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FINTRODUCTIONT

MY QLD PAL MA77 FEAZELL WELL, 17§ A BIT HARD

NOT EXACTLY, NO,..
CALLED THE OTHER DAY. a 10 DE&CA’/&’E MATT. ITS ALTHOUGH THERE 15 SOME
SORT OF A COM/C BOOK HISTORY /V 17..17'S MORE
50, SCOTT, WHAT'S YOUR

ABOUT COMICS/ AN EXAMINATION OF THE
NEXT PROJECT GOING TO BE
NOW THAT YOU'VE FINISHED

ART-FORN OF COMICS,
WHAT 11’5 CAPABLE OF,

HOW 1T wonxs,’/

YOU KNOW, HOW DO WE T HAVE A CHAPTER ON I EVEN PUT TOGETHER A NEW
DEFIVE COMICS, WHAT ARE CLOSYRE—ALL ABOLT COMPRENENSIVE THEORY |
THE BASIC ELEMENTS WHAT HAPPENS SETMIWVEEN OF THE CREATTVE PROCESS
OF COMICS, HOW DOES THE THE PANELS, THERE'S ONE ON AND ITS IMPLICATIONS FOR
MIND PROCESS THE LANGUAGE HOW J7¢E FLOWS THROUGH COMICS AND FOR Q&7 /N
OF COMICS --THAT SORT OF COMICS, ANOTHER ON THE

Vi
THING . INTERACTION OF WORDS ACHD L
- AND PICTURES AND p
{ STORY7ELLING._| |
: » AN
S ™ -
S | i
/8

J e = Y H

-
17
=/

gL 11 1 ¥

AREN'T
YOU KIND OF
YOUNG TO BE DOING
THAT SORT OF
THING ¥

-




T T T e
WELL, ACTUALLY, THAT'S |esgeasey NOPE, WRONG AGAMN.
WRONG. THIS 1S == vs A PRIVTE PY OF A

A
PAINTING OF A PIPE, THIS 1S
A P OF A PRINTING
OF A PIPE. -

DRAWING OF A AINTING
OF A PIPE.

CHAPTER TWO

THE INSCRIPTION 1S IN S2X, 1F YO
FRENCH. m&lﬂffp IT MEANS FOLD THE PAGES
CTHIS RS NOT A FH BACK,

DO YOU
HEAR WHAT I'M
SAYING?

NO ONE SAD A WORD

! i e ek e ferd
L

[ e

oS R S

SEE PAGE 216 FOR MOPE NFORMATION




THIS 1S NOT A MAN.

Sy |

THIS 19 NOT A COW.

ENC IO, -1 -

THESE ARE NCOT IDEAS.

THIS 15 NCT
A LEAF

n

THESE ARE NOT PEOPLE

THIS 1S NOT A CQUNTRY.

WELCOME
TO THE S7TRANGE
AND WONDERFLIL

PYORLD OF THE

/CON

THIS IS5 NOTY / MY VOICE

THIS 18 NOT SCUND

THIS 15 NUT LAW.

{
a/o';;gs

THIS 1S NOT A CAR.

{7
]| &
{ (T

THESE ARE NOT SEPARATE
MOMENTS.

NOW, THE WORD
SCON MEANS
MANY THINGS.

THIS
15
FAPER

FOR THE PURPQSES OF

THIS CHAPTER, I'M USING THE

WORD “#CONV” TO MEAN ANY

TWMAGE USED TO REPRESENT A

A PERSON, FLACE, THING OR
J/DEA.

THAT'S A BIT BROADER
THAN THE DEFINITION
IN MY DICTIONARY,
BUY TT'S THE CLOSEST
THING TO WHAT T
NEED HERE.

"SYMBOL" IS A
BIT TOO LOADED
FOR NE.

THEIR SUBJECTS.

TMESE ARE THb
MAGES WE o
REPRESENT JMEFT
LPEAS AND
PNILCSOPWIES

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

BUT
AS RESEMBLANCE
VARIES, SO DOES THE
LEVEL OF ICONIC
CONTENT.

OR 7O PUT 1T
SOMEWHAT CZUMS/LY
SOME PICTURES ARE
JUST MORE 1CONKC
THAN OTHERS.




N THE VO~
PICTORIAL ICONS,
MEANING 'S SXED
ND LTE,
"HE\!Z AF’PEARAN\,E
DOESN'T AFFECT
THEIR MEAN!NG
REPEE NY
PVVISIBLE
LOEAS.

IN PICTURES,
HOWEVER.

O D

q
4

.@ APPEARANG
THEY DIFFER FROM
- REAL L IFE "
@ ~ APPEARANCE

%’DSEQZ

&y
&

ONLY
QUTLINES
AND A HINT
OF SHADING

WE EASILY

SOMEWHAT BFE,CDGN%E
1S AS
MORE ABSTRNCT HUMAN
1S 7H/S STYLE FACE.
OF DRAWING

FOUND IN MANY
ADVENTURE
COMICS.

&5‘7!/?67’ ﬁmﬁ 15, THEY

1CO!

ABEAR NO RESEMBLAME AT ALL
TO THE REAL MECOY

OTHERS, LIKE
YOURS TRULY, ARE
QUITE A 81T MORE

BUT 1N PICTURES
THE OF
ABSTRACTION YARIES.
SOME, LIKE THE
FACE IN THE
PREVIOUS PANEL
SO CLOSELY RESEMBLE

YOU'VE EVER SEEN/

AS WE CONTINUE
TQ ABSTRACT AND
SAIPLIFY OUR IMAGE,
WE ARE MOVING FURTHER
AND FURTHER FROM THE
“REAL © FACE OF THE
PHOTO.

WHY DOES 1T
SEEM JUST AS
REAL RS THE
OTHERS?

TNk WnU

AN ~JET

N SOME SORY
. OF ORDER.

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

DEYANLEL, THEY DONT
MQVE, THEY LACK COLOR--
BUT AS PICTORIAL ICONS
GO, THEY ARE PRETTY
REALISTIC"

COMMON
WISDOM HOLDS
THAT THE PHOTOGRARY
AND THE REALASTIC
PYCTURE ARE THE ICONS
TRAT MOST RESEMBLE
THEIR REAL-UIFE
COUNTERPARTS.

28

WHAT
1S THE SECRET --THE
OF THE 1CON CARTOON
WE CALL~~

o

29



FILM CRITICS WILL THOUGH THE TERM 1S OFTEN USED THE ABILITY OF
SOMETIMES DESCRISE | | DASPARAGINVGLY, 1T CAN BE EQUALLY CARTOONS TO SO
A L7VEACTION FILM WELL APPLIED TO MANY TIVIE- TS TE QUR ATTENTION ON
AS A "CARTOON" T0 CLASS[CS. SMPLIFYING CHARACTERS Finn | | N IDEA IS, T THNK,
CKNGWLEDGE THE MIAGES TOWARD A PURFOSE CAN BE AN AN IMPORTANT PART
STRIPPED-DOWN EFFECTIVE TOOL FOR STORYTELLING IN OF HEIR SPECIAL
STy ANY MEDIUM. o] | PoweR, BOTH INCOMKCS
SIMPLE 5TORY OR { LAl : AND IN DRAWING
VISUAL STYLE. : CARTOONING ISN'T GENERALLY.
JUST A WAY OF DRAWING,
IT'S A WAY OF
CEEING 7
& iy
P,
é Egr-l H =4t
o s CAUA S S
B s
= ol f s

BUT T BELIEVE THERES

SOMETHING MORE AT
WORK IN QUR MINDS
WHEN WE VIEW A
CARTOON-ESPECIALLY
OF A HUMAN FACE-—-
WHICH WARRANTS
FURTHER

INVESTIGATION
MULIONS (EaRLY) ALL H_____/

ANOTHER 1S THE
LINIVERSALITY OF CARTOON
IMAGERY. THE MORE CARTOONY A
FACE 1S, FOR INSTANCE, THE MORE
PEOPLE IT OQULD BE SAID TO

DESCRISE.

R ORI TTT T

AHY 15 QUR CULTURE $O /A
TMIPALL TO THE SIMPLIFIED
| ®ealrry OF THE CARTOON?

GER PAGE 28 FOR COPYRIOHT INFORMATION

o0k MIND 19 e
B E
WHAT ARE YOU CAPARLE OF TAKING FACT THAT YOU
A CIRCLE, TWo DTS CANNOT AV07D
AND A LIVE AND SEEING A FACE HERE.

TURNING THEM INTQ YOUR MIND WON'T

ZET you!
NOTHING snom OF
g

S IEATION {
HGH

TR,

| RIAAPLIFTCATTON. DOWHN AN MG
TO ITS ESSENTIAL
“MEANING, AN ARTIST
CAN AMPLIFY, THRT
MEANING IN A WAY

THAT REALISTIC
ART CAN'T

REALLY SEEING 7

30 31
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AOW - - YOU'LL £IND
THAT NE
WHAT

LIKE ;

ONE OF THUSE SHAPES

CAN BE MADE INTO &

FACE WITH ONE SIMPLE
ADDITION

YOUR MIND HAS NG
TROUBLE AT ALL
CONVERTING SUCH

SHAPES INTO FACES,

YET WOULD IT EVER
MISTAKE 775 -~

O,




GOOD. NOW, WRAT YET, YOU KNOW

CHANGED WHREN YOU SMILED/ NOT

YOU SMILEDT WHAT | | JUST BECAUSE YOU
DID YOU SEE?

FELT YOUR CHEEKS
COMPRESS QR THE

CRINKLING ARQUND
YOUR EYES/

YOU ANOW YOU WHEN TWOG PEOPLE INTERRACT, TREY USUALLY LOOK DIRECTLY
; SMILED BECAUSE A7 ONE ANOTHER, SEEING THEIR PARTNER'S FEATURES IN
i YOU TRUSTED THIS
MASK CALLED YOUR
FACE TO RESPOND,

BUT THE FACE YOU
SEE IN YOUR M/NVD
1S NOT THE SAME AS

OTHERS SEE!




| AWARENESS Are |
Al

i

WE DON'T st |
A2 00N |

W‘ms:

| £pcH ONE AZSO SUSTAINS A CONSTANT AWARENESS OF His OR SOMETHING T/ You 7 FROM WHAT T WOULD NEVER EVEN| |
HER OV FACE, BUT 778 MIND- PiCTURE S NOT NEARLY 50 AS SIMPLE HAVE BEEN LITTLE T TOLD YOU fr.< TO YOU TO
vzvm, JUST A SKETC ARRANGEM & SENSE OF SHAPE., FAR TOO AWARE OF ABOUT MYSELF IN WONDER WHAT MY | | T N\
SENSE OF G&‘?VEMZ PLACEMENT. BREAC-- THE ARE, OR i{ ALITTLE VOICE !
TO FULLY RECEIVE PRACTICALLY A WHAT 1 HAD FOR ‘A INSIDE YOur
THE MESSAHFHE S ‘4 7ES| | LUVCH OR WHERE T ' MEAD.
GOT THIS 2LY
OUTH T
-~
--AS A —
CARTOON. ]
LT ]
Al I
THUS, WHEN YOU BUT WHEN YOU I BELIEVE THIS IS THE PRIMARY CALKSE OF YOU GIVE ME LIFE BUT IF wuo I AM
LGOK AT & PHOTO OR ENTER THE WORLD QUR CRILOHOUD FASCINATION WITH CARTOONS 87 READING THIS MATT| LESS.
REALISTIC DRAWING | | OF THE CAR7DEN -] | THOUGH CTHER FACTORS SUCK AS UN/VERSAL BOOK AND BY MAYBE qu‘r 34 THAT'S
OF A FACE-~ FOENTIFICATION, SIMIPLICITY AND THE LIV L) MA THE THEORY
3 CHILDLIKE FEATURES OF MANY CARTOON ANTWAY.
CHARRCTERS ALSO PLAY A PART.
|
- YOU SEE T
AS THE FACE - YOU SEE
OF ANOTNER, YOURSELE
e cazroonis A | [ A "':"?'f“‘" o SO FAR, WE'VE ONLY DISCUSSED £FACES, BUT THE PHENOMENON THERE'S
vacuom | WE INHAS OF MON-VISLAL e CAN, 0 A £ ESSER DEOREE MORE
230 vvac oir. | STILL APPlY 10 OU IES. AFTER ALL, DO WE NEED TOO!
IDENTITY RND TO & Eou;z HANDS TO KNOW WHAT THEY'RE DOINGT




THE LATE GREAT MARSAHALL
MELUNAN OBSERVED A S/MILAR
FORN OF NON-VRUAL AWARENESS
WHEN PEOPLE INTERACT WITH

INAWIMATE O8JECTS.

‘WHEN DR7VING. FOR EXAMPLE.
WE EXPERIENCE MUCH MORE THAN
OUR EVE SENSES REPORT

THE VENICLE BECOMES AN EXTENSION

OF QUR BODY. 1T AHSORES OUR SENSE
OF TDENTITY, WE BECOME THE CAR

PIECES OF METAL
TO BECOME
HANDS...

OQUR ABILITY TO
EXTEND QUR
IDENTITIES INTD
INANIMATE OBJECTS
CAN CAUSE PIECES

PIECES OF PLASTIC

PIECES
QF GLASS
TO BECOME
EYES.

A=

AND IN EVERY CASE

AND JUST AS QUR

OUR CONSTANT
AWARENESS OF SELF--

-~ FLOWS Q/7HARD TO INCLUDE THE
OBJIECT OF OUR EXTENDEFLD JTDENT

AWARENESS OF OUR
BIOIOG/CAL SELVES

s ARE SIMPLIFIED

CONCEPTUALIZED
IAGES -~

IF ONE CAR #/7F ANOTHER, THE DRIVER
OF THE VEHICLE BEING STRUCK 15 MUCH
MORE LIXELY 10 SAY

THAN “HE KIT MY CARS
OR "MIS (AR HIT MY CAR", FOR THAT MATTER.

38

QUR /DENTIT/ES AND AWARENESS ARE
INVESTED IN MANY /NANIMATE OFECTS
EVERY DAY QUR CLO7MES, FOR EXAMPLE,
CAN TRIGGER NUMERCUS TRANSFORMATIONS
IN THE WAY OTHERS SEE US AND IN THE
WAY WE SEE OURSELVES.

--50 TOO 1S QUR AWARENESS OF 75E8& A
EXTENSIONS GREATLY SHVIPLIFIED. N

it

() Oo

ALL THE THINGS WE
EFXFPERIENCE IN LIFE
CAN BE SEPARATED INTO

WO Ifﬂlﬂgé THE




|k |

OUR IDENTITIES BELONG PERMANVENTLY TC THE
CONCERP7LAL WORLD. THEY CAN'T BE SEECA, HEARD
SMELLED TOCHED R PASTED. THEY RE MERELY JDEAS.
AND EVERYTHING ELSE-- AT THE START--BELONGS TO
THE JEASUAL WORLD, THE WORLD OQU7SIDE OF US.

GRADUALLY

OURSELVES

THROUGH TRADITIONAL

REALISM, THE COMICS

ARTIST CAN PORTRAY
THE WORLD
WITHOL 7=~

'[ AND OF THE WORLD ARVLND US

B Tty
o

=4, e

AND SOON WE
DISCOVER THAT
OBJECTS OF THE
PHYSICAL
WoRLD CAN

ALS0
LROSS QVER- -

-~AND THROUGH
THE CARTOON,
THE WORLD
WITHIN.

INANIMATE OBJECTS
MAY SEEM T0 POSSESS
SEPARATE |DENTTTIES
30 THAT IF ONE
SUMPED LP AND
STARTED S/AMGIMG
T WOULDN'T FEEL
QUT OF PLACE.

BUT IN EMPHASIZING
THE CONCERPTS OF
OBJECTS OVER THEIR
PHYSKAL APPEARANCE,
MUCH HAS TO BE
OWIITTED.

IF AN ARTIST
WANTS TO PORTRAY
THE BEALTY AND
COMPLEXITY OF THE
EPHYSICAL

Q

-~ REALISM OF

SOME SORT 1S

GOING TO PLAY A
PART.




WHEN DRAWING THE FACE AND
FIGURE, NEARLY ALl COMICS ARTISTS
Y AT LEAST SOME SMALL MEASURE
QF CARTOONING  EVEN THE MORE
REALISTIC ADVENTURE ARTISTS -

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

B
THE DEGREE
TO WHICH THE

CHARALT:

--ARE A SAR CRY FROM
PHOTO-REALISTS

THIS COMBINATION ALLOWS READERS TO MASK

K THEMSELVES IN A

CHARACTER AND SAFELY ENTER A SENSUAL.LY STIMULATJNG WOELD

"‘{f A

AND SINCE YYEWER-7IDENTTFICATION
1S A SAFCIAL7Y OF CARTOONING,
CARTOONS HAVE HISTORICALLY HELD
AN ADVANTAGE IN EREAKING INTC
WORLD POPULIAR CULTURE.

IN THE WORLD OF
ANIMATION, WHERE
THE EFFECT HAPPENS
TO BE A PRACTICAL
NECESSITY, DISNEY
HAS LUSED 17 WITH
IMPRESSIVE RESULTS
FOR QVER SO YEARS/

T
]
i

IN EURDPE TT CAN
BE FOUND IN MANY
POPULAR COMICS,
FROM ASTERIX TO
TINTI 7O WORKS OF
SARCQUES TARD).

FAR LESS OF7ENV, A

ON THE OTHER HAND, NO
ONE EXPECTS AUDIENCES TO
DENTIFY WITH BRICK WALLS
LANDSCRPES ANU WDEED, /

IN APMN, ON THE OTHER HAND, THE
MASKING EFFECT WAS, FOR A TIME,
YIRTUALLY A MAT/ONAL STVLES

N AMERICAN COMICS THE EFFECT 1S USED
LTHOUGH {T HAS CREPT UP

IN THE WORKS OF ARTISTS AS DIVERSE AS
CARL FARKS, JAIME NERMANDEZ AND IN
THE TEAM OF DAVE §/M AND GERMARD.

THANKS TO THE
SEMINAL INFLUENCE
OF COMICS CREATOR

OSAML TEZUKA,

AAT © HAYAS) AND OSRIA.

BUT, IN
RECENT; DECADES
JAPANESE FANS ALSO
DEVELOPED A TASTE
FOR FZASH Y, PHOTD
REARLISTIC ART.

X.V ﬁ@\f

[

CEREBLIS © DAVE 8iM.



ART 8 HAY AR AHE) OBRAA,

THE RESULTANT BYERID STYLES
HAD TREMENDCOUS KONK RAMGY, FROM
EXTRINELY CARTOONY CHARACTERS TO |

SOON, SOME OF TREM
REALITED THAT THE

POWER
OF REALISTIC ARTS
COULD BE PUT 10
OFAER USES.

r

| FOR EXAMFLE, WHILE
MOST CRARACTERS

{ WERE DESIGNED

| SRMPLY 0 ASSIST M
| RERDER - DN TTIATION-

A PRO®
LIKE THIS SaRd
MIGHT BE VERY

TEL PG 218 FOR COPVRICHT IMEOPMATION,

MAN Y
E MY

AAVORITE
-

AN ai Pinur,
‘m( ] 3 1[’7
? HH N
| i R W
=+ SEREE

CARTOONY N OVE
SEQUENCE--

~~DUE

TQ THE LIFE"
T POSSESSES AS
AN EXTENSION OF
MY CARTQON
iDENTITY/

AS I WRITE THIS,
IN 1992, AMERICAN
ALIDIENCES ARE JUST
BEGINNING TO REALIZE
THAT A SIMPLE $7 )7,
DOESN'TNECESSTTATH
SIMPLE STORY.

el STm el

QF THE CARTOON

CHARALTERRZATION
WHICH ARE THE
HALLMARKS Of
MODERN
LITERATURE,
LEAVING THEM
SUITABLE ONLY
FOR CM/LDREN.

BUT SIMPLE ELEMENTS
CAN COMBINE IN
COMPLEX WAYS, AS
” ATOMS BECOME
MOLECULES AND
MOLECULES BECOME
LIFE.

INTHIS AND IN O7HER
WAYS, COMICS IN
JAPAN HAVE EVOLVED

VERY DIFFERENTLY
FROM THOSE N THE WEST.

WE'LL RETURN
TO THESE DIFFERENCES
SEVERAL TIMES
DURING THIS BOCK.

AND L7KE THE ATOM,
GREAT POWER IS
LOCKED IN THESE
FEW SWAPLE LINES,

RELEASEABLE ONLY
BY THE READER'S MIND.

THERE'S
A LOT MORE TO

CARTOONS
THAN MEETS
THE EYE?

45




WE'VE
REDUCED THIS FACE
TC 7D DOTS AND

MEANING
RETAINED.

LR SCORE AND SEVEN YEARS Aj
IDeng y Tomsauzcan Al K]

RESEMBLANCE Y
GON;

PETAL BOLTS AND DTHER SUBST]
IVING A GRAY PLYMOUTH REU)

E/, iy

) MOST AMERICAN
COMICS, NOTABLY

- COMIC BODAT, HAVE

"1 1ONG EMPHASIZED THE

- &S

bl BETWEEN WORDS

v AND PICTURES,
zy

SPECIFIL ~———> UNIVERSAL

~-YET STiLL REPRESENT
A FACE AS CLEARLY
AS AV ONE Y

INE STRRIGHT
0N

JUST DRAW

THE ANSWER.

A SINGLE
UNIFIED

SINGLE, UNTFIED
YXABLL

—
INEW FRIEND UNDERNEATH MY £ l- ™
ITLED THE STORY OF MARGER | N vl
THD Wﬁf 1S QUR SHY"?FDOK HIS WIFE FUR A HAT u:‘
. o G »
JEONIC ABSTRACTION Fald
SCALE COMPLETET, koeas o
[ vo
LARRT -
R MARDER Com
PRE 15 LA --ARE THE bt . L
i coo o o ULTIMATE g I
Lo ABSTRACTION. - ]
PROOF HA { 0
s »?ZO; LER j Lﬁ /
b GO0, STEVE a i
THE SCALE == CAN ANY ~- AND "GOOD" COMICS WORDS, PICTURES AND
SHOWS SEVERAL = CONFIGURATION AS THOSE IN WHICH OTHER. JCONS ARE THE
SLIGHTLY IYEaweRENT OF VA" W PAPER THE COMB/NATION VOCABULIARY oF
PROGRESSIONS i£T'S E @ Q C @ 85 MORE ABSTRACTED OF THESE VERY THE | ANGUAGE CALLED
CONCENTRATE ON OWF = : A S YA FROM REALITY -~ D ENT COM lCS
AND SEE F WE CAN - FORMS OF EXPRESSION D
=Ny s mouenT o 5 -
g = COMPLEX SPLE HA&"UN/DUJ}’/ INES OFt PRPER JUS\S
gl ; bUsT Lings o g
REALISTIC -~ {CONIC  [oee] B A BUT
e JUST How
" DIFFERENT”|
CRIECTIVE ——> SUBJECTIVE THEY
v

SEVERAL
FACTORS HAVE

RECEIVING THE
LINIFTED

TDENTITY
1T MEEDS.




BOTH ARTIST AND WRITER BEGIN, HANDS
JOWNED ACROSS THE GAP, WITH A COMMON.
PURPOSE: TO MAKE COMICS OF (RIURLITY

THE ARTIST KNOWS
THAT THIS MEANS
MORE THAN JUST
STICK-FIGLRES AND
CRUDE CARTDONS,
HE SETS OFF IN SEARCH
OF A HIGHER hRT.

)
THE WRITER KNOWS

THAT THIS MEANS
MORE THAM JUST
OOE” Pros” BLam/’
AND ONME-A-DAY
GAGE SHE SETS OFF
N SEARCH Of
SOMETHING DEFPER.

N MUSEUMS AMD IN

LIBRARIES, THE ARTIST
FINDS WHAT HEYS LODKING
FOR. HE STUDIES THE

SHE 700 FINDS WHAT
SHE'S LOOKING FOR, IN
TRE GREAT MASTERS OF
WESTERN LI TERATLRE:.
SHE READS AND WRITES

11

FINALLY THEY'RE READY BQTH HAVE
MASTERED THER ARTS. WIS BRUSHSTROKE
1S NEARLY /AV/S/BLE INITS SUBTLETY,
THE FIGURES PURE MI/OMASLANGELD

1T

THEY'RE READY TO O/ HANDS ONCE MORE
AND CREATE A COMICS MASTERPISCE.

PICTURES ARE RECEIVED
INFORMATION. WE NEED NO
FORMAL EDUCATION TO ‘GE7 /3¢
MESSAGE " THE MESSAGE 15
INSTANTANEOL'S.

7 WRITING 1S PERCEIVED
INFORMATION. IT TAKES TIME
AND SPECIALIZED KNOWLEDGE To
DECODE THE ABSTRACT SYMEOLS
OF LANGUAGE,

¥

L

WHEN PICTURES

ONEMOUN.  on” #aver,

CONSTANTLY, SHE HER DESCRIPTIONS ARE DAZZLING

SEARCHES FOR A VOICE THE WORDS FLOW TOGETHER LIk A | | | | RECEIVED ... .o PERCEIVED
UNIQUELY HERES. SHAKESPEAREAN SOVNNVET

TWO EYES, M%
> ONENOSE, mp 2740 ey

WHEN WORDS

ARE BOLDER, MORE DIRECT,

THEY REQUIRE LOWER LEVELS
OF PERCEPTION AND ARE

ARE MORE ABSTRACTED

FROM “REALITY THEY

REQUIRE GREATER LEVELS

OF PERCEFP7ION,
AMorRE

RECEIVED S4S7ER,
4 ez LIKE
S
\
OUR NEED FOR A BUT OUR NEED FOR BOTH ARE MUR7#>| | T say THE ANswer
UNIFIED 2, GE | | SOPHISTICATION ASIRATIONS. 1S YES BUT SINCE
OF COMICS SENDS US IN COMICS SEEMS BOTH STEM FROM A THE REASONS BELONG
] TOWARD THE CENTER TO LEAD US LOVE OF COMICS AND IN A DIFFERENT
; WHERE WORDS AND UTHARD, WHERE A DEVQTION TO 1TS CHAPTER, WELL
: PICTURES ARE LIKE WORDS AND PICTURES| b FUTURE. HAVE TO COME BACK
i TWO SIDES OF omE ARE MOST $ERARATE = TC THIS LATER.
cows CAN THEY BE
? RECONCTLED 7
e
TWOEYES,  Jhy pouedis H i
= ONENOSE, o f;/% e Sa% Uy
ONEMOUN. o ritscerr, / i ‘j"L“F‘ 1
BE s SR
48
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LONIC
ABSTRACTION
15 ONLY OWE
FORM OF
ABSTRACTION
AVAILABLE O
COMICS ARTISTS.

O EYES,

" MEWOsE, ¥
e Mo

2.

Pipey
g

USUALLY THE WORD

TO KESE

!
NO ATTEMPT 15 MADE 10 CLING
IABLANCE (I MEANING.

THE TYPE OF

ART WHICH OFTEN

PROMPTS THE QUESTION:
AT

MIEAN T

- INK
oN
PAPER

THIS IS

COLORS CAN B

THE Seé:xim OF me
m:man‘ E WHERE
SHAPES, LINES AND

WffmﬂVES AND
NOT PRETEND
O7THERVYISE

THE AREA DESCRIBED
BY THESE 3 VERTICES--
"REALITY, LANGUAGE AND
THE PICTURE PLANE —
REPRESENTS THE TOTAL

ARY
OF COMICS OR OF AV

FELOW ME,

OF THE VISUAL
ARTS.

MOST COMICS ART
LIES NEAR THE
BOTTM--THAT 18,
ALONG THE /CONIC
ABSTRACTION SIDE
WHERE EVERY LINE
HAS A MEANTNG.

NEAR THE LINE, BUT
NQT NECESSARILY
ON 17! FOR EVEN
THE MOST S7RA/GHT-
FORWARD LITTLE

IF WE INCORPORATE
LANGUAGE AND
OTHER ICONS IN70
THE CHART, WE CAN
EGIN TO BUILD A
COMPREHENSIVE
MAP -~

-- OF THE
UNIVERSE
CALLED

COM/CS.

S
NS
DR
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= Dass Simpeon duskora and
1. MARY FLEENER o he so sxivwct 1. raMbic aramoencal :
MARISCALS Pha 3. DAYE WCKEAN  sxagperses :u,:imm w e brnk of

BREGORY SEYER. & LARNY WM RICK GEARY. 15 PETER X
MARDERs ;“h wo TALES OF THE 4. GARRY TRUDEAUs DOCHESBURY.
3 Aoty W ssan 7. LYNOA BARRY. 8. BAMPE]
herce sl Y way 1 e (ght), Marder's Deaw BARATO. 18, CHARLES SUMNS: BIG
wak e e rom desigr 10 ey 7. SAUL BASY. 1 Ur (Whoops) CLIFP
STMENBERG. 1. PEMNY MORAN YAN- STERRETT. The chareciat pichared hare throm

i 3
LIBAARAN. §. LORENIO PO&LYA#D'EFP“)MM;MM,
?‘1’0““12;3 10 Editiors Moir Michei i Steren’s an, dke Fiaenar's often heads
SA) cowbiias Gaeply WpresBionIBC Aghing upumrd 1owerd the whdlly abetract, PAHP & ©

oonic iorme Newrpaper s ticate, tac. ML
- " h&?‘w&.h"uwmb SERQIO lﬁAGON;S‘: GROC THE
pimce 18, ALME Y-CRUMS. Sumqie, oA with 3
13, PETEN SAGGE's Nom  wirang pevmoal qually that weays caTads us o

Chuckis-Boy
STURF. Compars 10 38 11 KAETIME he hasd Tal holds ine pen (#s0 trus of
o 12 REA MIVBL TME SMYTHES 142031411 31, MORERTA GREGORT:
Bach wrom

PLEASE NOTE: ARTISTS W THIS
CHART ARE NQOT NECESSARILY
CHOSEN FOR ARTISTIC MERIT.
SOME VERY MPORTANT
CREATORS ARE NOT INCLUDED,
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35, CHESTEA GOULD's Dick

TRACY © Ghicago Tribune-New Yors Syrdoss,
koo 3. JACK KIRBY's Darkssss, 0 0.¢

37. BOR BUADEN. 3. DANIEL

TORKESB's Rocoo Varges from TRITON, .

41 JULIE DOUCET. 43,

EDWARD QOREY, 44.  CRAG

trom Kipkng's THE JUNGLE

s Mowgh
BOOKS. Auseelis characten are as finaly
Sbaarved and rashatically besed as Hy Foster's
o Dave Stevers’ out wih &9 unparalieied senss
of derign tha Sraws them foward the Loper
veria Lataly, Russell has bean moving 4 bt
haghat a5 wward tha right  oma cases 45,
QOBEKI KOJIMA from KOZURE OKAMI

(Wol ang Cub’) ¢ Koka and Kojma 48,

CAMPBELL's ALEC. Resintic in tonm,
U1 e0 gestural and sportaneous. The process
o drawing it hidden from view. 47, ALEX
TOTH Zomo ® ZomoProductions, Ino, Ad ©
WaX Disney Productions.  (Zorro created by
dohnston McCuliey). 48, HUGO PRATT's
CORTO MALTESE & Castarman, Pasis-Tourma,
49. WHL EISMER from TO THE HEART OF
THE STORM. $0. DORI SEDA. 5. R
CRUMB swings betweon rexistic and canoony
Shaacters, usually staying #bout this hgh but
occasionally vesturing upward 82, BTEVE
DITKO. 83 NORMAN DOG.  s4.
VALENTINO'S NORMALMAN ats 2 i 1o the
M 809 up trom his Gurrent SHADOWHAWK
(Whows xconic mask made him a bY harder to
piace). 58, AOZ CHAST. 6. JOOST
SWARTES Anton Mexassar 57, ELZIE
BEGAR's POPEYE © King featuras Syndicate,
{nc. 88, QEORGE HERRINAN's ‘Ofiisea
Pupp” from KRAZY KAT © kternational fastore
Servica, inc. 38, M WOODRING's FRANK.
80. NEAL ADAMS. fom X-MEN © Marvel
Ertertainmant Group, fic (X-Men crestad by Lya
154 Kiry), 81, GiL KAME trom ACTION
COMICS & DL Comics, Inc. 62. MILTON
CANIFF's STEVE CANYON. 83. Jib LEE.
Nick Fury sppearing in X-MEN © Marvel
Enmertmnment Group, Inc. 64, JOHN BYRNE.
Supsrman © DL Comics, Inc. (Suparman
craated by Jarry Siegel and Joe Schuster) 65.
JACQUES TARD! trom LE DEMON DES
GLACES © Dargaud EdMaur 5. JEAN-
CLAUDE MEZIERES. Laurstin from the
VALERIAN series € Dwrgaud Ediewr. 87,
BILL GRIFETH's ZIPPY THE PINHEAD. 68,
JOE MATT. 9. KYLE BAKER from WHY (
HATE SATURN.70. THRINA ROBBING's

MISTY. © Marval Entertainmant Group, Inc. 71
RIYOKO IKEDA's Cscar fram THE ROSE Of
VEASAILLES. 72. GEORGE McMANUS
BRINGING UP FATHER © ntermational Featurs
Servics, Inc. 73, CHARLE® SCHULZ ¢
Charfie Brown fram PEANUTS € Unted Faatures
Syndicals. inc. 74. ART SPIEGELMAN from
MAUS 75, MATT FEAZELL's CYNICALMAN
75. Tho company Logo. The picture a3 symbo
T7. Tnle Logo. Thowovduob;.a, 78. Sound
Effect The word 35 sound. 79, TOM KiNG's

3 pholo-comkc. 80, DREW PRIEDMAN. 97
DAVE STEVENS. #1I. HAL FOSYER.
ARZAN created by Edgar Feos Bomoughs. 83,
ALEX RAYMOND Fiash Gordon & King
Features Syndicate, Inc. &4, MILO
MANARA. 85, JOHN BUSCEMA. Tno

$9. COLIN UPTON, 90, KURT
SCHAFFENBERGER, Supsrboy © D C.
Comus. #1. JACK COLE's PLASTIC MAN, ¢
0.6 Comxx. 92. REED WALLER's OMAHA
THE CAT DANGEH © Wader and Worley. 93,
WENDY PW's Skywise from ELFQUEST. e
WaBP Graphics.  #4. DAN DE CARLO.,

GRAY's LITTLE ORPHAN ANNE. © Chicago
Tribune- New York Naws Syndicats. 98,
HERGE's TIHYIN € Edivoos Castarman, 97,
PLOYD GOTTFREDSON. Mickey Mouts ©
Wah Disnsy Productions. 98, JEFF SMITH'e
BONE. 95 Smite Dammit. 100. COLLEEN
DORAN's A DISTANT SOH. 191, ROY

nc. 105, CHESTER BROWN. 108. STAN
SAKAI'S USAGI YOUMBO, 107. DAVE

BIM's CEREBUS THE AARDVARK.

108,

WALT KELLY's POGO &

Seky
RUDOLPH DIRKE's HANS AND
Fastures Syndicals, Inc, 110,

Kety. 109,
FRITZ © King
HE, “BUD”

FISHER'S Jotf from MUTT AND JEFF ©

MeNaught Syndicate, tnc.

11t. MORY

WALKER's Hl AND (OIS © King Features

Syndicste, Inc. 112, OSAMU TEZUKA's




MOST OF TRE EACH CREATOR
PRECEDING EXAMPLES EMPLOYS A RANGE
WERE PLACED ON CUR QF STYLES. TROUGH,

MARY FLEENER, ON

v THE OTHER HAND, VARIES ONLY
RT BASED ON THE AND MANY OCCUPY |{  Convicaisman ;
gﬂaf\wm— swgws USED] | SEVERAL PLACES ONf{ KEEP TO ONE \fL/Gvarlzr IN HER LEVEL GF XONIC
ON SEECIEAC THE CHART DURING A AREA CONTENT, WHILE THE LEVEL OF

NON-1CONIC ABSTRACTION GOES
NEARLY FROM 703° TO OT70M/

CUNSISTENTLY

| CHARACTERS.
% =

ART © MARY FLEENER.

THE COMBINATION OF EXTREMELY /1CON/C
CHARBCTERS AND ENVVIRONMENTY, MIXED
WITH SIMPLE, DIRECT LIANGLAGE AND A

SOUND EXFECYT OR TWO WOULD GIVE US

ISCUSSED THE |
RANGE OF HERGE
AND OTHERS WHO

BUT NG
[ comsrmboasir\ IN THE MID-SIXTIES, LACK

ATRBY, ALONG WITH STAN LEF,

A SHAPE SOMETHING LIKE 7548 FRCM CONE END [ CONTRAST /CONV/C STAKED QUT A MIDDLE GROUND OF
S\ OF THE CHARY / CHRRACTERS WITH SCONIC FORMS WITH A SENSE OF THE
A TO THE QTHEZ ) REALISTIC REAL ABOUT THEM, BOLSTERED BY
s BACTKGROUNDS.

A POWERFUL DESKG/V SENSE,

ART: JACK KIRBY AND JOE SINNOTT (MY FACSIMILE}
SCRPT: STAN LEE.

CYRICALMAN © MAT { FEAZELL

HERGE STRETCHES
NEARLY FROM LEFT 70 KIGKHT -
FROM REALISM TG CARTOINING --
BUT VENTURES VERY L/77TLE INTO
THE LIPPER WORLD OF NOA-
JCOWAC ABSTRACTION.

TODAY, MANY AMERICAN
MAINSTREAM COMICS STILL FOLLOW
KIRBY'S LEAD FOR STORYTELLING, BUT
THE DESIRE FOR MORE BEALS7/C ART
AND MORE ELABORATE SCRIPTS HAS
PUSHED ART ANMD STORY AURTHER
APART IN MANY CASES,

ART O EDNNONS CASTERMAN 54 AR FROM GOLOR PANELS TRACED FOR REPRODUCTION ART: JiM LEE AND SCOTT WILLIAMS (FACSIMLE)

© NARVEL ENTERTAINMENT GAOUP, INC, 55 SCRIPT: CHAIS CLAREMONT.




SEE PAGE 218 FOR COP YRIGHT INFORMATION.

M THE SIGHTIES AND NINETIES,
MOST OF THE COUNTERCULTURE OF
INDEPENDENT CREATORS, WORKING MOSTLY
IN BLACK AND WHITE STAVED TO THE R7G%
OF MAINSTREAM COMK.S ART WHILE
COVERING A BROAD RANGE OF
WRITING STYLES

THIS FOLUOWS THE LEAD OF
THE POST-KURTZMAN SENERATION
RGROUND CARTOONISTS WHO
USED JARTOONY STYLES TU PORTRAY
ADULT THEMES ARD SLBJIECT MATTER

OF UNDE

IRONIC THAT THE
TG BASTIONS OF
CARTOONY ART ARE
INDERGROUND AND
CELDREN T COMICS!

PRETTY FAR APART
AS BENRES GO/

SOME ARTISTS, SUCK AS THE
IRREFPRESSIBLE SERG/O MR

AGONVES,
STAKED THEIR CLAIM ON A PARTICLL AR
AREA [DNVG AGO AND HAVE BEEN
QUITE HAPPY SINCE.

CTRERS, SUCH AS DAVE MK SAN,
ARE FOREVER ON THE AOVE,

EXEERIMEN TING, TAXIAG CHANCES,
NEVER SATISF/ED.

ARTHLEFT) © DAVE MAKEAN, (AIGHT; £ 0.6 COMICS

WHEN AN ARTIST i$ DRAWN THOSE WHO APPROACH
TO ONE END OF THE CHART OR THE LOWER [EFT,
ANOTHER, THAT ARTIST MAY BE FOR EXAMPLE, ARE

ALNG SOMETHING ABQUT HIS PROBABLY ATTRACTED
OR HER STRONGEST JALIES AND BY A SENSE OF THE
LOYALT7ES IN ART. BEALITY OF MAZLRE|

FOR COMICS TO e 7zms
AS A MEDR/M, 1T MUST BE
CAPABLE OF EXPRESSING BEACH
ARTIST'S /IYVERMOST
NVEEDS AND /DEAS,

BUT EACH ARTIST
HAS LVERERENT INNER
NEEDS, DIFFERENT POINTS
GOF VIEW, DIFFERENT
FASSIONS, AND $0 NEEDS TO
FIND DIFFERENT £0on18
OF EXFPRESSION. *

THE ENTIRE

HISTORY OF VISUAL ARTS
BELONGS IN THIS SPACE
MCNET SET UP HIS EASEL
ALONG THE LEF7 FAcE,
MONDRIAN AT THE 7D~
REMBRANDT LOWER L EF7

MATISSE RIGHT ABOVE

WHERE I'M STANDING.

T CHECK OUT WASSILY KANDINGKY'S TERRIFIC 1912 ESSAY, " ON THE PROBLEM OF FORM®

57



¥y ]
ICONS
BY DRAWING DEMAND QUR THERE 15 NO LIFE HERE‘
BORDERS ARGUND THE PARTICIPATION EXCEPT THAT WHICH YOU
VOCABLLARY OF COMICS, T e MARLE THEM SIVE TO 1T
HOPE 1 RAVEN'T MADE 1T WORK.
SEEM SMALLER THAN
5
o "y
i
. 1\ !
TP N/
) i

AS THE THEN 7Y~ TS YOUR JOB TO IT'S BEEN OVER 7HENTY YEARS SINCE AS 1T HAPPENS, ONLY
FIRST CENTURY CREATE AND RECREATE MELLUIHAN FIRST GBSERVED THAT THOSE PEOPLE 7#0 POPULAR MEDIA
APPROACHES VASLAL ME MOMENT &Y GROWING UP IN THE LATE TWENTIETH CENTURY WERE IDENTIFIED BY
JCONOGRAPH Y MbY MOMENT, NOT JusT DIDN'T WANT GOALS SO MUCH AS THEY MELUHAN AS "COOL™

FINALLY HELP US THE CARTOONIST'S. WANTED ROLES, AND THAT'S WHAT VISLAL MEDIA- - THAT IS,

T3 EXPANDING REAL(ZE A FORM OF ] ICONOGRAPHY 15 ALL ABOUT. MEDIA WHICH
ALL THE TIME [ LINIVERSAL COMMAND AUDIENCE
Lone COMMUNICATION, T INVOLVEMENT THROLGH
— JCONIC FORMS.

HAS REACHED iNTD THE COURSE OF

- o -
2 ONE THE! --AND FOR BETTER
Ty Y @@ > K\ TR SISO | | o werse auere

» o "
> S THE LIVES OF EVERY HUMAN APFAIRS
T - : H EING ON ROM HERE 'TIL
.G IS INVENTING NEW \ [ 1 oGa z W RAREE NG F
: o ( srwsous reoczary, ,
/ JUST AS COMICS =
ARTISTS DO.
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SHOW AND TELL.
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TRADITIONA|
WORKS OF ART AND LITERATURE

KEPT AT

TWO ARE

THINKING HAS LONG HELD THAT TR
ARE ONLY POSSIELE
ARM'S LENGTH

ULy GREA7T

WHEN THE

WORDS AND PICTURES
A DIVERS/ON FOR T

AR

CRASS CONVIMERCTALASA,

AS CHILDREN, OUR
FIRST BOOKS HAD
FICTURES GALORE
AND VERY FEW
WORDS BECALSE
THAT WAS "EASIER”

chy
T

THEN, AS WE GREW,
WE WERE EXPECTED
TO GRADUATE TO
BOOKS WITH MUCH
MORE TEXT AND
ONLY goccAas/onAaL
PICTURES --

-=AND FINALLY TO
ARRIVE AT “&&£as
BOOKS -- THOSE
WITH NO PICTURES
A7 ALL.

ARE CONSIDERED, AT BEST,
WORST A PRODLICT OF

OR PERHAPS,
AS IS SADLY THE
CASE THESE DAYS,
TO NO &

AT ALL




el SR L S Z

= MEANWHILE, WORDS AND MOVING s
] PICTURES HAVE HALF THE WORLD
). IN THRALL TO THEIR CHAEMS,

BUT MUST STRUGGLE TO MAKE
JAER POTENTIAL UNDERSTOOD

WORDS AND PICTURES ARE
AS POPULAR AS FVER, BUT THIS
WIDESPREAD FEELING THAT THE
COMBINATION 1S SOMEHOW FASE
OR $MMPLIS7TIC HAS BECOME A
SELF-FULFILLING PROPHECY

T e e o A e —

THE
ROOTS OF
THIS ATTITUDE

RUN PRETTY

AS NEAR AS WE CAN
TELL, PICTURES PREDATE THE
WRITTEN WORD BY A LARGE
MARG/N. HERE ARE SOME BIG
HITS FROM THE GOLDEN AGE

DEEP OF CAVE PAINTING, ABOUT

15,000 YEARS AGO.

b T S P TN -.....-(.!1,.,-4133'.:.‘.»;&-.; )
E o P P A S

FEDTLRN P :
SOME OF THIS ART SHOWS

CONSIDERABLE ATTENTION TO
DETAIL, VERY MUCH CONCERNED

BUT OTHERS WERE VERY /CON/C,

ACTING AS SYMEOLS RATHER THAN
FICTURES-- MORE LIKE A

FPRIMITIVE LANGLUAGE”

.| WITH PICTORIAL REPRESENTATION.

A )
‘H L'f
st o




AS MENTIONED IN
QUR 2487 CHAPTER *
THE EARLIEST WORDS
WERE, IN FACT,
$STYLIZED

PICTURES,
L =

BB LR 15

AS SEEN, MOST
OF THESE EARLY
WORDS STAYED
CLOSE B>

THEIR PARENTS,
THE PICTURES.

]

RELATIVELY SPEAKING -~
TO BECOME MORE AZS7TRACT.

[T DIDN'T TAKE LOMG, THOUGH - -
BEFORE ANCIENT WRITING STARTED

JSOVIE WRITTEN LANGUAGES

SURVIVE TO THIS DAY, BEARING

TRACES OF THEIR ANCIENT
PICTORIAL HERITAGE,

* SFE PAGE 127,

R e L S S N O




BUT, IN TIME. MOST

MODERN WRITING WOLULD

COME TO REPRESENT SOUND
CNLY AND LOSE ANY

DYy e L2 L i W )
A NT98 Y N TS

re’s e! Order Today and receive FREE Q

e [

A5 $§0e8ii3; ! -
ielad P BUT WHERE HAD
WITH ale la s THE P/CTURES ALL !

THE INVENTION \efRt: GONE?
OF PRIN7ING, THE Y Ziy -
WRITTEN WORD TOOK B ]

A GREAT LEAP [oiiuir

-~AND

: : %ﬂ: Hﬁﬁ%ﬁiy -Im A \\‘bﬁ§‘ﬁ.\(§ils®.r é’

WORDS AND | BUT 7HOSE
PICTURES DID STiLL INSTANCES WERE
COEXIST AT THIS BECOMING THE
STAGE IN WESTERN EXCEPTION,
CIVILIZATION * NCT THE
RULE.
hitipn 3 capthu
0 gettuie [rdonam
l-'_ .' . " i gﬁg‘[{tum t_r' $ =
teumgaradyeumn 1 afimeum ara- 3% sa
Dum gEDY; e famareumn e ematlye- P AN | BT \
umFilf o dame allur. Fraca| AL [N |
Fan-ut {ud 1 aram. Jhgy aran:hug :Z ? S| 104 SH

1 43 *IN ILLUMINATED MANUSCRIPTS, FOR EXAMPLE.
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W un il Ben gastl Rastmm by MORE
o gt g /MPORTANTLY.,
-/ WHEN THEY WERE
@x) [ COMBINED, AS IN THIS
GERMAN COMIC

FROM THE 1400's,
WORDS AND PICTURES
STAYED SEPARATE,
REFUSING TO MIx--
LIKE onZ. AND

I ::?i;-mn/ ?B = iy,

Db tan T drtnnen, 3y werbarg mach dus find ofl midh iz,
[5' eof i drenady/ Q Hunber hetfene alle redyeny

3

O uh mran lish moge (Y edyen.

e

W
jic zara {ammapneza.
bau fo :

arrabeamiic it abra

THE WRITTEN WORD
utot

WAS BECOMING

MORE SPECIALIZED, -=AND X

MORE 4ZS7RAC7 | |oil LESS AND

MORE ELABORATE - LESS LIKE
PICTURES.

FACSIMILE DETAILS OF PORTRAITS BY DURER
(1519) REMBRANDT (1660) DAVID (1788) AND INGRES
(1810-15).

PICTURES, MEANWHILE, BEGAN TO GROW IN THE OFPOS/7E DIRECTION: LESS

ABSTRKACT OR SYMEBOL/C, MORE REPRESEN 7TAT/ONAL AND SPECIFIC,




FACSIMILE OF JEAN-BAPTISTE-CAMILLE COROTS "A VIEW NEAR VOLTERRA®(1838).

John Kests 1819

BY THE
EARLY 1800's,
WESTERN ART
AND WRITING HAD
DRIFTED ABOQUT AS

FAR APART AS
WAS POSS/BLE.

Ode on a Grecian Urn

i

Thou still unravish’d bride of quietness,

Thou foster-child of silence and slow 1ime,
Sylvan historian, who canst thus express
A flowery tale more sweetly than our rhyme:
What leaf fring’d legend haunts about thy shape

Of deities or mortals, or of both,

In Tempe or the dules of Arcady?
What men or gods are these? What maidens Joth?

What mad pursuit? What struggle to escape?
What pipes and timbrels? What wild ecstasy?

. THE
O7HER RICH IN

ONE WAS INVISIELE
OBSESSED WITH TREASURES
RESEMBLANCE, SENSES, EMOTIONS,
LIGHT AND COLOR, ] SEIRITUALITY,

ALL THINGS T PHILOSOPHY...
V/IS/BLE... il

ﬁ *

A B

PICTURES
AND WORDS,
ONCE 7OGETHER
IN THE CENTER OF
OUR 1CONIC
ABSTRACTION
CHART, HAVE AT
7H7S POINT
DORIFTED TO
OFFOS/TE

145

FIRST STANZA OF KEATS' POEM.

(ORI S

e

— Rl i,




IN A WAY PICTURES
AND WORDS HAD REACHED
THE END OF A 5,000 yEAR
JOURNEY IF THEY WERE
TO CONTINLIE MOVING,
WHERE COULD THEY

GO¥

PICTURE PLANE

RESEMBLANCE

MEANING

B
-
~N
MONDRIAN A LA McCLOUD.
-

TVIPRESSIONI S
SENT WESTERN ART

TOWARD THE AZSTRACT
VERTEX, BUT IN A WAY
THAT CLUNG TQO WHAT
THE £YE SAW,

IMPRESSIONISM, WHILE IT COULD BE THOUGHT OF ’-
AS THE FIRST MODERN MOVEMENT, WAS
MORE A CLLMINATION OF THE QLL) THE
LLTIVIATE STLIDY OF LIGHT AND COLOR

FACSIMILE DETAIL OF “A SUNDAY AFTERNOON ON THE ISLAND OF

LA GRANDE JATTE" BY GEORGES SEURAT.

SOON AFTER CAME THE EXFLOSION”
EXPRESSIONISM, FUTURISM,
DADA, SURREALISM,
FAUVISM, CUBISM,
ABSTRACT EXPRESSIONISM,
NEOQ-PLASTICISM,
CONSTRUCTIVISM,

EVERY WHICH
WAY BUT

BACKHWARDS !

STRICT REPRESENTATIONAL STYLES
WERE OF LITTLE IMPORTANCE TO THE
NEW SCHOOLS. AZS7RACT/ON, BOTH
ICONIC AND MOA/~ICONIC MADE A
SPECTACULAR COMEBACK”
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FACSIMILE DETAILS OF PORTRAITS BY PICASSO,
LEGER AND KLEE.




MONDRIAN A LA McCLOUD.

SOME ARTISTS HEADED UPHwARD
TO THE SZMM/T OF THE PICTURE
PLANE, WANTING NEITHER
RESEMBLANCE NOR EXTERNAL
“MEANING .~

BUT THE A4/ THRUST WAS A RETURN
TO g’f&'AN/}VG IN ART, AWAY FROM
RESEMBLANCE, BACK TO THE REALM OF

/DEAS.

RESEMBLANCE

MEANING

4 house of maternity, the

# land of migrations, look afar

B4 Look off the shores of my Western sea, the
B circle almost drcled:

§ from the vales of Kashmere, From Asia,

MEANWHILE, THE WRITTEN WORD WAS
ALSO CHANGING. POETRY BEGAN
TURNING AWAY FROM THE ELUSIVE,
TWICE-ABSTRACTED LANGUAGE OF OLD
TOWARD A MORE D/REC7, EVEN
COLLOGL/AL STYLE

N

Ode om & Grecoan Urn

I

Thew anill unravirk'd bride of quicinen

Thow fester-child of siience and slow time
Swlvam hustorian, whe camit thay expren
A flewery tale more vweetly than pur rhyme
What leaf fromg'd lepend hawnty abgur phy rhaps

Of desties.or merials, o0 of both,

In Tempe or she dalei of Arcady?

VNt e o1 pedr s thrned Whine mairdens ingh?, -

Walt Whitman 1890
Facing West from California’s Shores

Facing west, from California‘s shores,
Inquiring, tireless, seeking

what is yet unfound,

I, a child, very old, over waves, towards the

For starting westward from Hindustan,

from the north, from the God, the sage,

24 and the hero, From the south, from the

flowery peninsulas and the spice islands,

8 Long having wandered since, round the

earth having wandered,
Now | face home again,

i very pleased and joyous;

(But where is what | started for,
so long ago?
And why is it yet unfound?)
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IN PROSE,
LANGUAGE WAS
BECOMING EVEN MORE
DIRECT, CONVEYING
MEANING S/MIPLY
AND QL7CkL Y,

MORE LIKE
FPICTURES.

"MEANING" WAS
NOT ABANDONED
BY ANY MEANS,
BUT AUTHORS
WERE DEFINITELY
MOVING LEFT--

—~W

-- AND HEADED FOR

~COLLISION/

RESEMBLANCE

MEANING

B




Portrait Jc TRISTAN TZARA

par

FRANCIS PICABIA

b

THE
WORK OF

LDADAISTS,
FUTURISTS
AND VARIOUS
INDIVIDLIAL
ARTISTS OF

PARFU M§

THE FRONTIER
BETWEEN
APPEARANCE
AND
MEANING 7,

MOTS VAPORISES

+ . 4
FEERIES . 10EET

$aoniiwar

tlusiony

1 B

DADA POSTER FOR THE PLAY I}
"THE BEARDED HEART"

WHILE SOME ARTISTS ADDRESSED THE
IRONIES OF WORDS AND PICTURES

PAINTINGS INCREASINGLY TOOK ON HEAD -ON/

SOMEOCL/C. EVEN CALLIGRAPHIC
MEANINGS ..

FACSIMILE OF “ORIENTAL SWEETNESS” (1938) BY PAUL KLEE.




AND IN PORPULAR CULTURE
THE TWO FORMS COLLIDED
AGAIN AND AGAIN WITHOUT
ANY PRE TENSES OF /6K~ AR

NOWHERE IS THIS COLLISION
MORE THOROUGHLY EXPLORED THAN
THE MODERN COMIK AND IT'S

NOT A RECENT OBSESSION

LET'S

GO BACK 1
THE EARLY 1IBOO's
BEFORE ANY Of

THIS HAPPENED
WHEN WORDS AND

PICTURES HAD
DRIFTED AS FAE
APART AS
OSSIBLE

UP TO THAT POINT, EL/ROPEAN
BROADSHEETS HAD OFFERED REMINDERS
OF WHAT WORDS AND PICTURES COULD
DO WHEN COMBINED.

BUT AGAIN IT WAS RODOLFHE
TOPFFER WHO FORESAW THEIR
INTERDEPENDENCY AND BROLIGHT
THE FAMILY BACK TOGETHER AT LAST.

e Ak
e TN %
: ) : 4 )oghy
"‘_ " _/,3-. ';%I ‘{i: |

I'M SURE THAT
THESE IDEAS WERE
THE FURTHEST THING

FROM TOPFFER'S
MIND WHEN HE
PUT PEN 7D
FAPER -

T
|
I
—f

--BUT THE FACT
THAT THE MODERN
COMIC WAS BOKN
JUST AS ART AND
WRITING WERE
PREPARING TO
CHANGE DIRECTION
IS AT LEAST
INTRIGUING.

AND PERHAPS THIS
COMMON THREAD OF
LINIFICAT/ON
DID GROW OUT OF
A SHARED INSTINCT
OF THE DAY

4+—1
V
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AN INSTINCT
WHICH SAID THAT
WE HAD REACHED
THE END OF A LONG
JOURNEY AND
THAT IT WAS TIME
AT LAST TO AHFAD

FOR HOME,

TRANSLATION BY E. WIESE.

T

iy gnni i

e e

S e e




COMI/CS, NO

UNFORTUNATELY FOR

VIRTUALLY o
IVCOMPRENENSIBLE |\
TO THE AVERAGE
t_) VIEWER !
M
1 "Q “‘
=t~ 07; X

ITS A AOAX, I TELL

SOONER HAD WHAT THE YA MY TWO-YEAR-OLD

THE FINE ARTS RED/SCOVERED HECK |IS DPAYGHTER CAN PAINT
THE LINK BETWEEN WORDS THAT = BETTER THAN JHAT.”
AND PICTURES

THAN ?'?
MODERN AERT x

/7SELF BECAME «*.3

4

DO
PEQPLE

IN FACT, THE GENERAL PUBLIC'S PERCEPTIONS OF
"GREAT" ART AND "GREAT" WRITING HASN'T CHANGED
MUCH IN 150 YEARSY ANY ARTIST WISHING TO DO
GREAT WORK IN A MEDIUM 2AS/MG WORDS AND
PICTURES WILL HAVE TO CON7END WITH THIS

ATTITUDE.

Thou still unravish’d bridd

Thou foster-child of sile|
Sylvan historian, who cang
A flowery tale more sweet!
T\ What leaf fring'd legend hy
Of deities or mortals, or

IN OTHERS
AND IN
THEMSELVES...

In Tempe or the dales

y
V' What men or gods are th

REALLY PAY

What mad pursuit? What 4

What niges and timhrels

]

.BECAUSE, DEEP DOWN INSIDE, MANY
WRITING BY DIFFERENT STANDAR.

BY VIRTUE OF QUALITY ALONE,

COMICS CREATORS STILL MEASURE ART AND
D8 AND ACT ON THE FAITH THAT
"GREAT " ART AND "GREAT " WRITING WILL COMBINE HARMONIOUSLY

o

2 TWO EVYES, 7 wha-
] - - QFACE* ONENOSE,-)Z%
ONEMOUTH. o727 riaverr,

* NOT AS MUCH AS WE LIKE TO

TAIVA T HAS, ANYWAY.
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THE ART FORM OF
COMICS IS MANY CENTURIES
OLD, BUT IT'S PERCEIVED
AS A RECENT INVENTION

AND SUFFERS THE CURSE
OF ALL NEW MEDIA

THE CURSE OF
BEING JUDGED BY
THE STANDARDS OF

THE OLD

R e T P

1
EVER SINCE THE INVENTION OF THE EACH NEW MEDIUM BEGINS ITS LIFE
WRITTEN WORD, NEW MEDIA HAVE BY IMITATING ITS PREDECESSORS.

BEEN AMI/SUNDERSTOOL MANY EARLY MOVIES WERE LIKE

FILMED $746& PLAYS, MUCH EARLY

CAREFLL, TELEYTS/ON WAS LIKE RAD/IO WITH
FICTURES OR REDUCED MOVIES.

JACOB! IF YOU

YOU'LL STOP
USING YOUR

AND AGA/N, AS LONG AS WE VIEW
COMICS AS A GENZE OF WRITING OR
A STYLE OF GRAPHIC ART THIS

ATTITUDE MAY NEVER DISAPPEAR.

FAR TOO MANY COMICS : "‘31
CREATORS HAVE NQ HIGHER GOAL = —
THAN TO MATCH THE ACHIEVEMENTS F——
OF OTHER MEDIA, AND VIEW ANY -
—\ CHANCE TO WORK IN OTHER 5 .
— MEDIA AS A S7=° /P

Y g EE §
oS T 4
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WORDS AND PIC TURES IN
COMBINATION MAY NOT BF MY
LEFTNMITION OF COMICS BUT
THE COMBINATION HAS HAD
TREMENDOUS INFLUENCE
ON ITS GROW 74~

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

EITHER WORDS OR

PICTURES

©; com.ics (kom'iks)n. |

. used with a singula
Juxtaposed [)Il.‘f(?”é;
images in deliberstg®
intended to conv T
and/or to pre 1

3
response in u_;g

AND /NDEED. WORDS

AND PICTURES HAVE GRE47

POWERS TO TELL STORIES .

WHEN L'F{ET.‘-'\I'[)RS FULLY gilelci-3.N4
LOIT THEM .

EXPLOI EM &OTH. ROMANCE

BLANK
VERSE

EPIC
POETRY
SOCIAL
ALLEGORY
ADAPTATIONS
STREAM
OF CONSCIOUSNESS
SATIRE

DADA

HORROR
SURREALISM

HISTORICAL
FICTION

FOLK TALES
EROTICA
MYSTERY

RELIGIOUS
TOPICS

AS CHILDREN, WE *SHOW
AND TELL® /N 7ERCHANGEABLY
WCRDS AND IMAGES COMBINING
TO TRANSMIT A cOVAVECTED
SEX/ES OF /DEAS

THE
DIFFERENT WAYS
IN WHICH WORDS
AND PICTURES CAN
COME/NE IN COMICS
IS VIRTUALLY
NLIMITED

152

AS A RESULT--AND
DESPITE ITS MANY
O7HER POTENTIAL
LUSES -~ ComIcs
HAVE BECOME

FIRNILY IDENTIF/ED
WITH THE ART QOF
STORY7TELLING.

AND
SO FAR, WE'VE
ONLY SEEN THE
7IP OF 7HE
ICEBERG,

pd |

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




FIRST,
WE HAVE THE

(]
COMBINATIONS,
WHERE PICTURES
HLLUSTRATE, BUT
DON'T SIGNIFICANTLY
ADD 10 A |ARGELY

COMPLETE

THEN
THERE ARE

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

AND,
OF COURSE,

DUo-SPECIRC
PANELS IN WHICH

BOTH WORDS AND
PICTURES SEND

ESSENTIALLY
THE SAME
MESSAGE,

WE STUMBLED BACK TO THE
APARTMENT SHORTLY BEFORE
DAWN, VOWIITING EVERY 20
YARDS

JUDY GAVE ME HER
KEYS AND SMILED

THE UNITED STATES
CONSTITUTION WAS
ADOFTED BY THE
SECOND CONTINENTAL
CONGRESS IN 1787
AND PUT INTO EFFECT
IN 1789

BT THE CAPTAIN'S MIGHTY
BLoW MIISSES /7S INTENDED

TARGET

{ 0050 MY PUNCH AND

GKIM-FACED,
GEORGE LIFTED
HIS LOLLYPOP

W

I STRUCK TH!
MWALL

S BRICK

.. THOUGHT AMY.

-

" e AT




ANQTHER
TYPE IS THE

ADDITIVE
COMBINATION

WHERE WORDS
AMPLIFY OR
FLABORATE ON
AN IMAGE OR

VICE VERSA.

N

PARALLEL
COMBINATIONS,
WORDS AND PICTURES
SEEM TO FOLLOW
VERY DIFFERENT
COURSES --WITHOUT
INTERSECTING.

STILL
ANCTHER
OPTION IS THE
MONTAGE
WHERE WORDS
ARE TREATED
AS INTEGRAL
FAR7S OF THE
PICTURE.

4 *TALKED TO

HOW D'YA
LIKE MY
NEW THREADS,

MY HEAD FEELS
LIKE A SMASHED

IS THIS THE
SAME JUPITER
OF MY YOUTH?

ot}

"SALLY DID. | ] “THE 7E87 RESULTS CAME | |-r
wHy?Z* FA BACK. ALL NEGATIVE." -

TS 1A

| -

“REALLY 7 THAT'S GREAT" |

&/LL YET?"

WELL..

T TR e St Ll L e e e e A,




PERHAPS
THE MOST
COMMON TYPE
OF WOURD/PICTURE
SccgmgryAﬂON
} A[m.
DEPENDENT,
WHERE WORDS AND
PICTURES GO
HAND /N HAND
TO CONVEY AN IDEA
THAT NEITHER
COULD CONVEY
ALOVE

MEANWHILE

I ASK YOU
DOES THIS GUY
LOOK LIKE A
CEQ 10
Yo v=

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

"AFTER COLLEGE, 1 PURSUED
A CAREER IN HIGH FINANCE"

INTERDEPENDENT
COMBINATIONS AREN'T
ALWAYS AN FQLAL
FALANVCE THOUGH AND
MAY FALL ANYWHERE
ON A SCALE BETWEEN
TYPES ONE AND TWO,

GENERALLY
SPEAKING, THE MORE

IS SAID WITH WODRDS,
THE MORE THE PIC TURES
CAN BE FREED TU GO
EXPLORING AND
VICE VERSA.
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IN COMICS AT TS BEST
A [ WORDS AND PICTURES ARE LIKE
I\ ARTNVERS IN A DANCE AND

™, EACH ONE TAKES TURNS
LEADING.

WHEN FOTH PARTNERS TRY TO LEAD,
THE COMPETITION CAN SUBVERT
THE OVERALL GOALS

...THOUGH A LITTLE 2LAYFAL/L
COMPETITION CAN SOMETIMES
PRODUCE ENS/OYABLE RESULTS.

BUT WHEN THESE PARTNERS

EACH ANOW THEIR ROLES -~

7z

Vi %

7

|

--COMICS CAN MATCH QNY OF THE
ART FORMS IT DRAWS SO MUCH OF
ITS STRENGTH FROM.

BN




WHEN P/C, ff/ﬂf § CARRY THE WEIGHT
OF CLARITY IN A SCENE, THEY FREE
WORDS TO EXPLORE A WIDER AREA.

W

LET'S SAY I SHOW YOU A
WOMAN WALKING ACROSS THE
STREET IN THE EAIN, BUYING A
PINT OF ICE CREAM AND EATING

IT IN HEER AFPARTMENT

IN
PICTURES.

Tl P TaT T !}'Ilf/l/?;

VUL 19 6,458 LA PR
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WHEN A SCENE SHOWS YOU ALL
YOU “NEED” TO KNOW. LIKE 74/5 ONE,

THE LATITUDE FOR SCR/PTING
GROWS ENORMOL/SLY

D e A
44

- -’“‘-"L

ey et
£

PERHAPS SOMETHING WILDLY

SNVCONGRLUOLS
1 MAY BE ALONE
LIKE THIS FOR A
VERY LONG TIME. T COULD
/ BECOME AN
INTERNAL
MONOLOGLE. ISSTON CONTROL, MISSION

CONTROL, DO YO READ ME 7"

s ‘, / -

(INTERDEPENDENT)

( PARALLEL)
MAYBE IT'S ALL JUST A BIG OR A CHANCE TO RUMINATE ON
ADVERTISEMENT BROADER TOPICS.

L TWBITIE BN Tl B/ .’J’?‘-"r"’,a b

7 4 THIS IS THE
e YOU L WAY THE

WORLD ENDS.. ™ £

THIS IS THE | f
WAY THE
WORLD ENDS...

T

(INTERDEPENDENT ) (INTERDEPENDENT )
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LOCK IN THE "MEANING "~ OF A SEQUENCE,
THEN THE PICTURES CAN REALLY TAKE OFF.

ON THE O7HER HAND, IE THE WORDS Hmm

SCENE NOW,
BUT THIS TIME
ALL IN WORDS/

S e A e AT et o o

I CROSSED THE I FOUND THE
STREET TO THE LAST PINT OF
CONVENIENCE STORE. CHOCOLATE

THE RAIN SOAKED CHOCOLATE CHIP
INTO MY BQOTS. IN THE FREEZER.

THE CLERK TRIED TO PICK ME UP. I SAID
NO 7HANKS. HE GAVE ME THIS CREEPY LOOK...

I WENT BACK TO THE --AND FINISHED IT ALL IN AN HOUR.
APARTMENT--
ALONE
AT LAST.
159 3




I CRO3ALD THE I FQUND The
STREET 3G THE AFT PIRY 1 Pl 4
SONVENHENCE STORE CHOCOLATE

THE TAIN SOAXED GHOCOLATE Crip [

INTO MY S00YS o THE PRESZER { )Q
g
R b s W
Il O
4 = ey & .

NOW, ONE COULD
JUST COMBINE THE
PICTURES FROM PAGE
157 WITH THE WORDS

FROM PAGE 159 -

--BUT WHAT
ARE SOME OTHER
OPTIONS 7

T
. H l ; 7
i - | ] ‘)
: i AT
- AND FINISHED (T ALL 1N AR HOUK. '_:7/ ) F"_ l
1 y I 1"%’
OR MQVE TOWARD GREATER
LEVELS OF A887RACT/ION OR

I CROSSED THE IF THE EXPRESSION.
SN ENIENCE STORE ARTIST
THE RAIN SOAKED WANTS TO,
INTO MY BOOTS. HE/SHE

CAN NOW |

SHOW ONLY THE CLERK TRIED TO PICK ME UP. I SAID .

ERAGMENTS NO WNKG. HE GAVE ME THIS CREFPY LOOK...

QF A

SCENE.

( WORD

SPECIFIC)

CAMPLIFICATION )

PERHAPS THE ARTIST CAN GIVE US
SOME IMPORTANT EMO770/VAL
INFORMATION.

I WENT BACK TO THE |/ /
APARTMENT-~ '7/
7l ! | & /

(INTERDEPENDENT )

OR SHIFT AHEAD OR
BACKWARDS IN TIME.

--AND FINISHED IT ALL IN AN HOUR,
b e

( WORD SPECIFIC)
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THE PICTURE PLANE

RESEMBLANCE

THINGS, THEY'RE
ALL LLTITMATELY

THE MIXING
OF WORDS AND

HOWEVER PICTURES 1S MORE
MUCH WE MAY ALCHEMY THAN
CHART THESE SCIENCE

BEST LEFT TO e
THE CREATOR'S
INSTINCTS.

-
MEANING

SOME OF THE SECRETS OF THOSE F/RS87
ALCHEMISTS MAY HAVE BEEN LOST
IN THE ANCIENT PAST.

AT
is
-l

BUT WE HAVE SOME POWERFUL MAGIC
RIGHT HERE IN THE 207 CENTURY, TOO/

.~ THE RICHNESS OF

4 MODERN LANGUAGE 1$
AN /RREP,ACEABLE
COMMODITY/

THIS 1S AN EXCITIMG
TIME TO BE MAKING
COMICS, AND IN
MANY WAYS T FEEL
VERY LL/CKY TO
HAYE BEEN BORN
WHEN T WAS

STILL, I DO FEEL A
CERTAIN VAGLE
LONG/MG FOR THAT
TIME OVER S0
CENTURIES AGO -~

-- WHEN TO TELL WAS
TO SHOW--

--AND TO SHOW
WAS TO 7&£LL.

T e i o e i, o

et e e




