM - LBTF LorsdsasrH BY EBVAAD M CH .

NO SOONER HAD
THE /HIFRESSIONISIS
FINALLY CONVINCED
THEIR PEERS THAT
THE WORLD 755"
SAW WAS THE WORLD

AS IT IS 7aLZ)y

SEEN -~

IN THE WORKS OF EDVARE MLIMNCA

AND VINCENT VAN GOGH THE

OBJECTIVE STUDY QOF LIGHT S0 PRIZED

BY THE /MFPRESSIONAST MANS TREAM

WAS BEING ABANZONED IN FAVOR QF A

NEW, FRIGHTENINGLY SU/BJECTIVE
APPROACH

EXPRESSION/SM,
AS IT CAME TO BE
CALLED, DIDN'T START
AS A SCIENTIFIC
AR7, BUT RATHER
AS AN HONEST
EXPRESSION OF THE
INTERNAL TURMOQIL
THESE ARTISTS JLIST
COULD NQT REFEESS.

o, S

——THAN ANOTHER |

UNSEEN

WORLD BEGAN TO
MAKE ITSELF

V7S/8LE.

THE
SCIENCE OFIT
WASN'T FAR
BEHINVD
THOUGH/




AS WASSILY KANDINSKY TOOK GREAT INTEREST IN THE
POWER OF L/VE SHAFE AND COLOR TO SUGGEST THE INNER
STATE OF THE ARTIST AN TO PROVOKE THE F/VE SENSES.

AS THE NEM CENTLRY GUT UNDER WAY, COCLER HEADS SUCH

ANGRY REDS...
PLACID SLL/ES..,
ANXIOUS 7EXTURES...
LOUD SAMFES...
QUIET L/NVES...
COLD GREENS...

=

THESE WERE
STRAMGE IPEAS

KANDINSKY AND HIS PEERS WERE
SEARCHING FOR AN ART THAT MIGHT
SOMEHOW LNITE THE SENSES--

--AND IN DOING §O, UNITE THE
DIFFERENT ARTFORMS WHICH APFPEALED
TO THOSE DIFFERENIT SENSES.

NoT swrerisive, | "Art does not
THEN, THAT SIMILAR
IDEAS WERE reproduce the
cr?f\%%s:ﬁ" 8 visible; rather,
FIELDS SUCH AS lt f
RICHARD WACNER
AND THE FRENCH
POET BALDELAIRE.
AR
4
2]

ART HISTORIANS
HAVE GENERALLY HELD THAT
WHILE FPAINTERS, MUSITANS AND
POETS HAVE GRAPPLED WITH SUCH
IDEAS, PRACTITIONERS OF THE
"LOW" ART QF COM/CS HAVE
REMAINED FL/SSFULLY IGNVORANT
OF THEM.
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: IN SURVEYING A CEN7LRY
& OF COMICS, ONE FINDS CREATCRS LIKE
A THE LINDERGROUND'S BORY HAYES, WHO
ARE SZATANTLY EXPRESS/ON/ISTIC,
BUT SUCH ARTISTS ARE FEH AND
FAR BETWWEEN,

SCON/C, MAYBE, BUT NOT FILLED WITH
THE EXPRESSIVE LINES OF A MUNCH OF

MOST HAYE WORKED IN A
FAIRLY STRAIGHTFORWARD STYLE.

THE COQLORS QF A VAN GOGH.

p-

" CAN WE SAY,
THEREFORE, THAT ONE
OF THESE TWO CREATORS
1S EXPRESSING MOGD
AND EMOTION AND THE
OTHER IS MO7 7 OR DOES
THE DIFFERENCE LIE
N JYHAT IS BEING
EXPRESSED?

CHARLES SCHULZ

e

. PEANUTS REPARNTED BY PERMISSION OF 4, F.8, MG,

IF 7455& LINES
ARE EXPRESSIVE OF
FEAR, ANXIETY
AND AMIADNESS--

~=THEN COULDN'T
7HESE LINES BE
SAID TO PORTRAY
CALM, REASONV AND
NTROSPECTION ¥

IN TRLTH,
DONT ALL LINES
CARRY WITH THEM
AN EXFRESSIVE
POTENZ/ALZ
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BY DIRECTION --TO -0 BY ITS
ALONE. A LINE FROUD DYNAMIC SHAPE, 1T
MAY GO FROM AND AND CAN BE
FPASSIVE AND S7TRONG--| | cwansmer DIVWELCOMNG
TIMELESS -- AND SEVERE--
i ——
--OR --OR --OR WEAK
HWARM RATIONAL AND ZMS7ABLE --
AND GENTLE-- AND
CONSERVATIVE.
--OR SONEST THE MOST BLAND EXFRESSIOVLESS” AND WHILE FEW
AND ZVRECT. LINES ON ZAZ7% CAN'T HELP BUT COMIC ARTISTS MAY
CHARACTERIZE THEIR SUBJECT CONSIDER THEMSELVES
IN SOME WAY. EXPRESSIONISTS
THAT DOESN'T MEAN
“THAT THEY CAN'T TELL
oweE LINE FROM
ANOTHER !
A
L NN /
Vi
- ]
/(
N
F
.- i
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IN DICK TRACY For
EXAMPLE, CHESTER
GOULD USED &OLD
LINES, OBTUSE ANGIES
AND SEAVY BLACKS
70 SUGGEST THE MOD
OF A Go/M, DEADLY
WORLD OF AL T7S -~

CARL BARKS' UNC
SCROOGE CONVEY

-~ WHILE THE
GENTLE CLURVES
AND OFEN LINES %FE'

A FEELING QF
HEIMSY, YOLTH
AND JAVOCENCE

IN & CRUME'S

WORLD, THE CURVES
OF /IVVOCENCE ARE
BETRAYED 8Y THE
NEUROTTC QUILL-LIVES
OF MIDERN ARUATHOGD,
AND LEFT FPAINFLLLY
OUT OF FEACE -~

—

== WHILE IN
AKRVSTINE KRYITRES
ART THE CURVES OF
CHILDHOQD AND THE
MAD LINES OF A
MUNCH CREARTE A
CRAZY 7ODDLER
LOCK.

IN THE M/D-/9605
WHEN THE AVERAGE
HARVEL READER WAS
FPRE-ADOIESCENT,
POPULAR INKERS
USED DYNVAMIC BUT
FRIENDLY LINES

A LA KIRBY,/SINNOTIT

BUT WHEN MARVEL'S
READER BASE GREWV
S
= THE
HOSTILE, JAGGED LINES
OF A RO8 LIEFELD
STRUCK A MORE
RESPONSIVE CHORD

FOR DECADES OF
COLOR COMIC BOOKS,
THE S/GNVATLIRE
STYLES OF INDIVIDUAL
ARTISTS LIKE WVICK™
CARDY HAVE INFUSED
PERSONAL EXPRESSION,
INTO EVERY STy -

-~ WHILE JUEES
FETFFER'S UNEVEN
LINVES DID SATTLE
WITH THEMSELVES
IN A FANTONIME
QF THE /NVER
STRUGGLES OF
MODERN LIFE,

IN JOSE MLNDZ'S
WORK, DENSE
PUDDLES GF VA" AND
FRAYIMG LINEWORKY
COME/NE TO EVOKE
A WORLD OF
LEPRAVITY AND
HORE/D DECAY--

SEE PAGE 216 FOR COPYRIGHT INFORMATION,

--WHILE JOgS§7
SWARTES CR/SP
ELEGANT L INES
AND _AZZy
DESIGNVS SPEAK
OF cooL
SOFHRISTICATIONY
AND /oWy,

IN SPIEGELMAN'S
FRISONER ON THE
AELL -

FLANET,
HELIGERATELY
ENCRESSION/S77C
L/NVES DEPICT A
TRUE-LIFE HORROR

STORY.

AND IN EISNER'S

MOTERYN WORK

A FElL

OF LINE STYLES

CAPTURE A FULL
RANGE OF
MOODS AND

EAMOTTONS




NOW,
IF PICTURES
CAN, THROUGH
THEIR RENDERING,
REPRESENT
/N VISIELE
CONCERNS SLICH
AS EMOTIONS
AND THE
OTHER

SENTES -~

LET'S

AN

I%UGA\}SE
SAY I WANTED %
fXMFJE To SMOKE
THIS FPIPE -~ Jl
. AN
q
__..F\ q
v " T4
/
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“-THEN THE IN FACT, WHAT
DISTINCTION WE'RE SEEING IN
BETWEEN THE Z/VING LIVES
PICTLRES AND OF THESE PICTURES
O7HER TYPES OF IS 7HE PRIMORDIAL
[CONS LIKE S7LFE FROM WHICH
LANGUAGE WHICH i %gxwzsp
SPECIALIZE Vé?f CA
IN THE INVISIBLE EVOLVE,
MAY SEEM A
BIT BLLRRY




s
.

Ir/

~ COUGH>
T COUGH/ =~

NOW, YOU'LL NOTICE
TCOUGH T ANEM =
YOU'LL NOTICE A
FEW }paiy LiNvES
RISING FROM THE
PIPE.

THIS IS THE ARTISTS
CARTOONVY WAY OF
TELLING YOU THERE'S
SHIOKE COMING FROM
THE PIPE, YOU'VE
ALL SEEN IT BEFORE

r

7

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

LITTLE ALk --

2

9 e
T TN
[RI = )
TTIN
' Mg
i

T

—

~—AND
COME ACROSS
AN OFERTURNED
GAREAGE
CAN.

THE STRONG SMELL
OF ROTTEN GARBAGE
CAN'T BE $YEEMN,
YET HERE'S ANOTNER
PRETTY SIMILAR
SET OF WAVY
LINES,

DESPITE THEIR SUPERFICIAL RESEMBLANCE,

THESE ARE TWD VERY DIEFERENT SETS OF

LINES. ONE REFRESENTS A V/SIBLE

PHENOMENON, SMOXE, WHILE THE OTHER

REPRESENTS AN /AV/S/BLE ONE, OUR
SENSE OF SMELL.

NOT REALLY A
PICTURE ANYMORE,
THESE LINES ARE
MORE A 1151/4L

SYMBOLS ARE
THE BASIS OF 4
LANGLAGE”




IF ENOUGH AKTISTS

I
TAKEN QUT OF THEIR OR/G/NAL CONTEXT,

THEY CAN NOW BE APPLIED ANYIWHERE
AND THE READER WILL INSTANTLY KNOW

EVEN THE FLJES
HAVE OVER THE YEARS
BEEN APPROACHING

WHENEVER AN ARTIST
INVENTS A NEW WAY
T0 REPRESENT THE

WHAT THEY MEAN. THE ABS7RACT S747245 INVIS/BLE, THERE IS
OF L/INGLY/STIC ALWAYS A CHANCE
SYNIECLS. THAT 1T WILL BE
FICKED /P &Y
ced OTHER PRTISTS,
/
N C .‘) {
— N
/] _—'pr\
/ 1
r

BEGIN LSYMG THE
SYMBOL, IT WILL
ENTER THE LANGUAGE

FOR GOOD--

--AS MANY
HAVE THROUGH
THE YEARS.




IN PEALING ‘
WITH THE FACE
STYELF, THE

LINE BETWEEN
THE V/S/ELE AND

INVISIBLE

WORLDS BECUMES
EVEN LESS
CLEAR.

THE CARTCOON SOME INDICATORS
FACE IS AN OF EMOTION ARE
ABSTRACT, BUT IT AALE0 VISUALLY !
15 BASED UPON BASED, SUCH AS i

VrsLAL DATA. THE FAMILIAR

SHWEAT BEAD.

BUT WHEN SUCH
IMAGES BEGIN
TQ DRIFT Ou/7 OF
THEIR V/SUAL
CONTEXT-~

~~THEY DRIFT /7D
THE /NVISIBLE
WORLD OF THE
SYMBOL.

Y p

TV

THIS DRIFT FROM V/S/BLE

TO VV7S/ELE HAS BEEN THE BASIS
OF ALL WERI77EN LANBUAGES
SINCE CIVILIZATION SEGAN.
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SUMERIANS IN
ANCIENT MESOPOTAMIA
THINGS ROLLING
OVER £000 YEARS
AGS WHEN A NEED
AS FOUND TO RECORD
CERTAIN COMMODITIES.

= e

THESE FIRST SYMBOLS -- CARTODONS,
REALLY— GRADUALLY EVOLVED AWAY
FEOM ANY RESEMBLANCE TO THEIR
SUBJECT, TOWARD THE HIGHLY ABSTRACTED
FORKMS OF MODERN LANGUAGES.,.,

b | —

—Ta
—1A

B — —

2 = —

AA
B

. AND EVENTUALLY
TO QUR 707ALLY
ABSTRACT SOQUND-
FASED SYSTEM,

A -

|||
THE LONGER ANY THE MODERN COMIC AND THIS J7SLAL WITHIN A GIVEN
FORM OF ART OR 15 A YOUNG LANGUAGE, VOCASUIARY HAS CULTURE THESE
COMMUNICATION BUT IT ALREADY HAS AN AN UNL/AITED SYMBOLS WiLL
EXISTS, THE MORE IMPRESSIVE ARRAY POTENT/AL FOR QUICKLY SPREAD
$YMBOLS IT OF RECOGN/ZABLE GROWTH. UNTIL EVERY BODY
ACCLUMULATES, SYMBULS. KNOWS THEM AT
A GLANCE,
\ NY oo / /
. & W

_ BUT
S WHAT HAPPENS Y&
¥ WHEN A LANGUAGE
EVOLVES IN MORE
& THAN ONE DISTINCT
1A CULTURE AT
A TIME?

EVOLVE/
: 50 IT WAS,
ONCE AGAIN,
IN JAPAN

WHERE COMICS
DEVELOFED

FOR YEAR'S
IN RELATIVE
ISOLATION
FROM THEIR

WESTERN
COUSINS.

THE ANSWER, OF COURSE,
iS THAT MORE THAN ONE
SET OF SYMBOLS WILL




ANOTHER VALUABLE TQOL
FOR INDICATING /NVISIBLE
/DEAS,, PARTICULARLY THE A

WORLD QF EALOTIONS. Lé

FACKGRCUNDS CON BE

EVEN WHEN THERE IS LITTLE OR NQ
DISTORTION OF THE CHARACTERS IN A
GIVEN SCENE, A DISTORTED (R EXFRESSIONISTIC
BAG&’GFOU/VD WILL USUALLY AFFECT
OUR "READING" OF CHARACTERS’
AVNVER STATES.

k WO Rf /

\\\\\\\\ Ulcnzre‘nﬂmq {? 4 /’;’;

PATTERNS CAN )
PRODUCE AN ALMOST P
FHYSICLOGICAL 7
EFFECT INTHE =
VIEWER.

SUCH
IVTERNAL
EFFECTS ARE,
OF COURSE, BEST
SUITED TO STORIES
ABOUT /7 ERNAL
MATTERS.

BUT FOR SOME
REASON, READERS
WILL ASCRIBE THOSE
FEELINGS, NOT TO
WEMSﬂVEJ' BUT O
THE CHARACTERS
THEY JDENTTFY
WITH.

WHEN A STORY HINGES MORE é '
ON CHARACTERIZATION THAN ¢
COLD £L07, THERE MAY NOT BE ‘
A LOT TO'SHOW EX7ERMALLY-- /¢ ¢

y
+

LANDSCAFE
QOF THE
CHARACTERS’
MINDS CAN
BE QUITE
A VGHT
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THIS PRINCIPLE 1S EVIDENT
IN MANY SZROPEAN COLOR
COMICE AND IN JAPANESE
OMANCE COMNIICS WHERE
EXPRESSIONISTIC EFFECTS
HAVE BEEN DEVISED FOR
. ALMOST ANY EMOT7ON
N MAGINVABLE?

EXPRESSIONISM :
BY/ AND SYNAESTHETICS ARE
W D/s70R77VE BY THEIR NATURE
IF STRONG ENOUGH, THEIR
EFFECTS CAN OFSCURE
THEIR SUBJECTS.

“BUT A LACK OF CLARITY

CAN ALSO FOSTER GREATER  \. 7
PARTIC/FATION BY THE READER |-
AND A SENSE OF /NVOLVEMENT |1

\ WHICH MANY WRITERS AND /.

ARTISTS PREFER.

EITHER THROUGH
4 THE CONVTENT OF
SURROLNDING SCENES
: OR, OF COURSE,
N THROUGH MORDPS.

o

SEE PAGE 215 FOR COPYRIGHT INFORMATICHL
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OVER THE YEARS,
COMICS CREATORS
HAVE STRUGGLED WITH
DOZENS GF VARIATIONS

rrH//////////%
.\\\*\\\\\\

BY FAR, IN THEIR DESPERATE

THE MOST MDEL Y- 11850, ATTEMPTS * 70 DEFICT

MOST COMPLEX AND MQST SOUNZ N A STRICTLY
VERSATILE OF COMICS MANY VISLAL MeDim,

SYNAESTHETIC ICONS IS THE
EVERFRESENT, EVER-POPULAR
WORD BALLOON”

/’///,

E\\\\\\\\\\\‘.
\

EENLLEN \

VARIATIONS IN BALLOUN SHAPE ARE /40 AND WHILE VS/DF THOSE BALLOONS, SYMBOLS
NEW ONES ARE BEING INVENTED EVERY DAY, ARE CONSTANTLY BEING APPROPRIATED

OR EVEN /MVENTED 0 COVER THE
NON-VERBAL. ;

T WILL BE--

-;

<
TIMBER |

17°8 50
QLIET”

£ 5.

EVEN THE VARIATIONS OF LETTERING S7YLES, BOTH IN AND OUT OF
BALLOONS, SPEAK OF AN ONVGO/VE STRUGSLE TO CAPTURE THE

VERY SSSEAMEE OF SOUND. AND
tip!tip! AS FOR THE
W P ” 1) " X ESSENCE OF
,H/ ® /1’ DONT EVEN r"ng' ' B

5257 | oMoy

DINNERY
m '

- | v
,-KL"(.., SSSSS_SSSSSSS-.

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



OF COURSE WORDS

72 CTHER VISUAL SYMBOLS, HAVE THE
i\ POWER YO COMPLETELY DESCR/SE
- A THE /NVIS/BLE REAL A OF

) SENSES AND EMIOTIONS.

WORDS CAN TAKE EVEN SEEMINGLY
NELTRAL IMAGES AND INVEST THEM
WITH A BWEAL7H OF FEELI/NVGS AND
EXFERIENCES.

a5 SAT BY THE OPEN WINDOW, HOPING
70 CATCH A WHIFF OF THE OLD CHARCUAL
GRILLS. FROM NEXT DOOR CAME THE
"OTHERWORLDLY HUM OF TELEVISION.
THE OLD CLOCK STRLICK A LAZY EIGHT.

™ TP,

AS NOTED, PICTURES CAN INDUCE
S7TRONG FEEL/NGS IN THE
READER, BUT THEY CAN ALSO LACK
THE $PECIFICITY OF WORDS.

i
(”_1 :

)

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

1 JUST WANT
YOU 70 KNOW
THAT I'M ON
T0 YOUR PLOT...
1 KNOW YOU PUT

MY DOG'S FooD
THAT MADE HiM
NOT"MLOVE

E
ANYMORE
AND...

7065?&5?, OF BUT WE'LL GET
COURSE, WORDS TO THAT IN THE
AND PICTURES CAN

NEXT CHAPTER,
WORK MIRACLES, J I’
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