.f‘\'..

SO,
WHY IS THIS
MEDIUM WE
CALL COMICS SO
JMPORTANT.”
WHY SHOULD WE
TRY SO HARD TO
UNDERSTAND
COMICS T

SEQUENTIAL
( ART

T THINK THE
ANSWER LIES DEEP
WITHIN THE HUMAN

CONDITION...
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SAD, QF COURSE, BECAUSE NEARLY
ALL PROBLEMS IN HUMAN HISTORY
S7EAT FROM THAT INABILITY.
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EACH MEeD/n ( THE TERM COMES
FROM THE LATIN WORD MEANING
MIDDLE ) SERVES AS A BRIDGE
EETWEEN MINDS.

SPOKEN. WCRD

MEDIA
CONVERT
THOUGHTS
INTO FORMS
THAT CAN
TRAVERSE THE
PHYSICALWORLD | 523
RE Aggf R TED ‘
~Cl ERT Fieseev
BY ONE = N
OR MORE SENSES T
BACK INTO i
THOUGHTS. £

g @ mc © (N

WRITTEN WORD

MUSIC

IN COMICS THE CONVERSION
FOLLOWS A PATH FROM M/ND

TO HAND 10 P/}fﬁ? TOEYE
TO MIND.

IDEALLY THE ARTIST'S "“MESSAGE”
WILL RUN THIS GAUNTLET WITHOUT
BEING AFFEC7ED BY 1T, BUT IN
PRACT/CE THIS IS RARELY THE CASE.
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1. Cada nuevo medio comienza imitando su
a) predecesores
b) pacientes
C) sucesores
d) descendientes

2. ¢Qué aspecto comparten los comics y el cine en sus imagenes potenciales?
a) Gama y versatilidad.
b) la intimidad
c) control
d) fidelidad

3. ¢Qué aspecto comparten los cdmics y la palabra escrita?
a) Gama y versatilidad.
b) la intimidad
c) control
d) fidelidad

4. Los comics confian en el (los) sentido (5) para transmitir un mundo de experiencia.
uno
b) Seis
¢) Cinco
d) tres



THE COMICS I “$&£~ ASK ANY WR/TER

IN MY MIND WILL NEVER . OR F/LMMAKER OR
BE SEEN IN THEIR ENTIRETY — FAINTER JUST HOW
BY ANYONE ELSE, NO MUCH OF A GIVEN

MATTER HOW HARD , PROJECT TRULY
! REPRESENTS WHAT
HE/SHE ENVISIONED
IT 70 BE.

s 4
|
7

--OR, FOR SOME
ARTISTS, THE
THE MAST7ERY OF ONE'S MEDIUM DEGREE TO WHICH

IS THE DEGREE TO WHICH THAT THE INEVITABLE
PERCENTAGE CAN BE JNCREASED, DETOURS ARE MADE
THE DEGREE TO WHICH THE ARTIST'S LISEFLIL BY THE

IDEAS SLRV/VE THE JOURNEY-- w\}/
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YOU'LL HEAR
TWVENTY PERCENT...
TEN...FIVE,,

FEW WILL
CLAIM MORE
THAN 7H/R7Y.

7

AS I SAID S —— >

N Y ' —

OMETIING o SaTVE 5] THERE'S ONLY ONE POMWER THAT |

%%MV\%Q{%GIJ\? fi};#ﬁ 2 B CAN BREAK THROYGH THE WALL [

BEL/EVER IN THE INHERENT = EX3] WHICH SEPARATES ALL ARTISTS R

WORTH OF ALL JVNER o] FROM THEIR AUDIENCE--THE POWER R
TRUTHS. o OF NDERSTANDING.
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TODAY, COMICS 1S ONE OF THE
LINDERSTANDING = VERY FEW FORMS OF 248§
COMICS 1S $ERIOLS COMMUNICATION IN WHICH
BLISINESS. JNVDIWVIDUAL VO/ICES STILL

HAVE A CHANCE TO BE #FARD.

Sa = S @
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/ > \o/!
: M=C
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e THOSE OF US WHO TACKLE THE
&' BLUSINESS OF COMICS HAVE MANY

OBSTACLES TO QVERCOME--

--BUT THEY FALE
IN COMPARISON TO
WHAT A FILMMIAKER
OR FLAYWRIGHT
HAS TO CONTEND
WITH.

¥

COMICS
WELCOMES
ANY WRITER OR
ARTIST TO STEP INTO
ITS WORLD, A WORLD
AS CLOSE AS PEN
OR PENC/L AND
PAPER.
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THE WALL OF /GNORANCE THAT PREVENTS SO MANY HUMAN

BEINGS FROM SEEING EACH OTHER CLEARLY

BREACHED BY COMMUNICATION.
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COMMUNICATION
IS ONLY EFFECTIVE \
WHEN WE UNDERSTAND
THE FORMS THAT
COMMUNICATION
CAN TAKE.
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I'VE BEEN
TRYING TO
UNDERSTAND
COMICS FOR
ABOUT 15 YEARS.
HERES WHAT I'VE
COME UP WITH
SO FAR.
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SEE PAGE 216 FOR COPYRIGHT INFORMATION.

S w i %é‘?

i )
v A
: TH IRST 3 THIS MEANS LEARNING TO
2 STEP IEI F;':\Ny SUCH : gEPARgTE THE FORAI OF
EFFORT IS TO CLEAR o/ O o OFTEN
OUuR MINDS OF ALL Pf- STENT CONTENTS.
PRECONCEIVED 2% -
"\ NOTIONS ABOUT AR
S, & COMICS. 7 ;/}V
“ O cerues
ONLY ]
BY STARTING
= FROM SCRATCH CAN -
Y WE DISCOVER THE
S FULL RANGE OF
POSSIBILITIES
COMICS OFEER.
I % ] o Qtn
AL SR A
7 The Muggry ‘_'qw .
NS DE

' { T THE BEST DEFINITION

= - FOR COMICS WILL, I THINK,

A/ =t BE THE MOST ZXPANSIVE.
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WITH A LITTLE E7 --AND FAR INTO THE PAS7, =
BEF/IVING, SUCH A BEYOND THE ARTIFICIAL “S7ARTING
DEFINITION CAN TAKE =\ PO/NT"OF 1896 AND “THE YELLOW KIDY

COMICS FAR INTO *
THE FLTURE -- . \
[~
\
’ K. —
JUXTAPOS “ONN\('. R
PICTORIAL HO®EY =
AND OTHER paoRL T\ ————
IMAGES IN Jagesih v £~
DELIBERATE SEQUENCE  \ —— '
SEQUENCE —UN
775 1800 1825 1850 1875 190¢
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INCREDIBLE WEALTH
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FUTURE!
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*SEE PAGE 216 FOR FURTHER INFORMATION.



THROQUGH THE M/ORAS AND WRITING S OF THESE
NEGLECTED MASTERS, WE SEE THE FIRST GL/IMPSES
OF COMICS' L/BIITLESS POTENTIAL AS AN ART FORM--

--AND THE ATTITUDES THAT WERE TO
CYRE THAT POTENTIAL FOR
MANY YEARS TO COME/

“...the picture-
story, which critics
disregard and
scholars scarcely
notice, has had
great influence at
all times, perhaps
even more than
written literature.”

Rudolphe Topffer
1845

(13 ] '.in
addition, the
picture-story
appeals
mainly to
children and
the lower
classes...”

Rudolphe Topffer
1845
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SEE PAGE 216 FOR COPYRIGHT INFORMATION.
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COMICS THE WHOLE
WORLD oF VISUAL
/CONOGRAPHY
IS AT THE DISPOSAL
OF COVIICS

CREATORSS

\
1
\
TWO EVES  Thy youth’
) \FACE st mam 25225
\ OMNE NOSE. Msfow
]

5. Etiquete correctamente cada una de las tres esquinas del plano pictérico con los siguientes términos:

Realidad
Idioma
El abstracto

(Si completa la prueba en una hoja de respuestas o en su propia hoja de papel de cuaderno, dibuje y
etiquete correctamente el plano pictorico).
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THROUGHOUT
ITS HISTORY, COMICS
HAS HARNESSED THE
POWER OF CARTOONS ||+
TO COMMAND WEWER
INVOLYVEMENT AND
/DENTIFICATION --

a) dibujos animados

b) Momento a momento
C) abstraccién

d) realismo
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7. ¢Cual es el tipo de transicion mas comun en la técnica de
narracion mas utilizada en los comics?
a) Accidn a accién
b) Escena a escena
c) Sujeto a tema
d) Momento a momento

8. Cuando los lectores descubren los cémics por primera vez,
los comics actian como un entre el narrador y el
publico.

a) intérprete

b) intermediario
c) instigador

d) barrera

-

e P (&

THE —
DANCE OF THE

A% | e [ YSIBLE AND THEX 2,
¢ INV/ISIBLE 1S

®Y| T | -
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CREATOR AND READER ARE Ay -
PARTNERS IN THE INVISIBLE - /.
CREATING SOME7TH/NG OUT OF z
NOTHING, TIWMIE AND Z

7 TIME AGAIN. 4
IF‘—_—' —
N / _-‘
[ \ \
i |

205




7 AS 7RAC,
W LS P ABETE

COMI/CS /8 A GREAT
BALANCING ACT.

PROMISE ME YOU
WON'T DRINK AND
DRIVE, CARL.

TIME AND
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9. Ampliar la forma de un panel puede afectar la de tiempo.
a) romanticizacion
b) percepcion
c) caracterizacién
d) representacion

10. Cada panel de un cémic muestra un
a) Un solo momento en el tiempo.
b) varios movimientos en el tiempo
c) ilusién de tiempo y movimiento
d) multiples momentos en el tiempo

11. ;Cuél de los siguientes puntos en el tiempo del panel esta representado por el lugar donde se
enfocan tus 0jos?
un presente
b) depende
¢) Pasado
d) futuro

12. ;Cuél de los siguientes es un supuesto que los comics que hacen los artistas sobre el lector?
a) Leen los paneles en el orden correcto.
b) Leen los cdmics en una sola sesion.
c) Le gustara la historia.
d) Han leido las historias anteriores de la serie.

13. En los cémics, las palabras representan aquello que solo puede existir en el tiempo,

a) accion

b) sonido

c) oler

d) movimiento



BUT NOWHERE IS THE BALANCE
BETWEEN THE VAS/BLE AND THE
INVVIS/BLE MORE CONSPICUOUS
THAN IN P/CTURES AND WORDS...

..ASPLIT FORETOLD IN THE
BIRTH OF ART7 [ 7SELF --

- .

.~

—-- AND GROWN W/DER AND WIPER FOR
CENTURIES UNTIL EVENTUALLY, ALL
CONNECTION WAS LOST--

207




TH'*tre s MISHEL

—- AND THEN

" REDISCOVERED
N THE GREAT MADNESS
THAT WAS THE -

TWENTIETH

—— a
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H. 5 AnD PN
LAY EPIDER!
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2 EN PASSA
MMER BELLTOD

HAN T NSIDE
PUPP] HEAD
IMORp N

I'D BE Prreetr IF THAT WER

US MIGHT LOSE HIS WAIR, BUT T

£'S ACTURL SIZE, BUT SHE SEEMY
HACNT SHY, IF 1 WASN

1N THE SO-CALLED CoPp
O EMBARRASS HISTOR]

IR MINUTES FOrTH]
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=MLY FaumD I
RHAPS Fi ¥
HATS GOING)

0 HAPPER
. P CHESS-PI
= EACE 7 THER
= LI, BT FORD
= ACE . ERED AND GIR
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TODAY'S COMICS

DO THEIR ZANCE
WT7H THE INVISIBLE
BETTER THAN
EVER BEFORE.

BUT THE
LANGUAGE OF
COMICS CONTINUES
O EVOLVE -~

208




--BECAUSE

EMBEDDED IN

ALL PICTURES o N
OF THE V/SIBLE s lgsin
WoRLD ARE THE |1 [E25224 LAH

SEEDS OF THE A=

INVIS/BLE.

THE SEEDS OF

/Exm;g/mm \
SYNAESTHETICS, |

4
2]

S

el

&

E

G
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14. ;Cual es el icono sinestésico mas ampliamente utilizado, méas complejo y més versatil?
a) Linea de movimiento
b) palabra globo
c) efectos de sonido
d) Aspecto a aspecto

15. ¢ A quién se le ocurrieron los primeros simbolos para registrar ciertos productos?
a) gobernantes romanos
b) antiguos griegos
c) contadores egipcios
d) Sumerios en la antigua mesopotamia.

] [r~"ctd~1 I— — Na&a



BUT EVOLUTION IS A
TRICK Y THING. SPECIES
EVOLVE D/FFERENTLY IN
DIFFERENT CLIMATES.

EUROPE

%NORTH AM;F:ICA %}75 Y g
P
4 4 |

dieciseéis. ¢Qué combinacion tiene palabras que
amplifican o elaboran una imagen, o viceversa?
a) Montaje
b) Duo-especifico
c) Aditivo
d) interdependiente

17. ¢De quién es la obra de arte que incorpora lineas
locas para crear un nifio loco?

SO IT WAS IN
’ 'SAPAN WHERE COMICS a) Chester Gould
| DEVELOPED IN RELATIVE b) R. Crumb
A \Sf%gogg if,f‘,}ggg"s c) Krystine Kryttre
APPROACHES TO d) Carl Bark

—

WORD-PICTURE LINKAGE

\\,. \\\ AN

Ngir=

MAKING Cawc:s'

7

'y.*'—
= =
Ay - C
o < € )/
f. o7
A"\ =
SUBJECTIVE MOTION

18. La mayoria de los comics japoneses aparecen
publicados por primera vez en .

a) publicaciones delgadas

b) enormes titulos de antologia

C) partes

d) revistas de manga

19. ¢La impresién de comics fue superior en qué
continente?
a) Asia
b) Africa
c) Europa
d) norteamérica
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/ AS COMICS
7/ GROWS INTO THE
SIGHTED BHSVESS \\

o NEXT CENTURY,
JRACTICES WILL NO

| CREATORS WILL ASPIRE .

TO MANY HIGHER GOALS AN \ DOUBT OB S CU/RE \
A THAN APPEALING ' AN THE POSSIBILITIES
/ TO THE ZOWEST OF COMICS FROM [' -
. commoy / LR TIME TO TIME AS
1 INDENOMINVATOR TR THEY ALWAYS
N AL TR HAVE.
1 W

|

_\\‘.
a i K 3 L Vi i) =

THE 7&U7H
ABOUT COMICS
CAN'T STAY
HIDDEN FROM »
VIEW FOREVER

AND SOONER
OR LATER--
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ROMANCE

BLANK
VERSE
EPIC
POETRY

SOCIAL ’
> ALLEGORY

- . DADA
BIOGRAPHY

HORROR. *
SURREALISM

o

SEQUENTIAL
AR

HISTORICAL ..
FICTION

FOLK TALES
EROTICA

\"\ ADAPTATIONS |
\ -

N\

SEQUENTIAL

TODAY THE
POSSIBILITIES FOR
COMICS ARE--AS
THEY ALWAYS
HAVE BEEN--

-

-

STREAM
- OF CONSCIOUSNESS

K1)

P b

MYSTERY

RELIGIOUS
. TOPICS

' SATIRE . .

3
Y,

COMICS OFFERS

TREMENDOLS
RESOLIRCES TO
ALL WRITERS
AND ARTISTS:
FAITHFULNESS,
CONTROL, A
CHANCE 1O BE
HEARD FAR AND

©
1

IT OFFERS
RANGE AND
VERSATILITY
WITH ALL THE
POTENTIAL IMAGERY
OF F7LA1 AND
FAINTING

L

W/IDE WITHOUT
FEAR OF
COMPROMISE...

ART

SEQUENTIAL

PLUS THE
NV TIMACY
OF THE
WERITTEN

worD.
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AND ALL THAT'S NEEDED 1S THE DESIRE TO BE HEARD--
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ion?

libro, una escultura o una canci

3

tistica, el que contiene el contenido de la obra, las emociones y las
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c) idea / proposito

d) forma
a) Idea / Propo6sito

b) Artesania
c) idea / proposito

a) una superficie
d) forma

b) estructura
a) una superficie

c) Estructura
b) estructura

d) Idioma
23. ¢Qué paso determina si el arte sera un libro, una escultura o una cancion?

21. ;Cudl es el primer paso de la creaci

20. ¢Qué paso determina si el arte ser.
filosofias?

22. ¢Cuales son los 6 pasos? Etiquete los 6 pasos en el orden correcto en las casillas provistas. (Si completa la prueba
en una hoja de respuestas o en su propia hoja de papel de cuaderno, simplemente marque los nimeros 1 a 6 y registre

los pasos al lado del nimero en el orden en que aparecerian).




los comics?

24. ;Cual de las siguientes afirmaciones NO es cierta sobre

a) los comics son aditivos

b) Comics es un gran acto de equilibrio.

¢) Comics es sustractivo.
d) el comic es pasivo

25. El autor piensa que la mejor definicion para los cémics es la que tiene mas

a) Descriptivo

b) Restrictivo
C) expansiva

d) Corto

IS THE WORLD
OF COMICS AS

|

I UNDERSTAND
1T SO FAR.

ﬁ

e

N | I [

I e N m

J/MEA
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I'VE LEARNED A4 £O7 ABOUT COMICS
SINCE BEG/NWNING THIS PROJECT AND 1
KNOW I HAVE A LOT £LEF7 TO LEARN.

=

1 HOPE
N/ YOULL ALL
CONSIDER
EXPLORING --
OR CONTINUING
TO EXPLORE--
COMICS ON

HOWEVER YOU
EXPERIENCE COMICS--
AS READER, CREATOR
OR BLSINESSPERSON--
THERE ARE A MILL/ONV
AND ONE WAYS YOU
CAN HELP COMICS TO
GROW INTO THE NEXT

CENTURY. -~

!

THINK ABOUT IT.

AND THANKS
FOR L/STENING.
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AT
LEAST YOU'RE
NOT MARRIED
TO HIM. T
GET THIS
ALL THE
, TIME!




DEEWING THE
CARTOOMN WOUILD
TAKE LIF A% MLUCH
SEACE AS DEFTNIMG
CEWMACE, BUT FOR
A T GOMG TO
ELAMIME CARTOUNING
A5 A FORM OF

WHEN WE
AFEFFACT ARl IMAGE
THREULGH SARTLAONMNGE,
WE'RE MOT 50 AMUCH

ELATIATING DETAILE
As WE ARE Soaciniivie
OM JEEC e

LETASEE

SAIFLIFICATION,

%

TMEANIAG AN ABTIST

B JTEEEIN G
DR AN IWAGE
T ITS ESSEMTIAL

CAN AAEE Y THAT
MEANING [N A WAY
THAT REALISTIC

ART A8

26. En su libro Understanding Comics, Scott McCloud dice que los comics son una forma de "...

amplificacion a través de la simplificacion ..." y que "cuando abstraemos una imagen a través de dibujos
animados, no estamos eliminando los detalles, sino que nos centramos en detalles especificos. Al reducir

una imagen a su "significado" esencial, un artista puede AMPLIFICAR ese significado de una manera

que el arte realista no puede ". (McCloud, 1993). - ; Qué quiere decir Scott McCloud aqui? ;Cémo puede

el "circulo con dos puntos y una linea" ser MAS realista que los tipos de arte altamente detallados y, a

veces, fotorrealistas que vemos a menudo? Use las lineas a continuacion para explicar su comprension de

la teoria de McCloud y demostrar su aprendizaje de esta unidad.
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Special note: Kunzle’s book (see above) has
gone virtually unnoticed by the comics
community but is an enormously important
work, covering nearly 400 years of
forgotten European comics. Check it out!
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NEA Service Inc.; Felix the Cat, Polly and Her Pals ©
Newspaper Feature Service; Li'l Abner, Charlie Brown,
Gordo and Nancy © United Features Syndicate;
Shazam! (Captain Marvel), Death, Superman, Wonder
Woman, Batman, Plastic Man and Alfred E. Neuman ©
D.C. Comics; Gen © Keiji Nakazawa; Colin Upton ©
himself; Betty © Archie Comics; Beanish © Larry
Marder, Danny © Terry Laban; The Snowman ©
Raymond Briggs; Adele Blanc-Sec and Tintin ©
Casterman; Arale © Akira Toriyama; Alec © Eddie
Campbell; Groo © Sergio Aragones; Dan Clowes ©
himself;, Cerebus the Aardvark © Dave Sim; Micky
Mouse and Scrooge McDuck © Walt Disney
Productions; Jack © Jerry Moriarty; Cardinal Syn ©
Steve Bissette; The Spirit © Will Eisner; Mike © Garry
Trudeau; Heraclio © Gilbert Hernandez; Asterix and
Laureline © Dargaud Editeur; Reid Fleming © Boswell;
Theodore Death Head © Pascal Doury; The Torpedo ©
Catalan Communications; Frank © Jim Woodring;
Vladek and Art © Art Spiegelman; Omaha © Reed
Waller and Kate Worley; Krazy Kat @ International
Features Syndicate; The Thing, Wolverine and Spider-
Man © Marvel Entertainment Group; Harvey Pekar ©
himself, Maggie © Jaime Hernandez; Astroboy ©
Osamu Tezuka; Cutter © WaRp Graphics; Leonardo
© Mirage Licensing; R. Crumb © himself; Zippy © Bill
Griffith: Arzach © Moebius: Wendel © Howard Cruse;
Flaming Carrot © Bob Burden; Ricky © Kyle Baker; Ed
© Chester Brown; Julie Doucet © herself: Amy © Mark
Beyer; Concrete © Paul Chadwick; Pogo © Selba
Kelly; Bitchy Bitch © Roberta Gregory; Piker © Mariscal;
A. Mutt © McNaught Syndicate, Inc.; Mark Martin ©

mr:'l\_self; Carol Tyler © herself; Morty the Dag © Steve
illis.

Other At © Sampei Shirato, Koike-Kojima, Mary
Fleener, Matt Groening, Riyoko lkeda, Joost Swarte,
Harold H. Knerr, Albin Michel S. A., Dr. Seuss, O,
Soglow, Jose Munoz and Krystine Kryttre.

age 12: To the Heart of the Storm © Will Eisner.

Page 24: The Qriginal painting “The Treachery of
Images” by Rene Magritte resides at The Los Angeles
County Museum of Art. Our thanks to the museum for
allowing us to imitate the image.

Page 30: As on page 4, plus Kermit @ Henson
Associates; Bugs Bunny © Warner Brothers; Bart @
20th Century Fox; Mrs. Potts © Walt Disney
Productions; Jughead ©@ Archie Comics; Casper ©
Harvey Comics; Beetle Bailey © King Features.

Page 45: Savage Dragon © Erik Larsen;
Tumbleweeds © King Features; Gizmo © Michael
Dooney; Jenny © lvan Velez; Nancy © United Features
Syndicate, Inc.; Shadow Hawk © Jim Valentino; Bob ©
Terry Laban; Portia Prinz © Richard Howell; Dr. Radium
© Scott Saavedra; Spawn © Todd McFarlane; Mr.
Monster © Michael T. Gilbert; Cutey Bunny © Joshua
Quagmire; The Maximortal © Rick Veitch; Raphael ©
Mirage Licensing: Panda Khan © Monica Sharp and
Dave Garcia.

Page 56: As on pages 4, 50 and 51 plus: Steve ©
Gilbert Hernandez; Art © Mary Fleener; Checkered
Demon © S. Clay Wilson; Bear © Rory Hayes; Micky
Rat @ R. Armstrong; Art © Kim Deitch.

Page 83: AL HELD. The Big N. (My facsimile). The
original is synthetic polymer paint on canvas, 9'3/8" x
9'. Collection, The Museum of Modern Art, New York.
Mrs. Armand P. Bartos Fund.

Page 126: As on pa%les 4, 50 and 51 plus: Reed
Richards and Cable © Marvel Entertainment Group;
The Teen Titans © D.C. Comics; Tantrum @ Jules
Feiffer; and art ©® Munoz and Sampayo, Jooste Swarte,
Art Spiegelman and Will Eisner.

Page 133: The Rose of Versailles © Riyoko lkeda;
other art © H. Sato and (?).

Page 199: Daredevil, Ghost Rider, The Punisher, X-
Factor, The Amazing Spider-Man, Thor, X-Force,
Wolverine, X-Men, Hulk and Iron Man @ and tm Marvel
Entertainment Group; Superman, Batman, Robin,
Sandman and Lobo © and tm D.C. Comics; Aliens ©
and tm 20th Century Fox; Dark Horse Presents © Dark
Horse Comics; Spawn © and tm Todd McFarlane; The
Pitt © Dale Keown; Youngblood @ and tm Rob Liefeld.

Page 201: As on pages 4, 50 and 51.

Page 208: Batman returns tm Warner Bros.; Linus ©
U.F. S, inc.; Action Comics © and tm D.C. Comics.
The Yellow Kid @ Scripps-Howard Newspapers

Originals for Sale / Letters of Comment.

For information on original art, write to:
Scott McCloud, Box 798, Amherst, MA 01004.

Letters of comment are appreciated (if
seldom answered due to overwhelming
commitments), but | would especially
appreciate a public discussion of these issues
in comics’ trade journals, art magazines,
computer nets and any other forum. This book
is meant to stimulate debate, not settle it.

I've had my say.
Now, it’s your turn.



