N CHAPTER TWO

THE VOCABULARY OF COMICS.
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TEN SIX, IF YOU
COPIES, FOLD THE PAGES
ACTUALLY, )
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DO You

HEAR WHAT I'M
SAYING?

IF YOU DO, HAVE YOUR
SARS CHECKED, BECAUSE
NO ONE SAID A WORD,
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. THESE ARE NOT IDEAS.

A LEAF

- DHDI@

~UIRIS 18 NOT

THESE ARE NOT PEOPLE

WELCOME
TO THE §7RANGE
AND WONPEZFL/L
WORLLD OF THE

THIS 15 NOT A PLANET.

THIS 15 NOT FQOR.

THIS 1S NOT A THIS 1S NOT A
COMPANY. . FACE.
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THIS IS NOT SOUND.

THI5 15 NOT LAW,

NOT A

CAR.

(

(

THESE ARE NQT SEPARATE
MOMENTS.
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NOW, THE WORD ; THAT'S ‘A BIT BROADER
- . SCON MEANS THAN THE DEFINITION
& MANY THINGS. 7 FOR THE PURPOSES OF : IN MY DICTIONARY,
. N SR i THIS CHAPTER, IT'M USING THE _BUT IT'S THE CLOSEST
. T ; WORD “YCONV” TO MEAN ANY THING TOWHAT T
s 1 IMAGE USED TO REPRESENT A NEED MERE.
! &y 77V i i A PERSON, F’LP\CE THING OR
| PAPER i [ SYMBOLT IS A
- ; BIT TOQ LOADED
2 - ’ FOR ME,
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AND FINALLY, THE ICONS WE CALL P/CTURES:
IMAGES DESIGNED TO ACTUALLY KESEWVIELE
THEIR SUBJIECTS.
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THE SORTS OF “THEN THERE

IMAGES WE 7] ARE THE ICONS
USUALLY CAZL | oF 2anGUAGE; g
- SYMBOLS ARE | SC/ENVCE AND
onNE cazecory [ 1 communicATIoN.
OF ICON, il :
HOWEVER. BT R ERE B,
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2 (RETRES
‘ i Pl = LEVEL OF 1CONIC
THESE ARE THE CONTENT.
IMAGES WE USE 10 ICONS ;
REPRESENT CUMCERTS, OF THE @- _
/ZEAS AND PRACTICAL ‘ 7 ,
PHILOSOPHIES. REALM. : - -
o OR 0 PUT IT
SOMEWHAT. CZUMSILY,
SOME PICTURES AKE
JUST ‘MORE ICONIC
THAN OTHERS.




IN THE VOV~ iN PICTLURES,

PICTORIAL ICONS, 5 HOWEVER,

MEANING IS S/XED MEANING 1S
AND ABSOLLTE. ALLVD AND
THEIZ APPEARANCE VARIa Bl E
DOESN'T AFFECT. ‘fﬁ 5 ACCORDING TO
THEIR MEANING APPEARANCE

BECAUSE THEY THEY DIFFER FKOM

DO

REPRESENT P ETERL - LIFE
mae/ L@ 5 || S
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WORDS ARE TOTALLY
ABSTEAC7 \CONS. THAT 1S, THEY
EEAR NG RESEMBLANCE AT ALL
TO THE BEAL MeCOY

2UT IN PICTURES
THE LEVEL OF
ABSTRACTICN MAR/ES.
SOME, LIKE THE
FACE IN THE
PREV/OLS PANEL
SO CLOSELY RESEMBLE
THEIR ZEAL~L 755
COUNTEREARTS 85
TO ALMOST 7&/C4
7HE EYES

O7HERS, LIKE
YOURS TRLULY., ARE

ABSTRACT AND. IN
EACT, ARE VERY
MUCH Z/NVLIKE

QUITE A BIT MORE

ANY HUMAN FACE
YOU'VE EVER SEEN/

b4
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Ly
A IN SOME SORT 2
2N OF ORDER. /4
Xty GG
;'3\; Ll r;k’fv‘i?
SOMUT ) 20 COMMON
2RI, RS WISDOM HOLDS
ig,ig’;;‘ PO THAT THE PHOTOGRAPH
iiryl Vo AND THE REALISTIC
W ) Nt PICTURE ARE THE ICONS
AR U e THAT MOST RESEMBLE
AR TN A THEIR REAL- LIFE
)] cLy L

LET'S 35
SEE IF WE 4
CAN PUT THESE &

[

ZICTORIAL )i
JCONS 3

COUNTERPARTS.

p’ ]
y REALITY THIS WAy,

THERE ARE
MANY THINGS THAT
SET THESE APART FROM
ACTUAL F4CES--THEY'RE
SMALLER, FLATTER, LESS

DETAILED, THEY DON'T
MOVE. THEY LACK COLOR--
BUT AS PICTORIAL {CONS
GO, THEY ARE PRETTY
"REALISTIC”
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SOMEWHAT
MORE PESTRACT
IS 7H/S STYLE
OF DRAWING
FOUND IN MANY
ADVENTURE
COMICS.

ONLY -
QUTLINES
AND - A HINT
OF SHADING
ARE STILL
PRESENT, BUT
WE EASILY
RECOGNIZE
THIS AS A
HLMAN
FACE.

10

AS WE CONTINUE
TO ABSTRACT AND
SHPLIFY OUR IMAGE,
WE ARE MOVING FURTHER
AND FURTHER FROM THE
REAL” FACE OF THE

: PHOTO.

WHY, N\
THEN; 1S THE
FACE ABOVE SO
ACCEPTABLE
TO OUR EYESY
WHY DOES IT:
SEEM JUST AS

REAL AS THE
OTHERSY

" REA

WAY,

1S THE SECRET
OF THE 1CON
" WE CALL--

-

—-THE .
CARTOON 7
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WHY WOULD AV ONE,
YOUNG OR OLD, RESPOND TO A

THAN A REALIST/C

5* = CARTOON AS MUCH OR MORE é
L ARRARSRY I;"

LSt
el

WHY 1S QUR CULTURE $O /V
THRALL TO THE SWMFLIFIED
REALITY OF THE CARTOONT

- o
s

Y L,
ff/ T
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DEFINING THE
CARTOON WOULD
TAKE UP AS MLUCH
SPACE AS DEFINING
COMCS, BUT FOR
NOVY, T'M GOING TO
EXAMINE CARTOONING
AS A FORM OF
AMPLIFICATION
THROLGH
SHIFLIFICATION.

BY STRIPPING
DOV AN IMAGE
TO 1TS ESSENTIAL
MEANING,” AN ARTIST
CAN LATPLIFY THAT
MEANING IN A WAY
THAT REALISTIC

ART CANV'7.

WHEN WE
ABSTRACT AN IMAGE
THROUGH CARTOON/NVG.
WE'RE NOT SO MUCH

ELIVNINATING DETAILS
AS WE ARE FOCLSING
ON SPECIFIC

DETALILS.




ASK A FRIEND TG DRAW
YQU SOME SHAPES ONA
PIECE OF PAPER, THEY
SHQULD BE CLOSED
CURVES, BUT OTHER-
WISE CAN BE AS WEIRD
AND /RREGLLAR AS
HE OR SHE WANTS.

LET'S
SAY THE
RESULTS
LOOK
L SOMETHING
n LIKE
7H7S.

o
i

ANOW - YOU'LL FIND
THAT NO MATTER
WHAT THEY 200K
LIKE, EVERY SINGLE
ONE OF THOSE SHAPES
CAN BE MADE INTG A
FACE WITH ONE SIMPLE
ADDITION

YOUR MIND HAS NO
TROUBLE AT ALL
CONVERTING SUCH
SHAPES INTO FACES,
VET WOULD IT EVER
MISTAKE 7445~




V' WE SEE
. OURSELVES

. N
L EVERYTHING

Iy g

RS

5
WE N : . *\

ASSIGN N

IDENTITIES X D, ‘
_AND EMOTIONS i & @ B
- WHERE NONE :
. EXIST. 3 m.
3y

AND WE
MAKE THE
WORLD QVER
. IN CUR

1MAGE,




THAT'S
WHAT 1T /8,
AFTER ALL.

OdJ
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v FACING WORN FROM 7 SLAVE TO
OL7TWARD. THE DAY YQuU YOUR EVERY
WERE BORN. MENTAL
; COMMAND.

SEEN BY
EVERYONE
YOU MEET.




NOW,
SMILE.

P

GOOD. NOW, WHAT
CAHANGED WHEN

YET, You ANOW
YO SMILEDS NOT

C'MON, YOU SMILED? WHAT JUST BECAUSE YOU
NOBODY'S DID YOU SEE?Y FELT YOUR CHEEKS
LOOKING. COMPRESS OR THE
NOTHING, CRINKLING AROUND
RIGHT. YOUR EYES/
p [ - \3 \=
T2 -1 —7 T
i ] ane Z 3
i~ ] A SN I A =t
1 ] A \J
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YoUu K/VOWY YOU WHEN TWO PEQPLE INTERRACT, THEY USUALLY LOOK DIRECTLY

SMILED BECAUSE

YOU TRUSTED THIS

MASK CALLED YOUR
FACE TO RESPOND/

BUT THE FACE YOU

SEE N YOUR M/ND

IS NOT THE SAME AS
O7HERS SEE!

A7 ONE ANOTHER, SEEING THEIR PARTNER'S FEATURES IN
VIVID DETAL.




EACH ONE 4280 SUSTAINS A CONSTANT AWARENESS OF HIS OR
HER OMW7V FACE, BUT 7478 MIND-PICTURE IS NOT NEARLY SO
VIVID; JUST A SKETCHY ARRANGEMENT...A SENSE OF SHAPE,,,
A SENSE OF GENERAL PLACEMENT

=

SOMETHING
AS SIMPLE
AND AS

EASIC--

--AS A
CARTOCN.

THUS, WHEN You
LOOK AT A PHOTO OR
REALISTIC DRAWING
OF A FACE--

BUT WHEN YOU
ENTER THE WORLD
OF THE CAR700N--

T
<
\
\sd
/‘
--YOU SEEIT \
AS THE FACE --YOU SEE
OF ANO7THER. YOURSELF |

I BELIEVE THIS IS THE PRIVIARY CALSE OF
OQUR CHILDHOOD FASCINATION WITH CARTOONS,
THOUGH OTHER FACTORS SUCH AS YNV ERSAL
IDENTIFICATION, SIPAPLICITY AND THE
CHILDLIKE FEATURES OF MANY CARTOON
CHARACTERS ALSO PLAY A PART.

THE CARTOON IS A

VACYum
INTO WHICH OUR
JDEIVTI7Y AND
AWARENESS ARE
PULLED..

AN EMPTY SHELL
THAT WE INHABIT
WHICH ENABLES
US TO TRAVEL IN
ANOTHER REALM.

WE DON'T JUST
OBSERVE THE CARTOON,
WE BECOME T/

| LISTENED TO ME
IF T LOOKED
LIKE 7HIS 77

MYSELF IN SUCH
A SIMPLE
STYLE.

i\




Z/B7 1T YOU
V%{’o HAVE BEEN
FAR TOO AWARE OF
THE MESSENVGER
TO FULLY RECEIVE
THE MIESSAGE.”

TR R o
‘/\X\‘/f,"ﬂ’/"(/[ v - P
P

APART FROM WHAT
LITTLE I TOLD YOU
ABOUT MYSELF IN
CHAPTER ONE, I'M
PRACTICALLY A
FLANK SLA

T WOULD NEVER EVEN
OCCLR TO YOU TO
WONDER WHAT MY
POLITICS ARE, OR
WHAT I HAD FOR
ZL{NVCH OR WHERE T
GOT THIS S/ZLY

OUIF7”

>
AT

/
/H_I

A LITTLE VOICE }!!
lNSlDEAYOUR

A CONCEPT.

—

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

WHO 1AM 1S
IRRELEVANT. I'M
JUST A LITTLE

1\

BUT IF WHO I AM
MATTERS L2ESS,
MAYBE WHAT I SAY
WILL MATTER
MORE.

SO FAR, WE'VE ONLY DISCUSSED LACES, BUT THE PHENOMENON

OF NONV-VISUAL SFLF-AWARENESS CAN, TO A LESSER DEGREE,
BOD/IES. AFTER ALL, DO WE NEED

STILL APPLY TO CUR MW/
TO S$EEL OUR HANDS TO KNOW WHAT THEY'RE DOING?Y

-~
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THE LATE GREAT VARSHALL
MELUHAN OBSERVED A SIM/ILAR
FORM OF NON-V/SUAL AWARENESS
WHEN PEOPLE INTERACT WITH
INANIMATE OBSECTS.

SN T 777

WHEN DRIVING, FOR EXAMPLE,
WE EXPERIENCE MUCH MORE THAN
OUR FIVE 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 EX7ENSION
OF OUR BODY. IT ABSOREBS OUR SENSE
OF JDENTITY WE 8ECOME THE CAR.

IF ONE CAR A/7% ANOTHER, THE DRIVER
OF THE VEHICLE BEING S7RUCK IS MUCH
MORE LIKELY TO SAY:

THAN "HE HIT MY CAR"

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

QUR /DENTI7TZES AND AWARENESS ARE
INVESTED IN MANY /NVANIWMATE ORJ/ECTS
EVERY DAY. QUR CLO7KES, FOR EXAMPLE,
CAN TRIGGER NUMEROUS TRANSFORMATION:
IN THE WAY OTHERS SEE US AND IN THE
WAY WE SEE OURSELVES.
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v

OUR ABILITY TO
EXTEND OUR
IDENTITIES INTO
INANIMATE OBJECTS
CAN CAUSE PIECES
OF WQOD TO
BECOME

PIECES OF PLASTIC
TO BECOME
EARS...

PIECES OF METAL
TG BECOME
HANDS...

PIECES
OF GLASS
TO BECOME
EVES.

AND IN EVERY CASE,
OUR CONSTANT
AWARENESS OF SELF--

~-FLOWS QU/TWALRY 1O INCLUDE THE
OBJECT OF QUR EXTENDED IDENTITY,

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

--S0 TOO 1S OUR AWARENESS OF 74£SE

" ALL THE THINGS WE
EXFPERIENCE IN LIFE

-- AND
THE REALM

EXTENSIONS GREATLY SVIFPLIF/ED.
BTN

5
AN

| CAN BE SEPARATED INTO

TWO RERLMS, THE A

REALN OF THE L3
CONCER ASENN

T

iu’{\'w
NN

P




| WE ENCOUNTER
THE S/GHT, SMELL

} owN BoDES.

--AND POSSESS

QUR IDENTITIES BELONG PERMANENTLY TO THE
CONCEPT7LAL WORLD. THEY CAN'T BE SEEN, HEARD,
SMELLED, 70LCHED OR 7ASTED. THEY'RE MERELY /DEAS.
AND EVERYTHING ELSE--AT THE START-~BELONGS TO
THE SENSLAL WORLD, THE WORLD QUTSIDE OF US.
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AND OF THE WORLD

g

IR
[

TOUCH, TASTE AND
SOUND OF QUR

ILHInmi

L

WS

IDENTITIES
OF THEIR
OWN.

--BEGIN TO
GLOW--

GRADUALLY

WE REACH
BEXOND

OURSELVES.

8 AND SOON WE

DISCOVER THAT
OBJECTS OF THE
PHYSICAL
WorLD CAN
ALSO
CROSS OVER--

--WITH THE
LIFE-- ‘




THROUGH TRADITIONAL
REALISM, THE COMICS
ARTIST CAN PORTRAY
THE WORLD
WITHOU 7~

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

--WE LEND
TO THEM.

" o 75

--AND THROUGH WHEN
THE CARTOON, CARTOONS
THE WORLD ARE USED
WITHINV. THROUGHOUT
A STORY, THE
WORLD OF
THAT STORY
MAY SEEM TO
PLILSE WiTH
LIFE.
<l
INANIMATE OBJECTS BUT IN EMPHASIZING IF AN ARTIST -~REALISM OF
MAY SEEM TO POSSESS THE CONCEPTS OF WANTS TO PORTRAY SOME SORT 1S
SEPARATE IDENTITIES OBJECTS OVER THEIR THE BEAUTY AND GOING TO PLAY A
SO THAT 1F ONE PHYSICAL APPEARANCE, COMPLEXITY OF THE PART.
JUMPED UP AND MUCH HAS TO BE PHYSICAL

STARTED SNVGING OMIITTED.
IT WOULDN'T FEEL
OuT OF PLACE.

—




WHEN DRAWING THE FACE AND
FIGURE, NEARLY ALL COMICS ARTISTS
APPLY AT LEAST SUATE SMALL MEASLIRE
OF CARTOONING. EVEN THE MOQRE.

REALISTIC ADPVENTLURE ARTISTS --

2

ri
]
il

i

i, SLIGHTLY NIORE REALISTIC.
b Hin
‘P’ﬂ" H:.'F' i

|

STORYTELLERS IN 4ZL MEDIA
KNGW THAT A SURE INDICATOR OF
ALDIENCE TNVVOLVEMENT--

15
THE DEGREE
TO WHICH THE
ALDIENCE
IDENTIFIES
WITH A STORY'S
CHARKACTERS,

qc

&

-

ON THE OTHER HAND, NO
ONE EXPECTS ALIDIENCES TO
IDENTIFY WITH BRICAK WALLS
OR LANDSCAPES AND INDEED,
BACKGROUNDS TEND TO BE

” i ‘ur'm L

UG /////

| B - i -

! Jiik”f;{]\mi M,

TR

1—
i

—ARE A FAR CEY FROM
FPHOTD-KEALISTS

SN W T
N A ] to -
o

S AND SINCE MYEWVER-IDEN T/FICATION ?i;?'

= IS A SPEC/ALZY OF CARTOOMING,

5| CARTOONS HAVE HISTOGRICALLY HELD
AN ADVANTAGE N BREAKING IN70

WORLD POPLIIAR CLLTLRE,

TN

TR

IN SOME COMICS, THIS SPLIT is
FAR MORE FPRONOLINVCED. THE
BELGIAN "CLEAR-LINE"” STYLE
OF HERGES 7/ 7/ COMEINES
VERY ICONIC CHARACTERS WITH
LUNUSUALLY BEALISTIC BACKGROUNDS

TINTIN © EDITIONS CASTERMAN.




COMBIN
X 'AND_SAF

ATION ALLOWS READERS TO MASKA” THEMSELVES IN A

G WORLD.

ONE SET OF
LINES TO $EE.
ANOTHER SET OF
LINES 7O &,

IN THE WORLD OF
ANIMATION, WHERE
CTHE EFFECT HAPPENS
" TO BE A PRACTICAL
NECESSITY, DISNEY

HAS USED 1T WITH

IMPRESSIVE RESULTS
. FOR QVER 50 YEARS/

55

“IN SAPAN, ON THE OTHER HAND, THE
MASKING EFFECT WAS, FOR A TIME,
VIRTLALLY A MATZONAL STYLES

IN EL/ROPE 1T CAN

BE FOUND IN MANY

-POPULAR COMICS,

FROM AS7EXR/X TO
TINTIN T7Q WORKS OF
JSACQUES TARDI.

VG

N AMIER/CAN COMICS, THE EFFECT 15 USED
FAR LESS OF7EN, ALTHOUGH {T HAS CREPT UP
IN THE WORKS OF ARTISTS AS DIVERSE AS
CARL BARKS, JAIME FERNANDEZ AND IN |”
THE TEAM OF DAVE S/ AND GERKHARD.

SEMINAL INFLUENCE
OF COMICS CREATOR

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

THANKS TQ THE

OSANIL TEZLUKA,

BLbbouer=bu

RECENT|DECADES
JAFANESE FANS ALSO
DEVELOPED A TASTE
FOR FLASHY, PHOTD-

REALNSTIC ARZ,

CEREBUS ® DAVE SIM.




ART @ HAYAS] AND OSIMA,

THE RESULTANT HYBRID STYLES BUT .
HAD TREMENDQUS ICONIC RANGE, FROM JAPANESE
EXTREMELY CARTOONY CHARACTERS TO COMICS ARTISTS

NEAR-PHOTOGRAPHIC BACKGROUNDS, T’ooz gi} % ; DEA
FURTHER.
| =
AT
1 _t
i N
] TR/
“MOMA GOES TOKYD " { J!

———
SOON, SAME OF THEN
REALIZED THAT THE
OE/ECTIFYING Power
OF REALISTIC ARTS
CQULD BE PUT TO
O7HFEL USES.

FOR EXAMPLE, WHILE
MOS7T CRARACTERS
WERE DESIGNED
SPVPLY, TO ASSIST IN
READER -IDENTIFICATION-

BUT
SUPPOSE
I NOTICE SOME
MYSTER/OUS
WRITING CARVED
ON THE SWORD'S
LT

A

=
i
i
i\ 5]
A-a%%/

--G7HER CHARACTERS
WERE DRAWN MORE
REALISTICALLY IN ORDER
10 OBSECTIFY THEM,
EMPHASIZING THEIR

A PROP
LIKE THIS SWoRD
MIGHT BE VERY
CARTOONY N ONE

TOTHERNESS " FROM
THE READER.

pe

SEQUENCE -~

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

1IN JAPANESE COMICS, THE SWORD MIGHT VoW
BECOME YERY REAL/STIC, NOT ONLY TO SHOW US
THE DETAILS, BUT TO MAKE US AWARE OF THE
SWORD RS AN OB/ECT, SOMETHING WITH WESH
TEXTLURE AND PHYSICAL COMPLEXITY

T ——t

rd
N
Famm
nyy
A

YN THIS AND IN O7HER
WAXS, COMICS IN
JAPAN HAVE EVOLVED
VERY DIFFERENTLY

FROM THOSE IN THE WEST.

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




"1 Z/KE THE MANY STILL, T HOPE THE JAPANESE

RELEASEABLE ONLY
BY THE READER'S MIND.

FMASKING EFFECT, OF MY PERSPECTIVE ON CARTOONING HELPS
PERSONALLY, BUT IT'S * ASAVOR/I7TE DEMONSTRATE THAT ONE'S CHOICE
. JUST ONE OF MANY = ARTISTS USE OF STYLES CAN HAVE CONSEQUENCES
TPOSSIBLE APPROACHES IT VERY FAR BEYOND THE MERE 200X
TO COMICS ART. RARELY. OF A STORY.
z‘ hy
£
2
:
=
2
a [y—
8 f
: =
& -
g ] I_ S
ur b I
Uw-l i i ]
AS I WRITE THIS, THE PLATONIC IDEAL BUT SWAPLE ELEMENTS
IN 1992, AMERICAN QF THE CARTOON CAN COMBINE IN
ALIDIENCES ARE JUST MAY SEEM TO COMPLEX WAYS, AS
BEGINNING TO REALIZE OMIT MUCH OF ' ATOMS BECOME
THAT A SIMPLE 87 YZ2E THE AMIZISLITY MGOLECULES AND
DOESN'T NECESSITATH | AND COMPLEY MOLECULES BECOME
SIMPLE STORY. CHARACTERIZATION LIFE.
‘ e, WHICH ARE THE
Al HALLMARKS OF
e MODERN
= LITERATYRE,
3 LEAVING THEM
z SUITABLE ONLY
g FOR CHILDREN
i
o .
@ <
g
2 | art srigeimon-. . %V
& \ T
2
g %‘ 1
AND Z/KE THE ATOM, '
GREAT POWER IS
LOCKED IN THESE
FEW SIMPLE LINES,
~p

THERE'S
A LOT MORE TC
CAR7OCONS
THAN MEETS

45




“Tp-

“REALITY "

REDUCED THIS FACE
TC 7300 DO7S AND
THO L/VES. 1S OUR
fCONVIC ABETRACT/ON
SCALE COMFPLETES

CAN ANY

CONFIGURATION

THE SCALE S
SHOWS SEVERAL
SLIGHTLY ZVFFERENT

PROGRESSIONS. LET'S
CONCENTRATE ON ONVE

—— 2 2 O

O

~ .z ; =

OF /& ON FAFER
BE MORE ABSTRACTED
FROM EALI 7Y -~

COMPLEX ———> SIMPLE

AND SEE IF WE CAN
= TAKE (T ANY
=N AURTHER, ==

AT

|

!
i

OBJECTIVE—> SUBJECTIVE

SPECIFIC —> UNIVERSAL

AT

~=YET STILL REPRESENT

A FACE AS CLEARLY

AS JAV/S ONEY

I SAY
THE ANSWER

HERES A
FART OF THE
SOLLITION,

¥ . @ »

JUST DRAW
A LINE STRARIGH T
DOV FROM EACH
OF THE JO78 T0O

THIS HEIGHT FOR

THE ANSHER.
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] ‘ 1I_'l PAPEI?GL.AS‘

 MEANING
F{ ‘RETAINED.

HEAUTPE, J L pacer 775
o MASK
KTENSION
DENTITY
RETENTIO
omics
SEQUEN
 HAN
i o NTING
IR I1ETURE
eeneiy. &8 . A
EETE .
- EKR i} [ 1 ] 1]
. RS

GONE.

D SIMATRA DUYRING ,
WHY (S CHOCOLATEECHIP SO POPY
HETAL BOLTS AND OTHER SUBST]
IVING A GRAY PLYMOUTH RELIA

NEW FRIEND UNDERNEATH MY Pt
[ITLED THE STORY OF MARGERIN
MISTOOK KIS WIFE FOR A HAT

--ARE THE
ULTIMATE
ABSTRACTION.

{ COMICS, NOTABLY
COMIC FOOKS, RAVE

IZ LONG EMPHASIZED THE

"~ WRITING
. AND DRAWING
s
DISCIPLINES,
WELTTERS AND
ARTISTS AS
SEPARATE
EREEZJS“

“A SINGLE
UNIFIED
LANGLUAGE
DESERVES A

SINGLE, UNIFIED

VOCABULARY.

-- AND "GOQD" COMICS
AS THOSE IN WHICH

THE COMBINVATION
OF THESE VERY

DIFFERENT
FORMS OF EXPRESSION
1S THOUGHT TO BE
HARMONIOLS.

T —

BUT
JUST HOW

“DIFFEBENT"
ARE
TH.E'V
: N
T L1 T
IJ"GFJ <
L!- |

WORDS, PICTURES AND
OTHER ICONS ARE THE

VOCABULARY oF
THE LANGLIAGE CALLED

COMICS.

!
ON PAPER*®.JU!
INES ON PAPER JUS

ON PAPEH
INES ON:GJ

WITHOUT
IT, COMICS
WILL CONTINUE
TQ LIMPALONG
AS THE “BASTARD
CH/ILD" OF

WORDS AND
PICTURES.

SEVERAL
FACTORS HAVE
CONSFIRED
AGAINET CoMmIcs
RECEIVING THE
LIVIFPED

IGENTITY
1T VEEDS.

AND
AMONG
THEM LIE
SOME QF
QUR VERY

FE,
TINSTINCTS,

a7




BOTH ARTIST AND WRITER BEGIN, HANDS
JOINED ACROSS THE GAP, WITH A COMMON
PURPQSE: TO MAKE COMICS OF ‘QZ/ALI7TY "

THE ARTIST KNOWS
THAT THIS MEANS
MORE THAN JLIST
ST/ CR-F/GLURES AND
CRUIEE CARTOONS.
HE SETS OFF IN SEARCH
OF A H/GHER ART.

_—
THE WRITER KNOWS
THAT THIS MEANS
MORE THAN JUST
QOF/ Fop” FLAM,
AND ONVE-A-D4ay
GAGS. SHE SETS OFe
IN SEARCH OF
SOMETHING DEFPER

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 WRAT
SHE'S [OOKING FOR, 1N
THE GREAT MASTERS QF
WESTERN LI TERATURE,
SHE READS AND WRITES
CONSTANTLY, SHE
SEARCHES FOR A VOICE
UNIGUELY HERS.

1

FINALLY, TREY'RE READY. BOTH HAVE
MASTERED THEMR ARTS, HiS BRUSHSTROKE
IS NEARLY /AVPPS/BLE INITS SUBTLETY,
THE FIGURES PURE M/CHAEZ ANGELO.
HER DESCRIPTIONS ARE DAZZLING.
THE WORDS FLOW TOGETHER LIKE A
SHAKESPEAREAN SONVNVET,

11

THEY'RE READY TO JO/N HANDS ONCE MORE
AND CREATE A COMICS MASTERFIECE.

(2)-FACE

)

AL

)
=

TWO EYES, /7 *
= ONENOSE,=» 5{% '
ONEMOUTH. o™ rdesze.

418




WRITING 1S PERCEIVED
INFORMATION. 1T TAKES TIME ;
AND SPECIALIZED KNOWLEDGE TO |- <

@MATION. WE NEED NO
A EDUCATION TO GE7 7HE

WESSAGE.

" THE MESSAGE IS
ISTANTANEOL'S.

“\\_DECODE THE ABSTRACT SYMBOLS
OF LANGUAGE.

)

W

3

W
SRR

i
i
U
l/
N

\\\\
\\\\\
SRR
by
g

N
N
A

ECEIWED - -« «« « « - v v o .

FACE »

TWO EVES,
ONE NOSE, =»
ONEMOUTH. o= 7eetess),

- - . PERCEIVED

WHEN PICTURES WHEN WORDS
ARE MORE ABSTRACTED ARE BOLDER, MORE DIRECT,
FROM "REALITY) THEY ) THEY REQUIRE LOWER: LEVELS
REQUIRE GREATER LEVELS OF PERCEPTION AND ARE

OF PERCERPTION. RECEWED FAS7EL,

MORE LIKE 1 MORE LIKE
WORDS. PICTURES.
¥

el

&

“

QUR NEED FOR A
_UNIFIED JANGUAGE
OF COMICS SENDS US
TOWARD THE CENTER
WHERE WORDS AND
PICTURES ARE LIKE
TWG SIDES OF oweE

BUT OUR NEED FOR
IN COMICS SEEMS
TO LEAD US
ARE MOST SERPARATE.
ST il Fi
WS T Mi!ﬂmn

Tovay v i
I S I

VAR
L

o

" ——

'
oL

SOPHISTICATION

OUTWARD, \WHERE
WORDS AND PICTURES

L

(1
i
|
1

iy >

.

BOTH ARE MVOR7HY
ASFPIEATIONS.
BOTH STEM FROM A
1LOVE OF COWICS AND
A DEVOTION TO IT3
FUTLIRE.

~" CAN THEY BE

RECONCILELD 7

L B R
-
RPN
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I SAY THE ANSWER
15 MES, BUT SINCE
THE REASONS BELONG
IN A ZIFFERENT
CHAPTER, WE'LL
HAVE 7O COME BACK
TO THIS LA7ER.




ICONIC
ABSTRACTION
15 ONLY OVE
FORM OF
ABSTRACTION
AVAILABLE TO
COMICS ARTIETS.

E-Q & O O-FACE. jegs - fuz

USUALLY THE WORD
"ABSTRACTION” REFERS TO THE
NON-FCON/C VARIETY, WHERE
NOQ ATTEMPT 1S MADE 1O CLING
TO RESEMBLANCE OF MEANING,

THE TYPE QF

ART WHICH OFTEN
PROMPTS THE QUESTION:
“WHAT DOES /ST
VIEAN =7

EARNING

~=1NK
THE REPLY ON
"7 MEAMS — PAPER

WHAT 1T

A




-

BELOW ME,
THE AREA DESCRIBED
BY THESE B VERTICES--
"REALITY, LANGUAGE AND
THE PiCTURE PLANE —

REPRESENTS THE TOTAL

PICTORIAL VOCABULARY
OF COMICS OR OF AVY
OF THE VISUAL

ARTS.

“MQST COMICS ART
-] LIES NEAR THE
BO77OM--THAT 18,
ALONG THE /JCONIC
ABSTRACTION SIDE
WHERE EVERY LINE
HAS A MIEANING.

|
e TR
=

NEAR TRE LINE, BUT
NQT NECESSARILY
ON IT! FOR EVEN
THE MQST $TRAIGHT
FORVVARD LITTLE
CARTOON CHARACTER
HAS A MEANINGLESS
LINE OR TWO/

b IF WE INCORPORATE
LANGUAGE AND
OTHER ICONS V7O
THE CHAKT, WE CAN
BEGIN TO BLUILD 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 Beanish from TALES OF THE
BEANWORLD. “Resembling™ nothing ever seen
{hente 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 Aibin Michel
S.A.) combines deeply impressionistic ighting
with iconic farms and strong, dasign-crented
compositions. la other words, ha's a hard one o
place. 10. ALINE KOMINSKY-CRUMB.
11. PETER BAGGE's Chuckie-Boy fram
NEAT STUFF. Compare to 39. 12. KRISTINE
KRYTTRE. 13. REA IRVIN. THE SMYTHES
© Field Newspaper Syndicate. 14. STEVE
WILLIS's Morly. 15. PHIL YEH's FRANK
THE UNICORN. 16. JERAY MORIARTY's
“Jack Survives”. Based closely on reai warld
light and shadow, but decomposed inta 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. 19. SPAIN's
TRASHMAN. 20. FRANK MILLER's THE
DARK KNIGHT RETURNS. Batman & D.C.
Comies. Batman created by Bob Kane. 21.
WILLIAM MESSNER-LOEBS's Wolvarine
MacAlistair from JOURNEY, 22. DON
SIMPSON's MEGATON MAN. Beginning from a

ALL COPYRIGHTS
HELD BY THE
CREATOR UNLESS
OTHERWISE
NOTED.

/ Keep in mind that

80 &l
£

« ﬁea /;@-» H

these are my.copies of
/ the original drav_vings.

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

ag M.’s fi to the brink of
abstraction, 23. MICHAEL CHERKAS from
SILENT INVASICN, © 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. 28 1/2. (Whoops) CLYFF
STERRETT. The character pictured here {from
POLLY AND HER PALS) might belong a bit lowar,
but Starrett's art, like Fleener's often heads
upward toward the wildly abstract. P.AHP. is @
Newspaper Featuras Syndicate, Inc. 30.
SERGIO ARAGONES's GROO THE
WANDERER. Simple, straightiorward, but witha
strong gestural quality 1hat 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.
Commissianer Gordon @ D.C. Comics. 33.
JOSE MUNOZ from “Mister Conrad, Mister
Wilcox". ® Munoz and Sampayo. 34. CAROL

R - E
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Ghicago T

1.
. 42. JULIE DOUCET.

W, h
SSELL's Mowgli fram

5. CHESTER GoULD's DIGK
ibune-Hew York Syndicate,
*JACK KIRBY's Darkseid, @ D.C.
7. BOB BURDEN. 3B. DANIEL
ES's Rocco Vargas from TRITON. 38,

BAGGE's Buddy Bradley from HATE.

i SETH. 41. MARK

OREY. 44. CRAIG
Kipting's THE JUNGLE
“kS. Russell's characters are as finely
and realistically based a3 Hal Foster's
ut with an unparalieled senss
o that draws them toward the upper
~ Lataly, Russell has been moving & bit
and toward the right in some cases, 45.
DSEXI KOJIMA from KOZURE OKAMI

{"Wolf- and Cub”) © Koike and Kojima. 46.
EDDIE CAMPBELL's ALEC. Realistic in ane,
but also gesturai and spontaneous. The process
of drawing isn't hidden from view, 47. ALEX
TOTH. Zorro @ ZorroProductions, Inc. At ©
Wal Disney Productions. (Zotro created oy
Johnston McCullay). 48. HUGO PRATT's
CORTC MALTESE € Casterman, Paris-Teurmai.
49, WILL EYSHER from TO THE HEART OF
THE STORM. 50. DORI SEDA. 51. R.
CRUMB swings batwsen realistic and cartoony
characters, usually staying about this high but
secasionally venturing upward. 52. STEVE
DITKO. 53. NORMAN DOG. 54.
VALENTING's NORMALMAN sits 2 bitl 10 the
right and up from his current SHADOWHAWK
(whose iconic mask made him a bit harder 1o
place). 5§5. ROZ CHAST. 56. JOOQST
SWARTE's Anton Makassar. 57, ELZIE
SEGAR's POPEYE © King featurss Syndicate,
Inc. 58. GECORGE HERRIMAN's “Offissa
Pupp™ fram KRAZY KAT. @ International feature
Sarvice, Inc. 59. JIM WOODRING's FRANK,
60. NEAL ADAMS. fram X-MEN © Marvel
Entertainment Group, Inc. (X-Men created by Lee
2nd Kitby), 61. GIL KANE from ACTION
COMIGS @ D.C. Comics, Inc. 62, MILTON
CANIFF's STEVE CANYON. 63. JIM LEE.
Nick Fury appearing in X-MEN © Marvel
Entertainment Group, Inc. 4. JOHN BYRNE.
Superman © D.C. Camics, {nc. (Suparman
created by Jarry Siegel and Joe Schuster). BS.
JACQUES TARDI from LE DEMON DES

GLACES @ Dargaud Editeur. 66. JEAN-.
CLAUDE MEZIERES. Lauraline from the
VALERIAN series, © Dargaud Editeur. B7.
BILL GRIFFITH's ZIPPY THE PINHEAD. &8.
JOE MATT., 68. KYLE BAKER from WHY |
HATE SATURN.70. TRINA ROBBINS's

N OE

T R O EATR

MISTY. © Marvel Entertaiament Group, Inc. 71.
RIYOKO IKEDA's Oscar from THE ROSE OF
VERSAILLES., 72. GEORGE McMANUS.
BRINGING UP FATHER @ International Featura
Sarvice, Ine. 73. CHARLES SCHULZ's
Charlie Brown frem PEANUTS € United Features
Syndicate, inc. 74. ART SPIEGELMAN from
MAUS. 75. MATT FEAZELL's GYNICALMAN.
76. The company Logo. Thae pictura as symbol.
77. Titls Logo. The word as object. 78. Sound
Etfect. The word as scund. 7%. TOM KING's
SNOOKUMS, THAT LOVABLE TRANSVESTITE,
a phato-comic. 80. DREW FRIEDMAN. 81.
DAVE STEVENS. 82. HAL FOSTER.
TARZAN created by Edgar Rice Burroughs. 83, |
ALEX RAYMOND. Flash Gordon & King
Featuras Syndicate, Ine¢. B4. MILO
MANARA. 85, JOHN BUSCEMA. The
Vision ® Marvel Entartainment Group. 86.
CAROL LAY's lrene Van de Kamp from GOOD
GIRLS. A bizarre character, but drawn in a vary
straightforward  style. 87. GILBERT
HERNANDEZ. 88, JAIME HERMANDEZ.
g9. COLIN UPTON. 20. KURT
SCHAFFENBERGER. Superboy @ D.C.

Comics. 1. JACK COLE's PLASTIC MAN, ©
D.G. Comics. 92. REED WALLER's OMAHA
THE CAT DANCER © Waller and Worley. 92.
WENDY PINT's Skywise from ELFQUEST. ©
WaRP Graphics. 94. DAN DE CARLO-
Varonica @ Archia Comics, 95. HAROLD
GRAY's LITTLE ORPHAN ANNIE. © Chicago
Tribune- New York News Syndicate. 96.
HERGE's TINTIN © Editions Casterman. 87.
FLOYD GOTTFREDSON. Mickey Mouse @
Walt Disney Productions. 98. JEFF SMITH's
BONE. 99. Smite Dammit. 100. COLLEEN
DORAN's A DISTANT SOIL. 101. ROY
CRANE's CAPTAIN EASY ® NEA Sewice, Inc.
102. DAN CLOWES. 103. WAYNO. 104.
¥.T. HAMLIN's ALLEY OOP @ NEA Senvice,
Inc. 105. CHESTER BROWN. 106. STAN
SAKAl's USAGE YOJIMBO. 107. DAVE
SIM's CEREBUS THE AARDVARK. 108.
WALT KELLY's POGO © Selby Kelly. 109. -
AUDOLPH DIRKS's HANS AND FRITZ @ King
Features Syndicate, Inc. 110 H.C. “BUD"
FISHER's Joft {fram MUTT AND JEFF @
McNaught Syndicate, Inc. 111, MOAT
WALKER's. Hl AND LOIS @ King Fealures
Syndicate, Inc. 112, OSAMU TEZUKA's
ASTROBOY. 113. CARAL BARKS. . Scronge
McDuck © Walt Disney Productions. 114.
CROCKETT JOHNSON's Mister O'Mailay
irom BARNABY © Field Newspapser Syndicate,
Ine. 115. PAT SULLIVAN's FELIX THE CAT
© Newspaper Feature Sarvics. 116, UDERZO.
ASTERIX by Goscinny and Uderzo @ Dargaud
Editaur. ’




CYNICALMAN © MATT FEAZELL,

MOST QF THE
PRECEDING EXAMPLES
WERE PLACED ON OUR
CHART BASED ON THE
PRAWING STYLES USED

ON $eEC/A/C

CHARACTEFRS.

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

GIWVEN PRGJECT,

HE
‘AMTA‘llPJC‘J |

SOME,
LIKE MATT
FEAZELL'S
CYNVITALVAN.
KEEP TG ONE
AREA
CONSISTENTLY.

THE COMBINATION OF EXTREMEL Y /CON/C
CHARACTERS BND ENYTRONATENTS, MIXED
WITH SIMPLE, DIRECT LANGLAGE AND A

SOYND EFFFCT OR TWO WOULD GIVE US
A SHAPE SOMETHING LIKE 7478

WE'VE ALREADY

DISCUSSED THE
: RANGE OF HERGE
. AND OTHERS WHQ
! CONTRAST /Conre
g CHARACTERS WITH

REALISTIC
BACKGROUNES.

-

OTHERS RANGE
CONS/DERABLY
FROM ONE END
OF THE CHART /.
\.JO THE QTHER /"

HERGE STRETCHES
NEARLY FROW\ LEFT 70 BiGH7--
FROM KEALISAT TG CARTOON/INVG --
BUT VENTURES VERY L/77LE INTO
THE LFPER WORLD QF NOA-
SCON/C ABSTRACTION,

ART © EDITIONS CASTERMAN,




- MARY FLEENER, ON
£ OTHER HAND, VARIES ONLY
s 7Ly IN HER LEVEL OF JCONIC
LNTENT, WHILE THE LEVEL OF
rA/-ICONIC ABSTRACTION GOES
EARLY FROM 7OF 70 BOTTOM/

I/

ART @ MARY FLEENER.

THAT'E Q/GHT! IFHE'S STILL
LOOSE ... THERE'S NO TELLING
WHATEL HWAPPEN Y 4.

=

| e

"f.!/f% ..%l’/

'
( —~

" ART: JACK KIRBY AND JOE SINNCTT (M¥: FACSIMILE)
© "SCRIPT: STAN LEE.

£

A

STAKED QUT A MIDPLE GROUND OF
JCONIC FORAIS WITH A SENSE OF THE

IN THE MID-SIXTIES, SJACK
KIREY, BLONG WITH S7AN LEE,

REAL ABOUT THEM\, BOLSTERED BY
A POWERFUL DESIGY SENSE.

-

TODAY, MANY AMERICAN

AND MORE ELABORATE SCRIPTS HAS
AFAR7 IN MANY CASES,

- \ W

b

MAINSTREAM COMICS STILL FOLLOW
KIRBY'S LEAD FOR STORYTELLING, BUT
THE DESIRE FOR MORE BEALASTIC ART

PLISHED ART AND STORY FURTHER

SRR o,
IREWER ATy
OROARE PRETTY MOCH

WAY YOU TALK
; FOLKS
TO START
A RUSSIA
ENT.

¥
i
q

w

ART FROM COLOR PANELS TRACED FOR REPRODUCTION.
©MARVEL ENTERTAINMENT GROUP, INC.

55

ART: JIMLEE AND SCOTT WILLIAMS (FACSIMILE)
SCHIPT: CHRIS CLAREMONT.




SEE PAGE 216 FOR COPYRIGHT INFORMATION,

IN THE EIGHTIES AND NINETIES,
MOST CF THE COUNTERCLILTURE OF
INDEPENDENT CREATORS, WORKING MOSTLY
IN BLACK AND WHITE, STAYED TO THE /647

OF MAINSTREANM COMICS ART WHILE
COVERING A BROAD RANGE OF
WRITING STYLES.

THIS FOQLLOWS THE LEAD CF
THE POST-KURTZMAN GENERATION
OF UNDERSROLND CARTCONISTS WHG
USED CARTOONY STYLES TO PORTRAY

ADULT THEMES AND SUBJECT MATTER.

IRONIC THAT THE
TWO BASTIONS OF
CARTOONY ART ARE
LUNDERGROUND BND
CHLDRENE COMICS!

PRETTY FAR AFART
AS GENRES GO/

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

SERGIO AND GROO © SERGIO ARAGONES,

NEVER SATISFIED.

OTHERS, SUCH AS ZAVE MK EAN,
ARE FOREVER ON 7HE AMOVE, :
EXFPERIVIEN TING, TAKING CHANC £S5, F




i

N ARTIST 15 DRAWN THOSE WHO APPROACH

END OF THE CHART OR THE LOWVER [EF7,

" THAT ARTIST MAY BE FOR EXAMPLE, ARE
45 SOMETHING ABOUT HIS PROBABLY ATTRACTED

El

U ONGEST VALLES AND BY A SENSE OF THE
ER STRO BEALITY OF MATZICE

yALTIES N ART.

FOR COMICS 1O /M4727%5
AS A MELNA, 1T MUST BE
CAPABLE OF EXPRESSING EACH
ARTISTS /WWNVERMOST
VEEDS AND /DEAS,

BUT EACH ARTIST
HAS ZUFFERENT WNER
NEEDS, DIFFERENT POINTS
OF VIEW, DIFFERENT
FASSIONS, AND S0 NEEDS TO
FIND DIFFERENT FORMS
OF EXFPRESSION. *

&

P THE ENTIRE

ISTORY OF VISUAL ARTS
 BELONGS IN THIS SPACE.

MONET SET UIP HIS EASEL
LONG THE ZEF7 FACE,
“:MONDRIAN AT THE 702
'REMBRANDT LOWER LEFT
MATISSE RIGHT ABOVE 4
L WHERE T STANDING, 48

AND NEARLY
EVERY MOVEMENT OR
MANIFESTO PLANTED ITS ‘
FLAG AND LOUDLY PROCLAIMED
THE DISCOVERY QF THE
ONLY PATCH OF GROUND 4
WORTH BLILDING ON. .

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

o7




BY DRAWING
EORDEZS ARGUND THE
VOCABULARY OF COMICS, T
HOPE T HAVEN'T MADE 1T
SEEM SMALLER THAN

COMICS
ARTISTS HAVE
A NIV ERSE OF
ICONS TO CHOOSE

1T'S EXPANDING
ALL THE TIMES

AS THE 720N 7>~
FIRST CENTLIRY
APPROACHES, V/SHAL
JCONOGRAFHY MAY
FINALLY HELP LS
REALIZE A FORM OF
LN/ VERSAL

COMMILNICATION,

SCCIETY
15 INVENTING NEHV
SYMBOLS KEGLYLARLY,
JUST AS col/cs
AKRTISTS DO.




ICONS

DEMAND QUR
FARTICIPATION
TO MAKE THEM
WORK.

THERE 15 NO LIFE HERE
EXCEPT THAT WHICH YOUj
GIVE TOIT.

h

L
4l
\/
\/

PAYiE
I

7' YOUR JOB TO
CREATE AND RECREATE
ME MOMENT BY
MOMENT, NOT JUST.

“YHE CARTOONIST'S.

_é==-—q’é

s

2/
tf
7

IT’S BEEN -QVER 7FENTY YEARS SINCE
MELLIHAN FIRST OBSERVED THAT THOSE PEOPLE
GROWING UP IN THE LATE TWENTIETH CENTURY
DIDN'T WANT GO LS SO MUCH AS THEY

WANTED LOLES” AND THAT'S WHAT VISLAL
ICONOGRAPHY 1S ALL ABOUT.

T 2

:
%;i
3
2
23 pu—
o  —
:
==k
SR - .4
: A
31

—
+ AS 1T HAPPENS, QNLY
| 70 POPLILAR MEDIA
I WERE IDENTIFIED BY
MELLUIHAN AS "COOL"
MEDIA- - THAT 1S,
MEDIA WHICH -
COMMAND ALDIENCE
INVOLVEMENT THROUGH
LCONIC FORMIS.

-

1 ONE OF THEM
TELEVISION
HAS REACHED INTO
1 THE LIVES OF EVERY

--AND FOR BETTER
OR WORSE, ALTERED

HUMAN BEING ON

THE COURSE OF
HUMAN AFFAIRS
FROM HERE “TIL

DOCOVISDAY. g
e ‘
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THE FATE
OF THE :
O7THER ONE, B

Comcs--

api

SEQUENTIAL
~ ART |
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