ACADEYMESTHETICS

How the essay and comic can save each other

TWENTIETH-CENTURY
PERCEPTIONS HAVE BEEN
LINFAVYOLURABLE TO BOTH

THE ESSAY AND THE

COMIC BOOK,

THERE HAS BEEN A STEADY
DECLINE IN THE POPLILARITY OF
THE ESSAY AS READING
MATERT AL, BECAUSE IT IS SEEN
AS LACKING THE EMOTIONAL AND
AESTHETIC APPEALS OF FICTION,

ANO DESPITE PERSISTENT SUPPORT
FOR COMICS AS AN ART FORM
WITH LIMITLESS POTENTTAL,
COMICS ARE STILL GENERALLY
REGARDED AS ONE-DIMENSIONAL
JUVENILE SENSATIONALISM,




S0 WHY HAS THIS HAPPENED?
WHAT CAUSED THESE
PERCEPTIONS TO DEVELOP?

WHY ARE THE COMIC AND
ESGAY IN SUCH DISF AVOLIR?

BY ANALYSING THE HISTORIES
OF THE ESSAY AND THE COMIC,
AND THE SOCIAL DISCOURSES
SURROUNDING THEM, T AIMTO
ANSWER THESE QUESTIONS,

AND I HOPE THAT THIS
ESSAY/COMIC HYBRID
PRESENTATION OF MY
FINDCINGS WILL SERVE
AS A WINDOW INTO
UNDERST ANDING THESE
TWO FORMS,




JEFINITION i
;”"H‘HI 0]) | =
\ JEFINITIONS

- 8

of

DEFINING 'ES §
I5 PROBLEMATIC,

GEORG LUKACS QUESTIONS
WHETHER ESSAYS POSSESS
A UNIFYING PRINCIPLE:

1
What is this unity = if unity there is?

THEODORE ADORNO I
LNABLE TO GUANTI

the essay .. is lacking & convineing fradition #

AND PETER HOHEND AHL
CAN Of DEFINE THE
ESSAY 8Y W IT IS NOT:

neither a scientific article ... nor a [systematic] tractate®




S0 ELUSIVE IS A SATISFACTORY
DEFINITION, THAT MANY
SCHOOLS HAVE ABOLIGHED THE
WORD 'ESSAY' ENTIRELY FROM
THEIR CURRICULLM,

HERE, 'ESSAY" HAS BEEN
REPLACED BY SOME OF ITS OWN
COMMON SLB=-CATEGORIES:
RECOLINT, EXPLANATION,
PISCUSSION, DESCRIPTION,
PROCEDURE, EXPOSITION, AND
INFORMATION REPORT.

| 1. Mewton (2004), p 36T

AND FOR SIMPLICITY'S SAKE,
OTHER SCHOOLS HAVE RECUICED
THE ROLE OF THE ESSAY TO THAT
OF PRESENTING AN ARGLIMENT,

CASES, THE PROBLEM

[ THUS, IN THESE
| 15 AvOIDED --




OF COLRSE, WE ARE MOST
FAMILIAR WITH ESSAYS THAT
PUT FORWARD AN ARGLIMENT.

Y

ADORNO, TOO, LINKS THE
ESSAY HISTORICALLY WITH
RHETORIC AND ARGUMENT,'

BUT THIS IS
UNSATISFACTORY AS
A DEFINITION.

BY NAMING SOME OF THE
ESSAY'S PLIRPOSES, WE ARE
NOT DEFINING! INSTEAD
WE ARE PIGEONHOLING --

== RESTRICTING CONTENT
RATHER THAN DEFINING
BOLINDARIES OF THE FORM/

1. Adomeo {1584), p 168




THERE ARE A GREAT MANY
ESS5AYS AROLIND THAT
UTILISE A CONVERSATIONAL [
OR ANECDOTAL TONE, RATHER
THAN AN ARSUMENT ATIVE OR
RHETORICAL ONE.

SAID THAT THERE IS NO
DIFFERENT ESSAYS EMBODY A SINGLE STRUCTLRAL

VIRTUALLY INFINITE RANGE OF PRINCIPLE TO LINITE THE
STRICTURES -= FIELD OF ESSAY WRITING.

WHILE WE THINK ABOUT

S50 - AS IT CANNOT BE
THAT, LET'S TAKE A LOOK

STRUHCTURE OR CONTENT, WHAT
HAG LED TO CURRENT
PERCEPTIONS OF THE ESSAY?P




DEFINING ‘COMIC’ IS
DIFFICLLT, FOR MUCH
THE & AME REASONS.

ON THE ONE HAND, COMICS
ARE OFTEN DEFINED BY
CERTAIN STRUCTURAL
CHARACTERISTICS:

[ the additive fusion of the text and image
] relationship fo achieve a naralive end,
| with particular importance placed upon the

dmage from hittpe

THESE DEFINITIONS ARE
NOT COMPLEMENT ARY , NOR
ARE THEY ALL-INCLLISIVE.

)

BASICALLY, THE PROBLEM
IS THAT SO MANY THINES
HAVE BEEN CALLED COMICS,
|| THAT FOR EVERY RULE,’ THERE
16 ALWAYS AN EXCEPTION
THAT IS ALSO A COMIC.

!




! t!
AND ON THE OT| HEE HAND,
ALTHOUGH IT'S NOT ALWAYS
IMMEDIATELY OBVIOUS,
DEFINING COMICS By THEIR |
COI‘J'TEI'\J'T Is LIKEWISE FUTILE.

" AS W,IT H THE E5SAY;
THE WORLD OF THE
COMIC IS PRACTICALLY
INFINITE IN TERMS OF
. SCOPE AND PDTENT IAL.'

’ﬂd"-.-d-------------------h-‘h“m_\
OF COLIRGE, HOWEVER, WE

ol T CANNOT THROW OUT ALL
[ —— m DEFINITIONS AND REPLACE
JZOWEANCZO=Z0 UOZ-0® WUOKE EoUJB3n THEM WITH NOTHING.

;ﬁf,gi:?( ?/}bwvﬁ-f,’ Hidoen’ " 1
IT IS NECESSARY TO
IDENTIFY COMICS AND

: e
—H g0 b ESSAYS AS DISTINGT
=98 N:LI.I®I'I1:N ENTITIES IF ANY
=1 RESEARCH INTO THEM
IS TO BE OF VALLIE,
1‘.- CRENIEL: WAR CNILI WAGNTR » M EEWN
Sl L e o e —|
= e RIMM FAIHY TALES =
o~ PRELUDES & NO IIUQ\I 5 NE ‘;

WOORE
EAEE
AMPRELL
'




NEIL COHN PROPOSES
AN ALTERMNATIVE
LINDERST ANDING OF
cCOMICS: _
3 Calegorically, comics can only be
undersfood as sociological, Rerary, and

culfural arefacts, independent from the
imternal structures comprising them |

ARE DEFINED NOT BY RIGID
STRUCTURAL BOLINDARIES, BUT
MORE 8Y 'CLLTURAL
CATEGORIS ATION,” WHICH CAN
INCLUDE SUCH FACTORS AS
READERSHIP, PROCESSES OF
PLIBLISHING, OR COMNTENT .,

zohin {2006)
' O pdia, COMeomic_thecry 101 100 _rany_twoa |

IN HIS QUEST TO DEFINE
ART, MORRIS WEITZ DRAWS
HPON WITTGENSTEIN TO
ARRIVE AT A COMPARABLE

CONCLUSION.

fually look and see what it is that we
will also find no common properties
nds of similanties [...] such that we can
v of [art] that it forms a family with family :
raesemblances and no common {rait * IT WOLILD NOT BE
LUNREASONABLE, THEN,
TO APPLY THIS KIND
OF THINKING TO THE
ESSAY, ALSO.

INDEED, THESE LOOSE
PCEFINITIONS ARE NECESSARY
IN ALL NON-LOGICAL FIELDS
OF EXPRESSION, UNLESS WE
CHOOSE TO “ARBITRARILY
CLOSE THEM BY STIPULATING
THE RANGES OF THEIR USES.”

OF COLIRSE, THIS MAKES THE
PROCESS OF DEFINING COMICS
AND ESSAYS HIGHLY SLIBJECTIVE,
AND EQUATES TO LITTLE MORE
THAN T KNOW IT WHEN I SEE IT.”

1 Cohn {2
2 Cohn {2
3
1

Weitz

Witz {1




7" ALTHOUGH THESE OPEN
DEFINITIONS ARE A BOON IN T =
T DEFINE FOR THEMSELVES WHAT
AND DEVELOPMENT, THEY ARE

THE FORMS MEAN, DESPITE THE
ALSO GREATLY RESPONSIBLE
INFINITE VARIETY IMPLICIT IN
FOR THE CURRENT STATE OF |
i i B il THE DEFINING PROCESS, CERTAIN
GENERAL SOCIAL ASSLUMPTIONS
HAVE CROPPED LiP!

" THE ESeAY 16 BORING, ANe. IRallG s
THE COMIC 16 CHILDISH. -

—
OF COURSE, THERE IS A LOT ™ TT'S TIME TO TAKE A CLOSER
; IT'S TIME TO TAKE A CLOSER
MORE TO THIS, WHAT LOOK AT THE ESSAY AND
CAUSED THESE LIMITED COMIC, AND SEE IF AN
PERCEFPTIONS OF THE ESSAY ANSWER CAN BE FOLIND.
AND COMIC TO OVERTAKE .
NOTIONS OF MULTIPLICITY
AND VARIETY?




PART ONE: PART TWO:
DEFINITIONS THE ESSAY
.

PART TWO:
THE ESSAY

THE E28aY T8 1N L-,.L,m £ A3 FAVOUKER
ZEAPING MATERETAL. MY KESEARCHHAS
LEDP ME TO TEKLVE THKEE PKIMAKY
KEASONS FO.E‘ THLS:

1. nuwisible Autbhor

2 Yingular Pelrspective
3. ELitist Podition




WE CAN ALREADY SEE SOME
SIMILARITIES BETWEEN
THESE THREE FACTORS, AND
COHN'E "CLILTURAL
CATEGORIS ATION,'

INWISLIELE AITHORKE -

IF THERE'S ONE THING
THAT HIGH SCHOOL
DRUMMED INTO ME, IT
WAS THE RIGHT WAY' TO
WRITE AN ESSAY.

LNILSLELE

THIS OBJECTIVE CRITICAL
AESTHETIC HAS BEEN LINKED
TO T.5, ELIOT'S MANIFESTO

OF MODERNISAM.

the progress of the artist [s a continual self-sacrifice,

a continua retiah of personality. . 2

THIS LEGITIMISES THE
CLAIM THAT CLLTURALLY-
DERIVED PEFINITIONS PLAY
A PART IN THESE
MISUNDERST ANDINGS.

NO FIRST-PERSON
REFERENCES, NO
COLLOQUIALISMS, AND
NO INFORMAL LANGUAGE.,

IN SHORT, EGSAY WRITERS
ARE ENCOURAGED TO HIDE
BEHIND THEIR WORDS, TO
ESSENTIALLY BECOME
ANONY MOUS AND INVISIBLE
IN THEIR PURSUITS OF
OBJECTIVE ABSOLLITE TRUTH.




THIS APPEARANCE OF

ANONYMITY IS IDENTIFIED THIS IS NOT A FAILLIRE OF

OLD ONSON THE STLDENT; RATHER,
& HJAEEEEA&%I?FOQ THEAG SIMONSON STATES THAT
STUDENTS HAVE JUST BECOME

= adilo Essny, ACCUSTOMED TO A CERTAIN
' [ KIND OF READING:

and therefore studen L
hard work with understanding it !

THAT WHICH ALLOWS
THEM TO EMPATHISE
WITH A PROTAGONIST
OR NARR ATOR,

S&

THE GROWING NUMBER
OF PERSONAL ESSAYS
SERVES TO SHOW THAT
THIS CONSIDERATION IS
NOT BEING IGNORED,

g 1, Smonsan (1964) p 3¢

- ;:“ 2. Simonson (1964), p 34

; A 3. Simonson (1064), p 36
4. Bloom (2005), p 418

== 50 WHY ARE ESSAYS

STILL REGARDED AS

INACCESSIBLE AND
UNINTERESTINGS

THE POST-MODERN,
POST-ELIOT ESSAY IS
PREVALENT -~




E=

) : FORMAL WRITING OFTEN
THERE CAN BE NO ALLOWS SUCH THINGS AS
ARGUMENT THAT WE BUT THERE IS A HUGE CLARITY OF ARGLIMENT, A
TEETL A riaes TH DIFFERENCE BETWEEN LARGER PERSPECTIVE, OR
DISTANCE OLURGELVES WRITING FORMALLY, THE APPEARANCE OF
FROM WHAT WE WRITE. AND STRIVING FOR AUTHORITY,
OBJECTIVITY.

. if wou'd had a go
it was a bad dea
You fucked up

IT MUST BE REMEMBERED THAT, ) THE ONHS I6 NOT JUST LPON
JUST AS OBJECTIVITY IS THE GTHOENT ., THOUGH.
2 SIMONSON MAKES THE
IMPOSSIBLE -, SOTOO IS IT
DISTINCTION BETWEEN THE
IMPOSSIBLE FOR THE ALITHOR
TO BE REMOVED FROM WHAT HE "REAL PERSON” AND THE
"MASK* OR "PERSONAGE* IN
TERMS OF ESSAY WRITING.'
tHEEE thet in reading essaye the student
should pass beWald rhietoricalimechanics and gel into IT IS MUCH EASIER FOR A
the mood and atiigde of the Wwiter Wwho mysterously DIALOGLE BETWEEN
beoomies one with his art. * READER AND WRITER TO BE
FORMED WHEN THE
ESSAY'S CRI
HIPING, {11
BEHIND 'E 14




IN OTHER WORDS, THE
READER NEEDS TO JTDENTIFY
WITH THE AUTHO

== TO RECOGNISE WHO THEY ARE
AND WHAT THEIR COMNGEPTUAL
POSITION IS, AND TO RECOGNISE
THE PROCESSES OF AUTHORTAL
LOSIC, WIT, IRONY AND/OR
CHARAGTER TNVOLVED IN
CONSTRLCTING AN ESSAY,'

THE ESSAY COMPONENT OF THIS

PROJECT AIME TO MAKE BUT HOW DOES THE COMIC

FACTOR INTO ALL OF T’HISP‘

LESS INWISIBLE TO ESSAY
READERS,




TR LTI TALY

SCOTT McCLOUD IDENTIFIES A

NARCISSISTIC MOTIVATION
FOR THE ENJOYMENT OF

CARTOONS AND COMICS,

Ve d L SE T !Eﬁ_l

NARRATOR TO EMPATHISE WITH,
COULD WE POSSIBLY HOPE FOR
BETTER THAN A CARTOON?

CLAIMS THAT A VISIBLE AND
PROMINENT ALUTHORIAL
PERSONALITY IS PARAMOLINT -,
MCCLOUD CLAIMS THAT ONE
. INTERFERES WITH THE OTHER:

MeCloud {1983), 0 36
2. Simongon (1964), p 37

A Ryl R
THUS, WHEN ¥OU BUT wien vou | [ aine iR Bt e e o e WI‘I’.’W BUT IF Wk T M
LOOK AT & PHOTO O || ENTER TWE wWeELD ! | 1556 li D HAWE BESN
REALISTIC DEAWING || OF THE S48 YOO Ll 5 Uil WouLD i} Fg WWRRE OF BAAY WHAT I

OF & FACE

T FULLY RECEIVE
THE MERCAGE "

Y0 SEE 1T
AS THE F&CE == 90U SEE
OF AVDPTAER FOLREELE

THIS PIECE ATTEMPTS TO
GENERATE NARRATOR
EMPATHY Y, AS MCCLOLD
DID, LITERALLY MAKING THE
AUTHOR VISIBLE,

2 TR T TG g 0

HOWEVER, MAINTAINING AN
AUTHORITATIVE VOICE IS PART
OF THE EXPERTMENT., IWISHTO

SHOW, AS SIMONSON DID,

THAT AN ESSAY CAN BE
SIMULT ANEOUSLY PERSONAL
AND FORMAL, AND CAN
NAVIGATE BETWEEN THE TWO AT
WHIM.




50, MY FIRST GOAL WITH
PRESENTING THIS ESSAY IN
THE COMIC FORM WAS TO
MAKE THE AUTHOR A
VISIBLE PRESENCE.

THE SECOND IS TO USE
VISLAL MET APHOR AND
IMAGERY TO MAKE THE
AUTHOR'S PERSFECTIVE A
PRESENCE IN THE TEXT.

THROUGHOUT ACADEMAESTHETICS,
THERE ARE A NUMBER OF NON-
TEXTHUAL AND SHB-TEXTUAL
ARGUMENTS, THEMES, AND
CONCEFPTS BEING PRESENTED,

g X
LA

Y Al

BEGAHSE THE EESAY IS &0 OFTEN
SEEN AS ANONY MOUS, READERS

RARELY TRY TO DETECT EL.'ETEKT IN

» THE ESSAYS THEY READ.' YET, ITS

B | PRESENCE IS A MAJOR PART OF

el _THE ESSAY'S STRUCTURAL MAKELP."

if;.‘
L ¥
'

1. Simonson (1964), p 38
2. Simonson (1064), p 26

THE ULTIMATE GOAL IS A SIMPLE ONE:
BY PLITTING THE ALITHOR RIGHT THERE IN
FRONT OF THE READER IN SLICH A CLEAR
CLOSE-AT-HAND WAY, THE READER
COMES TO UNDERST AND AND WILL BE
ENCOURAGED TO IDENTIFY MORE WITH
THE ESSAY , WHETHER IT 1S PRESENTED
AS A COMIC OR NOT, AND WILL LEARN
HOW TO BETTER READ AN E&GSAY,

EITHER WAY, LET'S MOVE
ON TO THE NEXT OF THE
REASONS FOR THE
DECLINE OF THE ESSAY,




JUST LIKE SIMONSON,
PETER HOHEND AHL NOTICES
FICTIONAL TEXTS BEING
READ INSTEAD OF ESSAYS.

THE REASON HE STATES I& NOT
TO DO WITH EMPATHY ; RATHER,
HE CLAIMS THAT FICTIOMNAL
TEXTS ARE ABLE TO PREGENT
INFORMATION IN AWAY THAT
AN ESSAY CANNOT,

k

The shift to an aesthetic made of articulation has, it
seems fo me, fundamental implications for the
subject pasition.

While the critical discourse of the essay
S aliowed for fragmentation and decentering,
[...] fictional narrative offers a plurality of
voicas with differing, conflicting positions.

The plurality of voices invites the reader to
negotiate between a number of subject
positions)

[E—

RS =y
1. Hohendahl {1997), p 227

1 |



IN SHORT, HERE HOHEND AHL ~-= AND SECOND, THAT FICTIONAL
MAKES TWO STATEMENTS: TEXTS OFFER A RANGE OF
POSITIONS ANP VOICES TO

FIRST, THAT THE ESSAY IS NAVIGATE AND CHOOSE BETWEEN.,

INCAPABLE OF PRESENTING
MORE THAN A SINGLE VOICE --

I WOLILD LIKE TO CHALLENGE,
OR AT LEAST, EXPLORE BOTH
OF THESE STATEMENTS.




| "Essays;have a
L

LLL ik

L ACCORDING TO RACHEL BLAL
— DUPLESSIS, THE ESSAY,
REGARDLESS OF LEVEL OF
L PERSONAL INTIMACY , DOES NOT -
INDEED, CANNOT - REPRESENT A
LL SINGLE PERSPECTIVE.
I._L

an
THIS IS PARTLY BECALISE,

‘”' B
—| A5 SHE ARSLIES, READER _ -
INTERPRETATION IS KEY. W

II"\

— J

= MULTIPLE MEANINGS AND o
INTERPRETATIONS ABOLIND IN
(_ESSAYS; THEY ARE ENCOLRAGED.’

" HOW CAN A SINGULAR

PERSPECTIVE BE CONT AINED

WITHIN A MULTIPLICITY OF
MEANINGS?

FURTHERMORE, SHE ARGLIES —_—
THAT EVEN UNAMBIGUOUS, 1t z e s
FORMAL ESSAYS ARE FAR .

FROM SINGLILAR.

e
“‘r'w' ¥
k4 s

-

e

el B, doeEd el == e
riplen e e e IE Haequastic
" i il _

G

; 1. DwPlessis (1995), p 3- 2 n" "1
B Ehas 2 DuPlessis (1996), p 32

S 3 DuPlessis (1998), p 32 0

- T kA T .

INDEED, THE ESSAY POES
NAVIGATE A NUMBER OF
OPINIONS AND PERSPECTIVES
IN ITS QUEST TO PRESENT ITS
OWN INCIVIDUAL TRUTH,




HOWEVER, AS HOHENDAHL
SUGGESTS, THE ESSAY GENERALLY
DOES END UP DERIVING FROM THE

MULTIPLICITY OF VOICES A

SINGULAR POINT OF VIEW:

THAT OF THE NARRATOR. \




50, ALTHOUGH ON ONE HAND . THE
ESSAY DOES PRESENT ITSELF IN A
SINGULARVOICE, IT IS
SIMULT ANEOLUSLY OPENING ITGELF TO
THE VAST MULTIPLICITIES OF HUMAN
EXPERTENCGE THROLIGH ITS AUDIENCE.

in short, essays &re fiot a way of
geining a voice blt of losing one in the
largeness of somsething else

. the essay istranspersonal]
coliective, based .hor on | but onwe
and it and she and he {and others too)
in peculiar and unstable mixtures

ARMED WITH THESE IDEAS OF
MULTIPLICITY , WE TURN TO THE
SECOND OF HOHENDAHL'S
STATEMENTS: THAT FICTION
PREGENTS MULTIPLE PERSPECTIVES,




HOWEVER, IT IS IMPORTANT TO |
REMEMBER THAT, IN TERME OF THE
SUBJECT POSITION, EACH
CHARACTER THAT EMBODIES A
DIFFERENT PERSPECTIVE HAS BEEN
PENNED BY THE & AME PERSON.

"Fiction has

AT ITS HEART , ANY STORY

IS ABOUT CONFLICT,

AND OF COLIRSE, THIS CLASH OF
OPPOSING PERSPECTIVES
CERTAINLY SEEMS, AT FIRST, TO
PRESENT A NUMBER OF DIFFERING
OPINIONS AND PERSPECTIVES FOR
A READER TO NAVIGATE.

Rl )
INDEED, AT SOME
LEVEL, IT DOES.

)::4...:‘ JJ.J.J.;.JJ'J'JJJJ'

Al WHAT IS BEING
PRESENTED TO THE READER
4 IS NOT A NUMBER OF
7S SUBJECT POSITIONS, BUT
P4 INSTEAD, FRAGMENTS OF
329 A SINGLE ONE.

F |
-+

=
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THE POST MODERN 1

SUBJECT IS A [ CONSTANTLY LINDER THE 1
FRAGMENTED ONE. INFLUENCE OF \
/ | SURROLINDINGS. \
ALWAYS IN FLUX, AND
MEVER CONELETH, AND NO TRUE, LNITED
=/ SELF BEHIND THE
FRAGMENTS,®

,* — A — N

FROM THE MIND OF THIS [~ EACH ONE REPRESENTS PART
FRAGMENTED ALTHOR COME OF THE ALITHOR'S PSYCHE.
HIS/HER CHARACTERS. V
T
] ...r'_-J————ﬂ
== :
i
HHTH
== ..-—4....+--.
i
: 1 T [
o
NN | ]
| | -I |
A
1 | X N
N
e -1—--'-!- Jﬁi

EACH ONE CONFORMS, TO
SOME DEGREE, TO CARL JUNE'S
CHARACTER ARCHETYPES,

A\

THESE ARCHETYPES ARE

ANALOGIES FOR THE PSYCHE
OF THE AUTHOR ' WHICH,
WHILE FRAGMENTED, IS

| STILL A SINGLE COLLECTIVE.

Tt

=
249
3

i .-:_:_-._;_;—;;_4.'_-1--3



50, JUST AS WITH THE ESSAY,

A FICTIONAL TEXT GENERALLY DOES
END LIP DERIVING FROM THE
MULTIPLICITY OF VOICES A

SINGULAR POINT OF VIEW:




WHAT WE CAN SEE HERE
IS THAT EVERYTHING
DEPENDS UPON HOW

THE PIECE, FICTION OR

EGGAY, IS READ,

WITH THIS COMIC, IT IS NOT MY
GOAL TO PROPOLIND A SINGLE,
RIGID, LIMITING POINT OF VIEW,
INSTEAD, I ENCOLIRAGE MULTIPLE
READER INTERPRETATIONS.

"i 'PART TWO:
| THE ESSAY

"Essaygéhave a

I LEAVE IT TO YOU TO DECIDE
WHAT TO BELIEVE,

THERE IS ROOM FOR
MULTIPLICITY IN BOTH
THE ESSAY AND IN
FICTIONAL PIECES, IF
THE AUDIENCE IS
WILLING TO FIND IT.

AND IN THIS ESSAY, I HAVE
JUST PRESENTED TWO
IRRECONCILABLE THEORIES

AGOLIT HOW WE READ AND WRITE. Ja!

"Fiction has

multiple persa

-

50, LET'S MOVE ONTO THE
THIRD AND FINAL REASON FOR
THE DECLINE OF THE ESSAY AS

READING MATERTAL.




GERALD GRAFF NOTES THAT
THE ESSAY, THE TOOL OF THE
INTELLECTUAL -, IS A MAJOR
FORCE IN THIS SEPARATION,

ay can be psfcah'ed as part

a social group,"*“

-

IT WOLILD COME AS LITTLE
SLRPRISE, THEN, TO HEAR THAT
THE THIRD REASON FOR THE
ESSAY'S DECLINE IS THAT IT IS

SEEN AS EXCLUSIVE AND ELITIST.

THELMA MCCORMACK WRITES

OF A CLASS DIVIDE IN WHICH

INTELLECTUAL INSTITUTIONS
HAVE BECOME SEPAEATED




LYNN BLOOM CLAIMS THAT THE |

RISING NUMBERS OF PERSONAL | I
ESSAYS, AIMED AT MUCH LARGER
AUDIENCES, ARE TURNING THIS
PERGEPTION AROUND.

IT IS STILL WDETH MENTIONINE.-
HOWEVER, AS THIS PERCEPTION

STILL PERSISTS TO SOME EXTENT

WHERE THE ESSAY IS CONCERNED.

‘ 1 ||_,--"
-~
e
»
11 Lb2t LR
o

THIS PIECE AIMS TO
CHALLENGE THE ELITIST
FPERCEPTION IN THREE WAYS.

FIRSTLY, THIS INFORMATION
IS BEING PRESENTED IN
CLEAR, STRAIGHTFORWARD
LANBUAGE, MAKING IT AS
ACCESSIBLE AS POSSIBLE. P
[

— SECONDLY , THE PICTURES, LAYOUT,

AND VISUAL ATDS ARE ALL ATMED
AT FACILITATING UNDERST ANDING
- AGAIN, COMBATING EXCLUSIVITY.

AND LASTLY, WHAT BETTER WAY ro
OVERCOME THE CONCEPT OF ELITISM \
THAN BY MARRYING THE ESSAY TO
THE CALLEGED> MOST IMMATLIRE,
BASE FORM THAT EVER EXISTED -= _

-= THE COMIC/

MORE ON THAT LATER.




ONE FINAL WORD ON THE
ESSAY BEFORE WE MOVE ON
TO THE COMIC BOOK.

IT'S IMPORTANT TO CLARIFY THAT
DESPITE THE GROWING NUMBERS

OF PERSONAL ESSAYS, I 0O NOT
BELIEVE THAT ACADEMIC WRITING

IS IN ITS DEATH THROES.

AT FIRST GLANCE, THERE
APPEARS TO BE A TREMENDOLIS
CIVIOE BETWEEN PERSONAL
WRITINe AND MORE DISTANT
LOGICO-GCIENTIFIC! WRITING,

CERTAINLY , PETER ELBOW
SEES THEM AS DISTINCT,

o AFrEy COpiiod Yt ssch ot L f
procgrass foward oz [Eoadsomiz Weitineg |
sepifel Urielzrrmiinis procprass s i
aitfiar [usrsoned weitiogl,

But{feelas rh_m el el il e
toward tiwoldlfferentamountains:

2 as gualed by Miynarczyk (2006), p 11
3 8% qualed by Mivnarczyk (2006), p 11




1
/

o)

HOWEVER, JAMES BRITTON
CHOOSES TO SEE THESE MODES
OF EXPRESSION AS POINTS ON
A CONTINULM, WITH POTENTIAL
TO OVERLAP AND INTERACT WITH
EACH OTHER,'

3

g ;

AND REBECCA MLYNARCZYK HAS
EMPIRICAL EVIDENCE THAT THE
TWO ARE NOT &0 DISTANT
FROM EACH OTHER,

4

BY TEACHING HER STUDENTS BOTH
PERSONAL AND IMPERSONAL WRITING
TECHNIQUES, SHE FOUND THAT THEY
REINFORCED EACH OTHER, AND HELPED
THE STUDENTS TO FIND THE RIGHT _
VOICE FOR DIFFERENT SITUATIONS,”

Miynarczyk (2006), p &

Ie g o personalivay. = 1
. 2 Miynarczyk (2006)
3 Meynarczyk (2006), p 23

50, IN CONCLLUSION, RATHER THAN
SEEING THE DEATH OF THE ACADEMIC
ESSAY, I BELIEVE WE ARE SEEING THE
START OF A NEW DYNAMIC --

== ONE IN WHICH PERSONAL
AND IMPERSONAL WRITINGS
ENTER INTO A DIALOGLIE,
REINFORCING EACH OTHER,
RATHER THAN CHALLENGING

AND DESTROYING.



PART ONE: PART TWO:

DEFINITIONS %SSAY
.

PART THREE:
THE COMIC

My RESEARCH HAS LED METO
DERIVE THREE INTERRELATED
REAGSONS FOR THE COMMON
PERCEPTIONS OF THE COMIC

BOOK AS A JUVENILE MEDIUM.

PART THREE:

THE COhﬁC




IN RECENT YEARS, BEFORE I EVEN AFTER I HAD BEEN

GOT 'INTO’ COMICS, I ALWAYS EXPOSED TO OTHER GENRES
ASSUMED THAT THEY WERE WITHIN THE FIELD, I
CONTINUED TO BELIEVE THIS

ALL ABOUT SLPERHERCES. FOR QUITE A LONG TIME.

THE RECENT HISTORY OF THE
COMIC BOOK IS LITTERED WITH
EXAMPLES OF PERCEPTIONS AND
PRACTICES THAT ENDURED THE TEST
OF TIME, DESPITE OPPOSITION
AND CONTRARY EVIDENCE.
P

THIS "HISTORICAL INERTIA® IS
CERTAINLY A MAJOR
CONTRIBUTING FACTOR TO THE
CURRENT PERCEPTION OF CGOMICS,

b

™~

"

TO EXAMINE THIS IDEA
MORE CLOSELY, I
CHOOSE TO BESIN HERE:

A\

1950s AMERICA, THE
HEISHT OF THE COMIC




.--""_'—-_L"'AN
" IN 1954, CHILD PSYCHIATRIS
FREDRIC WERTHAM PLIBLISHED
THE RESLILTS OF A SEVEN-YEAR
STUDY THAT INVESTIGATED THE
COMIC INDLSTRY AND COMIC
___ BOOKS THEMSELVES.

HE GHOWED THAT COMICS WERE
LOADED WITH VIOLENCE,
SEXUALISED VIOLENCE, CRUDE
LANGUAGE, CRIME GLORIFICATION,
SEXUAL AND RACIAL PREJUDICES,
AND ADVERTISEMENTS FOR 6LUNS.,
KNIVES, AND WEIGHT-LOG&S PILLS,

NOT ONLY WERE THERE NO
SAFEGUARDS IN PLACE TO PREVENT
YOLING CHILDREN FROM REAPING
THESE COMICS, BUT THEY WERE
BEING MARKETED DIRECTLY
TOWARDS YOUNG CHILOREN.




THIS BOOK IS WIDELY
REGARDED AS THE CATALYST
FOR THE NEXT E‘:TT.-'-‘LE-E OF THE

COMIC'S LIFE: THAT LINDER
THE COMICS CODE.

HOWEVER, EVEN YEARS
BEFORE ITS PUBLICATION,
THERE WAS A FAIRLY
VOC AL MOVEMENT
AGAINST COMIC BOOKS.,

PUBLIC COMIC

BURNINGS WERE
MNOT UNUSUAL IN _
THE LATE FORTIES.

ALREADY WE CAN SEE A DICHOTOMY
IN THE WAY COMICS WERE PERCEIVED,
SEEN AS SIMPLE CHILOREN'S
ENTERT AINMENT, AND YET LITTERLY
HIF5HITAELE FOR GHILI:‘EEH

THE FORMER HELD ON °, DESPITE
THE CONTRADICTORY
Eﬂfﬁmrrows OF THE LATTER.




AFTER A U.5, GENATE SUB-
COMMITTEE MET IN 1954 TO
DPISCUSS THE ISSUE, COMICS
PUBLISHERS AGREED TO SELF-
REGULATE THEMSELVES i
ACCORDING TO A STRICT CODE,

PPROVED
BY THE

A.

FRAUTHORITY B,

..

AND IN DOING &0, THEY WOLILD SET

IN CONCRETE A PLUBLIC PERCEPTION
OF COMICS THAT WOUILD PERSIST
FOR THE NEXT FIFTY YEARS,

ALTHOUEH THE CODE DEALT
THOROUGHLY WITH OBJECTIONABLE
MATERIAL, COMICS WERE RESTRICTED
TO CONTENT FAR MORE RESTRAINED
THAN WHAT WOLILD BE REQUIRED FOR A
FILM TO RECEIVE A *&* RATING --

APPROVED
BY THRE

COMICS
CODE

JAUTHORITY

ADHERING TO THE CODE WAS
MANDATORY, IF PLBLISHERS
WISHED TO KEEP THEIR CLRRENT
LINES OF DISTRIBUTION OPEN.

NEWSST ANDS WOLILD NOT STOCK
A COMIC THAT HAD NOT BEEN
APPROVED B8Y THE COMIC CODE
AUTHORITY ', AN OREGANISATION
L THAT PUBLISHERS WERE FORCED |
&.

AS ONE PLIBLISHER
ADMITTED TO ITS READERS

ON A LETTERS PAGE:

eChowd (2000, p 87
2. Pusiz (1959), p 42
3. Pustz (1959), p 42
as quoted by Pustz (1855




THIS IS WHEN THE SUPERHERO
COMIC BEGAN TO DOMINATE
THE COMIC MARKET , A FORCE
OF HISTORICAL INERTIA THAT
PERSISTS EVEN TO THIS DAY,

HOWEVER, THE UNDERGROLIND COMIC
MARKET , WHICH FOREWENT CODE
APPROVAL® , HAS SHOWN US WHAT
WEVE KNOWN ABOLIT OTHER FORMS
OF EXPRESSION FOR A LONG TIME:

Weaner (3003), p 9
2 McCloud (20003, p 1141
Weaner (2003), p 12
Ranciére (2003), p 205

JUST AS WITH THE ESSAY, THE -- SO WHY IS THE COMIC
COMIC MARKET ENCOMPAGSSES STILL SEEN AS JLVENILE
A MYRTAD OF GENRES, AIMED AND SIMPLISTIC?

AT ALL AGE LEVELS -~




SCOTT MCCLOUD IDENTIFIES
ACADEMIC ATTENTION AS AN
IMPORTANT STEP IN CHANGING THE

PLIBLIC PERCEPTION OF COMICS.

1, MeCloud [3000), p 52

RAISING AWARENESS OF THE
ISSUES SURROLINDING COMICS,
SUCH AS HISTORICAL INERTIA, I&
ONE OF THE PRIMARY 6OALS OF
THE ESSAY WITHIN THIS
ACADEMIC DISSERTATION,

THE LLTIMATE 5OAL IS A SIMPLE
ONE: I AM ATTEMPTING TO
ENCOURAGE READERS TO CONSIDER
THEIR PERCEPTIONS OF THE COMIC
BY SLIBVERTING THE EXPECT ATIONS
OF SIMPLICITY THAT HISTORY HAS
PRUMMED INTO THEM,

WITH THIS IN MIND, WE TURN TO
THE GEGOND OF THE REASONS
FOR THE COMIC'S ETATUG:
PROCESSES OF PRODUCTION.

AND BY WORKING WITHIN THE
COMICS MEDIUM ITSELF, I AM
SHOWING THAT THERE ARE NO
NECESSARY STRUCTURAL OR CONTENT
RESTRICTIONS UPON COMICS THAT

PREVENT THE PRESENTATION OF A
COMPELLING ARGUMENT,

“11!1111!11!11 w
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THE PRODLUICTION PROCESSES OF THE
MAINSTREAM COMIC MARKET
COMNTRIBUTE TO COMMON
PERCEPTIONS OF THE COMIC BY
RECYCLING CHARACTERS AND IDEAS.

EDDIE CAMPBELL HAS THIS TO
SAY ABOUT cOMIC BOOKS:

—

RECALL THAT NEIL COHN
Ipropose hat We just eccepl that ﬁg’ gS{_ﬁgﬁFﬁf‘;‘?ﬁgﬁS
comie books are now about superfiefoes, IDENTIFIABLE 8Y SLICH i
The reason for fhe strateay je that it ELEMENTS AS THEIR

regliitias newebecemeon aifmeut (o RO
tend ehange the plblic perception. PROCESSES OF DLICTION. /

ifwe want o use the grephic vosabulany,
ofthe comic book to create something THUS, IN A SENSE, CAMPEELL

efse, lat's call it something efse. ' . IS ATTEMPTING TO SEPARATE
"COMIC BOOK CULTURE" FROM

VISLAL LANSUAGE, ONE OF THE
PROCESSES OF PRODLICTION.

HOWEVER, THESE ATTEMFTS
HAVE NOT NOTICEABLY
CHANGED THE INCUSTRY.

HERE'S WHY I THINK THIS
IS THE CASE,




WHEN PRODLUICING A COMIC OR
GRAPHIC NOVEL, A CREATOR LISES
WHAT NEIL COHN HAS TERMED
WISLAL LANSUAGE,” LITERALLY
DEFINING THE SEQLIENCING OF
IMAGES AS A LANGUAGE,

ol T AL T R

OTHER THEORISTS, SUCH AS
SCOTT MCCLOLUID, HAVE PEFINED
COMICS AS "SEGUIENTIAL
IMAGES," © WHICH ALLOWS NO
SEPARATION BETWEEN THE
CULTHRAL ARTEFACT AND THE
LANSUAGE IT IS WRITTEN IN.

-

© THE QUESTION THEN BECOMES:

WHEN SOMEONE SITS DOWN TO
CREATE A WORK USING

SEQUENTIAL IMAGES --

T

-— ARE THEY CREATING A COMIC,
OR ARE THEY MERELY USING A
LANGUAGE THAT IS MOST OFTEN
ASSOCIATED WITH COMICS?

i ! \ - 1. Cohn (2003)

;'_?/. f ! | 2. McCloud (1983), p 9




THIS PISTINCTION IS, OF
COURGE, OF PARAMOLINT
IMPORTANCE IF WE ACCEPT THAT
COMICS ARE CLILTLRAL
ARTEFACTS, BEARING WITH THEAM
ALL THE BAGGAGE OF READERSHIP
AND CONTENT EXPECTATIONS,

YOU CAN CHOOSE TO READ
THIG TEXT AG A COMIC THAT
BORROWS STRUCTURAL
ASPECTS OF THE ESSAY--

PROBABLY THE MOST IMPORTANT,
AND MOST OVERLOOKED, OF THE
THREE FACTORS RESPONSIBLE

HNFORTUNATELY , UNTIL THE
DICHOTOMY OF DEFINITION IS
RESOLVED, THERE CAN BE NO
ANSWER TO THIS PROBLEM.

1. Gann (2003), p 14

I'M 6OING TO LEAVE THIG
CHOICE TO YOU.

-- OR AS AN ESSAY THAT
USES AVISUAL LANGUAGE
IN ADDITION TO ITS

NOW, ONTO WHAT I THINK IS

FOR THE COMIC'S IMAGE:
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THERE ARE MANY REASONS THAT
WE MIGHT LISE PICTURES AND
IMAGES TO COMMUNICATE.

ESPECTALLY WHEN LISED IN
CONJLINCTION, CAN GREATLY AID
UNDERST ANDING.,'

e
.
:
S
3
¢

SUEGEST THAT IMAGES AND TEXT,

I

i

BECALISE THIS TOFIC,

VISUAL LITERACY , IS

SLCH A LARGE ONE
HAVE DECIPED TO SPLIT
IT UP INTO TWO PARTS:




THERE ARE A NUMBER OF M Memory for pictures is supenor to
OTHER AREAS INWHICH [kt memory for words :
IMAGES CAN BE SAID N (Paivio, 1983 Branch & Bloom, 1995)

TO HAVE A CLEAR
ADVANT AGE OVER TEXT.
Buthnvliv Seeing is believing. Most people believe
Tl il Uy ___/t.‘?ar pictures tell the truth. (Lefferts, 1582)

complex text than & ‘plain” text

It takes less fime to read a graphically
e (Melin, 1888) °

eI {Pefterson, 1587, 1989) "

P, ( N Pictures have & strong emotional impact

-
g TR Iconicrenresentalions aliow for a high
craeeiniiihe ; : : et
e iiudhang | dlegree of umiversal accessibility

hat graphically complex
read than plain’ texts
(Melin, 1889)"

gﬁEﬂFﬁ EF?CE);‘UT‘;%?’T Iost pictures are capable of scyers/

interpretations untl anchored o
TO ACHIEVE MEANING. ane by e caplion. (Earthes, 187 1

~




THERE ARE PITFALLS

TO CONSIDER WHEN
USING VISUALS TO
CONVEY MEANING.

THIS ECUCATION SHOULD

INCLLDE MORE THAN JUSET

INSTRUCTION IN HOW TO
READ PICTURES:

It's important to be actively engaged i
making visuals, experencing from withia
the process, o be abje fo theorise
meaningfully; ebaitesda! ararassr‘on and

THERE ARE PLENTY OF
COMMLINICATIONS
THEORISTS WHO BELIEVE
THAT MOST PEOPLE’S LEVEL
OF VISUAL LITERACY IS
NOT LP TO THE CHALLENGE
OF DECIPHERING COMPLEX

GRAPHICS,

THESE THEORISTS CLAIM THAT
WE NEED TO BE ECLICATED IN
VISHAL LANGUAGES IN MUCH
THE SAME WAY AS WE LEARN

WRITTEN AND ORAL LANGUAGE.

THUS, ONE OF MY &0ALS WITH
THIS PROJECT WAS TO LISE
VIGLAL LANGUAGE IN GUCH A
WAY AS TO LEND MEANING AND
ALTHORITY TO MY ARSLIMENTS
ABOUT VISUAL LANSUAGE.




MY OTHER PRIMARY GOAL WAS
TO ENCOLRAGE REAPERS TO
THINK ABOUT VISUAL LANGUAGE
IN A COUPLE OF WAYS.,

THE TEXT OF THIS WORK THE IMAGES PROVIDE A

ORET FERTILE GROLIND FOR

m%ﬂﬁ%ﬁéﬂﬁn Fo;gGAL EXPLORING THIS THEORY.

L LUNDERST ANDING VISUAL RECALL I STATED EARLIER
COMMLINIC ATION. THAT I ENCOURAGE

MULTIPLE MEANINES TO BE
DERIVED FROM THIS WORK, /£

I HOPE THAT ACADEMAESTHETICS
HAS ENCOURAGED YOU TO
DEVELOP YOUR VISHAL
VOCABULARY SOMEWHAT,

BEFORE I BRING THIS BACK
TO PERCEPTIONS OF THE
COMIC, I WANT TO LOOK AT
IMAGES IN SEQUIENCE -~

== THE LANGUAGE
MOST FREGUENTLY
EMPLOYED BY COMICS




&O0ING 8Y NEIL COHN'S
DEFINITION OF VISUAL
LANSUAGE, IT WOLILD NOT BE S
A HUGE STRETCH TO SAY THAT o
STATIC SINGLE IMAGES ARE |5 -
NOT A LANGUAGE IN 35E

THEMGELVES ~- i

-= BUT AEE RATHER LE)'-'IGAL
ENTRIES, WAITING TO BE PUT
INTO THE VISUAL EQUIVALENT OF
SENTENCES AND PARAGRAPHS,

ERNST GOMBRICH STATES
THAT A SINGLE PICTURE IS
INCAPABLE OF MAKING A
STATEMENT.

(BT e R ET C N B = [ EE T
fmm D, o for iz etz .
Tfizrz oric DR o) Sz s

5 S G
S R B it i5 sl s
s ezt O ffe StatsrmEnt

[1. Gambrich {1962), p 138-9
|2 Gombrich (1962), p 139

" BUT WHEN THE SINGLE )
LEXICAL UNIT, A SOLITARY
TMAGE, 16 LINKED WITH
ANOTHER, THE TWO
TOGETHER CAN BE SAID TO
\_ MAKE A STATEMENT.

¢~ OF COURSE, CERTAIN
AMBIGUITIES OF CONTEXT
REMAIN, BUT FOR ALL
INTENTS AND PURPOSES,
THERE I6 A NARRATIVE IN
\__ THESE LINKED IMAGES. )




; i
1 ﬂfl“’{'.!& ﬂ

PERHAPS SCOTT MGCLDUC"E
MOST WIDELY CELEBRATED
CONTRIBUTION TO COMICS
RESEARCH IG FROM HIG
WORK ON ‘CLOSLRE,”

W

BUT CLOSUEE ALLOWS US TO SOAMMSET THESE MOMERNTS
MID MENTALLY CONSTRLCT 5 CON TINLIOUS, UNITED REALITY,

Intage fram WeCkud {

MCCLOUD STATES SIMPLY
THAT THE 6APS BETWEEN
IMAGES, KNOWN AS GLITTERS,
ARE WHERE THE VISUAL

LANSGUAGE TRLILY LIES, WHERE OF COLRSE, THERE IS
THE SEGQUENCE TAKES PLACE. NOTHING LITERALLY IN THESE
GUTTERS - WHATEVER HAPPENS
IS A PROCESS THAT THE
READER PUTS INTO MOTION
HIM OR HERSELF.

1 MeCleud (1993) @68
2 MeCloud (1993), p B8




IN LIGHT OF THIS
INFORMATION, IT WOULD NOT BE fine:
LUNREASONABLE TO SAY THAT THE
VISLAL LANSUASE OF COMIGCS
RELIES MLICH MORE HEAVILY
LIPON WHAT IS LEFT LUINSAID
THAN OTHER MEDIA ==
T I e e
-~ REQUIRING A
TREMENDOUS DEAL OF
READER PARTICIPATION
FOR THE COMMLNICATION
OF ANY VISLIAL MESSAGE.,

STEPHEN TABACHNICK STATES
THAT WE MIGHT BE ABLE TO READ
COMICS BETTER IF WE WERE
WILLING TO TREAT THEM AS THE
LUNIGUE FORM THAT THEY ARE.

—

THE OTHER ASFECT OF VISUHAL
LANGUAGE THAT SEPARATES IT
FROM OTHER MEDIA IS LAYOUT,
THIS TOO HAS IMPLICATIONS FOR
VISUAL LITERACY.”

-.\r
iy

THE MORE COMPLICATED THE
PIECE BECOMES, AND THE
MORE THE PANELS INTERACT
WITH EACH OTHER --

== THE MORE LIKELY IT
IS THAT A PANEL
WILL BE IGNORED

ACCIDENTALLY , AND -~

== THE SREATER A
LEVEL OF VISUAL
LITERACY IS REQUIRED
TO READ THEM WELL.

1 Tabachnick (2007). p 23
2 MoCloud (1993) p 85 S 7




PALIL MAGEE SUGGESTS THAT
READERS NEED TO COME TO TERMS
WITH THEIR OWN ILLITERACY WHEN
READING CONTEMPORARY POETRY,

To read lines such as these
wou need first to expetience
your own inability to read certain
things, which is to say, you
need fo experience Your own
fiiteracy.
Each successful poam is a remindar
of the fact that we shil don't know
how to read.!

I WOLILD LIKE TO DRAW LIPON
ANDREW ARNOLD TO EXTEND
THIS THINKING INTO THE
WORLD OF COMICS.

ARNOLD CLAIMS THAT POETIC
MEANING, LANGUAGE AND
SYNTAX IN COMICES SPRINES
NOT FROM THE RELATIONSHIP
BETWEEN WORDS, BUT RATHER,
FROM THOSE BETWEEN IMAGES.

Just AS E-‘EEY PCJ'EM TOHG-!‘ES our
ILLITERACIES, &0 TOO DOES EVERY
VISUAL CLE. THESE FORMS FORCE US
TO EXTRACT INFORMATION RATHER
THAN MERELY AESOEBINE IT,

1. Mapee

2. Amnoid
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&0, TO FULLY APPRECIATE THE COMIC
AS A FORM WITH LIMITLESS
POTENTIAL, WE NEED TO, AS BOTH
READERS AND CREATORS, CHALLENGE
OLIRSELVES WITH TEXTS THAT WE HAVE
DIFFICULTY UNDERST ANDING.

AND EVENTUALLY , WE WILL FIND
THAT WHAT SEEMS AT FIRST
GLANCE TO BE NONSENSICAL OR
OVERSIMPLE -~

-= ACTUALLY CONTAINS
LAYERS OF MEANING THAT
WE HADNT ANTICIPATED.

PART THRE,
THE C




PART ONE:
DEFINITIONS

.

PART THREE: PART FOUR:
THE COMIC CONCLUSION

TRt

35
N

PART FOUR:
CONCLUSION

TO WRAP THINGS UP, I'LL
BEGIN WITH A BRIEF LOOK
AT THE ADVANT AGES OF
PRESENTING MY ARGUMENTS
IN THIS ESSAY # COMIC
HYBRID FORM.

FIRSTLY, LITERALLY DRAWING
THE AUTHOR OUT INTO THE OPEN
MAKES FOR A MUCH MORE
PERSONAL COMMUNICATIVE
MODEL, ENCOLIRAGING
ALUDIENCE EMPATHY .

BY PRODUCING DELIBERATELY
AMBISUOUS VISUAL CUES, T NOT
ONLY BROUGHT THE ABSOLLITE
AUTHORITY OF THE AUTHOR INTO
GUESTION, BUT I ALSO
ENCOLIRAGED READERS TO DEVELOP
VISUAL LITERACY BY DECIPHERING
MULTIPLE MEANINEGS.




-" BY MERGING THESE TWO FORMS
OF EXPRESSION IN THIS WAY, 1
CHALLENGED BOTH NOTIONS OF

ESSAY ELITISM, AND COMIC
JLVENILITY,

I WAS ABLE TO DRAW INTO
GQUESTION THE B0LUNDARIES
BETWEEN WHAT INITIALLY SEEM
LIKE TWO INCREDIBLY
DISPARATE FORME: THE
COMIC AND THE ESSAY,

o L

AND I WAS ABLETO LUSE
COMMON FORMAL
CHARACTERISTICS OF BOTH
MODES TO PRESENT AN
EASY TO FOLLOW
_ STRUCTURED ARSLIMENT,




ANO HOPEFULLY , T HAVE
ENCOURAGED YOU TO THINK
ABOUT YOLR OWN

PERCEPTIONS OF BOTH THE
ESSAY AND THE COMIC.

LET THIS PIECE STAND NOT aAs
A TREATISE TO ABOLISH THE
KINDS OF ESSAYS AND
COMICS THAT GENERATED
THESE PERCEPTIONS ==

- ||
-~ BUT INSTEAD LET IT SERVE AS A
CRY FOR A GREATER
LUNDERST ANDING OF BOTH
FORMS, AND THE VIRTUAL
INFINITY OF OPTIONS AVAILABLE
TO CREATORS OF EITHER,

ACADEMAESTHETICS IS THE
FIRST PIECE EXPLICITLY
CREATED TO SHOW THE
COMBINED POWER OF THE
ESSAY AND COMIC,

o

EART ONE:

DEFINITIONS
L3

PART THREE: PART FOUR:

THE COMIC CONCLUSION

== BUT TO ENCOURAGE YOU,
FUTURE ESSAY AND COMIC
CREATORS, TO ASK THEM.
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