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HERE'S A PAINTING
BY MAGRITTE CALLED "74F
o TREACHERY OF IVMAGES.”
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SEE PAGE 216 FOR MORE INFORMATION.
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OF A PIPE.

P

N'EST-CE PAS®T

T
Sin e \1:
¥ JEN \Y S/X, 1F YOU '
COPIES, FOLD THE PAGES
ACTUALLY. BACK.
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IF YOU DO, HAVE YOUR

LFARS CRECKED, BECALUSE
NO ONE SAID A WORD.
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ENCIG I, KO- -

THESE ARE NOT IDEAS.

ﬁf 4

> THIS 1S NOT  ese are NOT PEGPLE,

A LEAF

] FI—“:\

THIS 15 NOT A COUNTRY-

2

WELCOME
TO THE S7ERANGE
AND WONDELZFLL
PYORLLD OF THE

THIS 1S NOT\ /MY VOICE,

THIS 15 NOT SOUND.

¥
7

i
"y
1
—

T
|
1

E

THIS 15 NOT LAW.

THIS 1S NOT ME,

THIS 15 NOT A PLANET.

THIS IS NOT A CAR.

THIS 1S NOT FOOD. 0

( af

THESE ARE NOT SEPARATE
MOMENTS.

TUNDRA

THIS 15 NOT A THIS IS NOT A
COMPAN'Y, FACE.
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i
NOW, THE WORD Sy THAT'S A BIT BROADER
JCON MEANS ' THAN THE DEFINITION
MANY THINGS. FOR THE PURPQSES OF IN MY DICTIONARY,
THIS CHAPTER, I'M USING THE BUT IT'S THE CLOSEST
WORD "7COoWV" TO MEAN ANY THING TOWHAT T
THIS ] I\ WWAGE USED 7O REPRESENT A NEED HERE.
15 FACKe it A PERSON, PLACE, THING OR
PAPER THUHI IDEA. “SYMBOL" IS A
o - BIT TOQ LOAPED
i FOR ME.
-y
/‘ » «
[ [’Tq" 7/ IL
7 ] = " [1
-~ Lt~ j]

AND FINALLY, THE ICONS WE CALL B/CTURES:
R e IMAGES DESIGNED TO ACTUALLY RESEIBLE
THEN THERe  [E] THEIR SUBJECTS.

ARE THE ICONS [

OF LANGUAGE,
SCIENCE AND
COMMUENICATION.

THE SORTS OF
IMAGES WE
USUALLY CAZL
B SYMBOLS ARE
} ONE CATEGORY
OF ICON,
HOWEVER,

;ﬁmnm sliia Ty
a2 ] 3[4 |
3
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EIERAEIE
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AERE
[Z]a]=]]
alelsr] BUT
P
THESE ARE THE I 00 )& = LEVEéog};Elr%QrN'C '
IMAGES WE USE 10 ICONS 14 - i K‘é;
REPRESENT COMEESS, OF THE v
/PEAS AND PRACTICAL ;
PHILOSOPHIES. REALM.

OR TC PUTIT
SOMEWHAT CLLMS/Ey
SOME PICTURES ARE
SUST MORE ICONIC
THAN OTHERS.




N THE /VOorv-
PICTORIAL 1CONS,
MEANING IS S/XED
AND AZSOLLTE.
THEIR APPEARANCE
DOESN'T AFFECT
THEIR MEANING
BECAUSE THEY
REPRESENT
INVVISIBLE
IDPEAS.

IS

SEELS

~
&

.

~

%.

IN PICTLRES,
HOWEVER,
MEANING 15
FLLID AND
AR/ABLE
ACCORDING TO
APPEARANCE .
THEY DIFFER FROM
TREAL-LIFE "
APPEARANCE
TO VARYING

- DEGREES.
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WORDS ARE TOTALLY

AES7RACT ICONS. THAT IS, THEY

EEAR NO RESEMBLANCE AT ALL
TG THE REAL MECOY

CONTERFARTS RS
TO ALMQOST 78/
) THE EYES
o )
AT AR
T 0
SN ol Rta s
ST o
RS %
b AL :_}?’ 2 q 1<
AN ASIY K
e TR

BUT 1IN PICTURES
THE LEVEL COF
ABSTRACTION YAR/ES.
SOME, LIRE THE
FACE IN THE
PREV/OLS PANEL
SO CLOSELY RESEMBLE
THEIR REAL ~L /FE

OTHERS:
YOURS TRULY, ARE
QUITE A BIT MORE
ABSTRACT AND, N
FACT, ARE VERY
MUCH IV IKE
ANY HUMAN FACE

YOU'VE EVER SEEN/

).?_)g)) L
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L
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o re e IT r\vr‘,“_f‘! vl T
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IR D NG I M AGE AL AR
o2 ‘

) CAN PUT THESE
FIC 7t 0/?:;{4[-

JCON.
N SOME SORT /29
OF ORDER. A

THEZE ARE

COMMON
wIisDOM HOLDS
THAT THE PHOTOCRAPH
AND THE REALISTIC

PICTURE AKE THE ICONS
THAT MOST RESEMBLE
THEIR REAL-LIFE
COUNTERPARTS.

MANY THINGS THAT
SET THESE APART FROM
ACTUAL SACES--THEY'RE
SMALLER, FLATTER, LESS

LDE7AILED, THEY DON'T
MOVE. THEY LACK COLOR--
BUT AS PICTORIAL ICONS
GO, THEY ARE PRETTY
REALISTIC”
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WAy,

SOMEWHAT
AOKE ABSTRACT
1S 7H/S STYLE
OF DRAWING
FOUND 1N MANY
ADVENTURE

COMICS.

QONLY
QUTLINES
AND A HINT
OF SHADING

ARE STILL

PRESENT, 8UT
WE EASILY

RECOGNIZE
THIS AS A
HUMAN
FACE.

AS WE CONTINUE
TO ABSTRACT AND
SIHPLIAY QUR IMAGE,
WE AKE MOVING FURTHER
AND FURTHER. FROM THE
“REAL " FACE OF THE
PHOTO.

FACE ABOVE SO
ACCEPTABLE
TO OUR EYESY
WHY DOES IT
SEEM JUST AS
REAL AS THE
OTHERSY

REA

WAY,

1$ THE SECRET
QOF THE ICON
WE CALL-~
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WHY WOULD AVYONVE, X \\\\\\\\\\\ WA ///
YOUNG OR OLD, RESPOND TO A : //é

THRALL TOQ THE SWUMFPLIF/ED =

WHY S QUR CULTURE O /V %
REALITY OF THE CARTOON? 2

DESINING THE
CARTOON WOULD
TAKE UP AS MUCH
SPACE AS DEFINING
COM/CS, BUT FOR
NOWVY, 1M GOING TO
EXAMINE CARTOONING
AS A FORM OF
AMPLIEICATION
Ky THROLGH WHEN WE BY STRIPPING
L IEICATION. ™
" . AFSTRACT AN IMAGE DOVYN AN IMAGE
THRQUGH CARTOONING, TO TS ESSENTIAL
WE'RE NOT S50 MLUICH NEANING” AN ARTIST
ELIMVINATING DETAILS | CAN 4AIPL/FY THAT
AS WE ARE FOCUSTNG MEANING IN A WAY
ON SPECIFIC THAT REALISTIC
DETAILS. ART CAN'Z
.
I\
_T_r,_ =7
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FILM CRITICS WILL THOUGH THE TERM 1S OF TEN USED | THE ABILITY OF

SOMETIMES DESCRIBE DISPARAGINGLY, 'T CAN BE EQUALLY CARTOONS TC FIc/'s
A LIVEACTION FILM WELL APPLIED TO MANY TIVIE-7ES7ED OUR ATTENTION ON
AS A “CARTOON" TQ CLASS/CS. SIMPLIFYING CHARACTERS AND AN IDEA 15, I THINK,
ACKNOWLEDGE THE IMAGES TOWARD A FPLEPOSE CAN BE AN AN IMPORTENT PART

STRIPPED-DOWN
IV TENSITY OF A A
SIMPLE STORY OR i
VISUAL STYLE. i

EFFECTIVE TOOL FOR STORYTELLING IN | OF THEIR SPECIAL
NV MEDIUM, , POWER, BOTH ¥ COMICS
AND IN DRAWING

CARTOONING ISN'T GEMNERALLY.
JUST A WAY OF DRAWING,
IT'S A WAY OF
SEEING ~
Woedl
< [ -
_ff g F“ el Er\
samm AT Ammi A EENE
e ! -‘—J—«- t_
mm
o B P

BUT T BELIEVE THERE'S
SOMETHING MORE AT
WORK 1IN QUR MINDS
WHEN WE VIEW A
CARTOON--ESPECIALLY
OF A HUMAN FACE--
WHICH WARRANTS
FURTHER

INVESTIGATION,
THOUSANDS MILLIONS (NEARLY) ALL H/___/

ANOTHER 1S THE
LINIVERSALI7 Y OF CARTOON
IMAGERY, THE MORE CARTOONY A
FACE 1S, FOR INSTANCE, THE MORE
PEOPLE IT COULD BE SAID TO

DESCRIBE.

ONE

UGB || Ao
INCREDIBLE 1 E
WHAT ARE YOu CAPABLE OF TAKING FACT THAT YOU
A CIRCLE, TW0 DOTS CANNOT 4V 577
AND A Z/NVE AND SEEING A FACE HERE.
TURNING THEM INTO YOUR MIND WON'T
A FACE IS ZE7 yout

NOTHING SHORT OF

WCRED/IBLES

REALLY ' SEEING 7

31



ASK A FRIEND TO DRAW
YOU SQME SHAPES ON A
PIECE OF PAPER, THEY
SHOULD BE CLOSED
CURVES, BUT OTHER-
WISE CAN BE AS WE/RD
AND /RREGULAR AS

HE OR SHE WANTS. l

LET'S
SAY THE
RESULTS
LOOK
L SOMETHING
LIKE
THZS.

..}

../

\ f
i
ﬁc{?::ﬁb?.

o
i

ANOW - - YOU'LL FIND
THAT NO MATTER

WHAT THEY Z00K

LIKE, EVERY SINGLE
ONE OF THOSE SHAPES
CAN BE MADE INTO A
FACE WITH ONE SIMPLE
ADDITION

YOUR MIND HAS NO
TROUBLE AT ALL
CONVERTING SUCH
SHAPES INTO FACES,
YET WOULD IT EVER
MISTAKE 7575

--ror  PA

c
7

RS

A\
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IDENTITIES
AND EMOTIONS
WHERE NONE

AND WE
MAKE THE
WORLD QVER
iN OUR

R ST

e s s A




SEEN BY
EVERYONE
You MEET.

THINK
OF YOUR
FACE AS A

MASK,,

FACING
QUTWARD.

THAT'S
WHAT [T /8,
AFTER ALL.

WORN FROM
THE DAY YQU
WERE BORN.

SLAVE TO
YOuR EVERY
MENTAL
COMMAND.,




AlLL SET?

NOW,
GOOD, SMLE.
U.'_I' ko L
8 /"2 i —lj |
1] / ‘ P
L] R g2 ’7_
GOOD. NOW, WHAT YET, YOU AVOW
. CAHANGEL WHEN YOLL SMILED Y NOT
C'AMON, YOU SMILEDT WHAT JUST BECAUSE YOU
NOBODY'S DID YOU SEE? FELT YOUR CHEEKS
LOOKING. COMPRESS QR THE
NOTHING, CRINKLING AROUND
RIGHT. YOUIR BEYES 7
«c L T
u __,J B . T t
- 7/" ]
i uuw il ive
Y NS 20 ! -
] - T N A A
You KVOWY You WHEN TWO PEQPLE INTERRACT, THEY USUALLY LOOK DIiRECTLY

SMILED BECAUSE
YOU TRUSTED THIS

MASK CALLED YOUR
FACE TO RESPOND/

BUT THE FACE YOU
SEE IN YOUR M/ND
IS NOT THE SAME AS
O7HERS SeE!

A7, ONE ANOTHERZ, SEEING THEIR PARTNER'S FEATURES IN
VIV DEZA/L.




EACH ONE AZSO SUSTAINS A CONSTANT AWARENESS OF HIS OR SOMETHING
HER M7V FACE, BUT 7A78 MIND-PICTURE 15 NOT NEARLY 50 AS SIMPLE
VIVID; JUST A SKETCHY ARRANGEMENT... A SENSE OF SHAPE,.. AND AS
A SENSE OF GENERAL PLACEMENT. BASIC--
—~AS A
CARTOON.

THUS, WHEN YOU _BUT WHEN YOU I BELIEVE THIS IS THE FRIMARY CALSE OF -

ENTER THE WORLD CUR CHILDHQOD FASCINATION WITH CARTOONS

THOUGH OTHER FACTORS SUCH AS UATVERSAL

LOOK AT A PHOTO OR
REALISTIC DRAWING OF THE CARTOCON--
OF A FACE-- TDENTIFICATION, SIPARPLICITY AND THE
CHILDLIKE FEATURES OF MANY CARTOON
CHARACTERS ALSO PLAY A PART. .

r
< o=
\ -
q
--YOU SEE IT INEN
AS THE FACE --YOU SEE
OF ANOTHER. YOURSELE ] I

THE CARTOON IS A ...Ah&EMP?’)’ SHELL

THAT WE INHABIT
VAC”W WHICH ENARLES
INTO WHICH QUR US TO TRAVEL IN
IRENTI7TY AND ANOQTHER REALAM.

AWARENESS ARE
PULLED. .

LISTENED TG ME
IF T LOOKED
LIKE 7RIS 77

DECIDED TO DEAW |
MYSELF IN SLICH
A SINMPLE
STYLE,

|

WE DON'T JUST
i | OBSERVE THE CARTOON,
WE BECOME 11/

=P

i

ﬂ‘i. m

!
i

e = ﬁr

il

i
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I POUVE7 ! you
WOULD HAVE BEEN

TO FULLY RECEIVE
THE MESSAGE,”

ABOUT MYSELF IN
PRACTICALLY A

Mil'L _;{'\‘1) . LN

APART FROM WHAT
LITTLE T TOLD You

CHAPTER ONVE, I'M
ELANK SLATE/S

1T WOULD NEVER EVEN
OCCLR 1O YoU TO
WONDER WHAT MY
FOLITICS ARE, OR
WHAT I HAD FOR
LENVCH OR WHERE T
GOT THIS S/ZLY

A LITTLE VOICE
INSIDE YOUR
AEAD,

A CONCEPRPT

BY READING THIS
BOOK AND BY
ATLLING L/P”

THIS VERY /CONIC

IRRELEVANT, I'M-
JUST A LITTLE
PIECE OF YOI/

MATTERS LESS.
MAYBE WHAT 1 $AY
WILL MATTER

/
|
L

[ ALY

1 = e
[
i A s
J \ .
Y7 \/2 1
7\ ﬁr— et
J}T T / u ? // ; ~
et |1 \ fnJH - f
YOU GIVE ME LIFE WHO I AM IS . BUT IF WHO T AM

SO FAR, WE'VE ONLY DISCUSSED LACES, BUT THE PHENGMENON
OF NON-VISUAL SELFE-AWARENESS CAN, 10 A LESSER DEGREE
STILL APPLY TO QUR WAUDLE BODIES. AFTER ALL, PO WE NEED

TO EE OUR HANDS TO KNOW WHAT THEY'RE DOING ?

37
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THERE'S
VIORE
TOO/
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i

THE LATE GREAT MARSHALL
MELUHAN OBSERVED A SIMILAR
FORM OF NON-VISUAL AWARENESS
WHEN PEOPLE INTERACT WITH

INANIMIATE OBJECTS.

};7\\\ VT /777772

= | WHEN DRIVIMG, FOR EXAMPLE, | ]
= | WE EXPERIENCE MUCH MORE THAN | 2.
OUR F7VE SENSES REPORT. &

THE WHOLE CAR--NOT JUST THE PARTS
WE CAN SEE, FEEL AND HEAR--1S VERY
MUCH ON QLR MINDS AT ALL TIMES.

THE VEHICLE BECOMES AN EX?‘.FA(J/O/V
OF QUR BODY. IT ABSCKES OUR SENSE
OF IDENVTITY WE BECOAE THE.CAR.

IF ONE CAR A/78 ANOTHER, THE DRIVER
QF THE VERICLE BEING S7KL/CK 1S MUCH
MORE LIKELY TO SAY:

THAN “HE HIT MY CAR”"
OR "HIS (AR RIT MY CAR", FOR THAT MATTER.

QUR [PENTI7/ES AND AWARENESS ARE
INVESTED N MANY /MNANIVIATE OF/ECTS
EVERY DAY, QUR CLOTHES, FOR EXAMPLE,
CAN TRIGGER NUMEROLS TRANSFURMATIONS
IN THE waY OTHERS SEE US AND IN THE
WAY WE SEE QURSELVES.
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QUR ABILITY TOQ
EFEATENZ QUR
IDENTITIES INTO
INANIMATE OBJECTS
CAN CAUSE PIECES
OF WOOD TO
BECOME

PIECES OF METAL
TC BECOME
FANDS..

PIECES OF PLASTIC
TO BECOME
£ARS..,

PIECES
OF GLASS
TO BECOME
EVES.

> <

AND IN EVERY (ASE,
OUR CONSTANT
AWARENESS OF SELF--

-~ FLOWS QU/THARD TO INCLUDE THE
OBJECT OF OUR EXTENTED JDENTITY

|

AND JUST AS QUR
AWARENESS QF OUR
EIOLOGICAL SELVES
ARE SYAIRPLIFIED
CONCEPTLALIZED
AGES -~

-~ 50 TOO 15 QUR AWARENESS OF 7A&SE i
EXTENSIONS GREATLY SIPIPLIF/ED. M

TNIRNLTRANIE
i

T
!

T =TT Tleie
T

Fyofgt

ALL THE THINGS WE -~ AND
o EXPERIENCE INLIFE ~ THE REALM
CAN BE SEPARATED INTO OF THE
TIWO REALAIS, THE SENSES. f5
REALM OF 77E 2

. CONCEPT-- ABX




OUR IDENTITIES BELONG PERMANENTLY TO THE

GRADUALLY

CONCERTLLAL WORLD THEY CAN'T BE SEEN, HMEARD = WE REACH
SMELIED, TOMCHED QR ZASTED. THEY RE MERELY /PEAS. EBEXOND

AND EVERYTHING ELSE-- KT THE START -~BELONGS 1O !_j-—-_-_‘

OURSELVES. |~
THE SEVSLAL WWYORLD, THE WORLD QU/TS/PE OF US. S

H EYR AN
I HE
.

e NN ‘f B
R

RPN S5

FUTyT LU

AN OF THE

AND SOON WE
DISCOVER THAT
OBJECTS OF THE

WE ENCOUNTER [
THE $/GH 7, SMELL, -
TOUCH, TASTE AND [=

| SOUNVD OF QUR FPHYSICAL

| OWWN BODIES. WoRLD CAN

h ALSO
CROSS OVER--

-~AND POSSESS
IDENTITIES
OF THEIR

CWN.




~--WE LEND
TO THEM.

BY DE-EMPHASIZING THE AFPPE4RANCE
OF THE PHYS/CAL WORLD IN FAVOR OF
THE JDEA OF FORM, THE CARTOON
PLACES ITSELF IN THE WORLD OF CONCEFTS.

THROUGH TRADITIONAL

KREALISH, THE COMICS

ARTIST CAN PORTRAY
THE VWORLD
HITROLI T

--AND THROUGH
TRE CARTOON,
THE WORLD
Wi7HIN.

VWHEN
CARTOONS )
ARE USED
THROLIGHOU T
A STORY, THE
HORLLD OF
THAT STORY
MAY SEEM TO
PLILSE WiTH

LIFE,

i

=
oD
O

INAMIMATE OBJECTS | | BUT IN EMPHASIZING IF AN ARTIST -~ REALISM OF
MAY SEEM T0 POSSESS | | THE COVCERZS OF | | WANTS TO PORTRAY | | Somas SorT 1S
SEPARATE IDENTITIES | | OBJECTS OVER THEIR | | THE BEALTY AND GOING 7O PLAY A
SO THAT IF ONE PHISICAL APPEARANCE, | | COMPLEXITY OF THE PART.
SUMPED UP AND MUCH HAS TO BE PHYSICAL .
STARTED S/NVGING OMITTED. WoRL D~ —
IT WOULDN'T FEEL T T
OUT OF PLACE, - > il
7 /é/




WHEN DRAWING THE FACE AND \
FIGURE, NEARLY AZL COMICS ARTISTS
APPLY AT LEAST SOATE SMALL MEASURE
QF CARTOONING. EVEN THE MORE
REALISTIC ADVENTLURE ARTISTS

STORYTELLERS IN ALL MEDIA
KNOW THAT A SURE INDICATOR OF
ALDIENCE INVOLVEMENT-

- 15
THE DEGREE
TO WHICH THE
AUTDIENCE
IDENTIFIES
N WITH A STORY'S
CHARACTERS.
= Al
_ ]
4/, o
/?/ 3
, /

OR ZANDSCAPES AND INOEED, [y 4
BACKGROUNDS TEND 70 BE  AullbEEES. §
SLIGHTLY MORE REAL/STIC. !”l”ll.“”- S
; ol

I

i

. mﬁmﬂ'l :;Eagngll‘ ‘Wﬂﬂmﬂ -?‘ l!]‘l%!.!'F g

ON THE OTHER HAND, NO
ONE EXPECTS AUIMENCES 7O
IDENTIFY WITH BRICK WALLS

s iy

Sl

P Sl
2

o i

\

.
T

]

-~ ARE A AR CRY FROM
PHOTO-REALISTES

Y
Y,

N

]

W

IS A SPEC/ARLTY OF CARTOONING,

CARTOUNS HAVE HISTORICALLY HELD

BN ADVANTAGE N BREAKING INTO
WORLED POPLIAR CULTURE,

i

TRATIVIERERY

IN $OME COMICS, THIS SPLITIS
FAR MORE FRONOLINCED. THE
BELGIAN “CLEAR-LINE” STYLE

OF HERGES 7/N77/V COMBINES
VERY '\CONIC CHARACTERS WITH
UNUSUALLY REALIST/C BACKGROUNDS.

" TINTIN © EDITIONS CASTERMAN.




ONE SET OF
LINES TO $££ I
ANOTHER SET OF B
LINES TO &F.

IN THE WORLD OF
ANIMATION, WHERE
THE EFFECT HAPPENS
TO BE A PRACTICAL.

NECESSITY, DISNEY
HAS LISED [T WITH

IMPRESSIVE RESULTS
FOR OVER 50 YEARS/

IN ELRGFPE 1T CAN
BE FOUND IN MANY
POPULAR COMICS,
FROM 487&8¢ TO
TINTIN TC WORKS OF

SACRUES TARD .

N .JAPAN, GN THE OTHER HAND, THE
MASKING EFFECT WAS, FOR A TIME,
VIRTUALLY A NMATIONAL STYLES

THE TEAM O

e

ANIERICAN COMICS, THE EFFECT 15 USED
FAR LESS OF7£N, ALTHOUGH 1T HAS CREPT P
IN.THE WORKS OF ARTISTS AS DIVERSE AS
CARL BARKS, SJAIME HERMNANDEZ AND IN
F DAVE S/ AND GERMARD.

ART © HAYAS| AND OSIMA.

THANKS TO THE
SEMINAL INFLUENCE
OF COMICS CREATOR -

OSANIL TEZUKA,
JAPANESE COMICS HAVE
A LONG, RICH HISTORY
OF ICONIC CHARACTERS.

WRE RN o o P

BUT, IN
RECENT, DECADES
JAPANESE FANS ALSO
DEVELOPED A TASTE
FOR ALASHY, PHOTO-
REALISTIC ART,

Ttk




ART @ HAYASIE AND OSiMA,

THE RESULTANT HYBRID STYLES
HAD TREMENDOUS ICONIC RANGE, FROM
EXTREMELY CARTOONY CHARACTERS TO

BUT
SAPANESE
COMICS ARTISTS

SOON, SOME QF THEM
REALIZED THAT THE

OB/ECTIFYING POWVER
OF REALISTIC ARTS

FOR EXAMPLE, WHILE
MMOST CHARACTERS
WERE DESIGNED
SIMPLY, TO ASSIST IN
READER ~IDENTIFICATION-

BUT
SUPPOSE
I NCTICE SOME
MYSTERIOLS
WRITING CARVED
ON THE SWORDS
LT

o

NEAR-PHOTOGRAPHIC BACKGROUNDS. TOOK THE 'DEA COULD BE PUT TO
A STEP CO7THER USES.
FURTHER.

T
o / L~
/Au //l‘_
i S ui il
\ t_ y "E'
Hti
Eanil LR Ji =
[ — -

-~O7HER CHARACTERS
WERE DRAWN MORE
REALISTICALLY W ORDER
0 OBJECTIEY THEM,
EMPHASIZING THEIR
TOTHERNVESS” FROM
THE READER.

A PROP :
LIKE THIS SWORD
MIGHT BE VERY
CARTOONY IN OVE
SEQUENCE--

-~ DUE
TC THE “Z/FE"
IT POSSESSES AS
AN EXTENSION OF

MY CARTGON
IDENTITY/

4

1N
Pl

IN JAPANESE COMICS, THE SWORD MIGHT VoW
BECOME YERY BEAL/STIC, NOT ONLY TO SHOW US
THE DETAILS, BUT TO MAKE LS AWARE OF THE
SWORD AS AN OF/ECT, SOMETHING WITH WEGHT
TEXTLIRE AND PHYSICAL COMPLEY/ITY,

IN THIS AND IN O7HER
wAaxs, COMICS IN
JAPAN HAVE TVOLVED
VERY DIFFERENTLY
FROM THOSE IN THE WEST.

WE'LL RETURN
T0 THESE DIFFERENCES
SEVERAL TIMES
DURING THIS BCOK.




SEE PAGE 516 HON LOPNRSTIRNe

MALUS © AND T.M. ART SPIEGELMAN,

1 L/KE THE
MASKING EFFECT,
PERSONALLY, BUT IT'S
JUST ONE OF MANY
POSSIBLE APPROACHES

MANY
OF WY
FAVORITE
ARTISTS USE

STILL, I HOPE THE JAPANESE
PERSPECTIVE ON CARTOONING HELPS
DEMONSTRATE THAT ONE'S CHOICE
OF STYLES CAN HAVE CONSEQUENCES
FAR BEYOND THE MERE ZOOX "

rin)
%
2
f.
BT
.
i iy

R

. SUAVIVORY rare
3rt spicge/ i

Y7

HALLMARKS OF
MODERN
LITERATURE,
LEAVING THEM
SUITABLE ONLY
FOR CHILDREN.

TG COMICS ART. OF A STORY.
v 4
i
i
{f A
T{_ ot
L s
\ f -t
.'—H s j‘—f .
AS I WRITE THIS, THE PLATONIC IDEAL BUT SIMPLE EL’EMENTS, B
TN 1962, AMERICAN OF THE CARTOON CAN COMBINE 11N
1 AUDIENCES ARE JUST MAY SEFM TO COMPLEX WAYS, AS
BEGINNING TG REALIZE OMIT MUCH OF Y ATOMS BECOME
THAT A SIMPLE §STYLE THE AMIE/SLITY MOLECULES AND
DOESN'T NECESSITATE | AND comprexr MOLECULES BECOME
SIMPLE S70RY, CHARACTERIZATION LIFE.
T b s WRICH ARE THE

ci
£
7/

AND L/AE THE ATOM,
GREAT POWER IS
LOCKED N THESE
FEW SIMPLE LINES,

RELEASEABLE ONLY
BY THE READER'S MIND.

THERE'S
A LOT MORE TO
CARTOONS
THAN MEETS
~ TME EYE/

45




REDUCED THIS FACE
{ _TC 700 DOTS AND
TIWD LIVES. 1S OUR
ICONIC ABSTRACTIOW
CCALE COMPLEIET

.

THE SCALE g

SHOWS SEVERAL

PROGRESSIONS. LET'S

AND SEE IF WE CAN
TAKE [T ANY
FLRTHER,

SLIGHTLY DIFFERENT
== CONCENTRATE ON ONVNF

90000

Hlllilih‘l

i
{

T
]
{

COMPLEX ————> SIMPLE

R

F
1

/)

REALISTIC =————> LCONIC

J

CBIECTIVE ~—> SUBJECTIVE

o
A

SPECIFIC — > UNIVERSAL

{HEMIHTHTTIN

Sy

b

CAN ANY
CONFIGURATION
OF VK ON BAPER
BE MORE ABSTRACTED
FROM "REALITY -~

--YET STILL REPRESENT
A FACE AS CLEARLY

AS JA/S ONET

1 SAY

THE ANSWER

IS Y&,

i i 281

HERE'S A
FART OF THE
SOLLITION,

¢

A LINE STRAIGHT
DOWN FROM EACH

JUST DRAW

OF THE JO7S TO
THIS HEIGHT FOR
THE ANSHER,
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FTOCTH «
E;G;E‘TKPA H PAPERGLAS
BAL AP
prf MEBNING Y&
[4 RETAINED. Al

IR SCORE AND SEVEN YEARS AG
DENCV Chedidda Lag A CK

E

i MOST AMERICAN
bof  COMICS, NOTABLY
COMIC ZOOKS, HAVE
T LONG EMPHASIZED THE

. con
;SHE Pips —ih o o\ DIFEERENCES
DH PIPE PAPER T-5d b SINATRA DURING | & WAR, BUT BETWEEN WORDS
SCON MASK WHY 1S CHOCOLATEK CHIP S0 POPY apely,  AND PICTURES,

XTENSION HETAL BOLTS ANMD OTHER SURBST] VH

R}f IDENTITY IVING A GRAY PLYMOUTH RELIA EO
AETENTIO NEW FRIEND UNDERNEATH MY P I
- [ ABSIRATY  §ITLED THE STORY OF MARGERIN] Ri
:E LE SH MISTODK HIS WIFE FOR A HAT ITa
bt OMICS OITE]
FOR SEQUEF URNEN

TE \.
%»;‘US i HA’\ pec

12 NTING AL
'ETJA g e brs
PEHELL € POUL!
EET& -~-ARE THE = 1

¥ ULTIMATE )
KR BU.
KF{ ABSTRACTION. | Pl ill—21
A 1 /

Lin n K i .

WRITING
AND DRAWING
ARE SEEN AS
SELARATE

DISCIPLINES,
P, 7ERS AND
ARTISTS AS
SEPARATE
BREEDS -

~- AND "GOOD" COMICS
AS THOSE IN WHICH
THE COME/NVATION
OF THESE VERY
DIFFERENT
FORPAS OF EXPRESSION
1S THOUGHT TO BE
HARMONIOLSS.

BUT

JUST How

“DIFFERENT"
AR

THEY

WORDS, PICTURES AND
OTHER jCONS ARE THE

VOCABULARY oF
THE LANGUAGE CALLED

COMICS,

ON PAPER JUST
{INES ON PAPER JyS

ON PAPEY
INES OMH

S ON
UST LIN YST LING
ON PA F1GERJ
INES ON a

JUST
on

al

——

A SINGLE
UNIFIED
LANGUAGE
DESERVES A
SINGLE, UNIFIED

VOCABULARY,

WITHOUT
IT, COMICS
WILL CONTINUE
T0 L/IMP ALONG
AS THE "BASTARD
CHILD" OF
WORDS AND
PICTURES.

SEVERAL
FACTORS HAVE
CONSPIRED
ACA/NVST comics
RECEIVING THE
LIVIFIED

IPENTITY
IT VEEDS.

Lo/

gy 4 N BN |

L

AND
AMONG
THEM LIE
SOME OF
QUR VERY

TNSTINCTS,
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BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAP, WITH A COMMON

PUIRPOSE: TO MAKE COMICS OF "QL/ALITY "
" o~

THE WRITER KNOWS
THAT THIS MEANS
MORE THAN JUST
COF PO’ 3Z2Am
AND ONE-A-LDAY
GAGS. SHE SETS OFF
IN SEARCH OF
SOMETHING DEEPER.

THE ARTIST KNOWS
THAT THIS MEANS
MORE THAN JUsT
STICK-FIGLRES PND
CRLIDPE CARTUONS.
HE SETS OFF IN SEARCH
OF A HIGHER ART.

IN MUSEUMS AND IN
LIBRARIES, THE ARTIST
FINDS WHAT HES LOOXING
FOR. HE STUDIES THE
TECHNIQUES OF THE GRFAT
MASTERS OF WESTERY
ARZ" HE PRACTICES
MGEHT AND DAY,

SHE 700 FINDS WHAT
SHE'S LOOKING FOR, IN
THE GREAT MASTERS OF
FVESTERN LI TERATURE.
SHE READS AND WRITES
CONS7ANTLY, SHE
SEARCHES FOR A VOICE
UNICGUELY HERS.

FINALLY, THEY'RE READY. BOTH HAVE
MASTERED THEIR ARTS. HIS BRUSHSTROKE
1S NEARLY NV/S/BLE IN TS SUBTLETY,
THE FIGURES PURE M/CHAELIANGELD.
HER DESCRIPTIONS ARE DPAZZLING.
THE WORDS FLOW TOGETHER LIKE A
SHAKESFPEAREAN SOVNET,

I 1

THEY'RE READY TO JOIN HANDS ONCE MORE
AND CREATE A COMICS MASTERFIECE.

H2-(O)-FACE

Regm

fwo EYES, vz '
= ONENOSE, > g’%
ONE MOUIH,  on’ sacerr,
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PICTURES ARE RECEIVED
INFORMATION. WE NEED NO
FORMAL EDUCATION TO ‘GET 74
MESSAGE " THE MESSAGE 1S
IVSTAN 7ANEDLS.

TN
RN

28

i)

RN

o

WRITING 1S PERCEVED
INFORMATION. 1T TAKES TIME
AND SPECIALIZED KNOWLEDGE T0
DECODE THE ABSTRACT SYMBOLS
OF LANGUAGE.

o
avy
-y

L
Wyt
1

&

o
N
¥

WORDS.

WHEN PICTURES
ARE MORE ABSTRACTED
FROM "REALITY) THEY
REQUIRE GREATER LEVELS
OF FPERCEP7ION,
MORE LIKE

TWO EYES, iy yopdhio-
FAC = ONENOSE, wp 5@%
ONEMOUTW. o> réoterr,

WHEN WORDS
ARE BOLDER, MORE DIRECT,
THEY REQUIRE LOWER LEVELS
OF PERCEPTION AND ARE
RECEIVED SAS7ER,
YMORE LIRKE
PICTURES.

- PERCEIVED

OUR NEED FOR A
UNIFIED ZANGUAGE
OF COMICS SENDS US

TOWARD THE CENTER

WHERE WORDS AND
PICTURES ARE LIKE
TWO SIDES OF onE

BUT OUR NEED FOR
SOFPHISTICATION
IN COMICS SEEMS
10 LEAD US
OU7ARD, \WRERE
WORDS AND PICTURES
ARE MOST $EPARATE.

i, 1 5!‘{,
IR/

Yo
R
Lo,

1
11148

Thit
LS

-1
t
T

BOTH ARE JVORTHY
ASFIRATIONS.
BOTH STEM FROM A
LOVE OF COMICS AND
A DEVOTION TO TS

FUTURE. E
CAN THEY BE

RECONCILED”

48

I SAY THE ANSWER
IS Y£S, BUT SINCE
THE REASONS BELONG
IN A DIFFERENT
CHAPTER, WE'LL
HAVE TO COME BACK
TO THIS ZATER.
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i
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ICONIC
ABSTRACTION
15 ONLY OVeE
FORM OF
RBSTRACTION
AVAILABLE TO
COMICS ARTISTS.

0000 mcs-m-%>

USUALLY THE WORD
"ABSTRACTION" REFERS TO THE
NON-/CONIC VARIETY, WHERE
NO ATTEMPT IS5 MADE TO CLING
TO RESEMBLANCE OK MEANING.

. THE TYPE OF
ART WHICH OFTEN
PROMPTS THE QUESTION:
WrAT POES /7
MEANT™

EARNING
THE REPLY
T MEAMS '
WHAT 1T

AT




EELOW ME,

THIS 1S

T OBAECT e JAe BY THESE 5 VERICES
ART 3 Y THESE 1 -
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COLORS CAN BE O B REPRE SENTS THE TOTAL
FICTORIAL VOCABLLARY

THEMSELVES AND
NCT PRETEND
O7THERW/SE.

OF COMICS OR OF AVY
OF THE VISUAL
ARTS.

MOST COMICS ART MNEAR THE LINE, BUT IF WE INCORPORATE -~ OF THE
LIES NEAR THE NQT NECESSARILY LANGUAGE AND

BO77TOM--THAT 13, ON 1T/ FOR EVEN QTHER ICONS V70O NI VERSE
ALONG THE /CON/C THE MOST STRAIGHT- THE CHART, WE CAN CALLED
ABSTRACTION SIDE FORVVARD LITTLE BEGIN TO BUILD A

WHERE EVERY LINE CARTOON CHARACTER COMPREHENSIVE c aM /C‘ S
HAS p MEANING. HAS A MEANINGLESS NAR - : b

LINE OR TWO/
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1. MARY FLEENER at her most abstract. 2.
MARISCAL's Piker. 3. DAVE McKEAN
empioying one of the many atyles found in his
series CAGES. 4. MARC HEMPEL's
GREGORY. 5. MARK BEYER. &, LARRY
MARDER's Baanish from TALES OF THE
BEANWORLD. "Resembling® nothing ever seen
(hance ail the way to the right}, Marder's baans
walk the line from design to meaning. 7. SAUL
STIENBERG. 6. PENNY MORAN VAN-
MORN irom THE LIBRARIAN. 9. LORENZO
MATTOTH In FIRES (© Editions Alin Michal
5.A.) comblnes deaply Imprassionistic lighting
with iconic forms and stzoag, design-orisnted
compositiona. In other words, he's a hard ons 1o
place. 10, ALINE KOMINSKY-CRUMS,
11, PETER BAGGE's Chuckle-Boy from
NEAT STUFF, Compare 1639, 12. KRISTINE
KRYTTRE. 13. REA IRVIN. THE SMYTHES
© Field Nowspapsr Syndicate. 14. STEVE
WILLES's Morty. 15. PHIL YEH's FRANK
THE UNICORN. 16, JERRY MORIARTY's
*Jack Survives'. Based clossly on real woid
light and shadow, bul decomposed into rough
shapes. Similar eflects are faund in no.s
8,18,19,20 and 34. 17. JEFF WONGQ's a1t for
Scott Ruaso's JIZZ. 18, ROLF STARK's
oxprassionistic RAIN. 19, SPAIN's
TRASHMAN. 20. FRANK MILLER's THE
DARK KNIGHT RETURNS. Batman © D.C.
Comics. Batman created by Bob Kanae, 21,
WILLIAM MESSNER-LOEBS's Wolverine
MacAlistair from JOURNEY. 22, DON
SIMPSON's MEGATON MAN. Baginning from a

ALL COFYRIGHTS
HELD BY THE
CREATOR UNLESS
CTHERWISE
NOTED.

Keep in mind that

H oy these are my copies of
the originai drawings.

PLEASE NOTE: ARTISTS IN THIS
CHART ARE NOT NECESSARILY
CHOSEN FOR ARTISTIC MERIT.
SOME VERY IMPORTANT

roalistic anstomical base, Simpson distarts and
exaggorates M.M.'s leatures to the brink of
abatraction. 23. MICHAEL CHERKAS from
SILENT INVASION, © Cherkas and Hancock.
24. RICK GEARY. 25. PETER KUPER.
26, GARRY TRUDEAU's DOONESBURY.
27. LYNDA BARRY. 28. SAMPE|
SHIRATO. 29. CHARLES BURNS's BIG
BABY. 28 1/2. (Whoops) CLIFF
STERRETY. The character plctured hera (from
POLLY AND HER PALS) might belong a bit lower,
but Sterrett's art, lika Flesner's often heada
upward toward the wildly abstract. PAHP. s ©
Hewspapet Feajyres Syndicste, Inc. 30.
SERQI0 ARAGONES's GROO THE
WANDERER. Simpte, straighittorward, but whh a
strong gestural quality that always reminds us of
the hand that holds the pan (also true ol
14,28,31,41). 31, ROBERTA GREGORY's
Bitchy Bitch from NAUGHTY BITS. 32, DAVID
MAZZUCCHELL! from BATMAN: YEAR ONE.
Commissioner Gerdon & D.C. Comics. 33.
JOSE MUNOZ from “Mister Conrad, Mister
Wilcex™. © Munoz and Sampayo. 34, CAROL

CREATORS ARE NOT INCLUDED.
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SWAIN. 35 CHESTER GOULD's DICk
TRACY @ Chicago Tribune-New York Syndicate,

Inc. 36, JACK KIRBY's Darkseid, @ D.C.

Comics. 37. BOB BURDEN, 38. DANIEL
TORRES's Rocco Vargas from TRITON. 39,
PETER BAGGE's Buddy Bradley from HATE.
Compare 1o 11, 40. SETH, 41. MARK
MARTIN, 42, JULIE DOUCET, 43,
EDWARD GOREY. 44, CRaAIG
RUSSELL's Mowgi from Kipling's THE JUNGLE
BOOKS. Russelis chasaciers are as tinely
obsarved and realistically based as Hal Fostars
ot Dave Stavens’ but with an uaparalislsd sense
of design that draws them toward the uppar
vertex. Lately, Aussatl has been moving a bit
higher and toward tha right in some cases. 45.
GOSEKI KOUIMA frsm KOZURE OKAMI
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("Woil and Cub™) @ Koike and Kojima. 46.
EDDIE CAMPBELL's ALEC. Raalistic in tona,
but alse gestural and spontaneous. The process
ol drawing isn't hidden lrom view. 47, ALEX
TOTH. Zorre @ ZorroProductions, inc. Ant @
Wwak Disney Productions. {Zorro created by
Johaston McCulley). 48. HUGO PRATY's
CORTO MALTESE @ Casterman, Patis-Tourmai.
49. WILL EISNER from TQ THE HEART OF
THE STORM. 50, DORI SEDA, 51. R.
CRUMB swings between realistic and cartoony
characters, usually staying about this high but
occasionally venturing upward. $2. STEVE
DITKQO. 53. HORMAN DOG, 54,
YALENTINO's NORMALMAN sils 2 bit to the
fight and up from his curcant SHADOWHAWK
(whose iconic mask made him a bil harder o
place). 55 ROZ CHAST. 56. JOOST
SWARTE's Anton Makassar. 57. ELZIE
SEGAR's POPEYE @ King teatures Syndicasta,
Inc. 58. GEQRGE HERRIMAN's "Offissa
Pupp” from KRAZY KAT. @ intarnalional faatura
Service, Inc, 50. JIM WOODRING's FRANK.
80, NEAL ADAMS. from X-MEN © Marvel
Entertainmen? Group, Inc. {X-Men created by Lea

vod Kirby). 61, Gil KANE from AGTION
COMICS @ D.C. Comies, inc. 62. MILTON
"-CANIFF's STEVE CANYON. 63, JIM LEE.

Mick Fury appearing in X-MEN @ Marvel
Entertainment Group, Inc. 64. JOHN BYRNE,
Superman @ DC Comics, inc. [Superman
created by Jarey Siegel and Joa Schuster). §5,
JACQUES TARD!I from LE DEMON DES
GLACES © Dargaud Editour. 66. JEAN-
CLAUDE MEZIERES. taureling from the
VALERIAN seties. @ Dargaud Editeur. 67.

BILL GRIFFITH's ZIPPY THE PINHEAD. 68.
JOE MATT. 69. KYLE BAKER from WHY |
HATE SATURN.7C.

THINA ROBBINS's

N o

MISTY. © Marve! Entertainment Group. inc. 71.
RIYOKC IEDA's Oscar from THE ROSE OF
VERSAILLES, 72, GEORGE McMANUS,
BRINGING UP FATHER @ International Fealure
Setvige, inc. 73, CHARLES SCHULZ's
Charlie Brown from PEANUTS © United Features
Syndicate, inc. 74, ART SPIEGELMAM from
MAUS. 75. MATT FEAZELL's CYNICALMAN,
76. The company Loge. The picture as symbol.
77. Title Loge. The word as obyect, 78. Sound
Effect. The word as sound. 78. TOM KING's
SNOOKUMS, THAT LOVABLE TRANSVESTITE,
a photo-comic.  80. DREW FRIEDMAN. B81.
DAVE STEVENS. 82, HAL FOSTEA.
TARZAN treated by Edgar Hica Burroughs. 83.
ALEX RAYMOND. Flash Gardon @ King
Features Syndicate, Inc. B4, MILC
MANARA. 85 JOHN BUSCEMA. The
Vision @ Marval Entertzipmant Group. 86,
CARQL LAY's Irene Van de Kamp from GOOD
GIRLS, A bizarre chatacior, but drawn in a very
straightforward  style. 87. GILBERT
HERNANDEZ. 88, JAIME HERNANDEZ.
89. COLIN UPTON. 90, KURT
SCHAFFENBERGER, Superbey @ D.C.

Comics. 91, JACK COLE's PLASTIC MAN, &
0.C. Comics. 92, REED WALLER's OMAHA
THE CAT DANCER © Waller and Worlay. 93,
WENDY PINI's Skywise from ELFQUEST. @
WaRP Graphics. 4. DAN DE CARLO.
Veronica © Archie Comics. 5. HAROLD
GRAY's LITTLE ORPHAN ANNIE. @ Chicago
Trbune- New York Nows Syndicate, 98.
HERGE's TINTIN © Editions Gasterman. 97.
FLOYD GOTTFREDSON, Mickey Mouse ©
Walt Disnay Productions. 98, JEFF SMiTH's
BONE. 9. Smile Dammitl. 100. COLLEER
DORAM's A DISTANT 50IL. 101. ROY
CRANE's CAPTAIN EASY & NEA Service, Inc.
102. DAN CLOWES. 103. WAYNO. 104,
¥.T. HAMLIN's ALLEY OOF @ NEA Service,
Inc, 105. CHESTER BROWN. 106. STAN
SAKAIs USAGI YOJIMBO, 107. DAVE
SIM's CEREBUS THE AARDVARK. 108.
WALT KELLY's POGC @ Selby Kelly. 109,
AUDOLPH DIRKS's HANS AND FRITZ & King
Features Syndicate, Inc. 110, H.L. “BUD"
FISHER's Joff trom MUTT AND JEFF ©
McNaught Syndicate, tne. 11t. MORT
WALKER's HI AND LOIS @ King Features
Syndicale. Inc. 112. OSAMU TEZUKA's
ASTROBOY. 113. CARL BARKS: Serooge
McDuck © Walt Disney Productions. $1d,
CROCKETT JOHNSON's Mistor O Maiiey
from BARNABY © Fieid Newspaper Syndicate,
Inc. 115. PAT SULLIVAN's FELIX THE GAT
@ Newspaper Faature Sarvice. 116. UDERZO.
ASTERIX by Goscinny and Uderzo © Dargaud
Editeur.




CYNICALMAN © MATT FEAZELL.

MOST OF THE EACH CREATOR SOME,
PRECEDING EXAMPLES EMPLOYS A RANGE LIKE MATT
WERE PLACED ON OUR OF STYLES, THOUGH, FEAZELL'S
CHART BASED ON THE AND MANY OCCUPY CYNICALVAN,
DRAWWNG STYLES USED! [ SEVEEAL PLACES ONJ\ KEEF TO ONE
ON $EEC/F/C THE CHART DURING A AREA
CHARACTERS. GIVEN PROJECT. A \CONSISTENTLY,
?..:,: N = !-.:‘..,::'-
i “oen
i:E‘:l ’t{\-“:} ::l:,‘ .-,’\' ~
AL [EPRN 5y r 22
RYS) B R
S A ol G IO
R \atat: S Frsd
L LN LUt e \")’,.r\:\:\‘
;] \L\’;\’;?{ -~ “\':’J‘;,';.
- \(lkf | \\ ,::‘,:,,
i o
(\"}_"\ |]“r‘ 5 i “".{l‘
THE COMBINATION OF EXTREMELY /CONIC WEVE ALREADY
CHARACTERS AND ENVIRONVMENTS, MIXED DISCUSSED THE |
WITH SYMPLE, DIRECT LANGLAGE AND A RANGE OF HERGE
SOUND EFFEFCT OR TWO WOULD GIVE US AND OTHERS WHO
A SHAPE SOMETHING LIKE 7578 FROM ONE END CONTRAST /CONVC
OF THE CHART /. CHARACTERS WITH
o TO THE QTHER A REALISTIC
o P BACKGROUNDS.
e 7 '—if
- 7
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2. __11 : %
P ¢f =
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\ foy.
T G
%
HERGE STRETCHES
Sound on! ] NEARLY FROM LEFT 70 RIGHT-
FEOM REALISAT TO CARTOONING --
BUT VENTURES VERY L/77LE INTO
THE LFPER WORLD OF NoA~
JCONAC ABSTRACTION.
o
’/
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AR\
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ART © EDITIONS CASTERMAN,
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MARY FLEENER, ON
THE QTHER HAND, VARIES ONLY
SLI/GHT7LY IN HER LEVEL OF LONC
CONTENT, WHILE THE LEVEL OF

NVOAN-1CONIC ABSTRACTION GOES
NEARLY FROM 707 70 BO7T70M/

.

HE Y/ come
TA THINK, OF

WHATLL WAPPEN /Y .

THAT'S RIGHT/ IERE'S STILL
LOOSE . THERE'S NO TELLNG

2T
I
lll’f'

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

IN THE NUD-SIXTIES, JACK!
ATREY, ALONG WITH $7AN LEE,
STAKED QUT A MIDDLE GROUND OF
SCONIC FORMS WITH A SENSE OF THE
REAL ABOUT THEM, BOLSTERED BY
A POWERFUL DESIGHNY SENSE.

TODAY, MANY AMERICAN
MAINSTREAM COMICS STILL FOLLOW
KIRBY'S LEAD FOR STORYTELLING, BUT
THE DESIRE FOR MORE EBEAL/ST/C ART
AND MORE ELABORATE SCRIPTS HAS
PUSHED ART AND STORY FURTHER
AFART IN MANY CASES,

A FIGHT STARTED ON HIS -
DOOR PUT A STOP

NYONE
ALL THE SURVIV-
PRETTY sﬂEUCPy

ART FROM COLOR PANELS TRAGED FOR REPRODUGTION.
© MARVEL ENTERTAINMENT GROUP, INC.

55

ART:JIM LEE AND SCOTT WILLIAMS (FACSIMILE)
SCRIPT: CHRIS CLAREMONT,



SEE PAGE 216 FOR COPYRIGHT INFORMATION.

iN THE EIGHTIES AND NINETIES,
MOST OF THE COUNTERCULTURE QF
INDEPENDENT CREATORS, WORKING MOSTLY
IN BLACK AND WHITE, STAYED 1O THE R/G~7
OF MAINSTREANM COMICS ART WHILE
COVERING A BROAD RANGE OF

WRITING STYLES.

THIS FOLLOWS THE LEAD OF
THE POST-KURTZMAN GENERATION
OF YUNDERSGROLNDG CARTOONISTS WHO
USED CARTOONY STYLES TO PORTRAY
ADULT THEMES AND SUBJECT MATTER.

IRONIC THAT THE
TWO BASTIONS OF
CARTOON'Y ART ARE
UNDERGROUND AND
CHA DREV T COMICST

PRETTY FAR AFART
AS GENRES GG/

A

SOME ARTISTS, SUCH AS THE
IRREPRESSIBLE SERG/O ARAGONES,
STAKED THEIR CLAIM ON A PARTICLILAR
AREA LONVE AGC AND HAVE BEEN
QUITE HAPPY SINCE.

SERGID AND GROO © SERGIO ARAGONES.

56

OTHERS, SUCH AS ZAVE M=KEAN,
ARE FOREVER ON 7HE MOVE,
EXPERIMENTING, TAKING CHANTES,
VEVER SATISFIED. .

ART [LEFT) © DAVE McKEAN, (RIGHT) & D.C. COMICS.




WHEN AN ARTIST 15 DRAWN
TO ONE END OF THE CHART OR
ANOTHER, THAT ARTIST MAY BE
REVEALING SOMETHING ABOUT HIS
OR HER STRONGEST MALLES AND
LOYALTIES IN ART. :

THOSE WHO APPROACH
THE LOPVER £ EF7,
FOR EXAMPLE, ARE
PROBABLY ATTRACTED
BY A SENSE OF THE
BEALITY OF MATLRE

THOSE
AT THE 707
BY THE
BEAUTY OF
ART

o

FOR COMICS 1O pa72#&8
AS A MEDIAEL 1T MUST BE
CAPABLE OF EXPRESSING EACH

ARTIST'S /WWNVERMOST
NVEEDS AND /DEAS.

BUT EACH ARTIST
HAS DVFFEREN7 INNER

NEEDS, DIFFERENT POINTS '
OF VIEW, DIFFERENT

FASS/ONS, AND $G NEEDS 7O

AND
THOSE ON

THE RIGHT

BY THE BEAUTY
OF /DEAS.

THE ENTIRE )
HISTORY OF VISUAL ARTS
BELONGS IN THIS SPACE.
MONET SET UP HIS EASEL
ALONG THE LEF7 FACE,
MONDRIAN AT THE 708
REMBRANDT LOWER LEFT
MATISSE RIGHT ABQOVE
WHERE IT'M STANDING.

FIND DIFFERENT FORAIS
OF EXFRESSION. ¥

AND NEARLY
EVERY MOVEMENT OR
MANIFESTO PLANTED ITS
FLAG AND LOUDLY PROCLAIMED
THE DISCOVERY OF THE
CONLY PATCH OF GROUND
WORTH BLILDING ON.

T CHECK QUT WASSIY KANDINSKY'S TERRIFIC 1912 ESSAY, " ON THE PROBLEM OF FOR MY
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; ¢ HOPE T HAVEN'T MADE IT £ @C@ N2
% SEEM SMALLER THAN / <=5 ff 5 gy

COMICS
ARTISTS HAVE
A UNIVERSE OF
ICONS TQ CHOOSE
FROM [

IT’S EXPANDING
ALL THE TIMES

AS THE 7RVEN 7)™
FTRE) CENTLRY
APPROACHES, V/SLAL
SCONOGRAFHY MAY
FINALLY HELP US
KEALIZE A FORM OF
LIN/VERSAL

COMMUNICATION,
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SOCIETY
1S INVENTING NEW
SYMBOLS REGLLARLY,

JUST AS comrcs
ARTISTS DO.

[
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(G

58



R

AR

ICONS
DEMAND QUR
PARTICIPATION
TO MAKE THEM
WORK.

THERE 15 NO LIFE HERE
EXCEPT THAT WHICH YOU
GIVE TO 1T,

M

I

\Wr
A

4

iTS YOUR JOB TO
CREATE AND RECKEATE
ME MOMENT &Y
MOMENT, NOT JusT
THE CARTOONIST'S,

=

|

o £

) /
L

l

T}
.':i
1

SR
\\

IT’S BEEN OVER 7HENTY YEARS SINCE
MELLIMAN F(RST OBSERVED THAT THOSE PEOPLE
GROWING UP 1N THE LATE TWENTIETH CENTURY
DIPN'T WANT GO LS SO MUCH AS THEY

ICONOGRAPHY 13 ALL ABOUT.

PR R

T T

WANTED ROLES,” AND THAT'S WHAT VISUAL

=
.

5[ AS 1T HAPPENS, ONLY

70 POPULAR MEDIA
WERE IDENTIFIED BY
MILUHAN AS "COoL”
MEDIA-- THAT 18,
MEDIA WHICH

COMMAND AUDIENCE
INVCLYEMENT THROLIGH
ICONIC FORNIS.

VAT
S

= >, 7
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.
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ONE OF THEM
TELEVISION,
HAS REACHED INTO
THE LIVES OF EVERY

HUMAN BEING ON
EARTH--

--AND FOR BETTER

OR WORSE, ALTERED
THE COURSE OF
HUMAN AFFAIRS
FROM HERE ‘TIL

DooamsbAay, g

THE FATE
OF THE
O7THER ONE,

comics -
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