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only the tip of

ABSTRACT: Comics’ integration into classrooms and other educational forums is
exciting and long overdue. Yet, this increasing reco
iceberg. Comics are an essential medium in their own right, ripe for
exploration across academia. Through his interdisciplinary doctoral dissertation created
entirely in comic book form, the author expands the boundaries of what comics can
achieve while radically reimagining what scholarship can look like. In both content and
form, his dissertation serves to challenge the verbal's dominance as the mode for
serious thought and the narrow notion of
assessment. Richly dense, multi-dimensional, and multimodal, comics are uniquely suited
to speak to the complexity of our thinking, making them a fertile site for creative and
critical practice. In his presentation, the author will draw on his dissertation and the
comics course he developed for teachers at Columbia University's Teachers College.

gnition as a literacy gateway is

intelligence imposed by standardized

COMICS’ ONGOING INTEGRATION INTO CLASSROOMS TO AID IN LITERACY EFFORTS
AND STUDENT ENGAGEMENT IS EXCITING AND LONG OVERDLE. YET IN THE HASTE TO
ELEVATE COMICS AS A CATCH-ALL SOLLITION FOR IMPROVING CLASSROOM LEARNING,
WE RLIN THE RISK OF REDLICING COMICS TO A MERE GATEWAY SERVING TO
INTRODLUICE STUDENTS TO MORE “SERIOLS” EDUCATIONAL GOALS AND SUBJECTS.
IN THE PROCESS, WE MISS OUT ON POSSIBILITIES ACROSS ACADEMIA THE MEDILIM
HAS TO OFFER IN ITS OWN RIGHT. COMICS ARE A POWERFLIL TOOL FOR THOUGHT.
THROLIGH A DISSERTATION CREATED ENTIRELY IN COMIC BOOK FORM, | SEEK TO
EXPAND THE BOLINDARIES OF WHAT COMICS CAN ACHIEVE WHILE RADICALLY
REIMAGINING WHAT SCHOLARSHIP CAN LOOK LIKE.

IN THE FOLLOWING DISCUSSION, WE WILL TAKE LIP WHAT I'M LIP TO IN MY
DISSERTATION ALONGSIDE HOW T'M LISING COMICS TO 6O ABOUT IT. THUS THIS
WILL BE PRIMARILY FOCLISED ON THE MEDILM WHICH WILL DOVETAIL BACK INTO THE
DISSERTATION PREMISE - THE DEVELOPMENT OF THE CONCEPT “LINFLATTENING”.

FIRST, LET'S ADDRESS FLATNESS. BY THAT | MEAN A FLATNESS OF SIGHT, OF
POSSIBILITIES. IT'S A STATE OF "THIS IS HOW IT IS” WHERE EVEN OLIR CHOICES
ARE PRE-DEFINED. AKIN TO WHAT HERBERT MARCLISE (1991 1964) DESCRIBED AS
“A PATTERN OF ONE-DIMENSIONAL THOLIGHT AND BEHAVIOR” WHERE INHABITANTS
LACK A “"CRITICAL DIMENSION” TO TRANSCEND THEIR EXISTING STATE.

HERE, EVEN CHOICES
(OF WHICH THERE ARE
SEEMINGLY MANY),
ARE PREDEFINED.
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"But isn't everything here green?”
asked Dorothy. "No more than in any
other city,” replied Oz; “but when you
wear freen spectacles, why of course
everything you see looks green to

you.” - The Wonderful Wizard of Oz

IN THE DISCIPLINES WE'VE
FORGED POWERFUL TOOLS,

LENSES WHICH
HELP US SEE FAR.

YET, BY RESTRICTING OUR
VISION TO A NARROW RANGE
OF THE SPECTRUM,

A SINGLE LINE OF THOUGHT,

A SOLITARY VIEWPOINT
CAN BE A TRAP -

WHERE WE SEE ONLY WHAT
WE'RE LOOKING FOR.

BUT IN ORDER TO SEE
WHAT WE'RE NOT..

ANOTHER APPROACH
15 NECESSARY:

WHILE THE VISUAL HAS BEEN SEQLIESTERED TO THE
WORLD OF SPECTACLE AND AESTHETICS, TEXT HAS BEEN
PRIVILEGED AS THE PROPER MODE OF EXPLANATION, AS
THE TOOL OF THOUGHT. THE CLIRRENT CLILTLIRE OF
TESTING AND ACADEMIC BIAS FOR THE VERBAL-LINGLISTIC
FLIRTHER AMPLIFIES THIS DISPARITY.

THIS EMPHASIS ON ONE-MODE
OF THINKING SACRIFICES A
NIMBLENESS OF MIND - A
MULTIPLICITY OF APPROACHES
TO HOW WE LEARN - FOR AN
EDUCATIONAL SYSTEM ORDERED
AROLIND A LIMITED NOTION OF
INTELLIGENCE.

THE EFFECTS OF STANDARDIZED
ASSESSMENT ARE PERVASIVE
AND START AT INCREASINGLY
EARLIER AGES. IN 2010, THE
NEW YORK TIMES REPORTED A
SIGNIFICANT DECLINE IN THE
SALE OF CHILDREN'S PICTURE
BOOKS. WHILE ACKNOWLEDGING
THE ROLE THAT THE ECONOMIC
DOWNTLIRN AND DIGITAL MEDIA
PLAYED, THE ARTICLE
ATTRIBUTED THE PRIMARY
CALISE TO THE CLIRRENT
CULTURE IN EDUCATIONAL
POLICY: "PARENTS HAVE BEGLIN
PRESSING THEIR
KINDERGARTNERS AND FIRST
GRADERS TO LEAVE THE
PICTURE BOOK BEHIND AND
MOVE ON TO MORE TEXT-HEAVY
CHAPTER BOOKS. PLIBLISHERS
CITE PRESSLIRES FROM
PARENTS WHO ARE MINDFLIL OF
INCREASINGLY RIGOROUS
STANDARDIZED TESTING IN
SCHOOLS” (BOSMAN, 2010).

AND WHEN THEY GROW LIP? I

FLATNESS |6 A GREAT WEIGHT,
SUFFOCATING AND OSSIFYING IN ITS
WAKE. THE VERY CAPABLE, DYNAMIC
CREATLIRE THAT ONCE OPENED ITS
EYES WIDE, ANIMATED AND TEEMING
WITH POSSIBILITES, ENDS UP
STUCK, ITS VISION NARROWED,
POTENTIAL ENERGY CLIRTAILED - A
TOP DORMANT, NEVER TO BE SPLIN.
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5| A MONOLITH FOLINDED ON THE

] ASSUMPTION THAT EDLICATION
15 AN EXTERNAL FORCE, SOME-
THING IMPRESSED LIPON US.

N

MAKE TRACKS

OF THEIR OWN,
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THEY ARE SORTED OUT
AND PUT ON TRACKS.
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AND SENT FORTH TO
RECEIVE INSTRUCTION.




|BUT, WE'RE MORE THAN THAT. |
L

)

SWIMMING WITHIN THE WORDS, THE WORLD THAT DEFINES AND CONFINES US - IT'S HARD TO ’ /
CONCEIVE HOW TO STEP OUTSIDE AND DISCOVER NEW POSSIBILITIES. I FIND THIS PASSAGE FROM
ITALO CALVINO HELPFLIL IN ARTICULATING WHERE | WANT TO 6O FROM HERE: "WHENEVER
HUMANITY SEEMS CONDEMNED TO HEAVINESS, I THINK I SHOULD FLY LIKE PERSELIS INTO A
DIFFERENT SPACE. I DON'T MEAN ESCAPING INTO DREAMS OR INTO THE IRRATIONAL. I MEAN
THAT I HAVE TO CHANGE MY APPROACH, LOOK AT THE WORLD FROM A DIFFERENT PERSPECTIVE,
WITH A DIFFERENT LOGIC AND WITH FRESH METHODS OF COGNITION AND VERIFICATION...”

THE KEY |5 IN GAINING PERSPECTIVE ..

...AND THE MEANS TO CREATE PERSPECTIVE LIES RIGHT BETWEEN OUR
EYES. WE ARE ALWAYS NEGOTATING THE DIFFERENCE BETWEEN THE VIEWS
OF TWO EYES - TWO VANTAGE POINTS CONVERGE TO PRODUCE
STEREOSCOPIC VISION - TWO FLAT IMAGES BECOME THREE-DIMENSIONAL.

THUS | DEFINE LINFLATTENING AS "A SIMLILTANEOUS
ENGAGEMENT OF MLILTIPLE VANTAGE POINTS FROM
WHICH TO ENGENDER NEW WAYS OF SEEING.”

LET US LOOK TO OUR WAYS OF SEEING THEMSELVES, AND HOW QUITE LITERALLY,
THE MEANS TO CREATE PERSPECTIVE LIES RIGHT BETWEEN OUR EYES.

=

JTJUST AS THE COMING TOGETHER OF TWO
EYES PRODUCES STEREOSCOPIC VISION,

DISCIPLINES, THEIR
INTERPLAY...

Zz THE DISTANCE SEPARATING OLIR EYES MEANS THAT THERE s
IS A DIFFERENCE BETWEEN THE VIEW EACH PRODLICES -
THUS THERE 1S NO SINGLE, "CORRECT" VIEW.

THIS BECOMES EVIDENT BY LOOKING ALTERNATELY
THROLIGH ONLY ONE EYE AT A TIME...

ND IT 1S THIS DISPLACEMENT - PARALLAX -
WHICH ENABLES US TO PERCEIVE DEPTH.

AT ITS CORE, THIS IS AN

=l

INTERDISCIPLINARY APPROACH.
BY WEAVING AND INTEGRATING
MULTIPLE VIEWPOINTS AND

FACILITATE
THE
EMERGENCE

DISCIPLINES WE ENABLE OF New
EXPANSIVE MEANS OF SEEING

AND CREATE NEW POSSIBILITIES.

ZHMALS)
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Z

OUR STEREOSCOPIC VISION IS THE
CREATION AND INTEGRATION OF TWO VIEWS.
SEEING, MUCH LIKE WALKING ON TWO FEET,
15 A CONSTANT NEGOTIATION BETWEEN TWO
DISTINCT SOURCES...

BY MAKING A TRIP HALFWAY AROLIND THE
SLIN, WE ESSENTIALLY CREATE TWO ‘EYES’
A GREAT DISTANCE APART. THE
DISPLACEMENT OF THE OBSERVATIONS
FROM EACH AGAINST A DISTANT COSMIC
BACKDROP, ALLOW US TO CALCULATE
DISTANCES TO THE STARS.

7z
| MY WORK IS GROUNDED LITERALLY IN SEEING. |

| BUILD ON RUDOLPH ARNHEIM’S PROJECT TO RECONNECT
THINKING AND SEEING, WHERE PERCEPTION IS NOT
SOMETHING SEPARATE - MERE DECORATION - BUT INTEGRAL
TO OUR MAKING OF MEANING. THE VERBAL'S ROLE AS THE
SOLITARY PATH TO SERIOUS, RATIONAL THOUGHT IS IN
URGENT NEED OF RECONSIDERATON. BY USING A MEDIUM
THAT EMBODIES IN FORM WHAT IT ADDRESSES IN CONTENT,
| CAN NOT ONLY TALK ABOUT NEW WAYS OF SEEING - | CAN
WALK IT. COMICS ALLOW ME TO MAKE THE METAPHOR OF
MULTIPLE WAYS OF SEEING LITERAL.

S0 WHY GAMES, AFTER ALL

COMICS PLAY AN IMPORTANT ROLE AS A
LITERACY TOOL - THIS WAS CERTAINLY
MY EXPERIENCE AS A CHILD.

WA
AREN'T THEY TUST FOR
KIDS?

A%Snu)qu (aAMES Eggg
WGMDLR ozennvm/

\

EXAMPLES OF PROJECTS USING e st A R
COMICS TO TRANSCEND AND BUT A5 Jsmpmm»l_} )
BRIDGE LITERACY BARRIERS FOR ADULTS, VeSS j
INCLUDE WORLD COMICS, WHICH (T BT SR~ —
CALL COMICS A “LOW TECH <

ASOVT, ALIVAYS LATE S
ADULTS HAVE NO -
TIME FOR FLAY,

COMMUNICATION MEDIUM” THAT
ANYONE CAN CREATE € SHARE TO
IMPACT THEIR COMMUNITY; THE
COMIC BOOK PROJECT, WHICH HAS
BEEN ADOPTED TO GREAT EFFECT
IN SCHOOLS NATIONWIDE; AND
MAKING CURRICULUM POP, AN
ONLINE NETWORK WHERE
EDUCATORS INTERESTING IN
IMPLEMENTING COMICS INTO THEIR
INDIVIDUAL CLASSROOMS CAN
CONNECT AND SHARE RESOURCES.
OUTSIDE OF THIS LIVING WORK, NUMEROUS RESEARCH
STUDIES HAVE DEMONSTRATED COMICS' EFFECTIVENESS
AS COMPARED TO TEXT ALONE IN TERMS OF STUDENT
ENGAGEMENT AND RETENTION OF INFORMATION. SEE
FOR EXAMPLE, HOSLER AND BOOMER (2011).

COMICS POSSESS GREAT EXPLANATORY
POWERS COUPLED WITH BROAD ACCESSIBILLITY. Ve
I CAN HAND A COMIC TO SOMEONE AS DEEP AS
ANYTHING | MIGHT WRITE IN STRAIGHT TEXT -
YET PEOPLE ARE WILLING READ THEM. IN THIS
WAY, | FIND THEY BECOME SUBVERSIVE!

BEYOND THESE IMPORTANT ARGUMENTS FOR USING COMICS

HENCE, MY FIRST
WORD (S "BATMAN"

= | WANT TO SHOW THEY ARE MORE THAN SIMPLIFYING
BRIDGES TO SOMEWHERE ELSE AND DEMONSTRATE HOW
PARTICULARLY WELL-SUITED THEY ARE FOR SERIOUS INQUIRY
AND EXPANDING THE DIMENSIONALITY OF DISCOURSE.
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IN ORDER TO SHOW THAT COMICS ARE LIP TO SLICH A TASK,
LET'S EXPLORE WHAT COMICS ARE AND HOW THEY WORK...

: v BAYEUX TAPESTRY
LASCALX
A BRIEF HISTORY - RATHER THAN APPROACHING COMICS AS A NEW MEDILM, INSTEAD LET
LIS CONSIDER THEM AS CONTINLING THE LONG LINEAGE OF VISLIAL NARRATIVES STEMMING
FROM STORIES TOLD ON CAVE WALLS TO GRAND TAPESTRIES. PLACING COMICS IN THIS
ICONTEXT LENDS THEM A CERTAIN LEGITIMACY. THIS TRADITION OF VISUAL LANGUAGE
PRE-FIGLIRES WRITTEN TEXT, AND PERHAPS COMICS RETURN US TO A TIME BEFORE THE
RIFT BETWEEN IMAGE AND TEXT GREW SO WIDE. AS A CREATOR, | SEE WORKING WITH
WORDS AND PICTUIRES INTERCHANGEABLY AS RESTORING A WHOLENESS TO MY THINKING.

ONE SIDENOTE, JUST AS IMAGE
PRECEDED TEXT, GESTURE PREFIGLIRES
VERBAL SPEECH. AS LYNDA BARRY (2010)
PUT IT, "IN MOTION YOLl SPEAK THE
LANGUAGE THAT LANGLIAGE |5 BASED
ON” (P. 35). TO BARRY'S POETIC POINT, IT

HAS BEEN SLIRMISED (TOMASELLO, 2010) MAYAN cODEX
THAT COMMLINICATION VIA GESTLIRE IN
FACT PREFIGLIRES ORALITY IN OLIR ACTION COMICS #7

SPECIES’ EVOLLITION.

COMICS AS WE MORE FORMALLY
RECOGNIZE THEM, KICKED OFF IN
NEWSPAPERS IN THE 18906 - WITH
RICHARD OUITCALILT'S YELLOW KID
(PICTURED LEFT) FREQUENTLY NOTED AS
THE FORERLINNER OF MODERN COMICS.

BUT IT WOLLD BE THE 1938 DEBUT OF
SUPERMAN WHERE COMICS TOOK OFF -
S0 TO SPEAK. BUT IN MANY WAYS THIS
MERGING MEDILIM ENDED LIP BEING
HIJACKED BY A PARTICLILAR GENRE (OR
SET OF GENRES). AND WITH SOME
EXCEPTIONS (MOST NOTABLY
LINDERGROLIND COMIX IN THE 1960%5),
COMICS WERE LIMITED IN THE SORTS
OF STORIES THEY WERE DEEMED
WORTHY TO TELL.

MCFADDEN’S ROW OF FLATS FEATLIRING J |
THE YELLOW KID FROM 1896 [BUT THIS WOLILD CHANGE... |

IN 1978, WILL EISNER, ONE OF COMICS’' EARLY MASTERS RETURNED TO PRODUCE WHAT HE REFERRED TO AS A
"GRAPHIC NOVEL,” PRIMARILY AS A MARKETING TERM TO APPEAL TO ADLILT ALIDIENCES AND BE SOLD IN
BOOKSTORES. IN 1986, A TRIFECTA OF COMICS WERE RELEASED TO MAJOR CRITICAL SLICCESS, ART SPIEGELMAN'S
PLILITZER PRIZE WINNING "MALIS,” ALAN MOORE AND DAVE GIBBONS'S "WATCHMEN,” THE SOLE COMIC ON TIME
MAGAZINE'S 2005 LIST OF "ALL-TIME 100 GREATEST NOVELS"; AND FRANK MILLER'S "THE DARK KNIGHT RETLIRNS.”

R —— - ) (
A ~ art spiegel THESE WORKS
C R 88 a. PAVED THE WAY
B ¢ - FOR MORE SERIOUS

WilH @ A Y 7 APPROACHES TO
; ) WHAT COLLLD BE
LS ; _ ADDRESSED IN

COMICS AND

L ‘ OPENED THE

o ; - 2% = FLOODGATES FOR

THE WORK®S BEING

PLIBLISHED TODAY.

AND |IT WOLILD
BE A COMIC ON
COMICS THAT
WOLILLD CHANGE
EVERYTHING...

A

MY FATHER BLEEDS HISTORY F

165| Juniata Voices



SCOTT MCCLOUID'S GROLINDBREAKING
1993 "UNDERSTANDING COMICS,”

OPENED WIDE THE POSSIBILITIES FOR RATHER THAN NARROWING OLIRSELVES TO A

THE MEDIUM AND THEIR EDLICATIONAL SINGLE DEFINITION, IN THE SPIRIT OF

INTEGRATION - MAKING POSSIBLE THE LINFLATTENING | WANT TO EXPLORE SEVERAL

SORT OF WORK |'M DOING. DEFINING ASPECTS OF WHAT COMICS ARE

AND HOW THEY DO WHAT THEY DO.
UNDERSTANDING
H

FIRST UP, |5 MCCLOLID'S BIG IDEA OF JUXTAPOSITIONS. Doe JUXTAPOSED
MCCLOLID MADE AN INSPIRED DECISION TO LOCATE PICTORIAL
COMICS’ ORIGINS NOT IN THEIR EMERGENCE NEAR THE AND OTHER
START OF THE 20TH CENTLIRY BUT TO LEAP PAST THAT IMAGES IN
POINT AND INSTEAD CONNECT COMICS TO THE LINEAGE DELIBERATE

OF VISUAL NARRATIVES AS DISCUSSED PRIOR. MCCLOLID L. SEQUENCE
(1993) OFFERED A DEFINITION OF COMICS THAT

REFLECTED THEIR PLACE WITHIN THE BROADER SCOPE OF
VISUAL LANGUAGE: "JLIXTAPOSED PICTORIAL AND OTHER
IMAGES IN DELIBERATE SEQUENCE, INTENDED TO CONVEY
INFORMATION AND/OR TO PRODLICE AN AESTHETIC
RESPONSE IN THE VIEWER” (P. 9).

Mecloud by McCloud

BUT CLOSURE IN COM/CS 1S
AAR FROM CONTINUOUS AND
ANYTHING BUT INVOLUNTARY.”

THE NEGATIVE SPACE BETWEEN PANELS - OR GUTTERS - |5 WHERE
MCCLOUD SUGGESTS COMICS DERIVE THEIR LIFEBLOOD, FOR, “IN
THE LIMBO OF THE GUTTER, HUMAN IMAGINATION TAKES TWO
SEPARATE IMAGES AND TRANSFORMS THEM INTO A SINGLE IDEA” (P.
©0). THE GRAPHIC READER CONSTRLICTS MEANING AND A COHESIVE
NARRATIVE FROM THE STATIC, JUXTAPOSED PANELS THROLIGH A
GESTALT-LIKE ACT OF CLOSURE - WHAT MCCLOUID DEFINES AS
*OBSERVING THE PARTS BUT PERCEIVING THE WHOLE,” (P. 63).
JUXTAPOSITIONS ARE KEY - THE READER STITCHES TOGETHER THE
SEPARATE ELEMENTS, CONNECTING THE DOTS TO MAKE MEANING.

-

I

| LEAPING ACROSS THE EMPTINESS |

BETWEEN ELEMENTS, THE GRAPHIC READER ACTIVELY CREATES
MEANING THROUGH A GESTALT OF
CLOSURE - TOINING THE SEPARATE AND
TRANGFORMING STATIC INTO KINETIC.
COMICS ARE THLIS AN ACTIVE, PARTICIPATORY EXPERIENCE FOR McCloud on Closure in comics

THE READER. AKIN TO READER RESPONSE THEORY OR “COOL”
IN MARSHALL MCLUHAN'S MEDIA THEORY TERMINOLOGY.

WE ANIMATE AND
THUS, WHEN YOU BUT WHEN YOU BREATHE LIFE
LOOK AT A PHOTO OR ENTER THE WORLD INTO THEM..
REALISTIC DRAWING OF THE CAR 700N -~

OF A FACE--

--YOU SEE IT
AS THE FACE --YOU SEE
OF ANO7HER. YOURSELF

McCloud on cartoons

THIS PARTICIPATORY NATLIRE OF COMICS |S FLIRTHER MCLUHAN'S

COMPOLINDED BY THE DISTILLED DRAWING STYLES TERMINOLOGY..

EMPLOYED. MCCLOLID HOLDS LIP CARTOONING AS

ALLOWING THE READER TO INHABIT THE CHARACTERS

ON THE PAGE. WE RECOGNIZE OLIRSELVES IN THE Zgz/tz;g%%qrg éZ;I:AAI;AOng.EVLA;O ‘:(10969,73_)5%952/;’55
SPAREST OF IMAGERY. READERS BECOME

ANIMATORS, BREATHING LIFE INTO THE STATIC VISUAL il by Gl s AR
ELEMENTS THROLIGH THEIR IMAGINATIONS. WITHIN THE PICTURES AND THEIR SEQUENCE” (R 94).
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THE SECOND ASPECT: COMICS POSSESS A DUAL NATURE -
BOTH A LANGUAGE € ART/SEQUENTIAL € SIMULTANEOUS.

BALANCED BETWEEN
ART AND LANGUAGE,

S0 YES, WHILE COMICS ARE READ SEQLIENTIALLY, PANEL
BY PANEL, LIKE TEXT, AT THE SAME TIME THE COMICS PAGE
15 ALSO VIEWED ALL-AT-ONCE, LIKE VISUAL ART. THIS
“ALL-AT-ONCENESS” - OR SIMLILTANEITY - SPEAKS TO OLIR
ABILITY TO SEE THE WHOLE AND THE PARTS AT THE SAME
TIME (ANOTHER FORM OF CLOSLIRE). THUS COMICS
POSSESS A DISTINCT DUAL NATLIRE - WHERE SEQLIENTIAL
15 ENCODED WITHIN THE SIMLILTANEOUS.

1 I
[THE VERBAL | [-spur -] [THE VvisuAL]|

ladder arranged step by step,
wherein words are,

THIERRY GROENSTEEN LIKENS THE ORGANIZATION OF
SIMULTANEOUS IMAGES IN COMICS TO A SYSTEM OR A
NETWORK (P. 146). A CONNECTED SPACE OF
ASSOCIATIONS STRETCHES WEB-LIKE ACROSS THE PAGE
BRAIDING THE FRAGMENTED ELEMENTS ON THE PAGE
(PANELS, TEXT BOXES, ETC) INTO A COHESIVE WHOLE.

DLE TO THE CONNECTED, SIMLILTANEOUIS
NATUIRE OF THE COMICS PAGE, TIME IN COMICS
(QUITE LINLIKE FILM), TRANSPIRES IN SPACE.

COMICS PAGES
EXIST IN A STATE

+ OF TIMELESS-TIME,
FULL OF HOLES -
YET WHOLE.

W)

GROENSTEEN LIKENS
THE ORGANIZATION
OF SIMLILTANEOUIS
IMAGES IN COMICS
7O A SYSTEM OR A
NETWORK (P. 146).

A CONNECTED
SPACE, NOT
RELIANT ON A
CHAIN-LIKE
SEQUENCE FROM
PANEL TO PANEL...

AN WY/

THIS ECOSYSTEM §_—
FACILITATES THE ;
WEAVING OF VISUAL b\

AND VERBAL.

Simultaneity in Moore and Gibbon'’s
"Watchmen.” The text - "There is
no future. There is no past. Do
you see?” - metatextually
references the fact that we can
SEE the panels before and after
the one in which the character is
"speaking” - the sequence is also
occurring simultaneously.

| < T..T DUNNO.
AROUND WHEN
MY FOLKS SPUIT
uP, T GUESS.. L i~
HAVE 60T WO)
THERE WAS SHOUTING
OCOWNSTAIRS ...

G

167| Juniata Voices

COMICS ARE ROOTED
PRECISELY IN THIS

AN INTERDEPENDENCY |
OF WORD AND IMAGE.

Z CAN'T TELL THE
FUTURE ...

LISTEN,TON, OKAY, T'LL
PLAY IT YOUR WAY ... BUT
YOU HAVE TO HELP ME

UNDERSTAND. T MEAN,




COMICS’ DUAL SEQLENTIAL-SIMLILTANEOLIS F - TP
NATURE OFFERS SOME NEAT IMPLICATIONS... R o AT
S2ILS AGAINST THE YELLOW
e ey
SPECIFICALLY THIS PROVIDES THEM WITH AN SOWDER, AND MEN'S
EXPANSIVE CAPACITY FOR LAYERED, PARALLEL, AND SRAINS, AND WAR.
INTERWOVEN NARRATIVES. COMICS CAN INTERLACE
MLILTIPLE LAYERS OF STORY WITHIN A SINGLE SPACE
IN WAYS QUITE DISTINCT FROM WHAT TEXT OR FILM

CAN ACHIEVE.
BECALISE WE VISLIALLY TAKE IN THE ENTIRE

COMPOSITION ALL-AT-ONCE, SEPARATE ELEMENTS ' R
REMAIN DISTINCT WHILE STILL BEING SEEN AS PART NUKE RUSSIA,
OF THE GREATER, COHESIVE WHOLE. AND LET 6OD

SORT IT
ouT.

THINK OF THIS A BIT LIKE FOOTNOTES: IN COMICS,
INSTEAD OF HAVING TO LEAVE YOLIR SPOT, FIND THE
FOOTNOTE AND RETLIRN BACK TO YOUR PLACE, IT IS
ALL THERE - PRESENT AND INTEGRATED VISLIALLY.

SOME EXAMPLES WILL ILLLMINATE THIS FURTHER.

IN THIS SINGLE PANEL FROM WATCHMEN BY MOORE & GIBBONS,
THE PARCHMENT PROVIDES A VISUAL CLIE ALERTING THE READER

THE CHAIN-LIKE SEQUENTIAL I THAT THE UPPER TEXT |5 OCCLIRRING IN A SEPARATE SPACE. IN
READING OF TEXT CAN THUS FACT THIS 15 A COMIC BEING READ BY A CHARACTER WITHIN THE
BE CLEAVED AND OPENED UP MAIN NARRATIVE. THE TEXT “"BLACK SAILS AGAINST THE YELLOW
TO NONLINEAR STORYTELLING INDIES SKY...” 5 OVERLAID ON A CLOSELIP IMAGE OF A YELLOW
APPROACHES. AND BLACK FALLOUT SHELTER SIGN - METATEXTUALLY THE TWO
REALITIES SPEAK TO ONE ANOTHER OF SIGNS OF WAR.

THE CHECKERBOARD COLORING OF THIS 9-PANEL GRID
FROM WATCHMEN ILLLMINATES THE WAYS THE
AUTHORS UTILIZE THE MEDILM TO HELP KEEP READERS
FIRMLY GROLINDED IN MULTIPLE NARRATIVES. HERE THE
“X," BRIGHTLY-COLORED PANELS ARE TAKING PLACE IN

T o0 e e | | SSRGS W
YORK CITY. EVEN WITHOUT BEING ABLE TO DISCERN THE
THE SPATIAL SIMLILTANEITY OF THE COMICS PAGE, “HE DIALOéLlE - THE VISUIAL PATTERNS ‘.SLTAND OEI‘,T.

THUS REPRESENTS THE ACCRETED, SHIFTING 'LAYERS’ OF

HISTORICAL APPREHENSION NOT ONLY THROLIGH LANGLIAGE
BUT ALSO THROLIGH THE LITERAL, SPATIAL LAYERING OF vear, N7 TN - o RIGHT ) Qé\?t
COMICS, ENABLING THE PRESENCE OF THE PAST TO / 5 HaNcs THAT. _/ B ;
BECOME RADICALLY LEGIBLE ON THE PAGE"” (P. 35D.

oo vouD0 N 1 HAD NOT AGAIN A NEW |( Mo LONG WERE | MAYBE 2 MONTHS... 4
BLACK WORKTHE Q) CHANCE FOR ABETTER THERE \ 72 =
RESTOF THETIME | JOB.IN AVSCHWITZ TO- £
You WERE. THERE? | GETHER | WAS 10 MONTHS. \
‘ J 2 [\ 7
& | /8N \
1rs /) \
?.
®
=
»5
' w
You TOLD ME ABDUT | \N THIS WORKSHOP — K-, +
THAT. HDW:;NN ‘l‘mmk:’b“a‘lﬁ WORK b l?ag% 0 kﬁ?&;\? ¢ [ -g.
P MONTHS WERE YOU ¥ LOMBY ™
N THE TIN SHOP 2 | RSOUT S0R6 3 MONTHY.
2, :
,,'/ 4K
\ i/ v/ z
;

BUT WNT! THAT S0 TAKE LESS TIME B
@ WOULD BE 12 MONTHS, ) | 70 THE BLATK WORK. X
YOV $A\P YOU WERE (N RUSCHWITZ WE €
F10! ) | DIoNT WERRW

:'1;

\"7

LAYERS OF TIME JUXTAPOSED IN SPIEGELMAN’S "MALS”
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| asPecT THREE: VISUAL-VERBAL WEAVING. |

NOT ONLY DO COMICS FUNCTION LIKE A HYBRID BETWEEN
TEXT AND IMAGE, THIS SEQUENTIAL-SIMULTANEOUS
ECOSYSTEM FACILITATES DIRECT VISUAL-VERBAL WEAVING.
UNLIKE MAGAZINES OR NEWSPAPERS WHERE TEXT AND
IMAGE MAY LIE ON THE SAME PAGE BUT REMAIN SEPARATE
ENTITIES, IN COMICS, TEXT BECOMES A VISUALIZED ELEMENT —— Q equals.
WITHIN THE PAGE. (IN FACT, MODERN COMICS DERIVED FROM
THE DISSOLUTION OF TEXT-IMAGE BOUNDARIES IN
ILLUSTRATED NEWSPAPER SECTIONS (COUCH, 2001).) AS R.C.
HARVEY (1979) STATES, COMICS DEPEND ON THIS BLENDING
SUCH THAT “NEITHER WORDS NOR PICTURES ARE QUITE

COMICS ALLOW THE VISUAL AND VERBAL
TO RESONATE AND COHABITATE SUCH
THAT THE FRUITS OF THEIR UNION
MULTIPLY AND EXCEED WHAT EITHER CAN
ACCOMPLISH APART. NOTED INFORMATION
DESIGNER EDWARD TUFTE (1920)
EXPOUNDS UPON THE NECESSITY OF
DIRECTLY INTEGRATING IMAGE AND TEXT
IN ORDER TO ESCAPE WHAT HE SEES AS
A FLATNESS OF INFORMATION
DISCOURSE AND ORCHESTRATE A
GREATER DIMENSIONAL WHOLE.

SATISFACTORY WITHOUT THE OTHER" (P. 641).

yiKe MY FOTHeR , .

OR PResioentT  °
Alan Moore’s TRUMAN.
works 2
demonstrate a
sophisticated level s -
of visual-verbal = WORK FOR O, ¥
resonance - image DONISIEA (S
and text amplify 2 v@
one another. Left ( P
from “This is Y : v
information” with Do

N
\

EVERYBITAS ; i
PONERR, Sy Melmc!a Gebbie
BPRESS SYUMBOLCALY and right, from
SRR “Watchmen” with
Dave Gibbons.

2] ——
SYMBOLS ARE A LANGUAGE OF THEIR OWN, A
TAROT PACK OF MAGES WHOSE MEANINGS
HAVE CHANGED LITTLE DOWN THE CENTURES.

IN WHICH OUR |DEAS !
A %, Sy N (i Visual-~verbal
S F > § resonance
from the
author’s work.

AND FINALLY, VISUAL-VERBAL INTERDEPENDENCY IS
A SUBSET OF COMICS’ INHERENT MULTIMODALITY.

) | |
?
|

THIS DYNAMIC RELATIONSHIP BETWEEN WORDS AND PICTURES IN
COMICS EXEMPLIFIES GUNTHER KRESS'S (2001) NOTION OF
MULTIMODALITY, WHERE MEANING RESIDES IN MULTIPLE CHANNELS
CONTRIBUTING ENSEMBLE TO THE WHOLE (P. 1). THINGS LIKE
GESTURE, IMAGE, AND ACTION ARE NOT ILLUSTRATIVE OF THE
YREAL"” THING, BUT INTEGRAL TO THE CREATION OF THE ENTIRE =
MEANING. THEIR INTERACTION CREATES A KIND OF RESONANCE,
WHERE EACH ENRICHES AND BRINGS GREATER COMPLEXITY OF
MEANING TO THE OTHER, REINFORCING AND GROWING NOT IN
ADDITIVE FASHION BUT RATHER MULTIPLICATIVE.

)] 1 ?
DAVID MAZZUCCHELLI'S ASTERIOS POLYP (PICTURED) OFFERS A

PARTICULARLY POWERFUL EXAMPLE WHICH POINTS TO THE
MEDIUM’S POTENTIAL FOR MULTI-DIMENSIONAL COMMUNICATION.

7. \ "Asterios Polup” by
4 David Mazzucchelli

AT THE SURFACE LEVEL, THE TEXT TELLS A STORY (THE
TS v RE GETTI! DIALOGUE), WHILE THE DRAWN ACTORS SHOW WHAT IS
o2 & HAPPENING. FURTHER INFORMATION IS PRESENTED IN THE CHOICE
7 = e TN OF FONTS, DISTINCT AND LINKED SPECIFICALLY TO EACH
| /s CHARACTER, AS IS THE SHAPE OF THEIR WORD BALLOONS - HERS
- ; ROUNDED, HIS HARD AND GEOMETRIC. BOTH THE STYLE IN WHICH
" o THE CHARACTERS ARE RENDERED AND THE COLORS ASSIGNED
: — TO THEM (WHICH ALSO BLEEDS INTO THEIR ENVIRONMENT),
¢ ‘ < \ S FURTHER CONTRIBUTE TO UNFOLDING DYNAMIC OF THEIR
e ere EXCHANGE. ALL OF THIS INFORMATION IS BEING RECEIVED VIA
MANY CHANNELS SIMULTANEOUSLY, TRANSFORMING SOMETHING
e 4 \ X SEEMINGLY SIMPLE IN APPEARANCE INTO SOMETHING QUITE
2 ' o COMPLEX COMPARABLE TO THE LAYERED ORCHESTRATION OF
. e | |MUsIc BETWEEN LYRICS, MELODY, BEAT, AND MORE. l_s
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IN CONSIDERING THE SHAPE OF OULIR THOUIGHTS - I'M
REMINDED OF MY GRANDMA'S SIDETRACK-FILLED STORIES
AND HOW CLEAR MY THOLIGHTS ARE WHILE OUT RLINNING,
WHICH ALWAYS SEEM FLAT AND MISSING SOMETHING
WHEN | TRY TO COMMIT THEM TO LINED PAPER.

IN CONVERSATION, | OFTEN CATCH MYSELF INTERTECTING

ONE THOUGHT ON TOP OF ANOTHER, ALL OUT OF SEQUENCE. WITH THEIR CAPACITY FOR JLIXTAPOSITION; THEIR

DUAL SEQUENTIAL AND SIMULTANEOUS NATURE;
VISLUAL-VERBAL WEAVING, AND INHERENT
MULTIMODALITY, COMICS HANDLE THE NESTED,
TANGENTIAL, PARENTHETICAL, AND ALL-OVER
NATURE OF OLIR THINKING AND OFFER A
WHOLENESS OF EXPRESSION THAT FAR EXCEEDS
THEIR DECEPTIVELY SIMPLE APPEARANCE.
SHE'D BE TALKING ABOUT S0O-AND-50,

AND THE MENTION OF THE STREET | |
THI W LIVED ON
SENT HER OFF VISITING
ITS INHABITANTS, LAYERS PERHAPS THIS NETWORK OF SPATIALLY CONNECTED
DEEP IN NESTED STORY. IMAGES AND WORDS SHARES SOME RESEMBLANCE
WITH WHAT GOES ON IN OLIR HEADS...

MY PARTICULAR PENCHANT FOR PARENTHETICALS (NOT TO MENTION
ALLITERATION [ANOTHER STORY ALTOGETHERYI), BRINGS TO MIND MY
GRANDMOTHER WHO DELIGHTED IN TELLING STORIES,
WHICH INEVITABLY ENDED UP GOING DOWN MULTIPLE
SIDETRACKS OF THOUGHT.

|[BENEATH cOmIcs’ APPROACHABLE

\|APPEARANCE LIES A DECEPTIVELY

| DENSE, MULTI-MODAL, MULTI-
DIMENSIONAL STRUCTLRE -

A COMPOSITION OF
7 NODES AND GAPS -
| y DYNAMICALLY LINKED,
gy

|
=
E o}

@ﬁ@! b
4

Sz R
( THINK comics oFFer A IERCLY
MEANS BY WHICH THESE
MEANDERING, INTERSECTING
NARRATIVES COULD BE
WELL-REPRESENTED.

WHAT DO OUR STORIES
LOOK LIKE BEFORE
WE TELL THEM?

OR, HOW CAN WE BEST
DESCRIBE,

I WONDER HOW MY GRANDMOTHER'S STORIES
MIGHT BE COMPOSED BY CHRIS WARE - WHOSE
WORKS (BELOW) DEMONSTRATE THE GREAT
POTENTIAL FOR CONVEYING THE COMPLEXITY AND
TANGENTIAL NATLIRE OF OLIR NARRATIVES.

a meditation

ON
&[]

COMICS
N =

SUSANNE K. LANGER (1957) CITES
BERTRAND RUSSELL AS REGRETTING
"WE CANNOT CONSTRLICT A
LANGUAGE WHICH WOLILD EXPRESS
ALL RELATIONS BY ANALOGOUS
RELATIONS; THEN WE WOLILD NOT
BE TEMPTED TO MISCONSTRLIE
LANGUAGE” (P. 81). BUT PERHAPS
WITH COMICS - WE CAN HAVE THE
BEST OF BOTH WORLDS. RICHLY
DENSE AND MLILTI-DIMENSIONAL,
COMICS ARE LINIQUELY SUITED TO
CAPTLUIRE AND REPRESENT THE
COMPLEXITY OF OLIR THOLIGHTS.

i {
I :,‘i“ﬂt

prisliell
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| COMICS FACILITATE CREATIVE SEEING. |

IN THEIR CAPACITY FOR INTERSECTING MULTIPLE
PERSPECTIVES, COMICS FACILITATE THE MAKING OF
UNEXPECTED CONNECTIONS, EXEMPLIFYING MAX
ERNST'S (GHISELIN, 1952) DEFINITION OF CREATIVITY:
\THE FAIRING OF TWO REALITIES WHICH APPARENTLY
CANNOT BE PAIRED ON A PLANE APPARENTLY NOT
SUITED TO THEM" (P. &&). COMICS ARE THUS A
FERTILE SITE FOR PLAY AND IMAGINATION, LADEN
WITH POTENTIAL FOR CREATIVE POSSIBILITIES.

. ' | [
COMICS HOLD MULTIPLE
THREADS TOGETHER - A
LITERAL MEANS OF LATERAL
THINKING - CREATIVITY.

ROOT-BERNSTEIN (1985)
FOUND THAT SCIENTISTS’
TRAINING AS ART(STS

AlIDS THEIR D/GGOVERING

I-—h' '“”’”

UNEXPECTED
CONNECTIONS
THINGS

- I

ACCESS TO
MULTIPLE
MODES EXPANDS
OUR THINKING

SEE
FROM
OTHER
SIDES

I Y

=5

U Neett 2

TURN

| SEE THIS IN MY OWN CREATIVE PRACTICE,
WHERE THE UNEXPECTED EMERGES OUT OF
THE SPATIAL PLAY BETWEEN IMAGE AND TEXT.

BARBARA MARIA STAFFORD (1999) ARGUES THAT WE DERIVE NEW CONCEPTIONS
THROUGH ANALOGIC PROCESSES, WHICH ARE INHERENTLY VISUAL, FOR “SEEING IS
ABOUT BEING STRUCK THAT SOMETHING IS, OR CAN BE, CONNECTED TO
SOMETHING ELSE” (P. 128). CONSTRUCTING METAPHORICAL RELATIONSHIPS IS THE
HEART OF LEARNING AND FORGING NEW UNDERSTANDING - WE CREATE
CONNECTIONS BETWEEN THE KNOWN AND UNKNOWN, JOINING THE DISSIMILAR TO
GIVE BIRTH TO THE NEW. WE REFRAME OUR CONCEPTUAL SYSTEMS THROUGH THE
ACTIVITY OF OUR PERCEPTUAL SYSTEM.

IN THEIR CAPACITY FOR
INTERSECTING MULTIPLE
PERSPECTIVES, COMICS
EXEMPLIFY MAX ERNST'S
DEFINITION OF CREATIMITY
(GHISELIN, 1952): “THE
PAIRING OF TWO
REALITIES WHICH
APPARENTLY CANNOT BE
PAIRED ON A PLANE
APPARENTLY NOT SUITED
TO THEM” (P 66).

THROUGH SUCH ANALOGICAL PROCESSES, WHICH
STAFFORD (1999) SUGGESTS ARE INHERENTLY VISUAL,
WE JOIN THE DISSIMILAR TO GIVE BIRTH TO THE NEW.

AS SHE WRITES, “THE IMAGINATIVE
LABOR OF MAKING A COHERENT MERMAID
.. 15 SYMBOLIC OF HOW KNOWLEDGE

FORMATION ACTUALLY WORKS" (P 29).
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ROBERT ROOT-BERNSTEIN (1985) FOUND
THAT SCIENTISTS’ TRAINING AS ARTISTS
HELPED IN THEIR PROCESS OF DISCOVERING.
HAVING ACCESS TO ALTERNATIVE MEANS OF
SEEING ALLOWED THOSE INDIVIDUALS TO
LOOK AT PROBLEMS AND MAKE
CONNECTIONS IN WAYS THEIR MORE
NARROWLY EDUCATED PEERS LIMITED TO A
SINGLE MODE OF THINKING COULD NOT.
ARMED WITH MULTIPLE WAYS OF SEEING,
BARRIERS TUMBLE AND OUR CREATIVE
POSSIBILITIES FLOURISH. IN EXPLORING
THROUGH THE VISUAL AND THE VERBAL, WE
OPEN OURSELVES TO DISCOVERIES AND
EXPAND OUR CAPACITY TO MAKE MEANING
BEYOND WHAT WE COULD HAVE WHILE
REMAINING SOLELY TIED TO A SINGLE MODE.

MORE THAN GATEWAY TO LITERACY, THE
SPATIAL INTERPLAY OF VISUAL AND VERBAL
THAT DEFINES COMICS MAKES FOR A
POWERFUL TOOL FOR INQUIRY PRIMED
FOR CREATIVE AND CRITICAL PRACTICE.




|LPEOPLE AREN'T ONE WAY - WE AREN'T FLAT. | LINFLATTENING |15 A DISPLACEMENT OF OLIR EXISTING

- FRAMES OF REFERENCE - TO STEP BEYOND “THIS 15
HOW IT IS” TO “WHAT MIGHT BE.” IT'S RECOGNIZING
THAT THERE ARE MLILTIPLE SIDES AND WE CAN TURN
THINGS OVER AND SEE FROM OTHER SIDES.

\

TRANSFORMING SOMETHING WE
ONCE ONLY KNEW IN ONE WAY,

CONSIDER EDUICATING FOR THE ARTS, COMICS, AND
VISUAL THINKING MORE BROADLY, AS NOT SIMPLY A
MATTER OF CLLTURE OR AESTHETICS, BUT ESSENTIAL
AS A MEANS OF ENABLING MLILTI-DIMENSIONAL SIGHT. I_

INTO SOMETHING
MLILTIDIMENSIONAL...

AS A SERIES OF EXPERIENCES
>
==y
O b= ® IMAGINE EDLICATION AS ACQLIIRING THE MEANS TO

FOLLOW OLIR OWN CLIRIOSITY, TO DISCOVER OLIR OWN
PATHS AND WAYS OF MAKING MEANING. LILTIMATELY I
INSERT THIS WORK INTO THE ONGOING EDLICATIONAL
/ DEBATE AND OFFER |TS PHYSICAL PRESENCE AS
MEANS OF BROADENING CONSIDERATION FOR THE
T 5 WAYS LINDERSTANDING CAN BE CREATED.

45 IF A CHOOSE YOUR
O TURE.

[CONNECTED)

[AND IT 15 AN
ADVENTURE!

\

A REACHING OUT

INTERESTS ARE FORMED,
CAPACITIES EXPLORED.

BY FOLLOWING OLIR CLIRIOSITY, (

RESPONSE TO CHANCE
BY MAKING CHOICES

EACH ENCOUINTER,

< OLIRS FROM ANOTHER'S. g, Q
- <t %)

THIS TRANSFORMATION,

FLRTHER DISTINGUISHING 9

£l R A e,
S - W, ...OPENING POSSIBILITIES

AS WE GO FORTH AND

IN SPacE. FIND OLIR OWN WAY.

JOL

WA WE SLIRE SOLISANIS'S COMICS: WWW.SPINWEAVEANDCLIT.COM
N CONTACT: NSOLISANIS@GMAIL.COM
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