P~

WELL, ACTUALLY, THAT’S
WRONG. THIS 1S MOT A
PAINTING OF A PIPE, THIS IS
A DRAWJING OF A PAINTING
OF A PIPE,

. IT’S]\AO;%;%;%NDGC%GNN' =S hmmman
PY OFA |- ——

DRAWING OF A PAINTING A

OF A PIPE.

CHAPTER TWO NN =

[
THE VOCABULARY OF COMICS.
T T e e H L ESETNE| | ] TTL (YLERETT G ";'.:'_",','_'.|E“I!!'.
-' e H ”||1|||'|]||'|]|“ '||"1. | l'}.]_{['.' jE=s=2REE! "'|‘I —
| HERE'S A PAINTING ' THE INSCRIPTION 1S 1N i $7X, IF yOoU &
BY MAGRITTE CALLED "7#€ ERENCH. 7RANSLAZ7ELD, 'T MEANS CQPIES, FOLD THE PAGES =

ACTUALLY,

TREACHERY OF IMAGES.” " THIS K NOT A FIPE" BACK.

Lestorest pas une -

EEasmSEEsanarRANEsERERENTRETS
3 -!Eiﬁlns!;ﬁrzul!"ﬁr

I.HI.EI'I!_|_I|1;E.1""LH::'P-'llll""lfg ;.:'55'1:':;.’._:!:;r';_;"'.,f_._f?;_Iilljf;!:.'!'ill!j!f
Hiilfssscasestl T L I

THIS IS A

PAINTING | = | LY Do you 7 E o OGP
_ _ : . : - U DO, HAVE YOu Sic g
OF A PIPE. /- — _ _ HEAR WHAT IT'M EARS CHECKED, BECAUSE ) |

SAYINGY NO ONE SAID A WORD.

Leoi rrest pas une o=

SEE PAGE 216 FOR MORE INFORMATION.
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THESE ARE NOT IDEAS.

INGIOL SO

e

WELCOME
TO THE S7RANGE
AND WONPERFL/L
WORLD OF T;

/CON.

THIS 1S NOT\/ MY VOICE.

S —
THIS 1S NOT ME.

THIS 15 NOT A PLANET.

THIS 1S NOT FOOD.

KITCHEN
SNK

CPRESS
THIS 1S NOT A THIS I8 DT &

|
COMPANY. La

26

THIS 1S NOT SOUND.

THIS 15 NOT LAW.

t

ol

MENTS.

THESE ARE NOT SEPARATE
MO

NQOW, THE WORD
/CON MEANS
MANY THINGS.

THIS

5
PAPER IS

T

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

- FOR THE PURPOSES OF
THIS CHAPTER, I'M USING THE
WORD “7Corv"” TO MEAN ANY
IMAGE USED TO REPRESENT A
A PERSON, PLACE, THING OR
/DEA.

THEN THERE
| ARE THE ICONS
7| OF ZANGUAGE,
| $crenvceE AND
| commumrcarion.

THESE ARE THE
IMAGES WE USE TO
REPRESENT CUMEXTS,
/DEAS AND
PHILOSOPHIES.

[El S NS
[E&EFE]
=
$|z]0]¢
JLIEIE]
HDEE
REI=IE]

PRACTICAL
REALM,

AS RESEMBLANCE
VARIES, SO DOES THE
LEVEL OF ICONIC

SOMEWHAT CZLMSILY
SOME PICTURES ARE
JUST MORE 1CONIC
THAN OTHERS.

THAT'S A BIT BROADER

THAN THE DEFINITION

IN MY DICTIONARY,

BUT IT'S THE CLOSEST

THING TOWHAT T

NEED HERE.

11 |
"SYMBOL" IS A\
BIT TOO LOADPED

FOR ME.

«
i

i
T, all

o -

AND FINALLY, THE ICONS WE CALL P/ICTURES:
IMAGES DESIGNED TO ACTUALLY KESENVIBLE
THEIR SUBJECTS.

CONTENT.

OR 70 PUTIT
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IN THE /VO/V- IN PICTLURES,
PICTORIAL ]C,%r};d’rp @ 5 HOWEVER, o
MEANING 1S
iy A
DOESN'T AFFECT ACCORDING TO
THEIR MEANING m té APPEARANCE .
e pre
REPR = -
- APPEARANCE
”"}V’Z-%‘?f‘f m ® =/ TO VARYING
)
&)

4

DEGREES.

WORDS ARE TOTALLY

TRAC7 \ICONS. THAT IS, THEY THE LEVEL OF
Azaéﬁ'ﬁrz rfo RESEMBLANCE AT ALL ABSTRACTION VAR/ES.

TO THE REAL MCOY.

O7HERS. LIKE
YOURS TRULY, ARE
QUITE A BIT MORE
ABSTRACT AND, 1N
FACT, ARE VERY
MUCH Z/NLIKE

BUT IN PICTURES

SOME, LIKE THE
FACE IN THE
PREV/OUS PANE

P

SO CLOSELY RESEMBLE ANY HUMAN FACE

THEIR REAL-LIFE

COUNTERPARTS RS

TO ALMOST 7&/CK”
THE EYES

YOU'VE EVER SEEN/

P

Y5y
A{i.

SOMEWHAT
MORE ABSTRACT
1S 7478 STYLE
OF DRAWING
FOUND IN MANY
ADVENTURE
COMICS.

ONLY
QUTLINES
AND A HINT
QOF SHADING

ARE STILL

PRESENT, BUT
WE EASILY

RECOGNIZE
THIS AS A
HUMAN
FACE.

AS WE CONTINUE
TO ABSTRACT AND
SIPLIFY OUR IMAGE,
WE ARE MOVING FURTHER
AND FURTHER FROM THE
“REAL “ FACE OF THE
PHOTO.

WHY,
THEN, 1S THE
FACE ABOVE SO
ACCEPTABLE
TO OUR EYESY
WHY DQOES 1T
SEEM JUST AS
REAL AS THE
OTHERS?Y

CAN PUT THESE
PICTORIAL
/CONS
IN'SOME _SORT
\. OF ORDER.

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

DETAJLED, THEY DON'T
MQOVE. THEY LACK COLOR--
BUT AS PICTORIAL ICONS

GO, THEY ARE PRETTY
REALISTIC”

CONMMON
WISDOM HOLDS
THAT THE PHOTOGRAPH
AND THE REAL/ISTIC

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

1S THE SECRET
OF THE ICON
WE CALL--

29
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FILM CRITICS WILL THOUGH THE TERM 1S OFTEN USED THE ABILITY OF
SOMETIMES DESCRIBE DISPARAG/INGLY, |T CAN BE EQUALLY CARTOONS TO Fac/s
A L/VE-ACTION FILM WELL APPLIED TO MANY 7IMIE-7TESTED OUR ATTENTION ON
AS A "CARTOON" TO CLASS/CS. SIMPLIFYING CHARACTERS AND AN IDEA 1S, T THINK,
ACKNOWLEDGE THE IMAGES TOWARD A FPLURFPOSE CAN BE AN AN IMPORTANT PART

STRIPPED-DOWN
IVTENSITY OF A

SIMPLE STORY OR
VISUAL STYLE.

EFFECTIVE TOOL FOR

STORYTELLING IN OF THEIR SPECIAL
ANY MEDIUM, i POWER, BOTH IN COMICS
: AND IN DRAWING
CARTOONING ISN'T

GENERALLY.

JUST A WAY OF DRAWING,
IT'S A WAY OF
$EEING /

i

it

Ll

WHY WOULD ANV CONE,
i yOUNG OR OLD, RESPOND TO A
P2 CARTOON AS MUCH OR MORE
= THAN A BEALIS7IC
IVIAGE &

BUT I BELIEVE THERE'S
SOMETHING MORE AT
WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON--ESPECIALLY
OF A HUMAN FACE --
WHICH WARRANTS
FURTHER
INVESTIGATION.

THOUSANDS MILLIONS (NEARLY) ALL H/_/

ANOTHER 1S THE
LINIVERSALI7TY OF CARTOON
IMAGERY. THE MORE CARTOONY A
FACE 1S, FOR INSTANCE, THE MORE

PEQPLE IT COULD BE SAID TO
DESCRIEBE.

WHY 1S OUR CULTURE $©Q /N
THRALL TO THE SIMPLIFTED
ZEALITY OF THE CARTOONZ

GOPYRIGHT INFORMATION.

SEE PAGE 216 FORC

DEFI/NING THE

— THE FACT THAT BUT STILL MORE
. UR MIND I INCREDIBLE 1S THE
CARTOCRLWOILE, _ - : WHES AREYoR) CAPABLE QF TAKING FACT THAT YOU
ot oy Ao - ; Sy A CIRCLE, TW0 DOTS CANNOT AV0/D
OIS, BUT FOR i -y e 4 : AND A Z/NVE AND SEEING A FACE HERE.
e NG, 1O - _ r oz . ‘. TURNING THEM INTO YOUR MIND WON'T
EXAMINE CARTOONING - % ] | NO oy LMl acidilhis

AS A FORM OF : / Eél}l‘%?;‘}?f}? 3

AMPLIFICATION “ ;

THROUGH

WHEN WE BY STRIPPING
SIMPLIFICATION. A&'S?’FAE‘? AN IMAGE DOV AN IMAGE
THROUGH CARTOONING, TO ITS ESSENTIAL
WE'RE NOT SO MUCH “MEANING,” AN ARTIST
ELIVINATING DETAILS CAN A4MPLIFY THAT
AS ‘WE ARE FOCUSING MEANING IN A WAY
ON $SPECIFIC THAT REALISTIC
DETAILS. ART CANV'7.
REALLY SEEING 7
C
i e -

30 31
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ASK A FRIEND TO DRAW
YOU SOME SHAPES ON A
PIECE OF PAPER. THEY
SHOULD BE CLOSED
CURVES, BUT OTHER-
W/ISE CAN BE AS WEIRD
AND /RREGULAR AS

HE OR SHE WANTS. '
LET'S

SAY THE
RESULTS
LOOK
SOMETHING
LIKE

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 7/~

WE
HUMANS
ARE A

SELF-CENTERED /

RACE.

I — - — R - —

NOW -- YOU'LL FIND

WE SEE
OURSELVES

N
EVERYTHING.

WE
ASSIGN
IDENTITIES
AND EMOTIONS
WHERE NONE

AND WE
MAIKE THE
WORLD OVER
IN OUR
TMAGE.
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| mm—

FACING
OLTWARD.

WORN FROM
THE DAY YQU
WERE BORN.

COMMAND.

THAT'S
WHAT IT /S,
AFTER ALL.

SLAVE TO
YOUR EVERY
MENTAL

SEEN BY

EVERYONE
YOU MEET.

C'MON,
NOBODY'S
LOOKING.

ALL SET?

GQOD.

GQOOD. NOW, WHAT

CHANVGELD WHEN

YOU SMILED? WHAT
DID YOU SEE?Y

YET, You KNOW
YOL' SMILED/ NOT
JUST BECAUSE YOU
FELT YOUR CHEEKS
COMPRESS OR THE
CRINKLING AROUND
YOUR EYES/

NOTHING,
RIGHT.

You K/VOW YOU
SMILED BECAUSE
YOU TRUSTED THIS
MASK CALLED YOUR

FACE TO RESPOND/

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

WHEN TWO PEOPLE INTERRACT, THEY USLIALLY LOOK DIRECTLY
A7 ONE ANOTHER, SEEING THEIR PARTNER'S FEATURES IN
VIVipP DE7ANL.

2T s TG
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OF A FACE--

IDENTIFICATION, SIMAPLICITY AND THE
CHILDLIKE FEATURES OF MANY CARTOON

CHARACTERS ALSO PLAY A PART.

FTLLING LP”

THIS VERY /CONIC
(CARTOONY) FORM.

PIECE OF YOU.

WILL MATTER

EACH ONE 4ZSO SUSTAINS A CONSTANT AWARENESS OF HIS OR SOMETHING 1 DOL/E7 11! you APART FROM WHAT IT WOULD NEVER EVEN
HER M7V FACE, BUT 7478 MIND-PICTURE IS NOT NEARLY SO AS SIMPLE WOULD HAVE BEEN LITTLE I TOLD YOU OCCLR TO YOU TO ‘
VIVID; JUST A SKETCHY ARRANGEMENT... A SENSE OF SHAPE ... :}wosﬁs _ﬁgz /PTB!.; J@v}% cﬁﬁg%jvg gggig ‘I'\’JM %}:}9}51% }vzs\g ra«g " E:I 'JMr Léu\}s&CE
F ; ASIC -~ 7 ,
[OEEHEE C OEARRAE PMCMEW TO FULLY RECEIVE PRACTICALLY A WHAT I HAD FOR INSIDE YOUR
: THE MESSAGE” GLANK SLATE/ | | ZUNVCH OR WHERE T HEAD.
e T Poyr———— 2 GOT THIS S/ZLY
il SHENRE Y OLTFI7T” A CONCEPT:
1
] |
[ ‘1 e
; --AS A | ]V]
l CARTOON. = f //
THUS, WHEN YOU BUT WHEN YOU 1 BELIEVE THIS IS THE PRIMARY CAUSE OF YOU GIVE ME LIFE WHO 1 AM 1S BUT IF WHO I AM
LOOK AT A PHOTO OR ENTER THE WORLD QUR CHILDHOOD FASCINATION WITH CARTOONS, BY READING THIS IRRELEVANT., I'M MATTERS £LESS, :
REALISTIC DRAWING OF THE CAR7OCN-- THOUGH OTHER FACTORS SUCH AS UNIVERSAL BOOK AND BY JUST A LITTLE MAYBE WHAT T SAY THAT'S

THE THEORY, |
ANYWAY.

Y
r i - - ¢ / e . Q
- 3 : ARE8
1] | | 4 o N | AT fj (- > »
BN \ 45 \‘ L]_|JJ_
S =5 u 0P
--YOU SEE IT ins \J_ﬁ "‘l | i ] ipm
AS THE FACE --YOU SEE A AR I 1 ylbhz n
OF ANOTHER. YOURSELE -{ [ zan | i e 3 i !

THE CARTOON IS A

vaclum

INTO WHICH OUR
IDENTI7Y AND

.. AN EMIPTY SHELL
“THAT WE INHABIT
WHICH ENABLES
UuS TO TRAVEL IN

WE DON'T JUST
WE BECOME T/

OBSERVE THE CARTOON,

=
e

THAT'S
WHY T

\|f

36

WOULD
YOU HAVE

SO FAR, WE'VE ONLY DISCUSSED AACES, BUT THE PHENOMENON
OF NON-VISUAL SELF-AWARENESS CAN, T0 A LESSER DEGREE,
STILL APPLY TO OUR MWWHOLE BOD/ES. AFTER ALL, DO WE NEED

TO $EL OUR HANDS TO KNOW WHAT THEY'RE DOING ¥

37
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THERE'S
VIORE,
TOO/

ANOTHER REALM. DECIDED TO DRAW LISTENED TO ME
AWARENESS ARE MYSELF IN SUCH IF L LOOKED
PULLED... A SIMPLE LIKE 7A/8 77
S7TVLE. ~
) -t
- [ I ]

/7

I o

ILVEEA N

A L

N
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THE LATE GREAT VMARSHALL
MELUNAN OBSERVED A SIMILAR
FORM OF NON-V/SUAL AWARENESS
WHEN PEOPLE INTERACT WITH

INANIMATE OBJECTS.

. D i

WHEN DR/VING, FOR EXAMPLE, i
WE EXPERIENCE MUCH MORE THAN
OUR F/VE SENSES REPORT.

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

THE VEHICLE BECOMES AN EXTENS/ON
OF OUR BODY. IT ABSORES OUR SENSE
OF IDENTITY, WE ECOME THE CAR.

IF ONE CAR A/78 ANOTHER, THE DRIVER
OF THE VEHICLE BEING $7RUCK 1S MUCH
MORE LIKELY TO SAY:

THAN "HE HIT MY CAR "
OR "HIS (AR HIT MY CAR', FOR THAT MATTER.

QUR /DENTITIES AND AWARENESS ARE
INVESTED IN MANY /NANIMATE OFJECTS
EVERY DAY. QUR CLO7THES, FOR EXAMPLE,
CAN TRIGGER NUMEROUS TRANSFORMATIONS
IN THE WAY OTHERS SEE US AND IN THE
WAY WE SEE OURSELVES.

QUR ABILITY TQ
EX7TENZ OUR
IDENTITIES INTO
INANIMATE OBJECTS
CAN CAUSE PIECES
OF WOOD TO
BECOME

PIECES OF METAL
TO BECOME
HANDS...

PIECES OF PLASTIC
TO BECOME
EARS...

PIECES
OF GLASS
TO BECOME
EVES.

AND IN EVERY CASE,

OUR CONSTANT
AVWARENESS OF SELF--

-~ FLOWS QU/TWARD 10 INCLUDE THE
OBJECT OF OUR EXTENDED IDENTITY.

AND JUST AS QUR
AWARENESS OF QUR
&I0LOG/CAL SELVES
ARE SIMIPLIFTED
CONCEPTUALIZED
MAGES --

--S0O TOO 1S OUR AWARENESS OF 7HESE /
EXTENSIONS GREATLY SWVIFPLIF/ED.

ALL THE THINGS WE

of EFXPER/ENCE IN LIFE
CAN BE SEPARATED INTO
7O REALMS, THE A
REALM OF THE LN

-- AND
THE REALM
OF THE
SENSES.
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GRADUALLY

WE REACH
BEYOND

OURSELVES.

OUR IDENTITIES BELONG PERMANENTLY 10 THE
CONCEPRP7LAL WORLD. THEY CAN'T BE SEEN, HEARD,

SMELLED, 7OUCHED OR 7ASTED. THEY 'RE MERELY /DEAS.
AND EVERYTHING ELSE--AT THE START --BELONGS TO
THE SENSLAL WORLD, THE WORLD QUTSIDE OF US.

e

o ——

il 2

--WE LEND
TO THEM.

BY DE-EMPHASIZING THE AFPEARANCE
OF THE PAHYS/CAL WORLD IN FAVOR OF
THE JDEA OF FORM, THE CARTOON

PLACES ITSELF IN THE WORLD OF CONCEFTS.

£

THROUGH TRADITIONAL
AREAL/SM, THE COMICS
ARTIST CAN PORTRAY
THE VWORLD
WITHOL 7~

--AND POSSESS
IDENTITIES
OF THEIR

OWN.

--WITH THE
LIFE--

MAY SEEM TO POSSESS
SEPARATE IDENTITIES
SO THAT 1IF ONE
SUMPED UP AND
STARTED SINGING
IT WOULDN'T FEEL
OUT OF PLACE,

--AND ‘T;ROUGH VWHEN
THE CARTOOWN, CARTOONS
WE ENCOUNTER AND OF THE WORLD AROUND US. AND SOON WE - THE WORLD ARE USED
. THE $/GH7, SMELL H |7 b e DISCOVER THAT | § WI7H7NV. THROUGHOUT
70UCH, TASTE AND il NS FRY OBJECTS OF THE |~ A STORY, THE
. SOUND OF OUR 1 PHYSICAL WORLD OF
OWN BODIES. WorRLD CAN | THAT STORY
- ALSO = MAY SEEM TO
CROSS OVER-- PLLSE WITH
1 - ,: |
e X I
: —
(o]
| o &)
INANIMATE OBJECTS BUT IN EMPHASIZING IF AN ARTIST -~REALISM OF

THE CONVCEFPTS OF
OBJECTS OVER THEIR

WANTS TO PORTRAY
THE BEAUTY AND

PHYSICAL APPEARANCE, COMPLEX1TY OF THE
MUCH HAS TO BE PHYSICAL
OMII7TTED. WORLD--

\
b D

!

AN e i

BN

SOME SORT IS
GOING TO PLAY A
PART.

TN N
i
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WHEN DRAWING THE FACE AND
FIGURE, NEARLY AZL COMICS ARTISTS
APPLY AT LEAST SOME SMALL MEASURE
OF CARTOONING. EVEN THE MORE

REALISTIC APVENTLURE ARTISTS--

STORYTELLERS IN AZL MEDIA
KNOW THAT A SURE INDICATOR OF
AUDIENCE INWVOLVEIMENT--

-1S
THE DEGREE
TO WHICH THE
AUDIENCE
IDENTIFIES
WITH A STORY'S
CHARACTERS.

¢

qc
({._

7 ]

--ARE A FAR CRY FROM
PHOTO-REALISTS !

AND SINCE WEWER-IDENTIFICATION |
IS A $PEC/ALTY OF CARTOONING, ]
CARTOOUNS HAVE HISTORICALLY HELD =
AN APVANTAGE N EREAKING IN7O
WORLD POFULAR CULTURE.

ON THE OTHER HAND, NO

ONE EXPECTS AUDIENCES TO
IDENTIFY WITH BR/CK WALLS
OR LANDSCAPES AND /NDEED,

I\ BACKGROUNDS TEND TO BE Lol
SLIGHTLY WIORE REAL/ST/C. Al i

T

IN SOMIE COMICS, THIS SPLIT 1S
FAR MORE PRONOLIVCED. THE
BELGIAN “CLEAR-LINE” STYLE

OF HERGES 7/N 77NV COMBINES
VERY ICONIC CHARACTERS WITH
UNUSUALLY REALIST/C BACKGROUNDS,

TINTIN @ EDITIONS CASTERMAN.

CHARACTER AND

THIS COMBINATION ALLOWS READERS TOMSK THEMSELVES IN A
SAFELY ENTER A SENSUALLY

7
/«{( _

X

S

TIMULATING WORLD.

ONE SET OF
LINES TO SEE.
ANOTHER SET OF
LINES TO BF.

IN THE WORLD OF
ANMATION, WHERE
THE EFFECT HAPPENS
TO BE A PRACTICAL
NECESSITY, DISNEY
HAS USED IT WITH
IMPRESSIVE RESULTS

FOR QVER 50 YFARS/

IN EL/ROPE 1T CAN
BE FOUND IN MANY
POPULAR COMICS,
FROWM AS7&E&/Xx TO
TINTIN TQ WORKS OF
JSACQUES TARDY.

IN APAN, ON THE OTHER HAND, THE
MASKING EFFECT WAS, FOR A TIME,
VIRTUALLY A MAZ/ONAL STYLES

ART @ HAYASI AND OSIMA.

IN AMER/ICAN COMICS, THE EFFECT 1S USED
FAR LESS OF7EN, ALTHOUGH IT HAS CREPT LIP
IN THE WORKS OF ARTISTS AS DIVERSE AS
CARL BARKS, JAIME MERMANDEZ AND IN
THE TEAM OF DAVE S/ AND GERHARD.

THANKS TO THE
SEMINAL INFLUENCE
OF COMICS CREATOR
OSAMU TEZUKA,
JAPANESE COMICS HAVE
A LONG, RICH HISTORY
OF ICONIC CHARACTERS.

BUT, IN
RECENT|DECADES
JAPANESE FANS ALSO
DEVELOPED A TASTE
FOR ALASH Y, PHOTD-
REALISTIC ART.

CEREBUS @ DAVE SIM.
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SOON, SOME OF THEM
BUT REALIZED THAT THE
JAPANESE

COMICS ARTISTS

TOOK THE IDEA

THE RESULTANT HYBRID STYLES
HAD TREMENDQUS ICONIC RANGE, FROM
EXTREMELY CARTQONY CHARACTERS TO

NEAR-PHOTOGRAPHIC BACKGROUNDS.

OB/ECTIFYING POWER
OF REALISTIC ARTS
COULD BE PUT TO

1 Z/KE THE
MASKING EFFECT,
PERSONALLY, BUT IT'S

MANY
OF WY
FAVORITE

STILL, T HOPE THE JAPANESE
PERSPECTIVE ON CARTOONING HELPS
DEMONSTRATE THAT ONE'S CHOICE

1 i —— e —

A STEP
FURTHER.

O7HER LUSES

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

--O7THER CHARACTERS

WERE DRAWN MORE
REALISTICALLY IN ORDER
10 OBSECT/FY THEM,
EMPHASIZING THEIR
"OTHERNESS " FROM

LIKE THIS SWORD
MIGHT BE VERY
CARTOONY \N ONE

SEQUENCE--

JUST ONE OF MANY
POSSIBLE APPROACHES
TO COMICS ART.

ARTISTS USE
IT VERY
RARELY.

OF STYLES CAN HAVE CONSEQUENCES
FAR BEYOND THE MERE 200X "
OF A STORY.

DUE
TO THE “L/FE”

IT POSSESSES AS
AN EXTENSION OF

MY CARTOON

AS I WRITE THIS,

IN 1992, AMERICAN
ALDIENCES ARE JUST
BEGINNING TO REALIZE
THAT A SIMPLE S7TYZE
DOESN'T NECESSITATH

THE PLATONIC IDEAL

OF THE CARTOON
MAY SEEM TO
OMIT MUCH OF
THE Avig/ciry

BUT SIMPLE ELEMENTS
CAN COMBINE IN
COMPLEX WAYS, AS
" ATOMS BECOME
MOLECULES AND

;o

CHARACTERIZATION LIFE.

WHICH ARE THE
HALLMARKS OF
MODERN
LITERATURE,
LEAVING THEM
SUITABLE ONLY
FOR CH/LDREN.

IDENTITY/ SIMPLE S7ORY.

TR G

Y f"." s ik

e THE READER.

S S CAIVORT FALE

art spige/mimn y

al

MALUS © AND T.M. ART SPIEGELMAN

ART @ HAYASI AND OSIMA.

-

IN JAPANESE COMICS, THE SWORD MIGHT NOW IN THIS AND IN O7HER AND Z/KE THE ATOM,
BUT BECOME VERY REAL/STZC, NOT ONLY TO SHOW US WAYS, COMICS IN GREAT POWER IS
SUPPOSE THE DETAILS, BUT TO MAKE US AWARE OF THE JAPAN HAVE EVOLVED LOCKED IN THESE
I NOTICE SOME SWORD RS AN O&/EFC7, SOMETHING WITH WEGHT, VERY DIFFERENTLY FEW SIMPLE LINES.
MYSTERIOUS TEXTLRE AND PHYSICAL COMPLEXITY. FROM THOSE IN THE WEST.
WERITIVG CARVED
ON THE SWORD'S
LT o
THERE'S
A LOT MORE TO
CAR7OCONS
e THAN MEETS
THE EYE/
T . !
2 2] o . |
| A =2 WE'LL RETURN -
. = g T TO THESE DIFFERENCES ’
SEVERAL TIMES RELEASEABLE ONLY
DURING THIS BOOK, BY THE READER'S MIND.

45




L = —

7 MOST AMERICAN
COMICS, NOTABLY
COMIC BOOKS, HAVE
LONG EMPHASIZED THE
DIFFERENCES

MEANING
RETAINED.

W._‘
: =L 4

“REALITY"

| e
D SINATRA DURING

WAR BUT ¢

WHY IS CHOCOLATE CHIP s0 POPY
HETAL BOLTS AND OTHER SUBST]
IVING A GRAY PLYMOUTH RELIA
NEW FRIEND UNDERNEATH MY P|
[ITLED THE STORY OF MARGERIN

REDUCED THIS FACE
T0 700 DO7S AND
7RO LIVES. 1S OUR
[CONVIC ABSTRACTION
SCALE COMPLETE”

--ARE THE
ULTIMATE
ABSTRACTION.

THE SCALE\- - — e CAN ANY -- AND "GOOD" COMICS WORDS, PICTURES AND
SHOWS SEVERAL “—— E = = CONFIGURATION WRITING AS THOSE IN WHICH OTHER ICONS ARE THE
O L Lo Iy i S - = H | oF wvx oV PAPER AND DRAWING THE COMB/NVATION VOCABULARY oF
PROGRESSIONS. LET'S FHiee] (@] 09) o] @ | | BE MORE ABSTRACTED ARE SEEN AS OF THESE VERY THE LANGUAGE CALLED

CONCENTRATE ON ove ——— %= & W ] | FROM REAL/ 7Y™ SEPARATE DIFFERENT
AND SEE IF WE CAN = = DISCIPLINES, FORMS OF EXPRESSION COM ICS.

e —— X SMPLE [ N Rrrsrs Al 1S THOUGHT TO BE )

. ————— COMPLEX ——> 5| ] ARTIS7TS AS A ) ON PAPER JUZ N PAPE]
= — SEPARAT: ARRVOINRAS mw
= - UsT s
= = _ BREED 1 LEIET L
== ——————1 REALISTIC ——> ICONIC r /H\/\' BUT NES ES ON A
— = ) JUST HOow PER J{
E ————— / = “DIFFERENT" SENT
= —— OBJECTIVE—> SUBJECTIVE ARE b
e L = : = = ‘[.’ { SONHA
T —— e e - =3 UST LiN SST LING
= ' sE= lh"\3. ™ ?Nh:sspgn ~EQ
= ¥ )/— sPeciFic—> UNIVERSAL |— AT 1 TT] s
= y —— |-~ YET STILL REPRESENT|| [ 11 | 4 ] (o

= — | amcE AGCDIARLY ; —H |/ N 1S ¢
___ —_—— ———— AS A8 ONEY q: l [; ] FT : ;

A SINGLE

- > WITHOUT SEVERAL AND
R e S zAL;{)I;]Ez - IT, COMICS FACTORS HAVE AMONG
L/AG WILL CONTINUE CONSFIRED THEM LIE
DESERVES A TO L/IMP ALONG AGAINS7 comics SOME OF
b ) — — # e e SINGLE, UNIFIED Asc_y’%gﬂg;w QE‘%E‘}VTNG THE QUR VERY
IFEIED
2 VOCABULARY, o

IDENTITY

INSTINCTS.
IT NEEDS.

PICTURES.

N
I SAY -
THE ANSWER JUST DRAW
IS YES A LINE S7TRAIGHT
DOWN FROM EACH
OF THE Z0O7§ TO
HERE'S A THIS HEIGHT FOR
PART OF THE i THE ANSHER
SOLUTION, |
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BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAF, WITH A COMMON
PURPOSE: TO MAKE COMICS OF ‘QI/ALITY

THE ARTIST KNOWS
THAT THIS MEANS
MORE THAN JUST
S7T/CK-FIGLRES AND
CRLIPE CARTUONS.
HE SETS OFF IN SEARCH
OF A HIGHER ART.

THE WRITER KNOWS
THAT THIS MEANS
MORE THAN JUST
OOF” Pow” FLAMS
AND ONE-A-DAY
GAGS. SHE SETS OFF
IN SEARCH OF
SOMETHING DEEPER,

PICTURES ARE RECEIVELD
INFORMATION. WE NEED NO
FORMAL EDUCATION TO ‘GE7 74~
MESSAGE” THE MESSAGE 1S
JINSTAN 7ANEOL'S.

WRITING 1S PERCE/VED
INFORMATION. IT TAKES TIME
AND SPECIALIZED KNOWLEDGE TO
DECODE THE ABSTRACT SYMBOLS
OF LANGUAGE.

..—-'xi: 4

IN MUSEUMS AND IN
LIBRARIES, THE ARTIST
FINDS WHAT HE'S LOOKING
FOR. HE STUDIES THE
TECHNIQUES OF THE GREAT
MASTERS OF WESTERY
AR7, HE PRACTICES

NIGHT AND DAY.

SHE 700 FINDS WHAT
SHE'S LOOKING FOR, IN
THE GREAT MASTERS OF
WESTERN LITERATURE,
SHE READS AND WRITES
CONS7ANTLY, SHE
SEARCHES FOR A VOICE
UNIGLELY HERS.

) ¥ |

FINALLY, THEY'RE READY. BOTH HAVE
MASTERED THEIR ARTS. HIS BRUSHSTROKE
1S NEARLY /VV/S/BLE IN ITS SUBTLETY,
THE FIGURES PURE M/CHAELANGELO.
HER DESCRIPTIONS ARE LPAZZLING.
THE WORDS FLOW TOGETHER LIKE A
SHAKESPEAREAN SOVNET,

1.}

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

-

-2-0)-FACE

'TWO EYES, gmg;/
= ONENOSE, mp £7 20257

ONE MOUTH.

RECEIVED s = 545 4

WHEN PICTURES
ARE MORE ABSTRACTED
FROM "REALITY! THEY
REQUIRE GREATER' LEVELS
OF PERCEPTION,
MORE LIKE
WOR.

WHEN WORDS
ARE BOLDER, MORE DIRECT,
THEY REQUIRE ZOWER LEVELS
OF PERCEPTION AND ARE
RECEIVED SAS7ER,
MORE LIKE
PICTURES:.

TWO EYES, T4 a
= ONE NOSE, = gﬂﬁfﬁ?

ONE MOUTH.

- PERCEIVED

OUR NEED FOR A
UNIFIED ZANGUAGE
OF COMICS SENDS US
TOWARD THE CENTER
WHERE WORDS AND
PICTURES ARE LIKE
TWO SIDES OF oveE

. comw f

48

BUT OUR NEED FOR
SOPHISTICAT/ION
IN COMICS SEEMS
10 LEAD US
OUTWARD, WHERE
WORDS AND PICTURES
ARE MOST $EPARATE.

—

—T] % ~
pia

i

>iUTURE _<
~~ CAN THEY BE

BOTH ARE WOR7A>
ASPIRATICNS.
BOTH STEM FROM A
LOVE OF COMICS AND
A DEVQOTION TO ITS

RECONCILED 7

I SAY THE ANSWER

IS Y£S BUT SINCE
THE REASONS BELONG
IN A DIFFERENT
CHAPTER, WE'LL
HAVE TO COME BACK
T0 THIS ZA7ER.
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ICONIC
ABSTRACTION
1S ONLY ONVE
FORM OF
ABSTRACTION
AVAILABLE TO
COMICS ARTISTS.

€00 00 A Ea o2

USUALLY THE WORD
“ABSTRACTION" REFERS TO THE
NON-/CON/C VARIETY, WHERE
NO ATTEMPT 1S MADE TO CLING
TO RESEMBLANCE OR MEANING.

THE TYPE OF
ART WHICH OFTEN
PROMPTS THE QUESTION:
WHAT POES /7
MEAN ="

EARNING
THE REPLY
1T MEANS
WHAT 1T

s’

THIS 1§

Slealily

THE REALM OF THE
ART OB8JECT7, TH
PICTURE PLANE, W
SHAPES, LINES AND
COLORS CAN BE
THEMSELVES AND
NOT PRETEND
OTHERWVISE

E
HERE

B i iy s ' S e i i i i

THE AREA DESCRIBED
BY THESE 3 VERTICES--
"REALITY, LANGUAGE AND
THE PICTURE PLANE --
REPRESENTS THE TOTAL
PICTORIAL VOCABULARY
OF COMICS OR OF AVY
OF THE VISUAL

BELOW ME,

ARTS.

\
© '\ FACE gz

Zanguage

MOST COMICS ART
LIES NEAR THE
BO77OM-- THAT 18,
ALONG THE /CON/IC
ABSTRACTION SIDE
WHERE EVERY LINE
HAS A MEANING.

NEAR THE LINE, BUT
NQT NECESSARILY
ON IT! FOR EVEN
THE MOST §7RA/GHT-
FORVWARD LITTLE
CARTOON CHARACTER
HAS AMEANINGLESS”
LINE OR TWO/

IF WE INCORPORATE
LANGUAGE AND
OTHER ICONS /NV70
THE CHART, WE CAN
BEGIN TO BUILD A
COMPREHENSIVE
MAP--

-~ OF THE
UNIVERSE
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1. MARY FLEENER at her most abstract. 2.
MARISCAL's Piker. 3. DAVE McKEAN
employing one of the many styles found in his
saries CAGES. 4. MARC HEMPEL's
GREGORY. 5. MARK BEYER. 6. LARRY
MARDER's Bsanish from TALES OF THE
BEANWORLD. *Resembling® nothing ever seen
(hence all the way to the right), Marder's beans
walk the line from design to meaning. 7. SAUL
STIENBERG. 8. PENNY MORAN VAN-
HORN from THE LIBRARIAN. 9. LORENZO
MATTOTI in FIRES (© Editions Albin Michal
S.A.) combi deaply imprassioni hghtmg
with iconic forms and strong, design-oriented
compositions. In other words, he's a hard one to
place. 10. ALINE KOMINSKY-CRUMB.
11. PETER BAGGE's Chuckie-Boy from
NEAT STUFF. Compare to 39. 12. KRISTINE
KRAYTTRE. 13. REA IRVIN. THE SMYTHES
© Field Newspapar Syndicate. 14. STEVE
WILLIS's Morty. 15. PHIL YEH's FRANK
THE UNICORN. 16. JERRY MORIARTY's
“Jack Survives". Based closely on real world
light and shadow, but decomposed ini{? rough
shapes. Similar effects are found in no.s
8,18,19,20 and 34, 17. JEFF WONG's art for
Scott Russo's JIZZ. 18. ROLF STARK's
expressionistic RAIN. 18. SPAIN's
TRASHMAN. 20. FRANK MILLER's THE
DARK KNIGHT RETURNS, Batman @ D.C.
Comics. Batman created by Bob Kane. 21.
WILLIAM MESSNER-LOEBS's Wolverine
MacAlistair from JOURNEY. 22. DON
SIMPSON's MEGATON MAN. Beginning fram a

ALL COPYRIGHTS
HELD BY THE
CREATOR LINLESS
OTHERWISE

/ Keep in mind that

L these are my copies of
the original drawings.

i'w 79 80 8|

oobity”

c

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

realistic anatomical base, Simpson distorts and
exaggerates M.M.'s features to the brink of
abstraction. 23. MICHAEL CHERKAS from
SILENT INVASION, @ Cherkas and Hancock.
24. RICK GEARY. 25. PETER KUPER.
26. GARRY TRUDEAU's DOONESBURY.
27. LYNDA BARRY. 28. SAMPEI
SHIRATO. 29. CHARLES BURNS's BIG
BABY. 29 1/2. (Whoops) CLIFF
STERRETT. The character pictured here (from
POLLY AND HER PALS) might balong a bit lowar,
but Sterrett's an, like Flesner's often heads
upward toward the wildly abstract, P.AHP.is ©
Mewspaper Features Syndicate, Inc. 30.
SERGIO ARAGONES's GROO THE
WANDERER. Simple, straightforward, but with a
strong gestural quality that always reminds us of
the hand that holds the pen (also true of
14,28,31,41). 31. ROBERTA GREGORY's
Bitchy Bitch from NAUGHTY BITS. 32. DAVID
MAZZUCCHELLI from BATMAN: YEAR ONE.
Commissionar Gordon © D.C. Comics. Ias,
JOSE MUNOZ from “Mister Conrad, Mistar
Wilcox™, © Munoz and Sampayo. 34. CAROL

R E P

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 fram TRITON. 39.
PETER BAGGE's Buddy Bradlay from HATE.
Compare 1o 11. 40. SETH. 41. MARK
MARTIN. 42, JULIE DOUCET. 43.
EDWARD GOREY. 44. CRAIG
RUSSELL's Mowgli from Kipling's THE JUNGLE
BOOKS. Russell's characters are as finely
observed and realistically based as Hal Foster's
or Dave Stevens' but with an unparalleled sense
of design that draws them toward the upper
vertex. Lately, Russell has been moving a bit
higher and toward the right in some cases. 45,
GOSEKI KOJIMA from KOZURE OKAMI

("Woll and Cub") © Koike and Kojima. 46.

EDDIE CAMPBELL's ALEC. Realistic in tona,
but also gestural and spontanecus. The process
of drawing isn't hidden from view. 47. ALEX
TOTH. Zorro @ ZorroProductions, Inc. Art @
Walt Disney Productions. (Zorro created by
Johnston MeCullay). 48, HUGO PRATT's
CORTO MALTESE © Casterman, Paris-Tourmai,
49. WILL EISNER from TO THE HEART OF
THE STORM. 50. DORI SEDA. 51. R.
CRUMB swings between realistic and caroony
characters, usually staying about this high but
occasionally venturing upward. 52. STEVE
DITKO. 53. NORMAN DOG. 54,
VALENTINO's NORMALMAN sits a bit to the
right and up from his current SHADOWHAWK
(whose iconic mask made him a bit harder to
place). 55. ROZ CHAST. 56. JOOST
SWARTE's Anton Makassar. 57. ELZIE
SEGAR's POPEYE © King features Syndicata,
Inc. 58. GEORGE HERRIMAN's “Offissa
Pupp® from KRAZY KAT. @ International feature
Service, Inc. 59. JIM WOODRING's FRANK.
60. NEAL ADAMS. from X-MEN © Marval
Entertainment Group, Inc. (X-Men created by Lee
id Kirby). 61. GIL KANE from ACTION
COMICS @ D.C. Comics, Inc. 62. MILTON
CANIFF's STEVE CANYON. 63. JIM LEE.
Nick Fury appearing in X-MEN @ Marval
Entertainment Group, Inc. 64. JOHN BYRNE.
Superman @ DC Comics, Inc. (Superman
created by Jerry Siegel and Joe Schuster). 65.
JACQUES TARDI from LE DEMON DES
GLACES © Dargaud Editeur. 66, JEAN-
CLAUDE MEZIERES. Laureline from tha
VALERIAN series, © Dargaud Editeur. 67.
BILL GRIFFITH's ZIPPY THE PINHEAD. 68.
JOE MATT. 68. KYLE BAKER from WHY |
HATE SATURN.70. TRINA ROBBINS's

MISTY. @ Marvel Entertainmant Group, Inc. 71.
RIYOKO IKEDA's Oscar from THE ROSE OF
VERSAILLES. 72. GEORGE McMANUS.
BRINGING UP FATHER @ International Feature
Saervice, Inc. 73. CHARLES SCHULZ's
Charlie Brown from PEANUTS @ United Features
Syndicate, Inc. 74. ART SPIEGELMAN from
MAUS. 75. MATT FEAZELL's CYNICALMAN

76. The company Logo. The picture as symbol.
77. Title Loge. The word as object. 78. Sound

Effect. The word as sound, 79. TOM KING's
SNOOKUMS, THAT LOVABLE TRANSVESTITE,
a photo-comic, 80. DREW FRIEDMAN, B81.

DAVE STEVENS. 82. HAL FOSTER.
TARZAN created by Edgar Rice Burroughs. 83.
ALEX RAYMOND. Flash Gordon @ King
Features Syndicata, Inc, 84. MILO
MANARA. 85 JOHN BUSCEMA. The
Vigion @ Marvel Entertainment Group. B6.
CAROL LAY's Irene Van de Kamp from GOOD

GIRLS. A bizarre character, but drawn in a very

straightforward  style. 87. GILBERT
HERNANDEZ. 88. JAIME HERNANDEZ.
B8. COLIN UPTON. 80. KURT
SCHAFFENBERGER. Superboy © D.C.

Comics. 81. JACK COLE's PLASTIC MAN, @&
D.C. Comics. 92. REED WALLER's OMAHA
THE CAT DANCER © Waller and Worley. 93,
WENDY PINI's Skywise from ELFQUEST. @
WaRP Graphics, 94. DAN DE CARLO.
Veronica © Archiea Comics. 95. HAROLD
GRAY's LITTLE ORPHAN ANNIE. @ Chicago
Tribune- New York News Syndicate. 96.
HERGE's TINTIN © Editions Casterman. 97.
FLOYD GOTTFREDSON. Mickey Mouse ©
Walt Disney Productions. 98. JEFF SMITH's
BONE. #9. Smile Dammit. 100. COLLEEN
DORAN's A DISTANT SOIL. 101. ROY
CRANE's CAPTAIN EASY @ NEA Service, Inc.
102. DAN CLOWES. 103. WAYNO. 104.
V.T. HAMLIN's ALLEY OOP @ NEA Service,
Inc. 105. CHESTER BROWN. 106. STAN
SAKAIl's USAGI YOJIMBO. 107. DAVE
SIM's CEREBUS THE AARDVARK. 108.
WALT KELLY's POGO @ Selby Kally. 108.
RUDOLPH DIRKS's HANS AND FRITZ @ King
Features Syndicate, Inc. 110. H.C. “BUD"
FISHER's Jefi from MUTT AND JEFF @
McNaught Syndicate, Inc. 111. MORT
WALKER's HI AND LOIS © King Features
Syndicate, Inc. 112. OSAMU TEZUKA's
ASTROBOY. 113. CARL BARKS. Scrooge
McDuck © Walt Disney Productions. 114.
CROCKETT JOHNSON's Mister O'Malley
from BARMABY © Fiald Newspaper Syndicate,
Inc. 115, PAT SULLIVAN's FELIX THE CAT
© Newspaper Feature Service. 116. UDERZO.
ASTERIX by Goscinny and Uderzo © Dargaud
Editeur.
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CYMICALMAN & MATT FEAZELL.

MOST QF THE
PRECEDING EXAMPLES
WERE PLACED ON OUR
CHART BASED ON THE
DRAWING STYLES USED
ON $EFC/F/C
CHARACTERS.

T A
At .

-y

EACH CREATOR
EMPLOYS A RANGE
OF STYLES, THOLIGH,
AND MANY OCCUPY
SEVERAL PLACES ON
THE CHART DURING A
GIVEN PROJECT. ,

W = T

SOME,
LIKE MATT
FEAZELL'S
CYN/CALMAN,
KEEP TO ONE
AREA

L

CONSISTENTLY

MARY FLEENER, ON
THE OTHER HAND, VARIES ONLY
SL/GHTLY IN HER LEVEL OF /JCONIC
CONTENT, WHILE THE LEVEL OF

JVON-1CONIC ABSTRACTION GOES
NEARLY FROM 70 70 80770M/

ART @ MARY FLEENER.

THE COMBINATION OF EXTREMELY /COV/C
CHARACTERS AND ENVIRONVMENTS, NMIXED
WITH S/MPLE, DIRECT LANGL/AGE AND A

SOUND EFFFCT OR TWO WOULD GIVE US
A SHAPE SOMETHING LIKE 74/§-

: BUT
OTHERS RANGE

FROM ONE END
\.T0 THE QTHER

CONS/DERABLY \«
OF THE CHART /",

WE'VE ALREADY
DISCUSSED THE _
RANGE OF HERGE
AND OTHERS WHO
CONTRAST /CONVIC
CHARACTERS WITH
REALISTIC
BACKGROUNDS.

EY /! coME
TA THINK OF
IT-.. WHAT |
AFouT

THAT'S RIGHT !/ IF HE'S STILL
LOOSE ... THERE'S NO TELLING
WHATLL HAPPEN #/ |

STAKED QUT A MI/DPLE GROUNL QF
[CONIC FORMS WITH A SENSE OF THE

IN THE MID-SIXTIES, JACK
AXTREY, RLONG WITH S7AN LEE,

RKEAL ABOUT THEM, BOLSTERED BY
A POWERFUL DESIG/NV SENSE .

_ r/=
= < A 2 e
2 W 1 L )
| _l_ ART: JACK KIRBY AND JOE SINNOTT (MY FACSIMILE)
| 4(_ SCRIPT: STAN LEE.
: % _ > A FIGHT STARTED ON HIS
Sound on' CEARLY RO LEFT 70 RIGHT e s MDY AN RGN B R Ao T
ound on' FROM. REALISM TO CARTIONING MAINSTREAM COMICS STILL FOLLOW ORS ARE PRETTY MOCH
T 2 il o /& IND KIRBY’S LEAD FOR STORYTELLING, BUT OKAY.
AL_JoK. Letsron BUT VENTURES VERY Z/772E INTO THE DESIRE FOR MORE REAL/ST/C ART NICHOLAS FOCKS.
Vision T AR STl AND MORE ELABORATE SCRIPTS HAS EXPE% Hind 10 START
oy - PUSHED ART AND STORY FURTHER ARy MOMENT. USS12
[ AFART IN MANY CASES. ;
0 JI
ES 2
3;: e,
< ©
J\.
o ‘ - L
A ai
AT T ART FROM COLOR PANELS TRACED FOR REPRODUCTION. ART: JIM LEE AND SCOTT WILLIAMS (FACSIMILE)

54 ©MARVEL ENTERTAINMENT GROUP, INC. 55

SCRIPT: CHRIS CLAREMONT.



——

i —— = —

IN THE EIGHTIES AND NINETIES,
MOST OF THE COUNTERCULTURE OF
INDEPENDENT CREATORS, WORKING MOSTLY
IN BLACK AND WHITE, STAYED TO THE R/G4/7
OF MAINSTREAM COMICS ART WHILE
COVERING A BROAD RANGE OF
WRITING STYLES.

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

SEE PAGE 216 FOR COPYRIGHT INFORMATION.

IRONIC THAT THE
TWO BASTIONS OF
CAR7TOONY ART ARE
UNDERGROUND AND
CHHLDRENE COMICST

PRETTY FAR AFART
AS GENRES GO/

G
4

t
l e ‘/g:l }_l 4

SOME ARTISTS, SUCH AS THE
IRREPRESSIBLE SERG/O ARAGONVES,
STAKED THEIR CLAIM ON A PARTICLILAR
AREA LONV& AGCO AND HAVE BEEN
QUITE HAPPY SINCE.

SERGIO AND GROO @ SERGIO ARAGONES.

o6

V27

QOTHERS, SUCH AS ZAVE MsKEAN.
ARE FOREVER ON 7HE MOVE,

L —| EXPERIMENTING, TAKING CHANCES,
IS NVEVER SATISFIED. @

Ul
1
A 7

ey

© o W e

) i

ART (LEFT) @ DAVE McKEAN, (RIGHT) & D.C. COM

WHEN AN ARTIST 1S DRAWN
TO ONE END OF THE CHART OR
ANOTHER, THAT ARTIST MAY BE
REVEAL/IVG SOMETHING ABOUT HIS
OR HER STRONGEST VALLES AND
LOYALTIES IN ART.

THOSE WHO APPROACH THOSE
THE LOWVER [EFT, AT THE 70~
FOR EXAMPLE, ARE BY THE
PROBABLY ATTRACTED BEAUTY OF
BY A SENSE OF THE ; ART.
BEALTY OF MATLLE

FOR COMICS TO #a724%E5 BUT EACH ARTIST

AND AS A MECIL/M, |T MUST BE HAS D/EFERENT INNER
THOSE ON CAPABLE OF EXPRESSING EACH NEEDS, DIFFERENT POINTS
THE RIGHT ARTIST'S /WWNERMOST OF VIEW, DIFFERENT
BY THE BEAUTY NEEDS AND /DEAS. FASSIONS, AND SO NEEDS TO
OF /DFAS. FIND DIFFERENT FORMS

OF EXPRESSION. *

THE ENTIRE

HISTORY OF VISUAL ARTS AND NEARLY
BELONGS IN THIS SPACE. EVERY MOVEMENT OR
MONET SET UP HIS EASEL MANIFESTO PLANTED ITS
LONG THE ZEFT7 FACE, FLAG AND LOUDLY PROCLAIMED
MONDRIAN AT THE 705 THE DISCOVERY OF THE
REMBRANDT LOWER LEF7, ONLY PATCH OF GROUND

MATISSE RIGHT ABOVE WORTH BLILDING ON.

WHERE 1M STANDING.

* CHECK OUT WASSILY KANDINSKY'S TERRIFIC 1912 ESSAY, " ON THE PROEBLEM OF FORM!

57



COMICS
ARTISTS HAVE
A UNIVERSE OF
ICONS TO CHOOSE

1IT'S EXPANDING
ALL THE TIME/

OURS 1S AN INCREASINGLY

SYMBOL-OR/ENTEFL CULTURE.

— ¥
A,
i@
BY DRAWING o A DEI\Ef(I:Srng e
BORDERS ARQUND THE o Rl oy
VOCABULARY OF COMICS, T \ ;? o gh iy
HOPE T HAVEN'T MADE IT 4y o
SEEM SMALLER THAN fT 3Ry, A
1T 1S. o ¢ F o
: : 2
ATy ﬁ'
QY )
}';\ ﬂ)’
¥ e i
c.‘f/’“)
o i ’{J {d:(,.) 7L 1
S ), AR
i
- a8 I
a7 | 5:1/ A4
L A ' - 11 i ot

THERE 15 NO LIFE HERE
EXCEPT THAT WHICH YOU
GIVE TO IT.

AS THE 7#VEN 7Y~

TS YOUR JOB TO

RSy SEN T s || | CREATE AND ReCREATE
', £
JCONOGRAPHY MAY | | ME MOMENT By

MOMENT, NOT JusT

FINALLY HELP US THE CARTOONIST'S.

REALIZE A FORM OF
LN/VERSAL

COMMENICATION.,

SOCIETY
1S INVENTING NEW
SYMBOLS REGULARLY,
JUST AS comrcs
ARTISTS DO.

IT'S BEEN QVER 7WENTY YEARS SINCE
MELUHAN FIRST OBSERVED THAT THOSE PEOPLE
GROWING UP IN THE LATE TWENTIETH CENTURY
DIDN'T WANT GOALS" SO MUCH AS THEY
WANTED ROLES,” AND THAT'S WHAT VISUAL
ICONOGRAPHY 1S ALL ABQOUT.,

e R

AT

—
{ AS 1T HAPPENS, ONLY

7WC POPULAR MEDIA
WERE IDENTIFIED BY
MELUHAN AS "COOL"
MEDIA-- THAT |S,
MEDIA WHICH
COMMAND AUDIENCE
INVOLVEMENT THROUGH
/CONIC FORMS.

ONE OF THEM
TELEVIS/ON,
HAS REACHED INTO
THE LIVES OF EVERY

HUMAN BEING ON

--AND FOR BETTER
OR WORSE, ALTERED
THE COURSE OF
HUMAN AFFAIRS
FROM HERE ‘TIL

DoOMSDAY,

L1

THE FATE
OF THE
C7HER ONE,

comcs--

SEQUENTIAL
ART
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CHAPTER FOUR

$07 2276 Se:
EACH PANEL OF A
COMIC SHOWS A
SINGLE MOMENT
N TIME £

TIME FRAMES.

AND BETHWEEN
THOSE FROZEN
MOMENTS -- BETWEEN
THE PANELS-- OUR
MINDS FILL IN THE

INTERVENING MOMENTS, |

CREATING THE ILLUSION
OF 7IME AND MOTION.

O

LIKE A LINE DRAWN
BETWEEN TWO POINTS.

r,
o/FVéqch,?éf :

NOT/

TIME IN COMICS

\S INFINITELY

WEIRDER THAN
THAT.”

]

QH, HENRYS
PUT THAT CAMERA
AWAX, WILL

WELL, IF
OL' HENRY IS
GONNA HAVE MUCH
/MORE FUN, WE

MAY HAFTA
LOCK UP THE
\ '\ W/NE CELIAR,

AAGH/
THAT FLASH
IS BL/NDIVG,

SURE YOU
WANT TO MOVE

EVEN THE BRIEF FAR SLOWER 1S LIKEWISE, THE NEXT
SOUND OF A FLASH- THE DURATION OF BALLOONS COULD HAVE
SINGLE BULE HAS A CERTAIN THE AVERAGE WORD. | | ONLY FOLLOWED
MOMENT 7 DURATION, SHORT UNCLE HENRY AZONVE | | THE BURST OF THE
T0 BE SURE, BUTNOT| | BURNS UP A GOOD FLASHBULB, THUS
HARDLY” INSTANTANEOL/S SECON2 IN THIS ADDING STILL #ORE
PANEL, ESPECIALLY | | TIME. el
SINCE “SMm/LEr”
PRECEDED THE
y K /
FLASH. AAGH.

THAT FLASH
1S BL/NDPING,
UNCLE

N HENRYH
N ( = -.II

THROUGH CZoSURE, WORDS \NTRODUCE TIME BY REPRESENTING THAT WHICH CAN ONLY

_'\\_\NWMMWW ..

JUST AS PICTURES AND THE INTERVALS BE7WEEN THEM CREATE THE ILLLUSION OF TIME
EXIST /A TIME --SO0UNDL.

WITH ALL ITS AC7/ONS AND EEACTTONS,
A PANEL SUCH AS THIS COULD LAST A
GOOD FALF MINL/TE OR SO.

L Tl SOAR |
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