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—GARRY TRUDEAU, NEW YORK TIMES BAQK REVIEW




CTUALLY,
ALOT

/AP—A\\ '

14
F’AT(THER./

)

HERE'S
A PIECE OF THE
7ORY CONTAINED
ZE-COLUMBIAN
E MANUSCRIPT
ERED" 8Y CORTES
QUND /&/9.

THIS 36-FOOT LONG,
ERIGH TLY - COLOREL, PAINTED
SCREENFOLD TELLS OF THE GREAT
MILITARY AND POLI77CAL HERO z
E-DEER “TIGER'S-CLAW."* :

IS IT COM/CSZ YOU &E7 1T 2
IS/ WE CAN EVEN REAQAD SOME!




’ HUNDREDS OF YEARS ‘ THIS 230 FOOT LONG READING LEF7 TO RIGHT Y /s with THe mExicay copex,
BEFORE CORTES BEGAN COLLECTING TAPESTRY DETAILS THE WE SEE THE SV/ENV7S OF THE THERE ARE NO PANEL BORDERS PER SE,

COMICS, FRANCE PRODUCED THE NORMIAN CONGLEST OF CONQUEST, IN DELIBERATE BUT THERE ARE CLEAR DIVISIONS OF SCENE
STRIKINGLY SIMILAR WORK WE ENGLAND, BEGINNING CHRONOLOGICAL ORDPER BY SUBSECT MATTER .
1= CALL THE BAYEINX TAPESTRY. IN /066. : UNFOLD BEFORE OUR VERY

- N < T - P EYES. 7 3 2

b// -2 /o) o™ AN TS 2B & IO s - W / 977 G /. ;
Sl < Q L'-I.\NGIT\ET FRA: ; [ g ] BACYT T TA IR AL i G E D

: Tor S “ & o \ 3 z < N7 -

TRANSLATION :  THE BAITLE RAGES BISHOP QOIN ENCOWRAGES 1715 500216 RS DUKE WILLIAIT REMOVES HIS FELIET TO RALLY HIS SCLOIERS HAROLY'S ARSTY IS CUI TO PIECES

FAR FROM D/SQUALIFYING PERENNIAL EXCEPTION W/LL LISVER. g EGYPTIAN PAINTING IS ANOTHER
THESE AS COMICS, I THINK 2 b a MIATTER. SOME, LIKE THIS, MAY SEEM
MOPERN COMIC BOOK ARTISTS B FINDING : A Q THUS, TO BE CONCERNED WITH SEQUENCE,
SHOULD 7AKE NO7E OF THE il Kif COMICS BEYOND ° '; THEIR REAL BUT ARE ACTUALLY SHOWING
POSSIBILITIES OF SUCH WHOLE } ¥ OUR OWN DESCENDENT TWO DIFFERENT LOCATIONS,
- = FAGE COMPOS/T/ONS AND N mzseprom £ i IS THE WRITTEN EVENTS AND CASTS,
HOW FEW ARTISTS HAVE )1 3 1S A BIT g T\l WORD AND NOT GROUPED ONLY BY
MADE GOOD USE OF THEM @a} QL 'l TRICKIER. : T COMICS. SUESECT
SINCE/ S TR e £
’ e ]
WHICH % 1 “ses u bafy
QNE 1S THE 4 abta, hennunek
PRINCEZ " -/ WHAT, . pafu amenta”
NO 3 §
S\ HORSES?, :
: " FOLLOW
_ THEE, THE SOULS
4 OF THE EAST.
| Lt B - PRAISE
3 THEE, THE SOLLS
) - i OF THE
7 } 000 1o 12po WEST."
C o =
O
‘ I HAD BEEN TRYING TO FIND SEQLENCE IN EGYPTIAN --HAD
' Q PAINTINGS FOR Y54RSS WHEN I BEGAN THIS BOOK AND ONLY BEEN
WAS READY TO CALL IT QUITS -~ SHOWING ME
= -~UNTIL T FART OF THE
DISCOVERED THAT PICTURE/

THE BOOKS I HAD
BEEN USING AS
REFERENCE--

AT FIRST GLANCE,
EGYPTIAN HIEROGLYPHICS
WOQULD SEEM TO FIT
OUR DEFINITION
PERFECTLY.

TO INDICATE
AT LEAST SOME
RESEMELANCE
TO THE SUBJECT.

JUXTAPQSED

] PICTORIAL BUT TRESE GLYPHS
AND OTHER BUT MUCH REPRESENT ONLY | A AnnA
| - aeLaiH DEPENDS ON OUR Use SOUNDS, NOT
e DELIBERATE F THE WORD UNLIKE QUR =
l SEQUENCE /"IC TOR/AL.” ALPHABET. —
i
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ART RESTURED FGR CLARITY - OTHERWISE UNCHANGED.

= THE SOPHISTICATION OF
THE PICTURE-STORY DID GROW,
HOWEVER, REACHING GREAT
HEIGHTS IN THE NIMBLE HANDS OF fag
WILLIAM HOGARTH. A TINY BIECE (ABOUT
ONE TWENTIETX) OF THE
SECOND PLATE FROM HOGARTH'S
SIX- PLATE PICTURE-STORY
“A HARLOT'S PROGRESS)
PUBLISHED IN 1731.

WITH THE INVENTION
OF PRINTING, THE
ART-FORM WHICH HAD
BEEN A DIVERSION
QOF THE R/C/A AND
POWERFLL NOW
COULD BE ENJOYED
BY EVERYONES

HOGARTH'S STORIES WERE BOTH THE PAINTINGS AND
FIRST EXHIBITED AS A SERIES ENGRAVINGS WERE DESIGNED
OF RA/NT/NGS AND LATER SOLD , TO BE VIEWED S/DE-&¥-S/OF

AS A PORTFOLIO OF
ENVSRAVINGS.

2571
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-~IN SEQUENCE/S

i = ek, N ke
POPULAR TASTES A HARLOTS PROGRESS'| THE FATHER QF THE MODER/N COMIC IN MANY WAYS
HAVEN'T CHANGED

MUCH IN A~/ V&

CEN7URIES. CHECK
QUT “7HE TORTURES

OF SAINT ERASMUS,”

CIRCA 1460.
WORD HAS IT THIS
GUY WAS A VERY

POPULAR CHARACTER.

nirp eI

AND ITS SEQUEL
"A RAKE'S PROGRESS”™
PROVED SO POPULAR,
NEW COPYRIGHT
LAWS WERE CREATED

TO PROTECT THIS

NEW FORM.

er e e e

UNFORTUNATELY,
TOPFFER HIMSELF
FAILED TO GRASP

AT FIRST THE FULL
POTENTIAL OF HIS
INVENTION, SEEING
IT AS A MERE D/VERS/ON,
A SIMPLE #088Y.

IS RODOLPHE TOPFFER , WHOSE LIGHT SATIRIC PICTURE
STORIES, STARTING IN THE MID-1800’'s, EMPLOYED
CARTOONING AND PANEL BORDERS, AND FEATURED
THE FIRST INTERDEPENDENT COMBINATION OF
ORLDS AND PICTURES SEEN IN ELROPE.

{ TRANSLATION BY €. WIESE. =

*IF FOR THE FUTURE.
HE [TOPFFER] WOULD
CHOOSE A LESS
FRIVOLOUS SUBJECT
AND RESTRICT
HUMSELF A LITTLE, HE
WOULD PRODUCE
THINGS BEYOND ALL
CONCEPTION. "
-Guethe

EVEN SO, TOPFFER'S
CONTRIBUTION TO THE
UNDERS TANDING
OF COMICS IS
CONSIDERABLE, IF
ONLY FOR HiS
REALIZATION THAT
HE WHO WAS NEITHER
ARTIST NOR WRITER-~

-- HAD CREATED AND
MASTERED A FORM

WHICH WAS AT ONCE
BO7X AND NETTHER.

T 5 M 4 3 - 7
5§ DESPITE THE X :
A < LOW “PANEL-COUNT” 3 /
i THESE LUSH, RENDERED
i PICTURES TELL A STORY 4{'
RICH IN DETAIL AND &
MOTIVATED BY STRONG i
7 I S SOCIAL CONCERNS. i O
5 = A LANGUAGE
. > ALL ITS OWN.
\ ~ MAYBE T SHOULDN'T SAY “INVENT™
ELUROPEANS WERE A BIT LATE IN

; 16

DISCOVERING PRINTING.




i iy _l—

N2

LN

<

wh

i

THE 207 CENTURY
WE CALL COMICS

HAS ¥

KEPT THE TRADIT!

EVENTUALLY TO 7X&/FE IN A STEADY
STREAM OF WAKING DREAMS THAT

IONS ALIVE AND AS
DREW NEAR, THE COMICS
BEGAN TO APPEAR AND

ET TO ABATE.

ARTISTS LIKE WARD AND BELGIAN \/ THEIR DEFINITION
FRANS NMASEREEFL SAID MUCH THROUGH OF COMICS, 7HEN AS
THEIR WOQDCUTS ABOUT THE POTENTIAL OF | MOM, WAS SIMPLY TOO
COMICS, BUT FEW IN THE COMICS COMMUNITY A MARROW TO INCLUDE
QOF THE DAY COULD GE7 7HE MIESSAGE. SUCH WORK.

FROM FRANK MASEREEL'S FASSIONATE JOURNEY, i919.

BUT EVEN IN
7HS CENTURY,
QUR DEFINITION CAN

THE WORKS QF SOME

JUXTAPOSED
PICTORIAL
AND OTHER
IMAGES IN
DELIBERATE
SEQUENCE

HELP TO ILLUMINATE =
UNSUNG HEROES, | =

SCME OF THE MOST NMSP/RED AND INNOVAT/VE COMICS
OF OUR CENTURY HAVE NEVER RECEIVED RECOGNITION A48 COMICS,
NOT SO MUCH /N $&/7E OF THEIR SUPERIOR QUALITIES /
AS BECALSE OF THEM.

EEE
GDE
PEE

Shel ;'/Vax/&ﬂ

5090 D

NEGATIVE CONNO
THAT MANY OF COMICS MOST
DEVO7ED PRACTITIONERS

Fiae d

RS

FOR MUCH

OF THIS CENTURY,

THE WQORD ‘COMICS”
HAS HAD SLICH

HAVE PREFERRED TO
BE KNOWN AS
ILLUSTRATORS,
"COMMNERC/AL
AR7ISTS” OR,
AT BEST,
“CAR TOON/STS Y

)

PILT GRASS
HERART o+

C %)
7A7/0NS  \d

AND S0, COMICS’
LOW SELF-ESTEEM IS
SELF-PERPETUATING!

WOQDCUT ARTIST ZYNVD WARD IS ONE SUCH MI/SSING L/NA.

WARD'S SILENT “WoODCL7 NOVELS® ARE POWERFUL MODERN FABLES, NOW

THE HISTORICAL

COUNTERACT CONMICS

NEGATIVE IMAGE 1S

OBSCURED &Y THAT
NEGATIVITY.

PRAISER BY COMICS ARTISTS, BUT SELDOM RECOGNIZED A48 COmICS.

1T
FRO!
P g TROM

18

QUITE A DrArzRen7
CASE IS MAX ERNST’S
SURREAL “COLLAGE

NOVEL! A WEEK
OF XINDNESS.

Ty

N et

THIS 182 PLATE %
SEQUENCE OF COLLAGES
1S WIDELY CONSIDERED
A MASTERL/ECE OF
: 207 CENTURY ART,
i BUT NO ART HISTORY
TEACHER WOULD DREAN
OF CALLING IT
“COMICS "/

I TTT IR TR

YET, DESPITE
THE LACK OF A
CONVENTIONAL STORY,
THERE 1S NO MISTAKING
THE CENTRAL ROLE WHICH
SEQUENCE PLAYS
IN THE WORK, ERNST
DOESN'T WANT YOU TO
FROMWSE THE THING,

HE WANTS YOu TO
READ 1T/ v/ ‘

T e

5




--OF
M?\NY
FPOSSIBLE
WORLDS/

i\“:\\

A NVEW GENERATION
WILL NO DOUBT RESECT|
WHATEVER THIS ONE .
COMICS ARE AN FINALLY DECIDES TO | [ AND
ONV-GOING |8 ACCEPT AND TRY 8 SO THEY
PROCESS g SHOULD.
WHICH WON'T A
END ANYTIME COMICS. 4
SOON. ’ R £
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CHAPTER TWO

THE VOCABULARY OF COMICS.

|/~/_~ =

PAINTING OF A PIPE, THIS IS
A DRAWING OF A PAINTING
OF A PIPE.

NOPE, WRONG AGAIN.
IT'S A PRIN7ED COPY OF A

DRAWING OF A PAINTING
OF A PIPE.

N

5

AV

N'EST-CE PAS?)

HERE'S A PAINTING
BY MAGRITTE CALLED "7#€
TREACHERY OF IMAGES.”

THE INSCRIPTION 1S IN S/X, |IF YOU
FRENCH. 7RANSLA7ED, 1T MEANS FOLD THE PAGES
“THIS AS NO7T A PIPE” BACK.

THIS IS A
LFPAINTING
OF A PIPE.

S\

SAYING T

| ] B

SEE PAGE 216 FOR MORE INFORMATION.

24

Ea

il
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IF YOU D0, HAVE YOUR
£FARS CHECKED, BECAUSE
NO ONE SAID A WORD.

25
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THESE ARE NOT IDEAS.

a7

“THIS 15 NOT

THIS IS NOT A MAN. ATEEAR
THIS 1S NOT A COUNTRY. D\Q iy 5.. |
= r =
RS '

o
U
P

THIS 1S NOT A COW.

KITCHEN
SNK
{PRESS

THIS IS NOT A
COMPANY.

WELCOME
TO THE SVRANGE
AND YWONDPERFLUL

WORLD OF THE

/CON”

THIS IS NOT |/ MY VOICE.

THIS 1S NOT SOUND.

THIS 1S NOT LAW.

THIS IS NOT A CAR.

THIS 1S NOT FOOD.

D

k af

THESE ARE NOT SEPARATE
MOMENTS.

THIS IS NOT A
FACE.

26

THESE ARE NOT PEOPLE

DOIPTOIPD | |

e ey

s e

B e s

2o m—
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NOW, THE WORD
/CON MEANS
MANY THINGS.

THIS
a4 PAFE

THE SORTS OF
IMAGES WE
USUALLY CAZZ

FOR THE PURPOSES OF
THIS CHAPTER, I'M USING THE
WORD “7CO/V "~ TO MEAN ANY
IMAGE 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 WHAT I
NEED HERE.

.I "SYMBOL" S A
BIT TOO LOADED
| FOR ME.

THEN THERE [

%] ARE THE ICONS t‘}}z
OF ZANGUAGE,

SC/ENCE AND

THESE ARE THE
IMAGES WE USE TQ
REPRESENT COMCEXFTS,
/DEAS AND
PHILOSOPH/ES.

FPRACTICAL
REALM.

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

B
AS RESEMBLANCE

L = VARIES, SO DOES THE
LEVEL OE{éiJQI'NIC
CON 5
R %

OR TO PUT IT
SOMEWHAT CLUMS/LY,
SOME PICTURES ARE
JUST MORE ICONIC
THAN OTHERS.
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IN THE /VO/V- IN PICTURES,
PICTORIAL ICONS, M 5 HOWEVER,
MEANING IS F/XED MEANING 1S
AND AESOLLTE. FLL7D AND
THEIR APPEARANCE VAR/ABLE N
DOESN'T AFFECT M :é ACCORDING TO OonLy
THEIR MEANING > APPEARANCE . ASB k";‘“ES
BECAUSE THEY THEY DIFFER FROM NT
REPRESENT = " REAL-LIFE" OF suAjrgmLo
IVVISIELE /- APPEARANCE JARE STIL
AEAS i, e DS WE ?/:s'u_g/m
\ e DEGREES. N ;.;ECSGEHPZ\E
g 1S A
< ﬂo : ‘5 MMORE RBSTRACT HUMAN
: G 1S 7HIS STYLE FACE.
! g e i OF DRAWING
: m ) A FOUND IN MANY
(V1 ADVENTURE
18 : [ COMICS.
RS S L

’i
i

WORDS ARE TOTALLY
ABSTRACT ICONS. THAT IS, THEY
BEAR NO RESEMBLANCE AT ALL
TO THE BEAL MECOY.

BUT IN PICTURES
THE LEVEL OF
ABSTRACTION VAR/ES.
SOME, LIKE THE
FACE IN THE
PREVIOUS PANEL
SO CLOSELY RESEMBLE
THEIR REAL—L/FE
COUNTERPARTS S
TO ALMOST 7&/CAK
THE EXES

OTHERS, LIKE
YOURS TRULY, ARE
QUITE A BIT MORE
ABSTRACT AND, IN
FACT, ARE VERY
MUCH VL IKE
ANY HUMAN FACE
YOU'VE EVER SEEN/

A b

LSS
prosie
2
RPN
b R
PP
e
9557 -
7.

1 ] 1
1 5% B | i)

)

AS WE CONTINUE
TQ ABSTRACT AND
SYHAPL/FY QUR IMAGE, -
WE ARE MQVING FURTHER
AND FURTHER FROM THE
“REAL " FACE OF THE
PHOTO.

WHY DOES IT
SEEM JUST AS
REAL AS THE
OTHERS?Y

~,>“ "
b LET'S NG THERE ARE 3
[&7 SEE IF WE 5] MANY THINGS THAT :
[/ CAN PUT THESE Y5 SET THESE APART FROM I
PICTORIAL 12 ACTUAL FACES--THEY'RE :
JCONS ) SMALLER, FLATTER, LESS :
o DETA/LED, THEY DON'T

D\ IN SOME SORT
A\ OF ORDER. /o

&

MOVE. THEY LACK COLOR--
BUT AS PICTORIAL ICONS
GO, THEY ARE PRETTY

o

1R

SN
)

DBt i
3}‘:‘0:1;\‘?“ i (S COMMON ~REALISTIC.” i
AN W e WISDOM HOLDS § e
N R THAT THE PHOTOGRAPH i gy 2 ST
i % AND THE REARL/ISTIC i AR E
N S5 PICTURE ARE THE ICONS i ) X AL
Nt Ay R THAT MOST RESEMBLE i
‘~\;}‘,zﬁ§g Ky THEIR REAL-LIFE : =S
[\ : & COUNTERPARTS. ‘ \:‘& EEes
g ﬁ i a3 i

:

( REA! WAY,

i

i

28 29
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FILM CRITICS WILL
SOMETIMES DESCRIBE
A LIVE-ACTION FILM
AS A "CARTOON® TO

ACKNOWLEDGE THE

THOUGH THE TERM IS OF TEN USED
DISFPARAGINGLY, |T CAN BE EQUALLY
WELL APPLIED TO MANY 7/VIE-TESTED
CLASS/CS. SIMPLIFYING CHARACTERS AND
IMAGES TOWARD A PLRPOSE CAN BE AN

THE ABILITY OF
CARTOONS TO FOCHS
OUR ATTENTION ON
AN IDEA 1S, I THINK,
AN IMPORTANT PART

STRIPPED-DOWN
TWTENSITY OF A
SIMPLE STORY OR
VISUAL STYLE.

EFFECTIVE TOOL FOR STORYTELLING iN OF THEIR SPECIAL

VY MEDIUM. Ml | POWER, BOTH IN COMICS
ot — 1 AND IN DRAWING
CARTOONING ISN'T GENERALLY.

JUST A WAY OF DRAWING,

IT'S A WAY OF
SEEING ”

m—tppiile e '’

o' I
Fo;m.uw,’

4

17

TSl L

o 0 A
[ AN

=EARE]

]‘/

()

N7 77777777 7

WHY WOULD 4NV ONE,

2 BUT I BELIEVE THERE'S
YOUNG OR OLD, RESPOND TO A YIE

; A SOMETHING MORE AT

o0 CARTOON AS MUCH OR MORE ] WHY 1S QUR CULTURE S© /N = WORK IN QUR MINDS

) THAN A REALIS7T7C S| 7HRALL TO THE S/MPLIFIED WHEN WE VIEW A

} P IVIAGE 7 REALITY OF THE CARTOONT [E CARTOON--ESPECIALLY
\ A g S = == OF A HUMAN FACE-~

] =\ [TRUIDY ISR " S b= T WHICH WARRANTS

WIARRRRER AR = 7 3 FURTHER
i [ e v K\ INVESTIGATION.
THOUSANDS MILLIONS (NEARLY) ALL

ANQTHER IS THE
LINIVERSALITY OF CARTOON
IMAGERY. THE MORE CARTOONY A
FACE IS, FOR INSTANCE, THE MORE
PEOPLE IT COULD BE SAID TO
DESCRIBE.

| BEC PAGE B18 FOR OOPYAKGHT INFORAMATIO!

DEF/NING THE THE FACT THAT

CARTOON WOULD
TAKE UP AS MUCH
SPACE AS DEFINING
COM/CS, BUT FOR
NOVY, TM GOING TO
EXAMINE CARTOONING

WHAT

YOUR MIND IS

ARE YOU CAPABLE OF TAKING
A CIRCLE, TWO.DOTS
AND A L/NVE AND

BUT STILL MORE
INCREDIBLE IS THE
EACT THAT YOU
CANNOT Avoir2
SEEING A FACE HERE.
YOUR MIND WON'T

TURNING Tg_EM INTO

AS A FORM OF NOTAA@?%CSHSET . LET you!
Aﬁ%/éggé;m” INVCREDIBLES
SINFLIFICATION. WHEN WE BY STRIPPING
ABSTRACT AN IMAGE DOWN AN IMAGE

THROUGH CARTOONING,
WE'RE NOT SO MUCH
ELIMINATING DETAILS
AS WE ARE FOCUSING
ON SPEC/FIC
DETA/ILS.

TO ITS ESSENTIAL
MEAN/NG,” AN ARTIST
CAN AMPLIFY THAT
MEANING IN A WAY
THAT REALISTIC
ART CANV'7-

REALLY SEEING 7
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BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAP, WITH A COMMON
PURPOSE: TO MAKE COMICS OF ‘QALITY "

THE ARTIST KNOWS
THAT THIS MEANS
MORE THAN JUST
ST/CK-FIGURES AND
CRUDE CARTOONS.
HE SETS OFF IN SEARCH
OF A H/GHER ART.

—_
THE WRITER KNOWS
THAT THIS MEANS
MORE THAN JUST
QCF” Pow.” FZAM/
AND ONE-A-DAY
GAGS. SHE SETS OFF
IN SEARCH _OF
SOMETHING DEEFPER.

IN MUSEUMS AND IN
LIBRARIES, THE ARTIST
FINDS WHAT HE'S LOOKING
FOR. HE STUDIES THE
TECHNIQUES OF THE GRFAT
MASTERS OF WESTERN
AR7, HE PRACTICES
NIGHT AND DAY,

SHE 700 FINDS WHAT
SHE'S LOOKING FOR, IN
THE GREAT MASTERS OF
WESTERN L/ TERATURE,
SHE READS AND WRITES
CONSTANTLY, SHE
SEARCHES FOR A VOICE
UN/IQUELY HERS.

L]

FINALLY, THEY'RE READY. BOTH HAVE
MASTERED THEIR ARTS. KIS BRUSHSTROKE
IS NEARLY /NV/S/BLE IN ITS SUBTLETY,
THE FIGURES PURE M/CHAELANGELO.
HER DESCRIPTIONS ARE PAZZL/NG.
THE WORDS FLOW TOGETHER LIKE A
SHAKES PEAREAN SONNET.

|

THEY'RE READY TO JO/N #ANDS ONCE MORE
AND CREATE A COMICS MASTERPIECE.

MW EYES, ;
= ONE NOSE, w» 3{%

ONE MOUTH.

&

—

PICTURES ARE RECE/VED
INFORMATION. WE NEED NO
FORMAL EDUCATION TO ‘GE7 7#F
MESSAGE.” THE MESSAGE IS
JINSTANTANEOL'S.

WRITING 15 PERCEIVED
INFORMATION. IT TAKES TIME -
AND SPECIALIZED KNOWLEDGE TO | =
DECODE THE ABSTRACT SYMBOLS /-

OF LANGUAGE.

RECEIVED o« = « o s 4 = « = = =

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

TWO EYES, 7 Zg‘; ’
= ONE NOSE, = Z,%é,. 7
ONE MOUTH. 07> note..

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

-« PERCEIVED

OUR NEED FOR A
UNIFiED LANGUAGE
OF COMICS SENDS US
TOWARD THE CENTER
WHERE WORDS AND
PICTURES ARE LIKE
TWO SIDES OF ovE
i cowy

BUT OUR NEED FOR
SOPHISTICATION
IN COMICS SEEMS
10 LEAD US
OU7WARD, \WHERE
WORDS AND PICTURES
ARE MOST SEPARATE.

-
=

Y

BOTH ARE WOR7HY
ARSPIRATIONS.
BOTH STEM FROM A
LOVE OF COMICS AND
A DEVOTION TO ITS

>_iu1'uzs

~ CAN THEY BE
RECONCILED 7

49

I SAY THE ANSWER
1S Y£S, BUT SINCE
THE REASONS BELONG
IN A DIFFERENT
CHAPTER, WE'LL
HAVE TO COME BACK
TO THIS ZA7ER.
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EARNING
THE REPLY

THIS 15 BELOW ME,
IcoNiC i el T | The &y THESE 5 VERTICES: -

ABSTRACTION £RE Pclure Plame “REALITY" LANGLAGE AND
; PICTURE PLANE, W REALITY; [ANGUAGE AN
i s 2 SHARE S 0 : AEBRESENTS THE TOTAL
: ABSTRACTION L £5 AND S = PICTORIAL VOCABUIARY
: THEMSELV. & VOCABLIAR
4 AVAILABLE TO NOT PRETEND . ﬁ OF COMICS GR OF
} COMICS ARTISTS. OTHERVWISE. O i OF THE VISUAL
] ot
Q
i 2\
1 i g. \
s’ 4 \
! 9 1
0000 5= ZE-* X
: : \

\
kY
\
\
USUALLY THE WORD \
"ABSTRACTION" REFERS TO THE THE TYPE OF %
* NON-/CON/C NARIETY, WHERE ART WHICH QFTEN
i NGO ATTEMPT IS MADE T0 CLING PROMPTS THE QUESTION: \
| TO RESEMBLANCE OR MEANING. WHAT DOES /7 \
. IEAN =~ \
\
d \

1

MQST COMICS ART

NEAR THE LINE, BUT

IF WE INCORPORATE

s SROSTHE
LIES NEAR THE NOT NECESSARILY LANGUAGE AND
BOT7OM-~THAT 1S, ON 1T/ FOR EVEN QTHER ICONS V7O NI VERSE
ALONG THE /CON/C THE MOST S7RARIGHT- THE CHAX%)TI WEIE ([:)A;\\l CALLED
ABSTRACTION SIDE FORWARD LITILE BEGIN TO BUIL
WHERE EVERY LINE CARTOON CHARACTER COMPREHENSIVE COM/CS.
HAS A MEANING. HAS A MEANINGLESS| N\~ AP -~
LINE OR TWO/ T V/ % IR
e AT S (I ALK 4)3»\!;‘%2
i Banlor [R5 e e
e ’ Lo T A7
Ty SIS7 Y
. x\,r“ 53
O O Li o :’:: ..':
2 o =7
— . —:::‘- ”),)_;‘::
P T oA £ ))‘:\‘é}
. A 1 g
), S ]
N
——| m——-—— HH v
i WA
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1. MARY FLEENER a1 her most abstract. 2.
MARISCAL's Piker. 3. DAVE McKEAN
employing one of the meny styles found in his
senes CAGES. 4. MARC HEMPEL's
GREGORY. S. MARK BEYER. 6. LARRY
MARDER's Besnish from TALES OF THE
BEANWORLD. “Resembling™ nothing ever sean
(hence ail the way 1o 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
MATTOT! in FIRES (© Ednlons Aloin Michel
S.A.) combines deeply impressionistic lighting
with iconic lorms and strong, d od

realistic anatomical base, Simpson distons and

s M.M.'s fealures 1o the brink of

absiraction. 23. MICHAEL CHERKAS Irom
SILENT INVASION, © Cherkas and Hancock.

24. RICK GEARY. 25,

PETER KUPER.

26. GARRY TRUDEAU's DOONESBURY.

27. LYNDA BARRY.

28. SAMPEl

SHIRATO. 29, CHARLES BURNS's BIG
BABY. 29 1/2. (Whoops) CLIFF
STERRETT. The character pictured here (from
POLLY AND HER PALS) might baiong 8 bt lowa,
but Sterren's an, like Fleaner's often heads

upward toward th
N Featuras

jidly abstract. PAHP. s ©

Inc. 30.

]
compositions. In other words, he's a haid one to
place. 10. ALINE KOMINSKY-CRUMB.
11. PETER BAGGE's Chuckie-Boy (rom
NEAT STUFF, Compare 10 39. 12. KRISTINE
KRYTTRE. 13. REA |RVIN. THE SMYTHES
© Field Newspaper 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, bul decomposed into rough
shapes. Similar elfects are found in no.s
8.18,19,20 and 34. 17. JEFF WONG's an for
Scott Russo's JIZZ 18. ROLF STARK's
expressionistic RAIN. 18. SPAIN's
TRASHMAN. 20. FRANK MILLER's THE
DARK KNIGHT RETURNS. B8atman & D.C.
Comics, Baiman created by Bob Kane. 21.
WILLIAM MESSNER-LOEBS's Wolv o
MacAlistair from JOURNEY. 22. DON
SIMPSON's MEGATON MAN. Beginning from a

ALL COPYRIGHTS
HELD BY THE
CREATOR UNLESS
OTHERWISE
NOTED.

Keep in mind thal
thase are my copias of
the ongwmnai drawings.

SERGIO ARAGONES's GROO THE
WANDERER. Simple, siraightiorward, but with a
sirong gestural quality that atways reminds us of

the hand that holds the

pon (aiso true of

14,2831,41). 31. ROBERTA GREGORY's
Bachy Bitch from NAUGHTY BITS. 32. DAVID
MAZZUCCHELLI from BATMAN: YEAR ONE.

Commissioner Gordon ©

DC. Comics. 33.

JOSE MUNOZ from "Mister Conrad, Mister
Wilcox”. © Munoz and Sampayo. 34. CAROL

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

SOME VERY IMPORTANT
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 to 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 finaly
observed and. realistically based as Hal Foster's

("Woll and Cub®) © Koke and KojiMa. 48.
EDDIE CAMPBELL's ALEC. Raalistic in tone,
but 2iso gestual and spontaneous. The pmcess
of drawing 13n't hidden lrom viow. 47. ALEX
TOTH. Zorro © ZorroProductions, Inc. Aa D
Wan Disney Productions. (Zoiro created by
Johnston McCuliey). 48. HUGO PRATT's
CORTO MALTESE @ Casterman, Pans-Tourmai.
49. WILL EISNER lrom TO THE HEART OF
THE STORM. 50. DORI SEDA. 51. R.
CRUMB swings between realistic and carloony
characters, usually staying about this high but

or Dave Stavens' but with an sense
of design that draws them foward the upper
Lately, Russell has baen moving a bt
higher and toward the nght in some cases. 45.
GOSEKI KOJIMA from KOZURE OKAMI

g upward. 52. STEVE
DITKO. 53. NORMAN DOG. 54.
YALENTINO's NORMALMAN sits a bit to the
nght and up from his current SHADOWHAWK
Iwhose iconic mask made him a bt harder to
place). 55. ROZ CHAST, 56. JOOST
SWARTE's Anton Makass 57. EL2IE
SEGAR's POPEYE @ King o3 Syndicate,
Inc. 58. GEORGE HERRIMAN's -Offissa
Pupp” from KRAZY KAT. © International feature
Service, Inc. 59. JIM WOODRING's FRANK.
60. NEAL ADAMS. (rom X-MEN © Marvei
Entertainmen Group, Inc. (X-Men created by Lea
3°d 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 @ Marvel
Entertainment Group, Inc. 84. JOHN BYRNE.
Superman © D.C. Comics, Inc. (Supaiman
cteated by Jerry Siegel and Joe Schuster). 65.
JACOUES TARDI (rom LE DEMON DES
GLACES © Dargaud Edneur. 66. JEAN-
CLAUDE MEZIERES. Lauwline from the
VALERIAN saries. © Dargaud Editeur. 67.
BILL GRIFFITH's ZIPPY THE PINHEAD. 86.
JOE MATT. 69. KYLE BAKER from WHY |
HATE SATURN.70. TRINA ROBBINS's

MISTY. © Marvel Entertainment Group, Inc. 71.
RIYOKO IKEDA's Oscar Irom THE ROSE OF
VERSAILLES. 72. GEORGE McMANUS.
BRINGING UP FATHER © intemationel Featurs
Service. Inc. 73. CHARLES SCHULY's
Charlie Brown from PEANUTS © Unrted Features
Syndicate. Inc. 74. ART SPIEGELMAN lrom
MAUS. 75. MATT FEAZELL's CYNICALMAN.
78. The company Logo. The peture as symbol.
77. Ttle Logo. The word as object. 78. Sound
Effect. The ward 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 Syndicate, Inc. 84, MILO
MANARA. 65, JOHN BUSCEMA. The
Vision ® Marvel Entertainment Group. 86.
CAROL LAY's Irene Van de Kamp from GOOD
GIRLS. A bizarre character, but drawn in a vory
straightforward  style. 87. GILBERT
HERNANDEZ. 88. JAIME HERNANDEZ
88. COLIN UPTON, 90. KURT
SCHAFFENBERGER. Superboy © D.C.
Comics. 91. JACK COLE's PLASTIC MAN, @
D.C. Comics. 92. REED WALLER's OMAHA
THE CAT DANCER & Waller and Worlay. 93.
WENDY PINI's Skywise from ELFOUEST. ©
WaRP Graphics. 94. DAN DE CARLO.
Veranica @ Aichie Comics, 95. HAROLD
GRAY's LITTLE ORPHAN ANNIE. © Chicago
Tribune- New York News Syndicate. 96.
HERGE's 7INTIN © Editions Caslerman. 97,
FLOYD GOTTFREDSON. Mickey Mouse ©
Wah Disney Productions. 98. JEFF SMITH's
BONE. 99. Smie Dammn. 100. COLLEEN
DORAN’s A DISTANT SOIL. 101. ROY
CRANE’s CAPTAIN EASY © NEA Servxce, Inc.
102. DAN CLOWES. 103, WAYNO. 104.
V.T. HAMLIN's ALLEY OOP © NEA Servxce,
Inc. 105, CHESTER BROWN. 108. STAN
's USAGI YOUIMBO. 107. DAVE
SiM's CEREBUS THE AARDVARK. 108.
WALT KELLY's POGO © Selby Kelly, 109.
RUDOLPH DIRKS's HHANS AND FRITZ © King
Featuies Syndicate, Inc. 110. H.C. “BUD"
FISHER's Jell from MUTT AND JEFF ©
McNaught Syndicate, Inc. 111. MORT
WALKER's Hl AND LOIS © King Festures
Syndicate, Inc. 112. OSAMU TEZUKA's
ASTROBOY. 113. CARL BARKS. Scrooge
McDuck © Walt Disney Productions. 114,
CAOCKETT JOHNSON's Mister O'Malley
from BARNABY © Field Newspapar Syndicale,
Inc. 115. PAT SULLIVAN's FELIX THE CAT
© Nowspaper Feature Service, 116. UDERZO.
ASTERIX by Goscinny and Uderzo © Dargaud
Editaur.
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