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Ch. 1: Setting the Record Straight

DOES IT HAVE
TO SAY ArR7r*”
ANYWAY, DOESN'T THAT IMPLY
THIS SHOULD SOME SORT OF
MAKE IT A BIT VALUE JUDGMENTZ
MORE SFECIFC.

JUXTAPOSED
SEQUENTIAL

QKAY. HOW
BOUT >
OKAY, THIS:
HOW ABOUT

- . " """ """ "E.
h

JUXTAPOSED
STATIC
IMAGES
IN
DELIBERATE

JUXTAPOSED
SEQUENTIAL

[ NOW
T SOUNDS KIND OF
ARBITRARY.

OH, 1T DOESN'T MAVE
TO CONTAIN WORDS
70 BE COMICS.

LETTERS ARE S7TAY/C
IMAGES, RIGHT?

WHEN THEY'RE

NO, NO.

I MEAN,
DOESN'T THAT
DEFINITION

DESCRIBE

8
]
o
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8
®
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]
.
L
[
. ®
H
3
a
2
&
o
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L
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Ch. 2: The Vocabulary of Comics
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FILM CRITICS WILL
SOMETIMES DESCRIBE
A LIVE-ACTION FILM
AS A "CARTOON" TO
ACKNOWLEDGE THE
STRIPPED-DOWN
INTENSITY OF A
SIMPLE STORY OR
VISUAL STYLE

THOUGH THE TERM 1S OFTEN USED
DISPARAGINGLY, |T CAN BE EQUALLY
WELL APPLIED TO MANY 7IME-7TES7ED
CLASS/CS. SIMPLIFYING CHARACTERS AND
IMAGES TOWARD A PLURFPOSE CAN BE AN

EFFECTIVE TOOL FOR STORYTELLING IN
ANY MEDIUM <
l‘ CARTOONING ISN'T

GENERALLY.
JUST A WAY OF DRAWING.,
o’ :
FOLAW
..I_-f N
3 : +H>
1 f
‘: T

THE ABILITY OF
CARTOONS TO Foces
OUR ATTENTION ON
AN IDEA 1S, T THINK,
AN IMPORTANT PART
OF THEIR SPECIAL
POWER, BOTH IN COMICS
AND IN DRAWING

ONE

A FEW

IMAGERY. THE MORE CARTOONY A
FACE IS, FOR INSTANCE, THE MORE
PEOPLE IT COULD BE SAID TO

®,

MILLIONS (neasay) AL

THOUSANDS

ANOTHER 1S THE
LINIVERSALITY OF CARTOON

DESCRIEE.

BUT T BELIEVE THERES
SOMETHING MORE AT
WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON- ESPECIALLY
OF A HUMAN FACE -~
WHICH WARRANTS
FURTHER

INVESTIGATION.

WHAT

REALLY

THE FACT THAT

YOUR MIND 1S
CAPABLE OF TAKING
A CIRCLE, TW0 POTS
AND A Z/NVE AND
TURNING THEM INTQ

A FACE IS

NOTHING SHORT OF

INCRED/IBLE/

ARE YOU

SEEING 7

BUT STILL MORE
INCREDIBLE IS THE
FACT THAT YOU

CANNQT AVo/D

SEEING A FACE HERE.

YOUR MIND WON'T
LET You!
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THIS IS
THE REALM OF THE

SELOW ME,
THe, BY THESE 3 VERTICES
RTICES--
Foclune Planz. "REALITY. LANGUAGE AND
THE PICTURE PLANE--
e REPRESENTS THE TOTAL
TIEMSELVES AND

YOCABY,
NOT PRETEND OF COMICS OR GF AVY
O7TNERVVISE.

CF THE VISUAL
ARTS.

/
/AA.\\
/
/ \
7 \
/ \
’ "’] \
/ A& \
7/ \
// \
= \
/ \
/ \
Vi @ \
/7 \

/ ;

@ © 0O O\ FACE z

W W

'Y/ comE ) [ THAT'S RIGHT IF HE'S STILL
% OoF n o TELLING

IN THE MID-SIXTIES, JACK
ATRBY, ALONG WITH S7AN LEE,
STAKED QUT A MIDDLE GROUND OF
/CONIC FORMS WITH A SENSE OF THE
REAL ABOUT THEM, BOLSTERED BY
A POWERFUL DESIGN SENSE

ART: JACK KIRBY AND JOE SINNOTT (MY FACSIMILE)
SCRIPT: STAN LEE.

TODAY, MANY AMERICAN
MAINSTREAM COMICS STILL FOLLOW
KIRBY'S LEAD FOR STORYTELLING, BUT
THE DESIRE FOR MORE REALISTIC ART
AND MORE ELABORATE SCRIPTS HAS
PUSHED ART AND STORY FURTHER
AFAR7 IN MANY CASES.
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Ch. 3: Blood in the Gutter

YOUDIE
e

SEE
THAT SPACE
BETWEEN THE
PANELSZ THAT'S
WHAT COMICS
AFICIONADOS HAVE
NAMED *7#&
GUTTER"

AND DESPITE
ITS UNCEREMONIOUS
7/7TLE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MYS7ELY THAT ARE
AT THE VERY AMEAR7
oFrF comIcsr

HERE IN ~
THE 2/MBO OF THE
GUTTER, HUMAN
IMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7RANS -
FORMS THEM INTO
A SINGLE
IDEA.

!!
lilm “

\
I
I..Iul.-

1
'

1' i'




1.

MOMEN 7 -
70 -
A momenr

2.

ACT/ON~-
m—
ACTION

3.

SUBJECT-
70~
SUYEJ/ECT

m 5.

ASFPECT-
70~

6.

' NON-
N SEQUITUR

IS AN /NEXACT SCTENCE
AT SES7 BUT BY USING
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THIS SORT OF
CATEGORIZATION

QUR TRANSITION S(ALE
AS A 700L -

-n V\'E
CAN BEGIN
TO UNRAVEL SOME
OF THE MYSTERIES
SURROUNDING THE
INVISIBLE ART

OF com/cs
STORY 7ELLING”

MOST MAINSTREAM
COMICS IN AMERICA
EMPLOY STORYTELLING
TECHNIQUES FIRST
INTRODUCED BY
JSACK KIREY, 50
LET'S START BY
EXAMINING THIS
LEE-KIRBY COMIC
FROM 1966.

ALTOGETHER, 1 COUNT
NINETY-FIVE
PANEL-TO-PANEL
TRANSITIONS
LET'S SEE HOW
THEY BREAK DOWN
PROPORTIONATELY.

BY FAR, THE MOST COMMON TYPE OF
TRANSITION IN KIRBY'S ART IS AC7/70N-
“JO-AC7/0N. 1 COUNT S/XTY-7HD OF
THEM IN THIS STORY-- ABOUT $/X7Y-
FIVE PERCENT OF THE TOTAL NUMBER

[TRACED AND SIMPLIFIED FOR CL

ARITY' S sAxE |

SUESECT-TO-SUBJECT TRANSITIONS
ACCOUNT FOR AN ADDITIONAL ANV/NVETEEN--
ABOUT 7WENTY PERCENT OF THE TOTAL NUMBER




AND SINCE ALZ
OF THE REMAINING
TRANSITIONS ARE FROM
SCENE-TO-SCENE,
WE HAVE THE
FOLLOWING
EREAKDOWN.

657
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AS A BAR GRAFPH
IT WOULD LOOK
SOMETHING LIKE
TH/S.

123456
T

] |

THIS EMPHASIS ON
ACT/ON-TO-ACTION
STORY TELLING SUITS
MOST PEQPLE'S IDEAS
ABOUT K/REY, BUT
IS HE UN/QUE
IN THIS RESPECT?

1

APPARENTLY MO77 HERE’'S A GRAPH OF
PANEL TRANSITIONS IN HERGE'S 7ZZN7INV
AND THE PROPORTION ARE VERY
S AR TO KIRBY'S

123%56

N\

NOW, HERGE'S AND
KIRBY'S STYLES
ARE NO7 SIMILARY
IN FACT, THEY'RE
RADICALLY

DIFFERENTY

IS THERE SOME KIND
OF LUNMIVERSAL
FPROPORTION AT

WORK HERE, OR

IS THERE ANOTHER
COMMON LINKF
MAYBE A SIMILARITY

OF GENRES =

A RANDOM
SAMPLING OF
VARIQUS AMERICAN
COMICS SHOWS THIS
SAME PROPORTION

YHEAATOREAK SON

BETTY L VERONICA

4]

i=

- -
+

.
.
1
]

_.AH4
3
I

PRETTY T
CONSISTENTLY. RN ALEE . HERNANDE2 GREGORY
FIZANK INTHE RIVER A CONTTULT waw God MALS DONALD Dapos
T | BB ’
AT e

SFIEGELMAN

GARKS
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SCUERC THE MOUSE ASTERUX W LOME TO AFLOLOL THE LowS TOMGARI

A SURVEY -+
OF WELL-KNOWN N\ 31—
EUROPEAN ARTISTS
YEILDS $/MIAR,
IF NOT QU/7F AS
UNIFORM,
RESULTS.,

FATTIO L GUSCINMNT & VDEAZS CRuSTN & MEZIERS S CRANNAN § MO EQVS

CAN WE
DEDUCE
FROM

Y PAANMATTAN cuw' THE BULACK (L0 “THE CLOCH STRIKES

. -—

JOOsT SWARTE

MANARA

IF WE CHOOSE TO
SEE STORIES AS
CONNECTED SERIES
OF EVENTS, THEN
THE PREDOMINANCE
OF TYPES 2-4 ARE

EASILY EXPLAINED

ARE THESE
THREE TYPES OF
TRANSITIONS ALL

ANYONE SHOULD EVER
NEED TO TELL A STORY
IN COMICS 7

A

TYPE 1
SHOWS AcC7/ovs

TYPES 2-4 SHOW
THINGS HAPPENING

IN CONC/SE, LIKE TYPE Z, BUT
EFFICIENT WAYS. [T TENDS TO REQUIRE
SEVERAL PANELS 10

DO WHAT TYPE 2

DOES IN 740--

123%568

S

—
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--WHILE IN THE

123456

FIF7H TYPE, BY
DEFINITION, NOTHING
HAPPENS® AT aLL!

AND, QF COURSE,
NON-SEQUITURS

ARE UNCONCERNED
WITH EVENTS OR

ANY NMARRATIVE
PURPOSES OF ANY
SORT.

123%56¢6

——
STORIES FROM SPIEGELNAN'S
ANTHOLOGY BREAKDOWNS:

SOME FXPERIMENTAL
COMICS, LIKE THOSE OF

ART SFIEGELVMIAN'S
EARLY PERIOD, EXPLORE
A FULL RANGE OF
TRANSITIONS -—

-=THOUGH
GENERALLY
IN THE SERVICE OF
EQUALLY RADICAL
STORIES AND
SUBJECTS.

.i4__ 2 G |

»—1‘_; -

“MAYS™
(or1GINAL)

"PRISONER ON THE
HELL PLANET"

"ACE-HOLE, MIDGET
DETECTIVE"

"REAL
ORENT 1?75

BUT BEFORE WE
CONCLUDE THAT TYPES
2-4 HAVE A MONOPOLY
ON S7RAIGHTFORKWARD
STORYTELLING, LET'S
TAKE ANOTHER LOOK

AT OSAMU TEZUKA
FROM JAPAN.

TEZUKA IS A FAR
CRY FROM THE
EARLY SPIEGELMAN.
HIS STORYTELLING
IS CLEAR AND

STRAIGHTFORWARD.
BUT LOOK ATHIW
HE CHARTS!

123%56
|

LA PO A L
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Ch. 4: Time Frames

AS WE'VE SEEN, THE INTERACTION OF 7747& AND
COM/CS GENERALLY LEADS US TO ONE OF TWO SUBJECTS:

SOUND OR MOT70N.

L

SOUND BREAKS

BOTH TYPES ADD TO THE DURAT7ON
OF A PANEL, PARTIALLY THROUGH THE
NATURE OF SOUND /73EZF AND BY
INTRODUCING ISSUES OF AC7/ONV AND
REACT/ION.

MO77ON ALSO
BREAKS DOWN INTO
TWO SUBSETS.

THE F/RST TYPE--
PANEL-TO-FANEL
CLOSURE -~ WAS
IMPORTANT ENOUGH
TO MERIT ITS OWN
CHAPTER.

e )

pre———
/A

AN

- e

7

v

THE O7HER TYPE -- MOTION MWWZI7M/IN
PANELS - - CAN BE FUR7HER DIVIDED
INTO SEVERAL DISTINCT S7VZLES. I'VE
COVERED THE ONES .Z KNOW, BUT THERE
MAY BE MANY O7A&RS. TIME WILL TELL.

THE WORKINGS OF
TIME IN COMI/CS SHOULD
BE AS SIMPLE AS-~

VE -~ o~ TWO- == - THREE -~
7 --8uT N
THEY'RE )
o7 /'
1|C" (l“f:t"
[
@ e
H
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N THE BEGINNING, MOTION LINES--OR *“2/P-R/EEONS”" AS SOME CALL THEM--
WERE WD, MESSY, ALMOST DESPERATE RTTEMPTS TO REPRESENT THE PATHS
OF MOVING OBJECTS THROUGH SPACE.

OVER THE YEARS, THESE LINES BECAME EVENTUALLY, IN THE HANDS OF #=R0/C
MORE REFINED AND S7YL/ZED, EVEN FANTASY ARYISTS LIKE B/LL EVERETT
LIAGKAMMAT/C. AND JACK KIREBY -~

-~ THOSE SAME LINES BECAME STYLIZED AS TO ALMOST HAVE A L/FE
AND FPHYSICAL PRESENCE ALL THEIR CWN,”
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SUESECTIVE
MOT7TON, AS T CALL
[T, OPERATES ON THE
ASSUMPTION THAT IF
OFSERVING A MOVING

OBJUECT CAN BE
INVOLVING, BEING
THAT OBJECT SHOULD

BE MORE 50.

JAPANESE
ARTISTS, STARTING
IN THE LATF 607%.
BEGAN PUTTING THEIR
READERS W 7THE
DRIWVERS SEAT - WITH
PANELS LIKE 7HESE.

AND

STARTING IN THE
MID-E/GHTIES,
A FEW AMERICAN
ARTISTS BEGAN TO
ADOPT THE EFFECT IN
THEIR OWN WORK,
UNTIL BY THE EARLY
NINETIES 1T HAS
BECOME FAIRLY
COMMON




| GOULD USED ZOLD

SEE PAGE 216 FOR COPYRIGHT INFORMATION
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Ch. 5: Living in Line

IN DICK TRACY, FOR
EXAMPLE, CHESTER

LIVES, ANGLES
AND HEAYY BLACKS
70 SUGGEST THE MOOD
OF A GR/M, DEADLY
WORLD OF ADULTS -~

- = WHILE THE
GENTLE CURVES
AND OFEN LINES OF
CARL BARKS  UNCLE

ROOGE CONVEY
A FEELING OF
WHIMSY, YOUTH
AND /NNOCENCE.

IN & CRUME'S
WORLD, THE CURVES
OF /NVOCENCE ARE
BETRAYED 8y THE
NEYROTIC QUILL-LINES
OF MIDERY ADULTHOOD,
AND LEFT PAINFULLY
oUT OF FLACE -~

== WHILE IN
AKRYSTINE KRYTTRE'S
ART, THE CURVES OF
CHILDHOOD AND THE
MAD LINES OF A
MUNCH CREATE A
CRAZY 7ODDLER
LOOK.

IN THE M/D- /9605
WHEN THE AVERAGE
MARVEL READER WAS
PRE-ADOLESCENT,
POPULAR INKERS
USED DYNAMIC BUT
FRIENDLY LINES

A LA XIRBY/SINNOTT

BUT WHEN MARVEL'S
READER BASE GREW
ADOIESONE Tt
HOSTILE, JAGGED LINES
OF A RO8 LIEFELD
STRUCK A MORE
RESPONSIVE CHORD

FOR DECADES OF
COLOR COMIC BOOKS,
THE $/IGNATURE
STYLES OF INDIVIDUAL
ARTISTS LIKE NVICK
CARDY HAVE INFUSED
PERSONAL EXPRESSION)
INTO EVERY STORY -~

-~ WHILE JULES
FETFFER'S UNEVEN
LINES DID SATTLE
WITH THEMSELVES
IN A FANTOMIME
OF THE /NNER
STRUGCLES OF
MODERN LIFE.

IN JOSE MUNOZ'S
WORK, DENSE
PUDDLES GF JNVK AND
FRAYING LINEWORK
COMEI/NE T0 EVOKE
A WORLD OF
DEPRAVITY AND
MOREID DECAY -~

~--WHILE JOOS”
SWARTE'S CR/SP
ELEGANT LINES
AND JAZZY

DESIGNVS SPEAK

OF cooL
SOFHISTICATION
AND /RONY.

IN SPIEGELMAN'S
PRISOVER ON THE
HELL PLANET "
DELIBERATELY
EAFPRESSION/STIC
LINVES DEPICT A
TRUE-LIFE HORROR
STORY.

AND IN EISNER'S

MODERN WORK

A UL

OF LINE STYLES

CAPTURE A FULL
RANGE OF
MOODS AND

EMOTIONS.




NOW,
IF PICTURES
CAN, THROUGH
THEIR RENDERING,
REPR?ENT
INVIS/IBLE
CONCERNS SUCH
AS EMOTIONS
AND THE
oTHER
SENSES--

I'llL GIVE
YOU AN
EXAMPLE.

DISTINCTION
BETWEEN
PICTURES AND

O7THER TYPES OF

Understanding Comics Quick Guide |14

©
s

IN FACT, WHAT
WE'RE SEEING IN
THE L/VING LINVES
OF THESE PICTURES
1S 7HE PRIMORDIAL
S7UFF FROM WHICH

ICONS LIKE
LANGUAGE WHICH 4} :OIMAuzCe;D
SPECIALIZE fmmml 173
IN THE INVISIBLE
MAY SEEM A
0 BIT BLURRY.
S
\
LET'S &
SAY I WANTED : mon
s T WITH A MATCH
THIS P/PE -~ LE O
™ -
'A l
= N 1
| - ~1
J s L - v
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i

/

-
-
-~
-~

BY FAR,
THE MOST WIDELY-LSED,
MOST COMPLEX AND MOST
VERSATILE OF COMICS' MANY
SYNAESTHETIC JCONS IS THE
EVER-PRESENT, EVER-POPUIAR
WORD BALLOON”

OVER THE YEARS,
COMICS CREATORS
HAVE STRUGSLED WITH
DOZENS OF VARIATIONS
IN THEIR DESPERATE
ATTEMPTS* TO DEPICT
SOUND N A STRICTLY

VISUAL MEDIUM.

VARIATIONS IN BALLOON SHAPE ARE MANVY AND
NEW ONES ARE BEING INVENTED EVERY DAY.

I WILL BE--

TIMEER!!.

WHILE /MS/DE THOSE BALLOONS, SYMBOLS

ARE CONSTANTLY BEING APPROPRIATED

OR EVEN /NVENTED 10 COVER THE
VEREBAL.

S
ZZzz4

2 grdci @

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

VERY ESSEMCE OF SCUND Y ore
tlp! {’,AP.

MAAY-BEE
I DON'T EVEN

BN o

SHRIMP FOR
DINNERS

“briing"“

) 15
iﬂdo’&wo@'a/ e
X sKLUK! 55555g5555 k ‘_‘W

AND
AS FOR THE
ESSENCE GF

* FISNER DESCRISBES THE WORD SALLOON
AS A ‘DESPERATION DEVICE'
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Ch. 6: Show and Tell

WORDS AND PICTURES IN
COMBINATION MAY NOT BE MY
LCEFINITION OF COMICS, BUT
THE COMBINATION HAS HAD

TREMENDOUS INFLUENCE

A HUGE RANGE OF
HUMAN EXPERIENCES
CAN BE PORTRAYED
IN COMICS THROUGH
EITHER WORDS OR

ON ITS GROW7H. PICTURES
- com.ics (kom'ik
used with a singula,
Juxtaposed pictorig
\ -
intended to convgeT | 1

and/or 10 progh \ | "

iy

¥

AND /NDEED, WORDS
AND PICTURES HAVE GREAT
POWERS TO TELL STORIES . DADA

WHEN CREATORS FULLY £alelci=dNg 0

HORROR ' .
EXPLOIT THEM &EO7H.

<OMANCE SURREALISM
BLANK HISTORICAL
VERSE l:ﬁ' FICTION

% ' EPIC SA) .
2 o e OLK TALES
: MYSTERY

SEQUENTIAL
‘ﬁ" SOCIAL ART
%‘ ‘ ADAPTATIONS RELIGIOUS

ALLEGORY
’ iy v, . ? v TOPICS

STREAM
OF CONSCIOUSNESS
SATIRE

EROTICA

AS CHILDREN, WE "SHOW

AND TELL® N7TERCHANGEABLY. THE
WORDS AND IMAGES COMBINING DIFFERENT WAYS

TO TRANSMIT A COVNVECTED IN WHICH WORDS

SEL/ES OF /DEAS. AND PICTURES CAN

COMEINE IN COMICS

IS VIRTUALLY

INLIMITED.

T rﬂ ﬁ?

TH

AS A RESULT--AND
DESPITE ITS MANY
O7HER POTENTIAL
USES -- COMICS
HAVE BECOME
FIRMLY IDENTIF/ED,
WITH THE ART OF
STORYTELLING.

AND
SO FAR, WE'VE
ONLY SEEN THE
TP OF THE
ICEEERG,

BUT
LET'S TRY
TO BREAK IT
DOWN INTO
SOME DISTINCT
CATEGORIES,

M
o i




FIRST,
WE HAVE THE
WORD SPECIFIC
COMBINATIONS,

WHERE PICTURES
WLLUSTRATE, BUT

WE STUMBLED BACK TO THE
APARTMENT SHORTLY BEFORE
DAWN, VOM/7ING EVERY 20

YARDS.

DON'T SIGNIFICANTLY
ADD T0 A LARGELY
COMPLETE
TEXT.

THEN
THERE ARE

COMBINATIONS
WHERE WORDS DO
LITTLE MORE THAN
ADD A SOUNDTRACK
TO A VISUALLY
JOLD SEQUENCE

Understanding Comics Quick Guide |17

THE UN/TED STATES
CONSTITUTION WAS
ADOFTED BY THE
SECOND CONTINENTAL
CONGRESS IN 1787
AND PUT INTO EFFECT
IN 1789, frm——

AND,
OF COURSE,

DU0-SPECIFC
PANELS IN WHICH

BOTH WORDS AND
PICTURES SEND

ESSENTIALLY
THE SAME
MESSAGE.

GRIM-FACED,
GEORGE LIFTED
HIS LOLLYPOP.

SUT THE CAPTAIN'S MIGHTY
LOW MIISSES /78 INTENDED
TARGETY

0DGED MY PUNCH AND
I STRUCK THIS SR/CK /-
WALLS -

—

BLAS7T He 17

v+ THOUGHT AMY.
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HOW D'YA
LIKE MY
NEW THREADS,
BABEY

ANOTHER
TYPE IS THE

ADDITIVE MY HEAD FEELS
T LIKE A SMASHED
AMPLIFY OR FUMPRV,

EFLABORATE ON
AN IMAGE OR
VICE VERSA.

IS THIS THE
SAME JUPITER
OF MY YOUTH?

eSS 5 ~\
T "TALKED TO *SALLY DID. | 4 "THE 7ES7 RESULTS CAME '
G/LL YET?" wHy?* A4 BACK. ALL NEGATIVE."

7 TS T4

*REALLY T THAT'S GREAT”

IN
FARALLEL
COMBINATIONS,
WORDS AND PICTURES
SEEM TO FOLLOW
VERY DIFFERENT
COURSES -~ WITHOUT
INTERSECTING

1

R
pePPER. [O R MILK. [ BUTTER

SOk o X
b CEREAL. 4,‘,1, M,‘-nl‘
:\ v - LIGHT BULBS

>

STILL
ANOTHER
OPTION IS THE
MONTAGE
WHERE WORDS
ARE TREATED
AS INTEGRAL

FARTS OF THE
PICTURE




PERHAPS
THE MOST
COMMON TYPE
OF WORD/PICTURE
COMBINATION
IS THE IN7TER~
DEPENDENT,
WHERE WORDS AND
PICTURES GO
HAND IN HAND
TO CONVEY AN IDEA
THAT NEITHER
COULD CONVEY
ALONE.

Understanding Comics Quick Guide |19

MEANWHILE .. a

DOES THIS GUY
LOOK LIKE A

"AND JUST GL/ESS WHO DROVE UP IN
BOB'S TRLCK AN HOUR LATER!*

AEY, MARGE [

"AFTER COLLEGE, 1 PURSUED
A CAREER IN H/GH FINANMCE"

INTERDEPENDENT
COMBINATIONS AREN'T
ALWAYS AN FGQUAL
FALANCE THOUGH AND
MAY FALL ANYIWHERE
ON A SCALE BETWEEN
TYPES ONE AND TWO,

GENERALLY
SPEAKING, THE MORE

IS SAID WITH WorDS,
THE MORE THE PIC TURES
CAN BE FREED TO GO
EXPLORING AND
VICE VERSA
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Ch. 8: A Word About Color

TECHNOLOGY.

NOW AZLL ASPECTS BUT COLOR N THE TECHNOLOGY OF COLOR REPRODUCTION
OF COMICS HISTORY COMICS HAS ALWAYS WAS FIRST ANTICIPATED IN /86/ WHEN
HAVE BEEN AFFECTED BEEN UNUSUALLY SCOTTISH PRYSICIST S/R JAMES CLERK -
BY COMMERCE. MONEY SEMNS/TIVE /mmveu ISOLATED WHAT WE NOW CALL
KAS A TREMENDOUS | | TO THE S#/~7ING THE THi APD/nVEFHMAm
EFFECT ON WHAT 1S 7I0ES OF —

AND /SA'7 SEEN TECHNOLOGY.

<
»
i)
L1y \
THESE COLORS -~ ROUGHLY, RED, SLUE AND THEY WERE CALLED EIGHT YEARS
GRMN—-WNEN PROJECTED TOGETHER ON | | ADDYTIVE BECALSE LATER, FRENCH PIAN|
A SCREEN IN VAR/OUS COMEBINATIONS, THEY LITERALLY LOUIS DUCOS DU
COULD REPRODUCE EVERY COLOR IN THE ADDED UP 10 PURE | | HALURON * DEVISED
VISIBLE SPECTRUM. WHITE LIGHT. THE IDEA OF THREE
077 TIVE
PRIMARIES.
> <
1

.

T

TWHOM 1 2OY'T HAVE A
PICTURE OF

L

THESE COLORS -- C, A'V MﬂGfN?'
YELLOW *~- CAN X TO PROD%L‘
ANY HUE lN THE lSlSLE SPECTRUM

BUT RATHER 'msse
THREE DO IT BY ﬂm 77 OUT

1y &%

1




Understanding Comics Quick Guide |21

COLOR COMICS HIT
THE

INDUSTRY LIKE AN
ATOMIC BOMS

COLOR BOOSTED SALES, AND THE STANDARD
BUT IT ALSO BOOSTED “FOUR COLOR"

/ MEASURES PROCESS JO0K
WERE TAKEN TO OVER.

STREAMLINE THE
PROCESS AND
MAKE 1T MORE
COS7T-EFFECTIVE.

~ | HLC

- .
553,
i R
’I
¢
S
4

THIS PROCESS
RESTRICTED THE
INTENSITY OF THE
THREE PRIMARIES TO
100%,50X ND20X,

USING BLACK INK

l FOK THE LINE WORK. I

(/4

THE LOOK OF THESE
COLORS, HELD BY
BOLD, SIMPLE OUTLINES,
AND REPRODUCED ON

THE LOOK OF COMICS
IN AMERICA.

FOR OPAQUE PIGMENTS: l!D Y!I.lDW AND BLUE.

1 KNOW, IT'S TOTALLY WEIR

SO, WHILE THE EXPRESSIVE ART OF £ JVE
wKs SUBJECTED TO THE SWB7RAC7/VE
SUTER OF COMMERCE ON ITS WAY TO
COMICS, WAS SUBJECTED TO THE
FILTERS OF BOTH COMMERCE AND 7ECHNOLOGY.

——
e e [} /)
SaERR —
——p — o f\'ﬁ
s — SEQUENTIAL
—_— ART
—
—_— —p (] 7
— - Y 2
| — —d > '- “
— -
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TO COUNTERACT THE DULLING EFFECTS

OF NEWSPRINT AND TO STAND QUT FROM THE
COMPETITION, COSTUMED HEROES WERE CLAD IN
BR/GH IAXY

oLkl COLORS AND FOUGHT IN A
BEIGHT FRIMARY WORLD!
<4

11

THE COLORS WERE WITHOUT THE
PICKED FOR EMOTIONAL IMPACT
OF SINGLE-COLOR
smoug:r WITH ONE TURATION, THE
uosgg»éts NQONE | | OF AMERICAN COLOR

-- WAS OFTEN
CANCELLED OUT

TO AN
EMOT/IONAL
GREY.

A5

X,

AS ALWAYS
THERE WERE SOME
EXCEPTIONS, BUT
THIS WAS THE

QOVERALL TREND.
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HOWEVER, WHILE COMICS COLORS WERE LESS

THAN Z4/P% AS7/C, THEY WERE FIXED

WITH A NEW /C POWER. BECAUSE

COSTUME COLORS REMAINED EXACTLY THE

SAME, PANEL AFTER PANEL, THEY CAME TO

SYMEOLIZE CHARACTERS IN THE MIND
OF THE READER.

MANY SEE THE
SUPERHERO AS A
FORM OF MODERN
MY THOLOG). IF SO,

THIS ASPECT OF COLOR
MAY PLAY A PART.

SYMBOLS ARE

THE STUFF OF

WHICH GODOS ARE
MADE.

@A PROPERTY
OF FLAT COLORS 1S
THEIR TENDENCY TO
EMPHASIZE THE
SHARPE OF OBJECTS,
BOTH ANV/MATE AND
INANIMATE --

-
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==AS ANY CHILD
WHO HAS EVER

'D-BY-NUMBERS "
KNOWS INSTINCTIVELY.

THESE COLORS OB/ECTIFY
THEIR SUBJECTS. WE BECOME
MORE AWARE OF THE /HYS/CAL
FORM OF OBJECTS THAN IN
BLACK AND WHITE,

A GAME
IN MOTION
BECOMES
A BALL IN AIR,

THE WORLD TAKES ON THE CHILDHOOD
REALITY OF THE PLAYGROYND AND
RECALLS A TIME WHEN SHAPE PRECEDED
MEANING. OBLONG SWING SETS.
CYLINDRICAL JUNGLE GYMS. THE
WONDER OF mmc

FROM S7EVE DITKO TO CARL BARKS
TO /P CRAIG RUSSELL, THAT LOVE OF
SHAPES PERSISTS IN WORLDS
FAIRLY GLOWING WITH THE MYSTERY
OF F/IRST ENCOUNTERS.

7 ANY WONDER N
THEN THAT COMICS
IN AMERICA HAS
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THE NEW
FORM REQUIRED
THE CREATION
OF NEW
JDIOMS/

SINCE THE LATE

70, MORE AND
MORE “UPSCALE"
COLOR PROJECTS

SOME PUBLISHERS
AT THE BEGINNING
TRIED APPLYING
THE TRADITIONAL

HAVE BEGUN “FOUR-COLOR" PROCESS
APPEARING IN TO BETTER PAPER
AMERICA,. WITH GAR/SH
RESULTS.
FHe
}- S

I

WHEN MODELLING
AND MORE SUBT7LE

HUES WERE APPLIED,
THOUGH, THEY SEEMED
QUT OF PLACE ON THE
OLD SHAFPE-SENSITIVE

LINE DRAWINGS.

THEIR SUBTLE HUES,

COMICS WERE STILL

BEING WRITTEN IN
FRIMARY COLORS!

UNFORTUNATELY,
COLOR IS STILL AN
EAXFPENSIVE OPTIONV
AND HAS HISTORICALLY
BEEN IN THE HANDS
OF LARGER, MORE
CONSERVATIVE
PUBLISHERS.

THIS |6 BEGINNING TO CHANGE

AS I WRITE THIS, B

LEAXCTEPTTON, NOT THE RULE. COMIC
ARTISTS WANTING TO CONDUCT SOoL2

NEW EXFERIMENTS

UT IT’S STILL THE

IN COMICS ART-~

//,/

/

/////

--STILL
HAVE TO LEARN
IN MOST CASES
T0 BE BOLD IN
BLACK AND
WHITES

|74

IRA W 4
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IN BLACK AND WHITE, IN FLAT COLORS
THE DIFFERENCES BETWEEN THE IDEAS BEAIND FORMS THEMSELVES
BLACK-AND-WHITE AND COLOR THE ART ARE TAKE ON MORE
COMICS ARE VAST AND FROFOUND, | | COMMUNICATED MORE SIGNIFICANCE. THE
AFFECTING EVERY LEVEL OF : DIRECTLY. MEANING WORLD BECOMES A
NCE. _« TRANSCENDS FORM. PLAYGROUND OF
2 ART APPROACHES SHAPES AND

LANGUAGE. SFACE.

11

AND THROUGH MORE THE SURFACE QUALITIES OF COLOR WILL WE LIVE IN A
LXPRESSIVE COLORS, CONTINUE TO ATTRACT READERS MORE WORLD OF COLORS,
COMICS CAN BECOME EASILY THAN BLACK AND WHITE, AND THE NOT JUST SZLACK AND
AN /IVTOXICATING STORY OF COLOR WILL NO DOUBT CONTINUE WHITE. COLOR COMICS
TO BE INTERTWINED WITH THE FORCES OF WILL ALWAYS SEEM
COMMERCE AND JECHNOLOGY. MORE “REAL" AT

BUT COMICS READERS ONVE THING'S FOR
LOOK FOR SMANY THINGS SURE, THOUGH.

BESIDES “REALITY " WHEN USED WELL, -~ AMOUNT TO
AND, TECHNOLOGY COLOR IN COMICS FAR MORE THAN
NOTWITHSTANDING, CAN -~ LIKE COMICS THE SUM OF
COLOR WILL NEVER ITSELF~-~ ITS PARTS,

REPLACE BLACK AND
WHITE ENTIRELY.
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