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SECTION 1

Sex and viclence have long been an intesral rart of human society. i)
They remain, perhavs, two of the most imvortant aspects of behaviour'p
to the human race: yet why in the twentieth century have these traits
become either taboo or entertainment?

The comic book as we know it today, a glossy covered throw avay
book, has only been with us since the 1920's, (vet its roots are much
older). Tt thrives on a stavle diet of violence, and within its Tages
are, perhads, some of the most bizarre depictions of sex. Its reflect~
ion of these elements of human behaviour often do nothing more than
shovw a mediocrity of imagination and greed of exploitation, but many
enlighten and make important truths.

But to what extent can the mainstream comic book be defined as
art?

The comrlex orders imposed on the word "art" make it a difficult
word to analyse. In the modern definition, the "Oxford Guide to the
Inglish Iengnage" terms it thus:

"art n. Production of something beaut-
iful; skill or ability; paintings or
sculptures etc.j subjects other than
sciences requiring sensitive understand~
ing rather than use of measurement."

Sigmmd Freud claimed that it was the highest product of the human
consciousness. He linked it with Phentasy, stating that Phantasy plays
a most decisive function within the whole mental structure and that it

is hthantasy that links the deepest lavers of the wnconscious with the

highest mroducts of the consciousness, (art).
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This analysis of what part Thantasy plays in art has led to
aesthetics: the science of beauty. Aesthetic percéwtion is accom~
panied by pleasure. Fleasure is achieved from the vercevtion of the&;
ture form of an object, regardless of what it is made of and its
purpose. The form of the work invests the object with cualities of
enjoyment: style, rhythm and meter introduce an aesthetic order which
is Dleasurable in itself.

The observer can elevate themselves by identifying with the art
object, provided it is aesthetically formed in their eyes. They can
enjoy it and forget it.

Journalism, television, comic books, and to some extent cinema,
are part of the international communications network. They are "the
media®, not "art", to the purists,

All media can somevhere reach the definitions of art as laid down
by society, yet there is an unnecessary gav between what purists term
“high" art and "low" art - or historically between ancient, or trad=—
itional, and the modern,

The media in todays modern world exert huge influence. They
provide us with information, aesthetics and entertainment. Fveryone
is affected by the media.

The arts, however, cater for the rich in society and, perhaps,
the intellectuals of other classes.

They are treasured and kept precious.

The difficulty in allowing a new medium to expand and become an
"acceptable artform™ is at this wall: the elitist attitude of the
plastic arts.

To me, the products and actions of human creation can be termed

g8 "art".,






....3..

The creation can be either "good" or "bad", depending on the
observer's own beliefs. |

The comic book, as a mass medium, is not constrained to the én &
structures of high art, and its ready avagilability and quick, easy
commmnication make it an important medium.

Its mess appeal to readers has attracted meny different creators
to try it out, and so the medium has expanded in thousands of different
interpretations, some using it in an obvious mammer: a simple story
through pictures, others pushing the very limits of literature and
draving tecimiques.

The derision that has fallen upon the comic book is unnecessary
and ignorant.

The cons may still outweigh the pros in this medium, but work is,
and has been, produced that is worthy of the label of "art",

Society is based on the premise of man's creations. So the modern
creator holds an important job within society as an innovator, and as
the person who reflects the human animal at e Trecise moment in time,

When stripped of all pretension, art is culture, and history; it
is as simple or combdlex as the people who made it.

Creation, or the art of creation, is perhaps the only thing people
have to offer to an unknowing, uncaring wniverse. So, in this definition,
art is easy to recognise as it is the fibre of society,

With the creation of an object many different interpretations mey
be taken from it, from the pure aesthetic to the sociological and con~
textual relevance of it., Because of its nature, art can be flawed, as it

is a creation of human beings.,
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The intermretation of a piece is left to the individual's own
Personal likes and dislikes, and they decide the c;ri'ticism of the
work, gl
Art and craft are not the same. Mach art has great craft behind
it, and good craftsmanship of art can oft create a more accessible
piece to the viewer. But the two are not interchangeable., I would
term craft as the skill of rendering.

Art is unique. All creations made did not exist before. There
is only one "Stolen Child", only one “Guernica", only one "Krazy Kat".
There are similar things, but art influences art in order to create
new beasts.

This essay, I hove, will show the merits and shortcomings of the
mainstream comic book by looking at two important issues in human
society and how the medium reflects, varodies or endorses these parts
of human behaviour, and why.

Sex anc violence in the modern comic book are the two behavioural
issues on which, I believe, it may be criticised or vraised for its
various interpretations of the human being,

How close are the majority of comic books to achieving art? Are
any? ind what steps could be taken to push sections of the medium

away from its niche of "trivial entertainment"?
THE MEDIUM AND ITS HISTORY.

Pictures are the universal commmicator. We think in pictures;
we dream in pictures. Children recognise the visual image long before
learning to read. Prehistoric man drew before writing. With the pic~

ture there are no language barriers,
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Grathic illustration is, without a doubt, one of the oldest art-
forms: the commmication through victures. Some o_f the earliest images,
created by Falaeolithic man on the walls of caves, show in their fluiég y
drawings an awareness to commmicate a religious or magical concept to
the observer.

A dead Egyptian King was not properly equivpped for his Jjourney in
the afterlife without an elaborate scroll depicting the perils of the
Jjourney, placed with his body inside the tomb.

As decoration, illustration has been an element of human life since
earliest times. The Greek and Roman friezes show the great battles and
stories of the time. The Assyrian and Cretan cultures adorned their
worlds with tales in pictorial form. The Middle Ages did the same for
the Battle of Hastings with such art as the Bayeaux Tapestry. This
manner of storytelling, (tales in pictorial form), can be seen as the
origin of the “comic™".

Presumably, tht; time that might be called a watershed for the dev-
elopment of the modern comic book occurred in the Eighteenth century,
the age of Hogarth and Thomas Rowlandson.

% can be said of Hogarth's paintings that he melded the novel
and theatre together in his work. Wis satires, mainted in segquence
= "A Herlot's Progress", "Marriage A Ia lMode", "A Rake's Progress" and
"Industry and Idleness", had found a strong narrative series in art.
Engravings of these sold well to an eager tublic and much bootlegging
went on by copiers cashing in on Hogarth's popularity.1

In aesthetic terms, the comic strip's achievement is the develop~
ment of a form of narrative art using its own wnicue conventions. Fer—
haps the earliest outstanding user of the vpossibilities of the strip,

(pictures and words ), was a Swiss schoolmaster called Rudolph Tonffer,



o

who lived from 1799 to 1846. Topffer created a set of illustrated
novels consisting of a series of drawings divided by frames with a
continuous narrative at the foot of each panel. o

The stories were bizarrely imaginative, embracing svace travel,
violent surrealistic fantasy and dreams. Goethe encouraged him to
publish his work, and the story of "Monsieur Cryptograrme" aDpeared
in the Paris magazine "L'Illustration" in 1845.

He wrote, in his essay on Faysiognomics in 18452, "The picture
story, to which the criticism of art Pays no attention and which
rarely worries the learned, has always exercised =z great appeal.
More, indeed, than literature itself, for besides the fact *hat there
are more PeoPle who look than can read, it appeals particularly to
children and the masses, the sections of the public that are mertic=
ularly easily perverted and which it would be rarticulsrly desirable
to raise., With its duwal advantage of greater conciseness and greater
relative clarity, the picture story, all things being equal, should
squeeze out the other because it would address itself with greater
liveliness to a greater number of minds, and also because in any
contest he who uses such a direct method will have the advantage over
those who talk in chapters."

Professor E.H. Gombrich has pointed out that Topffer's great
discovery was that the artist could evolve a rictorial language without
reference to nature and that an abbreviated style can rely on the on-
looker to fill the gaps with their imagination.

On this simple concept the comic book is based,






_'?‘...

These discoveries led the way to newspaper illustration and the )
satirical cartoons of the Nineteenth century. It is robably from
Victorian times that the seed of derision first fell uvon the "Pictuﬁgg_
Word", which continues with many to this very day. Such was the hang-
over of the Victorian tradition of literacy, which decreed pictures as
unrespectable. Pictures were ezsy, they did not demand the same intell-
ectual effort as the written word to make their commmication, Pictures
encouraged mental laziness and moral collapse. The middle—-class Victor—
ians accepted only the news victures in the "I1lustrated Iondon News"
and the cartoons of "Punch" and "The Times", all others were "Penny
Dreadfuls”,

The first regular comic in the modern sense is probably "Aly Sloper's
Half-Holiday", Avpearing on the 3rd of May, 1884, it was published in
Iondon by the Dalziel Brothers, and was to continue with minor inter—
uptions until 1923, Its claim to be the first comic rests on the fact
that it contained a regular character - "Aly Sloper" ~ who was a gin
swigging, working-class loafer who Toured scorn on his fellows.

The paper was crude but hard-biting, aimed at a voung adult reader-
ship. TIts humour and contempt for romposity were directed towards the
newv literate masses emerging as the first effects of the 1870 Tducation
Act,

From here the comic book snowballed with titles such as "Comic
Cuts™ and "Chips" emerging in 1890, and in America "Iittle Bears and
Tigers" which was composed of humorous animal drawings by James Swinner—
ton., It was exposed to the mblic in the "San Francisco Examiner" in

1892.
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In 1896 Richard Outcault drew the "Yellow Kid", a landmark in
comic creativity, for the American newspaper, the_"New York World",
The "Yellow Kid's" guttersnipe impudence endeared him to thousands
of readersi and, characteristically, anything could now be created

on the comic book's pages.

MEDIUM MECHANICS.

In the world of comics there are few barriers to the imagination.
Within their timespen, from origins to the present day, thousands of
fictional characters and worlds continue on their merry way.

The comic book can explore most things, from your most bizarre
dream to your most real moments they are a multi-faceted and living
world. For the purpose of simplicity of definition you can divide
the "comic" into two sections = "the comic strip" and "the comic book",

"The comic strip" is a medium of huge influence. They exist in
most newsrapers. They can be as anarchic as Steve Bell's "If" in
"The Guardian", or as understated as Gary Trudeau's '"Doonesbury".

Some are straight humour, some political, and all are read avidly,
The products of American Syndication are seen by more than 200 million
people in sixty countries everyday.

The strip can take many forms, basically it consists of a sequence
of narrative pictures featuring various characters. Most form an
incident; the mmchline at the end of zbout four separate pictures.

The "comic book" is a magazine with a Dage measuring about ten
inches by seven. Within its pages is one story about certain characters,
or, in the Tnhglish tradition, various different stories about various

different characters. A more recent deverture from this format has



b= S T} 4 : D it M o L b Sl I 4 -

I
i
i 0
i :
a9
r
I
i 1
A
1 = -
R ' o £
i
& ) I
- r
£ Iy i ¥ .
& 1 mad o
' o o f LI i
' - § B .. b i
= " L i |
" A ] . .
5 N - _ B
& 1 L ‘ 4
w .
L 3] ™ - - | P " .«L.. 1 i
. - T - 3
o : o ¥ ; A
1 4 - - OF
-_- - Lid *
& e . A
. # 1-..- ..._ I
g . il e 35 2 i a1
e T} : > - ol
oy . = =
. - . 0 e . e
e e . . 2-¥)
SREITPRCERL P . |
-3 n L s : .
= Lol TS A ' T
. L Tl C T et ™ b
e L ¥ fen e S Y -
Ll F b 2l
A e W Ly e - . =
* i _' N N n. N, | . -
} . RN 1L = BX
i : 3 B
. i =i s 31
- & . . i a Lk <1
" T i o H o = " v _ 5
4 i . e J =]
- e ol R B - " e o ¥
- DRy . V 4 N §. 1 e .
i . i ' “ .
t 3 "
. ; i h T N e 3"
"
. - 1 Wl poa
i >, ; SR, R B
P y i CHN ' 7 i
¥ " " ¥ i
. ¥ 1 - Fr : N
e W A « '} P i . ' . e % = L
s N N = 1 . by
- i
o % - = S 4 B
= . .\ Ll »
[l - - -— i [
. - " S )
. - F i - ¥
L - e LY L=
L ) e o ._ e bt i
; - " 4= oY .
i b iy . L N B ’ _ "y g
i L - 4 . . o " . s l e
2 w« o 1|.\ s ; ] U 1

4

e - g . ., .s.. . ] i A e . ) § .nL :ﬂ. )
ol L Be - TR ._.LM.. mw.l.c__.o_.t vt 2 Indhln. TR B s ,.r.hgt,ﬂ_—g_ g U TR lnh.urk.&h L




=G

been the so-called "gravhic novel", which is basically a high quality
comic in a proper book format. _

With few exceptions, there is no interchange between newspaper -
strips, comic books and children's comicg,

Most strips attempt to fulfill no high social purpose. They are
pure light relief, using fantasy, adventure and slapstick to create a
dramatic or comic effect.

Sometimes 2 striv comments satirically on a serious problem, like
Walt Kelly's "Pogo", but this is not generally condoned by large sym—
dicates or their clients. But the attitudes of the syndicates are
changing, as can be seen by the syndication of such strips as Gary
Trudeau's "Doonesbury".

It must be said that the comic strip has been looked down upon
as a medium, often being accused of mindlessness and superficiality.
its role is ambiguous, as it is called uvon to attract readers of
different intellect and ages.

Comic strips are usually one-men creations =~ the creator usually
both draws and writes the strip. In America, where many strips are
syndicated, the strips' copyright belongs to the syndicate.

In the "comic book" there are many jobs in the creation of one
story. Generally there is a writer and an artist, but this can be
the same person,

In the Burompean tradition, the artist pencils and inks his own
creations, colour may be added by a colourist or by the artist.

Speech bubbles and lettering are handled by the letterer.
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WAIT KELLY - POGO POSSUM.

Walt Kelly was born in 1913, He developed a talent for art and event;_ y
vally worked for Walt Disney Studios, Affer leaving Dismey he came up
with the idea for a2 comic strip involving a coloured boy and the various
animals of a Southern American swamp, (the Okefenokee), this was in 1943,
The boy, (Bombazine), soon disappeared from the stories and the an-
imals took over totally. The stories are written in a deep Southern drawl
and Kelly's drawing style owes a lot to the Disney Studios. "Pogo Fossum"
is, however, more than just slapstick; within the swamp's settings XKelly

satirises the modern world by means of allegory.
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In America, especially in the large publishing houses, such
as "D.C." and "Marvel", three people often do the artist's job:
penciller, inker and colourist, i

Today, most creators owm the entire Fights to their creations,
this is due to 2 stormy past with large publishers, such as the two
mentioned above and the "Fleetway Group" in Fngland, where the
creations often remained the rroperty of the company.

Comics have their own wnique shorthand which, today, is univers-
ally recognised. Dialogue is in the form of speech bubbles, thought
is represented by diminishing bubbles linked to the thinking character.
Bubbles are not new, Rowlandson and Gillray used them in their cartoons
at the beginning of the Nineteenth century, and they they have been
traced back to the Fourteenth century.3 Shouting is denoted by large
lettering in the bubble, and movement by "speed lines" from the moving
character. Onomatovoeic words such as WHAM, ZAP, and CRASH, a1l foll~
owed by obligatory exclamation marks, indicate imract. Sleep is denoted
by Z~Z-7-7-7, and swearing by *?/¥22ax,

The drawings can vary from Photographic reality to a highly stvl~
ised artform.

In composition, strips often use cinemztic techniques, but the
views in strip form are unique and can create huge impect if handled
in the right manner by the creator. Cinematically, it is difficult to
tresent the everyday lives of characters without disrupting the narrative
flow, Comics can succeed more easily having still frames, allowing the
reader to go back and study the picture sequence. The characterisation
may continue along with the story in each issue, the strip having no

time limit,
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BERKE BREATHED'S - BIOOM COUNTY.

"Bloom County" is, in many ways, a modern successor to "FPogo Possum’:;,'
It is just as humerous but probably more direct at satirising the modern

world.

Here, Milo and Opus attempt to explain "comic shorthand®.
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Film directors, such as Nicholas Roeg and Jean-Iuc Goddard, have
of course menaged hurdles such as these within their films, Yet few
films can create the intimacy of the comic book. However, directors,.
such as these, have done much to improve, the standards of film as an
artform. The comic book has not yet overcome this hurdle owing, vrob-
ably, to Siegel and Schuster's creation of "Superman® in 19%2.

The influence of a character like "Superman" created a wave in
the industry. It stamped the idea in the British and American public's
mind that the comic book was a child's rrerogative. In Japan and on
the Continent, however, a more mature attitude reigned, with both
cultures suprlying all age-grourve with different strips.

In the Inglish-spezking world there have been several sttempis
To jolt this senile infant into 2 more artistic form: for instance,
the radical underground comics of the 1960's and T0's were a subversive
and humorous attack both on society and the comies industry, with fresh
views on life, sex and art, More recently, through the work of such
creators as Alan loore, Frank Miller and the Hernandez Bros., comics
have finally started to explore the medium's potential.

However, this modern outlook, that comics can be an acceptable
and powerful artform, is very much a renaissance - as much was done
by many early vpioneers. Take, for instance Will Eisner's "Spirit".

ften called the father of modern comics, WBisner's work continues
to appeal, even today. His layouts, powerful black and white drawings,
armsing and often tragic stories have influenced many creators and

will continue %o do so.
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WILL EISNER -~ THE SPIRIT, "RIVER OF CRIME'".

Will Eisner was born in 1917. EHe became a vart of the newly created;. .
comic book industry. He used production,line techniques to fill the
huge demend for strips at the time, creating strips like "Blackhawk",
"Sheena" and “Uncle Sam".

In 1939 he wrote and drew the "Spirit" for American Svndication.
Highly acclaimed for its succinet use of space and revolutionary story-
telling techniques, "The Spirit" pushed the medium closer to achieving
an "art" status.

The strip is a good reflection of fmerica of the time, Eisner
seemed fascinated by the thousands of stories that could be vresent in
one town.

"The Spirit" was an elusive character, the presumed dead crimin-~
ologist Denmy Colt who lived in Wildwood Cemetery. "The Spirit" aided
the police in capturing criminals, only a face mask hid his identity
and showed any allegiance to the newly created superheroes of the time.

Often "The Spirit" did not play the main role in the stories, the
strip regularly exvlored the lives of many minor characters who lived
in Central City,

Eisner's work continues today, and his fascination with the lives
of the everyday man on the street has led to his more recent work such

as "The Building" and "A Contract with God".
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Iike television and cinema, the comic medium is an easy commun~ -
icator. The combination of story and artwork must bind together to
achieve a wholeness as a fictional piece to the reader. The comic o
book is a strong medium and its influence lies within many of the
structures and modern myths of society today. Characters such as
"Superman" and "Rupert the Bear" are easily as well known as older
myths such as that of "Robin Hood" or "Johmny Appleseed",

Often, strips have reflected a special morality: the G.I.'s in
action on Omaha Beach carried comics of "Superman" destroving the
Axis forces, Many newspaper strips vreach conformism and the safety
of marriage and the family. In the lives of "Blondie" and her husband
"Dagwood", for all their family mishaps, life is fumdamentally secure
and decent.

Sex is usually taboo and violence rarely realistic = but this is
changing. It must be said that realistic changes are emerging in com=

ics, some are good and about time =~ some are ominous.
THE AUDIENCE.

The creators of striv cartoons within the comics industrv have by
far the largest cross section of readership.

Business men and women, housewives and children and people of
various different standards of education all read different newspaper
strips, such as Walt Kelly's "Fogo" and Johmny Parker's "B.C.". But
the readership of the comic book is a different story.

John Berger in "Ways of Seeing" states that men are the ultimate
obserVers;4 living, as we do, within a patriarchal svstem. This male

orientated viewpoint can be clearly seen in the world of the comic book.
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As a medium, the comic book is drawn, written and published by .
males for a largely male audience. Children and aﬁolescents make up
the bulk of the market. Although presumablv a woman's market does
exist for some titles: women, as an audience, continue to read comics
in negligable numbers,

Perhaps better marketing techniques could be mastered to achieve
results, but the mainly sexist, macho overtones and extreme violence
within the majority of comics keep most women far from the medium and

any worthwhile titles.
WHAT DO VOMEN WANT?

The needs of women in comics was discussed recently at the 1990
U.K. comics convention, with a mixed aundience of comics readers, writ-
ers, artists, teachers and retailers.5

The first answers showed that women wanied immroved artwork and
scrivts, with good quality production to show effect and care bhv the
creators,

A1l women wanted to see a maturity and sensitivitv to relation-
shivs portrared in comics and an eguality of race and sex,

It was noted that the differences between male and female creators
were mainly to do with the amount of violence within a strip. The
excessive violence within the majority of mainstream comic books did
not attract women at all; and, for women to buy and read comics, they

needed to be stimulated by the material on offer.
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Women have had a long association with comics, amongst them the
creator of "Rupert the Bear", Posie Simmonds and Claire Bretecher, to
name but three., Tt must be acknowledged that women have held only a‘h
small holding in this male dominated industry, but this is changing
slowly and a feminine vergpective is being gained by the medium, as
nore women creators gain interest in the medium,

Some of the best examples of women creators work can be seen in

titles such as "Wimmen's Comix", Knockabout Press's "Seven Ages of

Women", and gay comics such as "Tits 'm Clits".

THE FORTRAYAL OF WOMMEN.

The main reason that would keep women far from the comic chelf
is their portrayal on the pages of your average comic book,

Throughout history women have been symbols of sexuality and
fertility; because of rules dictated by a male orientated society,
women must not only watch how they perceive themselves but also the
importance of how cthers vperceive them. As John Berger savs, "Men
act, women appea:c".6

Yomen's revresentations have been subject to sexism in all the
arts since earliest times, and the comic book is no excertion. The
majority of women vortraved in comics can quite simply bhe seen as
types. Often, men are too: but this is generally to create humour,
Women, however, can more often be seen as secondary characters, whose

only appearance is either to tittilate the reader or back the more

central male elements in the story,
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Portrayal of Women

DAVE STEVENS ~ BEITY PAGE. o~
"Betty Page"™ is an apt vpastiche of the representation of women in comics.
The character owes a lot to artists such as Wally Wood in the 1930's and
creations such as Max Fleischer's "Betty Boop",

Stevens is better known for his creation "The Rocketeer", draym with

the same 1930's clarity of line as "Betty TFage".




MO >V <—~—mm

-FIRST ISSUE -

Featuring:

THE COMPLETE STORY...
CAPTURED

=y VONGLE Gt
:T)a\l.rg::%t::ver\s :; s . -\j’_;'i__.:' -






Portrayal of Women

WILL EISNER - THE SPIRIT. (PLASTER OF PARIS). e
"Plaster of Paris" exudes the female characteristics defined by

Arerican Film Noir of the 1940's. She reflects many of the well known
actresses of that time. ©She is mysterious and sensuous, characteristics
that Eisner uses in his heroines time and time again. Intelligent, sexy
women whose only flaw is to fall in love with the main character. Very

much a product of its time.




441. Originally published November 7, 1948

THE
TOAST OF 1
MONTMARTRE ), ['x

HERE I SIT... WAITING
TO DPIE AT THE HANDS
OF PLASTER...
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Portrayal of Women

JATE HEWLEIT & ALAN MARTIN -~ TANK GIRL.. o
"Tank Girl" emerged on the pages of "Deadline", one of the new "adult"
comic/fanzines, "Tank Girl" gave a boost to women's individuality.
Initially, it must be said, "Tank Girl" reflected the adolescent
urges of its creators for "tits and guns", but the strip has matured,
"Tank Girl" and her boyfriend Booga, (a Kangaroo), terrorise Aus-
tralia drinking lager and toting guns.

Ioud end anti=-idiot "Tank Girl" is a girl for the '90s,
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ONE UISI0N | SEE CLEAR AS
LIFE BEFORE ME, THAT THE
ANCIENT MOTHER HAS
AWAKENEDP ONCE MOEE,
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GLOZIOUS THAN EUEE -
PrOCLAIM HER TO AL
THE WORLD WITH A

VOICE OF PEACE ANP
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IV. 23. Look AT ME, (IN23
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VP HERE reer AU THE
B0OYs ANDGIRLS vrre ALL
THE Plcks AND FANNYS,

AND WHAT OF THESE
VAL BEVOLUTIONS,
BOYs ANP GIRLS 2

ARE {00 IN THE RIGHT

SEXVAL CATEGORY?
THIS 1S THE QUESTION -

WHD 6IVES A SHIT .., ...
TiTS AND BAUS PickS
ANP FANNYS.

GWE ME THE CEUBATE
UEGETARIANS FEOM
MARS ANYTIME.

[ LoVE T Fxek You VP,

ID LOVE TO Fxck Yovu UP
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Portrayal of Women

FEMFORCE. o
An image such as this in mainstream comies would have been unthinkable
fifteen years ago, now unfortunately it is far more common. Women are
often used as excuses for very gravhic violence.

The mock "damsel in distress" of "Betty Page" is still far removed
from violent images such as this.

Women in comics are too often vietims of their own sexuality and

the victims of violence,

& e T S - B S —



ﬁﬁ-‘w—?‘* LTt






I

i
-
1
¥
L
k]
B
i
:
b 1
h.-

' ": s el I & s 'Il‘\_-

. ||
| i

S S L un/
) . g P ¥ - =

SR o Y e 0 ol 16
z teP | 'u'a_!ﬂ'-ﬁ-' s w-;m w?‘!‘?- 5 #ﬁé‘—\ ff'fl 5 |
- i e _|1-1 ..':’)I Fale oea = e e ..1: ‘D\- ?_ i '}; I-.—I




Portrayal of Women

FRANK MILLER & BILL SIMNKEIWICZ - ELEKTRA ASSASSIN.
"Elektra" was created initially by Frank Miller as a lover for Marvel's
"Dare Devil", So intrigued was Miller by the character that this book
was written.

Elektra is the ultimate woman, designed from male fantasy she is
violent, intelligent and beautiful,

The images often border on the pornogravhic vet sex is not part of
the complex story. It is a2 celebration of women yet also, obviously, a
pictorial representation of male fantasy. FElektra is the logical finale

to the motley collection of superladies over the years.
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Youthful women are nearly always aesthetically pleasing to the .
male observer of the day, unless some other charact;ristic is needed
to create humour or drama in a storv.

Aegthetic rules for beauty zre laid down by each generation,
these apply to both men and womeni but more svecifically to women,
who are often looked up to as objects of desire within patriarchal
society.

The creation of a beautiful female form also has capitalistic
intentions. As an object of beauty, it becomes a product and there~
fore something to be bought and sold, This may demean the object:
such as representations of women in pornogravhy, or it may not.

Thig commercial slant to the comic book is very much in evidences
for, if the mublisher can create a character, male or female, that
captures the reader's imagination, the publisher is aware of expanding
the audience of a title and thus meking more money.

Often, as we will see later, women are used as excuses for violence,
or, more often then not in many modern titles, as the victims of viol~-
ence.,

Just because comics have been portraying, in the majority of cases,
these images of role models for the last fifty vears does not mean it
should continue, If a script demands sex ané violence, let us at least

see a maturity in the intertretation of these elements of society.

CHIIDREN,

It must be acknowledged that the vrimarv purchaser of the majority
of comic books is still the child.
Children, from an early age, are enconraged to read comics as an

aid to readins and education.
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British comics such as "The Beano" and "The Dandy" are read avidly
by four year olds to eighty~four year olds, and offer a simplicity of
strip and style of humour based on "homely British values'. oA

Young adolescents are pressed by the American publishers, notably
"D.C." and "Marvel", and in Fngland by "Fleetway" Stalwart's "2000 A.D.",
This marketing is of a tradition that has been in evidence since the
days of "The Eagle" and "The ILion". However, all of this material now
available to children is not, perhaps, as wholesome as it was, and the
"values" of a comic like "The Eagle" are long gone in the world of the
big publishers.

Generally, in the world of comics, male children are well catered
for in their choice of reading material. Girls, however, are not.

There is a sickly "wholesomeness" to girl's comics, evident in
titles such as D.C. Thompson's "Bunty" and "Mandy" to the older girl's
comics like "Just Seventeen" and "Jackie",

There is a lack of realness in their Fhid Blyton scripts and worlds
of hockey and ballet classes: role model Propaganda, pure and simple.

Historically, these comics owe their existence to titles such as
"Girl", the sister commenion paper to Marcus Morris's "Wagle" in the
1950'3.7 It must be noted that girl's comics have not moved with the
times, still imposing gender divisions and social myths on their pre~

adolescent and teenage readers.
THE HORIZONS OF COMICS: THE ADUIT MARKET.

The adult market, to the world of comics, is not a new phenomenon,
Yet, in the English-speaking world, this product = "the adult comic" -
is the fastest growing sector of the comic book market since the early

1980's,
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"Adult comics" have been around since the underground "comix" of
the 1960's, vhere titles such as "0z", "Cyclops" éﬁd "fmerican Splen—
dour" flourished, i

Presumably, the adult comic has its,roots in the newspaper strip,
where many humorous stories have adult oriented viewpoints and humour,
strips such as Walt Kelly's "Pogo" and Al Capp's "L'il Abner"., Adult
comics have always existed on the Continent, and can be seen in the
work of creators such as Jean Giraud and Milo Manarra, and even in the
adult oriented subtleties of Continental children's books such as
"Asterix" and "Tin Tin",

In Japan, comics exist for everybody and there are titles avail~
able for all sections of society., Yet, in the Fglish-speaking world,
it is only now, according to the main body of opinion, that the comics
market has at last come of age and the medium worthy of adult attention:
and, although not yet recogmised as serious literature, many people
believe this will not be long in coming,

In Fhgland the idea of an "adult comic" first germinated with the
arrival of the science fiction comic "2000 A.D." in the late 1970's.
Fleetway had brought out Pat Mills' "Action" shortly before., "Action"
was an extremely violent comic concentrating mainly on war stories and
science fiction stories such as "Death Game 1999". Due, Tresumably, to
sales losses "Action" merged with its war comic stable-mate "Battle"
before disappearing altogether.

"2000 A.D." was aimed at twelve to eighteen vear olds and was I.P.C.
Megazine's (Fleetway's) attempt to knock rival compvany D.C. Thompson's
"The Beano" from the bestsellers list, and it worked. "2000 A.D." was a
mix of science fiction adventures and homely violence, just the sort of

thing adolescent boys dream of, Tt introduced the authoritarian "Judge
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Dredd" to the world, (a future lawman who was judge, jury and execut-:
ioner in an fMmerican dystopia.), and served as a breaking—-in ground for
some of the finest artists and writers in the comics medium today. E"}l.'xe.
comic, however, thirteen years on, is grtlawing teprid and has toned dowm
its radical ways, though still selling in excess of 110,000 covies a
wee]e:.8

"2000 A.D." in the late Eightie's spawmed Britain's new adult
comics: "Crigis" was created by the conviction of editors Fat Mills
and Steve MacManus that there was an older audience, They were asked
to prove it by developing a title for the upper end of the "2000 A.D."
readership, "Crisis" launched with sales of 100,000 a week but quickly
settled to 40 to 50 thousand,

"Crisis™ has run strips about race relations in Brixton, the North-~
ern Ireland zroblem, and the story "Third World War" depicts Western
exploitation of developing countries. Seventy per cent of the readership
also read "2000 A.D." and is aged between 16 and 24, The gender ratio,
however, is still 90 ver cent male.

"Crisis" covers controversial issues which, wntil recently, would
have rarely appeared in a mainstream comicj as Steve Maclanus peints out,
12000 A.D.' has always had a social comment, but it had to be snuck in
'l:h-rouejq the back door, disguised as 'Judge Dredd', 'Rogue Troover', or
'Stroﬁtium Dog' stories. VWhat 'Crisis' has done, is felt secure enough
about the maturity of its readership, to be more overt zbout the social
con*l:en‘l:“.9

Following on the success of "Crisis", Fleetway launched, in May
1990, "Revolver",10 Tt was a fortnightly adult comic claiming to be

different from "Crisis" by being "a melting-pot of social issues", as







The Fhglish Violent ILegacy

2000 4D. - COVER BY MIKE MC MAHON.
The now legendary 2000 AD brought storytelling and violent images to the
youth of the 1970's. "Judge Dredd" became the most popular character in
Britain,created originally by John Wagner and Carlos Rzquerra, the future
lawmen was transformed to the right wing authoritarian figure he now is
by both Wagner and Alan Grant - a2lthough Fat Mills' early stories had en~
courgged a more humanitarian character.

Mike MclMzhon's art on "Dredd" imposed the "Judge Dredd" image far
more than any other artist.

2000 AD was a comic book milestone.
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The English Violent Iegacy

PAT MILIS & JOHN HICKLENTON - NEMRSIS THE WARIOCK.
"Nemesis" appeared on the rages of 2000 AD, He was created bv the ever
present Pat Mills and originally drawm bv Brian Talhot.

"Nemesis" was a bizarre looking alien with a hatred for humanity,
especially the self-proclaimed "mperor of Termight, (%arth), Tomas De
Torquemada.

"Nemesis" attacked Thatcherism, human greed and religious hypoc~-
racy. To tackle issues like these it needed both humour and violence,
this it achieved in equal measure.

Hicklenton was one of the "new" British wave of artists discovered
in the 1980's by 2000 AD, amongst them Simon Bisley, Brian Talbot and
IC-len Fabry. They provided a much needed shot in the arm for the then
ailing, (storywise not saleswise), 2000 AD.

This sequence is part of the story when "Nemesis" and "Torquemzda
end up, throush time, in Thatcher's Britain., The girl head-bhutting the

constable is "Purity Brown", a human who sides with "Nemesis'.
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The English Violent Iegacy

KETTH GIFFEN, ALAN GRANT & SIMON BISIEY - I0BO, (DC). &a

PAT MILLS & SIMON BISIEY - ABC WARRIORS,, (2000 AD).

Simon Bisley, like Hicklenton, is one of the artistic discoveries of
2000 AD, FHis biker imagery and love of Heavy Metal music provided him
with a perfect start,

"ABC Warriors" was an offshoot of Mills' aforementioned "Nemesig"
and Bisley provided the robot platoon with some breathtaking art., Hig
collaboration with Mills has continued with the excellent interpretat-
ion of Celtic mythology in "Slaine".

Bisley's art thrives on violence and "Iobo" reflects it well.

Alan Grant is responsible, with his partner John Wagner, for writ=
ing probably the majority of stories in 2000 AD, Violence is an integ—
ral part of his storytelling and he has no artistic vretensions on "the

comic book",




EW NN SIMON
GIFFEN GRANT BISLEY
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The English Violent Iegacy

GARETH ENNIS & WARREN PILEECE - TRUE FATTH. o
"True Faith" appeared on the pages of the new "adult" "Crisis". Fnis is
best known for his earlier work for "Crisis" and for his intermretation
of the Northern Ireland problems in "Troubled Soule".

"True Faith" is an attack on the sheep-like mentality of the major=-
ity towards religion. Tt follows the story of the meeting of 2 young man
with a psychopath who believes that, by destroying churches, he can make
God come down to earth and thereby kill him.

Combined with Fleece's art the story is realistic but eery with a

healthy tongue in cheek attitude to the bizarre story it tells.






WELL, T kKnow
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The English Violent ILegacy

FREIT EWINS & STEVE DILLON - JOHNNY NEMO. S

" Jolmny Nemo" was originally created by the two Fhglishmen for American

publishers, Eclipse Comics, in the early 1980's. Both are originally
from 2000 AD, working on projects such as the future war scenario of
"B.A.D, Company".

As a war story "B.A.D. Company" was, of its nature, violent, as is
"Johnny Nemo".

"Nemo" is a futuristic London private investigator with no morals
or scruples. Despite bouts of intense violence "Johmny Nemo" is an anus~
ing character owing somewhat to strips such as Italians Libertore znd
Temburini's "RanXerox".

Art is kept simple and direct with an American "house style", and

violent images are not shyed away from. Violently satirical.
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[ COULD HELP BUT DON'T,
I REALIZE SUDDENLY THAT
IT HAS NOTHING 10 DO

WITH ME. | REALIZF L‘
SUDDENLY THAT | DO

¥I P// !' ‘j\K

IT DOESN'T MATTER WHO DIES OR WHO LIVES
S0 LONG AS I LIVE. | REALIZE SUDDENLY THAT
[ AM ALLTHAT MATTERS. DO | REALIZETHIS ?

YES: 1D0. . .

I AM THE TRUTH.
THE QNLY TRUTH...

BASTARD. WOULDN'T LIFTA ¥

I BLEEDING FINGER TO SAVE US,
WOULD YOU? YOUR OWN
9 PARENTS. YOUR OWN FLESH
=\ AND BLOOD! 4 r——

WHAT SORT OF
SON ARE YOU,
ANYWAY ?

JUST LOOK AT YOUR MOTHER.
LOOK AT THE STATE OF HER. |
HOPE YOU'RE SATISFIED:
JOHNNY LA-DE-DA NEMO...

DON'T BE TOQ HARD
ON HIM: HARRY. HE'S
GOT A LOT OF THINGS

ON HIS MIND...

ﬁ YOU'RE DEAD: GET ME ?)
] L]
/2_ DEAD 30 SHUT IT b
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Pete Milligen said "It's going to carry a 'mature reader's' tag simply
becauge we don't want to get complaints when real;life topies crop up
as they do in 'Furple Daze', (comic biograthy of Jimi Hendrix), and gome
other stuff", '

However, the overblown nature of the stories and confusing psyche=-
delia baffled the public and led to its demise by November of that year.11
Marvel, England's, adult comic “Strip" was zlso cancelledm and sales
of "Crisis" are just above the 20,000 a week category, which just makes
the title profitable.

In America, adult comics have been around since the 1960's. In the
form of wndergrownd comix such as Harvey Kurtzman's "American Spylendour"
and Robert Crumb's "Fritz the Cat", but a stranglehold had been on the
industry by the two largest producers of comics: D.C. Comies and Marvel
Comics. Both specialised in "Superhero" comics since their genesis in
+the 1920's,

It was the restructuring of the "Superhero" genre that brought adult
attention to the comic book.

Frank Miller's ground-breaking gothic treatment of "Batman® in "The
Dark ¥night Returns" and the "nhglishmen Dave Gibbons and Alan Moore's
"Watchmen" set the stage.

"The Dark Knight Returns" set "Batman" in a troubled dystopiz,
retired and overweight, "Superman" was a government stooge, and "Robin"
a girl. Mller had rewritten a modern myth with fascist wmdertones and
adult attention was warranted.

Adult attention, it turns out, had always been warranted and many
of the smal%gp/publishers, such as Knockabout Press, had been producing

adult material for years.







e 1

So the discerning public "discovered" titles like Jaime and Gilbert
Hernandez' "Iove and Rockets" and Dave Sim's self-published "Cerebus the
Aardvark". Reprints of golden oldies like Will Eisner's "Spirit" and~ °
Milton Caniff's "Terry and the Pirates" were released by small presses

like Kitchen Sink. Comics were alive, but for how long?



SECTION 2

REALITY CHECK. _
o~

With notable excevtions, comics are what'they have always been, a commer-
cial product deemed to have little to do with serious art or literature.
But the face of this product has altered and publishers have rushed, en-
tranced, to capture this new "adult" market forgetting, mostly, the trad-
itional children's market in the scramble. Where there might be more
adult interest than before, how long can this last? Having seen the
decimation of "Revolver" and "Strip", does adult interest remain?

Both of the above titles were cashing in on the "adults only" tag
and, wmfortwmately, both had little in the way of genuvine interesting
content. Adult, or mature readers, were not fooled by their wmwarranted
hype. However, adult attention is warranted to those titles that are
exploring and mushing the medium. Comic sales have not simificently
increased: to quote Buddy Saunders of Ione Star Ccnnics,‘I "the ratio of
comics readers to non-readers is vndergoing no significant change and
is illustrated by "A-Men! and 'Batman'. 'X~Men' has long been a bench=
mark in terms of sales, if not quality, yet industry-wide 'X=Men' sales
have not risen significantly in recent years. After a vredictable leap
in sales that can be attributed to interest in the movie and concurrent
investor entusiasm, 'Batman' sales are dropring back below 'X~Men' numbers.
Neither title has penetrated much above the half million mark, despite a
potential audience of 250 million in the domestic, (American), market

alone. Equally telling, few comic titles have sales figures in excess
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of 100,000 copies per issue, the majority experience sales in the 10,
to 50 thousand range," \

Both "X-Men" and "Batman" are comic book bestsellers, yet saleg. .
figures remain constant, showing little growth in the vroduct.

Proof that adult attention is growing is the now innumerable small
publishing companies set up in Fhgland and Zmerica to cater for minority
tastes, these publish non-mainstream titles. (Companies such as Fanta~-

graphics, Piranha Press and Dark Horse Publishing).
THE ADUIT COMIC

I{ is sad to admit it but there are indeed few titles worthy of
the attention of the adult mind, in mainstream comies. Few, that is,
in relation to the bulk of the titles produced. The zlternative 1lab-
elling of the term "adult™ on a book basically gives the mublishers
a chance to dish out more violence and more sex. IMore male macho one-
sided mower fantasies,

Today, many labels are appearing on comics: *adults only" or
"mature readers only". But the manner of sales does not differentiate
and retailers are often not informed of comics contents.2

"!'Green Arrow 17' remains a trime example of the frequent abuses
of the retailers right to be made aware of content at the time comics
are solicited. D.C. Comics described 'Green Arrow 17' as follows: 'A
mysterious man is on the trail of a2 female striprer., When the woman
is found viciously murdered, Green Arrow enters the picture. Suggested
for mature readers.' The actual comic featured adult only content,
including a brutal fight, extensive female nudity and the erucifixion

of a young woman, vho is then slashed to death."
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Mainstream Violence

GREFN ARROW, 17 )

L]

Soft porn and violence against women inecreasingly becomes more and more
apparent in mainstream comics.
This is for "mature readers only", but are story contents like this

neccessary for anybody?
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"Green Arrov's" content is typical of many of the super'hero titles
available which explore power fantasies, It is "suggested for mptu:ce-
readers", many titles are not yet contain similar themes.

Sl
Comics have discovered "the video nasty syndrome" and now will have

to enforce an prevent the selling of "adult" theme comics to children.

DR. WERTHAM AND THE COMICS CODE .

American comiecs in the 1950's had no limit on what could be por~
trayed on their pages. In Fhgland "good British stande.fds“ were relied
uvon and comics such as "The Eagle", "Girl", "The Beano" and "The Dandy"
enhanced the medium's reputation with the general mublie,

But in America the lack of such "standerds" gave rise to a2 partic~
vlamly graphic type of Horror comic.

The mainstream miblishers continued to peddle their "Super—Products"

to the public. The only rTeal competition to *their monopoly were the comics

wwblished by William Gaines: Zhtertaining Comics (EC).

e

?é

(4}
J

line of horror, fiction, war, humour 2né crime titles set new

standards in the medivm, and storytellings that in manr wars has yet to he

Unfortwmnately, ther set new standards in violonee, Tt the rroduct
s0l1d well znd EC's success encouraged manv small tuhlichineg ecompanies to
txy their oom horror lines,

In 1954 2 hook, entitled “Seduction of the Inﬂocnn";“é', was Tublished.
It was wvritten br e Dr, Fredric Wertham who was, wmtil 1952, the senior
psychiatrist for the New York City Devertment of Fospitals.s Ii'e'. had spent

seven yeers regsearching his book, which was an in=depth analvsis on the
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effects of comic books on children.

Dr. Wertham held that 2ll comies, without excertion, were bad for.
children and that the increasse in Juvenile delingquency could bhe a.ccred-_
ited to the doubtful content of their readins matier.” As he had a.ssez?;ec‘:
in an article in the Saturdey Review of Li'teratu:ce in '1948,6 "le are gett~
ing to the roots of the contributing causes of jl;venile delinguency vhen
we study the influence of comic books, Yoﬁ cannot understaznd present
day Jjuvenile delinqﬁenc}' if you do not take into account the pallnogenic
and pathoplastic influence of comic books, that is, the war in which they
cause trouble or determine the form that trouble tazlkos,"

Dr. Wertham made reference to several other problems that he assoc=
iated with comic books. These publications, he said, had immmised "a
vhole generation against pity and sgainst recognition of eruelty and viol~
ence," He sugmested that comic books stimlated mheslthy sevual attit-
udes", (2lthonsh being wnable to answer vhat he meant br this),

"Seduction of the Tnnocent™ was illustrated with shocking examples of
comic book srt: eres being goused out, policemen shot down and the notor—
ious baseball scene of WC, vhere the baseball lines wers maviod out with
human intestines, Iwngs 2nd liver. A leg was the hat and 2 mon's head,the
ball,

There were indeed many shady publishems vho tiwmed ant soxdid materisl
and most examnles in Dr. YWertham's book were, with the cxeception of EC, mine~
- or publishers, But within the text, Dr. Werthsm was a»1ez to find much wrong
with even the most popular comic cha.ra.cters.? Batman and Robin were "like a
wish dream of two homosexvals living together." e warmed that the "Batman
trpe of story may stimulate children to homosesrual fentzsices," Wonderwoman

was "the lesbian comtermart of Batman",
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Censorship in 'the 1950's

EC Comics notorious Baseball game. Stories such as this influenced ;he,

good Doctor's view on "the comic book",



S0 MO YOU ANOWN, FIENDS. NOW YOU KNOW WY THERE 1S A BALL GAME BEING PLAYED IN THE MOONLIGMT A
MIDNIGHT IN THE OESERTED CENTRAL CITY BALL PARK. LOOK CLOSELY. SEE THIS STRANGE BASEBALL GANE’

LET'S £0 PHiLLY, DOV’
PITCH IT IN...

.| SEE THE 8ATTER comE TO THE PLATE SWINGING THE LEGS, THE ARMS, THEN THROWING ALL BUT ONE AWAY AND

p STANDING IN THE BOX WAITING FOR THE PITCHER TO HUAL THE HEAD IN TO HiM. SEE THE CATCHER WITH THE 3
TORSO STRAPPED ON AS A CHEST-PROTECTOR, THE INFIELDERS WITH THEIR HANO-MITS, THE STOMACH-ROSIN-BAG,
LAND ALL THE OTHER PIECES OF EQUIPMENT THAT ONCE WAS CENTRAL CITY'S STAR PITCHER, HERBIE SATTEN..
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Dr, Wertham was an educated and concerned man, bhut he digliked and
disaprroved of most comic books. He wanted them all gone, even educat~
ional ones which, he claimed, dwelled on the wronz navts of the famous.

o~

texts. What did he think of art and literature that contained object~

ional material? He found solace in that literature ond art Hreaches a
relatively sm2ll number of people."

Comics were the only modern medium, in his opinion, that had no art-
istic value, But the ball vas rolling.ees

There were rigorous calls for censorship. Tn Fhgland the so~celled
"Horror" comics imported from the U.S. were bammed. T™n fmerica, the ind~
ustry fought hard to protect itself from indemendent censors, and tried to
mt its ovm house in order.

The Senate Judiciary Sub~Cormitiee on Jvenile Delingcuencv, chaired
by Senator Robert C, Hemdrickson of New Jerser, met WYednesdayr April 21st
1954 in the U.S. Courthouse in Wew York.®

"iythorities agree,", Hendrickson homan, "thet the majority of comic
books are as harmless as soda pop. But hundreds and thousands of horror
and crime books are peddled to our youns peorls of imrressionahle ame,"
Mendrickson claimed that "the freedom of tha rress is not 2t issve in this

investigation......e arc not a Committee of bluio-nnrsnad consorg,” But, the

givon the stendexds of the times and content of much meta—izl

-

to ges vhy merents hecame alarmed. Trentually, Gaires czlled
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conic hook miblishers 4o form a mespornse 4o rublic prescure, The ™mbligh-

erg turned on Gaines, Ther eatablished the Zomiecs Jode Mrthority which
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The Comics Code Authority is an extremely restrictive set of stan~
dards. Mo comic book without this seal stood a chance of ‘5eing sold'or
distributed. Dell Riblishers were made the exception, as it was thousght

i~ o
their» material, (suc"} as the Disney ’cltlp«s), were wholesome enough eny-

The Code was despised br comics fans and publishers. The mdergrommd
comix of the 1960's were, in part, a reaction to the restrictions of the
Code,

One of the more ticklish rroblems commected to the 1950's furore was
the dregring-in of the newspaper strips. Some of the critics often lumped
"the fumnies" together genericelly, and atiacked everrthing, This attit~
vde shocked the newspaper comic producers vwho had mainteined reasonzble
stendards for the simdle commercizl resson that if a strip was to be sym~

dicated and distributed coast to coast, it could not afford to 2lienzte
g family readership,
ne Fztional Cartoonists Society was set vn, 1ad br Walt ¥elly, Mil~

Thev mace a statement omposine censorship

and urholdin~ the moral integrity of +the crortors snd their rendershiv,

or conicg has immroved cincs fhen or? agvar the last ten
vears there hag heen a steady erosion of the Codn's hold om the industryr.
Yany of the Indevendent mublishers nover zecopted it arirrar 2nd today meny
Marvel and D,C.'s direct marlet only titles,
early all newstznd comics in Mmariesz 27 Tode ax~roved, but the
Coce!s rrovisions are not as risorously enforced 28 ther were, Marvel and

D.Ce will often simplir dxop the seal vhen » nevetsnd comic is nob » apnroved.

Heither midlishers, retailers or purchesers ner wrich sitemtion to the Code

seal zmvmore.
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VIOLFNCE TX¥ TH® COMTC BOOX

The intensity and pervasiveness of violence within the comic's

nedium surrtesses snything else to be fmmc} in li’ce*':az-';r form today,
The majority of r_nains'trnam conics carry violence ;:it. 1in their pzges,
and often the violence is sickeningly grztuvitous 4

The staple ingredient in meny comics is t+» male power fantagy.
In the past they have always been violent, but theyr had more in comm-
on with th- glenstick comotion of a "Roadmmner" certoon than with
realitr. But since the ghift to power fantasies of a move "adplt"

nature the violence ¥

=y

as become more grarthic, nives and fists do vhat
ner co in the rezl world and heads roll, literally.

How can we define violence within e medium?

A5

“ithin a narmetive,violence can either be contertuslised or grate

vitous, tut this is 2 difficult point because even tho most blztant

't3

use of violence in any narrative can be armied that it haeg = Place in

the story ard is thus contextualised, Gratuitous violenes cam often he

veaed To ghock tha ohserver into revulsion, film mekers cncoh az Navid

Irmch revel in their often tmmeccessarr unse of eytrame v nlonce,

frtistic preotensiones aside, within a nar~ative dene-fine on one's

o viery, vielence porirayed con be deamed aithar nagnancsmr a» mmocos

e noint of eontroversr is +his: can viglerco, mertverad in the
The noint of comiroversy is *this: can violenae, mertwsred in the

e

nedia, influence peonle to carrr out maal vinlenac?
Th

19ve ars two theories remardine the influonce of wislevpn ag en-—

tertainmert., The Tncitenmemt Theory and the Cathersig Thenrv,
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The Incitement Theory holds that people are directly affected
by watching violent themes and that the subtlety of modern media

g

is so strong that the watcher can be incited 4o s2cts of real viol~

o
ence.
The Cathersis Theorv sugrests that the portrayal of violence
in the medie and ;'rts, acts as a release for societv's violent urges
and, by wa'!:c‘unr, not doing, we. are purgod of the desire to do viol~
ence.
Studies on humen behaviour relasted to mediz violence such as J.

Eysenck's, "Sex, Violence and the I'Iedia.",1 althOJQh deeling with tele=

vision and film and its effects on children and the emoti onz2l1ly dig=~
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turbed, remain largely inconclusive, inconclusive
poses the question -~ do depictions of sex znd violence incite the

watcher to nhrs 1ca'|'|v attemot the actions nortra :"E‘d?

Incitement hapvens, btut normelly on rare occzsions such ss the
well documented '"Tmgerford Massacre" in Fhsland, T4 would geom thot

media incitement affects only 2 small mroportion of m™onle esiven the
vast amount of violent imaces that we encomtaw thronss the media
each dav.

roesure 10 violence vortrared wmdoubtedlr wenrs davm o> marel

ES
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g e : :
Judgenents, and the more we see the morn ohliviau~ wa ~o% %4
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o : i .
There is no doubt, however, that the mediz creates aocirl rmrihg ond
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village™ and the majority wovld seem to be no less"norme1”than their
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Continental Violénce

LIBERATORE & TAMBURINI -~ RANXEROX.

"Ranxerox" is Ttalien, coming to the attention of the Fhglish-speaking
world on the pages of "HEAVY METAL', the Continental comics magazine,
Colourfully rendered in felt-tip markers "Ranxerox" is a violent
android, very much in love with his under—age junky girlfriend "lubna".
Hard drugs are glamourised and violence is quite usually gratuitous in
the strip.
"Ranxerox" has no morals and just desires to survive in his modern

manic dystopia.







DON'T PAN MY
ASS, OENZ

FOR A L
ON, SWEET MWEAT
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In Japan comics, or manga as they are called, are so povular that
they are pushing out the written v«.mrd.‘l‘I They seil, on everage, 94 mill-~
ion comic books a vear. The books are thicker than telephone directg;ies
and cater for all tastes and all sectiong of society. The Japanese comic
culture would subscribe to Catharsis ideals, Japan has a low crime rate
yet the violence of many of the exploits available would make Dr, Wertham
turm in his grave: MONSTER TOOTHY PENISES EATING THROUGH NUBILE GIRIS,.
They feature various different characters, such as "Rapeman" who endorses
such anti-social behaviour as rape and torture.

Whenever the Western comics industry chooses to acknowledge violence
within its titles, it argues that violence is incavable of influencing
or altering the minds of anyone who reads it, including children, But this
argument is groundless, to argue that literature cannot have a negative
effect on readers is also to assume that it cannot have a positive one.

What effects do comics have on readers and who watches the publishers?
VIOLENCE AND CHIIDREN / WHO WATCHES THE WATCHMEN?

There has been very little research studies specifically done on
the effects of comic books, most deal with the most obvious vhipning-
boys within the media, such as film and television.

If Dr. Wertham had had his way there would be no comic books today,
or certainly a very different medium, Within America there are severzl
different self-appointed censor groups that watch the media as a whole,

including comic books.
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Bastern Violence

KAZUO KOIKE & GOSEKI KOJIMA - IONE WOLF AND CUB.
Recently there has been an influx of comic book material from Japan.
"Ione Wolf and Cub" is one of these titles. It is a Samurai comic based
on heroes and values of ancient Japan.

Simply and succinctly rendered, Jaranese art has influenced meny
Western comic book creators, Frank Miller's "Ronin" being perhaps the
most successful rendering of a story of this nature.

Japenese titles are increasing in popularity in the West and the
intense violence that is often portraved, no doubt, is an attractive

plus to the adolescent purchaser.
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CRYING FREEMAN ~ ONE OF JAPAN'S VIOL®NT COMICS.
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"Focus on the Family" is a seven hmdred member non~rrofit mediz
watch group. Thoy have targetted comics in an 1s;*"e of their mazgazin
"Citizen", edited by Tom Hess. In the June 19892 igsue ther feat Sured
. "Mean Comics" article by Joservh Farrar, the ar’t:icie bore the sub~
title "Batmen is now a sinister psychotic, Superman has sexuel fantas~
ies, and comic book vublishers zre out of control”.

"Bothered abovt Dungeons and Dragons"(B.A.D.D.), specifically tar-
gets role-playing games and Heavy Metal music, hut does focus on comies
occasionally because of the traditional zudience crogs—over,

"The National Coalition on Television Violence", (EI.C..'I'.V".), was
fomded in 1980 by psychiatrist Thomas Radecki. Fe started the organ=
isation due e research in the 1970's showing serious haxmful effects
or society due to media violence. In 1979 +he W,.£,7.7, mublished =z
roport on comic hook violence.

These waich zrouns 2re not just an Americen thenomena and such
groumng ozist in Tirove too, degnite their often mhezlthr visws on

the ne~d for emenorshin thev provide a valushle sorvien in mointing

out imhenithy trends in the media,

viewrs, 2lgo Included were excerrts from the ¥,0,7,T, 'a »enort on comic
10
violence, 7

Thomae Redecki reckons that bet-reen 25 and €0 nar cont of violonce

D

- iril -
has been esiahl

ahliched by viclent entertainment, ho 2150 cites gacinl
vices such as drink and drugs as causes. Fe helieves fiwmlv in the
omant Theory and quotes several studies f0 hack hig voint, "fer
instance, Dr, William Belson of the Tniversitr of Tondon looked st 226

nozgible causes of violence in t'"* lives of 1AN0 »amdamly selectod
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Iondon adolescents from the ages of twelve te seventeon and formd that
a diet of film and television violence was the leadin~ cauvce of 227

rossible cause that they looked at. TUp to 42 per cent of the amowmt. -
&

of violence could be explained by the dife'ts of violence that were being
consumed,."

Degpite Redecki's almost Bible~basghines condemation of violence
his observations often hit the mark. He points out thet the large maj-
'ori'l::,r of comic books glamourise violence, non=violmnt solutions to proh-
lems, he claims, are never considered,

This echoes a quote which Dr. Werthem in "Seduction of the Innocent"

in individe~

3

. 13 s : - 2 e e :
raised, = "In investigating the mechanism of identificati
val children with individual comic books, i* has hecome clear to me

that comic books are conditioning childrern to idantif theomselves with

the strons man, however ovil he meyr he

not the hero mless he acts like a criminal., =nd the criminel in comic
books is not a eriminal to the child brcense he zots 130 2 haro, He
lives like 2 horo until the verr end, and even them he oftsan fies 1ike
& haro, in a burst of zunfire and viol~mce,"

“hen Radecki exrlains ho«r N.C.TWV, reached vordicta he eleimg to

4 L 3 ot - s 34 1, 2
toka contert into accoumt, but states: "Comtewt ism verr much taken into
accoumt en wo determine retings, not vhen e fotermina the seore -

vhether violence is slanstick o etnrcetionzl, ~lamonrised or titiilating

= a mnder ig 2 murde~ ig a murder M

ings as meny of the books were trested fri-ly, for ingstonce Miztiomnal
Iemnoon™ en adult magezine, had 13 acts of vislenar comted b the rop
orts; it was rated as "X Unfit"., "Boris +hs Pear!, a2 o-ild's comic

’

14 acts of violence but it was lahelled “"IETM meanine thet M,0.7.7 folt

that the violence was not harmful, "The "am', an anii-we= comic shoue
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ing the realism of the Vietnam War, had 10 acte of violemes but wa

recormended with three stars. '
But claiming to take violence into context docs not ring true |
L

with N.C.T.V.'s renort on "V For Vendetta®,
’

"V For Vendetta" was written by Alan loore and dravm br David
Tloyd. It is modern comic's "984" and follows the rise of a vige-
ilante figure vho escapes from a2 concenﬁ-atien camp. Ee dresses as
Guy Fawkes to bring down 2 fascist dictatorship thet ~ules the Enge
land of the future. The book is 2 grainy, detailed and zloomr pic-
ture of modern society and fascism. F.C.T.V. gave it an "X V" rating,
claining that it was unsuitable materizl as it yromotes wiolonce,
as 2 way to solve social problems and weferences to wezl-life polit~

ical loecations."

C.2.V.'s report may, vhile

fda

n sone nstsnces madsl

| e

4
o

y facta

M

2

and snovt richt—rine Christian ideslorr 40 srror the imlichere 2nd

readers, it points ocui that there is 2 hell of 2 1ot of vialence in
mainsiream comicg, this violence is evident thron~hout the rermpge and

that many contain inappropriate themes such 2s violencs acainst women,

sex and toriture of children and other demesnine sneizal traita,

het comes across ig that thore zxo inguffinicmt —iidnlinng

Ll

whet ghovld be anld in comics 10 child=am on? that +a 539011a,

£

Tew evecertions, society bhelioves that 274vlis shonld be free

T ernlore 1iterotiive 2nd andar dte wranth AdesT4a gaa 1mATld +A e
o ELDLGTe Jlneraiuire ano enqonr 1T 9. i P i Y CVLTR ae 1ol e :

not thourht hr cocietr to he entirelr garwhle nf ro'i-~ $ho gpme ine

formed judmememts an” for this
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can wresent to children.
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Mainstream Violence

THE 'NAM. :
o

"The 'Nam" emerged aprroximately at the same time as the 1980's stream
of movies on the Vietnam War. It was Marvel Comics attempt to educate
their readers as to the realities of war.

Initially, the story was very wooden and simvlistic -~ it was length~
ily explained to the point of American moronicy = but as the reazders got
educated the stories improved and "The 'Nam" emerged as a fairly accurate
representation of the VWar.

Unlike many of Marvel's titles "The 'Nam" has an injection of humour
here and there amidst the brutality and carnage of war. Humour that is,
perhaps, too M.A.S.H.-like occasionally.

s anti-war message is wnlikely to be as blatant as Thglishmen Pat
Mills and Joe Cologuhon's "Charley's War", which ran in IPC Magazine's
"Battle", but obviously the message has been somewhat if an external

censor body like RCIV can recommend it.
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This is because children take ruch of what they read at face value,
especially when it is delivered by adults or thrm-lgh en adult medium,
Small children believe almost anything, older children remain susce%,ab_le
to far more subtle yet equally false intgrpretations of reality. Although
these messages would be claimed to be unintentional on behalf of the pub-_
lishers, who tend to see their product's story content as "entertainment".

So, until the publishers can get over their greed and enforce lines

between adult and children's material, the controversy will continue.
THE RISE OF VIGILANTES.

Clearly, maniacs are porular. The more vicious and crazy they are,
the more interesting they are to the general public.

In the cinema this has always been the case. In the 1960's and '70's
few names could guarantee box office successes as certainly as Clint Bast~
wood and Charles Bronson., This list has gone on to include the late Bruce
Lee, Chuch Norris, Arnold Schwarzenegger and Jean-Claude Van Damme, All
are famous for the skill in which they simulate elaborate methods to kill,
hurt and maim people. The new wave and logical extreme ere the psycho-
raths, those clinically insane bad guys that you love: "Jason" of the -

unending "Friday the 13th" movie series, or Wes Craven's "Freddy Kreuger"
of "Nightmare on Zlmstreet" fame, or more recently "Hannibal the Cannibal",
the genius psychotic of "Silence of the Iambs".

In comics, vigilantes are an integral part of the history and mythos
of the medium ever since Bob Kane created "Batman'. Beginning his career
on a vengeance motive: the murder of his parents., "Batman" became an icon

vigilante.
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The views on violence of many comics from the 1920's to the late
'70's are somewhat detached. With the exception of the aforementioned
banned horror comics of the 1950's, violence on their Pages did not 4. .
reflect the real world. This lack of graphic reality also reflects the
rigorous enforcing of the comics code, especially in America. Intense
gravhic violence in modern comics was rrobably showcased in Ihgland with
the publication of IPC's “"Action", "Battle" and "2000 AD".

These titles enraged parents and enthralled children. The stories
within their pages were well written but intensely violent.

For instance, Pat Mills' anti-war story "Charley's War' which
appeared in "Battle" followed the story of a young men going to fight
in the First World Var. It was brilliantly rendered by artist Joe
Coloquhoun, who achieved a frightening reslisation of Mills' violent
serivt.

"Judge Dredd" of 2000 AD is the fascist lawmen in a vost-
apocalyptie future.

4s a member of the "Judges" he was "the law" to the reople of
"Mega City One"

Again, Fat Mills had the job of fleshing out the character and
many early stories almost meke "Dredd" into a "real" person,

But quite cuickly "Dredd" became the faceless machine of the law,
the ultimate face of right-wing government.

American readers rediscovered violence when they rediscovered comic
bookss and much of the modern urpsurge towards violence in the comics
medium is derived from the financial success of Prank Miller's interpret-

ation of "Batman".






The Instigators

ALAN MOORE & DAVE GIBBONS — THE WATCHMEN,

FRANK MILLER & LYNN VARIEY - THE DARK KNJGHT RETURNS.

Since 2000 AD, Britain has proved that it possessed numerous talented
writers and artists. The exportation to America was an obvious step.
"Johmny Nemo" and "Iobo" are obviously British exports, but it was,
perhaps, "The Watchmen" more than any other book that educeted the
American vublic to talent available in the British industry.

Alan Moore had proved himself to be one of the finest writers of
the medium with work on "V for Vendetta" for Warrior and numerous store
ies, including "The Ballad of Halo Jones", for 2000 AD.

Dave Gibbons had worked for 2000 4D and had created characters
such as "Rogue Trooper" for the comic.

DC Comics asked Alan Moore to write them a comic for theiw ever
expanding "Super Universe". Moore did, choosing the long since deleted
Charlton characters, Moore turned the characters on their heads, making
real people and a real world and, with Dave Gibbons clear art, a multi-
faceted world and story became apparent.

"The Watchmen" is a direct contemporary of "The Dark ¥nicht Returns"
= Frank Miller and Iynn Varley's apocalyptic vision of Batman.

Miller's work had been brousht to the American mhlic's attention
with his pseudo Japanese tale of a Samrai, "Ronin",

Whereas "Ronin" had explored ancient mvths of Japan, setting them
in a dystopic New York, "The Dark ¥night Returns" explored a vounger vet

equally rich myth, that of "The Batman".
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These books are the instigators of the "adult comic", at least to
the financially minded Publisher. Both owe a lot ;o other works outside
the comic book perspective. i

Ay violence within their pages is contextualised and treated, (if
fairly grathically), in an adult manner. However, there is little doubt
that their success has encouraged more explicit violence within mainstream

comics, many of which are not as literarilv well fleshed out as these two

books.
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With the arrival of "adult" comics, all the comic book vigilantes
have gotten meaner, much to the delight of the fans: out go their codes
of honour and stupid sidekicks, and suddenly the shadows of the citg-ane
teeming with restless, shady psychotics who do terrible things to crim=
inals, and between all these "Superheroes" its a wonder that there is
crime in the cities at all.

The list of characters includes, of course, the older "heroes"
who are hardened up, like "Batman", "The Spectre", "Spiderman", "Green
Arrow" etcetera, to the new mminhibited modern character creations such
as "Wolverine", "Manhunter", "The Pmisher", and "Elektra®.

Interestingly, comic book adaptations of X-rated movies, such as
"Aliens", "Predator" and "Robocop™ have 211 appeared for the children's
market, and a2ll contain the same amount of violence as their X-rated
countermarts.

Many of these vigilante figures claim to be firm bastions of law
and order, secret agents and the like; men such as "Captain America
and "Nick Fury" agent of "S.H.I.E.L.D.". Some are the law, like "Judge
Dredd", but many are portrayed as living outside the law, like "Batman"

But where these characters fit into their fictional societies is
probably irrelevent to the adolescent comics fan = most just desire their
favourite psychotic deviant to "kick some ass".

As I have said before, the publishers' publicity material often
confuses retailers, but sometimes it is more clear cut. Take for example
the vropaganda for "Figt of the Northstar" for Viz Comics: "Heads explode,
blood and brains burst from skulls., Spears plunge into torsos, eyves

dangle from their sockets." = thisj; is zdvertising for their product.
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The "best" villains such as "The Joker" and "Iex Imthor" get i
even their own books and series. Their popularity-only seems to
wane when they soften up. MNore frightening are the recent exploits I
of these sociopathic "heroes" who do things that, in an earlier age,
villains would not even attempt: for example, in issue 2 of "Melt-
down", "Wolverine", (a psychotic, hairy member of the mutant "X~Men" ),
povs his claws through e Russien guard. "The Question", in issue 27,
breaks a thug's arm and throws two off a roof. Even "Wonder Woman",
in issue 31, rips "the cheetah's" tail, (real tail), from her body and
beats her with it.

Publishers like Continuity Comics revel in mayhem, and the reader
is spared no subtleties, as characters like "Armor" and "Crazyman" do
very graphic things to terrorists and their ilk.

The vast majority of these characters would have no reason to ex-
ist if not for violence. Their worlds and simvle plot=-lines make their
very existence gratuitous.

Fleshed—~out gayého;aihs appearing in adult literature such as
"Rorshach!" in Alan Moore and Dave Gibbons' "Watchmen" have a carefully
thought out reason why the character exists and why society is the way
it is in its fictional sense.

In the real world, the majority of these characters would be a pub-
lic menace, and few writers give théir pulp creations much raison d'etre
for their existence.

Alan Moore is one of the foremost writers in the comics industry
and someone who believes in the medium; he also believes that a writer

; : ; - 14 :
must have a good psychological insight to their creations. It is very



4



~83-

valuable if those characters have any relation to the world as people
know and understand it, but that "the psychology of the masked vigil=
ante who swings from rooftops and beats up evil-doers is not likely 39
make their lives any more pleasurable or interesting".

Alan Moore sees treatments of sex and violence within comics as
adolescent concerns and in his current wo.rl-:, such as "Big Numbers",
treats it flatly, if at all, and as realistically as possible.

Despite attempting to write more rounded superheroces in work such
as "“The Watchmen", "V for Vendetta", "Miracle Man" and "Swamp Thing",
Alan Moore has washed his hands of them.

Other writers whose writing reflects a maturitvy of mind ineclude
the French artist and writer Jean Giraud, known over here for his
science fiction stories under his pseudonym "Moebius" and his "Iieu~
tenant Blueberry". Giraud says that by drawing violence it can act

15

as a release for his own inmmer tension. "The violence always shows
itself through the art work because your subconscious speaks through
graphics."

Both Giraud and Moore, it must be said, are not run of the mill
comics writers. Moore cut his teeth on "2000 A.D." and has consist~
ently written more and more good, adult orientated storiess Giraud
has been a major figure in Continental comics since the 1960's.,

In America, writers such as Chris Claremont and John Byrne make,

as a staple diet, use of the power fantasy and vigilante figures.
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Mainstream Violence

GRANT MORRISON & DAVE MC KEAN - ARKHAM ASYLUM, o B
After Miller's interpretation of "The Batman', Batmania eruvted. Never
had there been so much interest in the character. DC Comics rereleased
everything and encouraged new writers and artists to use the hardened
character. "Arkham Asylum" is one of these titles.

Created by two Englishmen, Morrison, who had worked for 2000 AD, and
Mc Kean, working on "Violent Cases" and DC Comics "Black Orchid", the story
was Gothically insvpired.and full of literary references.

The story follows "The Batman" into the Institution of "Arkhem Asylum"
where the inmates, (Batman's numerous enemies), have taken over.

The painted artwork is very beautiful but the story is melear and
simplistic.

DC Comics allow "The Batman" to do things to himself that would not
have haprened in earlier uses of the character.

"Arkham Asylum" is a "mature readers only" book but is a good reflec~
tion of the problems that the adult market has opened: breathtaking art-

work, violent imagery but with a voor storyline.
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REAL VIGILANTES. v

The popular love of the vigilante has been around for a long t%ge,
Legends like those of Robin Hood and Jesse James have stood much of the
test of time. But far more sinister is the existence, in the modern
world, of vigilante groups such as the Ku Klux Klan, the Aryan Nationms,
Posse Comitatus end, in Fhgland, the likes of the Skrewdriver Skinheads.

Too often it can be seen that the modern vigilante has right-wing
or fascist leanings and it can also be seen that the fascistic overtones
of the superhero, as a symbol, are not too hard to follow. That these
fictional characters may mirror real-life vigilantes is a sobering
thought.

Frank Miller's "Dark Knight Returns" is a bleak, apocalyptic view
of the modern world. Gotham City, a place which, during the forties
and fifties, seemed to be an extended urban vlayground, becomes dark
and unfriendly; populated by rabid and sociopathic street gangs. The
Batman himself is a reflection of our own current thinking on modern
vigilantes in the wake of real-life veople such as Bernhard Goetz.
"Batman" is seen as a near fascist and dangerous fanatic by the media
within the book., Mean while, concerned psvchiatrists rlead for the
homicidal "Joker's" release on strictly humenitarian grounds.

The basis for the story is bleak, but "Batman" is the new hero;
the knight vho saves the day. As Frank Miller said about his depiction
of "Batman",16 "He changes the quality of life in Gotham City, the
way everyone there thinks and lives. Now presenting the vigilante as
such a powerful, positive force is bound to draw some flack, but it is
the force I'm concerned with, more as a symbol of the reaction that T
hope is waiting for us, the will to overcome our moral impotence and

fight, if only in our own emotions, the deterioration of societv".
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Miller's work is adult literature and one of his themes is violence.
His influence at this stage has rocked the comics Qorld. Does the creat-
ion of a violent vigilante incite the reader to engage in vigilante £
thinkingfdoing, or can they give and take and enjoy this modern Gothic
myth with, perhaps, a clearer view on the world?

"Batman", within the story, would not encourage the reader necess~—
arily to his ways. "Batman", the character, is a man of myth and strength,
(albeit with psychopathic tendencies).

The "real-life" vigilantes within the story are shown as a sorry
bunch cashing in on the popularity of the hero. But they are only effect~
ive as a force for good when organised by "Batman' himself.

The human race has need for heroes and heroes would not be heroes
if they had not got something that others desired. The fictional vigil~
ante will always be a hero as long as he/she triumphs,the legality of
his/her actions has little or no effect on the triumvh of right.

It is important to realise that real-life vigilantes are well aware
that their actions are illegal and feel obliged to legitimise their viol=-
ence by contriving a philosophy of vigilanteism resting on these points:
self-preservation, the right to revolution, and popular sovereignty.

The last point, perhaps, is the most vital pretext of being a vigil~
ante; that a common concensus made the law. People who believe in dem~
ocracy refer to popular sovereignty as "mob rule", as it undermines the
authority and belief in democracy. Vigilantes have no accountability,
they are guided only by their convictions, they are conservative, often
nationalistic, their loyalties are rrovincial, they are small minded

territorialists.
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Mainstream Violence

WAIPER & IOUISE SIMONSON, KFENT WILLIAMS & JON J. MUTH - MEITDOWN 2
"eltdown" is a story about two members of a superhero team: "Havok" and
"Wolverine", Both are members of the "X-Men".

Created by Stan Iee and Jack Kirby, fhe founders of Marvel Comiecs,
the "X-Men" were different, being born mutants not superhuman by some
fresk accident.

"The Uncanny X~Men", however, was not too popular and after 93 issues
the title was cancelled.

In the early 1980's Chris Claremont revived the characters and intro-
duced new ones such ag "Nightcrawler" and "Wolverine". The "X-Men" soared
in sales and popularity becoming a comic book bestseller, smawning other
mutant titles such as "The New Mutants", "Excalibur", and "X-Force".

In earlier issues characters like "Wolverine" were kept firmly on a
leash, his obvious talents, (half animal with a steel skeleton plus retract=
able claws), made him popular amongst comics fans. But "Wolverine" was
only allowed macerate dangerous monsters, (like dinosaurs in the "Savage
Iend™). But more recently "Wolverine's" character has become more umpred=
ictable as thig illustration shows.

"Wolverine" is probably the most pomular vigilante in /merica, and

its not because he's an Flvis look-alike.
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Mainstream Violence

FRAVK MILLER & GEOF DARROW ~ HARD BOILED.
Hard Boiled is a very violent story centring around a cyborg detective.
Darrow's intricate use of detail makes for some vividly violent
incidents.
Miller, again, places his character against the faceless city and

streaming humanity.
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Superheroes are often all of these things and perhaps worse.
Superheroes are snobbish and elitest, treating nogmal vecple with a
vatronising condescension. The common people are pictured as a selfc.
indulgent, fickle, easily corrupted mob that rarely does anything to
help their gallant defenders.

Vigilantes, be they real or fictional, are only heroes because
they stand apart from the mob. Accountable only to themselves, they
are their own boss. Whatever anarchy they cause, it is this desire to
be the immovator of Truth that makes the concept of their role desirable.

Creators of fictiomal "heroes" must at least understand the reper~
cugsions on the real world of their decisions.

Unskilled rendering of the "hero" and violence by the ignorant
does nothing more than cheapen the medium and could be seen to morally
reflect the creators of the fiction.

Skilled cepictions of violence are not"entertainment® but ean be

important statements on this aspect of human behaviour.
b e e o e o

"At midnight all the agents and the superhuman crew
go out and round up everyone who knows more than

they do." - Bob Dylan, "Desolation Row".



PAT MILLS & KEVIN O'NEILL - MARSHAL LAW.

In a world of violence and confusion, in a society that revolves tofgil§
around the costumed vigilante the "Marshél" brings justice to criminal
superheroes,

With manic glee Mills and O'Neill ridicule superheroes, vigilantes
and their ilk with wmrelenting humour.

Here "The Public Spirit" is seen shooting~up with steroids, the
"Marshal™ is in the foreground. For too long in comic books have super—
heroes been treated as serious characters, Mills and O'Neill uncover their

basic stupidity as a concept and satirically whip media orientated society.
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SECTION 3

SEX IN COMICS. o o
Portrayals of sex in graphic form are not new, in ancient Japan print-
making was very common so there was an availability of books. When a
girl got married, she would have been kevt very chaste so the parents
would present the couple with a "pillow book", in which there were
diagrams showing various sexual positions with greatly enlarged genitalsj

In the 1890's Victorian Fnglishmen enjoyed spicy periodicals with
mildly erotic strip scenes showing ladies undressing. Tt was not really
wmtil the 20th century that sex in comics revealed itself.

Tn the 1930's and 40's comics gave ug vampvish villainesses and
beautiful heroines in strivps such as "The Spirit" and "Steve Canvon".
The portrayal of ladies such as "Sand Saref" and "Plaster of FParis"
exude an obvious sexuality and mirror sgreatly the "film noir" actresses
of the time.

The 1930's and 40's were also the era of tijuana hibles, porno-
gravhic versions of popular comic strips.2 Tt often was the case that
artists would vroduce these anonymously.

So, as can be seen, 2 sexusl "underground" has alwavs been evid-
ent in comics, but many are just outvourings of the male libido.

Artists such as Dave Stevens, (the creator of "Betty Fage"), owe
much to the art of Wally Wood who, after EC fell in the 1950's, drew

"Sally Forth", a beautifully drawm but sexist rendition of women.
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Sexual liberation and exvloration in comics haprened in the '60'g
in the underground, in the midst of music, love ané equality. Gifted
artists like Robert Crumb masochistically exvosed his owm fetishes a%g
fantasies about women in an hilarious manner to a mainly uncaring "hip"
readership. Another gifted artist of the time is Richard Corben, and
his work such as "Roda and the Wolf" and his "Bodessy" series have a
strange eroticism, Much of Corben's work has apreared in "Heavy Metal",
the English version of the French comics magazine "Metal Hurlant",

Today the richest erotic titles come vrobably from the Furopean
market. Sexual depictions on the Continent are treated maturely and
often amusingly. Sex in comies, it must be understood, is not neccess-
arily about depictions of intercourse, much emvthasis is placed on the
power of suggestion and the erotic image. Continental artists such as
Milo Manarra excel in this., Farly Manarra work is of a voveuristic
nature and detracts from his reputation. His more recent work, like
"Click" in vhich a besotted doctor supposedly fits hig friend's wife
with a device that makes her instantly randy, is a sophisticated comedv
of middle-class mores.

Jean Giraud has worked on many different themes, and his work is
not just confined to the comics medium, he has worked on filmg such as
"Alien" and "Tron". Depictions of sex in his work are often vervy honest
and simple,

Guido Crepax's work has recently been translated into Ehglish.4
Work such as "@mmanuelle" and "Valentina' are treated in a unicue manner
by Crepax. He breaks all rules of storytelling, but it might be said

that he manages to put the female sexual sub-conscious on paper.
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RICHARD CORBEN = RODA AND THE WOIF,

Corben's semi erotic interpretation of a classic fairy-tale.
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Continental BErotica

MIIO MANARRA.

Manarra's clear continental style makes for some vervy sensuous portrayals,

although much of his earlier work is quite exploitive.
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SEXISM

The comic is a sexist medium and depictions of women leave a lot to bg
desired in the majority of titles. Sex in comies is mainly an adult
perspective. There are more devictions of sex available in "adult"
titles today than ever before,

"Super heroines", those scantily clad, perfectly formed ladies
contrived by American publishers point out clear exploitation of the
female form.

"Wonder Woman" was the first, created in 1942, (ten years after

"Superman" ), by vevchologist William Marsdon. Marsdon hoped to counter~

5

act the blood curdling masculinity of other comic characters. As he
himself says, "'Wonder Woman' saves her worst enemies and reforms their
characters",

Since this creation there are now thousands of "super babes" per-
forming incredible contortions in vostage stamp outfits without losing
a g-string, Sexploitation continues,

In the late 1980's Frank Miller and Bill Sienkiewicz created the
climax of the "super babe". They created a sexval mlti=lavered storv
focusing on one woman: "Elektra'.

"Hlektra fAssassin", (Mervel Comics), is a complex cloak and dagser
story about the American secret service, (S.H.I.Z.L.D.), attempting to
prevent the assassination of the President by the ninja "Elektra'.

The work is intensely violent, and Sienkiewicz's art oozes a sex~
uality that is reminiscent of painters such as Gustav Xlimt and Reon
Schiele.6 It is the drawings themselves that might be determined as
erotic, the actual story has no rendition of sex but sado-masochistic

udertones are strikingly obvious.



« 9



~10%=

"Elektra" is a character that can be seen in two contexts bv the.
reader: as the object of desire and as the victim ;f desire, ©She, as a
woman, has been mentally and physically abused vet she takes on the i
patriarchal system and wins easily. Within the story, "Elektra" con-
fronts the "ultimate" man, (a macho, boorish S.H.I.E.IL.D. ggent), and
wipes the floor with him. He succumbs and becomes a sterile pupvet.

The book is a multi-layered modern thriller with menv inspiring
views of women. The creation of a woman as a real Derson is not the
issue in the story, but rather the power of the woman in society.

Howard Chaykin is an American artist who has ovened the doors of
mainstream comics to pornograthy. Chaykin has been a much respected
creator in the comics field, most varticularly with his work on "Amer-
ican Flagg", described by himself as "a high-tech version of G-unsmoke“.7
He is a believer in the vower of the cliche and his plots revel in its
use.

"Black Kiss", published by Vortex Comics in 1986, caused a major
stir. The story, about sex, blackmzil and violence, was blatantlv
vornographic, His portrayval of women had alwavs been sexist but "Black
Kiss" revels in its seedy sex and violence. In his treatment of "the
American dream" one could draw varallels with director David Iymch's
"Wild at Heart". "BlackKiss" is an umhumorous piece of work, his blat-
ant use of pornograthv and the furore that Chaykin has caused cannot but be
admired in underlying the use of sex in adult comics.8

The success of "Black Fiss" has made many more artists "come out" and
produce erotic comics. Artists such as Gilbert Hernandez and lMatt Wammer
are working on their owm erotic comics.Q Indirectly, "Black Kiss" encour-
aged Aircel Publishers to release "Ieather and Iace" and "Sapvhire" for
the "adults only" market, Both titles contain imares of child Pornogravhy,

and if photographs rather than drawings were used Aircel would be prosec~

uted.
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HOWARD CHAYKIN - BTACK KISS.

Chaykin's notorious "Black Kiss" is a poor excuse for "adult litera“btge‘:

revelling in seedy cliched plots and graphic sex.






NUMBER3 -
ADULTS ONLY

CANADA

\n _
n
[t
w»

-e
1%

W

VISTEL.







: | GOD-- THIe AMEYER ~UKE 1 £ o~
1 O:AP‘P‘EHQ T AVE-- m 9%’fr?€f'ﬂ'lééfgf
" - A HOT

BAB THROW NG :
THEMSEWES AT,

YUHH...1 BEG
YOUR ARG

PP e ALEES,
/f—\ b, _ AREASE T\ GRATEFUL,, /
e é‘ng’n':y \ MR, .
\ Soeme : 5 S
\.\_ "f‘O—Uj
\\‘(\

OVE

ANP 1L

SHOW You
HOW aRATEAUL







=107~

Aircel's owm range of adolescent material is distinctly dangerous.
Many of their titles place children, (or characﬁers-that look like child-
ren), in thinly disguised sexual fantasies. There is little cutrighté; A
nudity but many of the characters spend their time in suggestive costumes
barely covering protruding nipples and bulging genitals.

Eros Comics was launched by Fantzgravhics Books in 1990, Fanta-
gravhics is a highly respected, independent publisher of notable work
such ag the Hernandez Bros. "ILove and Rockets", and their highly critical
comics magazine "The Comics Journal". Fros specialise in "erotic" mater-
ial and release many different ti*tles.ﬁ

In Alan Moore's work, sexism has never piayed a mart: his woman
characters are always real people. "The Ballad of Halo Jones" caused a
shock to the readership when launched on the vages of the macho "2000 AD",

"Hale Jones" was the story of 2 girl living in the future doing
normal evervday things. She leaves an unemployed, depressing Farth to
work in space. '"Halo Jones" will be remembered especially for its terr-
ifying future war in vhich many of the combatants were women. TWven Moore's
minor women characters are real veovle. Creations such as "Miracleman's"
wvife Elizabeth and the "Swamp Thing's" lover Abigail are complete char—
acters. ("Miracleman", Eclipse Comicss "Swamp Thing", DC Comics.)

"Swamp Thing" was a historic comic beok horror story, but through
Moore the character became a2 tool to investigate many taboo human subjects.12

One of the subjects Moore tackled was menstruation in a story entitled
"The Curse". It dealt with the taboo social meanings placed on menstruation
and suggests that it is not menstruation but men's attitude towards it that

is unclean.
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Eros

GIIBERT HERNANDEZ - BIRDLAND,

Strippers, love triangles and explicit drawings, "Birdland" is published
by Eros Comics, a company specialising in so-called Erotica.

"Eros" was the idea of Gary Grath, the founder of Fantagrarvhies, an
independent publishers who print "The Comics Journal" which is, perhaps,
the most strident comics Fanzine in encouraging the criticism of comic
book material.

"Fentagravhics" also print more notable works by the Hernandez Bro-
thers, ("love and Rockets" and "Heartbreak Soup"), as well as underground
works such as that of Daniel Clowes' "Bightball".

"Eros Comics" was released in June of 1990 with works by Gilbert
Hernandez, Ho Che inderson, Richard Forg and Robert Crumb. Reaction to
"Eros" was stuned surprise and cutting words, especially from Fhpglish
Fanzine "Speakeasy"; Grant Morrison's columm being the most vehement,
{Bib. 0, no. 114).

Much of the work was done by highly remutable creators, nevertheless

the material was just "bad" pornogravhy.
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Eros

ANTON DREK - WENDY WHITEBREAD. O
"Wendy Whitebread" is another title published by "Eros". Tt follows the
exploits of an undercover vice cop, ("she_ wears a2 badge on her crotch ").

A shallow story, "Wendy Whitebread" leaves nothing to the imagination,
except perhaps the faces of the men, which are never shown.

Inton Drek is a pseudonym, and you can understand why.
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Alan Moore's latest creation is with artist Melinda Gebbie, best.
¢ known for her strips in "Tits 'n Clits" and "Wimmeﬁs Comix", which is
an erotic fantasy entitled "The Iost GJ’.:I?ZLs".13 i io

One of the best insights into real wpmen through the comics medium
is Jaime Hernandez' "Iove and Rockets", (see mage ), ironically written
by & male it says a lot about young women living in a post-punk nuclear
age.

"Iove and Rockets" deals with the lives of two eighteen vear old
girls in a modern surreal Californian city. "Maggie" and "Hopey" are
probably lesbians but sex and their sexmality has 2 very real vlace in

their lives. When violence occurs, like real life, it is treated real-

istically and with respect. "The Death of Speedy Ortiz" is an honest

-

look at the barrios gang-werfare in los Angeles.14 Jaime's artistic
style is simple, accurate black and white drawings, reminiscent of old
"romence comics". It is hard to describe the vitality and strength of
this work,

Jaime's brother, Gilbert Hernandez, tackles a different theme in
his work: the family. His own stories are as complex and mature as his
brother's, dealing with the Mexican towm of"Palomer" and its inhabitants.
Sex and violence are treated maturely and often strangely in "Heartbrezk
Soup".

Gilbert's work on "Birdland" could be termed erotic, but by his owm
admission it is a2bout "fucking for fun“.15 I found the work, however,
had done nothing to stretch the medium unlike his aforementioned "Heart—
break Soup".

The characters in "Birdland": "Bang-Bang" and "Tnez'" live banal,
over-sexed lives, trivialising sex, women, and men, Men and women, as
portrayed in "Birdland", do little else but vearn for sex in multinle

positions.
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GIIBERT & JATME HERNANDEZ - "HEARTBREAK SOUP" & "IOVE AND ROCKETS".

Sex and violence are treated maturely in the Brothers work. Gilbertls .
use of violence can be guite surreal as ¢an be seen fron the first vage,
Jaime's attitude, (2nd page), can be seen in this ending of the

story "The Death of Speedy Ortiz".
The Brothers work, especially Gilbert's, owes much to film makers
such as Tnis Bunel and Fredric Fellini. Their comics contain vibrant

characters and stories.

P, 1. HUMAN DIASTROPHISM - GILBERT HERNANDEZ.

P, 2 & 3. IOVE AND ROCKETS ~ JATME HERNANDEZ.
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"Omaha the Cat Dancer", (Kitchen Sink), is a different kettle of.
fish, It is an intelligent, sensitive comic that ;evels in the pleas-
ure of sex in a truly erotic way. o

Wheatley and Hempel's "Breathtaker", (DC Comics), and Ted McKeever's
"Plastic Forks", (Epic Comics), engage on complex sexual metathors. Though
neither is erotic, they look at the implications of sex, rather than
just being full of it.

Chet Atkin's "Yummy Fur" and Daniel Clowes' "Eightball", (hoth pub=

lished by Fantagravhics), are strange underground views of veople and

life. Their views of sex are surreally real.
FORNOGRATHY VERSUS EROTICA.

Pornography can be quite simply put as human actions that demean
the human being, generally depravity in sex and violence. Fornogravhy
can be seen in our society as demeaning mainly to women.

Beyond this definition it is hard for society to create restrict-
ions on what is or what is not vornography, for people's opinions on
what they find offensive differ wildly.

The word pornogravhy comes from the Greek porne or prostitute, and
grapheim, to depict. Thus, pormogravhy can be literally interrvreted =s
depictions of vrostitutes. While we may assume "rrostitutes" to be
female, there is no gender implicit on the word: to vrostitute is to
offer for sale.

The word erotic comes from the Greek god Tros, son of the love
godessg Aphrodite, (although a sexual god in his own right). ILinguist~
ically, one could say that pormography sells sex while eroticism is a

celebration of it.16
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American FErotjca

REED WALLER & KATE WORIEY = OMAHA.

A1l the characters within "Omaha" are humanised cats. The stories are
based around "Omaha" and her friends, their relationships and thier lives.
"Omaha" succeeds very well at being an honest sexusl comic, Within

the pages of "Omaha" sex is an intense, passionate act bhetween two peorle,

(or cats, if you prefer.).
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WVHEATLEY & HEMPEL — BREATHT AKER.

"Breathtaker" is not about sex in an erotic sense, but about people gnd.
relationships. i

The story follows on the life of a girl, (Chase Darrow), who unfort-
uately is a Succubus, i.e. a female demon who sucks the life from men.
Vhen men fall in love with her or touch her they begin to age. Chase is
a real person who is very sad at what she does.

The Government order a "super" secret agent to capture her.

"Breathtaker" is about love and sex, not about the portrayal or ex—

ploitation of it.
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Trotic art or literature is then acceptable "sexy'" material for,
both sexes. The word pornography is used today aé a term regarding
the exploitation of sexuality, by either degradation or humiliation.é;

The pornographic image is an exploitive image, it leaves nothing
to the imagination and quite often uses violent imagerv. TImages that

"sex with violence" format can present a somewhat gerbled mess-

use a
age to the observer. Violent sexual images contain a dominant char—
acter and a submissive one, the observer can choose to identify with
either but, as one character, (often a woman), is in pain, fear or
being abused, thig could be interpreted wrongly ~ as, for instance,
that all women enjoy being in pain, fear or being abused.

Adults are, largely, entitled to do what they want by.agreement
with society. But they have no right to zbuse or exploit others.

Erotic images, however, free the imagination and titillate the
observer less blatantly. ZFrotic images, like good art, can challenge
assumptions and also be subversive. Trotic images explore the sexual-
ity of both men and women.

Pornogravhy, like bad art, exhibits a mediocrity of imagination
and serves the status cuo. Sex becomes a commodity. Exploitive images

of

women and children misrepresent real situations, encouraging exploit-
ation in the real world.

Truly erotic titles, such as "Omaha the Cat Dancer" and Milo Man—-
arra's "Click", enhance sexualityv or encourage questions regarding
sexuality.

However, much of the material beins sold as "erotice" is little

more than distorted pornography. Many views in these so-called titles

have nothing more than sexist, out-dated perspectives on women. Many



+ &



L

124~

contain hackneyed images of fantasy women: the same predictable pres-
entation of sexual images and no subtleties erotic&se the sexual mom-
ent. The rredictable images are blatantly portraved - the cum shot, 4.
the blow job, the butt fuck. No sustained effort is made to flesh

out the characters or present sex in a mature fashion. This is "bad"
pornography: "Birdland", "Ieather and Iace" and "Black Yisg",

Sex in comics is a sensitive and adult issue., For too long
sexual images have been taboo within the media and arts. It is an
important aspect of human life and images vportraying it should be
maturely treated and erotically cultivated. In many comics this has
been the case; but in the majority, sex is a voyeuristic, exploitive

act to be used at will by the male observer.
CENSORSHIP,

Comics have come a long way since Dr, Wertham's thesis, but the re-
percussions of "Seduction of the Innocent", especially on the Amer=-
ican market, clearly stilted the medium and it has ta¥en until now
catch up.

Censorship is a frightening term to anybody connected with the
arts, and the comics publishers are firmly against it.

But is censorship neccessarv?

Censorship is society's manner of protecting itself from denger-
ous images or beliefs that may damage the ethics or morals of the
public. But censorship raises two imvortant cuestions: Does the cen~
sor of any material infringe on the right of the individual to act as
a mature adult and have the freedom of choice, or do depictions of
violence and vornography degrade and humiliate sections of society,

thereby infringing on their human rights?
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Censorship does no medium any good. It creates taboo subjects and
often encourazges criminzlity on the part of people “who do not accept the
censorship. -

I believe that the majority of adults can morally wnderstand "dang—
erous" material and can choose personally whether they find the resvec~
tive images and ideas within such material as right or wrong.

The censorshiv of material as regards children is another matter.
Childrens' position on what should or should not be aveilable to them
is unique.

The law in Fhgland already defines what comic book material is banned
from children: "The Young Persons and Harmful Rublications Act", (1 955),
makes it an offence to "publish, sell or import magazines or other line
of work which is of a kind likely to fall into the hands of children or
young persons, (azed 17 or below), and which consists wholly or mainly
of stories told in pictures with or without the addition of written
matter, being stories portraying A: the commission of crimes; B: acts of
violence or cruelty; C: incidents of a remulsive or horrible nature,
in such a2 way that the work as a whole would tend to deprave or corrupt
a child or young person into whose hands it might fall".w

This Act enforced makes no definition between adult and children's
material., This is because, to the world at large, comics are a child's
medium, the world of "Rupert the Bear", "Noddy" and "The Beano". It can
be seen that many titles, esvecially those depicting wminhibited sex, can
be banned becanse, as comics, they belong to children. So comics publish-
ers have a right to be worried. Iabelling material "for mature readers
only" and "adults only" is irrelevent, the out-dated law is still effect~-

ive.
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RICK VEITCH & JACK WEINER - A TOUCH OF VINYL.
JIM WHEEIOCK - ONE GOOD TRICK.
o~

Both of these stories are from "Tzboo", g horror anthology comic hook
which, ag the title suggests, contains work of a controversial nature:
"A Touch of Vinyl" investigates "love toys" and "One Good Trick: necro=
philia.

Neither story glamorizes the sex involved, such is the way in which
they are rendered. The perversities, however, are successfully unnerving.

Veitch is best known for his work on "Swamp Thing'", especially the
censored no. 88,

Wheelock was the freelance writer who probably introduced America

to "Judge Dredd" via his articles for the "Comics Scene" fanzine.
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| tried dating, of course — sampling
the various menus of the opposite sex.

. So | had quite satisfactorily
resigned myself to the lonely
existence of the onanist

Some were mutton. Some
pork. And some were veal.

\ AR B

But after all, they were nothing but warm meat,
their skins lacking the cool, crisp smoothness that
would send my blood pressure skyrocketing.

A = | F-f
g ...until that fateful, blessed
day, when a store window
display caught my eye on
a busy street...

...and she waled into my life. "
5 B 3 it

T

It was as if I'd known those
eyes for a thousand years... |

The quivering pulse that surged up and through
my head told me, in no uncertain terms...

Iﬂl

N/

...as if | recognized her perky pout i
from a hundred lifetimes. :
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Afterward, we lay in love's rosy glow,
trying to understand theimmensity of -
i what had happened to us.

b2 i

| don't remember any discussion about whether
Polly would be moving in with me or not....

+

o

Any hour of any given day might find us back to
back, belly to belly, pushing the envelope of
mutual, glorious, gratification.

Polly was
always there

for me — eager |

@ ' : 4 and inventive.
o JN She never

. i 4| denied me or

. ’ forced me to

play the fool.

¥ 4 She made me the happiest
g / man on earth.

| There was never any question — she and |

were meant to share everything...

| still enjoyed commuting to the plant in
the vinyl cocoon of my automobile, but
doubly so when she joined me.

Tees

With her hands on my thigh, or even
her head in my lap, we experienced
mind-blowing excursions along scenic
interstates of pleasure.

Is it any wonder | want- E&
ed to provide a proper
home for us? Renovat-
ing the apartment was |
expensive, but seemed
necessary.

It meant long extra hours at
the plant to pay the carpenters.

And it meant hiding Polly
from them during the days.
That was the hardest part.
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If the definition of the "comic book" can change within the law
and the law can see that there is both adult and éhildren's material
available then problems such as the sale of "adult" material to minogg "
can be solved., Iabelling and better sales techniques will solve this
problem.

Whereas Censorship quite often deals with the censoring of"danger—
ous" material, it quite often occurs because opvosition to the material
igs often motivated by either incomplete understanding or just by repute.
Salman Rushdie's "Satanic Verses" are a case in point. But, closer to
home, the censorship of Dr, Alex Comfort's "The Joy of Sex" is now again
uncensored, (maybe somebody read the book).

At its most basic, irresponsible blanket censorshiv rums the risk
of operating solely,in a sense, of denouncing easy scapegoats that are
perceived as initiating controversies. It is too easv to conderm mat-
erial that is giving expression to themes of common concemn, bhut the
shock of the new in art, theatre, cinema or comics will, of course, gen~

erate oppogsition with the traditionalists.
1992.
In 1992, we are told, Buropean Censorial laws will be beholden to all.

This could mean the availability of some unsavoury material but could

give breathing room for adult comics.
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Coroll Bemnett of Fnockabout Comics hopes to see a loosening

laws in hglend, Ynockabout's titles are mainlr wndergrowmd,

: : 18
dezlins with creatore lilke Robert Crumb and Funt Fmerson. = "Ue o
o .
consider we are selling art, becanse "o'xfe tended to concentrate on

3

Publishing materizl by artists who have achieved some stetus in their

field,

congequently, we feel that the material must be judmed on its
om merits',
n Fnglend the Customs and Crowm Prosecution Service tend to act

in regard to comic books on the bhasis of individual comdlzints as opp~

osed to cquestions of szesthetics,

[y

Teptine and Titan Books have indead suffered at the honds of (e

4

toms, In May of 1990 English Customs impounded several ‘mericsn com-
he discovery of a copr of Aircelfs "Ieather and
Iece" in 2 spotcheck, Theyr 2lso impoumded "Sapphire” and ¥iichen Sink's

"Omzha the Cat Dencer", On the 1st of Fgzr of that rear, Titen isemed

z letter to 211 their customers advisine them that they misht no long-

er be "able to surnly certein titles,....it would not he sensitle %o
Jeopardise the mejority, br attemptines to continue gellings susrect

¥ B, == 2
material, This soems to he Neptune and Titan's policy {odey, rit-

-h

‘s Mike Iake is wnhapny with the situsti n but concedes that it was

in their best interests.

-

Undergroiné comix have heen hadly hit over the wears and Ynock-
about fousht a lawsuit in the ecarly 'P0'g,

The sheer volume of titles imrorted in wacant vears has made +the
Customs job a lot more difficult, Customs decisioms could he challe
noed but the ronee of materiel is so ereat it wonld not he woarthyhile

i 21

attempting 4o defond it all, The artistic merits of titles 1ilo

D

o Tom? or "Omaha misht ha contosted ‘mt fer meenla em1d Honpst il

nd Iece" 2nd "Rlaclk7igs" ss ~mad art,

—

Y

dofemd comies anel as "Toather
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Aoth in England 2nd fmerica, the police have heen cerrrines out

-
.

Configecztion of off ‘ndlw* nztorial mdex

many raids on comic shops.

"-‘]

variocus laws has taken Tlace. Shop reotailers in bhoth comtries have .-

O

;' 22 : i
anrezred in court, Ironically, seizures have not, to mv knowledze,
s
hamnened in Ireland but only perhaps because one retailer immoxts

anrthing that mar be deemed undesirable,
TITERNAYL, CHISCRS

Not only arec comics subject to incressingly more stringent ex—

-

tornal censorship rrocedvres, but within each publishing house cer=

)]

tain measures are taken into accownt to verify that szid materizl i

Coviously different publishers have different stendardsy that
rest on the very type of material that they publish, be it mainstream,
mdergrotnd, erotic, adolescent or adult. There have heen several

internal censorings thet have caused fues recently in the comiecs

world,
April 1989 Rick Veitch resigned as writer on D.C. Comics
1 24 . A
Sranp Thing". " Veitch had taken over the charzcier after Alan Yoore
had left, Veitch was writer and penci ller, originallr as 2 stop-marp

25

but his stint on the title was over 20 isgues,”™ Veitch had moved
exrey from Alan Moore's redrawm character to gxplore the commmity
%:rﬂ*me_mg' the swamp 2nd other issnes.

Tamber 88 was the igsue in question, the storr entitled "Vorn~
inr of the Mazician", The storr was concermed with *ha symivyel of

the Plant Flemental at the crucifixvion,
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The story had been passed by long-standing D.C. editor Xaren
Berser, she felt the material was touchy: The ¥Swamp Thing® appe
ears as an esngel who offers the cup to Christ in the Ce:mer and
Veitch's cover showed the "Swamp Thing" in the form of 2 cross,
P

Karen Bergzer showed the symopsis to executive editer Dick Giordano
who gave it conditional approval. However, Jeanette Ehan who rea
the material after Giordano decided tha:t D.C. could not print the mat-
erial, she said, "the subject was handled with integrity and respect
but the story concept itself would have been offensive to many of
our readers."
Veiteh did not accept the censor and resigned, a2lthoucgh not he~

7 it vas neccessary, stating, "if anything, I beleive my story

to be an 2ffirmation of the rather elegent svmbolism of Christ's

-2
personel sacrifice and crvcifixion',

Grant Vorrison was the star of controversy when his strip "The
Hew fdventures of Hitler" was published by The Cut Mapazine in Fhg-
2 ; 2 : . . :
lend, ' Bill Sincleir, who ran only three issuves till ™he Cut folded,

decided to miblish despite the resienation of editor Alen Jackson
e

and lead columist Fat Kene, as well as resisnations among moduction

The story is based aromd the claim made by Fitler's sistoreine—
law Brideet, that Hitler svent a year staring with her and her hug~
band in Idverpool during 1912 to0'13, The strip is, in fact, a satire
ical attack on Thatcherism, For Morrison, "the vhole idea of sett~
ing a vest contemporary icon of humanity like Hitler, into the mmdane
landscape of 1912 is where the potencyr of the piece lies. Hitler is
demytholegised, exposed to ridicule and allowed to condem himself

with his owm vords,."
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Censored

THE SWAMP THING — DRAWING BY JOHN TOTTLEBAN. 2

Environmentally friendly, with a feminist perspective., Censored on rel-
igious grounds.

Originally created as a horror story by Ien Wein and Bernie Wright=-
son, under the guidance of Alan Moore "The Swamp Thing" investigated many
different issues including topics like menstruation in "The Curse", top-
ics perhaps far more volatile than Veitch's intervretation of the Cruci~

fixion,
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[ Pat Hone to0ld Bill Sinclzir that he woul

et
-

E,‘i’
LY
[¢)]
H

strip, at this time Fane had not even semm i esigned, the

(#® editor wrote, "I beliégve that some icons carrv with them too much

history to be used in a commercizl context, and that the passage of

time makes them no less offensive than recent monsters."

.

The reaction to the strip was overblown, the story imnocous,

r—-h_
)

and had no comnection with pro-fascist ideals. The strip was fin~

v ally T“.lbll._,,ed in its entirety within the adult comic “C:isis“.28

Censorship struck within "Crisis" itself when the printers
of the Ileetway title, Hoigtmuir, complzined about depictions and
i, ; ; . st 29

| content of a strip entitled "Skin

en end artists Bren-~

-
i
|-=d
toad
‘Jl

™
v
3
"

[ "Skin" was created by writer Peter ¥

R S,

den HeCarthy and Carol Swain, }¥Milligen 2nd FMeCarthy are knmown for

their work on "Strangedays" and for their collszborztion with creat—

ore Steve Dillon end Brett Brins creating woxlt such as "B.A.D. Com-

__r reny''for 2000 A.D., "Johnny Nemo" for Eclipse Comics and Deadline,

and “S.L:reeme;’:“ for D.C, Comics.

! "Skin' vas schedvled for relesse in "Crisis" mmber 30, (roleace
date - 28th of October '69), and was to mun for four issues. The

o story concemms a teenage boy, "HMartin "Atchit' Atchitson", who joins
a gang of skinheads, "Atchit's" stoxry is told br another fong mem=

her, and it roused upset becausc 'Abchit' was depicied ags a thalid~

.._._i

® omide victim,

L Thalidomide was an effective, non=barhituate krprotic drug,

tranguiliser P“""GBO""lh"‘d to pregnant women in the late 1960's, Al-

. though the drug had passed stringent testing, after its release to
general use it was found to be teratogeric, that is, 2 catalyst for
2. numbher of foetal defects. Many babies were horn with deformed

hands and missing limbs.






-138-

The revelation caused a scandel and most YWestern govermments
barmmed the drug and formed commititees to investigate new druss for

any side—-effects so that this could not heppen again, The manufac~
- - . - - - - - ;". 2
turers of the drug: Distillers, initially rcfused responsibility end
"

only after a—Campaign within the newspavers asreed to give compen=~
sation to the drug's victims

"Skin" deals with YAtchit's" dis bilit} in the light of skinhead
culture., The strip is violent and explores the central cheracter's
sexual awakenings. Both Milligén and McCarthy were skinheads in their

vouth so the strip is an accurate portrayzl of their culture,

’11

loistimiir called the editor of "Crisis", Steve Mclznus, and said

that they refused to print the material duve to a dope smoking scene

and an "atitempted rape" in which "Atchit®, after jihes from his friends,
attempts to penetrate his girlfriend with his finger, the scene ends

ith the girl pushing "Atchit" away, vhersupon "Atchit" becomes embarr-
zssed and regretful,
Steve McMenus described "Skin" as one of the best girips he had

cs and he tried hard for Fleetwsy to continue

L

seen in his work in com

e storv. DNespite the act that "Crisis" had adult labell~

o

d-
Q
'
FS‘.
c+
3
)

ing and that 90 per cent of the rezdership was over sixteen, Hoigtimuir

would not alter their position., TFleetway lawvrers investisated "Skin

o

3 i

and deemed, if it was printed, that the company would %e liahle to
prosecution. Flestway tock the advice and regretted ther could not

publish it wder any format.

"Deadline", another adult comie, then srrced to vm the strip,

It was to avpear in issue 20 or 21. Deadline 2lso aereed to pvhlish

: ] 21
the story 25 a graphic novel in September of 1990,
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Censored

MILLIGAN, MC CARTHY & SWAIN - SKIN. G &
Censored on moral grounds. Interestingly, as recent internal censors
show, comics are not often censored over sex or violence but over other

moral issues altogether.
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"Skin" was showm to disabled groups and to the "Deadline" print—

-
-

ers, none of vhom had any strong reactions, "Skdn" wss to ™Mm, starmt~

inT in 2 special igsue concemned with disabled reople's problems. The

disabled comics artist Al Davidson was to contribute also. BRuot thghsarga
ves not over yet. The Deadline publisher shoved the hook to British
Customs in order 'té get clearance for it to coms into Britain afier
rinting in Spain., Objections were made and Dea.dlf:'.e was told that
they vere unlikely to be able %0 import the hook into Frgland,

Legal advice has also forceci the creators to change names, spec~

ificelly that of thalidomide in order to zvoigd Dossible legzl sction.

Petor Milligen went to the San Diego Comics Convention %o £ind an
2

=
to, "do vhat a British publisher couldn't,"’

4z yet "Skin" has not been mblished. The reaction to an zccur-
ave rerresentation of human interest does not werrant this furore, at

least not vhen the cirip is of an adult nature,for adulits. As Seter

Hilligen said, "People who think this is obscene don't gee the rez=l

: A : X ; 2
obscenity of thalidomide =2nd its ef‘i‘ects."3'

Ahlishers shounld

2dvlt nature and their

i
10Cc an

metoriel is of good quality and ertistic merit, censorship is

=

issue, Sclf-censorship by publishers today seems to mean you make con-

z
essions until your material is entirelv innocuous.” ' As Titan's Mike

Q

Ieke says, "Personally I'd rather leave censorship te market forces,

5 i » 3
whatever is blatantly inept tends not to sell.“’S
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COMCTIUSIONT

-

The comic book's portrayel of sex end violence reflects a very

- WS
real element of society. Yorks on this element of hehaviour end its

»

effects on society such as the work of J, E&,rs&nGQG and Messrs, Yaffe
and I\Telson37 prove that various different interpretations can be made
in respect to findings on both Catharsis .and Incitement Theories.

Depictions of violence is usually used as a2 surrogate for sex
in the media and especially in comics where it covers the lack of
sex within adolescent titles. The wmneccessary stigma attached to
sexual depictions might be exple..ned because sex is 2 personal pleas~
ure wvhile violence is impersonal and not encountered too regularly
by the majority,

it and the mediz have an important joh to explore these themes,

If comics are to be recognised as an important artform several

nhibitins factors rmst be recosmised and overcome, they include? g

je

lack of mature and good writers and editors, comic hock =rt has made

D

bigs leans

n recent years but the standard of the majority of writers
The focus on the male power fantasy is too one~cgifed snd mores themes
shouléd he, (end 2ve b egirming to be), explored. Soxiem, attitudes

women, child»en and sex should change and meiure, The reliance of

ndifference to ethical =rd moral sisndards only triv—

.

ialiscs mach work, Subvergion ig fine

2nd healthr if ou mdersiand
vation, ignorsnce igs not.
There is 2n wnhcalthy dependence on the fen market and adoles~

cent maleg, comics br exploring different themes, car »e = imrortant,

influventail axrt form for evervhodvy,
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The inaprropriate marketing strategies such as selling adult
material to children are wrong and should be stopmed. If the atte~

o«
itude of the publishers was to mature and comics were trezted as

o~
important, cultural and artistic meterial, rather than "entertain-—

nent products" and items of capitalist:':c gain, manv prohlems would
be solved.

Finally, the perception of the mublic at large thet comics are
Jjust for children needs to be changed and highlighted; this percep~
tion that ther are not adult '-li‘tera.h“zre, for the majority of titles

remains correct, TIf the above points are not noted an influential

and important medium will be lost through greed and ismorance,
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FOOTHOTES
.
1+ . BB
2, - “BIB.
3.,  BIB.
4.  BIB.
5, BIE;
6. BIB,
7+ ~ BIB,
8.  BIB.
9,  BIB.
10, BIB.
11, BB
12,  BIB.
FOOTHOTES
1o - BB,
2,  TIB.
e BIR.
4. 3IB.
Se. BB,
5, BIB

SECTION 1

B/13. D,

B/ 11+ DT
B/11. p.14

B/ 5. p.46

C/ 4/115. p.30
B/ 5. p.4T

¢/ 4/115 p.27 also
¢/ 5/ Oct. p.11
C/ 5/ Octe Dol
¢/ 4/ 109 p.31
o/ 4/ 116 p.T
¢/ 4/ 102 .35

b e e

SECTTON 2

¢/ 1/ 178 1.110
¢/ 1/ 138 p.113

B/ 21 .25 .

6]

B/ 124
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ST i e TS i

B/ 11 p.158 also BIB. C/ 1/ 133 p.87,55,81.

« B/ 15 chapter 5

7.  BIRBL 11 p. 168

8. BIB,
Q, BIR.
10, BIB.

¢/ 1/ 133 p.85
B/ 11 p.170°

B/ 8
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FOOTNOTES SECTION 2 CONT/D

11, BIB. D/ 1 part 2 also BIB. B/ 23
12. BIB. G/ 1/ 133 p.66

13. BIB. B/ 14

14. BIB. C/ 2/ 4 v.14

15, BIB. G 3/ 29 p.35

16. BIB. B/ 21 p.66

17 BIB; O AL 116 p.39

FOOTNOTES SECTION 3

1  BIB. ¢/ 3/ 31 p.39
2, BIB. ¢/ 4/ 115 p.44
3. BIB. ¢/ 3/ 31 p.18
4. BIB. O/ & 115 p.45
5.  BIB. B/ 11 p.167

6.  BIB., O/ 2/ 10 p.44
7.  BIB. B/ 21 1.99

8., BIB. ¢/ 4/ 103 1.7
9 B TIB. &/ 3¢ 31 p.36
10.. BIB. G/ 1/ 138 1.120
197 \BTB A7 195 .32
12, BIB. ¢/ 5/ Sept. 1.20
13. BIB. 0/ 4/ 115 p.37
14. BIB. Cf 4/ 116 p.4T
15. BIB, ¥ 4/ 116 p.47

16. BIB. Cf 6/ Tues, Nov. 1990
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17. BEB.
18,  BIB.
19, BIB.
20, BIB.
21, BIB.
22, BIB,

23,

24,

25

26,
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SECTION 3 CONT/D

¢/ 4/ 115 p.48
¢/ 4/ 115 p.48
¢/ 4/ 110 p. 11 ;
¢/ 4/ 115 p. 48
¢/ 4/ 113 p. 10

¢/ 4/ 118 p.10, slso BIB. ¢/ 4/ 113 p. 10, end BIB. C/ /

133 p. 13, and BIB. ¢/ 4/ 116 p. 9, and BIB. C/ 4/ 119 p. 10

also
BIB.
BIB.
BIB.
BIB.
BIB.
BIB.
BIB.
BIB.
BIB.
BIB.

BT3B,

BIB. ¢/ 4/ 114 p. 11
¢/ 4/ 115 p. 49

¢/ 4/ 98 p.5

¢/ 5/ Sept. P.26

¢/ 4/ 98 p. 5

¢/ 4/ 100 p. 5

¢/ 4/ 107 . 19

¢/ 1/ 133 ». 25

¢/ 1/ 133 p. 25

¢/ 4/ 109
¢/ 4/ 112 ». 10 & 11

¢ 113

w3

¢/ 1/ 133 p. 25
¢/ 4/ 115 p. 49
¢/ 4/ 115 p. 48
B/ 8

B/ 26
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BIBI.IOGHAPE’Y‘.
TH FOUR PARTS ¢
= Contains Comic book & Gravhic novel material,

Titles listed imder Publishers,

= Contains a book & Comic enthology Iist,
= Contains a list of magezines & newspaper articles,
¥ain features of each magazine listed, for ezsy

reference.

- Comtains Video reference,



~148~
BIBLIOGCRAPHEY 4.
APOCATYPSE IfD. :

-
Toxic no.s 142,5,10, 1991,

CAPATAN COMMUNICATIONS. :

Rarxerox in . New York- Iibertoire & Tamburini, 1084,

DARGAUD PUBIISHERS. @
Agterix— Goscimmy & Uderzo , various,

Tin Tin- Herge , various.

D.C. COMICS. :

Green Arrow— 14. 1989.
Wonder Woman— 31, 1989,
Tobo- 1, 2. 1990,

Breathteker— Wheatlev & Hempel, 1,2,3,4 o 1990,

BCITPST 0OMTCS.

The Prowler— Trmuman & Snyder, 3,4 . 1997,

TPTC COVMICS. =
The Mestion=- 27. 1989,

Tlektre Assassin— Frenk Miller & Bill Simkiowicz, 1997,
TMeoktra Lives Arain= Frank Miller & Irmn Varley. 1990,
Yarshel Tew= Pat Mills & Yevin O'Neill, 199¢C,

Axira 1- Katsuhiro Otomo. 1990,

TPlastic Forks- Ted lMe Keever, 1,2 . 1290,
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EROS COMICS. :

T Want To Be Your Nog— Wo Che Anderson, 1,2 . 1990,
Td- Pobért Crumb,1 ,1990,

Wendy Whitebread=- Anton Drek,1 ,1990,

Tiaigons Delicieuses—~ Richard Forg.2 ':1 996.:
Pirdland- Gilbert Fernandez.1,2 1990,

Revelry in Hell- Rom Wilbur,1 ,1990,

Time Wenkers~ Seven Sulliven,! ,1990,

FAITAGRATFETCS BOOKS, @
Duck Feet- Ios Bros Hernandez., 1989,

Bightball= Daniel Clowes,1,2, 1989,

FIRST GRA™EIC KOVEIS, @

tmerican Flaszs , Fard Times= Foward Chaykin, 1986,

FLERETWAY FRIICATTIONS IfD, @

2000 A.D.= varions,

2000 AJD. HMonthly— wvarious.

Crigis— varions,.

Revolver— 1. July 1990,

Judge Dredd Megazine- 1 ,July 1990,

Troubled Souls= Garth Thnis % John It¢ Crea, 1920,

Sizine The Homed God- Pat Mills & Simon Bisley. 1,2,3.
W

INNOCECE & WXPERTRNCT PRESS. :

Crclops—- 4 . 1972,
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KITCU#N STWK IRESS I'D, ¢

The Spirit-1,2,3,14,35,37 . 1983,1983,1984,1985,1987,7 987,
-

Omgha The Cat Dancer— 1,2,3 , 1988.

MAD I0VYE PUBLISHING ITD, @

Big Mumbers- Alan Moore & Bill Siemkiericz, 1990, 1,2,

MARVEL COMICS. :

Fantastic Four—315 ,1988,

Classic X-Men- 21st, May ,22nd, Jme o 1988,
Meltdown- 1,2,3 . 1989,

The ™am ,vol, 1, 1987,

Strip- 7 .12th, May 1990,

Wolverine~ Chris Claremont & Frank Miller. 1987.

Daredevil, Bom Again— Frank Miller & David Maszuechelli.

METHACN,
Te Thnrepeatzble TH- Steve Bell, 1986,
IF Only Again— Steve Bell,1997.

STHON & SCEUsTT?

-
i e =

Toro Zven RBetter— 'alt ¥elly, 1984,

1987,
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TITAN BOOKS. : _
Moebius 4= Jean CGiraud, 1988,

Tove & Ffocl-:ets, Hechznics, Ape Sex— Jaime Hernendez., 1986,1987,1988, :
Halo Jones— Alan Moore & Brian Gibson. 1,2,3., 1986, .
Swamp Thing— Alen Moore , Steve Bissectbe & Jom Tottle‘ben‘.h 4,5.‘ 1987-:
Heartbreak Sour- Gilbert Hernandez, 1986,

The Dark Knight Returms- Frank Miller & Tymm Varley, 1986,

Batman Year One- Frank Miller &David Mezzucchelli, 1988,

Batman Ari®m Asylum- Dave Mc Kean & Grant Morrison. 1989,

Batmen Killing Joke~ Alan Moore & Briem Bolland, 1988,

Eellblazer vol,1- Jaimie Delano & Jobn Ridgewazy, 1088,

The Wetchmen— Alan Moore & David Gibbons, 1987,

V Por Vendetta~ Alen Moore & David Iloyd, <990.
Ronin- Frank Miller, 1987,

DR & Quinch~ Alan Toore & lan Davis. 1986,

£.5.0 Warostore-tat Mills & Simon Bisley, 3,4 ., 1078,

Wemesis The Warlock- Pat Mills & John Wicklenton, 7,9 . 1988,

VANAAETHM THC,

Chrurch & State- Dave Sim, 1987,

VOPTSX COMICS. s
Black Kiss— Howard Chaykin. 2,3,4,7,8,10, 1988,
WILLTAM CIOWES IFD, s

Faus= Art Sieglemen., 1986,

-
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BEIBLIUECERAPEY B

Perspectives on Pornography- Bi, Clive Bloom
L

Me Millan Press, 1988,

& Gary Da;g""..

The Pornogradhy Representation~ Susan Kappeler.

Folity Press. 1986,

pmistng Ourselves to Death~ Neil Togtmans
Metheun, 1987.

Decoding Advertisements— Judith Williamson,
Marion Boyers Ttd, 1987.

Ways of Seeing—= John Berger.

Penguin Books, 1981,

On Seruality—~ Sigmmd Freud,

Penguin Books. 1977.

Wrog & Civilisation= Herbert Marcuse,
Routledge & Kegan Pavl Itd., 1987,

Sex & violence & the WMedia=- J, Bysenck.

Gustay VIimt = Tlona Porsons.
Borie Fine Press, 1987,
e ¥:de~ Yemeth Clarke,

Pelican Books., 1960,

The Peguin book of Comics~ Georze Perry & Alan Aldridee,

Penruin Rooks, 1971,

A Smithsonian bock of Comic beok Comics~Td,
Williams, Smithsonian Tnstitute Press. 1921,
The Story of Art~ %.H. Gombrich,

Thaidon Press. 1983,

e

¥icheal Barrer & Fertin



14,

15.

16,

17«

18.

19.

20,

21.

22,

24,

2
i |
— »

26,

- 53.—

Seduction of the Tmocent- Dr, Fredric Werthem,
Mieseum Press, 1955«

L ] =
Children Culture & Controversy- Dr, Mark T. West,

Archon Books, 1988-.“

Dan Dare Pilot of the Future= Fleetway publications. 1988,

The Best of the Eagle~ ™, Marcus Morris,

Micheal Joseth Itd. 1977.

The Dandy & the Beano, 50 Golden Years,

D.C. Thompson Ttd, 1987,

The Pimes Past y Fresent , Future~ 200 Years of Tub
The Times, 1985

The Best of Girl Annval, 1952 - 1959,

Webb &Bower, 1990,

The Few Comics~ Bd, Gary Groth &Robert Fiore,

Fantagraphics Fooks, 1988,

lication,

The Avex Treasury of Underground Fimnies~ B, Susan Goodrick &Don

Donahue, Avex Books , 1974,
Mmnge Manga = Fredrick I, Schodt.
Rode mska Imternational, 1985,
Conics, Tdeologr, Power & the Critics- Martin Rayl
Manchester Thiversity Press, 1989,

The Fhevelopedia of Superheroes~ Jeff Ravin,

Fapts on File, 1085,

The Influence of Tornogravhy on Behavionr— T4, K. Ya

Academic Press, 1982,
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BIBLIOGRAPHY Ch.
COMICS JOURNAL 133, x | "
vic*lence in comics— death games~ violence in the medie~ interview with
NCIV- four articles om DR Wertham vigilantes in comics~ censorsHip-
reviews etc. .
COMICS JOURNAL 138,

0

violence & comes & children~ Alan Voore Tnierview= Folly Tuttle & Alison

-

Bechdel-reviews etce

DEADIINT 4~ Alan Moore Imterview,

DEADIINE 7= Will Bisner Interview.

DEADTINE 8= Pat Mills & Simon Bisley Interview,

DEADITE 9= Thki Bilal Interview,

DEADLIVE 10~ Bill Sienkiewicz Interview,

DEADIINE 11= Steve Bell Tnterview,

DEMINE 17— Big NMumbers Tnterview,

DELDLINE 29— Sex % sensibilities, male =ititudes to sex~ TommrreThy

% censorghip, a feminist mersoectiive,

ARY 2¢,

Temandez Prog Tnt,- Tisner Imt,~Giravd Tni,- monfiles & revievs,

ARY 31,

Rorkor Int,~ Stevens Tnt.— Schuiten Tnt,- Tanson Int,.~ JAsnexr Int,~Weare

—Wo e

Fudnall Tni.— Tobinson Int.—- Darrow Tnt,~ Morrison Int,~ Rigsette &Files

nt.~ Vamer Tt,-1mrofilesérevievs.
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4.

Yews—~ reviews-Dan Dare ,Risn Fuchs~ Alan Crent

Oririnal~Steve

_'1 55.-
SPEARRASY 95,

Wewsdesk=

-

SPRAKTASY 96,

Wewsdesk=-

Tondons Dark.

STEAXBASY 98,

reviews~ Skreemer-, Milligan & Beins Tnt.-Marshal Tare

reviews~ Batmen~Demmy o' Feill= “nn Yocenti,

-

Newsdesk-reviars= Mr X~ Fnockabout comics,

SPRAKEASY 100,

Newsdesk= reviews— ¥ew Adventures of Hitler, Grant Morrison~ Gibbons

Int.~ Disner Tnt,~ Frank Bellamy Reviewed.

SPRAVEASY 102,
Yewrsdesk— revievrs—
Man.,

SPEAKRASY 103,
Hewsadesk—

RASIES

revriews—

Q2

STTAEASY

107,

TeVliewg—

SPTAYRASY 109,

Farh
ot e

nt,

SFEAKTASY 110,

B3

Yews= revieus=Give me Iiberty, Millers Cibh
~Todd Mac Farlane Tnt, {(Spiderman)=Tondm

Al= Strip- Deadline~ Clive Barker Int.~The Bogie

2000 A.D, newlook~ Interfazce~ Carl Tottg~ Wpie,

Bob Burden Int,~™e RBerlin "2ll- Crisis Amesty

Pendra~m~Tddie Cemrtbell

extoon Oent—e,
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4. SPRAKEASY 112,
contd, News— reviews~ The Nazz~ Peter Bgge Tnt,~ Pter David & The Hulk~
- Skin, %

SFRAKEASY 113, :
News= reviews~ Tenk Girl~ Judge Bredd The Megazine~ Disney comies,
SPEAKEASY 114,
News— reviews~ 40 yvears of Horror— Mr Monster— Hellblazer— Sandman-
¥~ Small Press roundup- Drivel (Bros ).
STEAKEASY 115,
News— reviews- Girls comics &stereotyping.~ “hat do women vant -
Eros= Melinda Gebbie - -,The Tost Girls- Sex in comics~ censorship-
Sex for sale~ Drivel (Bros ).
SPRAXRASY 116,
News= reviiews— Gerry Anderson Int.~ Marshal Taw~ Hernandez bros, Tni-
Charles Vess Tnt.- Carth Bmis (drumk ) ~ Steve Rudo,
STEAYEASY 118,
Nevs— reviews-Yid Wternity- Toxic- Ted Me Keever Tnt, (Metrorol)-
Velocity~ Peie Fogan om Revolvers demise~ ‘ngouleme '¢1~Zary & Verren
Pleece Imt.

SPEETRASY 419,

Yews~ reviews- Alen Davis, and Cavtein Britain- hris Clercmont,do we

need another X-Fen title?™ comics & the Cnlf .

SPTAFTASY 120,

Yews ~reviews~ BRian Bolland Tnt, = Trant Forrison~ Tave Me Vean Int,

(cap;es )= 2000A.D.- Shaky ¥Yane Int,~ Simon Bigley Int,
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SKEIETON CRE. Sept. 1990, vol.2, mo.3.

=Swamp Thing -,;the history of this classic comicbook monster,
- ¥ " ¥ e

SKRIATON CR=Y. Oct, 1990, vol.2, no. 4.

—Crisis, adult leftie comic reviewed. e

HEAVY METAL, Jan.1982.

HEAVY MET\T. Feb, 1984,

THE GUARDIAN,

Tues. }Tov'h.h1990. by Kate Campbell,~ Vhatever tums vou on:

Fri, Dec. 21, 1990, by Johm Oal'vel;— Study finds evidence on Torography
wan‘tingr._

Yo, Jun.17. 1991. by Peula Me Ginley,~Tales of the wmexpected.

Thi, Jum.20.1991, by Dean Nelson,~ Private Pleasures,

PERSPECTITR, no.40.
mrotic Desire Wrhibition= Tooking at Fomography— Perversity, Tmages
of nude children— Naked aggression= Cindy Sherman— Zroticism in advertisin

~o-Portraits of ATDS-Retro= Books~ Info- Totodok,

FIFTAY TTRIISHTYG,
20004, D, Winter Special, no,.2,1989.
~Tntorview with Simon Bisley.

Judge Predd fnmual, 1989,

~Tnterview with Brian Bolland & Tat Mills,






158~

107 | THE TRISH TIMES.

8'.11:877.' by Christopher Frew,- Peasonable peorle and censorshi‘p'.
- s -
1¢12.87. Beview of "The Influence of Pornogradvhr on Behaviour 2

by M, Yaffe & B.Nelson,~Bmotion distorts pom issues o e

.
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EIBLIOCRAPHY D,

1. The Day Comics Grew Up~ STGNAIS- Chermel 4. 1989,

-



e e
N - R

-ty
o - =
‘..mx,_”..

.
hn ¥




