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Maus	1	and	2	sparknotes

1991	graphic	novel	this	article	is	about	graphic	novel.	for	others,	see	mooe	(disambigua.)	mauscopertine	of	the	first	volume	of	mauscreatorart	spiegelmandata1991conto	pages296	pageseditorepantheon	bookspublished	original	inrawissuesvol.	1	no.	2â	vol.	2	no.	3data	di	pubblica1980â1991	Maus[a]	is	a	graphic	novel	by	American	cartoonist	art	spie
gelman.	serialized	from	1980	to	1991,	he	describes	spiegelman	interviewing	his	father	about	his	experiences	as	a	Polish	Jew	and	survivor	of	the	Holocaust.	The	work	employs	postmodern	techniques	and	represents	Jews	as	mice,	Germans	as	cats,	Poles	as	pigs,	Americans	as	dogs,	English	as	fish,	French	as	frogs	and	Swedes	as	deer.	critics	have
classified	maus	as	memories,	biographies,	history,	narrative,	autobiography	or	a	mix	of	genres.	in	1992	he	became	the	first	(and	is	still	the	only)	comic	book	to	have	won	the	pulitzer	prize	(special	prize	in	letters.)	in	the	history-frame	of	this	narrative	that	began	in	1978	in	New	York,	spiegelman	talks	with	his	father	vladek	of	his	experiences	on	the
Holocaust,	collecting	material	for	the	maus	project	he	is	preparing.	In	the	past	narrative	spiegelman	describes	these	experiences,	from	the	years	before	World	War	II	until	the	release	of	his	parents	from	Nazi	concentration	camps.	much	of	the	story	revolves	around	the	troubled	relationship	of	spiegelman	with	his	father	and	the	absence	of	his	mother,
who	took	his	life	when	he	was	20	years	old.	The	sad	husband	destroyed	his	written	testimony	of	auschwitz.	the	book	uses	a	minimalist	design	style	and	displays	innovation	in	its	pace,	structure,	and	page	layout.	a	strip	of	three	pages	also	called	“Maus”	made	in	1972	gave	spiegelman	the	opportunity	to	interview	his	father	on	his	life	during	World	War
II.	Recorded	interviews	became	the	basis	for	graphicwhich	Spiegelman	started	in	1978.	He	serialized	Maus	from	1980	to	1991	as	an	insert	in	Raw,	a	comic	strip	and	avant-garde	graphics	Published	by	Spiegelman	and	his	wife,	FranÃ§oise	Movery,	which	also	appears	in	Maus.	A	volume	collected	from	the	first	six	chapters	appeared	in	1986	brought	the
main	attention	of	the	book;	A	second	volume	has	collected	the	remaining	chapters	in	1991.	Maus	was	one	of	the	first	graphic	novels	to	receive	significant	academic	attention	in	the	English	language	world.	Synopsis	Most	of	the	book	intertwines	inside	and	out	of	two	timeline.	In	the	chassis	of	the	story	of	the	present	narrative,	[1]	Spiegelman	interviews
his	father	Vladek	in	the	park	of	Rego	Park	in	New	York	City	[2]	in	1978	-	79.	[3]	The	story	that	Vladek	tells	to	take	place	in	the	narrative	past,	which	starts	a	half	of	the	1930s	[2]	and	continues	until	the	end	of	the	Holocaust	in	1945.	[4]	In	the	park	of	Rego	in	1958,	[3]	A	young	art	Spiegelman	is	skating	with	his	friends	when	he	falls	and	hurts	me,	but
His	friends	continue.	When	he	returns	home,	he	finds	his	father	Vladek,	who	asks	him	because	he	is	upset,	and	the	art	proceeds	to	tell	him	that	he	has	left	him	behind	him.	Father	of	him	answers	in	broken	English,	"friends?	Your	friends?	If	you	block	them	together	in	a	room	without	food	for	a	week,	then	you	could	see	how,	friends!"	[5]	As	an	adult,	the
art	visit	father	of	him,	from	those	who	become	estranged.	[6]	Vladek	replied	to	a	woman	called	Mala	from	the	suicide	of	the	Mother	of	Art	Anja	in	1968.	[7]	Art	asks	Vladek	to	tell	the	experiences	of	him	of	the	Holocaust.	[6]	Vladek	tells	the	time	of	him	in	the	Polish	city	of	CzÃ	â	¢	Stochowa	[8]	and	how	it	came	to	get	married	in	the	rich	Anja	family	in
1937	and	move	to	Sosnowiec	to	become	a	producer.	Vladek	implores	the	art	of	not	including	it	in	the	book	and	in	art	accepts	reluctantly.	[9]	Anja	undergoes	a	break	due	to	postpartum	depression	[10]	after	giving	birth	to	their	first	son	Requested,	[b]	and	the	couple	go	to	a	healthcare	in	Czechoslovakia	occupied	by	Nazi	for	her	to	recover.	After
returning,	the	Policies	and	antisemite	built	until	Vladek	is	drawn	up	just	before	the	Nazi	invasion.	Vladek	is	captured	in	the	front	and	e	Work	as	a	prisoner	of	war.	After	the	release	of	him,	he	finds	Germany	contracted	Sosnowiec	and	got	off	the	other	side	of	the	border	in	the	German	protectorate.	He	crowds	through	the	border	and	get	together	with
his	family.	[12]	"Prisoner	on	the	Inferno	Planet"	(1973),	a	first	expressionistic	stripe	on	the	suicide	of	the	mother	of	Spiegelman,	reprinted	in	Maus	during	one	of	the	art	visits,	discovers	that	a	friend	of	Mala	sent	the	couple	one	of	the	comix	magazines	Underground	helped.	Mala	had	tried	to	hide	it,	but	Vladek	finds	and	the	law.	In	"Prisoner	on	the
Inferno	Planet",	[13]	Art	is	traumatized	by	his	mother's	suicide	three	months	after	his	release	from	the	mental	hospital,	and	in	the	end	he	is	depicted	behind	the	bars	who	say:	"You	murdered	me,	Mom,	and	left	me	here	to	take	the	rap!	"[14]	Although	he	reports	painful	memories,	Vladek	admits	that	he	takes	care	of	the	problem	so	that	he	was	the	best.
[15]	In	1943,	the	Nazis	shift	the	Jews	of	the	Sosnowiec	ghetto	to	Srodula	and	turn	them	back	to	Sosnowiec	at	work.	The	family	is	divided	up	...	Vladek	and	Anja	send	Request	to	Zawiercie	to	stay	with	an	aunt	for	security.	Because	more	Jews	are	sent	by	ghettos	to	Auschwitz,	his	aunt	poison	himself,	his	sons	of	her	and	I	seek	to	die	of	her	to	escape	the
gestapo	and	don't	die	in	the	gas	chamber.	In	Srodula,	many	Jews	build	bunkers	to	hide	from	the	Germans.	The	Vladek	bunker	is	discovered	and	is	located	in	a	"ghetto	inside	the	ghetto"	surrounded	by	barbed	wire.	The	remains	of	Vladek	and	the	Anja	family	are	taken	away.	[12]	Srodula	is	canceled	by	its	Jews,	except	for	a	Vladek	group	hides	in	another
bunker.	When	the	Germans	leave,	the	group	is	divided	and	leaves	the	ghetto.	[16]	In	Sosnowiec,	Vladek	and	Anja	move	from	a	hiding	place	to	the	next,	making	an	occasional	contact	with	other	Jews	in	the	hiding	place.	Vladek	disguises	as	an	ethnic	pole	and	hunt	the	provisions.	The	couple	with	smugglers	to	escape	Hungary,	but	it's	a	trick...	The
Gestapo	stops	them	on	the	train	Hungary	is	invaded)	and	takes	them	to	Auschwitz,	where	they	are	separated	until	after	the	war.	[16]	Art	asks	after	Anja's	diaries,	which	Vladek	told	him	were	his	account	of	his	Holocaust	experiences	and	the	only	record	of	what	happened	to	her	after	her	separation	from	Vladek	to	Auschwitz	and	that	Vladek	says	he
wanted	Art	to	read.	Vladek	admits	to	burning	them	after	she	killed	herself.	Art	is	furious	and	calls	Vladek	a	"murderer".	[17]	The	story	skips	to	the	1986,	after	the	first	six	chapters	of	Maus	appeared	in	a	collected	edition.	The	art	is	overwhelmed	by	the	unexpected	attention	the	book	receives[4]	and	is	"completely	blocked".	Art	talks	about	the	book	with
psychiatrist	Paul	Pavel,	who	survived	the	Czech	Holocaust.	[18]	Pavel	suggests	that,	like	those	who	died	in	the	fields,	they	can	never	tell	their	stories,	"perhaps	it	is	better	not	to	have	more	stories."	Art	responds	with	a	quote	from	Samuel	Beckett:	"Every	word	is	like	a	useless	stain	on	silence	and	nothingness,"	but	then	he	realizes,	"on	the	other	hand,
he	said	it."	[19]	Vladek	tells	of	his	adversities	in	the	camps,	of	hunger	and	abuse,	of	his	enterprise,	to	avoid	selection	and	the	process	by	which	the	prisoners	were	chosen	for	further	work	or	executions.	[20]	Despite	the	danger,	Anja	and	Vladek	exchange	occasional	messages.	As	the	war	progresses	and	the	German	front	is	pushed	back,	the	prisoners
are	marched	by	Auschwitz	in	Poland	occupied	at	Gross-Rosen	within	the	Reich	and	then	to	Dachau,	where	the	difficulties	increase	alone	and	Vladek	takes	the	typhus.	[21]	The	war	ends,	the	camp's	survivors	are	released	and	Vladek	and	Anja	are	reunited.	The	book	ends	with	Vladek	turning	in	his	bed	as	he	finishes	his	story	and	telling	Art:	"I'm	tired	of
talking,	Richie,	and	that's	enough	for	now."	[22]	The	final	image	is	of	Vladek	and	Anja's	tombstone[23]226;	Vladek	died	in	the	1982s	before	the	book	was	completed.	[24]	I	The	main	Art	Spiegelman	Art[c]	(born	1948)[26]	is	a	cartoonist	and	The	art	is	presented	as	angry	and	full	of	self-pity.	[3]	She	deals	with	her	traumas	and	those	inherited	from	her
parents	seeking	psychiatric	help,	which	continued	after	the	book	was	completed.	[27]	He	has	a	strained	relationship	with	his	father,	Vladek,	by	whom	he	feels	dominated.	At	first,	she	shows	little	sympathy	for	her	father’s	difficulties,	but	she	shows	more	as	the	story	unfolds.	[29]	Vladek	Spiegelman	Vladek[d]	(1906Ã¢Â×	1982)	[31]	is	a	Polish	Jew	who
survived	the	Holocaust,	then	moved	to	the	United	States	in	the	early	1950s.	Speaking	broken	English,[32]	he	is	presented	as	miserable,	anal-receptive,	egocentric,[29]	neurotic	and	obsessive,	anxious	and	stubborn	–	traits	that	may	have	helped	him	survive	the	camps,	but	which	greatly	annoy	his	family.	He	manifests	racist	attitudes,	as	when	FranÃ
167;	oise	takes	an	African-American	hitchhiker,	who	fears	steals	them.	[33]	He	shows	little	understanding	of	his	racist	comments	about	others	compared	to	his	treatment	during	the	Holocaust.	[24]	Mala	Spiegelman	Mala	(1917-2007)	[34]	She’s	Vladek’s	second	wife.	Vladek	makes	her	feel	that	she	can	never	live	to	Anja.	Even	though	she	is	a	survivor
and	talks	to	Art	throughout	the	book,	art	does	not	try	to	learn	her	experience	of	the	Holocaust.	Anja	Spiegelman	is	also	a	Polish	Jew	who	survived	the	Holocaust,	Anja	(1912Ã¢	128;Â	1968)	[31]	is	Art’s	mother	and	Vladek’s	first	wife.	Nervous,	complacent	and	sticky,	she	has	her	first	nervous	breakdown	after	giving	birth	to	her	first	child.	Sometimes	he
told	Art	about	the	Holocaust	while	he	was	growing	up,	even	though	his	father	didn’t	want	him	to	know.	She	killed	herself	by	cutting	her	wrists	in	a	bathtub	in	May	1968[38]	and	left	no	suicide	note.	[39]	FranÃ	167;	oise	Mouly	FranÞ£	167oise	(born	1955)	[26]	He’s	married	to	art.	She	is	French	and	converts	to	Judaism[40]	to	please	Art’s	father.
Spiegelman	strives	to	introduce	her	a	Jewish	mouse,	a	French	frog,	or	some	other	animal226;	In	the	end,	use	a	Previous	Spiegelman	Art	was	born	on	the	15th	February	1948,	in	Sweden,	by	Vladek	and	Anja	Spiegelman,	survivors	of	Polish	Jews	and	the	Holocaust.	An	aunt	poisoned	their	first	son	Richie	to	avoid	Nazi	capture	four	years	before
Spiegelman	was	born.	He	and	his	parents	emigrated	to	the	United	States	in	1951.	[43]	During	her	youth,	her	mother	occasionally	spoke	of	Auschwitz,	but	her	father	did	not	want	her	to	know.	[27]	Spiegelman	became	interested	in	comics	and	began	to	draw	professionally	at	16-year-old	age.	He	spent	a	month	at	Binghamton	Psychiatric	Hospital	in	the
1968's	after	a	nervous	breakdown.	Shortly	after	his	release,	his	mother	committed	suicide.	Spiegelman's	father	was	not	happy	with	his	son's	involvement	in	hippie	subculture.	Spiegelman	said	that	when	you	bought	a	German	Volkswagen	it	damaged	their	already	tense	relationship	"beyond	repair".	[45]	At	this	time,	Spiegelman	read	in	the	fanzines	of
graphic	artists	such	as	Frans	Masereel	who	had	made	speechless	novels.	The	discussions	in	those	fanzines	about	the	realization	of	the	great	American	novel	in	comic	books	inspired	him.	From	the	original,	more	detailed	"Mausa"	strip	of	1972,	Spiegelman	became	a	key	figure	in	the	comic	underground	movement	of	the	1970s,	both	as	a	comic	and	as
an	editor.	[47]	In	the	1972	Justin	Green	produced	the	semi-autobiographical	comic	Binky	Brown	Met	the	Holy	Virgin	Mary,	who	inspired	other	underground	cartoonists	to	produce	more	personal	and	revealing	works.	[48]	That	same	year,	Green	asked	Spiegelman	to	contribute	a	three-page	strip	to	the	first	issue	of	Funny	Aminals	[sic],	which	Green
published.	[47]	Spiegelman	wanted	to	do	a	strip	on	racism,	and	initially	thought	to	focus	on	Afro-Americans,	with	cats	as	members	of	the	Ku	Klux	Klan	chasing	African-American	mice.	[50]	Instead,	he	turned	to	the	Holocaust	and	depicted	Nazi	cats	chasing	Jewish	mice	in	a	which	he	called	Maus.	The	story	was	told	to	a	mouse	named	Mickey.	[47]	After
finishing	the	strip,	Spiegelman	visited	father	to	show	him	the	finished	work,	which	he	had	partly	based	on	a	anecdote	he	had	heard	about	the	experience	of	Auschwitz	of	his	father.	His	father	gave	him	further	background	information,	which	piqued	Spiegelman's	interest.	Spiegelman	recorded	a	series	of	interviews	for	four	days	with	his	father,	who	had
to	provide	the	Maus	base	longer.	[51]	Spiegelman	followed	a	vast	search,	reading	the	accounts	of	the	survivors	and	talking	to	the	friends	and	family	who	had	survived.	He	received	detailed	information	about	Sosnowiec	from	a	series	of	Polish	pamphlets	published	after	the	war	that	detailed	what	happened	to	Jews	by	region.	[52]	Spiegelman	visited
Auschwitz	in	the	1979	as	part	of	his	research.	In	the	1973,	Spiegelman	produced	a	short	order	comic	strip	about	his	mother's	suicide	called	"Prisoner	on	the	Hell	Planet".	The	same	year,	he	edited	a	psychohedelic	pornographic	book	of	quotes,	and	dedicated	it	to	his	mother.	[38]	He	spent	the	rest	of	the'70s	building	his	reputation	by	making	short
avant-garde	comics.	He	moved	to	New	York	from	San	Francisco	in	the	1975,	which	he	admitted	to	his	father	only	in	the	1977,	with	whom	he	had	decided	to	work	on	a	"very	long	comic"[15]	He	began	another	series	of	interviews	with	his	father	in	the	1978,[45]	and	visited	Auschwitz	in	the	1979.	[54]	He	serialized	the	story	in	a	comic	book	and	graphic
magazine,	he	and	his	wife	Mouly	began	in	the	1980s	called	Raw.	[55]	American	comic	books	were	great	deals	with	a	variety	of	genres	in	the'40s	and'50,[56]	but	had	reached	a	low	ebb	by	the	end	of	the'70s.	[57]	When	Maus	began	serialization,	comic	book	publishers	"Big	Two",	Marvel	and	DC	Comics,	dominated	the	industry	with	titles	for	the	most
superheroes.	[58]	Even	the	movement	of	underground	comics	that	flourished	towards	the	end	of	the	1960s	and	the	beginning	of	the	1970s	seemed	to	be	dying.	[59]	Public	perception	of	comic	books	was	like	a	fantasy	of	power	inherently	incapable	of	mature	artistic	or	literary	expression.	[60]	Most	of	the	discussions	focused	on	as	a	genre	rather	than
as	a	means.	[61]	Maus	arrived	at	a	prominence	when	the	term	"graphic	novel"	was	beginning	to	earn	the	currency.	Will	Eisner	disclosed	the	term	with	the	publication	of	a	contract	with	God	in	1978.	The	term	was	partly	used	to	mask	the	low	cultural	status	that	comics	had	in	the	English-speaking	world,	and	partly	because	the	term	"comic	book"	was
used	to	refer	to	short-lived	periodicals,	without	leaving	any	accepted	vocabulary	with	which	to	talk	about	book-shaped	comics.	[62]	History	of	publication	The	first	chapter	of	Maus	appeared	in	December	1980	in	the	second	issue	of	Raw[46]	as	a	small	insert;	a	new	chapter	appeared	in	every	issue	until	the	magazine	came	to	an	end	in	1991.	Each
chapter,	but	the	last	appeared	in	Raw.[63]	Spiegelman	struggled	to	find	a	publisher	for	a	Maus	book	edition,[42]	but	after	a	review	of	the	New	York	Times	rave	of	the	serial	in	August	1986,	Pantheon	Books	published	the	first	six	chapters	in	a	volume[64]	called	Maus:	In	Survivor's	Tale	and	subtitled	My	Father	Bleeds	History.	Spiegelman	was	raised	by
the	fact	that	the	book's	publication	preceded	the	theatrical	release	of	the	three-month	An	American	Tail	animated	film,	because	he	believed	that	the	film,	produced	by	Steven	Spielberg's	Amblin	Entertainment,	was	inspired	by	Maus	and	wanted	to	avoid	confrontation	with	it.[65]	The	book	found	a	large	audience,	partly	due	to	its	distribution	through
bookstores	rather	than	in	direct	market	comic	shops	where	comics	were	sold.	[66]	Maus	was	difficult	for	critics	and	reviewers	to	classify,	and	also	for	bookcases,	who	needed	to	know	about	which	shelves	to	place	it.	Although	Pantheon	pushed	for	the	term	"graphic	novel",	Spiegelman	was	not	comfortable	with	this,	as	many	book	length	comics	were
called	"graphic	journals"	if	they	had	or	not	novel	qualities.	He	suspectedOf	the	term	was	an	attempt	to	validate	the	shape	of	the	comics,	rather	than	describing	the	contents	of	the	books.	[62]	Spiegelman	later	came	to	accept	the	term,	and	with	Drawn	Drawn	Quarterly	publisher	Chris	Oliveros	successfully	pushed	the	Book	Industry	study	group	in	the
early	2000s	to	include	“graphic	novels”	as	a	category	in	bookstores.	Pantheon	collected	the	last	five	chapters	in	1991	in	a	second	volume	subtitled	and	here	are	my	Began	Problems.	Pantheon	then	collected	the	two	volumes	into	double-volume	sets	and	single-volume	editions.	[68]	In	1994,	the	Voyager	Company	released	The	Complet	Maus	on	CD-
ROM,	a	collection	containing	original	comics,	Vladek’s	recorded	transcripts,	video	interviews,	sketches	and	other	background	material.	[69]	The	CD-ROM	was	based	on	HyperCard,	a	Macintosh-only	application	that	has	become	obsolete.	[70]	In	2011	Pantheon	Books	released	a	companion	of	The	Complet	Maus	titled	MetaMaus,	with	additional
background	material,	including	Vladek’s	film.	The	centerpiece	of	the	book	is	an	interview	with	Spiegelman	conducted	by	Hillary	Chute.	He	also	has	interviews	with	Spiegelman’s	wife	and	children,	sketches,	photographs,	family	trees,	assorted	artwork,	and	a	DVD	with	video,	audio,	photos	and	an	interactive	version	of	Maus.	Spiegelman	dedicated
Maus	to	his	brother	Richieu	and	his	first	daughter	Nadja.	The	epigraph	of	the	book	is	a	quote	from	Adolf	Hitler:	“The	Jews	are	undoubtedly	a	race,	but	they	are	not	human.”	[73]	The	international	publication	Penguin	Books	obtained	the	right	to	publish	the	original	volume	in	the	Commonwealth	in	1986.	In	support	of	the	cultural	boycott	of	the	African
National	Congress	against	Apartheid,	Spiegelman	refused	to	“compromise	with	fascism”	[74]	by	allowing	his	work	to	be	published	in	South	Africa.	Piotr	Bikont	(left)	established	a	publishing	house	in	2001	to	publish	a	Polish	edition	of	Maus	in	response	to	the	protest.	By	2011,	Maus	had	been	translated	into	about	thirty	languages.	Three	translations
were	particularly	important	to	Spiegelman:	French,	as	his	wife	was	French,	and	because	of	his	respect	for	Sophisticated	Franco-Belgian	comics	Franco-Belgian	German,	taking	into	account	the	background	of	the	book;	and	Polish.	Poland	was	the	setting	for	most	of	the	book	and	Polish	was	the	language	of	his	parents	and	his	own	mother	tongue.	[75]
The	editors	of	the	German	edition	had	to	convince	the	German	Ministry	of	Culture	of	the	serious	intention	of	the	work	to	make	the	swastika	appear	on	the	cover,	according	to	laws	prohibiting	the	display	of	Nazi	symbolism.	[76]	The	reception	in	Germany	was	positive;	Maus	was	a	best-seller	and	was	taught	in	schools.	The	Polish	translation	has
encountered	difficulties;	Since	the	1987s,	when	Spiegelman	planned	a	research	visit	to	Poland,	the	Polish	consulate	official	who	approved	his	visa	asked	him	about	the	depiction	of	Poles	as	pigs	and	stressed	how	serious	an	insult	was.	Publishers	and	commentators	refused	to	deal	with	the	book	for	fear	of	protests	and	boycotts.	Piotr	BiKont,	journalist
of	the	Wyborcza	Gazeta,	founded	his	publishing	house	to	publish	Maus	in	Polish	in	2001.	The	protesters	protested	against	the	publication	of	Maus	and	burned	the	book	in	front	of	the	Gazeta	offices.	Bikont's	reaction	was	to	put	on	a	pig	mask	and	greet	the	demonstrators	from	the	office	windows.	[77]	The	Japanese	magazine-sized	translation	was	the
only	authorized	edition	with	larger	pages.	[78]	Long-term	plans	for	an	Arab	translation	have	not	yet	been	implemented.	[50]	A	Russian	law	passed	in	December	2014	banning	the	demonstration	of	Nazi	propaganda	led	to	the	removal	of	Maus	from	Russian	libraries	until	the	day	of	victory	due	to	the	swastika	appearing	on	the	cover	of	the	book.	Some
panels	have	been	changed	for	the	Jewish	edition	of	Maus.	Based	on	Vladek's	memory,	Spiegelman	interpreted	one	of	the	minor	characters	as	a	member	of	the	Jewish	Police.	An	Israeli	descendant	opposed	and	to	sue	for	libel.	Spiegelman	redefines	the	character	with	a	stench	instead	of	his	original	police	hat,	but	added	a	note	to	the	volume	expressing
his	objection	to	this	"intrusion".	[79]	This	version	of	the	first	volume	appeared	in	the	1990's	since	the	publication	Zmora	Bitan.	He	had	an	indifferent	or	negative	reception,	and	the	publisher	did	not	publish	the	second	volume.[80]	Another	Israeli	publisher	published	both	volumes,	with	a	new	translation	of	the	poet	Yehuda	Vizan	that	included	Vladek's
broken	language,	which	Zmora	Bitan	refused	to	do.	Marilyn	Reizbaum	saw	in	this	a	difference	between	the	image	of	herself	of	the	Israeli	Jew	as	an	intrepid	defender	of	the	homeland	and	that	of	the	American	Jew	as	a	weak	victim,[82]	something	that	an	Israeli	writer	has	denigrated	as	“the	disease	of	the	diaspora”.[83]	In	making	people	of	every
ethnicity	equal,	Spiegelman	hoped	to	show	the	absurdity	of	dividing	people	along	these	lines.	Spiegelman	said	that	"these	metaphors	...	are	intended	to	self-destruct"	and	"reveal	the	futility	of	the	notion	itself."	Spiegelman,	like	many	of	his	critics,	fears	that	"the	reality	is	too	much	for	comics...	many	things	must	be	left	out	or	distorted,"	admits	that	his
presentation	of	history	may	not	be	accurate.[84]	It	takes	a	postmodern	approach;	Mous	"feeds	of	himself",	telling	the	story	of	how	history	was	made.	He	examines	the	choices	that	Spiegelman	made	in	the	revisitation	of	his	father's	memories,	and	the	artistic	choices	he	had	to	make".	For	example,	when	the	French	wife	converts	to	Judaism,	the
character	of	Spiegelman	cares	to	paint	it	as	a	frog,	a	mouse	or	another	animal.[85]	The	book	portrays	human	beings	with	heads	and	tails	of	different	species	of	animals;	Jews	are	designed	as	mice	and	other	Germans	and	Poles	as	cats	and	pigs,[2]	among	others.	Spiegelman	took	advantage	of	the	way	Nazi	propaganda	films	paint	Jews	as	parasites,[86]
although	he	was	hit	by	metaphor	after	witnessing	a	presentation	in	which	Ken	Jacobs	showed	minstrel	shows	films	along	with	animation	films	from	the	early	American	years,	rich	inRacial.	[87]	Spiegelman	derived	the	mouse	as	a	symbol	of	the	Jew	from	the	Nazi	propaganda,	underlined	in	a	quotation	of	a	German	newspaper	over	the	years	â	€	™	30.	â
€	™	30.	Preface	The	second	volume:	"Mickey	Mouse	is	the	most	miserable	idea	ever	revealed	...	healthy	emotions	say	every	independent	young	man	and	every	young	honorable	that	the	dirty	and	dirty	vermin	covered,	the	biggest	career	of	bacteria	in	the	animal	kingdom,	not	It	can	be	the	ideal	type	of	animal	...	away	with	Jewish	brutalization	of	people!
Giù	with	mouse!	Wear	the	Swastika	Cross!	"[88]	Jewish	characters	try	to	go	alone	as	ethnic	poles	by	tying	pork	masks	to	their	faces	,	with	strings	showing	on	the	back.	[89]	Vladek's	disguise	was	more	convincing	than	Anja'SÃ	¢	â,¬	""	You	can	see	that	it	was	more	Jewish,	"says	Vladek.	Spiegelman	shows	this	Hebrew	having	his	tail	out	of	his	disguise.
[90]	This	Letterization	of	genocid	stereotypes	that	drove	the	Nazis	to	their	final	solution	can	risk	reinforcing	racist	labels,	[91]	but	Spiegelman	uses	the	idea	to	create	anonymity	for	characters.	According	to	Art	Historian	Andrea	Liss,	this	can	browsely	browse	the	Reader	to	identify	yourself	with	the	characters	like	humans,	preventing	the	reader	from
observing	the	racial	features	based	on	the	stretches	of	the	face,	while	remembering	readers	that	racist	classification	is	always	present.	[92]	In	making	people's	pleasant	people	of	each	ethnicity,	Spiegelman	hoped	to	Show	the	absurdity	of	dividing	people	along	these	lines.	Spiegelman	stated	that	"these	metaphors	...	are	destined	to	self-destructory"
[93]	and	"revealing	the	inanity	of	the	notion	The	same	".	[94]	Professor	Amy	Hungerford	has	not	seen	any	system	consisting	of	animal	metaphor.	[95]	Rather,	you	meant	the	roles	of	the	characters	in	history	rather	than	from	their	races-kind	FranÃ§oise	is	a	mouse	because	of	her	identify	her	with	her	husband	of	her,	who	she	identifies	with	the	victims	of
the	Holocaust.	To	the	question	about	which	animal	would	the	Israeli	Jews,	Spiegelman	suggests	porcupines.	[88]	When	the	art	visits	the	psychiatrist,	the	two	mouse	wear	masks	[96].	Spiegelman's	perceptions	of	the	animal	metaphor	seem	to	have	evolved	on	the	performance	of	the	book	"in	the	The	publication	of	the	first	volume,	his	self-portrait
showed	a	mouse	head	on	a	human	body,	but	at	the	time	of	the	second	volume's	arrival,	his	self-portrait	had	become	that	of	a	man	in	a	mouse	mask.	[97]	In	Maus,	characters	appear	to	be	rats	and	cats	only	in	their	predator/prey	relationship.	In	every	respect,	apart	from	the	head	and	the	tail,	they	act	and	speak	like	normal	human	beings.	[97]	To	further
complicate	the	animal	metaphor,	Anja	is	ironically	shown	to	be	afraid	of	mice,	while	other	characters	appear	with	companion	dogs	and	cats,	and	Nazis	with	attack	dogs.	The	memory	of	Marianne	Hirsch,	Spiegelman's	life	is	"dominated	by	memories	that	are	not	his	own".	[99]	His	work	is	not	of	memory	but	of	posthemorrhagic	term	that	he	coined	after
meeting	Maus.	This	describes	the	relationship	between	the	surviving	children	and	the	survivors	themselves.	While	these	children	have	not	had	the	experiences	of	their	parents,	they	grow	up	with	their	parents;	The	memory	of	another'memory'until	stories	become	so	powerful	that	for	these	children	they	become	memories	of	their	right.	The	proximity	of
children	creates	a	"deep	personal	connection"	with	memory,	although	separated	from	it	by	"generational	distance".	Art	tried	to	keep	his	father's	chronological	history,	otherwise	he	wouldn't	have	"never	listened."	[101]	Her	mother	Anja's	memories	are	clearly	absent	from	history,	given	her	suicide	and	the	destruction	of	her	Vladek	diaries.	Hirsch	sees
part	of	Maus	as	an	attempt	to	rebuild	his	memory.	Vladek	keeps	his	memory	alive	with	pictures	on	his	desk,	"like	a	shrine,"	according	to	Mala.	Guilty	Spiegelman	shows	his	guilt	in	many	ways.	He	suffers	from	anguish	for	his	late	brother,	Richie,	who	died	in	the	Holocaust,	and	who	feels	he	can	never	live	up	to	it.	[103]	The	eighth	chapter,	realized	after
the	publication	and	the	unexpected	success	of	Volume	opens	with	a	Spiegelman	from	the	guilt	(now	in	form	to	human,	with	a	mouse	mask	linked	to	the	lace)	lace)	a	stack	of	corpses226;	The	corpses	of	the	six	million	Jews	on	which	Maus'success	was	built.	[104]	His	psychiatrist	told	him	that	his	father	felt	guilty	for	surviving	and	overcoming	his	first
son[105]	and	that	part	of	Art's	guilt	could	come	from	his	father's	painting	in	such	a	non-flattering	way.	[106]	Point	©	had	not	lived	in	the	fields	in	person,	finds	it	difficult	to	understand	or	visualize	this	"separate	universe",	and	feels	inadequate	to	represent	it.	[27][107]	Kapos	racism,	prison	supervisors	under	the	Nazis,	is	depicted	as	anti-Semitic	Poles.
Spiegelman	mocks	the	Nazis'vision	of	racial	divisions;	Vladek's	racism	is	also	shown	when	he	gets	angry	that	Fran'167oise	might	take	a	black	hitchhiker,	a	"schwartser",	as	he	says.	When	she	reproaches	him,	victim	of	anti-Semitism,	for	his	attitude,	she	replies:	"It	is	not	even	comparable,	the	schwartsers	and	the	Jews!"	Spiegelman	gradually
decomposes	the	animal	metaphor	throughout	the	book,	especially	in	the	second	volume,	showing	where	lines	cannot	be	drawn	between	human	races.	The	Germans	are	depicted	with	little	difference	between	them,	but	there	is	a	great	variety	between	Poles	and	Jews	who	dominate	history.	[110]	Sometimes	Jews	and	Jewish	councils	are	shown	to
conform	to	the	occupiers;	Some	deceive	the	other	Jews,	while	others	act	as	cops	for	the	Nazis.	Spiegelman	shows	many	examples	of	Poles	who	put	themselves	at	risk	to	help	Jews,	and	also	shows	anti-Semitism	as	if	they	were	among	them.	The	Kapos	who	run	the	camps	are	Polish,	and	Anja	and	Vladek	are	deceived	by	Polish	smugglers	in	the	hands	of
the	Nazis.	Anja	and	Vladek	hear	stories	that	the	Poles	continue	to	flee	and	even	kill	the	Jews	who	return	after	the	war.	[112]	Vladek's	English	is	broken	in	contrast	to	that	of	art's	most	influential	therapist,	Paul	who	is	also	an	immigrant	and	survived	the	Holocaust.	[113]	Vladek's	knowledge	of	language	helps	him	several	times	throughout	history,	as
when	he	uses	to	meet	Anja.	He	also	uses	it	to	befriend	a	Frenchman,	and	continues	to	correspond	with	him	in	English	after	the	war.	His	story	of	the	Holocaust,	first	to	American	soldiers,	then	to	his	son,	is	never	in	his	mother	tongue,	and	English	becomes	his	everyday	language	when	he	moves	to	America.	[115]	His	difficulty	with	his	second	language	is
revealed	as	art	writes	his	dialogue	in	broken	English;	[116]	When	Vladek	is	imprisoned,	he	says	to	Art,	[E]	on	the	very	day	we	practice...	I	was	very	religious,	and	there	was	nothing	else	to	do".	[117]	Lately	in	the	book,	Vladek	talks	about	Dachau,	saying,"And	here"	My	problems	started,"even	though	clearly	his	problems	started	long	before	Dachau.
This	unique	expression	was	used	as	a	subtitle	of	the	second	volume.	[116]	The	German	word	Maus	is	linked	to	the	English	word"mouse",	[118]	and	also	remembers	the	German	word	maushin,	which	means"speak	like	a	Jew."	[119]	and	refers	to	the	way	the	Jews	of	Eastern	Europe	spoke	German[120]German	"Muslim"	a	word	not	etymologically	linked
to	Maus,	but	remotely	to	Moses.	Style	Spiegelman	uses	animated	cartoon	animals,	similar	to	those	shown	here,	in	conflict	with	the	expectations	of	readers.	Spiegelman	felt	the	audacity	to	use	the	Holocaust	as	a	subject	aggravated	by	his	comic	book	story.	The	prevailing	vision	in	the	Anglo-Saxon	world	regarded	comics	as	irrelevant,	thus	degrading
the	matter	of	Spiegelman,	especially	because	©	He	used	animal	heads	instead	of	recognizable	human	heads.	[122]	Talking	animals	were	a	comic	book	base,	and	while	they	have	a	traditional	reputation	as	a	children's	tariff,	the	underworld	had	long	used	them	in	adult	stories,[123]	for	example	in	Robert	Crumb's	Cat	Fritz,	that	comic	book	critic	Joseph
Witek	says	shows	that	gender	could	"open	the	way	to	a	paradox	narration"	that	maus	exploited.	[124]	ostensibly	about	the	holocaust,	history	intertwines	with	the	history	of	art	that	interviews	and	interacts	with	his	father.	"Prisoner	on	the	air"	waveHell	Planet	is	also	included	in	the	frame,	and	is	in	visual	and	thematic	contrast	with	the	rest	of	the	book
as	the	characters	are	in	human	form[53]	in	a	surreal	style	and	German	wooden	expressionist	inspired	by	Lynd	Ward.	[125]	Spiegelman	blurs	the	line	between	the	frame	and	the	world,	as	when	he	neurotically	tries	to	face	what	Maus	is	becoming	to	him,	he	says	to	his	wife,	"In	real	life,	you	would	never	let	me	talk	this	long	without	interrupting."	[126]
When	a	prisoner	who	the	Nazis	believe	to	be	a	Jew	claims	to	be	German,	Spiegelman	has	difficulty	deciding	whether	to	present	this	character	as	a	cat	or	a	mouse.	[127]	Throughout	the	book	Spiegelman	incorporates	and	highlights	banal	details	from	his	father's	stories,	sometimes	humorous	or	ironic,	giving	a	lightness	and	humanity	to	history	that
"helps	to	carry	the	weight	of	unsustainable	historical	realities".	[5]	Spiegelman	began	recording	his	interviews	with	Vladek	on	paper,	but	quickly	switched	to	a	recorder,	face	to	face	or	telephone.	Spiegelman	often	condensed	Vladek's	words,	and	occasionally	added	to	the	dialogue[128]	or	summed	up	many	repetitions	in	a	single	portrait.	Spiegelman
was	concerned	about	the	effect	that	the	organization	of	Vladek's	story	would	have	on	his	authenticity.	In	the	end,	he	took	a	Joyce	approach	and	settled	on	a	linear	narrative	that	he	thought	would	be	better	to	"let	things	pass".	[52]	He	tries	to	present	how	the	book	was	recorded	and	organised	as	an	integral	part	of	the	book	itself,	expressing	the	"sense
of	an	interview	shaped	by	a	relationship".	Artwork	The	story	is	text-driven,	with	few	panels	without	words[4]	between	its	1500	black-and-white	panels.	[129]	Art	has	a	high	contrast,	with	heavy	black	areas	and	thick	black	borders	balanced	by	areas	of	white	and	wide	margins.	There's	a	little	gray	in	the	shade.	[130]	In	this	narrative,	the	pages	are
placed	in	eight	networks	In	the	narrative	past,	Spiegelman	found	himself	the	grid	constantly”	with	its	page	layouts.	[32]	Spiegelman	rendered	the	original	three-page	“Maus”	and	“Prisoner	on	the	Hell	Planet”	in	very	detailed	expressive	styles.	Spiegelman	planned	to	draw	Maus	in	this	way,	but	after	the	initial	sketches	he	decided	to	use	a	wall-down
style,	a	bit	removed	from	his	pencil	sketches,	which	he	found	more	direct	and	immediate.	The	characters	are	rendered	in	a	minimalist	way:	animal	heads	with	points	for	eyes	and	sketches	for	eyebrows	and	mouths,	sitting	on	human	bodies.	[37]	Spiegelman	wanted	to	move	away	from	character	rendering	in	the	original	“Maus”,	in	which	large	cats
towered	over	Jewish	mice,	an	approach	Spiegelman	says,	“tells	you	how	to	feel,	tells	you	how	to	think”.[131]	He	preferred	to	let	the	reader	make	independent	moral	judgements.[132]	designed	the	cats-Nazis	the	same	size	as	the	mouse-Je	stereotypes.	[89]	Spiegelman	wanted	the	work	to	have	a	diary	feel,	and	so	he	lured	the	pages	to	the	stationery
with	a	fountain	pen	and	a	typewriter	correction	fluid.	It	was	reproduced	with	the	same	size,	unlike	the	other	work,	which	was	usually	drawn	larger	and	more	pieces,	which	hides	flaws	in	the	art.	[50]	Influences	Wordless	woodcut	novels	such	as	those	by	Frans	Masereel	were	an	early	influence	on	Spiegelman.	Spiegelman	has	published	articles
promoting	greater	knowledge	of	his	medium’s	history.	Among	his	early	influences	were	Harvey	Kurtzman,	Will	Eisner,[133]	and	Bernard	Krigstein’s	“Master	Race”.[134]	While	acknowledging	Eisner’s	early	work	as	an	influence,	he	denied	that	Eisner’s	first	graphic	novel,	A	Contract	with	God	(1978),	had	an	impact	on	the	Maus.[134]	Harold	Gray’s
comic	book	Little	Orphne	Annie	as	“in	enough.”Spiegelman	to	include	autobiographical	elements	in	his	comics.	Spiegelman	said:	"Without	Binky	Brown,	there	would	be	no	rat."[48]	The	novel	"Friends"	was	a	new	time	in	1986,	and	was	considered	as	a	new	time	in	the	world.	Initially,	Maus'	critics	showed	some	reluctance	to	include	comics	in	literary
speeches.[141]	The	New	York	Times	intended	to	praise	the	book	by	saying:	"Art	Spiegelman	does	not	draw	comics."[142]	After	the	victory	of	the	Pulitzer	Prize,	he	gained	greater	acceptance	and	interest	among	academics.[143]	The	Museum	of	Modern	Art	exhibits	an	exhibition	on	the	creation	of	the	mouse	in	1991"92.[144]	Spiegelman	continues	to
attract	academic	attention	and	influence	young	cartoonists.	Maus	proved	difficult	to	classify	in	a	genre,[145]	and	was	called	biography,	narrative,	autobiography,	history	and	memories.[146]	Spiegelman	asked	the	New	York	Times	to	move	him	from	"fiction"	to	"non-fiction"	in	the	newspaper's	bestseller	list,[126]	saying:	"I	shiver	at	the	thought	of	how
David	Duke...	would	react	to	see	a	job	carefullybased	on	the	memories	of	my	father	in	Hitler's	life	in	Europe	and	A	publisher	replied:	"Let's	go	home	by	Spiegelman	and	if	a	giant	mouse	opens	the	door,	we	move	it	to	the	non-narrative	side	of	the	list!"	The	Times	eventually	accepted.	[147]	The	Pulitzer	Committee	has	overturned	the	issue	by	giving	the
Maus	completed	a	special	premium	in	Literature	in	1992.	[148]	Maus	was	ranked	high	in	comic	book	lists	and	literature.	The	Comics	Journal	defined	him	the	fourth	bigger	comics	of	the	twentieth	century,	[4]	and	Wizard	put	it	first	on	their	list	of	100	Greatest	Graphic	Novels.	[149]	Entertainment	Weekly	listed	Maus	in	seventh	place	on	their	list	of
New	Classics:	Books	Ã	¢	â	€	â	€	â	€	â	€	â	€	â	€	œThe	best	law	from	1983	to	2008,	[150]	and	Time	put	Maus	in	seventh	place	on	their	list	of	the	best	Non	fiction	books	between	1923	and	2005,	[151]	and	the	fourth	on	their	list	of	the	best	graphic	novels.	Praise	for	the	book	also	came	from	contemporaries	like	Jules	Feiffer	and	literary	writers	like
Umberto	Eco.	Spiegelman	refused	numerous	offers	to	make	Maus	adapt	for	movies	or	television.	[154]	The	first	episodes	of	Maus	concerned	Raw	inspired	the	young	Chris	Ware	to	"try	making	comics	with	a"	serious	"tone	for	them.	Maus	cited	as	a	primary	influence	on	graphic	novels	like	Marjane	Satrapi's	persepieci	And	Alison	Bechdel's
Entertainment	House	World	of	Comix	with	Favors	and	Fear	",	accused	the	advice	of	the	Appropriate	Pulitzer	opportunism	to	choose	Maus,	which	Rall	thought	unworthy.	[157]	Cartoonist	in	Danny	Hellman	responded	to	the	piece	with	a	joke	mail	in	which	Hellman	presented	as	Rall	,	[156]	urging	the	discussion	at	email	tedraftballs@onelist.com.
Hellman	followed	false	answers	from	New	York	magazine	publishers	and	art	managers.	Rall	has	a	cause	for	damages	of	$1.5	$1.5For	defamation,	violation	of	privacy,	and	cause	emotional	discomfort	[158]	To	raise	funds	to	fight	the	cause,	in	2001	Hellman	to	publish	the	Legal	Action	Comics	anthology,	which	included	a	Spiegelman	cover	where	Rall
was	a	urinal.	[156]	Academic	and	critical	work	An	academic	research	artisan	industry	has	developed	around	Maus,	[159]	and	schools	have	often	used	as	educational	material	in	a	series	of	fields:	history,	dysfunctional	family	psychology,	linguistic	arts	and	Social	studies.	[160]	The	volume	of	academic	work	published	on	Maus	far	exceeds	that	of	any
other	comic	work.	[161]	One	of	the	first	works	of	this	kind	was	the	1988	Joshua	Brown's	Joshua	Brown,	taken	from	the	Oral	History	Review,	which	deals	with	the	problems	faced	by	Spiegelman	in	presenting	the	story	of	him.	Marianne	Hirsch	wrote	an	influential	wise	on	post-memory	entitled	Â	«Family	Pictures:	Maus,	Mourning,	and	post-memory»,
later	expanded	into	a	book	entitled	Family	Frames:	Photography,	Narrative	and	Postmemory.	To	the	speech	they	also	took	part	in	the	field	of	comics	as	Dominick	Lacapra,	Linda	Hutcheon	and	Terrence	des	Pres.	Few	have	approached	Maus	who	had	familiarity	with	comics,	largely	due	to	the	lack	of	a	comics	tradition	of	academicÃ	¢	â	|	Maus	tended	to
be	approached	as	a	history	of	the	holocaust	or	a	cinematographic	or	literary	perspective.	In	2003,	Deborah	Geis	has	taken	care	of	a	collection	of	essays	on	Maus	entitled	Considering	Maus:	Approaches	to	Art	Spiegelmanâ	€	™	s	Â	«Tale	of	the	survivors'»	of	the	Holocaust.	[133]	Maus	is	considered	an	important	work	of	the	literature	on	the	Holocaust,
and	the	studies	of	him	have	given	a	significant	contribution	to	the	studies	on	the	Holocaust	[162].	The	writer	and	critic	of	Harvey	Pekar	comics	objected	to	the	use	of	Maus	animals	and	the	negative	representation	of	Spiegelman's	father.	According	to	it	Arie	Kaplan,	some	Holocaust	survivors	objected	that	Spiegelman	turned	their	tragedy	into	a	comic
book.	[163]	Literary	critics	such	as	Hillel	Halkin	argued	that	the	animal	metaphor	was	"double	dehumanizing",	dehumanizing,"	the	Nazi	belief	that	atrocities	were	perpetrated	by	one	species	to	another,	when	they	were	actually	made	by	humans	against	humans.	[164]	the	comic	book	writer	and	critic	harvey	pekar	and	others[165]	saw	spiegelman	oare
animals	as	potentially	strengthening	stereotypes.	[166]	also	pekar	was	disdaining	of	the	negative	overwhelming	portrait	of	his	father's	spiegelman,	[167]	defining	him	dishonest	and	hypocritical	for	such	a	portrait	in	a	book	that	presents	itself	as	a	goal.	[168]	the	comic	book	critic	R.194;	160c.	harvey	argued	that	the	animal	metaphor	of	spiegelman
threatened	"to	erode	the	moral	bases	of	maus"	[169]	and	to	play	"directly	in	the	racist	vision	of	[the	Nazis.]	Commendatores	as	peter	obst	and	lawrence	weschler	have	expressed	concern	for	the	depiction	of	Poles	as	maials.	[171]	critics	like	obst	and	pekar	said	that	the	portrait	of	Poles	is	unbalanced~that	while	some	Poles	are	seen	as	helping	Jews,
they	often	prove	it	for	selfish	reasons.	at	the	end	of	the	1990s,	an	objector	to	the	depiction	of	Polish	maus	interrupted	a	presentation	of	spiegelman	at	the	university	of	montreal	of	mcgill	with	continuous	violence	and	was	expelled	from	the	auditorium.	literary	critic	walter	ben	michaels	found	racial	divisions	of	counter-fattual	spiegelmans.	[176]
spiegelman	depicts	Europeans	as	different	animal	species	based	on	Nazi	conceptions	of	race,	but	all	Americans,	both	black	and	white,	such	as	dogs226;	128;א	with	the	exception	of	Jews,	who	remain	non-like	rats.	a	michaels,	maus	seems	to	ignore	the	racial	inequality	that	afflicted	theUS	[176]	Other	critics,	such	as	Bart	Beaty,	objected	to	what	they
saw	how	the	fatalism	of	the	work.	Scholar	Paul	Buhle	said:	"More	than	some	readers	readers	[maus]	as	the	most	compelling	representation	of	any	[holocaust,]	perhaps	because	only	the	caricature	quality	of	comic	art	is	equal	to	the	apparent	unreality	of	an	experience	beyond	every	reason.	"michael	rothberg	affirmed,"situating	a	non-fictitious	story	in	a
highly	mediated,	unreal,	comical,	spiegelman	captures	the	hyper	intensity	of	auschwitz.	["179]	Belgian	parodies	publisher	CinquiÃ	168me	Couche[180]	anonymously	produced	a	book	called	katz,	a	remix	of	the	book	of	spiegelman	with	all	animal	heads	replaced	with	cat	heads.	the	book	reproduced	every	page	and	line	of	dialogue	from	the	French
translation	of	maus.	The	French	publisher	of	spiegelman,	flammarion,	has	destroyed	all	copies	due	to	the	violation	of	copyright.	[177	prize]	awards	and	nomination	for	the	award	for	the	year	of	maus	result	1986	national	critics	circle	critics	circle	criticisms	circle	award	for	Biography[181]	nominated	1987	tence	magazine	american	committee	present
awardscommerc556999;)	93	Won	Urhunen	Foreign	Prize	Album[186]	(Maus	II)	Won	See	anche	Anthropolomorfim	Anthropolomorfim	Chapter	83-90,	Chapter	83-90,	Chapter	Haggadah	Libro	di	Enoch,	where	animals	are	also	used	to	happily	represent	different	ethnic	stereotypes	in	Mickey	au	Camp	de	Gurs	Stereotypes	of	Jews	comic	books	Portal	of
Comics	Portal	of	Judaism	Portal	of	newcomers	Portal	of	Poland	Portal	of	World	War	II	Notes	^From	the	German	word	Maus,	and	which	means	"mouse"	/maTIONS/^	in	Polish	"Rysio".	"Richieu"	is	Spiegelman's	misspelling,	as	he	had	not	previously	seen	his	brother's	name	written	down.	Born	Itzhak	Avraham	ben	Zev.	His	name	was	changed	to	Arthur
Isadore	when	he	immigrated	with	his	parents	to	the	United	States,	Born	Zev	Spiegelman,	under	the	Jewish	name	Zev	ben	Abraham.	His	Polish	name	was	Wladislaw	("Wladislaw"	and	"Wladec"	are	the	spelling	Spiegelman	provides;	the	standard	Polish	spellings	for	these	names	are	"Wladislaw"	and	"Wladec"),	of	which	"Wladec"	is	a	abbreviation.
"Vladek"	is	the	Russian	version	of	this	name,	which	was	collected	when	the	area	where	Vladek	lived	was	controlled	by	Russia.	This	spelling	was	chosen	for	Maus	as	it	was	considered	the	simplest	spelling	for	English	speakers	to	pronounce	correctly.	The	German	version	of	his	name	was	"Wilhelm"	(or	"Wolf"	for	short),	and	he	became	William	when	he
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