'(;] e vocaBuLARY OF comics.

T

HERE'S A PAINTING
BY MAGRITTE CALLED "74€
TREACHERY OF IMAGES."

THE INSCRIPTION 1S IN
FRENCH. 7RANSLAZED, IT MEANS
THIS IS NOT A PIPE”

T T

THIS IS A
PAINTING
OF A PIPE.

SEE PAGE 216 FOR MORE INFORMATION.




WELL, ACTUALLY, THAT'S
PRONG. THIS IS MOT A

PAINTING OF A PIPE, THIS IS
A DRAW/NG OF APAINTING
OF A PIPE <

NOPE. WRONG AGAIN.
D COPY OF A

IT'S A PRINTEL
DRAWING OF A PAINTING
OF A PIPE

- g
TEN $7X, IF you
FOLD THE PAGES

BACK.

DO YOUu \
HEAR WHAT I'M
SAYINGT

IF YOU DO, HAVE YOUR
£ARS CHECKED, BECAUSE
NO ONE SAID A WORD.




THESE ARE NOT IDEAS.

e

THIS 1S NOT

DEHOYA =
1

THESE ARE NOT PEOPLE

A LEAF

THIS IS NOT MUSIC.

WORLD OF THE
v

THIS 1S NOT\ /MY VOICE.

THIS 1S NOT SOUND.

THIS 1S NOT LAW.

THIS 1S NOT ME.

THIS IS NOT A CAR.

THIS 1S NOT FOOD. 0

JUNDRA ( N7

P THESE ARE NOT SEPARATE
THIS 1S NOT A THISHS Nor MOMENTS.
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NOow, THE WORD
/CON M
MANY THINGS

THE SORTS OF

THESE ARE THE
IMAGES WE USE TO
REPRESENT COUMCEFTS,

N
PHILOSOPHIES.

ﬁ FOR THE PURPOSES OF

”- TH|S CHAPTER, IM USING 'IHE

t RD “7CONV " TO M

|M&GE USED TO REPRESENT A

A PERSON, PLACE, THING OR
/DEA.

THAT'S A BIT BROADER
THAN THE DEFINITION
IN MY DICTIONARY,
BUT IT'S THE CLOSEST
THING TO
NEED

HERE

/ SymBOL” (S A
BIT TOO LOADED
M

THEN THERE

ARE THE ICONS

| OF ZANGUAGE,
'C/ENCE AND

COMMUNICATION.

AND FINALLY, THE ICONS WE CALL P/CTURES:
IMAGES DESIGNED TO ACTUALLY RESENVIBLE

THEIR SUBJECTS.

=N
S

D J‘ /
%»y 3

BUT

AS RESEMBLANCE

VARIES, SO DOES THE

LEVEL OF ICONIC
CONTENT.

OR 70 PUTIT
SOMEWHAT CLUMSILY,
SOME PICTURES ARE
JUST MORE ICONIC

THAN OTHERS.




IN THE VO/V-

PICTORIAL ICONS,

IN PICTURES,
HOWEVER,

EV =) £
MEANING IS @ &
LL//2 AND
/A 8 >
ACCORDING TO
R

APPEARANCE
THEY DIFFER FROM
REAL-LIFE"
APPEARANCE
TO_VARYIN

CBBEOD

&)

)

Yol
D)
)

el [
@

4

d

BUT IN PICTURES

HE Z L OF
ABSTRACTION VIIIES_
SOME, LIKE THE
FACE IN

THE
PREV/OUS Pl
SO CLOSELY RESEMBLE

0
%

LIKE

T

117 03
f\: LETS

Y,

FICTORIAL
/CONS

EE IF WE
i/ CAN PUT THESE

CDMMON
™M HOLDS

THERE ARE
MANY THINGS THAT
SET THESE APART FR(
ACTUAL FACE! S"THEY KZE

L CoLo:
BUT AS PICTORIAL ICONS
GO, THEY ARE PRETTY
REALISTIC”




ONLY
OUTLINES

SOMEWHAT
R

T
1S _7H/S STYLE

OF DRAWING
FOUND IN MANY
ADVENTURE
COMICS.

AS ‘WE CONTINUE
0 ABSTRACT AND
\YWPAIF)’ OUR IMAGE,
WE ARE MOVING FURTHER
AND FURTHER FROM THE
REAL

OTHERSY

WHAT
1S THE SECRET
OF THE ICON
WE CALL--

29



WHY WOULD ANV)YONE, N
YOUNG OR OLD, RESPOND TO A
| CARTOON AS MUCH OR MORE
3 THAN A REALIST7C
IVMAGE 7

HY 1S OUR CULTURE SO /N
THRALL TO THE S/MPLIFIED
EALITY OF THE CARTOON?

»

DEFINING THE

AMPLIFICATION
THROUGH
SIMIPLIFICATION.

BY STR/PPING
DOV AN IMAGE
TO ITS ESSENTIAL
MEANING,” AN ARTIST
CAN AMPLIFY THAT
MEANING IN A WAY
THAT REALISTIC
ART CAN'7.

DETAILS.

30

SEE PAGE 216 FOR COPYRIGHT INFORMATION.



FILM CRITICS WILL
SOMETIMES DESCRIBE

THOUGH THE TERM 1S OFTEN USED

DISPARAGINGLY, T CAN BE EQUALLY
WELL APPLIED TO MANY 77//IE-72
CLASS/CS. SIMPLIFYING CHARACTERS AND
IMAGES TOWARD A PZIRPOSE CAN BE AN
EFFECTIVE TOOL FOR STORYTELLING IN
ANY MEDIUM

CARTOONING IS
JUSTTA WAY OF WAWI/VG
IT'S A

EEING 7

THE ABILITY OF
CARTOONS TO Focs)|
ATTENTION ON
AN IDEA 1S, I THINK,
AN IMPORTANT PART
OF THEIR SPECIAL
POWER, BOTH IN COMICS
AND IN DRAWING
GENERALLY.

T

(5 5 =

A FEW

THOUSANDS

MILLIONS (NEARw) ALL

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

OPLE IT COULDB SAID TO
R/BE.

BUT I BELIEVE 'THERE$
SOMETHING MORE
‘WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON"ESPEC)ALLY
OF A HUM,

WHICH WARRANTS

FURTHER
INVESTIGATION

N
€

WHAT

REALLY

THE FACT THAT
YOU N

CAPABLE OF TAK!NG
A CIRCLE, TW0 DOTS

AND A Z//VE AND

TURNING THEM INTO
A FACE 1S

NOTHING SHORT OF

ARE YOU

SEEING 7

BUT STILL MORE
INCREDIBLE IS THE

T AVOID
SEEING A FACE HERE.|
YOUR MIND W;)N’T

31



NOW --YOU'LL FIND
THAT NO MATTER
WHAT THEY ZOOK
LIKE, EVERY SINGLE

ASK A FRIEND TO DRAW
YOU SOME SHAPES ON A
PIECE OF PAPER. THEY
SHOULD BE CLOSED
CURVES, BUT OTHER-

FACE WITH ONE SIMPLE
ADDITION

YOUR MIND HAS NO
TROUBLE AT ALL
CONVERTING SUCH
SHAPES INTO FACES,
YET WOULD IT EVER
MISTAKE 7475~

O,

Ryl
——

QAN

N

WE
HUMANS
ARE A
SELF-CENTERED
RACE

; o
= 1H
. I
) %

N



OURSELVES
N
EVERYTHING. A&

ASSIGN
IDENTITIES
AND EMOTIONS

AND WE
MAKE THE
WORLD QVER
IN OUR
TMAGE




FACING
OU7WARD.

WORN FROM
THE DAY YOU
WERE BORN.

SEEN BY
EVERYONE
YOU MEET.

THAT'S
WHAT 1T /8,
AFTER ALL

SLAVE TO
YOUR EVERY
MENTAL
COMMAND.

OPEN
1TS EYES
NOw.




C'MON,
NOBODY'S
LOOKING.

ALL SET?
GOOD.

YET, YOU KNOW
YOU SMILED/ NOT

GOOD. NOW, WHAT
'GEL WHEN

YOU SMILEDZ WHAT

DID YOU SEE?

YOU TRUSTED THIS
MASK CALLED YOUR
FACE TO RESPOND!

BUT THE FACE YOU

SEE IN YOUR M/ND

IS NOT THE SAME AS
IERS SEE!

WHEN TWO PEOPLE INTERRACT, THEY USUALLY LOOK DIRECTLY
A7 ONE ANOTHER, SEEING THEIR PARTNER'S FEATURES IN
VIVIiD DETANL.




EACH ONE 4[\5’0 SUSTAINS A CONSTANT AWARENESS OF HIS OR SOMETHING
R OW/V FACE, BUT 74/8 MIND-PICTURE IS NOT NEARLY SO AS SIMPLE
VIVID JUST A SKETCHY ARRANGEMENT... A SENSE OF SHAPE,, AND AS
A SENSE OF GENERAL PLACEMENT. BASIC--
--AS A
CARTOON.

BUT WHEN YOU I BELIEVE THIS IS THE PR/MARY CAUSE OF
OUR CHILDHOOD FASCINATION WITH CARTOONS,

THUS, WHEN You
LOOK AT A PHOTO OR ENTER THE WORLD
REAUST)C DRAWING OF THE CAR 700N-- THOUGH OTHER FACTORS SUCH AS UA//ViPJ'Hl
FACE-- IDENTIFICATION, SIZPLICITY AN
CHILDLIKE FEATURES OF N\ANY CNZTOON

CHARACTERS ALSO PLAY A PART.

--YOU SEE IT
AS THE FACE --YOU SEE

AN

THE CARTOON IS A AN EMPTY SHELL
'THAT WE INHABVT

WHICH

THAT'S
I

INTO WHICH OUR US TO TRAVEL IN My
/DEN7/7Y AND ANOTHER RERIM. DECIDI ED DRAW

AWARENESS ARE MYSELF IN SUCH Loo

PULLED... AsSlMPLE YHI

W‘ WE DON'T JUST =
‘ruwN OBSERVE THE CARTOON)
e WE BECOME 11/ EAE)

36



I /87 11! You
WOULD HAVE BEEN
FAR 10 BWARE OF

TO FULLY RECEIVE
THE MESSAGE

APART FROM WHAT
LITTLE I TOLD YOU
ABOUT MYSELF IN
CHAPTER ONE, T'M
PRACTICALLY A
BLANK SLATE/ #/ OR WHERE T

1T WOULD NEVER EVEN

V1204%,
GOT THIS S/ZLY
77

\””__v/

I'M JUST
A LITTLE VOICE
INSIDE YOUR

YOU GIVE ME LIFE
BY READING THIS
BOOK AND BY
FILLING LIP
THIS VERY /CONIC
(CARTOONY) FORM.

HAH

W
IRRELEVANT, I'M

JUST A LITTLE
PIECE OF YOU.

BUT IF WHO I AM
MATTERS £ESS,
MAYBE WHAT T
WILL MATTER
MORE.

AY |

STILL APPLY TQ OUR

SO FAR, WE'VE ONLY DISCUSSED FACES, BUT THE PHENOMENON
OF NON-VISUAL SELF-AWARENESS CAN, 10 A L ESSER DEGREE,
WHOLE BOD/ES. AFTER ALL, DO WE NEED

TO $EE OUR HANDS TO KNOW‘WHA’T THEY'RE DOING?

"GREE,

37
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e




777777

THE LATE GREAT MARSHALL e

MELUHAN OBSERVED A SIMILAR -
FORM OF NON-V/SUAL AWARENESS WHEN DR/VING, FOR EXAMPLE,
WHEN PEOPLE INTERACT WITH
INANIMATE OBJECTS.

WE EXPERIENCE MUCH MORE THAN
OUR F/VE SENSES REPORT

s

THE VEHICLE escomss AN EXTENSION
or OUR BODY. IT ABSOREBS OUR SENSE

THE WHOLE CAR--NOT JUST THE PARTS
F IDENTITY. \WE BECOME THE CAR

WE CAN SEE, FEEL AND HEAR--IS VERY
MUCH ON OUR MINDS AT ALL TIMES.

IF ONE CAR A/78 ANOTHER, THE DRIVER OQUR /DENTI7/ES AND AWARENESS ARE

OF THE VEHICLE BE\NG STRUCK 1S MUCH INVESTED IN MANY /NAN/NVA7E OZJECT:

MORE LIKELY TO SAY EVERY DAY. OUR CLO7#ES, FOR EXAMPLE,
CAN TRIGGER NUMEROUS TPA/VA’FUIMRTIDMY

IN THE WAY OTHERS SEE US AND IN
WAY WE SEE OL/P\S’ELVES‘.

THAN "HE HIT MY CAR"

OR "HIS (AR HIT MY CAR’, FOR THAT MATTER.
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QUR ABILITY TO
EX7TENLZ OUR
IDENTITIES INTO

INANIMATE OBJECTS
CAN CAUSE PIECES
'WOO!

PIECES OF METAL

PIECES OF PLASTIC
TO BECOME
HANDS...

0.
)

ROp e ARSI
U N s
it | | [hoeeme sy | | |sabes i
CONCEPTUALIZED
IMAGES -~

--S0 TOO 1S OUR AWARENESS OF 7%£SE /
EXTENSIONS GREATLY SH/VIPLIF/ED.
T T

ALL THE THINGS WE
EXPER/ENCE IN LIFE

v _--AND
THE REALM

I T OF THE
LR LR SENSES.




QUR IDENTITIES BELONG PERMANENTLY 1O THE
CONCEPT7UAL WORLD. THEY CAN'T BE SEEN, HEARD,
SMELLED, 70UCHED OR 7ASTED. THEY RE MERELY /DEAS.
AND EVERYTHING ELSE--AT THE START--BELONGS TO
THE SENSUAL WORLD, THE WORLD OU7S/DE OF US

GRADUALLY

QURSELVES

WE ENCOUNTER

THE J‘/C‘HZIJ'MFII,
QUR

AND SOON WE
DISCOVER THAT
OBJECTS OF THE
PHYSICAL
WORLD CAN

0
CROSS OVER--

IDENTITIES
OF THEIR
OWN




24 DE’ENEVWASIZING THE APPEARANCE

'YS/CAL WORLD IN FAVOR OF
THE /DEA OF FORM, THE CARTOON
PLACES ITSELF IN THE WORLD OF CONCEPTS.

THROUGH TRADITIONAL
REAL/SM, THE COMICS
ARTIST CAN PORTRAY
THE WORL,
WITHOUT -~

WITHIN.

WHEN
CARTOONS

INANIMATE OBJECTS
MAY SEEM TO POSSESS
SEPARATE /DENTITIES
SO THAT IF ONE
JUMPED UP AND
STARTED SYNGING
IT WOULDN'T FEEL
OUT OF PLACE.

§

BUT IN EMPHASIZING
THE CONCEPTS OF
OBJECTS OVER THEIR
PHYSICAL APPEARANCE,
MUCH HAS TO BE
OMITTED.

T ——

IF AN ARTIST
COMPLEX\TY OF THE
PHYSICAL

WORLD--

[N I F Cv

--REALISM OF

SOME SORT IS

GOING TO PLAY A
PART.




WHEN DRAWING THE FACE AND
FIGURE, NEARLY AZL COMICS ARTISTS

--ARE A FAR CRY FROM
PHOTO-REALISTS!

REALISTIC APVENTURE ARTISTS -~

STORYTELLERS IN AZL MEDIA \
KNOW THAT A SURE INDICATOR OF
AUDIENCE INVOLVEMENT-- AND SINCE V/EWER-/DENTIFICATION
IS A SPEC/ALTY OF CARTOONING,
CARTOONS HAVE HISTORICALLY HELD
AN ADVANTAGE IN BREAKING INTO
WORLD POPULAR CULTURE.

s
THE DEGREE

ON THE OTHER HAND, NO
ONE EXPECTS AUDIENCES TO
IDENTIFY WITH BR/CK WALLS
OR ZANDSCAPES AND /NDEED,
BACKGROUNDS TEND TO BE
SLIGHTLY MORE REAL/ST/C.

TINTIN © EDITIONS CASTERMAN.



ONE SET OF
LINES TO $EE.
ANOTHER SET OF
LINES TO &£,

IN EUROPE T CAN IN AMIER/CAN COMICS, THE EFFECT 1S USED
BE FOUND IN MANY FAR LESS OF7E/V, ALTHOUGH IT HAS CREPT LIP
POPULAR COMICS, IN THE_WORKS OF ARTISTS AS DIVERSE AS
FROM AS7ER/X TO CARL BARKS, JAIME HERNANDEZ AND IN
7IN77V TO WORKS OF THE TEAM OF DAVE S/M AND GERHARD.

IMPRESSIVE RESULTS
FOR QVER 50 YEARS/ |

CEREBUS © DAVE SIM,

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

IN JAPAN, ON THE OTHER HAND, THE
MASKING EFFECT WAS, FOR A TIME,
VIRTUALLY A NAT/ONAL STYLE!

ART © HAYASI AND OSIMA



THE RESULTANT HYBRID STYLES
HAD TREMENDOQUS ICONIC RANGE, FROM
EXTREMELY CARTOONY CHARACTERS TO
BAC 3

BUT
JAPANESE
COMICS ARTISTS
TOOK THE IDEA

A STEP
FURTHER

OBJECTIFYING.

SQON, SOME OF THEM
REALIZED THAT THE
POWER
OF REALISTIC ARTS
COULD BE PUT TO
O7HER USES

S/MPLY, TO ASSIST IN
READER-IDENTIFICATION-

--O7HER CHARACTERS
WERE DRAWN MORE
REALISTICALLY IN ORDER
10 OBSECT)

EMPHASIZING THE!

LIKE THIS SWORD

Y THEM, MIGHT BE VERY
R CARTOONY \N ONE
SEQUENCE--

ART © HAYASI AND OSIMA.

SUPPOSE
I NOTICE SOME

MYSTER
WRITING CARVED
ON THE SWORD'S

" FROM
THE READER

--DUE
TO THE “L/FE”
IT POSSESSES AS
AN EXTENSION OF
MY CARTOON
IDENTITY/

IN JAPANESE COMICS, THE SWORD MIGHT VoW
BECOME VERY REAL/S77C, NOT ONLY TO SHOW US
THE DETAILS, BUT TO MAKE US AW,
SWORD AS AN

/ARE OF THE
2AECT, SOMETHING WITH WEr6H T |

IN THIS AND IN O7HER
WAYS, COMICS IN

JAPAN HAVE EVOLVED
VERY DIFFERENTLY
FROM THOSE IN THE WEST,

iy

TEXTURE AND PHYSICAL COMPLEXITY.

WE'LL RETURN
TO THESE DIFFERENCES
SEVERAL TIMES

DURING THIS BOOK.
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1 L/KE THE
MASKING EFFECT,

PERSONALLY, BUT IT’S

JUST ONE OF MANY

POSSIBLE APPROACKES
TO COMICS ART.

‘SEE PAGE 216 FOR COPYRIGHT INFORMATION.

MANY
OF MY

FAVORITE
ARTISTS USE
IT VERY
RARELY.

STILL, I HOPE THE JAPANESE
PERSPECTIVE ON CARTOONING HELPS
DEMONSTRATE THAT ONE'S CHOICE
OF STYLES CAN HAVE CONSEQUENCES
FAR BEYOND THE MERE 200X ™"
OF A STORY.

art spigelmin

MAUS © AND T.M. ART SPIEGELMAN.

THE Ams/sul7>
AND COMPLEX
CHARACTERIZATION
WHICH ARE THE
HALLMARKS OF
MODERN
LITERATURE,
LEAVING THEM
SUITABLE ONLY
FOR CH/LDREN.

MOLECULES AND
MOLECULES BECOME
LIFE

AND /AK€ THE ATOM,
GREAT POWER IS
LOCKED IN THESE
FEW SIMPLE LINES.

RELEASEABLE ONLY
BY THE READER'S MIND.

THERE'S
A LOT MORE TO
‘OO

THAN MEETS
THE EYE/

45




REDUCED THIS FACE
T0 7W0 78 AND
WO LINVES. 1S OUR

ICONIC ABSTRACTIONV
SCALE COMPLETER,

THE SCALE
SHOWS SEVERAL

CAN ANY
= | CONFIGURA’T(ON

SLIGHTLY D/FFERENT

\.@

= OF /VK ON PAP
— | BE MORE ABSTRACTED
E| | FROM "®EALITY

COMPLEX ———> SIMPLE.

EALISTIC ———> ICONIC

OB)ECTIVE —> SUBJECTIVE

SPECIFIC———> UNIVERSAL

--YET STILL REPIZESENT
A FACE AS CLE/
AS 7778 O

HERE'S A
FART OF THE
SOLUTION,

THIS HEIGHT FOR
THE ANSHER.




600}
E

[M19[%11a]
T TEEGLIS
. :

IR SCORE AND SEVEN YEARS Aq
[DENCY To-sauecoa CK

WAR_ BUT
[ Wiy 1S CHOCOLATICHIP S0 POP

LATS
(ETAL BOLTS AND OTHER SUBST|

--ARE THE
ULTIMATE
ABSTRACTION.

g/ MOST AMERICAN
COMICS, NOTABLY
COMI , HAVE
:1 LONG EMPHASIZED THE
Vi\ DIFFERENCES
BETWEEN WORDS
AND PICTURES.

I
S

A SINGLE

UNIFIED
LANGUAGE
DESERVES A
SINGLE, UNIFIED

VOCABULARY,,

- AND "GOOD" COMICS
AS THOSE IN WHICH
THE COMB/NVATION
OF THESE VERY

/, RE]

FORMS OF EXPRESSION
1S THOUGHT TO BE
HARMONIOUS.

'WORDS, PICTURES AND
OTHER ICONS ARE THE

VOCABULARY o
THE LANGUAGE CALLED

UST LINES ONBAPER JUST LI
Jon AP PAPER J|




BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAP, WITH A’ COMMON
PURPOSE: TO MAKE COMICS OF ‘QUALITY "

|
|
|
'

FACE

'
'
|
'
|
|
|
|
|
1
|
|
|

THE ARTIST KNOWS THE WRITER KNOWS
THAT THIS MEANS
MORE THAN JUST
S7/ICK-FIGURES AND QOF” Pow.” BLAM!
CRUDE CARTUONS.
HE SETS OFF IN SEARCH
OF A HIGHER ART

AND ONE-A-DAY
GAGS. SHE SETS OFF
IN SEARCH _OF
SOMETHING DEEPER.

y)

IN N\USEUMS AND IN SHE 700 FINDS WHAT

SHE'S LOOKING FOR, 1N

LIBRARIES, THE ARTIST
FINDS WHAT NE$ LOOKING
FOR. HE STUDIES THE %
TECHNIQUES OF THE GREAT SHE READS AND WRITES
CONS7TANTLY. SHE
SEARCHES FOR A VOICE
UNIGUELY HERS.

1 [

FINALLY, THEY'RE READY. BOTH HA
MASTERED THEIR ARTS. HIS BRUSHSTEOKE
IS NEARLY /NV/S/BLE IN ITS SUBTLETY,
THE FIGURES PURE M/CHAELANGELO.
HER DESCRIPTIONS ARE DAZZLING.
THE WORDS FLOW TOGETHER LIKE A
&ﬂﬁkﬁf)’!ﬂﬁ[ﬂ/\/ SOVVET.

T
LTHEY'RE READY TO JO/N HANDS ONCE MORE

AND CREATE A COMICS MASTERFIECE.

)

-@-2-0-0O-FAC

&
Fuzss

fTwo EYES,
- ons nosa.-»
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PICTURES ARE PEC'E/VED
INFORMAT D NO
FORMAL EBUCATION 1O Ges 74E
MESSAGE” THE MESSAGE IS
INSTANTANEOUS.

WRITING 1S PERCEIVED
INFORMATION. IT TAKES TIME
AND SPECIALIZED KNOWLEDGE T0
DECODE THE ABSTRACT SYMB

OF LANGUAGE

reeo

RECEIVED . .

WHEN PICTURES
ARE MORE ABSTRACTED
2OM "REALITY; THEY
REQUIRE GREATER' LEVELS
OF PERCEPTION,
MORE LIKE

TWOE Ty
FAC = ONE NOSE -» %{g
ONEMOUTH. o7 roter

- PERCEIVED

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

QUR NEED FOR A BUT OUR NEED FOR

UNIFIED ZA SOPHISTICAT/ON
COMICS SENDS US IN C MICS se MS
TOWARD THE CENTER m LE

WHERE WORDS AND
PICTURES ARE LIKE
TWO SIDES OF ovE
™ coms

ou7 WAPP WHEEE
DS AND PICTLIRES
E MOST §£PARATE.

<()£é
b}

D

A

B

BOTH ARE WOR7#Y
ASPIRATIONS.
BOTH STEM FROM A
LOVE OF COMICS AND
A DEVQTION TO ITS

>>EUTURE

CAN THEY BE
RECONCILED 7

I SAY THE ANSWER

HAVE TO COME BACK
TO THIS ZA7ER.

LE

9



ICONIC

ABSTRACTION

1S ONLY oveE
FORM OF

ABSTRACTION
AVAILABLE TO
COMICS ARTISTS.

-@-@--@-FACE

Moo, | Zopts

* oneNose, ¢ 57
ONEvOU o

USUALLY THE WORD
ABSTRACTION' REFERS TO THE

TO RESEMBLANCE OK MEANING.

THE TYPE OF

ART WHICH OFTEN

PROMPTS THE QUESTION
W//A7g05\5‘ 7

EARNING
THE REPL‘/

==INK




THIS 1S
THE REALM OF THE

OTHERWISE.

THE AREA DESCRIBED

BY TH
"REALITY; LANGUAGE AND
THE PICTURE PLANE--
REPRESENTS THE TOTAL
PICTORIAL VOCABULARY
OF COMICS OR OF AVY'
OF THE VISUAL
ARTS.

ME,

ESE 3 VERTICES--

MOST COMICS ART
LIES NEAR THE

BOTTOM--THAT 1S,
ALONG THE /CONIC
ABSTRACTION SIDE
WHERE EVERY LINE
HAS A MEANING.

NEAR THE LINE, BUT

ON 1T/ FOR EVEN
THE MOST S7RA/GHT
FORWARD LITTLE
CARTOON CHARACTER
HAS A MEANINGLESS'
LINE OR TWO/

JF WE INCORPORATE
LANGUAGE AND
OTHER ICONS /N70
THE CHART, WE CAN
BEGIN TO BUILD A
COMPREHENSIVE

-- OF THE

UNIVERSE
CALLED

COM/CS.

T EYES,
ore nose,
ONE o



MARY FLEENER at
MARISCAL's Pike
‘omploying one of the m;
series CAGES.

GREGORY. 5. MARK
MARDEN'S Bessah o TALES OF THE
WORLD. “Resembling" nothing ever seen  27. LYNDA BARRY.

beans  SHIRATO. 29. CHARLES
BABY. 290 (Whoops)
ETT. The chuactr ptred

1Mm all the way 1o the right), Mardi
rom design to meaning. 7. SAUL
PENNY MORAN VAN-
HORN from THE LIBRARIAN. 9. LORENZO

STIENBERG.

MATTOTI in FIRES (€
S.A) comt
with iconic forms and

compositions. I other words

ALINE
AGG!

lowspay
WILLIS' o 45
THE umconu 16.
“Jack Survi
ight and shadow, but

ly impressionistic lighting

her most abstract,
3. DAVE ugmn
any styles four
WARC WEMPEL's

EYER. 6. LARRY

Editions Albin Michel

Ring; dasin oraciad

decor
shapes. Simiar eflects are found in no.s

's MEGATON

ALL COPYRIGHTS

CREATOR UNLESS
OTHERWISE
NOTED.

- Bonnmnu ome

Koap in mid that
e are my copies of
he oriinal Crawings.

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

31.41). 31

aper Features Syndicate, Inc. o
i ahadoneto  SERGIO ARAGONES's GROO THE
xomunv‘cuun. wmoznsn Singl,sregiioneud, bt whh 8
E's Chu from

o el 1t B fen (aho rve of
ROBERTA GREGORY'
Biny Bich rom NAUGHTY BITS 32. DAVID
PHL Vews FRANK  MAZZUCGHELL from BATMAN: YEAR ONE
JERRY MORIARTY's  Commissioner Gordon © D

Based closely on vnl world JOSE MUNOZ from “Mister Onmld Mister
o rough  Wikcox”. © Munoz and Sampayo. 34. CAROL.

52

TRACY © Chicago Tribune-New York Syndicate,

PETER BAGGE's Buddy Bradley from HATE.

of design that draws them toward he upper

Tghr and toward 1 right n some cas
RE

' ke,
EDDIE CAMPBELL's ALEC. R

of drawing isn't hidde
TOTH. Zorro © ZorroProductions, Inc. At ©
(Zorro created by

SEDA. 51. R.

tic and cartoony

usually staying about this high but

cocusionaly veouing upard, 62, STEVE
AM

VALEWTING s NORMALMAN sk » i fo he
ight 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 fealur
Inc. 58. GEORGE HERRIMAN's
Pupe” fom KRAZY KAT, © itermatonalfstre

MISTY. © Marvel Entortainment Group. Inc. 71
RIYOKO IKEDA's Oscar from THE ROSE OF
VERSAILLES. 72. GEORGE McMANUS.
BRINGING UP FATHER © International Feature
Service, Inc. 73. CHARLES SCHULZ's
Charlio Brown from PEANUTS © United Features
74. ART SPIEGELMAN from
MAUS. 75. MATT FEAZELL's CYNICALMAN
. The company Logo. The picture as symbol

b

Features Syndicate, Inc.
MANARA.

ML
25 JouN Buscema " The

GIRLS. A bizarre character, but
Suaighiiorward. siyle. 87, GILBERT
JAIME

Sorvice, Inc. 59.
o NEAL ADAMS. 1 X-MEN © Marul

COLIN UPTON.  90. KURT

Inc.
- Kirby). 61. GIL KANE from RCTON,
COMICS @ D.C. Comics, Inc. 62. MILTON
CANIFF's STEVE CANYON. 63. JIM LEE.
ury X-MEN © Marvel
Entertainment Group, Inc. 64. JOHN BYRNE.
Suparman © DC. Comics, Inc. (Superman
croatod by Jorry Siegel and Joe Schuster). 65.
JACQUES TARDI from LE DEMON DES
GLAGES © Dwgaud Edheur. 65. JEAN.
CLAUDE MEZIERES from the
VALERIAN tais "o Dargaue Edisur, o7
ZPFY THE PHHEAD.
g BAKER from WHY |
FATE SATURN70. TRINA. ROBBINS's

N
N\ E

sm«boy © Dc
Comics. 91. JACK COLE's PLASTIC MAN,

5C Gomics. 92, REED WALLER's OMAHA
THE CAT DANCER © Wallor and Woriey. 93.
WENDY PINI's Skywise from ELFQUEST. ©
WaRP Guaphics.  94. DAN DE CARLO
Veronica @ Arct HAROLD
GRAY LITTLE ORPHAN. ANNIE © Chicego

Wak Disney Productors, 88, JEFF SMATHs
BONI Dammit. 100. COLLEEN
T SOIL. 101. ROY

WALKER's HI AND LOIS © King Features
Syndicate, Inc. 112. OSAMU TEZUKA's
ASTROBOY. e

13. CARL BARKS.
Productions.  114.
CROCKETT JOHNSON's Mistor DM.II.y
from BARNABY © Field Newspapar
loc, 115, PAT SULLIVAN' FELIX The AT
© Newspaper Feature Service. 116. UDERZO.
RSTERIX by Goscinny and Userzo © Dargaud
Editour.

N
N
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PRECEDING EXAMPLES
WERE PLACED ON OUR
CHART BASED ON THE
DRAWING STYLES USED

MOST OF THE

ON SA=C/F/C.
CHARACTERS.

EACH CREATOR
EMPLOYS A RANGE
OF STYLES, THOUGH,
AND MANY OCCUPY
SEVERAL PLACES ON
THE CHART DURING A

GIVEN PROJECT.

CYNICALMAN,
KEEP TO ONE

REA
CONSISTENTLY,

el ety i i

THE COMBINATION OF EX7TREMELY /CON/C
CHARACTERS AND ENVIRONMENTS, MIXED

AND A

A SHAPE SOMETHING LIKE 7478

WE'VE ALREADY
DISCUSSED THE _
RANGE OF HERGE
AND OTHERS WHO
CONTRAST /COV/C
CHARACTERS WITH
REALISTIC

BACKG/?OU/VDS
e
. JH—

HERGE $TRETCHES
NEAI?L)’ FROM LEFT 70 RIGHT -~
FROM REAL/SM TO oaxmo/w/vs
BUT VENTURES VERY £/77LE INTO
THE UPPER WORLD OF NON-
/CON/C ABSTRACTION.

ART © EDITIONS CASTERMAN.




MARY FLEENER, ON
THE OTHER HAND, VARIES ONLY
SLIGHTLY IN HER LEVEL OF CONIC
CONTENT, WHILE THE LEVEL OF

NVON-ICONIC ABSTRACTION GOES
NEARLY FROM 707 70 BO770M/,

ART © MARY FLEENER.

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

STAKED QUT A MI/DDLE GROYND OF
JCONIC FORMS WITH A SENSE OF THE

IN THE MID-SIXTIES, SJACK
K7RBY, ALONG WITH S7AN LEE,

REAL ABOUT THEM, BOLSTERED BY
A POWERFUL DES/GN SENSE

TODAY, MANY AMERICAN
MAINSTREAM COMICS STILL FOLLOW
KIRBY’S LEAD FOR STORYTELLING, BUT
THE DESIRE FOR MORE REAL/S7/C ART
AND MORE ELABORATE SCRIPTS HAS

PUSHED ART AND STORY FUR7HER
AFAR7 IN MANY CASES.

TERTRAR ATARONE O

e WAY YOU T
NICHOLAS, FOL
EXPECT HiM TO
NUKIN' MAMA RU!

ANY MOMENT.

WILLIAMS (FACSIMILE)

ART: JIM LEE AND SCOTT
'SCRIPT: CHRIS CLAREMONT.

ART FROM COLOR PANELS TRACED FOR REPRODUCTION,
© MARVEL ENTERTAINMENT GROUP, INC.
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‘SEE PAGE 216 FOR COPYRIGHT INFORMATION.

IN THE EIGHTIES AND NINETIES,
MOST OF THE COUNTERCULTURE OF
INDEPENDENT CREATORS, WORKING MOSTLY
IN BLACK AND WHITE, STAYED TO THE R/GH/
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

IRONIC THAT THE
TWO BASTIONS OF
CARTOONY ART ARE
UNDERGROUND AND
CHILDREN S COMICS!

PRETTY FAR AFART
AS GENRES GO/

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

ARE FOREVER ON 7HE MOVE,
EXPERIMEN TING, TAKING CHANCES,
WVEVER SATISFIED.

SERGIO AND GROO © SERGIO ARAGONES,




WHEN AN ARTIST 1S DRAWN
TO ONE END OF THE CHART OR
ANOTHER, THAT ARTIST MAY BE
REVEALING SOMETHING ABOUT HIS

OR HER STRONGEST VALLES AND

LOYALTIES IN ART.

THE ENTIRE
HISTORY OF VISUAL ARTS
BELONGS IN THIS SPACE.

MONET SET UP HIS EASEL
ALONG THE ZEF7 FACE,
MONDRIAN AT THE 707~
REMBRANDT LOWER LEF7,
MATISSE RIGHT ABOVE
WHERE I'M STANDING.

FOR COMICS TO #ma7z#7&
AS A MEOIUM, 'T MUST BE
CAPABLE OF EXPRESS\NG EACH
ARTIST'S //VVERMOS,
NEEDS AND /DEAS.

THOSE WHO APPROACH
THE LOWER LEF7,
FOR EXAMPLE, ARE
PROBABLY ATTRACTED
BY A SENSE OF THE
BEAUTY OF NATURE,

THOSE
AT THE 707

BY THE
BEAUTY OF
A

BUT EACH ARTIST
HAS DVFFERENT INNER
NEEDS, DIFFERENT POINTS
OF VIEW, DIFFERENT
FASS/ONS, AND SO NEEDS TO
FIND DIFFERENT FORMS
OF EXPRESSION. *

7

AND NEARLY
EVERY MOVEMENT OR
MANIFESTO PLANTED ITS
FLAG AND LOUDLY PROCLAIMED
THE DISCOVERY OF THE
ONLY PATCH OF GROUND
‘WORTH BUILDING ON.

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



BY DRAWING

BORDERS AROUND THE

VOCABULARY OF COMICS, T

HOPE 1 HAVEN'T MADE IT

SEEM SMALLER THAN
1T 1S

comICs

ARTISTS HAVE

A UNIVERSE OF

ICONS TO CHOOSE
!

AS THE 7EN7 Y~
FIRST CENTURY
APPROACHES, V/SUAL
/CONOGRAFPHY MAY
FINALLY HELP US
REALIZE A FORM OF
UN/VERSAL
COMMUNICATION.

OCIETY

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

@S} v ¥ gy
E_IE?Q% :




DEI\%\O?\II\‘DS OUR THERE 1$ NO LIFE HERE
PARTICIPATION EXCEPT THAT WHICH YOU
TO MAKE THEM GIVE TO IT.

~

\\RERNY

N
IT'S YOUR JOB TO IT’S BEEN OVER 7WENTY YEARS SINCE [ AS 1T HAPPENS, ONLY
CREATE AND RECREATE| | MSLUHAN FIRST OBSERVED THAT THOSE PEOPLE | | 7 POPULAR MEDIA
ME MOMENT BY GROWING UP IN THE LATE TWENTIETH CENTURY | | WERE IDENTIFIED BY
MOMENT, NOT JusT DIDN'T WANT GOALS SO MUCH AS THEY MELUHAN AS 'COoL"
THE CARTOONIST'S, WANTED ROLES” AND THAT'S WHAT VISUAL

ICONOGRAPHY 1S ALL ABOUT.

INVOLVEMENT THROUGH
/CONIC FORMIS.

ONE OF THEM

TELEVTS/ /ON,

HAS REACHED INTO

THE LIVES OF EVERY

HUMAN BEING ON
H

--AND FOR BETTER
OR WORSE, ALTERED
THE COURSE OF THE FATE
HUMAN AFFAIRS OF THE

FROM HERE "TIL
DOONMSDAY.
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