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Out of the Mouths of Babes: 

A Multicultural Commentary on Comics, their Content and their Contemporaneity 

Depictions of children from an indefinite “yesterday”—the more “traditional” sort—seem 

to be married to the ideas of simplicity, purity, and domesticity. American actress Shirley 

Temple embodied the quintessential characteristics associated with children in many of her 

movie roles in the early 20
th

 century: while clever, she was cute; while astute, she was adorable; 

while precocious, she was playful. There was a conscious effort to limit what was to be 

considered childlike and childish—a broad appetite in various media for separating the world of 

the youth from the world of adults. Representation of children in comics was no exception. In 

reaching the 1950s, a period in the United States known for its standardization of stable social 

roles, Charles Schulz’s Peanuts was born. In it, Charlie Brown’s character represented ‘every 

child.’ His imaginings, hopes and desires conflicted with the reality that surrounded him and he 

approached a self-awareness with mostly gentle knocks and wake-up calls along the way. 

Schulz’s anti-hero, a self-doubting and under-performing albeit lovable boy, however, didn’t 

quite break the mold of a “babe,” “an innocent or naïve person” (American Heritage Dictionary). 

On the contrary, it was Charlie Brown’s naiveté which made him endearing to his audience(s). 

This limited characterization was hardly restricted to North American (U.S.) narratives. We see 

the same types of characters, tropes and scenarios appearing down south in Latin American 

comic strips during this period. A turma da Mônica (Monica’s Gang), first penned by creator 

Mauricio de Sousa in 1959, is irrefutably Brazil’s longest standing, most popular, best 

recognized and most economically successful comic series for children. “Práticamente é o único 

artista nacional a viver apenas de éstorias em quadrinhos” (He is practically the only national 
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artist to earn a living from comic strips alone) (Cirne 61). A turma’s title character, Monica, 

differs from Charlie Brown in countable ways: she is female, has a violent temper, is especially 

strong in a physical sense and her snaggletooth causes her to be an occasional source of ridicule 

amongst her friends. Aside from these four markers of distinction, the environment in which she 

lives and the types of encounters she has are closely akin to her North American counterpart’s. 

Her plots, dramas and conflicts occur on what could be called her ‘playground.’ The adults in her 

life, while loving and doting, are recognized as unquestioned authorities.  Her brood of friends is 

competitive, annoying, loyal, and affectionate and the source of both pleasure and pain. Both 

Peanuts and A turma seem to suggest that for that period, non-abrasive, non-threatening, non-

controversial approaches were taken in providing sources of humor and entertainment that 

included children and may have been intended for children. 

When reaching the current era, defined here as the 1990s- the present, a new regard is 

assumed. We now encounter Aaron McGruder’s The Boondocks which is aggressive, polarizing, 

treating of taboo subjects, irreverent, “in-your-face,” biased and all stemming from the mouth of 

protagonist Huey Freeman who would have once been considered a “babe,” based on his age 

alone, in another era. Huey’s ethos is “take-no-prisoners” warfare and compared to what viewers 

would be expecting from yesterday’s patterns, he is a grainy betrayal full of spitfire, intelligence 

and acute social critique, a violent obstruction from nursery rhymes, hop-scotch, jump rope and 

handball. Huey has no fear of attacking political figures, openly criticizing war, calling out the 

Ku Klux Klan and daring readers to react. Long gone are the days of “gentle whimsy” 

(O’Sullivan 20) we once knew. While several degrees less violent in nature, Alexandre Beck’s 

Armandinho also offers an alternative “babe” for the masses. Beck’s blue-haired boy might be 

more potent than Huey as he opposes many similar types of corruption but does so in honeyed 
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tones and with large, doe eyes. First published in tangible volumes in 2013, Armandinho recycles 

some of Schulz’s legacy: for example, the adults’ faces are never shown. However, the types of 

themes admitted in Beck’s works are far from what would be considered children’s terrain: 

deforestation, feminism 

and tributes to human 

rights leaders like Nelson 

Mandela upon his death. 

In figure 4, Armandinho 

thanks Nelson Mandela for his contribution to tolerance. In this respect, Armandinho could be 

considered more deceptive as his appearance signals a low threat threshold, but his words are 

poignant and at times subversive. While African Americans and African American characters are 

perhaps historically associated with counterculture and dissent, Armandinho’s youth and 

infantile appearance fail to manifest signs, hints, warnings and/or indicators of the conflict his 

words pose to society. 

The objective of this study then is three-fold. First, by way of comparison, it will be 

demonstrated that the topics that child-age characters are contemporarily allowed to address have 

amplified both in number and in theme, revealing that playgrounds, schoolhouses and homes are 

no longer the only spaces in which critical and comical conversations led by children occur in 

comics. Second, it will be shown that the evolution of these conversations reflect an international 

phenomenon that can be seen in, but are not limited to, the United States, Brazil and, to a lesser 

degree in this study, Argentina. Third, the cause, origins and source of these changes will be 

speculated upon highlighting the increasing use of various technologies, specifically “screens,” 

by children to consume a wide breadth of information, sometimes unchecked, and the changing 

Figure 4 ““No one is born hating another person for the color of his/her skin. In order to 
hate, one must learn to hate… and if one can learn to hate, one can also learn to love.”” 
“Thank you, Nelson!” 
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face of readership of comics: if the audience for comics is adult and middle-aged, then the artists 

who create them are not necessarily or realistically targeting school-aged children anymore. All 

of these observations point to a larger discussion that pushes those engaging in this discourse to 

address the following question: “What is a comic today and who is it for today?” 
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Charles Schulz became the 

creator of some “the most recognized 

and beloved personalities on the planet” 

(Walker 284) in his 50-year career as a 

comic strip artist in which he “single-

handedly conceived, drew, inked and 

lettered over 17,500 individual Peanuts 

comic strips and Sunday pages” (283-

284). Within the United States and 

without, his work is seen as the “gold standard” (283) of comic strip production and his legacy 

for all other comic strip artists is still palpable, still present 

and still pervasive. His work is characterized by what singer 

Jack Johnson would term its “unobtrusive tones” in which it 

gently treats the human condition with an absence of 

violence, controversy and/or threatening conflict. Schulz’s 

revolving cast of characters—among them Charlie Brown, 

Lucy, Linus, Snoopy and others—establish both continuity 

of narrative and familiarity of faces, or, as Judith Sullivan 

describes it, “repetition of recognizable types in an unfolding friezelike or spiraling continuum” 

(9). In Figure 1.1, a typical scene from Peanuts can be observed in which protagonist Charlie 

Figure 1.1 

Figure 1.2 

Figure 1.3 

Figure 1.4 

https://www.youtube.com/watch?v=PX1_04mWKVI


Spencer 6 

 

Brown is outdone by Snoopy’s antics and intelligence. While Charlie Brown searches for his hat 

in cold weather, Snoopy uses it as a make-shift sled for wintry adventures. In figure 1.2, Charlie 

Brown’s little sister delivers a shaking wake-up call to her older brother to announce the arrival 

of a new school year. In 1.3, Charlie Brown’s sister seeks praise even for her wanting attempts at 

basketball. And in figure 1.4, Charlie Brown falls victim yet again to Lucy’s belittling attempt to 

preserve the condition of her new football. What’s noteworthy about Schulz’s work are the 

realms that are visited and not visited by the characters and the themes that are touched and not 

touched by the storylines. In the figures provided, we see play near home, outside and on the 

playground and a scene in Charlie Brown’s bedroom. Other motifs typically included are of 

Charlie Brown in the classroom and in his yard feeding his dog. There is relatively no exposure 

to the foreignness and unpredictability of novel, unknown spaces. Moreover, therefore, the 

storylines maintain an uninterrupted innocence that characterizes comic strips of this era that 

aimed to be wholesome and family-friendly.  

A similar trend is seen in Mauricio de 

Sousa’s works with A turma da Mônica in which 

the world and the children’s environment is seen as 

a non-threatening place. In publication since 1959, 

de Sousa’s Mônica also relied upon a regular core 

cast of characters: Monica, who is easily irritated 

unto violent tantrums; Magali, who loves eating 

and especially watermelon; Cascão, who hates to 

bathe (somewhat like Schulz’s character Pig-Pen); 

Figure 2.1 See additional documents for translations. 

Figure 2.2 See additional documents for translations. 
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and Cebolinha (literally, ‘little onion’), whose head is shaped like an onion. Similarities between 

North and South American characters are to be of little surprise as during the early 20
th

 century 

“foreign strips [from outside of Brazil] were dominant (…and translated into Portuguese)… 

periodical directors had little faith in the artistry of national writers and drawers. Furthermore, 

they doubted that national artists could produce enough comics to fill space on a regular basis” 

(Manoel da Silva 662). However, de Sousa proved his talent and tenacity in responding to the 

demands of production imposed by his artistic venture. Today, “Mauricio de Sousa Productions 

(MSP) is the fourth largest art studio in the world…[and] Turma da Mônica… dominates the 

Brazilian Market, having supplanted Walt Disney, and is exported to several countries, including 

the U.S.” (663). Aside from similar casting of characters, the strip’s ethos mirrored its North 

American’s counterpart. “By always expressing optimism in his 

stories, de Souza digresses from the problems of 

unemployment, high crime and violence rates, and so on” (666-

667). Again, the artistic work, like Peanuts, is not solely 

defined by what it contains, it is also defined by what it 

purposefully omits. In “Aquel Abraço” (‘That Hug/Embrace’), 

featured in Figure 2.1, Monica attempts to avoid affectionately 

greeting her friends as she has been away at the beach and has 

returned home badly sunburnt. However, they insist, which 

causes her to flee their presence. When she has healed, she is 

happy to indulge them, but now it is her super strength felt in 

her embrace that hurts them. In Figure 2.2, after feeling 

especially insecure about her snaggletooth, Monica comes across a character with an 

Figure 2.3 Cebolinha: Hey, Monica. 
What’s up? Monica: Hi, Cebolinha. 
Cebolinha: Uh… eh… um… Monica: Why 
are you making that flace*? Monica: 
What face?  

*Cebolinha is a character that has a 
speech impediment. 
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exaggeratedly long nose. He shows her that physical differences, while cause and catalyst for 

teasing, can also be unconventionally helpful as he saves her from falling from a cliff, offering 

her his nose and its far reach to guide her to safety. In Figure 2.3, “Cara Feia,” Monica has been 

playing with markers and has, unbeknownst to her, marked her face into an expression of anger. 

As her friends are well acquainted with her violent outbursts, frequently provoked by their 

constant teasing, they refrain from pushing her too far, seeing that she is already emotionally 

primed and riled up. These scenes generally occur in the spaces where Monica’s ‘gang’ plays. 

While A turma’s content is more permissive of ‘politically incorrect’ themes than in the U.S.—

making fun of a child’s appearance is a North American no-no, as is hitting one’s friends when 

upset (one of Monica’s regular habits and defense mechanisms)—the general terrain is familiar, 

safe, and conventional.  

Both Peanuts and A turma da Mônica were and still are wildly successful with 

international audiences. Their images and storylines have been embraced by diverse media and 

their figures have become iconic 

symbols in their respective countries. 

Movies, television series and a variety 

of consumer goods have aided 

both creations in becoming even 

more pervasive mainstays in 

Western culture. More modern comic strips, however, have assumed a very divergent ethos. 

Some might even call the newer pieces ‘deviant’ in nature. There appears to be less insistence in 

Figure 3.1 

Figure 3.2 
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the contemporary era on keeping child-aged characters pure, unblemished, sheltered and 

protected from the world and its social ills. Take, for example, 11-year-old Huey Freeman of 

Aaron McGruder’s The Boondocks which starkly contrasts with  Schulz’s Peanuts via its ready 

embrace of controversial topics and its proffering of a few of its own. Rising to fame in the 

1990s,  

The Boondocks is one of the few successful African American newspaper comic strips. 

At its high point, it ran in three-hundred newspapers… A brief list of some of its most 

prominent topics…[include] racial identity, in-group diversity, ethnic and racial 

stereotyping, media representation of minorities, the failures of black role models (sports 

figures, rappers, actors, and politicians), racial bias in the education system, racial 

profiling, and bigotry.” (Stein 27) 

The Boondocks tells the tale of 

Huey’s and his brother Riley’s 

move into suburbia, which, for 

them, is a racially foreign and 

white space of wonder. The 

idea of difference is an essential and over-arching premise that regularly informs the strip’s 

journey and one not seen by, in or from Peanuts or A turma. (A turma now peripherally and 

reductively admits themes of socioeconomic class, particularly highlighting rural versus urban 

characters and spaces but fails to treat race.) While the space of domesticity is still largely in 

play, the themes admitted are atypical for the playground. For example, in figure 3.1, Huey 

addresses his black neighbor who is married to a white woman and suggests cynically that she 

could be an enemy to the black race. The calm and quiet humor of the 1950s is clearly being 

Figure 3.3 
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subverted here. Charlie Brown and Monica never took on themes of social injustice and much 

less explicitly identified a violent mob known for its support of white supremacy. McGruder 

makes comics history in penning a child-aged character who is astutely self-aware, cynical, 

‘alternative,’ ‘militant,’ politically charged, engaged in controversial dialogues, but most of all 

unapologetic about his biases and assertions. Figure 3.2 does some ‘airing of dirty laundry’ in 

uncovering a both common and dangerous practice almost exclusively ascribed to African 

Americans (within the U.S..) in which harsh, corrosive chemicals are used to alter the natural 

appearance of one’s hair. Putting on display a source of a minority group’s insecurity is brazen 

and Huey does so unflinchingly, over and over again. Figure 3.3 depicts Jazmine, one of the 

strips regulars, who struggles quite palpably and painfully with her racial identity. She is both 

black and white and never quite enough of either to satisfy her peers who are not biracial. Not 

only, then, is McGruder underscoring miscegenation, he’s also highlighting how stifling racial 

stereotypes can be when Jazmine is ashamed by her perceived lack of authenticity as a black 

person in not being a gangster rapper. The Boondocks is a far cry from the safety known in the 

mid-20
th

 century comic works already reviewed. 
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Alexandre Beck’s Armandinho is beginning to toe the line of politicized content as well. 

Beck’s Facebook page for 

Armandinho currently has 

an estimated 500,000 likes 

and just last year, 

Armandinho Zero was 

released, the first 

published compilation of 

works featuring the 

Brazilian “babe.” 

Speaking of his own 

work, Beck introduces 

us to his eponymous character saying that “O Armandinho é igual a qualquer criança. Quer saber 

o porquê das coisas serem feitas da forma que são. Ele gosta de pessoas, adora bichos, gosta das 

plantas, aprende as coisas na escola e consegue se perceber no lugar do outro. E estes são os 

princípios da sustentabilidade e da justiça” (Armandinho is the same as any other child. He wants 

to know the reasons things are done in the way that they are. He likes people, he loves bugs, he 

Figure 4.1 Armandinho: Dad, what’s Machismo? Fê: “Machismo” is the idea that some 
people have that… Armandinho: Stay out of this, Faith! This is men’s conversation! 

Figure 4.2 Armandinho: Among our parasites are worms and bad politicians! Teacher: You 
mean to compare worms to bad politicians? Armandinho: A worm doesn’t lie. And it only 
takes from us what it needs to survive! 
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likes plants, he learns things in school and he manages to empathize with others. And these are 

the principles of sustainability and justice” (“Para” 1). They are precisely Armandinho’s active 

appetites for sustainability and justice that lend him a heightened visibility as a unique voice, 

distinct from that of a 

Monica, for example. 

In an interview, Beck 

shares that Armandinho 

got his name because 

“ele sempre está 

armando algo” (“He’s always 

arming himself for war,” or, 

“he’s always making a fuss” 

(Neres 1). In figure 4.1, 

Armandinho struggles with defining sexism while exercising it within the same strip. In 4.2, he 

compares politicians to worms, stating that the worms are of higher moral fiber because they 

only consume what they 

absolutely need. In 4.3, 

he delights in the silliness 

of television and its 

constant blitzing 

campaign to promote consumerism. In 4.4, a wordless comic, Armandinho expresses his love 

and affection for various types of living things. And in 4.5, he references Dr. Martin Luther 

King, Jr.’s “I Have A Dream Speech” from the 1960s’ Civil Rights Movement in the United 

Figure 4.5 Armandinho: May the corrupt and their accomplices be punished and our 
politicians be ashamed. Armandinho and Friend 1: May honesty, equality and justice 
prevail over money and power. All: We have a dream! 

Figure 4.3 Some commercials are silly! It seems like they’re trying to convince me that I 
want what I don’t need! 

Figure 4.4 
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States. Each of these strips states a particular stance Armandinho has on a social issue, each of 

which has its own political implications. The first seems to suggest that even the youngest or the 

most self-aware and best intentioned males can express sexist and/or misogynistic attitudes and 

that ‘machismo’ infiltrates culture and persona at a very young age. The second condemns the 

notorious corruption of political bodies in Brazil. The third rejects the mind-numbing insistence 

to ‘buy, buy, buy!’ in order to achieve personal satisfaction. The fourth encourages human 

beings to value their connection to nature. And the last acknowledges a certain cosmopolitan 

attempt to access respected and recycled rhetoric on human rights. Once again, the playground is 

largely ignored in preference of forwarding discourses that are perhaps more adult and 

extrospective. Armandinho is indeed more “otimista” (“optimistic”) (Macário 1) than Huey 

Freeman; Huey’s critiques are laden with a cynicism that feels irremediable. Huey is hardened 

by his intelligence; Armandinho is still pliable and hopeful. The lack of pretentiousness and the 

belief in possibility in his queries are what leave his audience’s hearts full of desire for a more 

humane society and their mouths agape in awe of his precociousness. 

 Because Armandinho “[carrega] a essência de pureza e ingenuidade” (“carries with it the 

essence of purity and simplicity”) 

(Macário 1) but also “questiona a 

lógica dos adultos” (questions adults’ 

logic) (Macário 1), it has been 

compared to the renowned Argentine 

creation by Quino, Mafalda. In the 

1960s and 70s, this comics character wowed all of Latin America as she opposed wars of all 

kinds, criticized politicians and resisted eating the soup that she despised that her mother insisted 

Figure 5.1 What crime have the chickens committed? None! Mom, your 
hands are stained with innocent chicken blood! 



Spencer 14 

 

she have. In figure 5.1, Mafalda uses Argentina’s rhetoric of dirty warfare to accuse her mother 

of wrongdoing in taking part in the death of innocent animals to prepare a soup she hates. She 

was a little bit of Charlie Brown at play, a dash of Monica in aggression, some Huey Freeman in 

intelligence and a dose of Armandinho in doe-eyed innocence. Her tongue could be sharp and 

her embrace could be warm. Mafalda was indeed the mélange par excellence of all the characters 

described. She, however, seems to have marked a crucial division between comics that embraced 

conformity with some degree of complacency circa the 1950s and those that critiqued the status 

quo from the 1990s on. It would be remiss to exclude her entirely from a discourse that treats 

child-age characters in comics who say very adult things. She is the thread that perfectly 

embodied the ‘purity’ of youth and the precision of perspicaciousness. She was perhaps the first 

to usher in a new depiction of the young that rejected largely mission-less humors associated 

with children. Thanks to progenitors like her, “No topic is too risky for today’s comics creators” 

(O’Sullivan 20) who “express freely one’s opinion of the body politic and national temper” (20) 

even when placing words in children’s mouths. But now it is our agenda to speculate as to how 

and why this transformation has occurred.  

 The first of two theories addresses how children are accessing and consuming 

information contemporarily and how that information is changing their essential profile. In 2011, 

The New York Times reported that “Children 8 years old and younger spend more than three 

hours a day with various media,” (Lewin) one of which is a computer and others include iPads 

and apps on smart phones. In January of this year, the same newspaper shared that “2- to 4-year-

olds spent a little over two hours a day on screen” (Rich 2). The way and the amount the 

youngest people are engaging with technology are changing. With the advent of the Internet, 

children have more immediate access to more information than at any other time in history. 
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Learning and becoming informed are not restricted to traditional ‘houses’ of education like 

schools, libraries and museums. With a reliable Internet connection and a few finger strokes, 

children can access information about elections in the Middle East, natural disasters like 

tsunamis in Japan and the origins of free-trade quinoa in Ecuador. Whether they do so actively or 

passively, young people are absorbing new ideas that may have been traditionally reserved for 

adults and therefore their questions are becoming more complex, their insights more astute and 

their questions of, for and about society more pointed. This change in profile is evident in both 

The Boondocks and Armandinho. Huey Freeman is seen at various times, as in figures 3.4 and 

3.5, sitting in front of a 

computer, observing 

headlines and preparing 

letters of critique destined 

for a variety of public 

figures. Huey was delivered 

to North American 

audiences in the 1990s when 

access to the ‘information super highway’ was becoming central to turn-of-the-century 

discourses. Armandinho, though fictitious, would be considered a digital native if he were a real 

boy. He came about in the 2010s which means he knows no other society than the one that insists 

upon the regular ability to connect to and retrieve information 24 hours per day. In other words, 

the “babes” of yesterday are the “babes plus” or the “babes 2.0” of today. The same emotional 

intelligence can be attributed to the youth but what they can consume is far wider in breadth and 

readily available. Thusly, their representations must follow suit. A realistic depiction of a 21
st
 

Figure 3.4 
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century child in much of the U.S. and 

much of Brazil assumes a certain 

deftness in handling of and exposure to 

the world wide web. 

 It is not solely the children who 

are growing in ways before unseen; the audience for comics is growing in ways that are new as 

well. “It’s no longer news that comics have grown up. A form that was once solely the province 

of children’s entertainment now fills bookshelves with mature, brilliant works” (Wolk 3). In 

other words, the audience for comics in general is broader and older than in previous times. 

Adults consuming comics ‘yesterday’ was viewed as a guilty pleasure, an indulgence akin to a 

mostly benign sin. Just in 2012, Henry Jenkins wrote in a piece entitled “Should We Discipline 

the Reading of Comics?” that  

Even as a child, I knew that reading comics demonstrated a thorough lack of discipline—

it was something I did in the summer or at home, sick in bed… many adults were there to 

remind us [children] what a monumental waste  of time all of [it] was... We read in 

secret—under the covers by flashlight, hidden in a textbook in class (Smith 1). 

Engaging with comics as an adult has required older readers to actively resist a long-standing 

stigma. However, a more mature audience is likely to require more mature content. Therefore, 

when Armandinho references cosmopolitan knowledge like a civil rights speech that is more 

than four decades old, there is an implicit assumption and acknowledgement that Alexandre 

Beck’s readership will recognize his allusion and that furthermore his primary target of readers is 

outside of the 5-12-year-old age bracket. Comic artist Paul Pope highlighted the new profile for 

Figure 3.5 
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the comics’ audience as well in an interview last year. He recounted the rude awakening he had 

as a young reader:  

There was one month when I got a little too much adult material and I told my mom, 

‘People are getting their heads cut off, too much sex, rape, and stuff, and I’m kind of 

disturbed by this. Why is this happening? I don’t understand, why is this person a victim? 

(Harris 2). 

The medium, then, or at least its contemporary trends, are not as sterile as it once was. It accepts 

words, images and storylines that are entirely inappropriate for children. When Pope’s peer Gene 

Yeng proposed creating an “all-ages” (7) publication, he “sat down with the head of DC 

[Comics]… [and in response to his pitch was told] ‘You think this is gonna be for kids? Stop, 

stop. We don’t publish comics for kids. We publish comics for 45-year-olds. If you want to do 

comics for kids, you can do ‘Scooby-Doo.’’” (7). An anonymous poster on Comic Vine 

supported the premise that DC Comics is publishing for an older audience in observing that “one 

of DC’s most famous heroines [Catwoman] was brutally murdered on panel” (Are Comics Still 

for Kids?). It seems to go without saying that there are certain harsh realities from which 

children are protected. The murder referenced, however, occurred in a comic that indicated that 

its audience was teens. This debate seems to raise more questions than answers. ‘Teen,’ in this 

context, implies that someone who is thirteen is somehow ready for gore, guts and violence, but 

a 12-year-old is not. Given that a narrow span of time and development separate the two, it’s 

difficult to triangulate what content will cause disturbance in one age group and not in another.  

 So, again, what is a comic and who is it for? Scott McCloud’s definition eschews 

indication of the age of an intended reader and even the notion that laughter, enjoyment and/or 
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entertainment are end goals as the word ‘comic’ might suggest. For McCloud, comics are 

“juxtaposed pictorial and other images in deliberate sequence, intended to convey information 

and/or to produce an aesthetic response in the viewer” (Wolk 17). What we recognize then is a 

medium that is actively rebelling against stereotypes and seeking to engage more audiences. 

Other arts like “architecture, music, dance, sculpture, painting and poetry” (15) have long 

enjoyed the freedom of diverse expression. So why restrict comics as a unique entity that can 

only admit content designed for one age group?  

 Comics like the ones studied in this piece have come a very long way since their origins 

in newspapers, black and white six days out of the week and in color on Sundays. They prove to 

be created within a robust and resilient medium that is willing to change in accordance with 

need, audience and even experimentation. Their content and characters, too, will evolve 

alongside the consumers, audiences and people that inspire them. Despite the fact that “the 

language of comics criticism is still young and scrawny” (16), the mere proposal of making the 

study of popular culture formalized promises a discourse on their place in society. And in regards 

to our “babes” who range in heart from whimsical to militant, we can expect their profiles to 

continue to morph in accordance with the ones in our communities as well. 
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