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Part	III.		Archaeology	in	American	Cartoons	and	Comic	Strips	

Introduction 

					Cavemen	and	Dinosaurs	
 

Fig.	741.		Paul	Trap,	Thatababy,	22	Feb.,	2015.	

	 To	repeat	a	John	Glaves-Smith	observation	I	quoted	in	the	Part	I	“Webcomics	and	

Internet	Memes”	essay	(cf.	Fig.	51):	

With	the	exception	of	precocious	schoolboys	and	other	specialists	in	the	
Yield,	most	of	us	Yind	it	hard	to	differentiate	between	the	vast	wastes	of	
prehistory.		While	we	do	not	really	believe	that	early	man	hunted	the	
brontosaurus,	we	tend	to	see	them	as	part	of	the	same	world,	distance	
having	marred	our	powers	of	making	distinctions.		What	the	cartoonist	
does	is	to	make	a	clariYied	image	of	our	own	confusions.	

Many	people	view	the	past	as	if	looking	through	the	wrong	end	of	a	spyglass—it	all	

looks	so	far	away	that	it	is	hard	to	see	what	is	closer	in	time	to	us	and	what	is	farther	

away.		Many	of	us,	like	the	mother	in	Paul	Trap’s	Thatababy	comic	strip	(Fig.	741),	are	

knocked	off	our	feet	when	confronted	with	the	immensity	of	evolutionary	timespans.	

	 I	am	not	quite	as	sanguine	as	Glaves-Smith	is	in	asserting	that	everyone	knows	

early	humans	did	not	coexist	with	dinosaurs	(cf.	two	Mike	Peters	“intertextual”	

references	to	the	American	television	show,	The	Flintstones,	Figs.	742–743).		Nor	do	I	

think	that	cartoonists	merely	“make	a	clariYied	image	of	our	own	confusions”	about	

antiquity.			Cartoonists	and	comic	strip	artists	have	had	much	greater	agency	in	creating	
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and	perpetuating	erroneous	views	of	the	past,	such	as	the	coexistence	of	cavemen	and	

dinosaurs	(cf.	Figs.	51,	54),	or	cavemen	inventing	the	wheel	(cf.	Fig.	194),	or	Paleolithic	

mating	rituals	involving	cavemen	knocking	cavewomen	over	the	head	with	clubs.		
	

Fig.	742.		Mike	Peters,	Editorial,	Dayton	Daily,	24	Feb.,	2010.	
	

Fig.	743.		Mike	Peters,	Mother	Goose	and	Grimm,	18	Nov.,	2013.	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺		

	 Although	we	will	explore	these	cartoon	clichés	about	the	Paleolithic	past	in	

greater	detail	in	the	“Nutty	Stone	Age”	essay	below,	now	that	the	issue	of	the	coexistence	

of	early	humans	and	dinosaurs	has	come	up,	we	continue	with	that	here,	straying	into	

literature,	movies,	and	comic	books	before	coming	back	to	cartoons.	

	 The	belief	that	humans	had	once	interacted	with	prehistoric	monsters	seems	to	

be	a	feature	of	nearly	all	human	cultures.		As	Adrienne	Mayor	has	suggested,	many	of	

these	myths	may	have	been	sparked	by	the	discovery	of	fossilized	bones	of	extinct	

dinosaurs	and	other	creatures.		For	example,	a	depiction	on	an	ancient	Greek	vase	of	

Herakles	and	Hesione	battling	the	Trojan	Ketos—a	sea	monster	sent	by	Poseidon	to	
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plague	the	people	of	Troy	because	their	king	had	refused	to	honor	the	sea	god—shows	

Herakles	shooting	arrows	and	the	king’s	daughter	Hesione	throwing	stones	at	what	

looks	like	the	fossilized	skull	of	an	extinct	Miocene	giraffe	(Fig.	744).	

Fig.	744.		Detail	of	the	“Hesione	Vase,”	Late	Corinthian	column	krater,	
ca.	550	B.C.E.		Museum	of	Fine	Arts,	Boston.	

	 Such	mythological	stories	aside,	it	is	important	to	note	that	it	was	not	until	the	

the	19th	century	that	we	began	to	understand	the	true	antiquity	of	the	earth	and	the	

relative	dates	of	dinosaurs	and	humans.		In	the	late	18th	century,	the	British	geologist	

James	Hutton	introduced	the	concept	of	uniformitarianism—the	idea	that	the	same	rate	

of	geological	change	we	see	today	was	at	play	in	the	creation	of	the	observable	

geological	record.		As	popularized	by	Charles	Lyell’s	1830	Principles	of	Geology,	

uniformitarianism	implied	that	the	earth	was	much	older	than	the	then	generally	

accepted	Biblical	account	of	the	earth	being	created	in	a	single	event,	which	the	Bishop	

Ussher	had	calculated	in	1650	as	occurring	on	Oct.	22,	4004	BC.		As	this	revolution	in	

geological	science	was	going	on,	the	systematic	study	of	“fossilized	giant	lizards”	led	to	

the	pioneering	paleontologist	Richard	Owen	recognizing	that	many	belonged	to	the	

same	taxa,	which,	in	1842,	he	labeled	“dinosaurs.”		Along	with	this,	the	discovery	of	

fossilized	remains	of	Neanderthals	in	1856,	followed	by	the	discovery	of	fossils	of	even	

earlier	hominids	in	Africa	and	Asia,	created	the	popular	image	of	our	earliest	ancestors	

as	“cavemen.”		On	the	heels	of	these	blows	to	Biblical	creationism,	Charles	Darwin’s	

1859	publication	of	The	Origins	of	Species,	followed	by	his	1871	Decent	of	Man,	

introduced	the	concept	of	evolution	through	natural	selection,	implying	that	the	human	

species	had	slowly	evolved	from	ape-like	ancestors	over	a	considerable	time	span.		

�581



	 It	is	within	the	context	of	this	mid-	to	late-19th-century	overturning	of	

established	beliefs	about	our	human	past	that	the	genre	of	prehistoric	Yiction	arose.		[For	

an	annotated	bibliography	of	prehistoric	Yiction,	cf.	Trussel,	2009;	cf.	also	Sétrin	and	

Pozo,	2017.]		As	the	literary	historian	Nicolas	Rudrick	has	noted,	prehistoric	Yiction	

explores	our	anxieties	about	the	nature	of	human	nature—our	inherent	aggressiveness,	

the	emergence	of	our	racial	diversity,	and	the	relationship	of	the	sexes.		Prehistoric	

Yiction	invariably	depicts	early	humans	as	living	in	a	dangerous	world	where	they	have	

to	battle	extinct	monsters	as	well	as	having	to	contend	with	more	primitive,	ape-like,	

tribes.		Such	depictions	of	our	human	past	as	being	a	brutish,	dog-eat-dog	world	

reversed	a	view	derived	from	Classical	and	Biblical	sources	which	held	that	our	modern	

world	has	degenerated	from	a	“Golden-Age”	Eden;	these	prehistoric	Yictions,	instead,	

posit	modernity	as	an	on-going	progression	toward	civilization	from	a	barbaric	past.	

Fig.	745.		Édouard	Riou,	Illustration	for	Jules	Verne,	Journey	to	the	Center	of	the	Earth,	1864.	 	
	 			

Fig.	746.		Gilbert	Gaul,	Illustration	for	James	De	Mille,	A	Strange	Manuscript	Found	in	a	Copper	
Cylinder,	1888.	
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Fig.	747.	Robert	L.	Mason,	Illustration			 	Fig.	748.		Harry	Rountree,	Illustrations	for	Arthur	
for	Frank	Savile,	Beyond	the	Great	South	 	Conan	Doyle,	The	Lost	World,	1912.	
Wall,	1901.	

	 Given	that	the	Yield	of	paleoanthropology—the	study	of	fossilized	human	remains

—originated	in	France,	it	is	not	surprising	that	the	genre	of	“lost	world”	prehistoric	

Yiction	was	pioneered	by	French	authors.	One	of	the	earliest	of	these	“lost	world”	stories	

was	Jules	Verne’s	1864	Voyage	au	centre	de	la	Terre	(translated	as	Journey	to	the	Center	

of	the	Earth	in	1871)	in	which	the	protagonists	descend	down	volcanic	tubes	in	Iceland	

to	discover	a	subterranean	world	where,	among	other	marvels,	Jurassic-period	

ichthyosaurus	and	plesiosaurus	continue	to	exist	(Fig.	745);	in	keeping	with	Verne’s	

Catholicism	and	his	desire	not	to	appear	to	endorse	Darwinian	anti-creationism,	the	

modern	travelers	to	this	“lost	world”	do	not	encounter	early	humans,	other	than	to	

glimpse	a	10-foot	tall	man	herding	mammoths.			In	contrast,	in	his	1888	story-within-a-

story	A	Strange	Manuscript	Found	in	a	Copper	Cylinder,		the	Canadian	novelist	James	De	

Mille	has	his	protagonist—a	shipwrecked	British	sailor	who	chances	(also	via	a	volcanic	

tunnel)	upon	a	lost	world—encounter	both	prehistoric	monsters	as	well	as	a	band	of	

death-worshipping	primitive	humans	(Fig.	746).		In	a	similar	fashion,	the	British	author	

Frank	Savile’s	1901	novel	Beyond	the	Great	South	Wall,	has	a	group	of	explorers	discover	
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a	“lost	world”	of	Mayans—inexplicably	living	in	the	Antarctic—who	worship	a	

carnivorous	brontosaurus	fond	of	human	sacriYice	(Fig.	747).		In	perhaps	the	best	

known	work	of	prehistoric	Yiction,	Arthur	Conan	Doyle’s	1912	The	Lost	World,	also	has	

British	explorers	chance	upon	a	“lost	world”	inhabited	by	dinosaurs	and	humans,	in	this	

case	a	hidden	plateau	in	the	Amazon	where	a	tribe	of	primitive	humans	is	at	war	with	a	

race	of	ape-men	(Fig.	748).			

Fig.	749.		J.	Allen	St.	John,	Cover	art,	Edgar		 									 								Fig.	750.		J.	Allen	St.	John,	Cover	art,	
Rice	Burroughs’	At	the	Earth’s	Core,	1922.	 																							Edgar	Rice	Burroughs’	The	Land	that	 	
	 	 	 	 	 	 									 								Time	Forgot,	1924.	

	 Soon	after	Doyle’s	novel	was	published,	the	American	adventure	writer	Edgar	

Rice	Burroughs	used	Jules	Verne’s	motif	of	a	hidden	world	in	a	hollow	earth	for	his	At	

the	Earth’s	Core,	the	Yirst	in	his	Pellucidar	series	(Fig.	749)	which	was	originally	

serialized	in	1914	in	the	pulp	magazine	All-Story	Weekly	where	Burrough’s	Tarzan	of	the	

Apes	had	appeared	two	years	previously;	in	Burroughs’	Pellucidar,	human	miners	drill	

deep	into	the	earth	to	discover	a	world	where	a	race	of	evil,	intelligent	Ylying	dinosaurs,	

with	the	help	of	their	ape-like	servants,	enslave	primitive	humans—including	an	

attractive	woman,	Dian	the	Beautiful	of	Amoz,	whom	David	Innes,	the	leader	of	the	

modern	miners,	weds	after	rescuing	her	from	the	clutches	of	the	evil	suitors	Jubal	the	

Ugly	One	and	Hooja	the	Sly	One.		Following	up	on	the	success	of	his	Pellucidar	series,	

Burroughs	penned	The	Land	that	Time	Forgot,	the	Yirst	of	a	trilogy	originally	serialized	

in	the	Blue	Book	Magazine	in	1918,	in	which	a	band	of	British	sailors	capture	a	German	
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U-boat	only	to	be	stranded	on	a	South	PaciYic	island	where	they	encounter	dinosaurs	

and	primitive	humans	(Fig.	750).	

Fig.	751.		J.	Allen	St.	John,	Cover	art	and	illustration	for	Edgar	Rice	Burroughs’	Tarzan	the	
Terrible,	1921.	

	

Fig.	752.		J.	Allen	St.	John,	Cover	art		and	illustration	for	Edgar	Rice	Burroughs’	Tarzan	at	the	
Earth’s	Core,	1930.	
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	 In	1921,	Burrough’s	introduced	a	“lost	world”	into	his	Tarzan	series	with	Tarzan	

the	Terrible,	the	eighth	published	Tarzan	book;	in	this	story,	Tarzan	tries	to	rescue	Jane	

from	her	German	captors	and	comes	upon	Pal-ul-don,	a	lost	valley	in	Africa	Yilled	

with	dinosaurs	and	two	different	human	races:	the	hairless	and	white	skinned,	city-

dwelling	Ho-don	and	the	hairy	and	black-skinned,	hill-dwelling	Waz-don	(Fig.	751).		

Nine	years	later,	Burroughs	combined	his	Tarzan	and	Pellucidar	series	with	the	cross-

over	novel	Tarzan	at	the	Earth’s	Core,	the	fourth	in	the	Pellucidar	series;	in	this	story,	

Tarzan	is	enlisted	by	Jason	Gridley	to	rescue	David	Innes,	the	leader	of	the	initial	

expedition	to	Pellucidar.		Arriving	at	Pellucidar	through	a	natural	opening	between	the	

outer	and	inner	world	located	at	the	North	Pole,	Tarzan	and	Gridley	have	to	struggle	

with	the	prehistoric	creatures	and	primitive	tribes	of	the	inner	world;	along	the	way,	

Gridley	wins	the	love	of	a	native	cavewoman,	Jana,	the	Red	Flower	of	Zoram	(Fig.	752).	

	

Fig.	753.		John	Taine	(Eric	Temple	Bell),	The		 								Fig.	754.		Don	Marquis,	Love	Sonnets	of	a	Cave		
Greatest	Adventure,	1929.	(Ace	Book	edition,		 							Man,	1928.	
1960).	

	 Jumping	on	the	pulp	Yiction	prehistoric	“lost	world”	bandwagon,	the	CalTech	

mathematician	Eric	Temple	Bell,	who	wrote	popular	Yiction	under	the	pseudonym	John	

Taine,	published	his	1929	The	Greatest	Adventure,	a	story	featuring	a	beautiful	young	
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woman	aviator	who	joins	her	father’s	scientiYic	expedition	to	Antartica	that	discovers	

traces	of	a	lost	civilization	destroyed	by	its	own	monstrous	creations	(Fig.	753).		In	the	

previous	year,	the	newspaper	columnist,	playwright,	and	humorous	poet	Don	Marquis	

had	taken	a	different	tack,	making	fun	of	the	prehistoric	Yiction	genre	with	a	series	of	

satirical	poems,	Love	Sonnets	of	a	Cave	Man	(Fig.	754).		One	of	his	Petrarchan	sonnets	

lampoons	the	cliché	of	the	caveman	physically	subduing	his	mate:	

When	Yirst	I	chased	and	beat	you	to	your	knees	
And	wried	your	arm	and	marked	your	temple	bone	
And	wooed	you,	Sweet,	and	won	you	for	my	own,	
Those	were	not	hairless-chested	times	like	these!	
Wing’d	saurians	slithered	down	the	charnel	seas	
And	giant	insects	glistened,	basked,	and	shone,	
And	snag-toothed	ape-men	fought	with	knives	of	stone	–	
And	wise	she-spouses	mostly	aimed	to	please!	
But	were	not	you	the	Primal	Feminist	
Ten	hundred	thousand	years	ago,	my	Love,	
When	we	were	Yirst	incarnate?	I	will	say	
Women	Expressed	themselves	e’en	then,	Sweet	Dove!	
I	do	recall	as	if	‘twere	yesterday	
That	time	your	teeth	met	through	my	dexter	wrist.		

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	

	 If	the	idea	that	early	humans	and	dinosaurs	once	intermingled	was	Yirst	

promulgated	in	late	19th-	and	early	20th-century	“lost	world”	prehistoric	Yiction,	the	

misconception	Yirmly	took	root	in	American	popular	imagination	when	prehistoric	

humans	and	dinosaurs	appeared	together	in	the	movies.	

Fig.	755.		Two	stills	from	D.	W.	GrifYith,	Brute	Force	(Primitive	Man),	1914.	

	 “Dinosaurs”	Yirst	hit	the	big	screen	in	the	U.S.	in	1914	with	the	release	of	Winsor	

McCay’s	animated	cartoon	Gertie	the	Dinosaur	(Figs.	796–797	below)	and	D.	W.	
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GrifYith’s	1914	Yilm	Brute	Force	(also	known	as	The	Primitive	Man),	a	story	about	a	

modern-day	man	who	falls	asleep	after	his	girl	friend	leaves	a	party	with	another	man	

and	dreams	of		“.	.	.	the	good	old	days	of	brute	force	and	marriage	by	capture!”—a	dream	

in	which	the	puny	hero	(“Weak	Hands”)	invents	stone-hafted	clubs	and	the	bow	and	

arrow	to	rescue	his	woman	(“Lily	White”)	from	“Brute	Force”	and	the	hairy	apemen	who	

had	captured	her;	notable	in	this	silly	tale	about	our	brutish	past	are	the	two	“dinosaur”	

cameos	(Fig.	755)—one	using	the	so-called	“Slurpasaur”	technique	of	Yitting	out	a	

crocodile	with	wings	and	a	paper	mache	horn,	the	other	using	a	crude	stop-motion	

animation	of	a	carnivorous	Ceratosaurus	that	is	inexplicably	eating	a	tree.	

Fig.	756.		Still	from	Willis	O’Brien,	RRD	10,000	BC,		 				Fig.	757.		Still	from	Willis	O’Brien,		
Conquest	Pictures,	1917.	 	 	 	 				Prehistoric	Poultry,	Conquest		 	
	 	 	 	 	 	 	 				Pictures,	1917.	

	 The	following	year,	Willis	O’Brien	went	on	to	further	develop	stop-motion	

animation	in	a	short	Yilm	entitled	The	Dinosaur	and	the	Missing	Link,	a	Prehistoric	

Tragedy.		O’Brien	then	came	to	the	attention	of	Thomas	Edison,	who	employed	him	to	

make	two	short	Yilms	in	1917:		RFD	10,000	BC—a	silly	tale	of	a	prehistoric	mailman,	

Henry	Saurus,	who	delivers	stone	letters	with	a	brontosaur-drawn	cart	and	who	

contends	with	Johnny	Bearskin	for	the	favors	of	the	cavewoman	Winnie	Warclub	(Fig.	

756);	and	Prehistoric	Poultry—an	equally	silly	story	of	how	a	dinornis	(“the	ancestor	of	

our	modern	chicken.		It	had	long	legs	and	a	kind	face”)	comes	to	the	rescue	of	its	owner	

(Fig.	757).		
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Fig.	758.	Movie	poster	for	The	Lost	World,	First	National	Pictures,	1925.	

	

Fig.	759.	Two	stills	from	The	Lost	World,	First	National	Pictures,	1925.	

	 Following	these	successes,	Willis	O’Brien	was	employed	to	create	the	stop-

motion	animation	for	Harry	O.	Hoyt’s	1925	Yilm	adaptation	of	Arthur	Conan	Doyle’s	The	

Lost	World	(Figs.	758–759).		Whereas,	for	his	earlier	stop-motion	animations,	O’Brien	

had	used	manikins	for	his	humans,	in	The	Lost	World	he	was	able	to	combine	his	

animations	with	re-projections	of	live-action	shots—a	technique	that	he	would	go	on	to	

use	to	great	effect	in	the	1933	RKO	movie,	King	Kong	(Fig.	760),	including	scenes	where	

the	mighty	Kong	battles	a	Tyrannosaurus	in	front	of	a	prone	Fay	Wray.	
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Fig.	760.		Two	still	from	King	Kong,	1933.	
	

Fig.	761.	Two	stills	from	the	Buster	Keaton	1923	movie,	The	Three	Ages.	
	 	

	 A	stop-action	animated	dinosaur	had	also	appeared	in	Buster	Keaton’s	

1923	silent	comedy	movie,	The	Three	Ages,	where	a	brontosaurus	carries	him	off	

at	the	end	of	the	Yirst	part	of	a	Yilm	which	intertwines	segments	set	in	the	

prehistoric	past,	in	ancient	Rome,	and	in	the	Roaring	Twenties—in	each	of	which	

the	scrawny	Keaton	overcomes	the	handsome	bruiser	Wallace	Berry	to	win	the	

favors	of	the	winsome	Margaret	Leahy	(Fig.	761).		[We	will	return	to	the	cliché	of	

the	caveman	dragging	off	a	cavewoman	by	the	hair	in	the	“Nutty	Stone	Age”	essay	

below.]	
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Fig.	762.		Movie	Poster	and	production	photograph,	One	Million	B.C.,	Hal	Roach	Studios,	1940.	
	 												

	

Fig.	763.		Tom	Chantrell,	Movie	poster	for	One	Million	
Years	B.C.,	Hammer	Film	Productions,	1966.	

	 By	affording	the	opportunity	to	titillate	audiences	with	exotic	dinosaurs—not	to	

mention	scantily	clad	starlets—movies	set	in	a	prehistoric	past	became	perennial	

favorites	in	Hollywood.		The	cheesy	1940	Hal	Roach	Studios	movie	One	Million	B.C.	used	

actors	in	rubber	suits	for	its	dinosaurs	(Fig.	762)	while	the	equally	cheesy	1966	British	

Hammer	Film	Productions	remake	One	Million	Years	B.C.	(Fig.	763)	used	stop-action	

animation.		Both	Yilms	featured	early	humans	battling	a	host	of	different	types	of	hostile	

�591



dinosaurs;	in	both,	all	of	the	members	of	the	dark-haired	primitive	Stone	tribe	and	the	

more	advanced	blond-haired	Shell	tribe	are	fully	modern	humans,	in	spite	of	the	fact	

that	the	earliest	homo	sapiens	did	not	emerge	in	Africa	until	around	200,000	years	ago.	

Fig.	764.		Movie	poster	for	Unknown	Island,		 													Fig.	765.	Movie	poster	for	Two	Lost	Worlds,	
Universal	Studios,	1948.	 	 	 													Sterling	Productions,	1951.	
	

		Fig.	766.		Movie	poster	and	promotional	photograph	for	The	Land	Unknown,	Universal	Pictures,			
		1957.	
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		 In	an	age	before	CGI,	making	a	dinosaur	movie	was	both	technologically	

challenging	as	well	as	expensive,	and	the	raft	of	“B”	movies	made	in	the	late	1940’s	and	

in	the	1950’s	which	featured	“dinosaurs”	consistently	cut	corners	to	bring	their	

prehistoric	monsters	to	the	big	screen.		Universal	Studio’s	1948	Unknown	Island	used	

actors	in	rubber	suits	for	its	dinosaurs	(Fig.	764)	in	a	story	about	another	mysterious	

South	PaciYic	island	where	dinosaurs	still	roamed	and	where,	of	course,	a	beautiful	

actress	is	threatened	as	her	torn	clothing	becomes	more	and	more	revealing.		The	1951	

Sterling	Productions	Two	Lost	Worlds	took		an	even	cheaper	route	by	reusing	footage	

from	the	1940	One	Million	B.C.	Yilm	to	portray	the	dinosaurs	in	its	story	about	another	

dinosaur-infested	island	where	a	love	triangle	plays	out	as	the	men	try	to	rescue	the	

beautiful	actress	kidnapped	by	pirates	(Fig.	765).		For	its	story	about	an	expedition	to	

Antartica	where	the	crew’s	helicopter	crashes	into	a	dinosaur-infested	volcanic	crater,	

and	where,	of	course,	the	beautiful	female	reporter	has	to	be	rescued,	Universal	Studio’s	

1957	The	Land	Unknown	portrayed	its	dinosaurs	using	men	in	suits,	lizard	“Slurpasaur”	

stand-ins,	and	a	mechanical	puppet	that	cost	so	much	that	the	Yilm	had	to	be	shot	in	

black-and-white	rather	than	in	color	(Fig.	766).	

	

		Fig.	767.	Movie	poster	for	The	Lost	World	 	 Fig.	768.	Movie	poster	for	The	Land	that	
		20th	Century	Fox,	1960.		 	 	 	 Time	Forgot,	Amicus	Production,	1975.	
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Fig.	769.		Movie	poster	for	At	the	 											Fig.	770.	Movie	Poster	for	Quest	for	Fire,	Cinema	
Earth’s	Core,	Amicus	Production,	1976.											International	Company,	1981.	

	 Not	surprisingly,		movie	studios	have	repeatedly	adapted	earlier	works	of	

prehistoric	Yiction,	thus	saving	on	the	expense	of	creating	original	screenplays	as	well	

trying	to	cash	in	on	the	popularity	of	those	works.		In	1960,	20th	Century	Fox	remade	

Arthur	Conan	Doyle’s	The	Lost	World	(Fig.	767);	although	Willis	O’Brien	was	hired	to	

create	the	animation	for	this	Yilm,	budget	constraints	forced	him	to	use	live	“Slurpasaur”	

lizards,	iguanas,	and	crocodiles	with	attached	miniature	horns	and	Yins	rather	than	

recreating	the	stop-action	animation	he	had	used	in	his	1925	version	of	the	story.		In	

1975	and	1976,	the	British	movie	company	Amicus	Production	put	out	adaptations	of	

Edgar	Rice	Burroughs’	The	Land	that	Time	Forgot	and	At	the	Earth’s	Core	(Figs.	768–

769).		In	1981,	the	Canadian-French	production	company	Cinema	International	adapted	

the	Belgian	author	J.	H.-	Rosny’s	inYluential	1911	novel	La	Guerre	du	Feu	(translated	into	

English	as	The	Quest	for	Fire	in	1967),	a	story	about	the	Ulam,	a	tribe	of	cavemen	that	

has	to	contend	with	tribes	of	ape-like	savages	and	primitive	cannibals,	although	not	with	

dinosaurs;	the	1981	Quest	for	Fire	Yilm	(Fig.	770),	directed	by	Jean-Jacques	Annaud,	was	

notable	for	the	Ulam's	prehistoric	language	invented	by	Anthony	Burgess	as	well	as	for	

the	movie’s	nudity	and	many	sex	scenes	that	were	not	part	of	the	original	novel.	
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Fig.	771.		Movie	Poster	for	Caveman,	Turman-Foster	Company,	1981.	

	 The	slapstick	comedy	Caveman	(Fig.	771),	which	might	be	considered	the	death	

knell	for	popular	prehistoric	movies,	came	out	in	the	same	year	that	the	Quest	for	Fire	

appeared.		This	comedy	lampooned	the	genre	with	a	Yilm	set	in	"One	Zillion	BC	–	

October	9th,”	in	which	a	scrawny	outcast	(played	by	Ringo	Starr)	and	his	band	of	misYits	

encounter	hungry	dinosaurs	and	an	abominable	snowman	in	a	“nearby	ice	age,”	and	

along	the	way	discover	sedative	drugs,	learn	how	to	make	Yire	and	use	weapons,	and	

invent	cooking	and	music;	naturally,	in	the	end,	the	Ringo	Starr	character,	after	learning	

how	to	walk	fully	upright,	gets	the	girl.	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	

	 Dinosaurs	and	humans	have	also	met	each	other	in	the	pages	of	action	comic	

books,	where,	as	with	most	prehistoric	Yiction	and	movies,	dinosaurs	are	depicted	as	

hostile,	threatening	creatures.		One	such	early	example	is	the	1927	Amazing	Stories	

version	of	Edgar	Rice	Burroughs’	The	Land	that	Time	Forgot	(Fig.	772).	

�595



Fig.	772.		Frank	R.	Paul,	Cover	art	for	Amazing	Stories,	Feb.,	1927.	
	

Fig.	773.	Joe	Kubert,	Cover	art	for	One	Million	 															Fig.	774.	Joe	Kubert,	Cover	art	for	Tor,		
Years	Ago!,	St.	John’s,	1953.	 	 	 															D.C.	Comics,	1974.	
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Fig.	775.			Turok,	Son	of	Stone,	Dell	Comics,	1956,	and	Gold	Key	Comics,	1966.	

	

 Fig.	776.		Jack	Sparling,	Cover	art,	Naza,	Stone	Age	Warrior,	Dell	Comics,	1964	and	1966.	
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	 By	the	1950’s,	every	major		American	comic-book	publisher	felt	that	it	had	to	

have	a	series	with	humans	battling	dinosaurs.		The	short-lived	St.	John	Publication’s	of	

Joe	Kubert’s	One	Million	Years	Ago!	comic	book	(Fig.	773)	featured	a	noble	savage,	Tor,	

and	his	pet	monkey	Chee-Chee	living	among	threatening	dinosaurs.		After	a	brief	

experiment	of	publishing	it	as	a	3D	comic	book,	St.	John	Comics	stopped	producing		

Kubert’s	One	Million	Years	Ago!	in	1954,	although	it	was	later	picked	up	by	D.C.	Comics,	

which	issued	six	editions	of	the	retitled	Tor	from	1974	to	1975	(Figs.	774	and	965).		

The	Western	Publishing	Company	also	jumped	into	the	noble-savage-battling-

prehistoric-monsters	game	in	1956	with	Turok,	Son	of	Stone	(Fig.	775),	a	pre-Columbian	

Native	American	lost	with	his	brother	in	a	dinosaur-infested,	isolated	valley	in	the	

region	of	Carlsbad,	New	Mexico.		After	Western	Publishing	ended	its	relationship	with	

Dell	Comics	in	1962,	it	continued	to	publish	Turok	under	its	new	Gold	Key	label;	in	later	

years,	Valient	Comics	repurposed	Turok	and	his	brother	as	18th-century	Native	

Americans	Yighting	demons,	dinosaurs,	and	aliens	in	a	“Lost	Land.”	(Turok	was	also	

made	into	a	popular	video	game	in	1997	and	an	animated	cartoon	in	2008.)		In	the	

meantime,	Dell	Comics,	anxious	to	make	up	for	its	loss	of	Turok,	published,	between	

1964	and	1966,	nine	issues	of	Naza,	Stone	Age	Warrior	(Fig.	776)—a	tale	of	a	pre-

Columbian	Native	American	warrior	who	tries	to	rescue	members	of	his	tribe—

including,	of	course,	a	beautiful	love	interest—who	were	enslaved	by	another	tribe.		Not	

to	be	outdone,	in	1964	Western	Publishing’s	Gold	Key	label	began	publishing	versions	of	

Edgar	Rice	Burroughs	Tarzan	the	Terrible	(Fig.	777),	which	it	put	out	again	in	1968,	

together	with	a	version	of	Burroughs’	cross-over	Pellucidar	novel	Tarzan	at	the	Earth’s	

Core	(Figs.	778–779).		For	its	entry	into	the	dinosaur	comic	book	market,	DC	Comics,	on	

the	other	hand,	employed	Robert	Kaningher		and	Ross	Andru	to	create	a	new	fantasy	

Yictional	world,	“The	War	that	Time	Forgot,”—a	story	of	World	War	II	American	soldiers	

Yighting	dinosaurs	on	a	remote	South	PaciYic	island,	published	by	DC	in	its	Star	Spangled	

War	Stories	label	from	1960	to	1968	(Fig.	780).	
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Fig.	777.		Tarzan	of	the	Apes,	Gold	Key	Comics,	No.	142	(June,	1964)	and	No.	146	(Oct.,	1964).	
	

Fig.	778.		Russ	Manning,	Cover	art,	Tarzan	of	the	Apes,	Gold	Key	Comics,	Nos.	166–167	(July–
Sept.	1968).	
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Fig.	779.		Doug	Wildey,	Cover	art,	Tarzan	of	the	Apes,	Gold	Key	Comics,	Nos.	179–181	(Sept.–
Dec.,	1968).	
	

Fig.	780.		Ross	Andru	and	Mike	Esposito,	Cover	art,	Star	Spangled	War	Stories,	No.	92	(Sept.	
1960),	No.	103	(July,	1960),	and	No.	125	(March,	1966).	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	

	 Before	we	turn	to	cavemen	and	dinosaurs	in	cartoons	and	comic	strips	after	this	

perhaps	overly-long	excursus	into	literary,	cinematic,	and	comic-book	depictions	of	

human-dinosaur	interactions,	a	few	general	comments:			One	of	the	issues	facing	

someone	writing	about	early	humans	and	dinosaurs	is	the	setting.		Some	works,	such	as	

the	One	Million	BC	movies	or	the	Quest	for	Fire	novel	and	Yilm,	merely	set	their	tale	in	a	

distant	past.		Most	of	these	stories,	however,	take	the	form	of	a	“Lost	World”	discovered	

in	a	remote	part	of	the	globe,	usually	in	the	South	PaciYic	or	Antartica.		Others,	such	as	
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the	Brute	Force	movie,	access	the	distant	past	through	a	dream—a	premise	that	Jack	

London	had	used	in	his	novel	Before	Adam,	serialized	between	1906	and	1907,	and	

Charlie	Chaplin	had	used	in	his	1914	comedy	His	Prehistoric	Past.		Harry	Harrison,	in	his	

1984	science-Yiction	novel	West	of	Eden	(Fig.	781),	took	a	different	tact,	creating	a	

“uchronía”	alternate	history;	the	premise	of	Harrison’s	Eden	trilogy	is	that	the	meteor	

which	caused	the	Late	Cretaceous	extinction	of	the		dinosaurs	65	million	years	ago	

never	hit	the	earth,	and	that,	in	Harrison’s	alternate	universe,	a	species	of	intelligent	

dinosaurs	dominates	the	earth	and	threatens	a	hominid	species	evolved	from	New	

World	monkeys.	

Fig.	781.		David	Schleinkofer,	Cover	art	for	Harry	Harrison,	West	of	Eden,	1984.	

	 Another	issue	facing	authors	of	prehistoric	Yiction	is	the	plot;	almost	all	opt	for	

the	format	of	boy-meets-girl/	girl-is-stranded-and-threatened-by-dinosaurs-and/or-

primitive-tribemen-while-most-of-her-clothing-is-torn-off/	boy-rescues-girl.		And	then	

there	is	the	question	that	most	concerns	us	here—verisimilitude.			While	we	might	hope	

that	most	people	are	aware	that	dinosaurs	went	extinct	tens	of	millions	of	years	before	

the	evolution	of	humans,	most	of	us	are	willing	to	suspend	disbelief	as	we	do	with	any	

science	Yiction.		As	Ray	Harryhausen,	the	stop-motion	animator	of	the	One	Million	Years	
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B.C.	movie,	put	it	“I	didn’t	make	the	Yilm	for	professors	.	.	.	who	probably	don't	go	to	see	

these	kinds	of	movies	anyway.”	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	

	 Unlike	how	human-dinosaur	interactions	are	normally	portrayed	in	other	media,	

cavemen	with	dinosaurs	is	a	cartoon	cliché	that,	since	the	late	19th	century,	has	

invariably	been	used	for	humorous	effect.	

Fig.	782.		E.T.	Reed,	Mr.	Punch’s	Prehistoric	Peeps,	1894.	

	 In	what	are	perhaps	the	Yirst	cartoons	about	dinosaurs,	Edward	Tennyson	Reed	

populated	his	“Prehistoric	Peeps”	vignettes—which	originally	appeared	in	Punch	

magazine	and	were	later	republished	in	book	form	in	1894—with	a	variety	of	dinosaurs	

alongside	cavemen.		Just	as	E.T.	Reed	did	not	expect	that	this	chronological	impossibility	

would	detract	from	his	satires	of	contemporary	British	culture,	he	also	did	not	expect	

that	his	viewers	would	be	disturbed	that	his	dinosaurs—like	those	in	the	Trapp	father’s	

mind-blowing	timeline—come	from	widely	different	time	periods.		E.T.	Reed’s	Peep	XIII,	

“A	Day	in	the	Country.		Even	a	little	Holiday	outing	was	not	wholly	free	from	Risk!”	(Fig.	

782),	for	instance,	gives	us	an	incongruously	domesticated,	cart-pulling,	dinosaur	that	
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appears	to	be	some	type	of	a	Middle	Jurassic	megalosaurus	(ca.	160	million	years	ago),	

around	which	we	also	see	contemporaneous	Jurassic-period	pterodactyls	(150.8	to	

148.5	mya)	and	a	stegasaurus	(163.5	to	100.5	mya),	together	with	a	Cretaceous-period	

triceratops	(68	mya)—the	latter	two	herbivores	incongruously	attacking	the	early	

humans.		[This	cartoon	may	also	be	the	earliest	example	of	the	erroneous	cartoon	cliché	

that	cavemen	invented	the	wheel!]	

Fig.	783.	Oskar	Andersson,	“Urmänniskan	och	Urhunden,”	1900.	

	 Another	early	comic	showing	a	caveman	with	a	dinosaur	is	Oskar	Andersson’s	

1900	Urhunden,	a	set	of	humorous	cartoons	about	a	primitive	man	(“Urmänniskan”)	and	

his	pet	dinosaur	who	somehow	Yind	themselves	living	in	the	modern	world.		The	gags	in	

these	Swedish	cartoons	revolve	around	how	the	dinosaur	Urhunden	(“Ur	Hound”),	

which	the	man	passes	off	as	a	ancient	type	of	dog,	eats	everything	in	sight.		In	Fig.	783,	

for	instance,	the	caveman	and	dinosaur	go	into	a	museum,	where	the	dinosaur	devours	a	

door,	a	statue,	the	chandeliers,	a	column,	and	a	table	and	chair	while	the	caveman	tries	

to	eat	the	cigar	he	is	served	at	the	café;	after	a	guard	comes	to	escort	the	pair	out,	the	

dinosaur	disgorges	everything	he	had	eaten	and	tamely	walks	out	just	skin	and	bones.			
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Fig.	784.		Thomas	Starling	Sullivant,	“Missed	the	Boat,”	Life	Magazine,	15	June,	1899.	

	

Fig.	785.		Dan	Regan,	Hallmark	Cards,										 Fig.	786.	NAD	(Mark	Godfrey),	Wildlife	Cartoons	
2009.	 	 	 	 	 	 Australia,	2013.	
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	 An	1899	T.	S.	Sullivant	Life	Magazine	cartoon	(Fig.	784)	humorously	addresses	

the	creationist’s	concern	about	the	demonstrated	antiquity	of	dinosaurs.		Sullivant’s	

suggestion—that	dinosaurs	went	extinct	because	they	were	not	included	on	Noah’s	Ark

—is	still	held	by	some	religious	conservatives	more	than	a	century	later!			A	Dan	Regan	

Hallmark	cartoon	(Fig.	785),	for	instance,	has	been	widely	distributed	on	conservative	

religious	websites	and	blogs;	the	Australian	Mark	Godfrey	has	given	us	a	similar	cartoon	

(Fig.	786),	which,	like	Regan’s	Hallmark	card,	follows	a	common	Noah’s	Ark	cartoon	

cliché	established	by	the	century-old	Life	cartoon.	

	 As	Ulrich	Merkl	noted	in	his	2015	study	Dinomania,	the	brontosaurus	in	

Sullivant’s	cartoon	are	accurately	rendered	(although	they	would	not	have	been	able	to	

scale	cliffs!).		Merkl	attributes	the	change	in	how	cartoon	dinosaurs	were	depicted	to	the	

growing	popularity	among	the	general	public	of	dinosaur	displays	and	to	the	paintings	

of	Charles	R.	Knight	that	were	mounted	in	the	New	York	Museum	of	Natural	History	and	

in	Chicago’s	Field	Museum	(Fig.	787);	whereas	earlier	depictions	of	dinosaurs	resemble	

medieval	dragons	(e.g.	Gilbert	Gad’s	1888	illustration,	Fig.	746),	later	20th-century	

cartoon	dinosaurs	tend	to	more	closely	conform	to	a	scientiYically	accurate	depiction.		

	

Fig.	787.		Charles	R.	Knight,	Brontosaurus	(Apatosaurus)	and	
Diplodocus,	American	Museum	of	Natural	History,	New	York,	1898.	
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Fig.	788.		Frederick	Opper,	Frontispiece	to	Our	Antediluvian	Ancestors,	1903.	

	 Apparently	inYluenced	by	E.	T.	Reed’s	“Prehistoric	Peeps”	cartoons,	Fredrick	Burr	

Opper	created	the	Yirst	American	caveman-dinosaur	cartoons,	“Our	Antediluvian	

Ancestors,”	which	initially	appeared	in	William	Randolph	Hearst’s	New	York	Journal	in	

July,	1900.		And	like	Reed,	Opper	published	a	collection	of	his	caveman-dinosaur	comics	

in	book	form,	the	1903	Our	Antediluvian	Ancestors.		Opper’s	dinosaurs	are	sometimes	

just	Yigures	in	the	background,	such	as	in	the	frontispiece	to	his	book	(Fig.	788).		More	

often,	however,	Opper’s	dinosaurs	are	threatening	creatures	menacing	his	prehistoric	

cavemen	(Fig.	789).	
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Fig.	789.		Frederick	Opper,	Selection	of	Our	Antediluvian	Ancestors,	1903.	
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Fig.	790.		Frederick	Opper,	“Our	Antediluvian	Ancestors,”	3	April,	1904.		Billy	Ireland	Cartoon	
Library	and	Museum,	Ohio		State	University.	

	 On	other	occasions,	Frederick	Opper	seemed	to	have	channeled	Oskar	

Andersson’s	Urhunden	in	presenting	non-threatening,	comic	dinosaurs.		An	April,	1904,	

“Our	Antediluvian	Ancestors”	comic	strip	(Fig.	790),	for	instance,	gives	us	a	humorously	

hungry	dinosaur	that,	like	Andersson’s	Urhunden,	devours	a	marble	statue—in	this	case	

the	armless	Venus	de	Milo	that	Opper	incongruously	suggests	had	been	sculpted	some	

20,000	years	before	the	famous	2nd-century	BCE	statue	now	in	the	Louvre	Museum.		

[Note	that,	in	addition	to	telling	the	joke	with	speech	bubbles	and	a	labeled	sign,	Opper	

felt	that,	in	this	early	example	of	the	comic-strips	format,	it	was	necessary	to	number	

each	of	the	panels	and	to	use	rhyming	couplets	to	narrate	his	gag.]	
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Fig.	791.		Willian	A.	Rodgers,	Harper’s	Weekly,	11	Jan.,	1902.	

	 It	is	not	clear	if	Winsor	McCay	had	ever	seen	an	Urhunden	cartoon—Oskar	

Andersson	committed	suicide	in	1906	at	the	age	of	29—but	McCay	certainly	knew	

Frederick	Opper,	especially	after	McCay	had	jumped	ship	from	the	New	York	Herald	in	

1911	to	go	work	for	William	Randolph	Hearst,	for	whom	Opper	had	been	working	since	

1899.		Apparently	caught	up	in	the	dinosaur	craze	Opper	had	started	in	the	Hearst	

newspaper	empire	(Fig.	791),	McCay	also	came	up	with	a	dinosaur	that	eats	everything	

in	sight.		As	McCay	was	developing	his	innovative	techniques	to	create	cartoon	

animations	that	he	used	to	accompany	him	on	his	vaudeville	shows,	he	drew	a	May,	

1913,	Dream	of	the	Rarebit	Fiend	strip	(Fig.	792)	where	a	hunter,	after	eating	cheese	

sandwiches,	dreams	of	shooting	at	a	tree-eating	dinosaur	which	responds	by	swallowing	

a	pile	of	boulders	that	it	shoots	back	at	him.		A	few	months	later,	McCay	followed	this	up	

with	a	number	of	In	the	Land	of	Wonderful	Dreams	strips	(the	title	that	copyright	issues	

forced	McCay	to	use	to	continue	his	Little	Nemo	in	Wonderland	strips	after	he	left	the	

New	York	Herald)	where	Flip,	the	African	Imp,	the	Princess	of	Slumberland,	and	Nemo	

visit	the	island	of	pigmies,	a	“Land	of	the	Antedivulians”	populated	by	offensively	

stereotyped	natives	where	Flip	tames	a	“Distacuteus	Mastadonius”	and	where	

brontosaurus-looking	dinosaurs	are	used	as	taxis/elevators	(Figs.	793–795).			
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Fig.		792.		Winsor	McCay,	Dreams	of	a	Rarebit	Fiend,	25	May,	1913.	
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Fig.	793.	Winsor	McCay,	“Flip	in	the	Land	of	the	Antediluvians,”	In	the	Land	of	Wonderful	Dreams,	
21	Sept.,	1913.	
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Fig.	794.		Winsor	McCay,	“Flip	Educates	a	Distacuteus	Mastadonius,”	In	the	Land	of	Wonderful	
Dreams,	5	Oct.,	1913.	
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Fig.	795.		Winsor	McCay,	“Going	Up!		Flip	and	His	Party	Visit	the	Mayor	of	Cliffville	,”	In	the	
Land	of	Wonderful	Dreams,	12	Oct.,	1913.	

	 By	Feb.,	1914,	McCay	had	Yinished	his	Gertie	the	Dinosaur	animated	cartoon,	

which	featured	a	similar,	though	less	aggressive,	tamed	brontosaurus-like	dinosaur	

whose	realistic	movements	McCay	created	in	consultation	with	the	staff	at	the	New	York	
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Museum	of	Natural	History.		McCay	toured	with	this	original	version	of	Gertie	in	a	

vaudeville	act	where	the	animated	dinosaur	would	appear	to	follow	his	commands;	at	

the	end	of	his	show,	McCay		would	walk	off	the	stage	only	to	appear	on	screen,	where	

Gertie	would	carry	him	off	in	its	mouth	(Fig.796).		After	William	Randolph	Hearst	

stopped	Winsor	McCay	from	continuing	with	his	vaudeville	career,	McCay	created	a	

silent	Yilm	version	of	Gertie	the	Dinosaur,	adding	a	live-action	prologue	and	intertitles	to	

replace	his	vaudeville	patter;	the	new	Fox	studios	brought	this	silent-Yilm	version	to	

movie	houses	in	Dec.,	1914	(Fig.	797).	

	

Fig.	796.		Winsor	McCay.		Poster	and	animation	cell	from	Gertie	the	Dinosaur,	1914.	

�614



Fig.	797.		Poster	for	Fox	Studio’s	Winsor	McCay’s	“Gertie”,	1914.	

	 Although	Winsor	McCay	continued	to	produce	comics	until	his	death	in	1934,	he	

seems	to	have	gotten	the	dinosaur	bug	out	of	his	system	in	1914.	

	 Or	so	we	thought	until	Ulrich	Merkl	uncovered	some	previously	unknown	and	

unpublished	Dino	comic	strips	signed	by	“Bob	McCay”	that	Merkl	convincingly	

demonstrated	had	been	drawn	by	Winsor	McCay	(Fig.	798).		As	Merkl	maintains,	

Winsor	McCay	had	planned	to	use	the	pseudonym	“Bob	McCay”	as	a	way	to	avoid	

restrictions	placed	on	him	after	he	left	the	Hearst	newspapers	in	1924,	and	also	as	a	way	

of	bolstering	the	career	of	his	son	Robert,	who	was	unsuccessfully	attempting	to	follow	

in	his	father’s	footsteps	as	a	professional	cartoonist	even	though	he	was	a	mediocre	

illustrator	at	best.		Merkl	also	showed	that	when	Robert	McCay	attempted	to	revise	the	

Little	Nemo	in	Wonderland	strips	under	the	name	“Winsor	McCay,	Jr.,”	he	copied	earlier	

dinosaur	images	penned	by	his	father	(compare	the	dinosaur	in	the	title	panel	of	Fig.	

798	to	the	Yirst	panel	in	the	last	row	of	Fig.	799).	

�615



Fig.	798.		Robert	McCay	(Winsor	McCay),	Dino,	1934.		Top	half,	private	coll.;	bottom	half,	Billy	
Ireland	Cartoon	Library	and	Museum,	Ohio		State	University.		From	Merkl,	2015,	pp.	16–17.	
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Fig.	799.		“Winsor	McCay,	Jr.”	(Robert	McCay),	Little	Nemo	in	Slumberland,	27	June,	1937.	

	 Although	Frederick	Opper	may	have	been	the	Yirst	American	cartoonist	to	bring	a	

playful	dinosaur	to	American	shores,	it	was	Winsor	McCay’s	Gertie	that	solidiYied	the	

type.		We	can	see	echoes	of	McCay’s	playful	brontosaurus	in	the	stop-motion	guru	Willis	
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O’Brien’s	1917	Yilms	(Fig.	756)	and	in	the	animated	dinosaur	in	Buster	Keaton’s	1923	

The	Three	Ages	(Fig.	761).	

	 While	caveman-dinosaur	interactions	were	Yirst	depicted	in	prehistoric	Yiction	

and	later	taken	up	by	Hollywood,	the	mistaken	belief	that	dinosaurs	lived	at	the	same	

time	as	early	humans	and	were	domesticable	beasts	happy	to	carry	those	humans	

around	on	their	necks	was	especially	promulgated	by	cartoons	and	comic	strips;	and	no	

comic	associated	cavemen	and	dinosaurs	more	than	V.T.	Hamlin’s	Alley	Oop.			

Fig.	800.	V.	T.	Hamlin,	First	Alley	Oop	comic	strip,	5	Dec.,	1932.	
	 	

	 Ironically,	Hamlin	himself	would	have	been	aware	that	dinosaurs	and	humans	

had	never	lived	at	the	same	time,	having	developed	a	keen	interest	in	paleontology	from	

talking	with	geologists	when	he	was	working	as	an	illustrator	for	a	western	US	oil-

company	publication	in	the	1920’s.		When	Hamlin	began	drawing	his	Alley	Oop	strip	in	

1932	(Fig.	800),	he	certainly	knew	that	dinosaurs	were	no	longer	around	“a	million	

years	ago”	when	Alley	Oop	appeared	“dropping	in	on	you	out	of	the	pre-historic	past.”		

Hamlin’s	Alley	Oop	is	clearly	meant	to	be	a	brutish	Neanderthal,	in	keeping	with	the	

then	current	view	of	homo	neanderthalensis	as	sub-human	savages.	[Hamlin	could	not	

have	known	that	we	now	date	the	divergence	of	Neanderthals	from	an	earlier	sub	

species	of	archaic	humans,	homo	heidelbergensis,	to	only	around	a	half	a	million	years	

ago.]		As	his	comic	strip	progressed,	however,	Hamlin	began	to	have	Alley	Oop	and	the	

other	denizens	of	the	prehistoric	kingdom	of	Moo	act	more	like	modern	humans,	

especially	after	he	introduced	in	1939	Dr.	Elbert	Wonmug’s	time	machine	that	

transported	Alley	Oop	to	the	20th	century	and	other	time	periods;	this	more	“civilized”	
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interpretation	was	in	line	with	the	“pass-the-subway-test”	view	of	Neanderthals	as	

essentially	modern	humans	trapped	within	archaic	bodies,	a	view	that	was	just	

emerging	in	1939	(cf.	the	above	discussion	with	Figs.	47–48).	

Fig.	801.	V.	T.	Hamlin,	Alley	Oop,	9	Sept.,	1934.	
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	 The	minor	cartoon	syndication	company	with	which	Hamlin	Yirst	worked	went	

bankrupt	in	1933	after	having	published	only	Yive	months	of	his	strip,	and	Alley	Oop	was	

then	picked	up	by	the	larger	NEA	syndicate,	which	introduced	a	full-color	Sunday	

version	of	the	strip	in	1934.		In	the	Yirst	of	these	Sunday	editions	(Fig.	801),	Hamlin	

began	his	“Dinny’s	Family	Album”	collectable	insert	panels	that	provided	information	

about	real	dinosaurs,	although	he	did	not	use	the	occasion	to	point	out	that	tens	of	

millions	of	years	separate	dinosaurs	and	early	humans;	we	might	note	that	the	Late	

Jurassic	(ca.	150	mya)	Ceratosaurus	(misspelled	by	Hamlin)	did	not	actually	jump	like	a	

kangaroo	nor	would	have	stood	upright	with	its	tail	trailing	on	the	ground	behind	it.		In	

the	rest	of	this	initial	Sunday	Alley	Oop	strip,	we	can	see	Hamlin	using	his	fanciful	

prehistoric	setting	as	a	way	to	satirize	contemporary	American	life.		After	comically	

chancing	upon	a	windfall	of	dinosaur	meat,	Oop	and	his	friend	Foozy	decide	to	turn	it	

into	a	commodity	to	trade	for	axes	and	spears,	with	Foozy	poetically	hawking	the	goods	

in	front	of	a	painted	sign.		Off	to	the	side	in	the	Yinal	panel,	Ooola—Alley	Oop’s	Betty-

Boop	lookalike	girlfriend	(modeled	after	Hamlin’s	wife	Dorothy)—and	her	friend	are	

oohing	and	aahing	over	the	two	cavemen.		Note	that	the	two	women,	attired	in	short	

Jazz	Age	Flapper	dresses,	are	depicted	as	fully	modern	homo	sapiens.		

	 [One	wonders	if	Jean	Auel	got	the	idea	for	Clan	of	the	Cave	Bear	from	Alley	Oop!]	

	 A	month	later,	Hamblin	submitted	an	Alley	Oop	Sunday	strip	(Fig.	802)	in	which	

the	“Dinny’s	Family	Album”	insert	panel	correctly	states	that	dinosaurs	had	disappeared	

millions	of	years	before	the	wooly	mammoth.		In	the	storyline	to	this	strip,	Hamlin	

continued	to	use	his	prehistoric	setting	to	satirize	contemporary	American	life,	in	this	

case	women’s	concern	with	their	physical	appearance:		the	beautiful	Ooola	is	being	

stalked	by	the	decidedly	homely	princesses	Wootietoot	who	wants	to	know	Ooola’s	

beauty	secrets;	after	Ooola	says	that	she	“tries	to	keep	myself	looking	nice”	and	uses	a	

reYlecting	pool	to	check	how	she	looks,	Wootietoot	bends	over	the	pool—in	a	radically	

offset	panel	reminiscent	of	Narcissus	peering	at	his	reYlection	(cf.	Fig.	217)—only	to	be	

shocked	that	her	appearance	does	not	match	the	ideal	of	20th-century	American	

feminine	beauty.	
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Fig.	802.	V.	T.	Hamlin,	Alley	Oop,	21	Oct,	1934.	
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Fig.	803.		Jon	St.	Ables	Cover	art,	Lucky	Comics,	Aug.–Sept.,	1945	and	Feb.–March,	1946.	

	 In	1944,	the	Canadian	cartoonist	Jon	St.	Ables	began	his	Piltdown	Pete	comic	

strip,	which	appeared	in	the	Maple	Leaf	Publishing	comic	book	Lucky	(Fig.	803).		Like	

V.T.	Hamlin’s	Alley	Oop,	St.	Ables’	Piltdown	Pete	is	populated	with	domesticated	dinosaur	

transport,	hairy	Neanderthal	men,	and	gorgeous	homo	sapiens	women—Yot,	the	woman	

of	Pete’s	dreams,	resembles	a	Dorothy	Lamour	pin-up	girl	in	a	leopard-skin	two	piece.		

[We	might	note	that	“Piltdown	Pete”	is	a	reference	to	the	supposed	“missing	link”	half-a-

million-year-old	early	hominid	“Dawn	Man”	that	Charles	Smith	Woodward	claimed	to	

have	uncovered	in	1912	in	Pleistocene	gravel	beds	at	Piltdown	in	East	Sussex	and	that	

was	not	proven	to	be	a	hoax	until	1953.]	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺		

	 As	we	have	seen	with	the	cartoons	of	E.	T.	Reed	and	Oskar	Andersson	(Figs.	782–

783),	the	caveman-dinosaur	connection	has	also	long	been	a	feature	of	European	

comics.		While	it	is	outside	of	the	scope	of	these	essays	on	American	comics	about	the	

ancient	past	to	dwell	in	any	detail	on	these	European	caveman-dinosaur	cartoons	and	

comic	strips,	we	might	be	excused	for	presenting	a	few	examples	here:			
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Fig.	804.		Albert	Robida,	“Une	bonne	partie	de	chasse	à	l'époque	tertiaire,”	ca.	1900.	

	 The	French	illustrator,	caricaturist,	and	novelist	Albert	Robida	drew	a	turn-of-

the-century	satire	of	a	hunting	party	in	“l’epoque	tertiare”	that	features	a	dragon-

looking	dinosaur	(Fig.	804).		The	dinosaur	in	Georges	Léonnec’s	erotic	1912	La	Vie	

parisienne	cartoon	(Fig	805),	on	the	other	hand,	is	decidedly	more	friendly	and	Gertie-

like.	

�623



Fig.	805.		Georges	Léonnec,	“L’Histoire	gallant:	Le	
Chapitre	des	baignoires,”	La	Vie	parisienne,	1912.	

	 Dinosaurs	have	also	appeared	in	European	youth	magazine	stories	about	the	

Paleolithic	past.		For	instance,	Maurice	Cuvillier’s	“The	Adventures	of	Ra	and	Ta,	Stone	

Age	schoolchildren”	(Fig.	806)	and	Pouf’s,	“Iroh,	l’enfant	des	cavernes”	(Fig.	807),	

published	in	the	French	magazine	Guignol	Cinema	de	la	jeunesse,	are	populated	with	

some	not	so	terribly	threatening	dinosaurs.		The	1933	“Cave-Boy	Erek"	story	by	the	

Scottish	adventure	author	Dugald	Matheson	Cumming-Skinner	(who	wrote	under	the	

pseudonym	Douglas	Dundee),	has	a	tamed	dinosaur	that	can	be	ridden	(Fig.	808).	

Fig.	806.		Maurice	Cuvillier,	Detail	from	“The	
Adventures	of	Ra	and	Ta,	Stone	Age	schoolchildren,”	
Guignol	Cinema	de	la	jeunesse,	6	May,	1928.	
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Fig.	807.		Pouf,		“Iroh,	l’enfant	des	cavernes,”	Guignol	Cinema	de	la	jeunesse,	19	May,	1933.	

Fig.	808.		Douglas	Dundee	(Dugald	Matheson	Cumming-Skinner),	
“Cave-Boy	Erek,"	The	Triumph,	The	Boys’	Best	Story	Paper,	1933.	
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☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺		

Fig.	809.		Michael	Maslin,	The	New	Yorker,		 				Fig.	810.		Frank	Cotham,	The	New	Yorker,	
14	April,	2008.		 	 	 	 				13	April,	2020.	

	

Fig.	811.				Max	Garcia,	Sunny	Street,	2013.	 				Fig.	812.		Bill	Abbott,	Spectickles,	27	Aug.,	2019.	
	

Fig.	813.		Mark	Anderson,	Andertoons.		From	“KoProFagO”	2020.	
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	 For	better	or	worse,	the	cartoon	cliché	of	100	million-year-old	dinosaurs	living	

with	20,000	year-old	cavemen	seems	to	be	here	to	stay,	from	the	threatening	dinosaurs	

in	Michael	Maslin’s	and	Frank	Cotham’s	New	Yorker	cartoons		(Figs.	809–810)	to	Bill	

Abbott’s	domesticated	pet	(Fig.	812,	wearing	the	angled	glasses	typical	of		Abbott’s	

cartoons)	and	Max	Garcia’s	turn-the-tables	cartoon	(Fig.	811),	where	the	dinosaur,	

dressed	in	shirt	and	tie	and	outYitted	with	pocket-protector	and	briefcase,	is	the	owner	

and	the	saber-toothed	tiger	is	the	pet	leaving	a	dead	caveman	on	the	doorstep.		

Occasionally,	we	Yind	cartoonists	like	Mike	Peter	(Figs.	742–743)	and	Mark	Anderson	

(Fig.	813)	who	help	to	correct	this	mistaken	belief	that	their	fellow	cartoonists	

perpetuate.	

					The	Representation	of	Prehistory	in	Comics	

	

Fig.	814.		Photograph	of	the	exhibition,	Prehistòria	i	Còmic,	Museu	de	Prehistòria	de	València,		
14	June,	2016–8	Jan.,	2017.	
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	Fig.	815.		Front	cover	to	Fabrice	Douar	and		 						Fig.	816.		Poster	for	exhibition	Archéo-BD,	A	la		 	
	Jean-Luc	Martinez,	L’	Archéologie	en	bulles,			 						croisée	de	l'archéologie	et	de	la	bande	dessinée,		
	Musée	du	Louvre,	2018.	 	 	 						Service	Archéologique	de	Melun,	2018–2019.	

	 How	prehistory	has	been	represented	in	comics	has	recently	become	a	hot	topic	

both	in	archaeological	and	in	comics	studies	academic	circles,	especially	in	Europe	[cf.,	

e.g.,	Ruiz	Zapatero	(1997),	Ruiz	Zapatero	(2005),	Toussaint	(2011),	Swogger	(2012),	

Blanc-Hoáng	(2014),	Moreels	and	García	Arranz	(2017),	Sétrin	and	Pozo	(2017),	and	

Douar	and	Martinez	(2018).]		The	topic	has	even	penetrated	into	the	museum	world,	

with	a	traveling	exposition	on	the	subject,	Prehistòria	i	Còmic,	held	at	various	locations	

in	Valencia,	Spain,	between	2016	and	2019	(Bonet	Rosado	and	Pons	Moreno,	2016,	Fig.	

814).	Related	museum	exhibitions	on	the	relationship	between	comics	and	archaeology	

include	L’	Archéologie	en	bulles,	a	show	mounted	in	the	Petite	Galerie	of	the	Louvre	in	

2018	(Fig.	815),	and	Archéo-BD,	A	la	croisée	de	l'archéologie	et	de	la	bande	dessinée,	held	

in	Melun,	France,	between	Nov.,	2018	and	Jan.,	2019	(Fig.	816).	

	 Much	of	recent	scholarship	on	comics	and	archaeology	has	been	directed	to	an	

examination	of	how	antiquity	has	been	misrepresented	in	comics—such	as	we	have	

seen	with	our	survey	of	cartoons	about	cavemen	and	dinosaurs.		One	example	of	this	

reevaluation	relevant	to	our	study	is	Obelix,	the	super-strong	Gallic	warrior	from	René	

Goscinny’s	and	Albert	Uderzo’s	long-running	comic	Astérix	le	Gaulois	who	sculpts	and	

delivers	his	own	menhirs	(Fig.	817);	as	Didier	Pasamonik	has	noted,	creating	menhirs—

the	megalithic	standing	stone	monuments	erected	across	northwestern	Europe	

(especially	in	what	is	now	France)	in	the	mid-3rd	millennium	BCE—is	an	anachronism	in	
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a	cartoon	about	the	Roman	Gallic	Wars	of	50	B.C.E.		The	expropriation	of	prehistoric	

menhirs	as	Gallic	creations	is	in	line	with	what	Henri-Simon	Blanc-Hoáng	has	identiYied	

as	Astérix’s	nationalist	“Gaullists/sovereignists”	attitude	towards	the	foundational	myth	

of	the	French	nation-state.	

Fig.	817.		Obelix,	from	Astérix	le	Gaulois,	created	by	René	Goscinny	and	Albert	Uderzo.		

	 Another	main	trend	in	contemporary	scholarship	has	been	an	examination	of	the	

role	that	comics	can	play	in	accurately	representing	what	we	know	about	the	prehistoric	

past	from	the	archaeological	record.		Not	surprisingly,	given	the	high	regard	in	which	

bande	dessinée	are	held	in	France	and	given	that	country’s	rich	Paleolithic	archaeological	

record,	French	comics	artists	have	taken	a	lead	role	in	this	endeavor.		Of	particular	note	

are	the	Chroniques	de	la	nuit	des	temps,	(“Chronicles	of	the	Night	of	Times”)	comics	

created	by	André	Houot	between	1987	and	1994	(Figs.	818–819),	which	have	received	

high	praise	for	the	accuracy	in	their	portrayal	of	life	in	the	Paleolithic	and	Mesolithic	

ages.	
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Fig.	818.		From	André	Houot,	Chroniques	de	la								Fig.	819.		From	André	Houot,	Chroniques	de	la	
nuit	des	temps,	1.	Le	Couteau	de	pierre	(“The		 								nuit	des	temps,	3.		On	a	marché	sur	la	terre		
Stone	Knife”),	Fleurus,	1987.	 	 	 								(“We	Walked	on	Earth”),	Le	Lombard,	1990.	

	

Fig.	820.		From	Priscille	Mahieu	and	Éric	Le	Brun,	Ticayou,	Chasseur	de	la	préhistoire	(Prehistoric	
Hunter),	Totem,	5	Nov.,	2009.	

	 Also	notable	is	the	work	of	Éric	Le	Brun,	who,	beginning	in	2009,	worked	with	

the	comic	artist	Priscille	Mahieu	to	create	Ticayou	(Fig.	820),	a	series	of	children’s	comic	

books	that	humorously	portrays	the	life	of	“un	petit	Cro-Magnon”	child	in	a	manner	that	

avoids	inaccurate	cartoon	caricature	clichés	about	the	Paleolithic	world.		Le	Brun	went	

on	to	create	three	volumes	of	L’art	préhistorique	en	bande	dessinée	between	2012	and	

2018	(Fig.	821),	which	uses	cave	art	from	Chauvet,	Lascaux,	Altamira,	and	other	sites	to	
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present	in	comic-book	form	accurate	portrayals	of	the	Aurignacien,	the	Gravettien	and	

Solutréen,	and	the	Magdalénien	periods	of	the	Paleolithic.	
	

Fig.	821.		Covers	to	Éric	Le	Brun,	L’art	préhistorique	en	bande	dessinée,	(Glénat,	2012–2018).	
	

Fig.	822.		Cover	and	page	from	David	Prudhomme,	Emmanuel	Guibert,	Pascal	Rabaté,	Jean-Marc	
Troubet,	Marc-Antoine	Mathieu,	and	Etienne	Davodeau,	Rupestres,	Futuropolis,	2011.	

	 Yet	another	signiYicant	French	comic	book	series	about	the	Paleolithic	is	

Rupestres!,	a	Futuropolis	publication	by	six	comics	artists—David	Prudhomme,	

Emmanuel	Guibert,	Pascal	Rabaté,	Jean-Marc	Troubet,	Marc-Antoine	Mathieu,	and	

Etienne	Davodeau—who	produced	their	interpretations	of	Paleolithic	art	after	they	had	

banded	together	to	visit	a	number	of	French	caves	(Fig.	822).	
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Fig.	823.		Poster	and	panel	from	Préhistoire	de	la	bande	dessinée	et	du	dessin	animé,	2008–2009.	
	

Fig.	824.		Engraving	of	an	ibex,	from	the	rock	shelter	of	Colombier	(Ardèche)	and	a	carved	
plaque	with	a	horse,	from	Le	Marche,	after	Azéma	(2008).	

	 Another	signiYicant	development	in	the	exploration	of	the	intersection	of	comics	

and	Paleolithic	art	is	the	work	of	Marc	Azéma,	the	French	prehistorian	who	examined	

the	multiple	representations	of	animal	body	parts	on	engraved	Paleolithic	rock	art	and	

suggested	that	they	were	meant	to	represent	movement.		Using	line	drawings	of	these	

multiple	body-part	representations,	Azéma	created	animations	that	he	presented	at	an	

exhibition,	Préhistoire	de	la	bande	dessinée	et	du	dessin	animé,	held	at	Orgnac-L-Aven	in	

2008	and	at	Cabrerets	in	2009	(Fig.	823).		Azéma’s	animations,	which	depict	bisons,	
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ibexes,	and	horses	running	and	nodding	their	heads	(Fig.	824),	are	quite	convincing,	

resembling	Eadweard	Muybridge’s	pioneering	photographs	of	animal	locomotion,	and	

one	can	imagine	that,	if	one	were	in	a	cave	or	rock	shelter	looking	at	these	carvings	by	

the	Ylickering	light	of	a	Paleolithic	animal-fat	lamp,	the	multiple	representations	would	

indeed	have	conveyed	a	sense	of	motion.	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	

	 Marc	Azéma’s	suggestion	that	Paleolithic	engravings	were	an	early	form	of	

cartoon	animation	brings	up	the	issue	of	what	Thierry	Groensteen	has	called	the	

“Lascaux	hypothesis”—the	notion	that	the	origin	of	comics	are	to	be	found	in	Paleolithic	

cave	paintings.		In	an	article	printed	in	a	special	2017	edition	of	Yale	French	Studies	

(Bande	Dessinée:		Thinking	Outside	the	Boxes),	Groensteen	takes	issue	with	Gérard	

Blanchard’s	1969	book	La	bande	dessinee.		Histoire	des	histoires	en	images	de	la	

prehistoire	a	nos	jours	(“Comics:	History	of	picture	images	from	prehistory	to	the	

present”),	which	posited	a	continuum	of	“picture	stories”	from	Paleolithic	cave	

paintings,	to	the	Egyptian	Book	of	the	Dead,	to	the	bas-reliefs	on	Trajan’s	Column,	to	the	

Bayeux	Tapestry,	to	medieval	woodcuts,	and	all	the	way	to	comics.		Groensteen	disagrees	

with		“.	.	.	the	assertion,	not	theoretically	justiYied,	that	since	all	picture	stories	are	in	a	

direct	line	of	descent,	we	have	to	go	back	to	the	origins	of	art	in	order	to	grant	comics	

their	rightful	place	within	that	line.”		Groensteen	maintains	that	the	“.	.	.	delving	back	into	

the	‘distant	past’	for	antecedents	assumed	to	bolster	the	cultural	status	of	comics”	is	

motivated	by	an	inferiority	complex:		“.	.	.	long	conYined	within	children’s	publishing,	

viliYied	by	educationalists	and	lacking	cultural	recognition,	comics	have	logically	sought	

compensation	by	latching	onto	anything	that	could	get	them	out	of	their	rut.”		[For	more	

on	the	“high/low	art”	debate	about	comics,	see	the	“High	Art	Lowdown”	section	in	the	

above	“Comic	Art	in	Museums	and	Museums	in	Comic	Art”	essay.]		Groensteen’s	main	

criticism	of	the	“Lascaux	hypothesis”	is	that	lumping	all	“picture	stories”	together	denies	

assessing	comics	as	a	distinct	form	of	art	in	its	own	right.	
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Fig.	825.		Scott	McCloud,	Understanding	Comics,	1993.	p.	141.		

Fig.	826.		From	Will	Eisner,	Graphic	Storytelling	and	Visual	Narrative,	2008	(1996),	p.	1.	
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	 Within	English-language	comics	scholarship,	the	“Lascaux	hypothesis”	has	been	

promulgated	by	Scott	McCloud	(Fig.	825)	and	Will	Eisner	(Fig.	826),	both	of	whom	view	

prehistoric	cave	art	as	a	form	of	visual	story-telling.		[Note	that,	much	like	Harry	Bliss’	

1999	New	Yorker	cover	(Fig.	193),	McCloud	has	lumped	together	scenes	from	Lascaux,	

dating	to	the	early	Magdalenian	period	(ca.	17,000	years	ago)	together	with	much	later	

Spanish	Levantine	rock-shelter	paintings,	which	date	to	the	Mesolithic	and	Neolithic	

periods	(ca.	10,000	to	5,500	years	ago);	Eisner’s	cave	painting	is	more	purely	in	the	style	

of	Spanish	Levantine	rock-shelter	art,	although	his	hairy,	bow-legged	story-teller	looks	

more	like	a	Neanderthal,	which	went	extinct	20,000	years	earlier.]	

	 Naturally,	cartoonists	have	found	ways	of	poking	fun	at	the	“Lascaux	hypothesis.”		

The	Chilean	cartoonist	Gojko	Franulic	(aka	Sephko),	for	instance,	ridicules	the	idea	that	

older	is	always	better	(Fig.	827),	while	Reza	Farazmand	(Fig.	828)	and	Mick	Steven	

(Fig.	829)	lampoon	the	idea	that	cave	paintings	were	early	forms	of	cartoons.	

Fig.	827.		Sephko	(Gojko	Franulic),	4	Nov.,	2014.		
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Fig.	828.		Reza	Farazmand,	Poorly	Drawn	Lines,	18	Aug.,	2014.	

	

Fig.	829.	Mick	Steven,	The	New	Yorker,	22	Dec.,	2014.	
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☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺		

	 As	long	as	we	have	strayed	into	the	“Lascaux	Hypothesis,”		I	might	be	permitted	

another	short	excursion	about	a	possible	ancient	analogue	to	the	sequential	narrative	

form	of	comics	that	has	not	been	mentioned	in	comics	scholarship	literature	to	date.		In	

doing	so,	I	do	not	want	to	suggest	that	there	is	any	sort	of	direct	connection	between	

ancient	visual	narration	and	the	comic	form.		As	is	now	Yirmly	established	within	comics	

scholarship,	the	earliest	form	of	comics	were	the	captioned	caricatures	published	by	

Rodolphe	Töpffer	in	1837,	from	whence	a	direct	line	can	be	traced	to	the	full	

development	of	the	comic	strip	form	with	the	publication	of	Richard	Outcault’s	Yellow	

Kid	in	1895.		As	Jennifer	Babcock	put	it	in	her	2012	International	Journal	of	Comics	

article	about	the	connection	of	comics	to	ancient	Egyptian	Yigured	ostraca:	

Although	there	are	many	parallels	between	modern	day	comics	and	the	
parodic	ostraca,	one	should	not	be	quick	to	label	[them]	as	“comic	art.”	
Instead,	one	should	recognize	that	these	objects	and	images	at	least	serve	
as	a	good	analogy	to	our	conception	of	comics	.	.	.	Furthermore,	to	label	
these	images	as	“comics”	rather	than	as	analogies	to	modern	day	comics	is	
also	unfair	to	comics	scholarship,	since	it	would	further	muddle	current	
and	future	attempts	to	understand	what	makes	the	comics	medium	unique.	

	 Although	visual	narration	in	the	art	of	Classical	Greece	and	ancient	Rome	has	

been	a	subject	of	intense	scholarly	interest	of	late,	this	aspect	of	classical	scholarship	has	

not	crossed	over	into	comics	scholarship,	which,	among	works	of	classical	art,	has	

singled	out	only	Trajan’s	Column	as	a	possible	precursor	of	the	comics	form.		It	is	

understandable	that,	in	looking	at	classical	art	for	precursors—or	at	least	analogues—to	

the	comic	strip,	comics	scholars	would	have	turned	to	Trajan’s	Column,	which	has	been	

on	continual	public	display	in	the	central	area	of	Rome	since	Trajan	erected	it	in	his	new	

forum	in	113	C.E.	to	celebrate	his	victories	in	the	Dacian	Wars	(and	after	it	was	

repurposed	in	1587	by	Pope	Sixtus	V	to	support	a	statue	of	St.	Peter).		It	is	less	clear	why	

the	Telephos	Frieze—the	Hellenistic	(ca.	180-160	BCE)	marble	sculptural	relief	panels	

that	formed	part	of	the	Great	Altar	of	Pergamon	and	that	have	been	on	display	in	the	

Pergamonmuseum	of	Berlin	since	1901—has	not	been	mentioned	by	comics	scholars;	

this	oversight	is	particularly	surprising	as	the	Telephos	Frieze	Yigures	so	prominently	in	

the	work	of	classical	scholars	examining	the	origins	of	continuous	visual	narration	(cf.	

Pollitt,	1986,	Stewart,	1996,	and	Seaman,	2020).	
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Fig.	830.		A	mid-2nd	century	B.C.E.	“Homeric”	bowl	in	the	
Antikensammlung	Staatliche	Museum	zu	Berlin	Preussischer	
Kulturbesitz	(3161n).		Top,	from	Mertens,	2019,	p.	156,	Yig.	14;	
bottom,	drawing	after	Roberts	1890,	p.	8,	Yig.	A.	

	 While	the	social	context	of	monumental	sculpted	marble	reliefs	sponsored	by	

kings	and	emperors	is	clearly	not	analogous	to	modern	comics	printed	on	ephemeral	

paper,	another	class	of	ancient	Greek	material	culture	is:		the	so-called	“Homeric”	bowls	

of	ca.	175-125	B.C.E.	(cf.	Sinn,	1979).		A	sub-class	of	mold-made	relief	ware	known	by	

the	misnomer	Megarian	bowls,	“Homeric”	bowls	were	formed	by	pressing	clay	against	

the	inside	of		pre-made	molds—a	technique	which	allowed	for	the	mass	production	of	

Yigural	decoration,	in	contrast	to	the	much	more	laborious	earlier	technique	of	hand-

painting	the	decoration	on	a	vase	prior	to	its	Yiring.		Recognized	as	a	class	by	Carl	Robert	

in	1890,	“Homeric”	bowls	feature	Yigural	decoration	in	low	relief	and	lines	of	text—some	
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with	verses	from	Homer	and	other	with	lines	from	Greek	tragedy.		An	example	from	the	

Antikensammlung	Staatliche	Museum	in	Berlin	(Fig.	830),	for	instance,	shows	scenes	of	

Odysseus	slaying	the	suitors	after	his	homecoming	to	Ithaca,	together	with	snippets	of	

dactylic	hexameter	verses	from	Book	XXII	of	the	Odyssey.		The	German	scholar	Ulrich	

Hausmann	has	suggested	that	these	“Homeric”	bowls	are	inexpensive	terra-cotta	

versions	of	now	lost	silver	bowls	with	incised	decoration;	Hausmann	believes	that	the	

images	on	these	silver	originals	derived	from	painted	decorations	on	papyri	scrolls.	

	 The	parallels	between	“Homeric”	bowls	and	comics	are	striking.		“Homeric”	

bowls	are	“multimodal,”	combining	texts	and	images.		Like	modern	day	comics,	they	

were	intended	for	a	literate	consumer—in	this	case,	one	who	had	a	“culturally	bound	

background	knowledge”	of	centuries-old	Homeric	and	tragic	poetry.		As	inexpensive	

objects	of	little	intrinsic	value,	“Homeric”	bowls	could	be	tossed	away	when	broken,	just	

as	most	comics	end	up	in	the	recycling	nowadays;	the	only	complete	examples	of	

“Homeric”	bowls	that	have	survived	until	today	are	those	that	had	been	placed	in	tombs.			

[One	wonders	if,	in	the	distant	future,	some	comics	might	similarly	survive	if	they	had	

been	put	in	a	buried	time	capsule!]	

	 As	intriguing	as	these	parallels	between	“Homeric”	bowls	and	comics	are,	it	is	

important	to	reiterate	that,	as	with	other	forms	of	ancient	visual	narration,	the	

resemblances	are	merely	coincidental	and	that	there	is	no	historical	connection	

between	“Homeric”	bowls	and	comic	strips.		“Homeric”	bowls	are	not	ancient	comic	

strips:		while	there	is	a	narrative	content	involved,	the	bowls	do	not	“tell”	a	story.		

Instead,	they	are	merely	visual	and	textual	references	to	a	story	that	the	consumer	

already	knows.		As	such,	they	more	resemble	the	coffee	mugs,	action	Yigures,	tee	shirts,	

and	other	“merch”	produced	under	license	by	comic	book	companies	like	Marvel	Comics	

or	D.C.	Comics	and	sold	to	fans	of	their	comic	books	and	movies.	

		

					Comics	and	Archaeology	

Comics	and	archaeology	should	be	natural	cousins.	.	.	.	What	is	perhaps	
surprising	is	how	limited	a	role	comics	have	so	far	played	in	either	formal	
or	informal	archaeological	discourse	–	particularly	given	the	fact	that	
archaeology	is	a	highly	visual	science,	and	the	presentation	of	archaeology	
depends	to	a	great	extent	on	visualising	specialist	concepts	and	practices.		
.	.	.	[Archaeology	uses]	the	language	of	visual	explanation,	and	it	is	used	
just	as	much	in	professional	discourse	as	public	presentation.	
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	 Thus	John	G.	Swogger	begins	his	“The	Sequential	Art	of	the	Past:	Archaeology,	

comics	and	the	dynamics	of	an	emerging	genre”	2012	post	in	the	Comics	Forum	web	site.		

The	familial	relationship	posited	by	Swogger,	a	British	archaeological	illustrator	and	

comics	artist,	encompasses	both	how	the	past	is	represented—such	as	with	André	

Houot’s	or	Éric	Le	Brun’s	innovative	representations	of	the	Paleolithic	age	(Figs.	818–

821)—as	well	as	how	the	archaeological	process	is	communicated.		Swogger’s	call	for	a	

closer	association	between	comics	art	and	the	discipline	of	archaeology	is	in	line	with	a	

larger	movement	in	archaeological	theory	to	examine	the	role	of	visual	representations	

in	archaeological	practice.		As	Stephanie	Moser	and	Clive	Gamble	noted	in	their	1997	

article	on	“The	Iconic	Vocabulary	for	Representing	Human	Antiquity”:	

Archaeology	does	not	yet	take	its	visual	language	very	seriously.	
Unlike	geology,	which	discovered	the	importance	of	its	visual	
language	some	years	ago	.	.	.	,	it	is	only	now	being	realized	in	
archaeology	just	how	many	of	our	arguments	about	the	past	are	
presented	as	images.	These	range	from	the	convention	of	the	
scientiYic	specimen,	such	as	a	technical	drawing		of	a	Ylint	implement,	
to	the	visual	jargon	of	a	Harris	matrix	or	a	section	drawing,	to	full-
blown	reconstructions	of	life	as-it-was	in	the	past.		

Similarly,	John	Kantner	begins	his	editorial	introduction	to	a	special	issue,	“Cartoons	in	

Archaeology,”	of	a	2005	volume	of	the	Society	for	American	Archaeology’s	The	SAA	

archaeological	record:		

How	many	times	have	we	heard	“archaeology	is	a	visual	discipline”?	
Our	textbooks	are	full	of	imagery,	site	reports	include	innumerable	
photographs,	PowerPoint	presentations	are	used	routinely	in	
classrooms	(and	now	our	professional	meeting)	.	.	.	To	help	bring	the	
past	to	life,	we	create	three-dimensional	models	and	illustrate	
artistic	reconstructions	of	past	material	culture,	and	we	routinely	
represent	our	discipline	in	television	documentaries.	The	vast	
majority	of	archaeologists	clearly	embrace	the	use	of	visual	media	to	
represent	what	we	do	and	to	evoke	ideas	of	what	the	past	was	like.		

	 In	a	2014	e-panel	discussion	by	six	archaeologists	who	use	the	comics	medium,	

John	Swogger	gives	an	example	from	his	own	work	of	the	dual	role	comics	can	play	in	

the	dissemination	of	archaeological	research:		in	a	page	from	his	publication	on	the	

archaeological	material	found	in	the	peat	bogs	by	the	lake	Llyn	Cerrig	Bach	on	the	Welsh	

island	of	Angelsey	(Fig.	831),	Swogger	reconstructs	in	comic	form	both	the	ancient	

context	of	the	votive	offerings	deposited	in	the	lake	from	about	300	B.C.E.	to	100	C.E.	as	

well	as	the	new	remote	sensing	techniques	archaeologists	are	currently	using	to	
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investigate	the	site.		Another	example	of	this	dual	role	comics	can	play	in	the	

dissemination	of	archaeological	research	is	Les	Esclaves	oubliés	de	Tromelin,	the	comic	

that	the	artist	Sylvain	Savola	created	after	joining	an	archaeological	mission	to	the	tiny	

Indian	Ocean	island	of	Tromelin,	where,	in	1760,	a	group	of	black	slaves	from	

Madagascar	were	marooned	after	the	ship	that	was	carrying	them	was	shipwrecked	and	

the	crew	abandoned	them	to	fend	for	themselves	in	the	desolate	land	for	Yifteen	years	

before	they	were	rescued;	Savola’s	rendition	(Fig.	832)	depicts	both	what	the	

archaeologists	discovered	of	the	remains	of	the	structures	the	slaves	built	and	the	

artifacts	they	left	behind	as	well	as	an	imaginative	reconstruction	of	what	their	lives	

might	have	been	like	as	they	struggled	to	survive.	

Fig.	831.		John	Swogger,	Page	from	Llyn	Cerrig	Bach	(CADW	–	Welsh	Government	
Historic	Environment	Service),	2014.		From	Swogger,	Feb.,	2014.	
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Fig.	832.		Sylvain	Savoia,	Les	Esclaves	oubliés	de	Tromelin,	2015,	plates	72	and	82.		From	Douar	
and	Martinez,	2018,	pp.	24–25.	

	 Another	signiYicant	use	of	the	comics	medium	in	archaeology	is	the	South	African	

archaeologist	Johannes	Loubser’s	2003	Archaeology.		The	Comic.		For	this	introduction	to	

the	discipline	of	archaeology,	Loubser	incorporates	cartoon	imagery	that	supplements,	

rather	than	merely	illustrates,	the	text.		Imagine,	for	instance,	how	much	information	

would	be	lost	in	his	passage	on	site-formation	processes	(Fig.	833)	if	the	images	of	

people	modifying	the	landscape	over	time	and	the	accompanying	stratigraphic	cross-

sections	were	omitted!			

	 [I	wish	that	Loubser’s	comic	was	around	when	I	was	Yirst	studying	archaeology,	

or	when	I	was	teaching	introductory	archaeology	courses!]	
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Fig.	833.		Johannes	H.	N.	Loubser,	Archaeology.		The	Comic,	2003,	p.	47.	

	 In	speaking	of	comics	and	the	representation	of	antiquity,	one	would	be	remiss	

not	to	mention	Larry	Gonick’s	wonderfully	entertaining	The	Cartoon	History	of	the	

Universe	(Fig.	834).		Originally	put	out	in	fascicles	in	the	1980’s	by	the	San	Francisco-

based	underground	comix	publisher	Rip	Off	Press,	Gonick’s	comics	were	later	

republished	by	Doubleday	in	the	1990’s.		Gonick’s	quirky,	but	well	researched,	overview	

of	world	history	is	presented	in	humorously	satirical	cartoons,	such	as	with	the	example	

Gonick	has	posted	on	his	website	of	the	“attitude	problem”	of	early	Christians	in	the	

Roman	Empire	who	condemned	Romans	to	eternal	damnation	for	believing	in	false	gods	

while	at	the	same	time	espousing	love	for	their	neighbors.	
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Fig.	834.		Larry	Gonick,	cover	to	The	Cartoon	History	of	the	Universe	I,	and	page	from	The	
Cartoon	History	of	the	Universe	II.	
	 	
☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	

	 As	Paul	Bahn	quipped	in	his	1992	article	“Bores,	Bluffers	and	Wankas:	Some	

Thoughts	on	Archaeology	and	Humour,”	which	appeared	in	a	special	“Digging	for	

Laughs”	issue	of	the	Archaeological	Review	from	Cambridge:		“As	anyone	who	frequents	

them	knows,	archaeologists	are	a	pretty	boring	crowd	on	the	whole.	.	.	.	To	the	public,	

the	image	of	the	archaeologist—rightly	or	wrongly,	but	mostly	rightly—is	that	of	an	

eccentric,	humorless	bore.”		While	we	will	come	back	to	the	question	of	how	the	public	

perceives	archaeologists	in	the	Yirst	section	of	the	“Digging	the	Past”	essay	below,	we	can	

just	note	here	that,	judging	from	comics	used	in	the	dissemination	of	archaeological	

research,	the	image	of	the	humorless	archaeologist	might	seem	justiYied.	

	 But	such	an	impression	is	most	decidedly	wrong.			

	 As	John	Kantner	noted	in	2005:	

It	is	therefore	not	surprising	that	archaeology	is	also	well	
represented	in	cartoons.	From	comical	representations	of	the	
practice	of	archaeology	to	more	realistic	(if	not	always	real)	stories	
of	the	past,	cartoons	have	played	an	important	role	in	our	discipline.	
How	many	archaeologists	have	never	seen	the	Calvin	and	Hobbes	
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strip	where	Calvin	exclaims,	“Archaeologists	have	the	most	mind-
numbing	job	on	the	planet”?	[	Cf.	Fig.	867	below]	Who	among	us	has	
not	placed	Far	Side	strips	on	our	ofYice	doors,	or	created	impromptu	
cartoons	in	our	Yield	notebooks?		

And	if,	as	we	will	see	below,	the	discipline	of	archaeology	has	engendered	many	a	

cartoon	cliché,	archaeologists	themselves	have	played	an	active	role	in	creating	

humorous	cartoons	about	themselves.	

	 The	propensity	of	archaeologists	to	make	fun	of	themselves	in	cartoons	can	

especially	be	seen	in	Shovel	Bums,	an	archaeological	“zine”	created	by	the	archaeologist	

Trent	de	Boer	in	1997,	the	Yirst	eight	issues	of	which	were	republished	by	AltaMira	Press	

in	2004.		[The	title	refers	to	the	self-deprecating	name	American	cultural	resource	

management	(CRM)	archaeologists	have	adopted	for	themselves	to	reYlect	the	

difYiculties	they	have	in	eking	out	a	career	as	contract	archaeologists.]		As	de	Boer	

remarked	in	the	2005	SAA	special	publication	“Cartoons	in	Archaeology”:	

From	the	beginning,	humor	has	played	a	major	role	in	Shovel	Bum	[.	.	.].	
Having	a	sense	of	humor	in	the	Yield	is	a	valuable	coping	mechanism,	as	
anyone	who	has	spent	time	in	inclement	weather	trying	to	Yill	out	
paperwork	understands.	A	good	sense	of	humor	can	get	you	through	the	
particularly	unrewarding	CRM	projects,	such	as	shovel	testing	suburban	
front	yards—the	kinds	of	projects	that	make	you	question	your	initial	
decision	to	become	an	archaeologist.	Every	shovel	bum	worth	his	or	her	
salt	has	dozens	of	good,	usually	hilarious,	Yield	stories,	and	Shovel	Bum	
has	long	served	as	a	clearinghouse.		

On	the	other	hand,	Shovel	Bum	is	also	about	acknowledging	the	joys	of	
being	an	archaeologist	[.	.	.	].	The	old	phrase	“a	bad	day	in	the	Yield	is	
better	than	a	good	day	in	the	ofYice”	is	the	mantra	of	many	a	shovel	bum.	
It	is	not	uncommon	for	archaeologists	to	put	up	with	month	after	month	
of	dreary	ofYice	work	for	that	one	perfect	Yield	day	each	season.	The	most	
memorable	Yield	experiences	eventually	Yind	their	way	into	my	comix.		
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Fig.	835.		Troy	Lovata,	“How	to	Use	the	Tool,”	2000.		Reprinted	in	de	Boer,	2004,	p.	113.	
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Fig.	836.		Faith	Haney,	“Six	Things	I’ve	Never	Found	[A	True	Story],”	Shovel	Bum	#13,	2012,	p.	9.	

	 Two	Shovel	Bum	comic	strips	illustrate	how	archaeologists	can	make	fun	of	dig	

life.		Troy	Lovata’s	“How	to	Use	the	Tool”	(Fig.	835)	humorously	depicts	a	game	virtually	

every	archaeologist	has	played	at	some	point	in	their	digging	career—seeing	how	far	

one	can	extend	a	metal	tape	measure	before	it	bends.		[My	personal	record	is	1.78	

meters,	using	a	Stanley	TylonTM	5m.	metal	tape.]		[Troy	Lovata	famously	wrote	his	Ph.D.	

on	the	domestication	of	dogs	in	Pre-Columbian	America	as	a	comic	strip,	complete	with	

a	talking	dog	narrator;	Lovata	humorously	recounts	this	experience	in	his	2005	SAA	

article,	also	presented	as	a	comic	strip;	cf.	Fig.	848.]		Faith	Haney’s	“Six	Things	I’ve	

Never	Found	[A	True	Story]”	Shovel	Bum	comic	strip	(Fig.	836)	also	makes	fun	of	

something	nearly	every	archaeologist	has	experienced—the	inane	questions	one	is	

asked	about	the	most	exciting	thing	you	have	ever	dug	up.			

	 It	is	not	surprising	that	archaeologists,	who	are	used	to	sketching	vignettes	of	

their	excavations	in	their	Yield	notebooks,	sometimes	make	cartoons	of	dig	life.		But	it	
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seems	that	professional	illustrators	employed	on	excavations	have	a	special	afYinity	to	

the	comics	arts.		John	Swogger	is	a	notable	example	of	this	trend;	another	is	Glynnis	

Fawkes,	who	in	2001	published	Cartoons	of	Cyprus,	a	collection	of	cartoons	inspired	by	

her	experiences	when	working	on	excavations	in	the	East	Mediterranean.		Fawkes	uses	a	

feminist	perspective	to	humorously	record	both	the	joys	of	archaeology	(Fig.	837)	and	

the	trials	of	dig	life,	such	as	having	to	get	up	early	in	the	morning	or	having	to	deal	with	

summer	romances	among	fellow	diggers	(Fig.	838),	as	well	as	the	cultural	clash	

American	women	experience	when	working	in	countries	where	machismo	reigns	(Fig.	

839).	

Fig.	837.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	p.	26.	
	

Fig.	838.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	pp.	28	and	33.	
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Fig.	839.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	p.	27.	

	

Fig.	840.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	pp.	43.	
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Fig.	841.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	pp.	34–35.	

	 In	addition	to	cartooning	dig	life	in	general,	Fawkes	also	makes	“in-jokes”	that	

require	viewers	to	have	a	sophisticated“culturally	bound	background	knowledge”	of	

Cypriot	archaeology.		Only	those	well	versed	in	the	Yield	would	get,	for	instance,	Fawkes’	

“humorous	uchronía”	“my-child-of-six-could-do-that”	cartoon	about	the	ship	grafYiti	

carved	on	the	Late	Bronze	Age	ashlar	blocks	of	Temple	1	at	Kition	(Fig.	840)	or	smile	at	
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her	suggestion	that	the	Pithos	Hall	of	the	palatial	Building	X	at	Kalavasos-Ayios	

Dhimitrios	had	been	used	by	real	estate	agents	as	a	selling	point	or	that	its	ca.	1200	BCE	

destruction	was	the	result	of	youths	who	partied	when	their	parents	were	away	and	

then	removed	all	traces	of	their	Late	Mycenaean	IIIC	pottery		(Fig.	841).		[Full	

disclosure:		I	was	the	trench	supervisor	who	excavated	much	of	the	Pithos	Hall	under	

the	direction	of	Allison	South	at	Kalavasos-Ayios	Dhimitrios	in	the	early	1980’s;	these	

Fawkes’	cartoons	thus	particularly	strike	my	funny	bone!]	

					“Humorous	Uchronía”	of	Prehistory	

	 As	we	pointed	out	in	the	“Preface”	to	these	essays,	we	are	using		the	phrase	

“humorous	uchronía”	to	refer	to	the	creation	of	a	humorous	incongruity	through	the	

projection	of	contemporary	cultural	elements	onto	the	past;	we	do	so	to	differentiate	

this	type	of	humorous	temporal	anomaly	from	the	general	term	“uchronía,”	which	has	

come	to	denote	only	the	literary	genre	of	“alternate	history,”	such	as	Harry	Harrison’s	

1984	science-Yiction	novel	West	of	Eden,	with	its	alternate	universe	of	dinosaurs	and	

hominids	(Fig.	781).			We	have	seen	in	the	Part	II	essays	about	art-themed	cartoons	and	

comic	strips	that	the	“humorous	uchronía”	temporal	anomaly	is	occasionally	used	to	

create		funny	incongruities,	such	as	with	the	cartoons	that	transform	works	of	art	into	

“selYies”	(e.g..	Figs.	10,	36,	450–458	and	490);	other	examples	include	the	anomalous	

inclusion	of	contemporary	cultural	elements	in	the	art	of	Michelangelo	(Figs.	7–11),	

Picasso	(Figs.	20,	570–571),	Dalí	(Fig.	21),	Botticelli	(Fig.	472),		da	Vinci	(Fig.	473–

480),	Whistler	(Figs.	504–506),	and	van	Gogh	(Figs.	546–547,	551,	and	556).		

	 But,	if	“humorous	uchronía”	occasionally	pops	up	in	art-themed	cartoons,	it	is	the	

predominate	form	of	incongruity	humor	used	in	cartoon	gags	about	the	past.		While	the	

vast	majority	of	these	“humorous	uchronía”	cartoons	involve	the	projection	of	

incongruous	contemporary	cultural	elements	into	the	past,	there	are	other	“inverse	

humorous	uchronía”	cartoons,	such	as	with	Figs.	868–870	below,	where	the	present	is	

incongruously	re-presented	as	the	past,	or	with	the	future	archaeology	cartoons	(Figs.	

883–898),	where	the	present	is	humorously	misinterpreted	in	the	future.	

	 The	way	that	incongruous	contemporary	cultural	elements	are	projected	onto	

the	past	can	tell	us	a	great	deal	about	the	cultural	attitudes	of	both	the	cartoonists	and	

comic	strip	artists	who	are	making	those	projections	as	well	as	the	viewers	who	are	

laughing	at	their	jokes.		One	area	where	this	is	most	readily	apparent	is	with	gender	
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relations,	such	as	we	have	already	seen	with	the	sexualization	of	women	in	V.T.	Hamlin’s	

Alley	Oop	comic	strips	(Figs.	800–801)	and	Jon	St.	Ables’	Lucky	Comics	(Fig.	802).	

	

Fig.	842.		Fredrick	Opper,	Our	Antediluvian	Ancestors,	1903,	Fig.	40.	
	

Fig.	843.		Fredrick	Opper,	Our	Antediluvian	Ancestors,	1903,	Fig.	48.	

�652



	 Perhaps	the	clearest	rationale	for	incorporating	“humorous	uchronía”	into	

cartoons	about	the	prehistoric	past	was	articulated	by	Frederick	Burr	Opper,	the	

cartoonist	who	Yirst	introduced	“cavemen”	to	the	American	funny	pages;	as	Opper	writes	

in	the	introduction	to	his	1903	collection	of	cartoons,	Our	Antediluvian	Ancestors:	

In	that	dim	time	which	we	call	Prehistoric,	the	ordinary	man,	clothed	
sometimes	with	a	bear-skin,	and	sometimes	only	with	a	little	brief	authority,	
as	he	walked	about	or	sat	in	front	of	his	cave,	probably	thought	of	a	number	
of	things.		And	it	seems	to	me	that	his	thoughts	must	have	been	very	similar	
to	those	of	the	average	man	of	to-day.		He,	doubtless,	considered	whether	his	
wife	was	taking	proper	care	of	the	dwelling	and	the	children,	whether	his	
meals	were	well	cooked,	whether	he	could	get	the	better	of	some	neighbour	
in	a	stone-hatchet	trade,	and	whether	he	could	get	even	with	some	other	
neighbour	against	whom	he	had	a	grudge.		In	fact,	the	ordinary	man’s	mind,	I	
am	convinced,	worked	then	as	it	works	now,	and	was	occupied	with	the	
same	interests,	desires	and	emotions.	

I	have	tried	to	embody,	therefore,	in	these	pictures	of	the	sayings	and	doings	
of	“Our	Antediluvian	Ancestors”	this	belief	of	mine,	that	although	everything	
else	in	the	world	changes	constantly,	Human	Nature	has	not	changed,	is	not	
changing,	and	will	never	change.	

	 Today,	in	the	21st	century,	we	cringe	at	Offer’s	patriarchal	“a-woman’s-place-is-in-

the-cave”	attitude	and	his	“my-mother-could-cook-better”	joke	(Fig.	842).		Similarly,	few	

people	today	would	smile	at	his	sexist,	bourgeois	cartoon	about	a	caveman	having	to	

wash	the	dishes	because	the	cook	left	(Fig.	843).		

Fig.	844.		Dave	Coverly,	Speed	Bump,	7	March,	2007.	
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	 That	is	not	to	say,	however,	that	bourgeois	“humorous	uchronía”	cartoon	

projections	onto	prehistory	are	a	thing	of	the	past.		For	instance,	a	recent	Dave	Coverly	

Speed	Bump	cartoon,	which	uses	the	cliché	of	a	brochure-holding	patron	standing	in	

front	of	a	museum	display	(Fig.	844),	makes	a	joke	about	the	assumption	that	

employing	a	nanny	to	look	after	one’s	kids	might	be	part	of	Opper’s	unchanging	“Human	

Nature.”		

Fig.	845.	Two	stills	from	The	Flintstones.	

	 The	epitome	of	anachronistic,	“humorous	uchronía”	cartoon	Stone	Age	humor	is	

The	Flintstones,	the	Hanna-Barbara	animated	cartoon	series	which	aired	from	1960	to	

1966	and	which	has	continued	to	thrive	in	American	popular	culture	with	movie	spin-

offs,	trademarked	merchandise,	and	even	two	theme	parks!		Loosely	based	on	the	

television	sitcom	The	Honeymooners,	the	“uchronía”	humor	in	The	Flintstones	comes	

from	transporting	a	typical	1960’s	suburban	American	world	into	a	Paleolithic	past	(Fig.	

845),	such	as	with	two	couples	sitting	on	a	stone	couch	watching	television	[note	the	

“painting”	(resembling	post-Paleolithic	Spanish	Levantine	rock	art)	above	the	couch—a	

cliché	we	have	seen	in	Figs.	725–726]	or	a	husband	lighting	his	wife’s	cigarette	with	a	

Zippo	lighter	[one	of	the	sponsors	of	the	television	show	was	Winston	Cigarettes].		The	

Flintstone	household	reYlects	1960’s	American	cultural	norms	that	seem	archaically	

quaint,	if	not	outright	offensive,	to	us	now:		the	husband,	Fred	Flintstone,	goes	off	to	

work	everyday	[Fred	works	at	the	Slate	Rock	and	Gravel	Company	operating	a	bronto-

crane—very	much	like	how	brontosaurus	were	used	to	operate	elevators	in	Winsor	

McCay’s	comics	about	the	Land	of	the	Antediluvians]	while	the	svelte,	coiffured	wife	

Wilma	stays	at	home	where	she	takes	care	of	the	baby	and	pet	dionosaur—when	she	is	

not	out	shopping	and	spending	too	much	money	(Fig.	846).			
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Fig.	846.		Fred	Flintstone	at	work,	and	Fred,	Wilma,	and	Pebbles	Flintstone	with	their	pet,	Dino.	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺		

	 The	corpus	of	our	Part	III	archaeology-themed	cartoons	and	comic	strips	are	

presented	in	three	essays:		“Digging	the	Past”—an	exploration	of	cartoons	making	fun	of	

archaeologists	and	of	the	archaeological	process;	“The	Nutty	Stone	Age”—a	survey	of	

cartoons	about	cavemen	and	cave	painting;	and	“Comical	Cultures”—an	examination	of	

cartoons	that	make	fun	of	ancient	cultural	monuments,	from	Stonehenge	to	Aztec	

pyramids.		In	addition	to	exploring	what	the	“humorous	uchronía”	in	these	cartoon	gags	

have	to	say	about	American	cultural	attitudes,	we	will	also	examine	what	the	“re-

presentations”	of	the	past	reveal	about	American	popular	culture’s	generally	mistaken	

views	of	antiquity.	

☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺	☺		
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	 					in	The	Cartoonist,	from	Munson	(2016).	
Fig.	141.		Photographs	of	the	exhibition	The	Comic	Art	Show,	Whitney	Museum	of	American	Art,		
	 				1983.		From	Munson	(2012).	
Fig.	142.		Roy	Lichtenstein,	Look	Mickey,	1961.		Oil	on	canvas,	122	x	175	cm.		National	Gallery	of		
	 					Art,	Washington,	DC.	
Fig.	143.		Jean-Michel	Basquiat,	A	Panel	of	Experts,	1982.		Acrylic	and	oil	pastel	on	paper		
	 					mounted	on	canvas,	152.5	x	152	cm,	Montreal	Museum	of	Fine	Arts.	
Fig.	144.		Mali	Olatunji,	Installation	photographs	for	the	exhibition	High	&	Low:		Modern	Art	and		
	 					Popular	Culture,	Museum	of	Modern	Art,	7	Oct.,	1990–15	Jan.,	1991.	
Fig.	145.		Art	Spiegelman,	“High	Art	Lowdown.”	From	Artforum,	December	1990.	
Fig.	146.		Detail	of	above.		
Fig.	147.		Masters	of	American	Comics,	Hammer	Museum,	20	Nov.,	2005-	12	March,	2006.	
Fig.	148.		Chris	Ware,	Detail	of	back	cover	to	Uninked:	Paintings,	Sculpture	and	Graphic	Works	By		
	 				Five	Cartoonists,	Phoenix:		Phoenix	Art	Museum,	2007.	
Fig.	149.		Installation	views	of	Comic	Abstraction:	Image-Making,	Image-Breaking,	Museum	of		
	 				Modern	Art,	New	York,	4	March	–	11	June,	2007.	
Fig.	150.	Rivanne	Neuenschwander,	First	two	pages	from	Zé	Carioca	no.	4,	A	Volta	de	Zé	Carioca,	
	 				2004.		Synthetic	polymer	paint	on	comic	book	pages,	each	15.9	x	10.2	cm.	
Fig.	151.		Installation	views	of	VRAOUM!		An	Exhibition	of	Comic	Strips	and	Contemporary	Art,		
	 					Maison	Rouge,	Paris,	28	May,	27	Sept.,	2009.	
Fig.	152.	Sammy	Engramer,	Untitled,	2005.	Néon,	plexiglas,	acrylic,	120	x	140	cm.	 	 	
Fig.	153.	Sammy	Engramer,	Speech	Bubbles,	2005.	Digital	prints	on	paper,	each	19	x	25	cm.	
Fig.	154.	Gilles	Barbier,	L’hospice,	2002,	private	collection.	
Fig.	155.	David	Arky	and	John	Barrett,	Cover	photograph,	Sean	Kelly,	ed.,	National	Lampoon		
	 				Presents	The	Very	Large	Book	of	Comical	Funnies,	1975.	
Fig.	156.		Eldon	Redmi,	The	New	Yorker,	17	Sept.,	1990.	
Fig.	157.		Ruben	Bolling	(Ken	Fisher),	from	Tom	the	Dancing	Bug,	23	Jan.,	2010.	
Fig.	158.		Harry	Bliss,	19	July,	2012.	
Fig.	159.		Jim	Meddick,	Monty,	23	Aug.,	2013.	
Fig.	160.		Exhibition	catalog	for	the	La	Luz	de	Jesus	Gallery	show	Pop	Sequentialism:	Great	Comic		
	 	 				Book	Art	of	the	Modern	Age	(May,	2011),	and	exhibition	poster	for	the	Gallery	30	South		
	 	 				show	Pop	Sequentialism:	The	Art	of	Comics	(July,	2018).	
Fig.	161.		Wizardskull,	72,	2019.		Acrylic	on	canvas,	30.48	x	30.48	cm.		 	 	 	
Fig.	162.		Teresa	Watson,	Yummy	Cowgirl,	2019.		Gouache	with	acrylic	spray	varnish,	20.32	X		
	 					20.32	cm.	
Fig.	163.		Brian	and	Greg	Walker	and	Chance	Browne,	Hi	and	Lois,	27	Aug.,	1989.	
Fig.	164.		Will	Eisner,	Original	work	of	art	created	for	the	opening	of	the	International	Museum		
	 				of		Cartoon	Art	at	Boca	Raton,	March	1996.		Billy	Ireland	Cartoon	Library	and	Museum,		
	 				Ohio		State	University.	
Fig.	165.		Excerpts	from	David	Prudhomme,	La	Travsée	du	Louvre,	2012.	
Fig.	166.		Comics	published	by	the	Museo	del	Prado.		Top	left:		Max	(Francesc	Capdevila	Gisbert),		
	 				El		Tríptico	de	los	Encantados	(Una	pantomima	bosquiana),	2016;	Top	right:		Antonio	
	 				Altarriba	and	Keko	(José	Antonio	Godoy	Cazorla),	El	Perdón	y	la	Furia,	2017;	Bottom		
	 				left:		Montesol	(Francisco	Javier	Ballester	Guillén),	Idilio.		Apuntes	de	Fortuny,	2017;		
	 				Bottom	right:	Vincent,”Sento”	Llobell	Bisba,	Historietas	del	Museo	del	Prado,	2019.	
Fig.	167.		Installation	photograph	of	Botticelli:		Heroines	+	Heroes,	Isabella	Stewart	Gardner		
	 				Museum,	14	Feb.	-	19	May,	2019.	
Fig.	168.		Karl	Stevens,	Lucretia,	2018,		Isabella	Stewart	Gardner	Museum.	
Fig.	169.		Installation	photograph	and	detail	of	Karl	Stevens,	Botticelli,	2018,		Isabella	Stewart		
	 				Gardner	Museum.	
Fig.	170.		Nina	Paley,	Nina’s	Adventures,	15	July,	2008.	
Fig.	171.		Anatol	Kovarsky,	“Modern	Art	Museum,”	The	New	Yorker,	19	Oct.,	1957.	
Fig.	172.		Mark	Parisi,	Off	the	Mark,	9	Jan.,	2003.	
Fig.	173.		Hilary	B.	Price,	Rhymes	with	Orange,	5	Oct.,	2014.	
Fig.	174.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo.	
Fig.	175.		Isabella	Bannerman,	Six	Chix,	18	Aug.,	2018.	
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Fig.	176.		Dan	Piraro,	Bizarro.	25	Jan.,	2015.	
Fig.	177.		James	Stevenson,	The	New	Yorker.	
Fig.	178.		Lee	Lorenz,	The	New	Yorker,	16	Jan.,	2012.	
Fig.	179.		Dan	Piraro,	Bizarro,	28	April,	2013.	
Fig.	180.		Ernie	Bushmiller,	Nancy,	21	March,	1950.	
Fig.	181.		Brian	and	Ron	Boychuk,	Chuckle	Bros,	11	Nov.,	2009.	
Fig.	182.		Jim	Meddick,	Monty,	5	Aug.,	2012.	
Fig.	183.		Jim	Meddick,	Monty,	27	March,	2013.	
Fig.	184.		Jim	Meddick,	Monty,	11	Nov.,	2014.	
Fig.	185.		Jim	Meddick,	Monty,	18	Oct.,	2015.	
Fig.	186.		Alex	Gregory,	The	New	Yorker,	20	April,	2015.	
Fig.	187.		Jim	Unger,	Herman,	28	April,	2012.	
Fig.	188.		Grant	Snider,	Incidental	Comics,	3	July,	2012.	
Fig.	189.		Liana	Finck,	The	New	Yorker,	19	Nov.,	2018.	
Fig.	190.		Daniel	Beyer,	Long	Story	Short,	24	Jan.,	2019.	
Fig.	191.		Mike	Baldwin,	Cornered,	13	April,	2004.	
Fig.	192.		Mark	Parisi,	Off	the	Mark,	19	July,	2015.	
Fig.	193.		Harry	Bliss,	Cover	art,	The	New	Yorker,	15	March,	1999.	
Fig.	194.		John	Atkinson,	Wrong	Hands,	30	July,	2013.	
Fig.	195.		Mark	Tatulli,	Liō,	1	April,	2016.	
Fig.	196.		Gary	Larson	and	John	McPherson	Etch-A-Sketch	cartoons.	
Fig.	197.		Samson	(Samuli	Lintula),	Dark	Side	of	the	Horse,	6	Nov.,	2015.		
Fig.	198.		Weingartens	&	Clark,	Barney	and	Clyde,	9	June,	2013.	
Fig.	199.		Richard	Thompson,	Richard’s	Poor	Almanac,	2008.	
Fig.	200.		Art	Young,	“Fagged	Out.		A	Sketch	of	the	French	Section	of	Fine	Arts	at	the	World’s		
	 					Fair,”The	Inter	Ocean,	31	May,	1893.	
Fig.	201.		Isabella	Bannerman,	Six	Chix,	20	May,	2013.	
Fig.	202.		Lee	Lorenz,	The	New	Yorker,	30	Nov.,	1968.	
Fig.	203.		Todd	Clark,	Lola,	15	Oct.,	2007.		
Fig.	204.		Dan	Thompson,	Brevity,	9	Sept.,	2010.	
Fig.	205.		Anatol	Kovarsky,	The	New	Yorker,	15	Nov.,	1952.	
Fig.	206.		Harry	Bliss,	26	April,	2012.	
Fig.	207.		Willey	Miller,	Non	Sequitur,	4	Aug.,	2012.	
Fig.	208.		Kaamran	Hafeez,	Barron’s,	17	Aug.,	2015.		
Fig.	209.		Harry	Bliss,	31	March,	2015.	
Fig.	210.		Stephen	Pastis,	Pearls	Before	Swine,	8	Feb.,	2007.	
Fig.	211.		Mike	Gruhn,	WebDonuts,	19	Oct.,	2009.	
Fig.	212.		Harry	Bliss,	2	July,	2018.	 	
Fig.	213.		Mike	Gruhn,	WebDonuts,	11	Nov.,	2011.	
Fig.	214.		Hilary	B.	Price,	Rhymes	with	Orange,	12	April,	2015.	
Fig.	215.		Mark	Anderson,	Andertoons,	29	Feb.,	2016.	
Fig.	216.		Bruce	McCall,	Cover	art,	The	New	Yorker,	13	Jan.,	2020.	
Fig.	217.		George	Herriman,	Krazy	Kat	and	Ignatz,	New	York	American,	17	Nov.,	1911.	
Fig.	218.		Glenn	McCoy	and	Gary	McCoy,	The	Duplex,	14	July,	2000.	
Fig.	219.		Nina	Paley	and	Stephen	Hersh,	The	Hots,	2003.	 	
Fig.	220.		Jef	Mallett,	Frazz,	12	June,	2004.	
Fig.	221.		Ernie	Bushmiller,	Nancy,	13	May,	1950.	
Fig.	222.		Ernie	Bushmiller,	Nancy,	23	June,	1971.	
Fig.	223.		Mike	Twohy,	The	New	Yorker,	9	July,	2001.	
Fig.	224.		Dan	Piraro,	Bizarro,	10	Jan.,	2014.	
Fig.	225.		David	Sipress,	The	New	Yorker,	23	Sept.,	2019.	
Fig.	226.		Lynda	Barry,	The	Near-Sighted	Monkey,	May,	2016.		Web.	
Fig.	227.		Mark	Anderson,	Andertoons.	
Fig.	228.		Hilary	B.	Price,	Rhymes	with	Orange,	23	Nov.,	2016.	
Fig.	229.		Charles	Schulz,	Peanuts,	7	May,	1971.	
Fig.	230.		Charles	Schulz,	Peanuts,	22	July,	1975.		
Fig.	231.		Charles	Schulz,	Peanuts,	25	-	27	Jan.,	1999.	
Fig.	232.		Lincoln	Peirce,	Big	Nate,	11	April,	2015.	
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Fig.	233.		Kevin	Fagan,	Drabble,	18	March,	2005.	
Fig.	234.		Weingartens	&	Clark,	Barney	and	Clyde,	9	April,	2011.	
Fig.	235.		Brian	and	Greg	Walker,	Hi	and	Lois,	16	Oct.,	2011.	
Fig.	236.		Bil	Keane,	The	Family	Circus,	11	June,	1975.	
Fig.	237.		Rob	Harrell,	Adam@Home,	24	March,	2010.	
Fig.	238.		Bill	Watterson,	Calvin	and	Hobbes,	17	May,	1987.	
Fig.	239.		Pat	Brady	and	Don	Wimmer,	Rose	is	Rose,	27	Oct.,	2013.	
Fig.	240.		Detail	from	Winsor	McCay,	Midsummer	Day	Dreams,	11	Nov.,	1911	(cf.	Fig.	283).	
Fig.	241.		Detail	of	Chris	Ware,	back	cover	to	Uninked:	Paintings,	Sculpture	and	Graphic	Works	By	
	 	 					Five	Cartoonists,	Phoenix:		Phoenix	Art	Museum,	2007	(cf.	Fig.	148).	
Fig.	242.		Winsor	McCay,	Little	Nemo	in	Dreamland,	2	May,	1909.	
Fig.	243.		George	Herriman,	Krazy	Kat,	26	Nov.,	1916.			
Fig.	244.		George	Herriman,	Krazy	Kat,	24	May,	1936.	
Fig.	245.		George	Herriman,	Krazy	Kat.	11	June,	1939.	
Fig.	246.		Mort	Walker	and	Jerry	Dumas,	Sam’s	Strip,	1	Nov.,	1961.	
Fig.	247.		Richard	Thompson,	Cul	de	Sac,	25	Nov.,	2007	(23	Sept.,	2012).	
Fig.	248.		George	Herriman,	Krazy	Kat,	23	April,	1922.	
Fig.	249.		Bud	Fisher	(Al	Smith),	Mutt	and	Jeff,	1952.	
Fig.	250.		Winsor	McCay,	Little	Sammy	Sneeze,	24	Sept.,	1905.	
Fig.	251.		Detail	from	Winsor	McCay,	Little	Nemo	in	Dreamland,	8	Nov.,	1908.	
Fig.	252.		Ernie	Bushmiller,	Nancy,	7	May,	1949.	
Fig.	253.		Olivia	Jaimes,	Nancy,	20	Jan.	2019.	
Fig.	254.		Ernie	Bushmiller,	Nancy,	1	Jan.,	1949.	
Fig.	255.		Mort	Walker	and	Jerry	Dumas,	Sam’s	Strip,	16	Oct.,	1961.	
Fig.	256.		Garry	Trudeau,	Doonesbury,	5	Dec.,	1987.	
Fig.	257.		Mort	Walker	and	Jerry	Dumas,	Sam’s	Strip,	30	April,	1962.	
Fig.	258.		Harry	Bliss,	The	New	Yorker,	22	Nov.,	1999.	
Fig.	259.		Mort	Walker	and	Jerry	Dumas,	Sam’s	Strip,	31	Oct.,	1961.	
Fig.	260.		Hank	Ketcham,	Dennis	the	Menace,	22	Dec.,	1988.	 	
Fig.	261.		Marcus	Hamilton,	Dennis	the	Menace,	28	July,	2011.	
Fig.	262.		Lynn	Johnston	(of	For	Better	or	Worse),	Mother	Goose	and	Grimm	(Mike	Peters),	1		
	 					April,	1997.	
Fig.	263.		Mike	Peters	(of	Mother	Goose	and	Grimm),	For	Better	or	Worse	(Lynn	Johnston),	1		
	 					April,	1997.	
Fig.	264.		Bill	Keene	(of	The	Family	Circus),	Dilbert	(Scott	Adams),	1	April,	1997.	
Fig.	265.		Scott	Adams	(of	Dilbert),	The	Family	Circus	(Bill	Keene),	1	April,	1997.		 	 	
Fig.	266.		Bill	Keene,	The	Family	Circus,	2	April,	1997.	 	
Fig.	267.		Alex	Norris	et	alia,	April	Fools	Day	2016	webcomics	(after	Lee,	2016).	
Fig.	268.		“Bill	Watterson”	(Berkeley	Breathed),	“Calvin	and	Hobbes	2016,”	1	April,	2016.	
Fig.	269.		“Bill	Watterson”	and	Berkeley	Breathed,	Calvin	County,	1	April,	2018.	
Fig.	270.		Gary	Larson,	The	Far	Side,	3	Feb.,	1987.	
Fig.	271.		Patrick	McDonnell,	Mutts,	1994.	
Fig.	272.		Charles	Schulz,	Peanuts,	28	Jan.,	1999.	
Fig.	273.		Patrick	O’Donnell,	San	Diego	Comic	Con,	2015.	
Fig.	274.		Patrick	O’Donnell,	#DrawSnoopy.		Poster.		2015.	
Fig.	275.		Stephan	Pastis,	“Alice	Traps	the	Family	Circus	Kids,”	Team	Cul	de	Sac,	2012.	
Fig.	276.		Patrick	O’Donnell.		Original	artwork	created	for	the	Team	Cul	de	Sac	auction	held		
																			8-10	June,	2012.	
Fig.	277.		Robert	Sikoryak.		Original	artwork		created	for	the	Team	Cul	de	Sac	auction	held		 	 	
	 				on	8	-	10	June,	2012.	
Fig.	278.		Pablo	Picasso,	Three	Musicians.	Oil	on	canvas,	201	x	223	cm.	Museum	of	Modern	Art,		
	 					New	York.	
Fig.	279.		Jimmy	Johnson,	Arlo	and	Janis,	15	Feb.,	2009.	
Fig.	280.		Patrick	O’Donnell.		Selection	of	Mutts	Sunday	title-page	homages	to	art	and	their		
	 					artistic	inspirations	(https://mutts.com/title-panel-inspiration/).	
Fig.	281.		Mid-20th-century	Illustrated	advertisements	for	correspondence	cartoon	courses.	
Fig.	282.		Dan	A.	Runyan,	Cartoonist	Exchange	Laugh	Finder,	1937.	
Fig.	283.		Winsor	McCay,	Midsummer	Day	Dreams,	11	Nov.,	1911.	
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Fig.	284.		Thomas	E.	Powers,	“Krazy	Kat	Herriman	Loves	his	Kittens,”	1922.	
Fig.	285.		Mark	Tatulli,	Liō,	4	Dec.,	2016.	
Fig.	286.		Selection	of	Mort	Walker	and	Jerry	Dumas,	Sam’s	Strip.	
Fig.	287.		Stephan	Pastis,	Pearls	Before	Swine,	2–7	June,	2014.	
Fig.	288.		Stephan	Pastis,	“The	Sad,	Lonely	Journey	of	a	‘Pearls’	Comic	Strip,”	Pearls	Before	Swine,		
	 					11		July,	2004.	
Fig.	289.		Midnight	Strike,	“No.	1209.		The	Sad,	Lonely	Journey	of	a	GarYield	Comic	Strip,”	Square	
	 	 								Root	of	Minus	Garhield,	9	Sept.,	2012.	
Fig.	290.		Mort	Walker	and	Jerry	Dumas,	Sam’s	Strip,	20	Dec.,	1961.	
Fig.	291.		Scott	Adams,	Dilbert,	18–19	May,	1998.	
Fig.	292.		Selection	of	Stephan	Pastis,	Pearls	Before	Swine,	7–12	July,	2002.	
Fig.	293.		John	Bell,	The	Bell	Curve	Cartoons.	 	
Fig.	294.		John	Deering,	16	June,	2011.	
Fig.	295.		Nicholas	Gurewitch,	“Rubbed,”	The	Perry	Bible	Fellowship,	2020.		Web.	
Fig.	296.		Scott	Hilburn,	The	Argyle	Sweater,	8	Dec.,	2011.	
Fig.	297.		Jim	Benton,	26	March,	2012.	
Fig.	298.		LOL	Zombie,	19	May,	2010.	
Fig.	299.		Hillary	B.	Price,	Rhymes	with	Orange,	9	Feb.,	2014.	
Fig.	300.		Dana	Fradon,	The	New	Yorker,	1	May,	1948.	
Fig.	301.		Mike	Peters,	Mother	Goose	&	Grimm,	2	April,	2017.	
Fig.	302.		Lou	Brooks,	The	Museum	of	Forgotten	Art	Supplies.		2019.		Web.	
Fig.	303.		Garrett	Price,	“All	right	then,	what	is	your	conception	of	the	Awakening	of	Intelligence		
	 					through	Literature	and	Music?”	The	New	Yorker,	1934.		
Fig.	304.		Diego	Rivera,	Man,	Controller	of	the	Universe,	1934.		Mural,	160	x	43	cm.			
	 					Palacio	de	Bellas	Artes,	Mexico	City.		
Fig.	305.		Maurice	Ketten,	“Why	Not?”,	The	New	York	Evening	World,	27	April,	1916.	
Fig.	306.		Detail	of	Fig.	243,	George	Herriman,	Krazy	Kat,	26	Nov.,	1916.	
Fig.	307.		Two	cartoons	by	Anatol	Kovarsky,	The	New	Yorker.	
Fig.	308.		Anatol	Kovarsky,	The	New	Yorker,	3	May,	1952.	
Fig.	309.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	8	Aug.,	2015.	
Fig.	310.		Charles	Saxon,	Cover	art,	The	New	Yorker,	5	Aug.,	1961.	
Fig.	311.		John	McPherson,	Close	to	Home,	25	Oct.,	1999.	
Fig.	312.		Wiley	Miller,	Non	Sequitur,	2	May,	2014.	
Fig.	313.		Wiley	Miller,	Non	Sequitur,	10	July,	2013.	
Fig.	314.		Wiley	Miller,	Non	Sequitur,	5	April,	2017.	
Fig.	315.		Lee	Lorenz,	The	New	Yorker,	26	Jan.,	1987.	
Fig.	316.		Todd	Clark,	Lola,	25	July,	2010.	
Fig.	317.		Garrett	Price,	The	New	Yorker,	2	July,	1951.		
Fig.	318.		Robert	J.	Day,	The	New	Yorker,	5	Jan.,	1952.	
Fig.	319.		Hilary	B.	Price,	Rhymes	with	Orange,	5	April,	2014.	
Fig.	320.		Jim	Meddick,	Monty,	27	Sept.,	2015.	
Fig.	321.		Harry	Bliss,	18	Aug.,	2018.	
Fig.	322.		Jim	Meddick,	Monty,	7	June,	2015.	
Fig.	323.		Donald	“Duck”	Edwing,	Tribune	Toon,	22	Oct.,	1995.	
Fig.	324.		Harry	Bliss,	The	New	Yorker.	
Fig.	325.		Chip	Dunham,	Overboard,	30	Oct.,	2002.	
Fig.	326.		Isabella	Bannerman,	Six	Chix,	27	May,	2018.	
Fig.	327.		Mark	Parisi,	Off	the	Mark,	7	July,	2003.	
Fig.	328.		Wiley	Miller,	Non	Sequitur,	11	March,	2012.	
Fig.	329.		Dan	Piraro,	Bizzaro,	1	Jan.,	2017.	
Fig.	330.		Grant	Snider,	Incidental	Comics,	13	Oct.,	2011.	
Fig.	331.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	5	March,	2016.	
Fig.	332.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	6	Jan.,	2017.	
Fig.	333.		Jeff	Berry,	8	Nov.,	2011.			
Fig.	334.		Jim	Meddick,	Monty,	12	May,	2019.	
Fig.	335.		Russell	Myers,	Broom-Hilda,	6	Jan.,	2014.	
Fig.	336.		Scott	Hilburn,	The	Argyle	Sweater,	19	June,	2017.	
Fig.	337.		Jim	Meddick,	Monty,	10	April,	2016.	
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Fig.	348.		Scott	Hilburn,	The	Argyle	Sweater,	22	April,	2012.	
Fig.	339.		Dan	Piraro,	Bizarro,	25	Aug.,	2013.	
Fig.	340.		Dave	Coverly,	Speed	Bump,	12	Nov.,	2014.	
Fig.	341.		Jim	Davis,	Garhield,	May	3,	2011.	
Fig.	342.		Two	Harry	Bliss	cartoons.		
Fig.	343.		Two	cartoons	by	Bernard	“Hap”	Kliban.	
Fig.	344.		Mike	Twohy,	The	New	Yorker,	11	Aug.,	2014.	
Fig.	345.		Mike	Peters,	Mother	Goose	&	Grimm,	16	March,	2013.	
Fig.	346.		Mike	Peters,	Mother	Goose	&	Grimm,	1	Sept.,	2015.	
Fig.	347.		Harry	Bliss,	13	Nov.,	2012.	
Fig.	348.		Lv	Guo-hong,	Self-portrait,	1	Dec.,	2011.	
Fig.	349.		Jim	Tweedy,	Self	Portrait,	Tiger,	7	Dec.,	2016.	
Fig.	350.		Norman	Rockwell,	Triple	Self-Portrait,	1960.	Oil	on	canvas,	113	x	88	cm.	Cover		
	 					illustration	for	The	Saturday	Evening	Post,	13	Feb.,	1960.	Norman	Rockwell	Museum.	
Fig.	351.		Helen	E.	Hokinson,	Cover	art,	The	New	Yorker,	29	May	1937.	
Fig.	352.		Dean	Young	&	John	Marshall,	Blondie,	21	March,	2011.	
Fig.	353.		Dan	Piraro,	Bizzaro,	13	Jan.,	2017.	
Fig.	354.		Dave	Coverly,	Speed	Bump,	24	Jan.,	2018.	
Fig.	355.		Mike	Lester,	Mike	du	Jour,	14	Jan.,	2018.	
Fig.	356.		Harry	Bliss.	
Fig.	357.		Lalo	Alcaraz,	La	Cucaracha,	6	May,	2005.	
Fig.	358.		Anatol	Kovarsky,	The	New	Yorker,	21	June,	1952.	
Fig.	359.		Garry	Trudeau,	Doonesbury,	4	June,	1985	(republished	29	Sept.,	2015).	
Fig.	360.		Jim	Meddick,	Monty,	3	March,	2013.	
Fig.	361.		Jim	Meddick,	Monty,	21	Aug.,	2016.	
Fig.	362.		Dave	Whamond,	Reality	Check,	13	July,	1998.	
Fig.	363.		Wiley	Miller,	Non	Sequitur.		2	Nov.,	2011.	
Fig.	364.		Mark	Parisi,	Off	the	Mark,	12	Dec.,	2012.	
Fig.	365.		Jan	Eliot,	Stone	Soup,	4,	6–7	Dec.,	2001.	
Fig.	366.		Robb	Armstrong,	Jump	Start,	6–7,	10–11,	13	Jan.,	2003.	
Fig.	367.		Bill	Schoor,	The	Grizzwells,	13	March,	2017.	
Fig.	368.		Isabella	Bannerman,	Six	Chix,	20	Oct.,	2015.	
Fig.	369.		Hilary	B.	Price,	Rhymes	with	Orange,	21	Oct.,	2012.	
Fig.	370.		Hilary	B.	Price,	Rhymes	with	Orange,	3	April,	2016.	
Fig.	371.		Anatol	Kovarsky,	The	New	Yorker.	
Fig.	372.		William	O’Brian,	The	New	Yorker,	19	Aug.,	1967.	
Fig.	373.		Harry	Bliss,	The	New	Yorker.	
Fig.	374.		Tony	Carrillo,	F	Minus,	3	June,	2011.	
Fig.	375.		Lincoln	Peirce,	Big	Nate,	20	Nov.,	2016.	
Fig.	376.		Brian	Crane,	Pickles,	2012.	
Fig.	377.		Brian	Crane,	Pickles,	16	March,	2014.		
Fig.	378.		Brian	Crane,	Pickles,	4	Sept.,	2016.			
Fig.	379.		Brian	Crane,	Pickles,	8	April,	2019.	
Fig.	380.		Hilary	B.	Price,	Rhymes	with	Orange,	2	March,	2013.	
Fig.	381.		Bill	Amend,	FoxTrot,	22	Nov.,	2015.	
Fig.	382.		Brant	Parker	and	Jonny	Hart,	The	Wizard	of	Id,	10	April,	2015.	
Fig.	383.		Brian	Crane,	Pickles,	20–21	March,	2012.	
Fig.	384.		Paul	Jon	Boscacci,	Fort	Knox,	8	April,	2013.	
Fig.	385.		Jerry	Scoot	and	Jim	Borgman,	Zits,	8	Dec.,	2013.	
Fig.	386.		Lincoln	Peirce,	Big	Nate,	21	Feb.,	2011.	
Fig.	387.		Darby	Conley,	Get	Fuzzy,	14	July,	2008.	
Fig.	388.		Hank	Ketcham	(Ron	Ferdinand),	Dennis	the	Menace,	3	Feb.,	2013.	
Fig.	389.		Bill	Amend,	FoxTrot,	10	Jan.,	2016.	
Fig.	390.		Chad	Carpenter,	Tundra	Comics,	11	Dec.,	2014.	
Fig.	391.		Richard	Thompson,	Richard’s	Poor	Almanac,	reprinted	11	Jan.,	2011.	
Fig.	392.		Tony	Carrillo,	F	Minus,	29	Dec.,	2013.	
Fig.	393.		Jimmy	Johnson,	Arlo	and	Janis,	5	April,	2015.	
Fig.	394.		Harry	Bliss,	The	New	Yorker,	3	June,	2002.	

�xxxv



Fig.	395a.		Dan	Piraro,	1985.			 	
Fig.	395b.		Dan	Piraro,	Bizarro,	15	March,	2015.	
Fig.	396.		Dan	Piraro,	Bizarro,	22	March,	2015.	
Fig.	397.		Richard	Thompson,	Richard’s	Poor	Almanac,	reprinted	11	Jan.,	2011.	
Fig.	398.		Front	cover	of	Marjorie	Henderson	Buell,	Little	Lulu	Has	an	Art	Show,	Atlanta:			
	 				Whitman	Publishing	Co.,	1964.	
Fig.	399.		Guy	and	Brad	Gilchrist,	Nancy,	22	April,	1996.	
Fig.	400.		Charles	Schulz,	Peanuts,	9	May,	1959.	
Fig.	401.		Bill	Watterson,	Calvin	and	Hobbes,	15	July,	1995.	
Fig.	402.		Dave	Whamond,	Reality	Check,	16	July,	1997.	
Fig.	403.		Chris	Cassatt,	Gary	Brookins,	and	Susie	MacNelly,	Jeff	MacNelly’s	Shoe,	12	Feb.,	2012.	
Fig.	404.		Mike	Gruhn,	WebDonuts,	19	Oct.,	2009.	
Fig.	405.		Tom	Thaves,	Frank	and	Ernest,	14	Aug.,	2006.	
Fig.	406.		Harry	Bliss,	27	March,	2012.	
Fig.	407.		Guy	Gilchrist,	Nancy,	11	Jan.	2006.	
Fig.	408.		Paul	Trap,	Thatababy,	28	Aug.,	2018.	
Fig.	409.		Jason	Love	and	Vladimir	Stankovski,	Snapshots.	
Fig.	410.		Lee	Lorenz,	The	New	Yorker,	5	Jan.,	1987.	
Fig.	411.		Charles	Schulz,	Peanuts,	2	Sept.,	1990.	
Fig.	412.		Brian	Basset,	Red	and	Rover,	21	May,	2013.	
Fig.	413.		Robb	Armstrong,	Jump	Start,	21	Aug.,	2016.					
Fig.	414.		Paul	Trap,	Thatababy,	8	Sept.,	2013.	
Fig.	415.		Paul	Trap,	Thatababy,	2015.	
Fig.	416.		Paul	Trap,	Thatababy,	7	Feb.,	2016.	
Fig.	417.		Paul	Trap,	Thatababy,	17	Feb.,	2013.	
Fig.	418.		Paul	Trap,	Thatababy,	3	May.,	2015.	
Fig.	419.		Charles	Schulz,	Peanuts	Classics,	6	Jan.,	2011	(1995).	
Fig.	420.		Richard	Thompson,	Cul	de	Sac,	8	March,	2009.	
Fig.	421.		Tony	Carrillo,	F	Minus,	1	Sept.,	2013.	
Fig.	422.		Harry	Bliss,	13	March,	2014.	
Fig.	423.		Harry	Bliss,	6	July,	2017.	
Fig.	424.		Dave	Coverly,	Speed	Bump,	29	Dec.,	2006.	
Fig.	425.		Paul	Trap,	Thatababy,	7	Nov.,	2012.	
Fig.	426.		Lincoln	Peirce,	Big	Nate,	6	May,	1995.	
Fig.	427.		Lincoln	Peirce,	Big	Nate,	23,	25	May,	1991.	
Fig.	428.		Lincoln	Peirce,	Big	Nate,	2–4	April,	1997.	
Fig.	429.		Lincoln	Peirce,	Big	Nate,	4	March,	2016.	
Fig.	430.		Grant	Snider	Incidental	Comics,	25	March,	2010.	
Fig.	431.		Neal	Skorpen	Cyclotoon,	2003.	
Fig.	432.		Neal	Skorpen	Cyclotoon,	2007.	
Fig.	433.		Paul	Trap,	Thatababy,	9	Dec.,	2012.	
Fig.	434.		Two	Mark	Parisi,	“How	Artists	Are	Inspired”	Off	the	Mark	cartoons.	
Fig.	435.		Mark	Parisi,	Off	the	Mark,	25	Nov..,	2018.	
Fig.	436.		John	Atkinson,	Wrong	Hands,	4	Sept.,	2015.	
Fig.	437.		John	Atkinson,	Wrong	Hands,	8	June,	2018.	
Fig.	438.		Kenneth	Mahood,	Cover	art,	The	New	Yorker,	7	Jan.,	1991.	
Fig.	439.		Bob	Knox,	Cover	art,	The	New	Yorker,	19	July,	1993.	
Fig.	440.		Richard	Thompson,	Richard’s	Poor	Almanac,	16	May,	2011.	
Fig.	441.		Richard	Thompson,	Poor	Richard’s	Almanac,	1999	(redrawn	in	2008).	
Fig.	442.		Richard	Thompson,	Poor	Richard’s	Almanac,	2006.	
Fig.	443.		Grant	Snider,	Incidental	Comics,	1	Oct.,	2013.	
Fig.	444.		Mark	Parisi,	Off	the	Mark,	15	April,	2012.	
Fig.	445.		Isabella	Bannerman,	Six	Chix,	16	July,	2018.	
Fig.	446.		Peter	Duggan,	Artoons,	9	Feb.,	2016.	
Fig.	447.		Tom	Thaves,	Frank	and	Ernest,	27	Nov.,	2011.	
Fig.	448.		Tom	Thaves,	Frank	and	Ernest,	5	Oct.,	2014.	
Fig.	449.		Tom	Thaves,	Frank	and	Ernest,	16	April,	2017.	
Fig.	450.		Jimmy	Johnson,	Arlo	and	Janis,	10	Aug.,	2014.	

�xxxvi



Fig.	451.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	28	Dec.,	2014.	
Fig.	452.		Benjamin	Schwartz,	The	New	Yorker,	24	June,	2013.	
Fig.	453.		Ros	Chast,	The	New	Yorker,	4	June,	2014.	
Fig.	454.		Dan	Pirraro,	Bizzaro,	27	Sept.	2017.	
Fig.	455.		Bill	Whitehead,	Free	Range,	17	Jan.,	2017.	
Fig.	456.		Benjamin	Schwartz,	The	New	Yorker,	6	Nov.,	2013.	
Fig.	457.		Dan	Piraro	and	Andy	Cowan,	Bizarro,	10	Feb.,	2011.	
Fig.	458.		Mark	Anderson,	Andertoons,	2017.	
Fig.	459.		Charles	Addams,	The	New	Yorker,	20	Aug.	1979.	
Fig.	460.		Edward	Sorel,	Cover	art,	The	New	Yorker,	21	May,	2001.	
Fig.	461.		Harry	Bliss,	2014.	
Fig.	462.		J.	B.	Handelsman,	The	New	Yorker,	3	Oct.,	1988.	
Fig.	463.		A	panel	from	Dan	Piraro,	Bizaro,	9	Sept.,	2012.	
Fig.	464.		Darren	Bell,	Candorville,	21	July,	2004.	
Fig.	465.		Norman	Rockwell,	The	Connoisseur,	1961.		Oil	on	canvas,	96	x	80	cm.		Cover		
	 					illustration		for	The	Saturday	Evening	Post,	January	13,	1962.		Private	Collection.		
Fig.	466.		Photograph	of	Norman	Rockwell	painting	his	model	for	The	Connoisseur,	1961.			
	 					Norman	Rockwell	Museum.	
Fig.	467.		Harry	Bliss,	“Paint	by	Pixel,”	The	New	Yorker,	30	April,	2007.	
Fig.	468.		Richard	Thompson,	Richard’s	Poor	Almanac,	25	Jan.,	2011.	
Fig.	469.		Charles	Schulz,	Peanuts,	27	Jan.,	1999	(cf.	Fig.	231).	
Fig.	470.		Detail	from	Jim	Meddick,	Monty,	23	Aug.,	2013	(cf.	Fig.	159).	
Fig.	471.		Two	panels	from	Garry	Trudeau,	Doonesbury,	21	April,	2013.			
Fig.	472.		Ros	Chast,	The	New	Yorker,	4	August,	2014.	
Fig.	473.		Lincoln	Peirce,	Big	Nate,	2	Nov.,	1995.	
Fig.	474.		Wiley	Miller,	Non	Sequitur,	28	Oct.	1998.	
Fig.	475.		Dan	Reynolds,	2009.	
Fig.	476.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	9	June,	2018.	
Fig.	477.		Mark	Parisi,	Off	the	Mark,	7	Nov.,	2012.	
Fig.	478.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	26	Aug.,	2017.	
Fig.	479.		Bob	Thaves,	Frank	and	Ernest,	13	Sept.,	2005.	
Fig.	480.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	13	Nov.,	2007.	
Fig.	481.		Dave	Coverly,	Speed	Bump,	31	Jan.,	2019.	
Fig.	482.		Scott	Hilburn,	The	Argyle	Sweater,	31	July,	2016.	
Fig.	483.		Dave	Whamond,	Reality	Check,	19	Sept.,	2008.	
Fig.	484.		Gary	Larson,	The	Far	Side,	30	Jan.,	1991.	
Fig.	485.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	2	Nov.,	2009.	
Fig.	486.		Dan	Thompson,	Brevity,	25	April,	2012.	
Fig.	487.		Dan	Thompson,	Brevity,	20	Dec.,	2016.	
Fig.	488.		Peter	Duggan,	The	Guardian,	25	April.,	2012.	
Fig.	489.		Peter	Porges,	The	New	Yorker,	16	Nov.,	1987.	
Fig.	490.		J.	B.	Handelsman,	The	New	Yorker.	
Fig.	491.		T.	Lewis	and	Michael	Fry,	Over	the	Hedge,	16	Aug.,	2015.	
Fig.	492.		Paul	Trap,	Thatababy,	14	Sept.,	2014.	
Fig.	493.		Lynn	Johnston,	For	Better	or	for	Worse,	26	Jan.,	2014.	
Fig.	494.		John	Zakour	and	Scott	Roberts,	Working	Daze,	7	March,	2009.	
Fig.	495.		Kara	Walker,	Cover	art,	The	New	Yorker,	27	Aug.,	2007.	
Fig.	496.		Harry	Bliss,	31	July,	2017.	
Fig.	497.		Charles	Schulz,	Peanuts,	20	Feb.,	1977.	
Fig.	497.		Charles	Schulz,	Peanuts,	19	Dec.,	1999.	
Fig.	499.		Tim	Rickard,	Brewster	Rockit:	Space	Guy!,	22	Feb.,	2012.	
Fig.	500.		Paul	Trap,	Thatababy,	18	Aug.	2013.	
Fig.	501.		U.S.	Post	OfYice,	1934.	
Fig.	502.		Anatol	Kovarsky,	The	New	Yorker,	14	Dec.,	1957.	
Fig.	503.		Bill	Whitehead,	Free	Range,	28	Dec.,	2007.	
Fig.	504.		Gary	Wise	and	Lance	Aldrich,	Real	Life	Adventures,	13	Dec.,	2009.	
Fig.	505.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	20	June,	2011.	
Fig.	506.		Edward	Sorel,	Cover	art,	The	New	Yorker,	13	May,	1996.	

�xxxvii



Fig.	507.		Dave	Coverly,	Speed	Bump,	31	July,	2006.	
Fig.	508.		Mike	Gruhn,	WebDonuts,	15	Oct.,	2007.	
Fig.	509.		Mike	Peters,	Mother	Goose	&	Grimm,	1	May,	2013.	
Fig.	510.		Jason	Adam	Katzenstein,	The	New	Yorker,	12	Sept.,	2016.	
Fig.	511.		Scott	Hilburn,	Close	to	Home,	28	Dec.,	2010.		
Fig.		512.		Harry	Bliss,	The	New	Yorker,	21	Oct.,	2014.	
Fig.	513.		Ian	Falconer,	Cover	art,	The	New	Yorker,	5	June,	2000.	
Fig.		514.		Harry	Bliss,	The	New	Yorker,	24	Sept.,	2018.	
Fig.		515.		Harry	Bliss,	The	New	Yorker,	11	Feb.,	2015.	
Fig.	516.		Garry	Trudeau,	Doonesbury,	1986.	
Fig.	517.		Jeff	Stahler,	Moderately	Confused,	5	Nov.,	2004.	
Fig.	518.		Marjorie	Sarnat,	21	Sept.,	2011.	
Fig.	519.		Mark	Anderson,	Andertoons.	
Fig.	520.		Bob	Knox,	Cover	art,	The	New	Yorker,	15	July,	1991.	
Fig.	521.		L.H.	Siggs,	The	New	Yorker,	30	Aug.,	1952.	
Fig.	522.		Bunny	Hoest	and	John	Reiner,	The	Lockhorns,	2011.	
Fig.	523.		Greg	Walker	and	Mort	Walker,	Beetle	Bailey,	10	June,	2012.	
Fig.	524.		Dave	Whamond,	Reality	Check,	10	June,	2011.	
Fig.	525.		Anatol	Kovarsky,	The	New	Yorker.	
Fig.		526.		Tom	Thaves,	Frank	and	Ernest,	7	Nov.,	2006.	
Fig.	527.		Tom	Thaves,	Frank	and	Ernest,	28	Feb.,	2006.	
Fig.	528.		Bob	Mankoff,	“Cartoon	Desk:	Inking	and	Thinking,”	The	New	Yorker,	16	June,	2010.			
Fig.	529.		Two	versions	of	a	Dan	Reynolds	cartoon,	2012.	
Fig.	530.		Scott	McCloud,	Understanding	Comics,	1993.	p.	122.	
Fig.	531.		John	McPherson,	Close	to	Home,	17	April,	2000.	
Fig.	532.		John	McPherson,	Close	to	Home,	25	Sept,	2014.	
Fig.	533.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	19	Jan.,	2014.	
Fig.	534.		Jack	Ziegler,	The	New	Yorker,	12	Dec.,	1994.	
Fig.	535.		Harry	Bliss,	4	May,	2012.	
Fig.	536.		Mark	Parisi,	Off	the	Mark,	19	April,	2018.	
Fig.	537.		Paul	Trap,	Thatababy,	21	June,	2015.	
Fig.	538.		Lincoln	Peirce,	Big	Nate,	26	Aug.,	2012.	
Fig.	539.		Dan	Reynolds,	2009.	
Fig.	540.		Dave	Whamond,	Reality	Check,	11	Nov.,	1997.	
Fig.	541.		Dave	Coverly,	Speed	Bump,	14	June,	2016.	 	
Fig.	542.		Harry	Bliss,	The	New	Yorker,	5	May,	2014.	
Fig.	543.		Harry	Bliss,	18	Nov.,	2017.	
Fig.	544.		Weingartens	&	Clark,	Barney	and	Clyde.	21	March,	2011.	
Fig.	545.		Jim	Davis,	Garhield,	8	Jan.,	1998.	
Fig.		546.			Scott	Hilburn,	The	Argyle	Sweater,	24	March,	2012.	
Fig.		547.		Scott	Hilburn,	The	Argyle	Sweater,	29	April,	2016.	
Fig.	548.		Ben	Zaehringer,	Berkeley	Mews,	30	Nov.,	2014.	
Fig.	549.		Harry	Bliss,	11	Aug.,	2012.	
Fig.	550.		Dave	Coverly,	Speed	Bump,	27	Oct.,	2009.	
Fig.	551.		Scott	Hilburn,	The	Argyle	Sweater,	17	April,	2013.	
Fig.	553.		Tom	Thaves,	Frank	and	Ernest,	21	May,	2006.	
Fig.	554.		Dave	Coverly,	Speed	Bump,	9	July,	2017.	
Fig.	555.		Doug	Savage,	Savage	Chickens,	17	October,	2013.	
Fig.	556.		Ruben	Bolling	(Ken	Fisher),	Tom	the	Dancing	Bug,	2009	(republished	15	Nov.,	2012).	
Fig.	557.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	13	Oct.,	2006.	
Fig.	558.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	26	Nov.,	2006.	
Fig.	559.		Bill	Watterson,	Calvin	and	Hobbes,	3	Nov.,	1993.	
Fig.	560.		Harry	Bliss,	The	New	Yorker,	23	Sept.,	2013.	
Fig.	561.		Bill	GrifYith,	Zippy,	25	Dec.,	2003.	
Fig.	562.		Bill	GrifYith,	“Cartoonist	Descending	a	Staircase,”	2003.	
Fig.	563.		Henri	Matisse,	Dance	(I)	and	Dance.	
Fig.	564.		Roy	Lichtenstein,	Artist	Studio	“The	Dance”,	 1974.		Oil	on	canvas,	2.44	X	3.26	m.			
	 				Museum	of	Modern	Art,	New	York.	

�xxxviii



Fig.	565.		Roy	Lichtenstein,	Tintin	Reading,	1994.	Lithograph.		 								
Fig.	566.		Henri	Matisse,	The	Dessert:	Harmony	in	Red,	1908.		Oil	on	canvas,	1.8	X	2.2	m.			
	 					Hermitage	Museum.
Fig.	567.		Larry	Rivers,	Déjà	vu	and	the	RedRoom:	Double	Portrait	of	Matisse,	1996.	
Fig.	568.		Christina	Malman,	Cover	art,	The	New	Yorker,	2	May,	1942.	 	
Fig.	569.		Andrea	Arroyo,	Cover	art,The	New	Yorker,	26	Oct.,	1992.	
Fig.	570.		Wiley	Miller,	Non	Sequitur,	6	Feb.,	1995.	
Fig.	571.		TubeyToons,	13	March,	2015.	
Fig.	572.		Brian	and	Ron	Boychuk,	Chuckle	Bros,	8	Nov.,	2016.	
Fig.	573.		Dan	Piraro,	Bizarro,	4	April,	1997.	 	 	
Fig.	574.		Scott	Hilburn,	The	Argyle	Sweater,	30	July,	2016.	
Fig.	575.		Jim	Davis,	Garhield,	3	March,	1983.	
Fig.	576.		Mark	Parisi,	Off	the	Mark,	1	March.,	2007.	
Fig.	577.		Mark	Tatulli,	Liō,	26	Aug.,	2009.	
Fig.	578.		Quino	(Joaquín	Salvador	Lavado	Tejón).	
Fig.	579.		Pablo	Picasso,	Sueño	y	mentira	de	Franco	(The	Dream	and	Lie	of	Picasso),	1937.			
	 					Etching	and	aquatint	on	paper,	31.2	x	40.0	cm.		Sheet	1;	Series	of	150.	
Fig.	580.		Marc	Chagall,	The	Village	and	I,	1911.		Oil	on	canvas,	192	X	151	cm.		Museum	of		
	 					Modern	Art,	New	York.	
Fig.	581.		Bob	Knox,	Cover	art,	The	New	Yorker,	8	Feb.,	1993.			
Fig.	582.		Dan	Piraro,	Bizarro,	24	Dec.,	2017.	
Fig.	583.		Dan	Piraro,	Bizarro,	30	May,	1997.	
Fig.	584.		Dan	Piraro,	Bizarro,	24	Feb.,	2013.	
Fig.	585.		Robert	Leighon,	The	New	Yorker,	4	Feb.,	2013.	
Fig.	586.		Mark	Tatulli,	Liō,	26	July.,	2006.	
Fig.	587.		Hilary	B.	Price,	Rhymes	with	Orange,	21	August,	2016.	
Fig.	588.		M.C.	Escher,	Drawing	Hands,	1948.		Lithograph,	28.2	x	32.2	cm.	
Fig.	589.		Patrick	O’Donnell,	Mutts,	18	Oct.,	1998.	
Fig.	590.		Chis	Cater,	24	July,	2013.	
Fig.	591.		Harry	Bliss,	28	May,	2019.	
Fig.	592.		Carl	Rose,	The	New	Yorker,	1937.	
Fig.	593.		Bill	GrifYith,	Zippy.	21	July,	2013.	
Fig.	594.		Grant	Snider,	“My	Neighbor	Magritte,”	Medium.com,	3	Sept.,	2013.		Web.	
Fig.	595.		Scott	McCloud,	Understanding	Comics,	1993.	pp.	24–25.	
Fig.	596.		Dan	Piraro,	Bizarro,	1997.	 	 			 									
Fig.	597.		Mark	Parisi,	Off	the	Mark,	19	Feb.,	2011.	
Fig.	598.		Harry	Bliss,	27	Jan.,	2014.	
Fig.	599.		Dan	Piraro,	Bizarro,	1	Dec.,	2010.			
Fig.	600.		Dave	Whamond,	Reality	Check,	17	Nov.,	2005.	
Fig.	601.		Dan	Piraro,	Bizarro,	24	Aug.	2012.	
Fig.	602.		Wayne	Honath,	Bizarro,	16	May,	2018.	
Fig.	603.		Mark	Parisi,	Off	the	Mark,	4	April,	2016.	
Fig.	604.		Dave	Coverly,	Speed	Bump,	4	April,	2016.	
Fig.	605.		Richard	Taylor,	Cover	art,	The	New	Yorker,	9	Jan.,	1937.	
Fig.	606.		Sam	Cobean,	The	New	Yorker,	1947.	
Fig.	607.		Mike	Peters,	Mother	Goose	&	Grimm,	21	Feb.,	2014.	
Fig.	608.		Jerry	Scott	&	Jim	Borgman,	Zits,	18	Nov.,	2015.	
Fig.	609.		Mike	Peters,	Mother	Goose	&	Grimm,	7	July,	1996.	
Fig.	610.		Scott	Hilburn,	The	Argyle	Sweater,	1	Sept.,	2012.	
Fig.	611.		Mark	Parisi,	Off	the	Mark,	24	July,	2010.	
Fig.	612.		Bob	Thaves,	Frank	and	Ernest,	7	Jan.,	2003.	
Fig.	613.		Tom	Thaves,	Frank	and	Ernest,	9	June,	2010.	
Fig.	614.		John	Deering,	Strange	Brew,	20	July,	2017.	
Fig.	615.		Maria	Scrivan,	Half	Full,		25	April,	2019.	
Fig.	616.		Dan	Piraro	and	Wayne	(“Wayno”)	Honath,	Bizarro,	15	Jan.,	2012.	
Fig.	617.		Harry	Bliss,	1	Jan.,	2011.	
Fig.	618.		Wayne	Honath,	WaynoVision,	16	Feb.,	2015.	

�xxxix



Fig.	619.		Jesús	Ángel	González	López,	“MetaYiction	in	American	Comic	Strips,”	Slide	11,		
	 					slideshare.net,	5	Nov.,	2015.	
Fig.	620.		Jef	Mallett,	Frazz,	23	Sept.,	2003.	
Fig.	621.		James	Stevenson,	The	New	Yorker,	20	Oct.,	1980.	
Fig.	622.		Bill	GrifYith,	Zippy,	3	Nov.,	1989.	
Fig.	623.		Three	Anatol	Kovarsky	cartoons	from	The	New	Yorker.	
Fig.	624.		Arthur	Getz,	Cover	art,	The	New	Yorker,	7	Oct.,	1972.	
Fig.	625.		Jackson	Pollock,	Untitled	ca.	1945.		Crayon,	colored	pencil,	ink,	and	watercolor	on		
	 					paper,	51.5	x	63.5	cm.		Museum	of	Modern	Art,	New	York.	
Fig.	626.		Rob	Harrell,	Adam@Home,	8	May,	2001.	
Fig.	627.		Harry	Bliss,	29	Jan.,	2013.	 	
Fig.	628.		Wayne	Honath,	WaynoVision,	6	Feb.,	2015.	
Fig.	629.		Paul	Trap,	Thatababy,	15	Dec.,	2010.	
Fig.	630.		Scott	Hilburn,	The	Argyle	Sweater,	15	Sept.,	2016.	
Fig.	631.		Harry	Bliss,	29	Sept.,	2018.	
Fig.	632.		Dave	Whamond,	Reality	Check,	27	April,	2014.	
Fig.	633.		Steve	Breen,	Grand	Avenue,	20	July,	1999.	
Fig.	634.		Mark	Tatulli,	Heart	of	the	City,	2	Feb.,	2003.	
Fig.	635.		Brian	Basset,	Red	and	Rover,	12	March,	2008.	
Fig.	636.		Jerry	Scott	&	Jim	Borgman,	Zits,	2012.	
Fig.	637.		Scott	Hilburn,	The	Argyle	Sweater,	22	Jan.,	2011.	
Fig.	638.		John	Atkinson,	Wrong	Hands,	21	May,	2019.	
Fig.	639.		Hector	D.	Cantú	and	Carlos	Castellanos,	Baldo,	3	Sept.,	2006.	
Fig.	640.		James	Stevenson,	The	New	Yorker,	29	Aug.,	1964.	
Fig.	641.		Pat	Oliphant,	11	August,	1986.	
Fig.	642.		Paul	Trap	Thatababy,	15	Sept.,	2015.	
Fig.	643.		Harry	Bliss,	19	Aug.,	2019.	
Fig.	644.		Selection	of	Charles	Schulz,	Peanuts,	1964—1968.	
Fig.	645.		Charles	Schulz,	Peanuts,	29	Jan.,	1999.			
Fig.	646.		Bob	Thaves,	Frank	and	Ernest,	5	July,	1994.	
Fig.	647.		Scott	Hilburn,	The	Argyle	Sweater,	18	Nov.,	2012.	
Fig.	648.		Mike	Peters,	Mother	Goose	&	Grimm,	17	May,	2014.		
Fig.	649.		Grant	Snider,	Incidental	Comics,	13	June,	2012.	
Fig.	650.		Grant	Snider,	Incidental	Comics,	13	Jan.,	2014	(originally	posted	on	medium.com,		
	 					7	Oct.,	2013).	
Fig.	651.		Anatol	Kovarsky,	The	New	Yorker,	26	Sept.,	1959.	
Fig.	652.		Disney	commemorative	pins,	2004,	2018.	
Fig.	653.		Tony	Fernandez,	“Inspired	By”	Collection.	
Fig.	654.		Two	stills	from	Matt	Groening,	"The	Crepes	of	Wrath,”	The	Simpsons,	Season	1,	Episode		
	 					11,	15	April,	1990.	
Fig.	655.		Alina	Urusov,	Cover	art	for	Ghost	Rider,	#34,	June,	2009.	
Fig.	656.		Laura	Martin,	Cover	art	for	Uncanny	X-Men,	#508,	June,	2009.	
Fig.	657.		Juan	Doe,	Cover	art	for	Moon	Knight,	#29,	June,	2009.	 	 	 	 					
Fig.	658.		Jason	Chan,	Cover	art	for	Exiles,	#1,	June,	2009.	
Fig.	659.		Paolo	Rivera,	Cover	art	for	The	Amazing	Spider-Man,	#592,	June,	2009.	 	 							
Fig.	660.		Morry	Hollowell,	Cover	art	for	Wolverine:	Legacy,	#223,	June,	2009.	
Fig.	661.		Juan	Doe	and	Russ	Heath,	Cover	art	for	Daredevil,	#118,	June,	2009.	
Fig.	662.		Skottie	Young,	Cover	art	for	Captain	Britain	and	M113,	#12,	June,	2009.	
Fig.	663.		Chris	Eliopoulos,	Cover	art	for	Wolverine:		First	Class,	#14,	June,	2009.	
Fig.	664.		Christian	Nauck,	Cover	art	for	Age	of	Apocalypse,	No.	2,	April,	2012.		 									
Fig.	665.		Greg	Horn,	Cover	art	for	Invincible	Iron	Man,	No.	515,	April,	2012.	
Fig.	666.		Julian	Totino	Tedesco,	Cover	art	for	Future	Foundation,	No.	17,	April,	2012.													
Fig.	667.		Richard	Isanove,	Cover	art	for	Captain	America,	No.	10,	April,	2012.	
Fig.	668.		Greg	Horn,	Cover	art	for	Uncanny	X	Men,	No.	11,	April,	2012.	 													 	
Fig.	669.		Gabriele	Dell’Otto,	Cover	art	for	Avengers,	No.	25,	April,	2012.	
Fig.	670.		Gerald	Parel,	Cover	art	for	Uncanny	X	Force,	No.	24,	April,	2012.	 		
Fig.	671.		Julian	Totino	Tedesco,	Cover	art	for	Secret	Avengers,	No.	26,	April,	2012.	
Fig.	672.		Alex	Maleev,	Cover	art	for	Wolverine	&	the	X-Men,	No.	9,	April,	2012.	

�xl

http://medium.com


Fig.	673.		Joe	Quinones,	Cover	art	for	The	Mighty	Thor,	No.	13,	April,	2012.	
Fig.	674.		Mike	del	Mundo,	Cover	art	for	Amazing	Spiderman,	No.	683,	April,	2012.	 	 		
Fig.	675.		Michael	Kaluta,	Cover	art	for	Fantastic	Four,	No.	605.		April,	2012.	
Fig.	676.		StefYi	Schutzee,	Cover	art	for	Daredevil,	No.	11,	April,	2012.	
Fig.	677.		M.	T.	“Penny”	Ross,	“Mamma’s	Angel	Child	has	a	Cubist	Nightmare	in	the	Studio	of		
	 					Monsieur	Paul	Vincent	Cezanne	Van	Gogen	Ganguin,”	The	Chicago	Sunday	Tribune,		
	 					1916.		
Fig.	678.		Rube	Goldberg,	Cosmopolitan,	1928.	
Fig.	679.		Detail	of	Thomas	E.	Powers,	“Art	at	the	Armory	by	Powers,	Futurist,”	New	York			
	 					American,	22	Feb.,	1913	(Fig.	98).	
Fig.	680.	Cliff	Sterrett,	Polly	and	Her	Pals,	26	Sept.,	1929.	
Fig.	681.		Ernie	Bushmiller,	Nancy,	from	Groensteen	(2017).	
Fig.	682.		Cliff	Sterrett,	Polly	and	Her	Pals,	31	March,	1936.	
Fig.	683.		Richard	Taylor,	Frontispiece	from	Taylor	(1947).	
Fig.	684.		Frank	King,	Gasoline	Alley,	2	Nov.,	1930.	
Fig.	685.		Constantin	Alajalov,	Vanity	Fair,	March,	1938.	 	 	
Fig.	686.		Constantin	Alajalov,	New	Yorker,	27	Sept.,	1941.	 		 	 	 	 	 	
Fig.	687.		Ad	Reinhardt,	“How	to	Look	at	a	Cubist	Painting,”	PM	1946.	
Fig.	688.		Anatol	Kovarsky,	The	New	Yorker,	12	Jan.,	1952.	
Fig.	689.		Chon	Day,	The	New	Yorker,	8	March,	1952.	
Fig.	690.		Garrett	Price,	The	New	Yorker,	22	March,	1952.	
Fig.	691.		Charles	E.	Martin,	The	New	Yorker,	9	Aug.,	1952.	
Fig.	692.		Anatol	Kovarsky,	The	New	Yorker,	18	Oct.,	1952.	
Fig.	693.		Saul	Steinberg,	The	New	Yorker,	1	Nov.,	1952.	
Fig.	694.		Robert	Krauss,	The	New	Yorker,	27	Dec.,	1952.	
Fig.	695.		Ollie	Harrington,	Bootsie,	Pittsburgh	Currier,	17	Oct.,	1959.	
Fig.	696.		Jim	Berry,	Berry’s	World	1974.	
Fig.	697.		Harry	Bliss,	22	June,	2011.	
Fig.	698.		John	Ruge,"I	know	what	he's	trying	to	say,	-	he's	trying	to	say	that	he	can't	paint	worth		
	 					a		damn!"	Playboy,	April,	1963.	
Fig.	699.		Abel	Faivre,	“At	an	Exhibition	of	‘Cubist’	or	‘Futurist’	Pictures,”	The	Century,	Vol.	85:6,		
	 				April,	1913,	p.	960.		
Fig.	700.		Wiley	Miller,	1981.	
Fig.	701.		Ellison	Hoover,	"At	the	Museum,"	1940.		Lithograph,	25	x	36	cm.	
Fig.	702.		Gary	Brookins	&	Susie	MacNelly,	Jeff	MacNelly’s	Shoe,	5	April,	2015.	
Fig.	703.		Jeff	Stahler,	Moderately	Confused,	10	March,	2018.	
Fig.	704.		Mike	Baldwin,	Cornered,	2	Dec.,	2010	
Fig.	705.		Mike	Baldwin,	Cornered,	28	Sept.,	2018.	
Fig.	706		P.	C.	Vey,	Narrative	Magazine,	2018.	
Fig.	707.		P.	C.	Vey,	Barron’s,	2019.	
Fig.	708.		Pat	Byrnes,	Barron’s,	5	Dec.	2018.	
Fig.	709.		Selection	of	Bunny	Hoest	and	John	Reiner,	The	Lockhorns,	2011–2017.	
Fig.	710.		Dan	Piraro,	Bizarro,	19	Aug.,	2015.	
Fig.	711.		Wiley	Miller,	Non	Sequitur,	10	Oct.,	2016.	
Fig.	712.		Barbara	Shermund,	“Of	course	it’s	a	woman.		They	don’t	do	landscapes	in		
	 					marble,”	The	New	Yorker,	29	Oct.,	1939.	
Fig.	713.		Anatol	Kovarsky,	The	New	Yorker,	1	March,	1947.	
Fig.	714.		Anatol	Kovarsky,	The	New	Yorker,	1955.	
Fig.	715.		Charles	E.	Martin,	Cover	art,	The	New	Yorker,	15	Jan.	1955.	
Fig.	716.		Bill	Watterson,	Calvin	and	Hobbes,	18	April,	1989.	
Fig.	717.		Bill	Watterson,	Calvin	and	Hobbes,	30	April,	1990.	
Fig.	718.		Ron	Ferdinand	and	Scott	Ketcham,	Dennis	the	Menace,	6	March,	2016.	
Fig.	719.		Bill	Amend,	Foxtrot,	12	June,	2011.	
Fig.	720.		Lincoln	Peirce,	Big	Nate,	30	Oct.,	2016.	
Fig.	721.		Berkeley	Breathed,	Bloom	County,	8	April,	1985.	
Fig.	722.		Garry	Trudeau,	Doonesbury,	1985.		
Fig.	723.		Glenn	and	Gary	McCoy,	The	Flying	McCoys,	9	Jan.,	2011.	
Fig.	724.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	16	Sept.,	2014.	

�xli



Fig.	725.		Tony	Carrillo,	F	Minus,	19	May,	2006.	
Fig.	726.		Dean	Young	and	John	Marshall,	Blondie,	19	Jan.,	2014.	
Fig.	727.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	23	Oct.,	2008.	
Fig.	728.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	17	April,	2015.	
Fig.	729.		Jim	Toomey,	Sherman’s	Lagoon,	11	March,	2011.	
Fig.	730.		Matthew	Diffee,	2018.	
Fig.	731.		Wayne	Honath,	Bizarro,	2	May,	2011.	
Fig.	732.		Dan	Piraro,	Bizarro,	23	Jan.,	2017.	
Fig.	733.		Saul	Steinberg,	Detail	from	“Comic	Strip,”	1958.	
Fig.	734.		Robert	Crumb,	“Abstract	Expressionist	Ultra	Super	Modernistic	Comics,”	Zap	Comix,		
	 					No.	1,	1968.	
Fig.	735.		Mike	Getsiv,	Tim	Gaze,	Jonny	Gray,	Maco,	Steven	LaRose,	Satu	Kaikkonen,	Steven		
	 					Bellitt,	Rosaire	Appel,	Alexey	Sokolin,	Gareth	A	Hopkins,	Chris	Kreuter,	A	Decker,		
	 					Daryl	P.	Morris,	Charles	Newton,	Jase	Daniels,	Robukka,	Rob,	Ruela,	Emmanuel,	El	
	 					Pájaro	Mixto,	Mauro	Cesari,	Amy	Kuttab,	Jenny	Robins,	Abi	Daker,	and	Dellde	Loport,		
	 					ABCOLAB	#2,	5–25	June,	2010.		From	Mike	Getsiv,	Abstract	Comics,	5	July,	2010.	Web.	
Fig.	736.		Man	Ray,	André	Breton,	Yves	Tanguy,	and	Max	Morise,	“Exquisite	Corpse”	drawing,		
	 				1928.		Art	Institute,	Chicago.	
Fig.	737.		Pablo	Picasso	and	Saul	Steinberg,“Exquisite	Corpse”	drawing,	16	May,	1958.		 	 	
	 				Crayon	and	pencil	on	paper,	26	x	17	cm.	Beinike	Library,	Yale	University.	
Fig.	738.		Pablo	Picasso	and	Saul	Steinberg,	“Exquisite	Corpse”	drawing,	16	May,	1958.	Ink	on		
	 					paper,		26	x	17	cm.	Private	Collection.	 	
Fig.	739.		Ros	Chast,	“Ad	InYinitum,”	Cover	art,	The	New	Yorker,4	March,	2013.	
Fig.	740.		Silly	art	critics,	from	Figs.	116–117,	136,	157,	184,	193,	402,	696–697,	and	719.		
Fig.	741.		Paul	Trap,	Thatababy,	22	Feb.,	2015.	
Fig.	742.		Mike	Peters,	Editorial,	Dayton	Daily,	24	Feb.,	2010.	
Fig.	743.		Mike	Peters,	Mother	Goose	and	Grimm,	18	Nov.,	2013.	
Fig.	744.		Detail	of	the	“Hesione	Vase,”	Late	Corinthian	column	krater,	ca.	550	BCE.		Museum	of		
	 					Fine	Arts,	Boston.	
Fig.	745.		Édouard	Riou,	Illustration	for	Jules	Verne,	Journey	to	the	Center	of	the	Earth,	1864.	 	
Fig.	746.		Gilbert	Gaul,	Illustration	for	James	De	Mille,	A	Strange	Manuscript	Found	in	a	Copper		
	 					Cylinder,	1888.	
Fig.	747.	Robert	L.	Mason,	Illustration	for	Frank	Savile,	Beyond	the	Great	South	 		.	
	 				Wall,	1901.	
Fig.	748.		Harry	Roundtree,	Illustrations	for	Arthur	Conan	Doyle,	The	Lost	World,	1912.	
Fig.	749.		J.	Allen	St.	John,	Cover	art	for	Edgar	Rice	Burrough’s	At	the	Earth’s	Core,	1922.	
Fig.	750.		J.	Allen	St.	John,	Cover	art,	Edgar	Rice	Burroughs’	The	Land	that	Time	Forgot,	1924.	
Fig.	751.		J.	Allen	St.	John,	Cover	art	and	illustration	for	Edgar	Rice	Burroughs’	Tarzan	the		
	 				Terrible,	1921.	
Fig.	752.		J.	Allen	St.	John,	Cover	art		and	illustration	for	Edgar	Rice	Burroughs’	Tarzan	at	the		
	 				Earth’s	Core,	1930.	
Fig.	753.		John	Taine	(Eric	Temple	Bell),	The	Greatest	Adventure,	1928.	(Ace	Book	edition,	1960).	
Fig.	754.		Don	Marquis,	Love	Sonnets	of	a	Cave	Man,	1928.	
Fig.	755.		Two	stills	from	D.	W.	GrifYith,	Brute	Force	(Primitive	Man),	1914.	
Fig.	756.		Still	from	Willis	O’Brien,	RRD	10,000	BC,	Conquest	Pictures,	1917.	
Fig.	757.		Still	from	Willis	O’Brien,	Prehistoric	Poultry,	Conquest	Pictures,	1917.	
Fig.	758.		Movie	poster	for	The	Lost	World,	First	National	Pictures,	1925.	
Fig.	759.		Two	stills	from	The	Lost	World,	First	National	Pictures,	1925.	
Fig.	760.		Two	still	from	King	Kong,	1933.	
Fig.	761.		Two	stills	from	the	Buster	Keaton	1923	movie,	The	Three	Ages.	
Fig.	762.		Movie	Poster	and	production	photograph,	One	Million	B.C.,	Hal	Roach	Studios,	1940.	
Fig.	763.		Tom	Chantrell,	Movie	poster	for	One	Million	Years	B.C.,	Hammer	Film	Productions,		
	 					1966.	
Fig.	764.		Movie	poster	for	Unknown	Island,	Universal	Studios,	1948.	
Fig.	765.		Movie	poster	for	Two	Lost	Worlds,	Sterling	Productions,	1951.	
Fig.	766.		Movie	poster	and	promotional	photograph	for	The	Land	Unknown,	Universal	Pictures,		
	 				1957.												

�xlii



Fig.	767.		Movie	poster	for	The	Lost	World,	20th	Century	Fox,	1960.	
Fig.	768.		Movie	poster	for	The	Land	that	Time	Forgot,	Amicus	Production,	1975.	
Fig.	769.		Movie	poster	for	At	the	Earth’s	Core,	Amicus	Production,	1976.	
Fig.	770.		Movie	Poster	for	Quest	for	Fire,	Cinema	International	Company,	1981.	
Fig.	771.		Movie	poster	for	Caveman.		Turman-Foster	Company,	1981.	
Fig.	772.		Frank	R.	Paul,	Cover	art	for	Amazing	Stories,	Feb.,	1927.	
Fig.	773.		Joe	Kubert,	Cover	art	for	One	Million	Years	Ago!,	St.	John’s,	1953.	
Fig.	774.		Joe	Kubert,	Cover	art	for	Tor,	D.C.	Comics,	1974.	
Fig.	775.		Turok,	Son	of	Stone,	Dell	Comics,	1956,	Gold	Key	Comics,	1966.	
Fig.	776.		Jack	Sparling,	Cover	art,	Naza,	Stone	Age	Warrior,	Dell	Comics,	1964	and	1966.	
Fig.	777.		Tarzan	of	the	Apes,	Gold	Key	Comics,	No.	142	(June,	1964)	and	No.	146	(Oct.,	1964).	
Fig.	778.		Russ	Manning,	Cover	art,	Tarzan	of	the	Apes,	Gold	Key	Comics,	Nos.	166–167	(July	
	 				Sept.	1968).	
Fig.	779.		Doug	Wildey,	Cover	art,	Tarzan	of	the	Apes,	Gold	Key	Comics,	Nos.	179–181	(Sept.–	
	 					Dec.,	1968).	
Fig.	780.		Ross	Andru	and	Mike	Esposito,	Cover	art,	Star	Spangled	War	Stories,	No.	92	(Sept.		
	 				1960),	No.	103	(July,	1960),	and	No.	125	(March,	1966).	
Fig.	781.		David	Schleinkofer,	Cover	art	for	Harry	Harrison,	West	of	Eden,	1984.	
Fig.	782.		E.T.	Reed,	Mr.	Punch’s	Prehistoric	Peeps,	1894.	
Fig.	783.		Oskar	Andersson,	“Urmänniskan	och	Urhunden,”	1900.	
Fig.	784.		Thomas	Starling	Sullivant,	“Missed	the	Boat,”	Life	Magazine,	15	June,	1899.	
Fig.	785.		Dan	Regan,	Hallmark	Cards,	2009.	
Fig.	786.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	787.		Charles	R.	Knight,	Brontosaurus	(Apatosaurus)	and	Diplodocus,	American	Museum	of		
	 				Natural	History,	New	York,	1898.	
Fig.	788.		Frederick	Opper,	Frontispiece	to	Our	Antediluvian	Ancestors,	1903.	
Fig.	789.		Frederick	Opper,	Selection	of	Our	Antediluvian	Ancestors,	1903.	
Fig.	790.		Frederick	Opper,	“Our	Antediluvian	Ancestors,”	3	April,	1904.		Billy	Ireland	Cartoon		
	 				Library	and	Museum,	Ohio		State	University.	
Fig.	791.		Willian	A.	Rodgers,	Harper’s	Weekly,	11	Jan.,	1902.	
Fig.	792.		Winsor	McCay,	Dreams	of	a	Rarebit	Fiend,	25	May,	1913.	
Fig.	793.		Winsor	McCay,	“Flip	in	the	Land	of	the	Antediluvians,”	In	the	Land	of	Wonderful		
	 				Dreams,	21	September,	1913.	
Fig.	794.		Winsor	McCay,	“Flip	Educates	a	Distacuteus	Mastadonius,”	In	the	Land	of	Wonderful		
	 				Dreams,	5	Oct.,	1913.	
Fig.	795.		Winsor	McCay,	“Going	Up!		Flip	and	His	Party	Visit	the	Mayor	of	Cliffville	,”	In	the		
	 	 				Land	of	Wonderful	Dreams,	12	Oct.,	1913.	
Fig.	796.		Winsor	McCay.		Poster	and	animation	cell	from	Gertie	the	Dinosaur,	1914..	
Fig.	797.		Poster	for	Fox	Studio’s	Winsor	McCay’s	“Gertie”,	1914.	
Fig.	798.		Robert	McCay	(Winsor	McCay),	Dino,	1934.		Billy	Ireland	Cartoon	Library	and		
	 				Museum,	Ohio		State	University.		From	Merkl,	2015,	pp.	16–17.	
Fig.	799.		“Winsor	McCay,	Jr.”	(Robert	McCay),	Little	Nemo	in	Slumberland,	27	June,	1937.	
Fig.	800.		V.	T.	Hamlin,	First	Alley	Oop	comic	strip,	5	Dec.,	1932.	
Fig.	801.		V.	T.	Hamlin,	Alley	Oop,	9	Sept.,	1934.	
Fig.	802.		V.	T.	Hamlin,	Alley	Oop,	21	Oct,	1934.	
Fig.	803.		Jon	St.	Ables	Cover	art,	Lucky	Comics,	Aug.–Sept.,	1945	and	Feb.–March,	1946.	
Fig.	804.		Albert	Robida,	“Une	bonne	partie	de	chasse	à	l'époque	tertiaire,”	ca.	1900.	
Fig.	805.		Georges	Léonnec,	“L’Histoire	gallant:	Le	Chapitre	des	baignoires,”	La	Vie	parisienne,		
	 				1912.		
Fig.	806.		Maurice	Cuvillier,	Detail	from	“The	Adventures	of	Ra	and	Ta,	Stone	Age		
	 				schoolchildren,”	Guignol	Cinema	de	la	jeunesse,	6	May,	1928.	
Fig.	807.		Pouf,		“Iroh,	l’enfant	des	cavernes	,”	Guignol	Cinema	de	la	jeunesse,	19	May,	1933.	
Fig.	808.		Douglas	Dundee	(Dugald	Matheson	Cumming-Skinner),	“Cave-Boy	Erek,"	The		
	 				Triumph,	The	Boys’	Best	Story	Paper,	1933.	
Fig.	809.		Michael	Maslin,	The	New	Yorker,	14	April,	2008.	
Fig.	810.		Frank	Cotham,	The	New	Yorker,	13	April,	2020.	
Fig.	811.				Max	Garcia,	Sunny	Street,	2013.	

�xliii



Fig.	812.		Bill	Abbott,	Spectickles,	27	Aug.,	2019.	
Fig.	813.		Mark	Anderson,	Andertoons.		From	“KoProFagO”	2020.	
Fig.	814.		Photograph	of	the	exhibition,	Prehistòria	i	Còmic,	Museu	de	Prehistòria	de	València,			
	 					14	June,	2016–8	Jan.,	2017.	
Fig.	815.		Front	cover	to	Fabrice	Douar	and	Jean-Luc	Martinez,	L’	Archéologie	en	bulles,	Musée	du		
	 					Louvre,	2018.						
Fig.	816.		Poster	for	exhibition	Archéo-BD,	A	la	croisée	de	l'archéologie	et	de	la	bande	dessinée,		 	
	 					Service	Archéologique	de	Melun,	2018–2019.	
Fig.	817.		Obelix,	from	Astérix	le	Gaulois,	created	by	René	Goscinny	and	Albert	Uderzo.		
Fig.	818.		From	André	Houot,	Chroniques	de	la	nuit	des	temps,	1.	Le	Couteau	de	pierre	(“The		 									
	 					Stone	Knife”),	Fleurus,	1987.	 	 	 								
Fig.	819.		From	André	Houot,	Chroniques	de	la	nuit	des	temps,	3.		On	a	marché	sur	la	terre	(“We		
	 					Walked	on	Earth”),	Le	Lombard,	1990.	
Fig.	820.		From	Priscille	Mahieu	and	Éric	Le	Brun,	Ticayou,	Chasseur	de	la	préhistoire	(Prehistoric		
	 					Hunter),	Totem,	5	Nov.,	2009.	
Fig.	821.		Covers	to	Éric	Le	Brun,	L’art	préhistorique	en	bande	dessinée,	(Glénat,	2012–2018).	
Fig.	822.		Cover	and	page	from	David	Prudhomme,	Emmanuel	Guibert,	Pascal	Rabaté,	Troub's,		
	 				Marc-Antoine	Mathieu	and	Etienne	Davodeau,	Rupestres,	Futuropolis,	2011.	
Fig.	823.		Poster	and	panel	from	Préhistoire	de	la	bande	dessinée	et	du	dessin	animé,	2008–2009.	
Fig.	824.		Engraving	of	an	ibex,	from	the	rock	shelter	of	Colombier	(Ardèche)	and	a	carved		
	 				plaque	with	a	horse,	from	Le	Marche,	after	Azéma	(2008).	
Fig.	825.		Scott	McCloud,	Understanding	Comics,	1993.	p.	141.	
Fig.	826.		From	Will	Eisner,	Graphic	Storytelling	and	Visual	Narrative,	2008	(1996),	p.	1.	
Fig.	827.		Sephko	(Gojko	Franulic),	4	Nov.,	2014.	
Fig.	828.		Reza	Farazmand,	Poorly	Drawn	Lines,	18	Aug.,	2014.	
Fig.	829.		Mick	Steven,	The	New	Yorker,	22	Dec.,	2014.	
Fig.	830.		A	mid-2nd	century	B.C.E.	“Homeric”	bowl	in	the	Antikensammlung	Staatliche	Museum		
	 				zu	Berlin	Preussischer	Kulturbesitz	(3161n).		Top,	from	Mertens,	2019,	p.	156,	Yig.	14;		
	 				bottom,	drawing	after	Roberts	1890,	p.	8,	Yig.	A.	
Fig.	831.		John	Swogger,	Page	from	Llyn	Cerrig	Bach	(CADW	–	Welsh	Government	Historic		
	 				Environment	Service),	2014.		From	Swogger,	Feb.,	2014.	
Fig.	832.		Sylvain	Savoia,	Les	Esclaves	oubliés	de	Tromelin,	2015,	plates	72	and	82.		From	Douar		 	
	 				and	Martinez,	2018,	pp.	24–25.	
Fig.	833.		Johannes	H.	N.	Loubser,	Archaeology.		The	Comic,	2003,	p.	47.	
Fig.	834.		Larry	Gonick,	cover	to	The	Cartoon	History	of	the	Universe	I,	and	page	from	The		 	
	 				Cartoon	History	of	the	Universe	II.	
Fig.	835.		Troy	Lovata,	“How	to	Use	the	Tool,”	2000.		Reprinted	in	de	Boer,	2004,	p.	113.	
Fig.	836.		Faith	Haney,	“Six	Things	I’ve	Never	Found	[A	True	Story],”	Shovel	Bum	#13,	2012,	p.	9.	
Fig.	837.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	p.	26.	
Fig.	838.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	pp.	28	and	33.	
Fig.	839.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	p.	27.	
Fig.	840.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	pp.	43.	
Fig.	841.		Anne	Glynnis	Fawkes,	Cartoons	of	Cyprus,	2001,	pp.	34–35.	
Fig.	842.		Fredrick	Opper,	Our	Antediluvian	Ancestors,	1903,	Fig.	40.	
Fig.	843.		Fredrick	Opper,	Our	Antediluvian	Ancestors,	1903,	Fig.	48.	
Fig.	844.		Dave	Coverly,	Speed	Bump,	7	March,	2007.	
Fig.	845.		Two	stills	from	The	Flintstones.	
Fig.	846.		Fred	Flintstone	at	work,	and	Fred,	Wilma,	and	Pebbles	Flintstone	with	their	pet,	Dino.	
Fig.	847.		Gary	Larson,	Far	Side,	26	Oct.,	1984.	
Fig.	848.		Troy	Lovata,	“Talking	Dog	Archaeology,”	2005,	p.	25.	
Fig.	849.		Front	Cover	to	Cornelius	Holtorf,	Archaeology	is	a	Brand!,	2007.	
Fig.	850.		Walter	Paget,	Illustration	for	H.	Rider	Haggard,	King	Solomon’s	Mine,	1888.	
Fig.	851.		Arthur	Conan	Doyle,	“Burger’s	Secret”	(“The	New	Catacomb”),	The	Sunlight	Year-Book,		
	 				1898.	
Fig.	852.		Robert	Macartney,	Dust	jacket	illustration	for	Agatha	Christie,	Murder	in	Mesopotamia,		
	 				1936.	 	 	
Fig.	853.		Cover	to	Glyn	Daniel,	The	Cambridge	Murders	(1964	Penguin	reprint	of	1945	original).	
Fig.	854.		Poster	for	Mister	V	(Pimernel	Smith),	1941.	

�xliv



Fig.	855.		Poster	for	Indiana	Jones	movies,	1981–2008.	
Fig.	856.		Howard	Chakyn,	Cover	art	for	Walt	Simonson,	“Raiders	of	the	Lost	Arc,”	Marvel	Comics		
	 				Super	Special,	Vol.	1,	#	18	(September,	1981).	
Fig.	857.		Biblical	Archaeology	Review,	March/April	2014.	
Fig.	858.		Poster	for	the	Mummy,	1999.	
Fig.	859.		Poster	for	Lara	Croft	Tomb	Raider,	2001.	
Fig.	860.		Michael	Turner,	Cover	illustration	for	Tomb	Raider	#	1	(1	Jan.,	1999).	
Fig.	861.		Adam	Hughes,	Cover	illustration	for	Tomb	Raider	#	33	(1	Jan.,	2003).	
Fig.	862.		Poster	for	Relic	Hunter,	1999.	
Fig.	863.		Salvador	Larocca,	Cover	art	for	Kieron	Gillen,	Star	Wars	Doctor	Aphra,	Marvel	Comics,		
	 				25	March,	2015.	
Fig.	864.		Rucka	and	Bilquis	Evely,	D.C.	Universe	Rebirth	#	8,	Wonder	Woman	(Dec.,	2016).	
Fig.	865.		Dave	Whamond,	Reality	Check,	6	Feb.,	2007.	
Fig.	866.		Mark	Tatulli,	Heart	of	the	City,	2	March,	2015.	
Fig.	867.		Bill	Watterson,	Calvin	and	Hobbes,	2–7	and	9–12	May,	1988.	
Fig.	868.		Jan	Eliot,	Stone	Soup,	24	Sept.,	2000.		
Fig.	869.		Wiley	Miller,	Non	Sequitur,	16	Nov.,	2015.	
Fig.	870.		Wiley	Miller,	Non	Sequitur,	22	March,	2015.	 	 					
Fig.	871.	Jeff	Stahler,	Moderately	Confused,31	Dec.,	2014.	
Fig.	872.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	29	Jan.,	2017.	
Fig.	873.		Paul	Gilligan,	Pooch	Café,	23	June,	2013.	
Fig.	874.		Paul	Gilligan,	Pooch	Café,	22	Nov.,	2015.	
Fig.	875.		Nick	D	Kim,	5	September,	2017.	
Fig.	876.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	30	April,	2019.	
Fig.	877.		Charles	Addams,	The	New	Yorker.	
Fig.	878.		Tom	Thaves,	Frank	and	Ernest.	,	13	March,	2015.	
Fig.	879.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	27	March,	2019.	
Fig.	880.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	881.		Jim	Meddick,	Monty,	25	March,	2013.			
Fig.	882.		Jim	Meddick,	Monty,14	July,	2013.		
Fig.	883.		David	Maccaulay,	Motel	of	the	Mysteries,	1979.	
Fig.	884.		Sophia	Schleimann	wearing	the	“Jewels	of	Helen,”	1874.	 									
Fig.	885.		David	Maccaulay,	Motel	of	the	Mysteries,	1979.	
Fig.	886.		David	Maccaulay,	Motel	of	the	Mysteries,	1979.	
Fig.	887.		Gary	Wise	and	Lance	Aldrich,	Real	Life	Adventures.	29	Dec.,	1999.	 	 	
Fig.	888.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	13	July,	2011.	
Fig.	889.		Walt	Handelsman,	Newsday	19	Nov.,	2012.	
Fig.	890.		Wayne	Honath,	WaynoVision,	7	Oct.,	2015.	
Fig.	891.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	6	July,	2016.	
Fig.	892.		John	Baynham		2006.		 	 	 				
Fig.	893.		Scott	Hilburn,	The	Argyle	Sweater,		24	July,	2009.	
Fig.	894.		Wiley	Miller,	Non	Sequitur,	7	Oct.,	1992.	
Fig.	895.		Wiley	Miller,	Non	Sequitur,	7	July.,	1998.	
Fig.	896.		Ruben	Bolling	(Ken	Fisher),	Tom	the	Dancing	Bug,	4	May,	2002.	
Fig.	897.		Matt	Wurker,	12	July,	2012.	
Fig.	898.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	28	March	2011.	
Fig.	899.		Rudolph	Zallinger,	Early	Man,	1965.	
Fig.	900.		Greg	Noll	“Da	Cats”	surYboard	ad,	1966.	
Fig.	901.		Logo	of	the	Leakey	Foundation,	1968.	
Fig.	902.		Joe	Garnett,	Cover	art	to	Door’s	Full	Circle	album,	1972.	
Fig.	903.		Supertramp,	Brother	Where	You	Bound	album	cover,	1985.	
Fig.	904.		Encino	Man	soundtrack	album	cover,	1992.	
Fig.	905.		Robert	Leighton,	The	New	Yorker,	25	Dec.,	2006.	
Fig.	906.		Steve	Greenberg,	Seattle	Post-Intelligencer,	1996.	
Fig.	907.		Patrick	Hardin,	3	Feb.	1999.	
Fig.	908.		Wiley	Miller,	Non	Sequitur,	30	Aug.,	2004.	

�xlv



Fig.	909.	Kris	Wilson,	Rob	DenBleyker,	Matt	Melvin	and	Dave	McElfatrick.	Cyanide	and		
	 			Happiness,	explosum.net,	April,	2005.	
Fig.	910.		Paul	Reiley,	Judge,	18	July,	1925.	
Fig.	911.		Mike	Luckovid,	Atlanta	Journal	Constitution,	1	Feb.,	2003.	
Fig.	912.		Jeff	Parker,	Florida	Today,	6	May,	2005.	
Fig.	913.		R.	J.	Matson,	St.	Louis	Post-Dispatch,	10	Nov.,	2005.	
Fig.	914.		Bill	Day,	Detroit	Free	Press,	from	Pausas	(2009).	
Fig.	915.		Matt	Davies,	The	Journal	News,	15	April,	2005.	
Fig.	916.		Dan	Piraro,	Bizzaro,	24	Oct.,	2006.	 	
Fig.	917.		Tony	Auth,	from	Pausas	(2009).	
Fig.	918.		Richard	Thompson,	Richard’s	Poor	Almanac,	reprinted	14	July,	2014.	
Fig.	919.		Nick	D	Kim,	Science	and	Ink.	
Fig.	920.		Carmen	Ezgeta,	from	Gri	(2016).			
Fig.	921.		Peter	Steiner,	The	New	Yorker,	30	July,	1990.	
Fig.	922.		Mort	Gerberg,	The	New	Yorker,	24	Dec.,	2001.	
Fig.	923.		Sam	Gross,	from	Pausas	(2009).	
Fig.	924.		Bruce	McCall,	three	alternative	covers	for	The	New	Yorker,	14	May,	2007.	
Fig.	925.		Jerry	Scott	and	Jim	Borgman,	Zits,	10	April,	2015.	
Fig.	926.		Mike	Keefe,	The	Denver	Post,	27	March,	2009.	
Fig.	927.		David	Horsey,	The	Los	Angeles	Times,	2012.	
Fig.	928.		George	Riemann,	from	Gri	(2016).	
Fig.	929.		Wilbur	Dawbarn,	from	Giller	and	Conniff	(2014).	
Fig.	930.		From	Gri	(2016).	
Fig.	931.		Dave	Whamond,	Reality	Check,	16	July,	2017.	
Fig.	932.		Matthew	Inman,	“The	evolution	of	our	spine	and	speech,”	theoatmeal.com,		2020.	
Fig.	933.		Patrick	Boivin,	June,	2005.	From	Gri	(2016).	
Fig.	934.		Darren	Humphreys	and	John	Schmelzer,	14	Nov.,	2013.	
Fig.	935.		Amjad	Rasmi,	from	Gri	(2016).	
Fig.	936.		Anonymous,	street	art,	London,	2008.	
Fig.	937.		From	Gri	(2016).	
Fig.	938.		MAC	(Stanley	McMurtry),	Daily	Mail,	2008.	
Fig.	939.		Jon	Kudelka,	4	June,	2009.	
Fig.	940.		Teddy	Tietz,	2009.	
Fig.	941.		Dan	Piraro,	Bizarro,	30	Dec.,	2007.	
Fig.	942.		Dan	Piraro,	Bizarro,	1	Feb.,	2015.	
Fig.	943.		Dan	Piraro,	Bizarro,	9	April,	2017.	
Fig.	944.		Chris	Madden,	1	Sept.,	2008.	
Fig.	945.		Glenn	Jones,	from	Gri	(2016).	
Fig.	946.		Matt	Groening,	from	Gri	(2016).	
Fig.	947.		Maentis,	Selection	of	“99	Steps	of	Progress”	posters,	2012.	
Fig.	948.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	949.		Jorodo,	1	March,	2010.	
Fig.	950.		Clare	Mulley,	The	Spectator,	29	Feb.,	2020.	
Fig.	951.		Mick	Stevens,	The	New	Yorker,	24	Nov.,	2014.	
Fig.	952.		Bill	Whitehead,	Free	Range,	4	April,	2018.	
Fig.	953.		Carlotta	Monterey	and	Louis	Wolheim	in	the	1922	Plymouth	Theater	production	of		
	 				Eugene	O’Neill’s	The	Hairy	Ape,	Beinecke	Rare	Book	&	Manuscript	Library,	Yale		
	 				University.	
Fig.	954.		Caricature	of	Charles	Darwin	as	a	monkey,	La	Petite	Lune,	1878.					
Fig.	955.		C.	H.	Bennett,	Punch’s	Almanack	for	1882,	6	Dec.	1881.	
Fig.	956.		Label	of	“Anis	de	Mono”	liquor,	and	statue	in	Vicente	Bosch	Company,	Badalona,	Spain.	
Fig.	957.		Emmanuel	Frémiet,	Gorille	enlevant	une	femme,	1887.		Bronze	sculpture,	187	X	167	X		
	 				100	cm,	Musée	d’Arts,	Nantes.	
Fig.	958.		Cover	to	Georges	Sim	(Georges	Simenon),		Le	Gorille-roi,	1929.	
Fig.	959.		Still	from	the	1933	RKO	movie,	King	Kong.	
Fig.	960.		Fred	J.	Arting,	Book	cover	to		Edgar	Rice	Burroughs,	Tarzan	of	the	Apes,	A.	C.	McClurg,	 	
	 				1914.	 	 	
Fig.	961.		Lee	O’Mealia,	Cover	art	for	Action	Comics,	No.	6,	Nov.,	1938.	

�xlvi

http://explosum.net


Fig.	962.		Publicity	photo	of	Dorothy	Lamour	in	Her	Jungle	Love,	1938.	
Fig.	963.		Pierre	Boitard,	Frontispiece,	Paris	avant	les	hommes	(Paris	Before	Man),	1861.	 					
Fig.	964.		Frontispiece	to	Charles	G.D.	Roberts,	In	the	Morning	of	Time,	1919.	
Fig.	965.		Joe	Kubert,	Cover	art,	DC	Comics	Tor,	No.	1,	June,	1975.	
Fig.	966.		Movie	poster	and	still	from	D.	W.	GrifYith,	Brute	Force	(Primitive	Man),	1914.	
Fig.	967.		Still	from	Buster	Keaton,	The	Three	Ages,	1923.	
Fig.	968.		Léon-Maxime	Faivre,		Envahisseurs,	épisode	d’une	migration	a	l’âge	de	pierre,	
	 				1884.	Oil	on	canvas,	259	x		189	cm.		Musée	des		Beaux-Arts	et	d'Archéologie,	Vienna.	
Fig.	969.		Paul	Jamin,		Rapt	à	l'âge	de	pierre,	1888.		Oil	on	canvas,	279	x	200	cm.		Musée	des		
	 				Beaux-Arts,	Reims.	
Fig.	970.	Giambologna,	The	Capture	of	the	Sabine	Women,	1581–1583.		Marble,	4.1	m.		Loggia	dei		
	 				Lanzi,	Florence.	
Fig.	971.		Photograph	of	the	Centenary	of	the	Liverpool	&	Manchester	Railway,	Liverpool,	Sept.,		
	 				1930.	
Fig.	972.		Frederick	Opper,		Our	Antediluvian	Ancestors,	1903.	
Fig.	973.		Leonard	Dove,	The	New	Yorker,	1	Dec.,	1934.	
Fig.	974.		Misha	Ricther,	The	New	Yorker,	27	Nov.,	1943.	
Fig.	975.		Tom	Cheney,	The	New	Yorker,	12	April,	1999.	
Fig.	976.		Danny	Shanahan,	The	New	Yorker,	2002.	
Fig.	977.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	978.		Bill	Whitehead,	Free	Range,		18	Oct.,	2019.	
Fig.	979.		Leigh	Rubin,	Rubes,	27	May,	2018.	
Fig.	980.		Ballo	(Rex	May),	2010.	
Fig.	981.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	982.		Robert	Crumb,	“Cave	Wimp,”	Zap	Comix,	No.	12,	1988.	
Fig.	983.		Front	cover	to	E.T.	Reed,	Mr.	Punch’s	Prehistoric	Peeps,	1894.	
Fig.	984.		Dust	jacket	to	Walt	Disney,	Mickey	Mouse	on	the	Cave-Man	Island,	1944.	
Fig.	985.		Jean	Ache	(Jean-Baptiste	Huet),	“Archibald,	l’homme	de	la	préhistoire,”	Pilote.	Le		
	 				journal	d’Asterix	et	Obelix,	1965.	
Fig.	986.		Gary	Larson,	The	Far	Side.	
Fig.	987.		Kaaman	Hafeez,	The	New	Yorker,	2	Jan.,	2017.	
Fig.	988.		Wiley	Miller,	Non	Sequitur,	12	May,	2013.	 	 						
Fig.	989.		Wiley	Miller,	Non	Sequitur,	31	May,	2015.	
Fig.	990.		Wiley	Miller,	Non	Sequitur,	23	Nov.,	2015.	
Fig.	991.		Tom	Cheney,	The	New	Yorker,	22	June,	2009.	 	 			
Fig.	992.		Tom	Cheney,	The	New	Yorker,	11	Oct.,	2011.	
Fig.	993.		Bill	Whitehead,	Free	Range,	14	Dec.,	2019.	
Fig.	994.		Steve	Moore,	In	the	Bleachers,	27	Dec.,	2001.	
Fig.	995.		Dan	Piraro,	Bizzaro,	16	Nov.,	2014.	
Fig.	996.		Gary	Larson,	The	Far	Side,	5	May,	1988.	
Fig.	997.		Screen	shots	from	Originalos,	Tiny	Film,	2010.	
Fig.	998.		Baloo	(Rex	F.	May),	2014.	
Fig.	999.		Chuck	Ingwersen,	2009.	
Fig.	1000.		Paul	Mahoney,	2012.	
Fig.	1001.		Ted	Blackman,	Crotchety	Comics,	2012	
Fig.	1002.		“El	origen	de	algunas	cosas,”	TBO.	Año	XIV,	n.	701,	Barcelona,	1928.	
Fig.	1003.		Three	Gary	Larson	The	Far	Side	cartoons.	
Fig.	1004.		Bill	Abbott,	Sept.,	2001.	
Fig.	1005.		Dan	Piraro,	Bizarro,	5	April,	2010.	
Fig.	1006.		Robert	Leighton,	The	New	Yorker,	13	Aug.,	2012.	
Fig.	1007.		John	McPherson,	Close	to	Home,	14	Sept.,	2014.	
Fig.	1008.	Maurice	Cuvillier,	“Les	Aventures	de	Ra	et	Ta.		Écoliers	de	L’	Âge	de	Pierre,”		
	 	 				Guignol,	no.	96,	6	May,	1928,	pp.	1	and	8.	
Fig.	1009.		Jon	St.	Ables,	Lucky	Comics,	Oct.–Nov.,	1945.	
Fig.	1010.		Gene	Hazelton,	The	Flintstones,	27	Nov.,	1962.	
Fig.	1011.		Johnny	Hart,	B.C.,	1958.	
Fig.	1012.		Arby's	B.C.	Comics	Caveman	Unicycle	Glass	Tumbler,	1981.	

�xlvii



Fig.	1013.		Gary	Larson,	Far	Side,	20	March	1981. 
Fig.	1014.		Gary	Larson,	Far	Side,	23	Oct.,	1984.	 	 	 											
Fig.	1015.		Gary	Larson,	Far	Side,	24	July,	1985.	 	
Fig.	1016.		Gary	Larson,	Far	Side,	17	Jan.,	1986.	
Fig.	1017.		Gary	Larson,	Far	Side,	15	Jan.,	1988.	
Fig.	1018.		Gary	Larson,	Far	Side,	22	May,	1990.	
Fig.	1019.		John	McPherson,	Close	to	Home,	3	Aug.,	2014.	
Fig.	1020.		John	McPherson,	Close	to	Home,	27	Nov.,	2016.	
Fig.	1021.		John	McPherson,	Close	to	Home,	22	Oct.,	2017.	
Fig.	1022.		Patrick	Hardin,	4	March,	2003.	
Fig.	1023.		Dave	Coverly,	Speed	Bump,	17	April,	2005.	
Fig.	1024.	NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1025.		Scott	Hilburn,	The	Argyle	Sweater,	4	Jan.	,	2010.												
Fig.	1026		Scott	Hilburn,	The	Argyle	Sweater,	14	Feb.,	2014.	
Fig.	1027.		Mike	StanYill,	12	April,	2013.	
Fig.	1028.		Bill	Whitehead,	Free	Range,	2	June,	2016.	
Fig.	1029.		Harry	Bliss,	21	Dec.,	2016.	
Fig.	1030.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	12	Feb.,	2018.	
Fig.	1031.		David	Sipress,	The	New	Yorker,	24	Sept.,	2018.	
Fig.	1032.		Bill	Whitehead,	Free	Range,	25	April,	2019.	
Fig.	1033.	NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1034.	NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1035.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	22	Dec.,	2016.	
Fig.	1036.		Nick	D.	Kim,	Science	and	Ink.	
Fig.	1037.		Gary	Larson,	The	Far	Side,	1985.	
Fig.	1038.		Dan	Piraro,	Bizarro,	28	Sept.,	2003.	
Fig.	1039.		Gary	Larson,	The	Far	Side.	
Fig.	1040.		Dave	Blazek,	Loose	Parts,	8	Aug.,	2015.	
Fig.	1041.		Jim	Meddick,	Monty,	11–14,	19,	21–23,	and	25–26	Feb.,	2013.	
Fig.	1042.		Jim	Meddick,	Monty,	27–28	Feb.,	and	1–2,	4,	6	March,	2013.	
Fig.	1043.		Bob	Thaves,	Frank	and	Ernest,	4	Nov.,	1995.	
Fig.	1044.		Aurelio	Santarelli,	1998.	
Fig.	1045.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	6	April,	2019.	
Fig.	1046.		Eight	Gary	Larson	The	Far	Side	cartoons.	
Fig.	1047.		Baloo	(Rex	F.	May),	2011.	
Fig.	1048.		Gary	Larson,	The	Far	Side.	 	
Fig.	1049.		Zahary	Kanin,	The	New	Yorker,	1	Sept.,	2014.	
Fig.	1050.		Dan	Piraro,	Bizarro,	8	April,	2009.		
Fig.	1051.		Dan	Piraro,	Bizarro,	17	Aug.,	2009.					
Fig.	1052.		Dan	Piraro,	Bizarro,	17	Sept.,	2009.	
Fig.	1053.		Dan	Piraro,	Bizarro,	30	Dec.,	2009.	
Fig.	1054.		Dan	Piraro,	Bizarro,	30	May,	2012.	
Fig.	1055.		Dan	Piraro,	Bizarro,	19	Sept.,	2012.	
Fig.	1056.		Dan	Piraro,	Bizarro,	4	May,	2013.	 								
Fig.	1057.		Dan	Piraro,	Bizarro,	28	Sept.,	2016.	
Fig.	1058.		Wayne	Honath,	Bizarro,	31	Aug.,	2018.	
Fig.	1059.		Wayne	Honath,	Bizarro,	15	July,		2020.	
Fig.	1060.		Wiley	Miller,	Non	Sequitur,	4	July,	1992.	
Fig.	1061.		Wiley	Miller,	Non	Sequitur,	31	Dec.,	1998.	
Fig.	1062.		Wiley	Miller,	Non	Sequitur,	5	March,	2012.	
Fig.	1063.		Tom	Thaves,	Frank	and	Ernest,	30	April.	2012.	
Fig.	1064.		Tom	Thaves,	Frank	and	Ernest,	17	April,	2016.		
Fig.	1065.		Johnny	Hart,	Advertisement	for	Dr.	Pepper,	1963.	
Fig.	1066.		Danny	Shanahan,	The	New	Yorker,	27	Aug.,	2012.	
Fig.	1067.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1068.		Dan	Piraro,	Bizarro,	30	Jan.,	2017.	
Fig.	1069.		Peter	C.	Vey,	The	New	Yorker,	27	April,	2020.	
Fig.	1070.		Dave	Coverly,	Speed	Bump,	23	May,	2004.	

�xlviii



Fig.	1071.		Dan	Piraro	and	Wayne	Honath,	Bizarro,	28	July,	2018.	
Fig.	1072.		Dan	Piraro,	Bizarro,	19	Sept.,	2008.		
Fig.	1073.		Dan	Piraro,	Bizarro,	14	June,	2016.	
Fig.	1074.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1075.		James	Stevenson,	The	New	Yorker,	21	Feb.,	1970.	
Fig.	1076.		Dave	Coverly,	Speed	Bump,	12	Dec.,	2018.	
Fig.	1077.		Matthew	Diffee,	The	New	Yorker,	20	Dec.,	2004.	
Fig.	1078.		Leigh	Rubin,	Rubes,	17	Aug.,	2015.	
Fig.	1079.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	1	Feb.,	2010.										
Fig.	1080.		Dave	Whamond,	Reality	Check,	22	July,	2013.	
Fig.	1081.		Jim	Meddick,	Monty,	5	March	2013.	
Fig.	1082.		Dave	Coverly,	Speed	Bump,	2	June,	2013.	
Fig.	1083.		Dan	Thompson,	Brevity,	31	March,	2012.	
Fig.	1084.		John	McPherson,	Close	to	Home,	30	June,	2014.	
Fig.	1085.		Tom	Sloan,	26	Dec.,	2013.	
Fig.	1086.		Max	Garcia,	Sunny	Street,	2013.	
Fig.	1087.		Bill	Whitehead,	Free	Range,	29	Jan.,	2013.	
Fig.	1088.		Tom	Thaves,	Frank	and	Ernest,	24	Nov.,	2011.	
Fig.	1089.		Wiley	Miller,	Non	Sequitur,	16	Feb.,	2019.	
Fig.	1090.		Dave	Coverly,	Speed	Bump,	16	July,	2000.	 	 											
Fig.	1091.		Dan	Piraro,	Bizarro,	25	April,	2002.	
Fig.	1092.		Dave	Coverly,	Speed	Bump,	20	Nov.,	2014.	
Fig.	1093.		Four	Gary	Larson,	The	Far	Side	cartoons.	
Fig.	1094.		Nick	D.	Kim,	Science	and	Ink.	
Fig.	1095.		Tom	Thaves,	Frank	and	Ernest,	7	Sept.	2014.	
Fig.	1096.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	1	June,	2006.	 										
Fig.	1097.		Dave	Whamond,	Reality	Check,	20	Oct.,	2009.	
Fig.	1098.		Gary	Larson,	The	Far	Side,	1	April,	1980.	 								
Fig.	1099.		Brian	and	Ron	Boychuk,	Chuckle	Bros,	26	Aug.,	2013.	
Fig.	1100.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	15	Jan.,	2010.	 											
Fig.	1101.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	1	Sept.,	2014.	
Fig.	1102.		Harley	Schwadron,	2006.	
Fig.	1103.		John	McPherson,	Close	to	Home,	8	Feb.,	2015.	
Fig.	1104.		Harry	Bliss,	2017.	
Fig.	1105.		Dave	Whamond,	Reality	Check,	25	Jan.,	2014.	 						
Fig.	1106.		Cedric	Hohnstadt,	7	March,	2016.	
Fig.	1107.		Kaaman	Hafeez,	The	New	Yorker,	17	Aug.,	2020.	
Fig.	1108.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	9	May,	2016.	
Fig.	1109.		Scott	Hilburn,	The	Argyle	Sweater,	16	Sept.,	2011.	
Fig.	1110.		Dave	Granlund,	11	March,	2020.	
Fig.	1111.		Baloo	(Rex	F.	May),	2013.	
Fig.	1112.		Gary	Larson,	The	Far	Side,	1986.	
Fig.	1113.  Scott	Hilburn,	The	Argyle	Sweater,	11	March,	2011.

Fig.	1114.		Mark	Parisi,	Off	the	Mark,	21	Oct.,	2012.	
Fig.	1115.		Paul	Trap,	Thatababy,	1	Dec.,	2018.	
Fig.	1116.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	6	April,	2008.	
Fig.	1117.		Mike	Gruhn,	WebDonuts,	8	July,	2008.	
Fig.	1118		Mark	Tatulli,	Lio,	22	May,	2014.	
Fig.	1119.		Gary	Larson,	The	Far	Side.	
Fig.	1120.		Nick	Kim,	23	Sept.,	2008.	
Fig.	1121.		Harry	Bliss,	13	Feb.,	2012.	
Fig.	1122.		Garrett	Price,	The	New	Yorker,	5	July,	1952.	
Fig.	1123.		Three	Gary	Larson,	The	Far	Side	cartoons.	
Fig.	1124.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1125.		Mike	Gruhn,	WebDonuts,	14	Feb.,	2008.	
Fig.	1126.		Bob	Eckstein,	Barron’s,	2018.	
Fig.	1127.		Wiley	Miller,	Non	Sequitur,	31	Oct.,	1999.	

�xlix



Fig.	1128.		Dave	Blazek,	Loose	Parts,	29	Oct.,	2015.	
Fig.	1129.		Richard	Thompson,	Richard's	Poor	Almanac,	reprinted	27	Nov.,	2014.	
Fig.	1130.		Teddy	Tietz,	2010.	
Fig.	1131.		Dan	Piraro,	Bizarro,	22	Dec.,	2013.	
Fig.	1132.		Dan	Piraro,	Bizarro,	29	Dec.,	2015.	
Fig.	1133.		Baloo	(Rex	F.	May),	2013.	
Fig.	1134.		Wiley	Miller,	Non	Sequitur,	9	Jan.,	1994.	 	 									
Fig.	1135.		Wiley	Miller,	Non	Sequitur,	5	Oct.,	2014.	
Fig.	1136.		Mike	Baldwin,	Cornered,	18	March,	2014.	 			 	
Fig.	1137.		Mike	Baldwin,	Cornered,	26	March,	2020.	
Fig.	1138.		Wiley	Miller,	Non	Sequitur,	4	Aug.,	2004.	
Fig.	1139.		Mike	Luckovid,	Atlanta	Journal	Constitution,	28	Nov.,	2012.	
Fig.	1140.		John	McPherson,	Close	to	Home,	7	Aug.,	2016.	
Fig.	1141.		Mike	Baldwin,	Cornered,	3	May,	2005.	
Fig.	1142.		Harley	Schwadron,	2005.	
Fig.	1143.		Tom	Thaves,	Frank	and	Ernest,	27	July,	2014.	
Fig.	1144.		Dave	Coverly,	Speed	Bump,	6	March,	2018.	
Fig.	1145.		Dave	Coverly,	Speed	Bump,	19	Feb.,	2014.	 											
Fig.	1146.		Leigh	Ruben,	Rubes,	26	Oct.,	2016.	
Fig.	1147.		John	McPherson,	Close	to	Home,	2	Feb.,	2009.	
Fig.	1148.		Ryan	Pagelow,	Buni,	2012.	
Fig.	1149.		Frederick	Opper,	Our	Antediluvian	Ancestors,	1903,	Fig.	41.		 					 							
Fig.	1150.		Leigh	Ruben,	Rubes,	21	Dec.,	2018.	
Fig.	1151.		Mike	Baldwin,	Cornered,	23	Aug.,	2015.	
Fig.	1152.		Wiley	Miller,	Non	Sequitur,	16	March,	1995.	
Fig.	1153.		Tony	Carrillo,	F	Minus,	16	Sept.,	2005.	
Fig.	1154.		Leo	Cullum,	The	New	Yorker,	29	June,	2009.	
Fig.	1155.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	8	April,	2010.	
Fig.	1156.		Jason	Adam	Katzenstein,	The	New	Yorker,	27	July,	2015.	
Fig.	1157.		Adrian	Raeside,	3	April,	2020.	
Fig.	1158.		Dave	Coverly,	Speed	Bump,	21	Aug.,	2012.	 	 												
Fig.	1159.		Dave	Coverly,	Speed	Bump,	16	Dec.,	2014.	
Fig.	1160.		Dave	Coverly,	Speed	Bump,	3	March,	2019.	
Fig.	1161.		Jim	Unger,	Herman,	28	March,	2006.								 	 							
Fig.	1162.		Dave	Blazek,	Loose	Parts,	6	July,	2017.	
Fig.	1163.		Tom	Toro.	
Fig.	1164.		Jim	Meddick,	Monty,	18	Feb.,	2013.	
Fig.	1165.		Kim	Warp,	The	New	Yorker,	14	June,	2010.	
Fig.	1166.		Hilary	B.	Price,	Rhymes	with	Orange,	24	May,	2015. 
Fig.	1167.		Wiley	Miller,	Non	Sequitur,	26	Feb.,	2012.	
Fig.	1168.		Rina	Piccolo	and	Hilary	B.	Price,	Rhymes	with	Orange,	10	April,	2020.	
Fig.	1169.		Tony	Husband,	2011.						
Fig.	1170.		Jeff	Stahler,	Moderately	Confused,	12	Oct.,	2018.	
Fig.	1171.		Ed	McLachlan,	2006.	
Fig.	1172.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	9	Jan.,	2012.	
Fig.	1173.		Frederick	Opper,	Our	Antediluvian	Ancestors,	1903,	Fig	45.	
Fig.	1174.		Dave	Whamond,	Reality	Check,	30	Oct.,	2001.	
Fig.	1175.		David	Sipress,	The	New	Yorker,	12	Jan.,	2015.	
Fig.	1176.		Laurie	Ransom,	2018.	
Fig.	1177.		Mason	Mastroianni,	B.C.,	25	Aug.,	2011.	
Fig.	1178.		Dave	Coverly,	Speed	Bump,		2	Sept.,	2017.	 	 	 	
Fig.	1179.		M.	J.	Fry,	2012.	
Fig.	1180.		Claude	Smith,	The	New	Yorker,	26	July,	1952.	 						
Fig.	1181.		Tom	Cheney,	The	New	Yorker,	30	Oct.,	2017.	
Fig.	1182.		Bob	Thaves,	Frank	and	Ernest,	26	Nov.,	1997.	
Fig.	1183.		Dan	Piraro,	Bizzaro,	14	May,	1997.	
Fig.	1184.		Mike	Baldwin,	Cornered,	9	Feb.,	2002.	
Fig.	1185.		Tony	Carrillo,	F	Minus,	30	June,	2008.	

�l



Fig.	1186.		Dan	Piraro,	Bizarro,	26	Nov.,	2008.	
Fig.	1187.		Wiley	Miller,	Non	Sequitur,	22	Nov.,	2007.	
Fig.	1188.		Wiley	Miller,	Non	Sequitur,	25	Jan.,	2010.	
Fig.	1189.		Wiley	Miller,	Non	Sequitur,	15	Nov.,	2012.	
Fig.	1190.		Wiley	Miller,	Non	Sequitur,	6	Feb.,	2015.	
Fig.	1191.		Harry	Bliss,	1	June,	2009.	 	
Fig.	1192.		Harry	Bliss,	3	Feb.,	2018.	
Fig.	1193.		Wiley	Miller,	Non	Sequitur,	10	Aug.,	2013.	
Fig.	1194.		Mike	Peters,	Mother	Goose	&	Grimm,	23	June,	2014.	
Fig.	1195.		Jim	Unger,	Herman,	10	Dec.,	2009.	
Fig.	1196.		Wiley	Miller,	Non	Sequitur,	7	Sept.,	2002.	
Fig.	1197.		Wiley	Miller,	Non	Sequitur,	8	Oct.,	2010.	
Fig.	1198.		Christopher	Weyant,	Narrative	Magazine,	2019.	
Fig.	1199.		Bob	Thaves,	Frank	and	Ernest.,	11	Sept.,	1998.	
Fig.	1200.		Tom	Thaves,	Frank	and	Ernest.,	6	Feb.,	2010.	
Fig.	1201.		Tom	Thaves,	Frank	and	Ernest.,	18	Dec.,	2013.	
Fig.	1202.		Tom	Thaves,	Frank	and	Ernest.,	14	Aug.,	2016.	
Fig.	1203.		Wiley	Miller,	Non	Sequitur,	29	Jan.,	2014.	
Fig.	1204.		Wiley	Miller,	Non	Sequitur,	6	May,	2015.	
Fig.	1205.		Wiley	Miller,	Non	Sequitur,	22	Sept.,	2016.	
Fig.	1206.		Dave	Coverly,	Speed	Bump,	28	June,	2015.	
Fig.	1207.		Dave	Whamond,	Reality	Check,	3	Sept.,	2015.	 	 					
Fig.	1208.		Mark	Parisi,	Off	the	Mark,	25	Nov.,	2015.	 	
Fig.	1209.		Pat	Byrnes,	The	New	Yorker,	18	April,	2016.	
Fig.	1210.		Dave	Whamond,	Reality	Check,	8	Sept.,	2019.	
Fig.	1211.		Mike	Gruhn,	WebDonuts,	2	April,	2012.	 	 									
Fig.	1212.		Dan	Piraro,	Bizarro,	6	June,	2016.	
Fig.	1213.		Ryan	Pagelow,	Buni,	25	May,	2016.	
Fig.	1214.		Leigh	Rubin,	Rubes,	14	Jan.,	2017.	
Fig.	1215.		Tony	Zuvela,	2009.	 	 				
Fig.	1216.		M.	Moeller,	2012.	
Fig.	1217.		Figure	from	Moser	and	Gamble,	1997.	
Fig.	1218.		Frederick	Opper,	Selection	of	Our	Antediluvian	Ancestors,	1903.	
Fig.	1219.		Scott	Hilburn,	The	Argyle	Sweater,	17	April,	2008.	
Fig.	1220.		Dan	Pirraro,	Bizarro,	23	May,	2015.	 	
Fig.	1221.		Dan	Piraro	and	Wayne	(“Wayno”)	Honath,	Bizarro,	3	May,	2018.	
Fig.	1222.		Dave	Carpenter,	2006.	 	 								 	
Fig.	1223.		Chris	Wildt,	2008.	
Fig.	1224.		Dave	Whamond,	Reality	Check,	25	Nov.,	2013.	
Fig.	1225.		Tom	Thaves,	Frank	and	Ernest,	18	Aug.,	2012.	
Fig.	1226.		Cartoon	cave	paintings	with	a	sun	icon	(from	Figs.	1080,	1117,	1174,	1199,	and		
	 							1224).	
Fig.	1227.		Jim	Meddick,	Monty,	15,	16	Feb.	2013.	
Fig.	1228.		Frank	Cotham,	The	New	Yorker,	28	May,	2007.	 	
Fig.	1229.		Dan	Pirraro,	Bizarro,	29	Jan.,	2007.	
Fig.	1230.		Dan	Pirraro,	Bizarro,	30	March,	2010.	 	
Fig.	1231.		Dan	Pirraro,	Bizarro,	31	May,	2016.	
Fig.	1232.		Dan	Pirraro,	Bizarro,	28	Sept.,	2014.	
Fig.	1233.		A	sample	of	cartoon	cavemen	speaking	(from	Figs.	870,	994,	1001,	1026,	1030,	1050,		
	 							1068,	1103,	1106,	1123,	1125,	1068,	1206,	1208,	1219,	1229,	and	1231).	
Fig.	1234.		Fred	and	Wilma	Flintstone,	1960–1966.	
Fig.	1235.	“A	selection	of	ornaments	found	in	Paleolithic	and	Mesolithic	deposits	of	coastal		
	 							and	inland	sites	in	Greece,”	from	Boric	and	Christiani,	2019.	
Fig.	1236.		Burial	1	from	Sunghir,	Russia.	
Fig.	1237.		Neanderthal	body	ornaments	from	he	Grotte	du	Renne	(Arcy-sur-Cure,	France).								
Fig.	1238.		Carved	stag	horn	ornament	from	Tito	Bustillo,	Spain.	
Fig.	1239.		Detail	of	Fig.	1195.	 	 	
Fig.	1240.		Detail	of	Fig.	1079.	

�li



Fig.	1241.		Selection	of	cartoon	cavewomen	with	bone	hair	ornaments	(from	Figs.	1067,	1080,		
						 							1096,	1097,	1099,	1101,	1105,	1207,	and	1224).	
Fig.	1242.		Jim	Unger,	Herman,	10	Dec.,	2009.	
Fig.	1243.		Volcanoes	in	cavemen	cartoons	(from	Figs.	54,	829,	870,		975,	976,	978,	982,	993,		 	
	 								1000,	1027,	1028,	1032,	1066,	1081,	1089,	1100,	1108,	1114,	1163,	1172,	1222,	and		
	 								1228.	
Fig.	1244.		Adam	Zyglis,	The	Buffalo	News,	16	Nov.,	2008.	
Fig.	1245.		Two	Stonehenge/Easter	Island	internet	memes.	
Fig.	1246.		Dave	Whamond,	Reality	Check,	25	July,	2012.	 					
Fig.	1247.		Dan	Reynolds,	19	Sept.,	2016.	
Fig.	1248.		Mid-14th-century	illustration	from	a	manuscript	of	the	Roman	de	Brut	by	Wace,		
	 							showing	a	giant	helping	the	wizard	Merlin	build	Stonehenge,	British	Library		
	 							(Egerton	MS	3028	).	 				
Fig.	1249.		William	O’Brian,	“Well	we’ve	done	it,	but	don’t	ask	me	how,”	The	New	Yorker,	1950’s.	
Fig.	1250.		Zachary	Kanin,	The	New	Yorker,	24	Nov.,	2014.	
Fig.	1251.		E.T.	Reed,	“Howzat	Umpire?”,	Mr.	Punch’s	Prehistoric	Peeps,	1894.	
Fig.	1252.		Mark	Parisi,	Off	the	Mark,	1998.	 											
Fig.	1253.		Guy	Endore-Kaiser	and	Rodd	Perry,	Brevity,	23	May,	2006.	
Fig.	1254.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	30	Jan.,	2014.	
Fig.	1255.		Mason	Mastroianni,	B.C.,	10	Jan,	2017.	
Fig.	1256.		Dan	Piraro,	Bizarro,	25	June,	2017.	
Fig.	1257.		Rob	Murray,	“Alternative	Histories,”	History	Today.	
Fig.	1258.		John	McPherson,	Close	to	Home,	19	Feb.,	2017.		
Fig.	1259.		Tom	Cheney,	The	New	Yorker,	12	April,	1999.	
Fig.	1260.		Mike	Peters,	Mother	Goose	&	Grimm,	9	Oct.,	2006.									
Fig.	1261.		Wiley	Miller,	Non	Sequitur,	12	March,	2017.	
Fig.	1262.		Mike	Peters,	Mother	Goose	&	Grimm,	10	Oct.,	2012.	
Fig.	1263.		Mike	Peters,	Mother	Goose	&	Grimm,	16	Dec.,	2012.	
Fig.	1264.		Mike	Peters,	Mother	Goose	&	Grimm,	3	Feb.,	2008.	
Fig.	1265.		Jeremy	Kramer	and	Eric	Vaughn,	2008.	
Fig.	1266.		Dave	Coverly,	Speed	Bump,	17	April,	2017.	
Fig.	1267.		Mike	Peters,	Mother	Goose	&	Grimm,	17	Nov.,	2013.	
Fig.	1268.		Tim	White,	Back	of	the	Class,	2009.	
Fig.	1269.		Jamie	Smith,	Ink	&	Snow,	1	April,	2012.	
Fig.	1270.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	29	March,	2011.					
Fig.	1271.		Dave	Coverly,	Speed	Bump,	3	April,	2013.	
Fig.	1272.		Pat	Byrnes,	2007.	 	 					
Fig.	1273.		Jack	Ziegler,	The	New	Yorker,	16	March,	2016.	
Fig.	1274.		Dan	Piraro,	Bizzaro,	17	June,	1997.													
Fig.	1275.		Dan	Piraro,	Bizzaro,	19	Sept.,	2004.	
Fig.	1276.		Dan	Piraro,	Bizzaro,	28	June,	2012.	
Fig.	1277.		Dan	Piraro,	Bizzaro,	14	Nov.,	2017.									
Fig.	1278.		Dan	Piraro,	Bizzaro,	25	Dec.,	2017.	
Fig.	1279.		Arnie	Levin,	The	New	Yorker,	20	April,	1992.	 	 									
Fig.	1280.		Joe	Dator,	The	New	Yorker,16	Jan.,	2012.	
Fig.	1281.		Harry	Bliss,	The	New	Yorker,	5	Aug.,	2013.			 	
Fig.	1282.		Joseph	Farris,	The	New	Yorker,	23	Sept.,	2013.	
Fig.	1283.		Jon	Carter,	Cartertoons,	2009.	
Fig.	1284.		Dave	Whamond,	Reality	Check,	8	May,	2011.	
Fig.	1285.		Jerry	Scott	&	Jim	Borgman,	Zits,	10	Oct.,	2012.	 					
Fig.	1286.		Wiley	Miller,	Non	Sequitur,	13	Sept.,	2015.	
Fig.	1287.		NAD	(Mark	Godfrey),	Wildlife	Cartoons	Australia,	2013.	
Fig.	1288.		John	McPherson,	Close	to	Home,	1	Dec.,	2013.	
Fig.	1289.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	30	March,	2014.	
Fig.	1290.		Dave	Coverly,	Speed	Bump,	9	Feb.,	2014.	
Fig.	1291.		Dave	Coverly,	Speed	Bump,	6	Jan.,	2017.	
Fig.	1292.		Daan	Jippes,	Cover	art,	Walt	Disney’s	Uncle	Scrooge	Adventures	#3,		Gladstone,	Jan.		
	 							1988.	 	 	

�lii



Fig.	1293.		Geronimo	Stilton	(Elisabetta	Dami),	#60,	The	Treasure	of	Easter	Island,	Scholastic,		
	 								June	2015.	
Fig.	1294.		Gil	Kane,	Cover	art	for	Strange	Adventures	#16,	D.C.	Comics,	Jan.,	1952.	 	 	 					
Fig.	1295.		Jack	Kirby,		Cover	art	for	House	of	Mystery,	Vol	1,	#85,	D.C.	Comics,	April,	1959.	
Fig.	1296.		Jack	Kirby,	Cover	and	page	illustrations,	Tales	to	Astonish	#5,	Atlas	Comics,	May	1959.	

Fig.	1297.		Frank	Miller,	Cover	art,	and	Sal	Buscema,	illustrations	for	The	Incredible	Hulk	#261,		
	 							Marvel,	July	1981.	
Fig.	1298.		Gil	Kane,	Cover	and	page	illustration,	Thor	#318,	Marvel,	April,	1982.	
Fig.	1299.		Jack	Kirby,	Cover	art	and	illustrations,	Super	Powers	#3,	D.C.	Comics,		Nov.,	1985.	
Fig.	1300.		“The	Stone	Men!,”	Sparky,		D.C.	Thompson,	1977.	
Fig.	1301.		Jewel	Keepers:		Easter	Island	video	game,	Nordcurrent,	2011.			
Fig.	1302.		Brian	and	Ron	Boychuk,	Chuckle	Bros,	22	June,	2009.	
Fig.	1303.		Mike	Gruhn,	WebDonuts,	25	Sept.,	2013.	
Fig.	1304.		Hergé,	Les	Cigares	du	Pharaon,	1934	(1955).	
Fig.	1305.		Gil	Kane,	Cover	Art,	Mystery	in	Space	#36,	Feb.	1957.	 															
Fig.	1306.		Kurt	Swan	and	Stan	Kaye,	Cover	art,	Action	Comics,	#240,	May,	1958.	
Fig.	1307.		Jack	Kirby,	Cover	art	and	illustration,	Strange	Tales	#70,	Aug.,	1959.	
Fig.	1308.		Ross	Andreu	and	Mike	Esposito,	Cover	art,	Wonder	Woman	#	113,	April,	1960.	 								 		
Fig.	1309.		Jack	Kirby,	Cover	art,	Fantastic	Four	#19,	March,	1963.	
Fig.	1310.		Dan	Piraro,	Bizarro,	10	Oct.,	2007.	 	 		
Fig.	1311.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	22	July	22,	2009.	
Fig.	1312.		Colby	Jones,	SirColby,	2017.	 	 	
Fig.	1313.		Scott	Hilburn,	The	Argyle	Sweater,	26	Dec.,	2008.	
Fig.	1314.		Scott	Hilburn,	The	Argyle	Sweater,	19	Oct.,	2014.	
Fig.	1315.		Dan	Piraro,	Bizarro,	17	April,	2016.	
Fig.	1316.		Dave	Coverly,	Speed	Bump,	4	Nov.,	2018.	
Fig.	1317.		Wiley	Miller,	Non	Sequitur,		21	Aug.,	2012.	 	 								
Fig.	1318.		Wiley	Miller,	Non	Sequitur,	4	May,	2014.	
Fig.	1319.		Wiley	Miller,	Non	Sequitur,		3	April,	2016.	 	 										
Fig.	1320.		Wiley	Miller,	Non	Sequitur,	16	July,	2017.	
Fig.	1321.		Roger	L.	Phillips,	The	Grey	Zone,	2012.	
Fig.	1322.		Jim	Meddick,	Monty,	7	Dec.,	2014.	
Fig.	1323.		Dan	Piraro,	Bizarro,	9	March,	2014.	
Fig.	1324.		Bill	Amend,	Foxtrot,	9	April,	2017.	
Fig.	1325.		Mike	Peters,	Mother	Goose	&	Grimm,	17	Feb.,	2013.	
Fig.	1326.		Hilary	B.	Price,	Rhymes	with	Orange,	15	Sept.,	2013.	
Fig.	1327.		Dan	Piraro,	Bizzaro	29	Jan.,	2017.	
Fig.	1328.		Dan	Piraro,	Bizarro,	1	April,	2017.	
Fig.	1329.		Scott	Hilburn,	The	Argyle	Sweater,	26	Oct.,	2008.	
Fig.	1330.		Dan	Piraro,	Bizarro,	12	April,	2015.	
Fig.	1331.		Dan	Piraro,	Bizarro,	16	March,	2014.	
Fig.	1332.		Mike	Peters,	Mother	Goose	&	Grimm.,	7	June,	2015.	
Fig.	1333.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	15	March,	2008.	
Fig.	1334.		Mark	Tatulli,	Liō,	16	Oct.,	2010.	
Fig.	1335.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	25	Sept.,	2014.	
Fig.	1336.		Scott	Hilburn,	The	Argyle	Sweater.	
Fig.	1337.		Scott	Hilburn,	The	Argyle	Sweater,	19	March,	2011.	
Fig.	1338.		Scott	Hilburn,	The	Argyle	Sweater,	29	Oct.,	2015.	
Fig.	1339.		Scott	Hilburn,	The	Argyle	Sweater,	9	Nov.,	2016.		
Fig.	1340.		Dave	Coverly,	Speed	Bump,	8	Nov.,	2018.	
Fig.	1341.		Dave	Coverly,	Speed	Bump,	29	Nov.,	2016.	
Fig.	1342.		Wiley	Miller,	Non	Sequitur,	3	Nov.,	1995.	
Fig.	1343.		Dan	Piraro,	Bizarro,	22	July,	2007.	
Fig.	1344.		Scott	Hilburn,	The	Argyle	Sweater,	28	May,	2011.	
Fig.	1345.		John	McPherson,	Close	to	Home,	24	June,	2005.	
Fig.	1346.		Mike	Baldwin,	Cornered,	22	Sept.,	2000.	
Fig.	1347.		Mike	Baldwin,	Cornered,	26	Jan.,	2008.	

�liii



Fig.	1348.		Mike	Baldwin,	Cornered,	2	March,	2008.	
Fig.	1349.		Alain	(Daniel	Brustlein),	The	New	Yorker,	1	Oct.,	1955.	 					
Fig.	1350.		Dan	Piraro,	Bizarro,	10	Feb.,	2012.	
Fig.	1351.		Tim	Richard,	Brewster	Rockit,	20	Sept.,	2020.	
Fig.	1352.		Ronald	Searle,	1945.	
Fig.	1353.		Carl	Rose,	The	New	Yorker,	5	Jan.,	1952.	 	 	
Fig.	1354.		Alan	Dunn,	The	New	Yorker,	19	April,	1952.	
Fig.	1355.		Ed	Fisher,	The	New	Yorker,	26		Jan.,	1963.	
Fig.	1356.		Wiley	Miller,	Non	Sequitur,	12	July,	2013.	
Fig.	1357.		Dan	Piraro,	Bizarro,	9	Oct.,	2009.	 										
Fig.	1358.		Dan	Piraro,	Bizarro,	22	Oct.,	2012.	
Fig.	1359.		Dan	Piraro,	Bizarro,	9	Jan.,	2014.		 										
Fig.	1360.		Dan	Piraro,	Bizarro,	16	Feb.,	2017.	
Fig.	1361.		Wiley	Miller,	Non	Sequitur,	6	Oct.,	2011.	
Fig.	1362.		Tony	Zuvela,	2008.	 	 	 	 			
Fig.	1363.		Rob	Murray,	“Alternative	Histories:		Twitter	in	Ancient	Egypt,”	History	Today,	8	June,		
	 							2012.	
Fig.	1364.		Dave	Coverly,	Speed	Bump,	26	April,	2014.	
Fig.	1365.		Cuyler	Black,	front	page	of	What’s	That	Funny	Look	on	Your	Faith?,	2006.	
Fig.	1366a.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366b.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366c.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366d.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366e.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366f.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366g.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366h.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366i.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1366j.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1367.		Scott	Hilburn,	The	Argyle	Sweater,	27	Sept.,	2020.	
Fig.	1368.		Dave	Whamond,	Reality	Check,12	May,	2016.	 																		
Fig.	1369.		Bill	Whitehead,	Free	Range,	20	May,	2016.	
Fig.	1370.		Bill	Whitehead,	Free	Range,	30	May,	2017.	
Fig.	1371.		Dan	Piraro,	Bizarro,	22	May,	2016.	
Fig.	1372.		Mike	Peters,	Mother	Goose	&	Grimm,	17	April,	2016.	
Fig.	1373.		David	Borchart,	The	New	Yorker,	14	Oct.,	2013.	
Fig.	1374.		Scott	Hilburn,	30	April,	2009.	
Fig.	1375.		Dan	Piraro,	Bizarro,	7	Jan.,	2010.	
Fig.	1376.		Leigh	Rubins,	Rubes,	24	Jan.,	2011.		
Fig.	1377.		Leigh	Rubins,	Rubes,	24	Oct.,	2011.	
Fig.	1378.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	5	Dec.	2009.	 	
Fig.	1379.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	22	July,	2010.	
Fig.	1380.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	1	Feb.,	2016.	
Fig.	1381.		Dave	Coverly,	Speed	Bump,	20	July,	2010.	
Fig.	1382.		Dan	Piraro,	Bizarro,	6	Jan.,	2012.	 	 	 	
Fig.	1383.		Leigh	Rubins,	Rubes.	
Fig.	1384.		Daniel	Collins,	NobleWorks	Cards.	 	 		 													
Fig.	1385.		Mark	Parisi,	Off	the	Mark,	4	April,	2015.	
Fig.	1386.		Bill	Whitehead,	Free	Range,	1	Jan.,	2016.	 														
Fig.	1387.		Dan	Reynolds,	Divine	Comedy,	2016.	
Fig.	1388.		Selection	of	Mike	Baldwin,	Cornered	cartoons,	2000	to	2020.	
Fig.	1389.		J.V.,	2002.	
Fig.	1390.		Harry	Bliss,	24	Sept.,	2005.	
Fig.	1391.		Scott	Hilburn,	The	Argyle	Sweater,	2007.	 											
Fig.	1392.		John	Huckeby	and	Nicholas	DeYoung,	Bible	Tails,	DaySpring,	2008.	
Fig.	1393.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1394.		A	Gary	Larson	cartoon.	 	 																							
Fig.	1395.		A	Leigh	Rubins	cartoon.	

�liv



Fig.	1396.		Glenn	McCoy	and	Gary	McCoy,	The	Flying	McCoys,	5	April,	2010.					
Fig.	1397.		Dave	Coverly,	Speed	Bump,	4	Sept.,	2013.	
Fig.	1398.		Dan	Reynolds,	Cover	and	cartoon	from	Divine	Comedy,	2017.	
Fig.	1399.		Bill	Whitehead,	Free	Range,	9	Aug.,	2014.		
Fig.	1400.		Hank	Ketcham,	Dennis	the	Menace,	28	May,	2017.	
Fig.	1401.	Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	16	Feb.,	2019.	
Fig.	1402.		Scott	Hilburn,	The	Argyle	Sweater,	18	Dec.,	2013.				
Fig.	1403.		Scott	Hilburn,	The	Argyle	Sweater,	19	Dec.,	2016.	
Fig.	1404.		Scott	Metzger,	The	Bent	Pinky.	 														
Fig.	1405.		Bill	Whitehead,	Free	Range,	29	April,	2015.	
Fig.	1406.		Rob	Murray,	“Alternative	Histories:		Galilee,	A.D.	26,”	History	Today,	5	Aug.,	2015.	
Fig.	1407.		Phil	Judd,	2008.	
Fig.	1408.		Three	Tim	Whyatt	greeting	card	cartoons.	
Fig.	1409.		Joseph	Nowak.	
Fig.	1410.		Cuyler	Black,	a	selection	of	“Inherit	the	Mirth”	cartoons.	
Fig.	1411.		A	Gary	Larson	cartoon.	
Fig.	1412.		Dan	Piraro,	Bizarro,	26	Jan.,	2007.	 														
Fig.	1413.		A	Chris	Madden	cartoon.	
Fig.	1414.		John	McPherson,	Close	to	Home,	5	July,	2011.										
Fig.	1415.		A	Tim	Whyatt	greeting	card	cartoon.	
Fig.	1416.		Randy	Bish,	Pittsburgh	Tribune,	13	Feb.	2000.	
Fig.	1417.		John	Atkinson,	Wrong	Hands,	16	June,	2017.	 										
Fig.	1418.		Loren	Fishman,		HumoresQue	Cartoons,	2011.	
Fig.	1419.		Barry	Blitt	The	New	Yorker,	10	July,	2020.	
Fig.	1420.		George	Herriman,	Krazy	Kat,	6	Jan.,	1906.	 										
Fig.	1421.		Wesley	Osam,	16	Oct.,	2008.	
Fig.	1422.		Curt	Swan,	Cover	art,	Superman’s	Girlfriend	Lois	Lane	#92,	D.	C.	Comics,	May,	1969.			
	 							(From	Kovacs,	2011,	Yig.	1.1.)	 	
Fig.	1423.		David	Mazzucchelli,	Cover	art,	Daredevil	#226,	Marvel	Comics,	Jan.,	1986.		(From			
	 							Kovacs	and	Marshall,	2011,	Yig.	0.1.)	
Fig.	1424.		Frank	Miller,	300,	Dark	Horse	Comics,	1998.																
Fig.	1425.		Everett	E.	Hibbard,	Cover	art	for	The	Flash	#10,	D.C.	Comics,	Oct.,	1940.	
Fig.	1426.		William	Moulton	Marston	and	Harry	G.	Peter,	Panel	from	All	Star	Comics	#8,	D.C.		
	 							Comics,	Dec.	1941.			
Fig.	1427.		George	Perez,	Wonder	Woman	Omnibus,	D.C.	Comics,	2015.	
Fig.	1428.		C.	C.	Beck,	Cover	art	for	Whiz	Comics	#2,,	Fawcett	Comics,	Feb.,	1940.	 	 	
Fig.	1429.		Al	Plastino,	Cover	art	for	Action	Comics	#293,	D.C.	Comics,	Oct.,	1962.	
Fig.	1430.		Theatrical	release	poster	for	Hercules,	Walt	Disney	Pictures,	1997.	
Fig.	1431.		Andrew	Kreisberg,	Josh	Lieb,	and	Matt	Warburton,	“D’oh,	Brother	Where	Art		Thou?”		
	 							The	Simpsons,	March,	2002.	
Fig.	1432.		Pedro	Cifuentes,	Title	page	to	Historia	del	arte	en	cómic	1.	El	mundo	clásico,	2019.		
Fig.	1433.		Pedro	Cifuentes,	Historia	del	arte	en	cómic	1.	El	mundo	clásico,	2019,	p.	42.	
Fig.	1434.		Detail	of	an	Attic	Red-Figure	Stamnos	(“The	Siren	Vase”).	From	Vulci,	480–470	B.C.E.			
	 							The	British	Museum.	
Fig.	1435.		Pedro	Cifuentes,	Historia	del	arte	en	cómic	1.	El	mundo	clásico,	2019,	p.	43.	
Fig.	1436.		Marble	sculpture	of	Aphrodite,	Pan,	and	Eros.		From	Delos,	ca.	100	B.C.E.		National		 	
																						Archaeological	Museum,	Athens.	
Fig.	1437.		John	Buscema,	Cover	art,	The	Iliad,	Marvel	Classics	Comics	#26,	July,	1977.											
Fig.	1438.		Ernie	Chan,	Cover	art,	The	Odyssey,	Marvel	Classics	Comics	#18,	Dec.,	1976.	
Fig.	1439.		George	Pichard,	Cover	art	to	Ulysses,	Heavy	Metal,	1978.	 											
Fig.	1440.		José	María	Martín	Saurí,	Cover	art	to	The	Odyssey,	Heavy	Metal,	1983.	
Fig.	1441.		José	María	Martín	Saurí,	Illustration	for	Odiseo,	1983.	
Fig.	1442.		José	María	Martín	Sauri,	illustrations	for	The	Odyssey,	Heavy	Metal,	1983.		(From		
	 							Jenkins,	2011,	Yigs.	16.1	and	16.2)	
Fig.	1443.		Cover	to	Virgin	Steele,	The	House	of	Atreus	album,	2009.							
Fig.	1444.		Cover	to	Symphony,	The	Odyssey	album,	Inside	Out	Music,	2002.	
Fig.	1445.		Eric	Shanower,	Title	page	to	Age	of	Bronze,	Vol.	1,	2001.												

�lv



Fig.	1446.		Eric	Shanower,	Age	of	Bronze,	“Mycenae	Palace	Courtyard,”	(From	Shanower,	2005,		 	
	 							Yig.	1.)	
Fig.	1447.		Eric	Shanower,	“Twenty-Yirst	Century	Troy”	(2011),	pp.	199,	200,	202,	and	206.	
Fig.	1448.		Eric	Shanower,	Paris	and	Helen,	detail	from	Age	of	Bronze	23,	2006.		(From	Sulprizio,		
	 							2011,	Yig.	15.2)	
Fig.	1449.		V.T.	Hamblin,	Alley	Oop,	23	Aug.,	1939.	
Fig.	1450.		Bob	Thaves,	Frank	and	Ernest,	8	Oct.,	1996.	
Fig.	1451.		Mike	Peters,	Mother	Goose	&	Grimm,	1	Feb.,	2015.	
Fig.	1452.		Dave	Coverly,	Speed	Bump,	11	May,		2015.																								
Fig.	1453.		Scott	Hilburn,	The	Argyle	Sweater,	20	Feb,	2012.	
Fig.	1454.		Mark	Schultz	and	Thomas	Yeates,	Prince	Valiant,	4	Jan.,	2015.	
Fig.	1455.		Mark	Schultz	and	Thomas	Yeates,	Prince	Valiant,	11	Jan.,	2015.	
Fig.	1456.		Dolphin	fresco,	Palace	of	Knossos,	 	Minoan,	ca.	1500	B.C.E.	Herakleion	Museum,		
	 							Crete.								
Fig.	1457.		“Ladies	in	Blue”	fresco,	Palace	of	Minoan,	ca.	1500	B.C.E.		Herakleion	Museum,	 													
	 							Knossos,	Crete.	
Fig.	1458.		Dan	Thompson,	Brevity,	31	March,	2012.	
Fig.	1459.		Eric	Shanower,	panel	from	Shanower,	2011,	p,	196.	
Fig.	1460.		Cover	and	illustration	from	D’Aulaires’	Book	of	Greek	Myths.	
Fig.	1461.		Bill	Waterson,	Calvin	and	Hobbes,	3	Feb.,	1988.	
Fig.	1462.		Arnie	Levin,	The	New	Yorker,	8	Jan.,	1990.	
Fig.	1463.		Hilary	B.	Price,	Rhymes	with	Orange,	23	June,	2013.	
Fig.	1464.		Dan	Piraro,	Bizarro,	12	Feb.,	2008.	
Fig.	1465.		Hilary	B.	Price,	Rhymes	with	Orange,	15	May,	2016.	
Fig.	1466.		Scott	Hilburn,	The	Argyle	Sweater,	28	Oct.,	2012.	
Fig.	1467.		Roger	L.	Phillips,	The	Grey	Zone,	2014.	
Fig.	1468.		John	McPherson,	Close	to	Home,	25	June,	2013.	
Fig.	1469.		Scott	Hilburn,	The	Argyle	Sweater,	21	June,	2013.	 		
Fig.	1470.		Dan	Piraro,	Bizarro,	7	Sept.,	2017.	
Fig.	1471.		Scott	Maynard,	Happle	Tea,	19	July,	2013.	
Fig.	1472.		Dave	Blazek,	Loose	Parts,	6	June,	2006.		 	 	
Fig.	1473.		Scott	Hilburn,	The	Argyle	Sweater,	26	Dec.,	2015.	
Fig.	1474.		Dave	Coverly,	Speed	Bump,	10	Sept.,	2011.	 		 	
Fig.	1475.		John	Zakour	and	Scott	Roberts,	Working	Daze,	11	June,	2012.	
Fig.	1476.		Dave	Coverly,	Speed	Bump,	31	May,	2018.	 	 											
Fig.	1477.		Mark	Parisi,	Off	the	Mark,	30	May,	2014.	
Fig.	1478.		Dan	Piraro,	Bizarro,	16	March,	2012.	 	 							
Fig.	1479.		Dave	Coverly,	Speed	Bump,	16	Feb.,	2018.	
Fig.	1480.		Scott	Hilburn,	The	Argyle	Sweater,	28	May,	2010.	 					
Fig.	1481.		Dan	Piraro,	Bizarro,	28	Aug.,	2017.	
Fig.	1482.		Dan	Piraro,	2003.	
Fig.	1483.		Jason	Adam	Katzenstein,	The	New	Yorker,	30	April,	2018.	
Fig.	1484.		Mort	Gerberg,	The	New	Yorker,	20	July,	1998.	 	
Fig.	1485.		Roz	Chast,	The	New	Yorker,	22	Sept.,	2008.	
Fig.	1486.		Charles	Barsotti,	The	New	Yorker,	8	Dec.,	2008.															
Fig.	1487.		Zachery	Kanin,	The	New	Yorker,	1	June,	2009.	
Fig.	1488.		Christopher	Weyant,	The	New	Yorker,	29	Nov.,	2010.			 						
Fig.	1489.		Paul	Booth,	The	New	Yorker,	24	Dec.,	2012.	
Fig.	1490.		Drew	Dernavich,	The	New	Yorker,	20	May,	2013.											
Fig.	1491.		Mort	Gerberg,	The	New	Yorker,	21	Oct.,	2013.	
Fig.	1492.		Shannon	Wheeler,	The	New	Yorker,	11	Nov.,	2013.	 			
Fig.	1493.		Bob	Eckstein,	The	New	Yorker,	27	July,	2015.	
Fig.	1494.		Jason	Adam	Katzenstein,	The	New	Yorker,16	Aug.,	2015.	 	
Fig.	1495.		Kaamran	Hafeez,	The	New	Yorker,	26	Oct.,	2015.	
Fig.	1496.		Danny	Shanahan,	The	New	Yorker,	2	Nov.,	2015.						
Fig.	1497.		Seth	Fleishman,	The	New	Yorker,	22	Aug.,	2016.	
Fig.	1498.		Pat	Byrnes,	The	New	Yorker,	24	March,	2017.	 	
Fig.	1499.		Jason	Adam	Katzenstein,	The	New	Yorker,	18	Feb.,	2020.	

�lvi



Fig.	1500.		Lars	Kenseth,	The	New	Yorker,	1	June,	2020.	 						
Fig.	1501.		Benjamin	Schwartz,	The	New	Yorker,	17	Aug.,	2020.	
Fig.	1502.		Mark	Anderson,	Andertoons,	Work	Cartoon	#7042.	
Fig.	1503.		Hilary	B.	Price,	Rhymes	with	Orange,	4	Nov.,	2012.	
Fig.	1504.		Mike	Peters,	Mother	Goose	&	Grim,	26	May,	2013.	
Fig.	1505.		Dave	Coverly,	Speed	Bump,		20	Jan.,	2013.	 	 										
Fig.	1506.		Mark	Parisi,	Off	the	Mark,	30	March,	2013.	
Fig.	1507.		Mark	Parisi,	Off	the	Mark,	14	Aug.	2014.	
Fig.	1508.		Hilary	B.	Price,	Rhymes	with	Orange,	3	May,	2015.	
Fig.	1509.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	6	Dec.,	2016.	
Fig.	1510.		Anatol	Kovarsky,	“Leda	and	the	Swan,”	unpublished	drawings,	1953–1959.	
Fig.	1511.		Frank	Modell,	The	New	Yorker,	16	Nov.,	1968.	
Fig.	1512.		Jason	Adam	Katzenstein,	The	New	Yorker,	14	March,	2016.	
Fig.	1513.		Charles	Hankin,	The	New	Yorker,	20	Nov.,	2017.	
Fig.	1514.		Robert	Leighton,	The	New	Yorker,	10	Jan.,	2005.																			
Fig.	1515.		Dave	Coverly,	Speed	Bump,	25	March,	2009.	
Fig.	1516.		Dylan	Spencer,	Earth	Explodes,	2013.												
Fig.	1517.		Scott	Hilburn,	The	Argyle	Sweater,	11	July,	2014.	
Fig.	1518.		Richard	Thompson,	Poor	Richard’s	Almanac,	5	Sept.,	2018	(reprint).						
Fig.	1519.		Ros	Chast,	The	New	Yorker,	30	Nov.,	2015.	
Fig.	1520.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	23	Oct.,	2015.	
Fig.	1521.		Mikael	Wulff	&	Anders	Morgenthaler,	Wumo,	6	April,	2019.	
Fig.	1522.		Dave	Coverly,	Speed	Bump,	9	Aug.,	2020.	
Fig.	1523.		Scott	Adams,	Dilbert,	3	Jan.,	2016.	
Fig.	1524.		Dan	Piraro,	Bizarro,	2004	and	2016.	
Fig.	1525.		Scott	Hilburn,	The	Argyle	Sweater,	11	March,	2016.	 	 	 								 	
Fig.	1526.		Rob	Murray,	“Alternative	Histories: Greece,	c.	560	B.C.,”	History	Today,	23	April,	2015.	
Fig.	1527.		Tom	Thaves,	Frank	and	Ernest.,	28	Sept.,	2014.	
Fig.	1528.		Peter	Duggan,	The	Guardian,	12	Oct.,	2015.	
Fig.	1529.		Harry	Bliss,	illustration	from		Bailey	at	the	Museum,	2012.	
Fig.	1530.		Bill	Amend,	FoxTrot,	5	Jan.,	2014.	
Fig.	1531.		Jim	Davis,	Garhield.	2	Feb.,	2013.	
Fig.	1532.		Tom	Thaves,	Frank	and	Ernest,	4	May,	2014.	
Fig.	1533.		Mike	Peters,	Mother	Goose	&	Grimm,	18	Sept.,	2016.	
Fig.	1534.		George	Herriman,	Krazy	Kat,	15	May,	1919.	
Fig.	1535.		Anatol	Kovarsky,	The	New	Yorker,	20	Oct.,	1956.	
Fig.	1536.		John	McPherson,	Close	to	Home,	4	March,	2016.	 	 	 						
Fig.	1537.		Ian	Baker,	“Exhibition	Piece,”	22	June,	2008.	
Fig.	1538.		Mark	Parisi,	Off	the	Mark,	6	Jan.,	2009.	 	 	
Fig.	1539.		Mark	Parisi,	Off	the	Mark,	8	Nov.,	2014.	
Fig.	1540.		Rea	Irvin,	Cover	to	Life,	20	Feb.,	1913.	
Fig.	1541.		Garrett	Price,	Life,	30	Sept.,	1940.	
Fig.	1542.		Left:		Attic	Black-Figure	olpe,	ca.	550–520	B.C.E.	Phoebe	Apperson	Hearst	Museum	of		
	 							Anthropology;	right:		vectorized	drawing	by	Alexandre	G.	Mitchell,	from	Mitchell		
	 							2009,	Fig.	1.	
Fig.	1543.		Attic	eye	cup	from	Vulci,	ca.	550	B.C.E.		Tampa	Museum	of	Art.	
Fig.	1544.		Fragment	of	an	Attic	Red-Figure	cup,	ca.	440–430	B.C.E.		Acropolis	Museum.			From		
	 							Mitchell,	2009,	Fig.	3.	
Fig.	1545.		Attic	Red-Figure	kylix	from	Vulci,	ca.	500–490	B.C.E.		British	Museum.	
Fig.	1546.		Scott	Hilburn,	The	Argyle	Sweater,	3	Nov.,	2014.								
Fig.	1547.		Scott	Hilburn,	The	Argyle	Sweater,	14	Sept.,	2015.	
Fig.	1548.		Scott	Hilburn,	The	Argyle	Sweater,	14	March,	2010.	
Fig.	1549.		Mark	Parisi,	Off	the	Mark,	5	May,	2018.	
Fig.	1550.		Dave	Blazek,	Loose	Parts,	19	Jan.,	2015.	 				
Fig.	1551.		Rob	Murray,	“Alternative	Histories,”	History	Today,	2020.	
Fig.	1552.		Dan	Piraro,	Bizarro,	19	July,	2008.	 	
Fig.	1553.		Dan	Piraro,	Bizzaro,	7	Nov.,	2010.	

�lvii



Fig.	1554.		Dean	Young	and	John	Marshall,	Blondie.	12	Aug.,	2012.	
Fig.	1555.		Hilary	B.	Price,	Rhymes	with	Orange,	9	April,	2017.	
Fig.	1556.		Mike	Peters,	Mother	Goose	&	Grimm,	12	Nov.,	2014.	
Fig.	1557.		Scott	Hilburn,	The	Argyle	Sweater,	1	Nov.,	2014.								
Fig.	1558.		Scott	Hilburn,	The	Argyle	Sweater,	3	Dec.,	2014.	
Fig.	1559.		Scott	Hilburn,	The	Argyle	Sweater,	19	July,	2016.	
Fig.	1560.		Cast	of	characters	of	Asterix.	
Fig.	1561.		Advertisement	for	McDonalds,	from	Le	Figero,	2010.	
Fig.	1562.		Jack	Kirby,	Tales	of	the	Unexpected	#16,	1957.	 	 	 	
Fig.	1563.		John	Buscema,	cover	art	for	Thor	#272,	June,	1978.	
Fig.	1564.		Chris	Browne,	Hagar	the	Horrible,	25	Dec.,	2006.	
Fig.	1565.		Gary	Larson,	The	Far	Side.	 	 							
Fig.	1566.		Colby	Jones,	SirColby,	27	Dec.,	2007.	
Fig.	1567.		Dan	Piraro,	Bizarro,	5	June,	2011.	
Fig.	1568.		Dan	Piraro,	Bizarro,	30	April,	2009.								
Fig.	1569.		Leigh	Rubin,	Rubes,	4	March,	2014.	
Fig.	1570.		Scott	Maynard,	Happle	Tea,	6	Aug.,	2013.	
Fig.	1571.		Dan	Piraro,	Bizarro,	27	Nov.,	2016.	
Fig.	1572.		Carl	Barks,	Cover	and	page	from	Donald	Duck	“Lost	in	the	Andes”,	Walt	Disney,	2011.	
Fig.	1573.		David	Farley,	Doctor	Fun,	3	Dec.,	2004.	
Fig.	1574.		Glenn	and	Gary	McCoy,	The	Duplex,	17	July,	2009.	
Fig.	1575.		Lalo	Alcaraz,	La	Cucaracha,	13	Feb,	2010.	
Fig.	1576.		Scott	Hilburn,	The	Argyle	Sweater,	7	Feb.,	2012.	
Fig.	1577.		Aztec	Sun	Stone,	ca.	1502–1521	A.D.		National	Anthropology	Museum,	Mexico	City.	
Fig.	1578.		Anatol	Kovarsky,	The	New	Yorker,	26	Nov.,	1960.	
Fig.	1579.		Leigh	Rubin,	24	Jan.,	2006.		 													
Fig.	1580.		Dan	Piraro,	Bizarro,	2	Dec.,	2009.	
Fig.	1581.		Tom	Cheney,	The	New	Yorker.	
Fig.	1582.		Wiley	Miller,	Non	Sequitur,	4	Sept.,	2015.	
Fig.	1583.		Ballgame	scene	on	a	Maya	vase	K5435;	(bottom	right)	speed	depicted	by	Hergé	in		
	 							1930	in	the	Quick	&	Flupke	series	-	Acroabaties	p.	2.		(From	Wichmann	and	Nielsen,		
	 							2017,	Yig.	3.)	
Fig.	1584.		Rolled-out	view	of	“Regal	Rabbit	Pot,”	K1398,	Maya,	693–728	A.D.,	Private	Coll.	
Fig.	1585.		Ray	Billingsley,	Curtis,	23	Nov.,	2014.	
Fig.	1586.		Dave	Horton,	Hortoon,	2008.	
Fig.	1587.		Peter	Kuper,	“This	is	Not	a	Pipe,”	Screenprint,	2008.		University	of	North	Dakota.	
Fig.	1588.		Peter	Kuper,	cagle.com,	21	Sept.,	2020.	
Fig.	1589.		Peter	Kuper,	cagle.com,	17	Sept.,	2020.	
Fig.	1590.		Detail	from	Fig.	288,	Stephan	Pastis,	“The	Sad,	Lonely	Journey	of	a	‘Pearls’	Comic		
	 							Strip,”	Pearls	Before	Swine,	11	July,	2004.	
Fig.	1591.		Mothers	taking	their	children	to	the	art	museum.		From	Figs.	158,	and	223–225.	
Fig.	1592.		The	living	room	sofa.		From	Figs.	845,	1075,	535,	1494,	1458,	1084,	1546,	and	1554.	
Fig.	1593.		Art	above	the	couch.		From	Figs.	725,	536,	and	709.	
Fig.	1594.		Mothers	chiding	their	children.		From	Figs.	21,	297,	298,	331,	636,	1099,	and	1331.	
Fig.	1595.		Disgruntled	women.		From	Figs.	17,	18	1489,	1504,	1519,	1558,	1586.	
Fig.	1596.		Men	watching	television.		From	Figs.	505,	551,	618,	1509,		883,	and	894.	
Fig.	1597.		Men	sleeping	in	chairs.		From	Figs.	200,	201,	239,	377,	and	504.	
Fig.	1598.		Andrew	Toos,	2011.

�lviii


	Part III.  Archaeology in American Cartoons and Comic Strips
	Introduction

	Cavemen and Dinosaurs
	The Representation of Prehistory in Comics
	Comics and Archaeology
	“Humorous Uchronía” of Prehistory
	Indices
	List of Figures

