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ABSTRACT

Comics have grown and developed into an artistic medium. Serious work creating a legitimate
form of literature behind the covers has been going on for decades. The productions in the comic
medium reveal the complexity of characters, themes, tones, and plots created between the meshing
of the images and the words and invoke a world to the reader comparable to any work of art.
Writers and artists have dedicated their lives to telling their stories, regardless of the fashion in
which they do it. The script of the comic, planned out by the writer, can be radically re-
contextualized when interpreted by the artist. The writer constructs a near cinematic world with
words on paper, which gets fleshed into life by the artist with images and colors. The script and art
combine to form meaning to what is on page, and the face of literature are transformed by the
narrative shape of a medium devoted equally to word and image.

ART

Art may be one of the last parts of the creative process, but its role in the visual narrative is obvious — the story
lives through the art. It is what we see. We get to know the characters through their visual appearance, action, and
lives and are able to identify with them as characters (McCloud 30). It shows us the world we are immersed in, the
events going on in it, and the environment where our characters live. It is the key part that separates comics into a
visual narrative and where most of the writing is invisibly transferred.

While the writer becomes invisible, the artist is therefore forced into a state of hypervisibility. Their art is what
inevitably becomes what the characters are visualized and identified as, instead of textual descriptions on page.
Actions are changed from words to images, and we can see the character actually doing, instead of imagining the
act. But, unlike the visual form of film, these actions are not fluid into actual movement. There is still a level of
imagination involved with the reader’s participation.

STYLE

The art style can vary greatly depending on the artist. It can change the entire tone, weight, motive and even the
purpose of a story. A horror series can feature macabre art, while an action series might focus on square jaws and
muscles; a series focused for children might have softer, rounded lines, while an older adult series will have more
dynamic lines. The styles can vary to an incredible degree, but an artist is generally chosen deliberately for their
unigueness, and how it can shape the tone of the over-all narrative.

Here, for example, are two extremes of comic book art. On the left is a selection of Alex Ross’s photorealistic
paining style, versus the deformed line drawings of Marjane Satrape. Ross brings his characters to life in a very
literal sense, making them appear to be as realistic as an actual person. While he is incredibly talented, it also forces
onto the reader a more absolute image of the character, a golden-aged era of heroes, where everyone seems to wear
spandex. Satrape’s style creates a sense of childhood innocence, which purposely contrasts her story about growing
up in the oppressions of Iran.
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(hp://www.alexrossart.com)
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In regards to the independent comic book scene, we can compare the work of Daniel Clowes and Craig
Thompson. Both primarily work in black in white, line drawings. Clowes’s characters have an almost too real
appearance to them, allowing the reader to take in a shared tragedy of their humanity, to see the pain and emotions

in their faces Thompson, while similar to Clowes, uses a more fluid approach, adding a tone of whimsy and
innocence, and perhaps naivety.
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Two of this year’s biggest comic book events also vary drastically in artistic approach. DC’s 52 keeps a
traditional comic book superhero look to it, partially due to time deadlines of putting out an issue every week, but
also to help the reader stay in touch with the characters, as it mixes several different story lines. The style and
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weekly repetition helps to create an unforgettable iconography shared by the characters of the series, which in turn
helps keep the multilayered and heavily entangled plots more tangible for the reader. The more detailed work of
Marvel’s Civil War is used to add to the gritty world where the characters are now living, and helps emphasize their
struggle over basic human (or meta-human) rights. This, however, has been heavily delayed throughout the year,
due to the more time consuming process.

(Jones, Geoff, Grant Morrison, Greg Rucka, and Mark Waid 16)
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(Millar 24)

Style can effect how we see a specific character character. Marvel’s character Wolverine is seen here in two
very different forms. On the left is a comical, goofy characterization of this notoriously gritty individual. On the
right, even though we can’t see his face, the coloring and texture of the picture create a self-sacrificing man,
wrenched in pain and pushed to his limits. While is iconography is consistent, his character is now able to behave
differently depending on the context in which he is placed.
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(Moore, uart 12)

Not only can it function from story to story, the art and writing can forever change the way readers see a
character. Batman through the years functioned as a detective thwarting goof-ball villains like “The Bizarre Polka-
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Dot Man” — man who flung dots at people. The 1960’s television show with Adam West is a good example of this.
Jump ahead to 1986, and we get Frank Miller’s canon shaking reinterpretation of the Dark Knight. Scared, bruised,
bleeding, and ready to ruin a criminal’s face with his bare hands, Miller’s story and art forever changed the way
Batman is presented and read.
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(Kane, cover)
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(Miller supplemental)
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DIFFERING ARTISTS

Neil Gaiman’s incredibly popular comic series Sandman has been known for its regular change of artists in its
story telling. These next few examples are each different issues, but collected together in the same book. This first
page is standard comic book art, the coloring helps to add to the mysteriousness and darkness of the comics tone.
This second page uses water colors to add to the fantasy and make believe that is always apparent throughout the
canon of Sandman. Drastically different, we see how the artist can turn the story into a surrealistic experience,
creating a bizarre experience for the reader to follow. And finally, the art twists itself into a psychotic breakdown.
These all differ greatly from the art we saw back in the 80’s which was limited to pulpy paper, and non-digital
inking technologies.
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To emphasize this more, here we get a side by side comparison of an original print of a Sandman page from
1986, and a re-mastered and re-inked version released earlier this year. No longer are we staring at murky, swampy
greens, but magical and mysterious oranges and blues. The color black, which plays an important visual role
throughout the series, is actually black. And the shadows on the men on the bottom aren’t limiting. Through current

technology, the feel of the story can change dramatically.
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(http://www.neilgaiman.com/journal/2006/06/sunday-morning-again.html)

WRITING

The writing process differs from person to person. While some enjoy the collaboration with artists and other
writers to create their work, others lock themselves away until their project is complete (Salisbury 68). The writer’s
job, unlike the artist, is to remain invisible to the reader as much as possible. They need to create something where
the audience can get lost, as if no one is writing at all, as if the events in the pages are actually happening to some
degree.

Spider-Man can be taken away from his superhero element with constructing a scene of tragedy. Spider-Man is
hardly in the panel, the caption adds an emotional significance that the page itself cannot.

17
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We have examples of when the words help emphasize the meaning where the art cannot. Here is a page from
Punisher, describing a toy gun — a favorite toy of his murdered son. Contrasting the arsenal that Punisher
traditionally goes through, the gun to him represents a lost innocence, and a reminder of his purpose.

18
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This page is unique because it focuses on one panel, blacking out the rest of the page for emotional emphasis.

Neither the art nor the emotions on the faces give away anything in particular, but when we read it we learn about
Reed Richards losing his child in birth. The words hold much more power to what is happening on the page.

19
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These are panels are powerful not only because of the dialogue represented on page, but because of the ways the
writers invisibly set up the narrative. Their directions to the artists and their collaborations help guide the visual art,
while also setting up the traditional textual narrative.

SCRIPT TO PAGE

The relationship of the artist and writer is something of mutual trust. The writer writes, and the illustrator draws
what they are supposed to. Famed writer Warren Ellis has fired artists flat-out for going against the script,
bastardizing his initial creative process (Salisbury 65). While the process requires some mutual trust, often time
scripts are sent across countries or oceans from person to person, with little contact between those involved.

But, the script writing process can differ from person to person. The majority of the time scripts are written in a
literal script form — with description of what is being seen and what exactly is being said. Some prefer to simply plot

20
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out scenes for the artist to complete, and add dialogue over them (Salisbury 10). On occasion, for more serialized
comics, such as Batman or Superman, a writer will simply ask the artist what they want to draw for that issue, and
write a story around it (Salisbury 46).

Many writers speak about the collaborative nature of the creation process when they work extendedly with
talented artists whom share their same vision. The script writing process can become incredibly sparse when there is
a stronger connection between the writer and artist, “Character enters room,” may be all that need to be said for the
artist to illustrate it. The sense of trust is incredibly important to this process, particularly when individuals plan to
work with each other for an extended period of time, or if the series is created/owned by both the writer and artist.

Here are a few examples of some average scripts:
A screenplay format script from Warren Ellis, descriptions of each panel, and their respective dialogue.

2 e bag again, pulling out another two photos, still reading from his sheet as

FIRST, HE CUT OUT BRACKNELL'S
IMPLANTS. HIP AND TRENDY THING TO DO
THESE DAYS: STICK SHIT UNDER YOUR
SKIN. FUCKING SCUM...

WATFORD, HE LEFT THEM ALL AT THE FOOT OF THE
BED. THE HIGHLIGHTS OF THE LIST:
STAINLESS STEEL BALLS, RODS, ETC
(APPROX. TWO POUNDS ).
PRE-WAR MASONRY NAILS (3)

oo 1o Joba, who leans in. not quite believing this one

ABORTED FOETUS (1), PRESERVED.

WATFORD: REASONABLE SUPPOSITION WAITING FOR
CONFIRMATION FROM THE HOSPITAL 1S
THAT SAID FOETUS IS THE ABORTED CHILD
OF BRACKNELL, 1.

s away the wop photo — and John stops moving entirely.

THEN HE THOUGHT FUCK IT, AND WENT
FOR HER FACE.

‘ERE

=nd white photo of Issbel Bracknell's head in death. Becaose it's about lime
we could afford to let the audience's overheated imagination
it's time 1o swing for the bastards,

tful brunette, not yet thinty. Dark eyes, pretty lips, snowy while skin. Now,
agged bole. Her mouth, ajar, has been widened by inches at either side
cheeks have been all but slashed off. One side of her face is :.-u‘mdly cut up that you

mgue th it. One of her eyes has been slit across, and the thick soft white
¢ e shit a little, all else in the eye is durk. Dead as hell. Dead ugly
dead with inhuman hate. Dead Issbel. Horrifying. If it doesn’t muke you feel sick 5:1}'
you're drawing it. then it ain't ugly enough. 1t's got to hit hard, gotto make you want to puke
and weep. i

(ne dialogue)

Above: Ellis’s graphic deseription of muurder victim Isabel Bracknell, from Hellblazer #1534, Gourtesy of
Warren Ellis N

(Salisbury 70)

Below is Garth Ennis’s hand written sparse page format. With artists he works with for awhile, he doesn’t even
bother typing them, and just writes what is supposed to be seen and said, trusting the artist to do anything else.

21
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Above: An extract from Garth Ennis’s handunitten first draft script for Preacher #50. Courtesy of
Garth Ennis.
(Salisbury 82)

Here is a page complimenting a screenplay format page from Jeph Loeb, It just briefly constructing page
format, and some rough angles.
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Above: Loe’s rough of the same page for artist Tim Sale. Courtesy of Jeph Loeb.

(Salisbury 157)

Neil Gaiman’s poorly drawn conceptual page approximates what is to be seen.
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Above: Detail from page eight of Neil Gaiman's mini-version of Sandman #1 7, Courtesy of Neil

Catman.

(Salisbury 106)
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Grant Morrison’s fully sketched out page. Grant actually started as an artist, so he is able to work a little better
with visually constructing a page as well as with a script.
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(Salisbury 215)

Comparing the writer’s script to the completed page shows you just how complex the construction of a comic
can be. For example, we have here the very first page of Alan Moore’s masterpiece “The Watchmen.” Moore is
notorious in the business for being very concise with what he wants on page, and writing down every minute detail,
because he claims they otherwise won’t be there (Comic Book Superheroes Unmasked).
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ALAN MOORE
WATCHMEN ISSUE 1.
“AT MIDNIGHT, ALL THE AGENTS." (28 PAGES)
PAGEL
PANEL) 1.
ALRIGHT. I'M PYSCHED UF, I'VE GOT BLOOD UP TO MY ELEOWS, VEINS IN MY TEETH AND MY
'HELMET AND KNEEPADSSECURELY FASTENED, LET'S GET OUT TEERE AND MAKETROUBLE! THIS

FROM A MINUTE AND MICROSCOPIC DETAILED VIEW OF THE GUTTERS OF NEW YORK UP TO APAN-
ORAMIC SHOT LOOKING DOWN UPON THE ROOFTOPS OF THIS FAMILIAR AND YET CURIOUSLY
ALTERED CITYECAPE. IN THIS FIRST PANELWE ARE LOOKING STRAIGHT DOWN AT A DRATN OPEN-
ING IN A FERFECTLY ORDINARY GUTTER @0 THERIGHT OF THE PICTURE

071 L0 N AI ] CAERCASS N ALLeyY
. —— St O " T=IS MORNING, TIRE TReOD
mﬁwﬁm,mm mrmmmmsmﬁ 8 E'LJ' T ETDMCH THJ"E" 'f

STANDARD EVERDAY OLOSE UE OF A DRAIN, AND THE FIRST OF THESE 18 THE UNUSIAL AMOUNT =i GFECHD' OF &,

LIQUID FINGERS OF BLOOD, mm.m-rgxsmn.unmm DRIBBLE DOWN THE WALL OF THE k I HAave seen (TS
CUREOVERTOTHE RIGHT GARISH STREARS OF ERILLIANT RED AGATHST THE MUTED CONCRETE- Eace -
GRAY OF THE STONE TEAT THEY TRICKLE DOWN ACROSS. THEGUTTER 18 SIMILARLY FOLL OF T

BION. A SMALLEGPLASH OF CRIMBON STATNS THE FRONTOFTHEBADGE. A SINGLE TINY SPATTER
'ACROS8 ONE BLACK CARTOON EYE OF TEE FACE ON THE BADGE. THAT'S BASICALLY THE WHOLE
OPENING IMAGE, UNLESS YOU WANTTOSTICE A CANDY WRAFFER THAT'S ABOUT TO FLOAT DOWN

FROM OTHER NARRATIVE WITHOUT IMPOSING ANY VISUAL GIMMICKS NEEDLESSLY. OKAY .
THAT'S8 THE PRE- AMBLE OUT OF THE WAY. S0 GIVE IT ALL YOU'VE GOT AND LETS SEE SOME GOOD
nmm’rmn

GAPW

(Moore, Alan 1, supplemental)

This is the first page of the script for The Watchmen, and this page alone is directed entirely towards the
construction of the first panel of the comic. The highlighted yellow are directional cues, red is what is visually
apparent, and blue is dialog. Nearly most of Moore’s description is unhighlighted, because he is not just setting up
what is on that particular panel, but invisibly constructing an entire universe, right down to the candy that they might
eat.

Page two of the script is directions for panels 2 and 3. While they are much shorter, much of what Moore’s
imagination is creating is becoming invisible to the reader. In this case, a picture is literally worth a thousand words.
In general, Moore will write about 80 pages of script for a 24 page single issue, for The Watchmen that is about a
960 page script for a book roughly 300 pages long (Salisbury 103).
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(PANEL) 2.

RIGHT.. NOW WE START TO PULL SLOWLY UPWARDS IN A DEAD STRAIGHT LINE FROM THE CLOSE
UP OF THE DRAIN, 50 THAT WE CAN SEE PROGRESSIVELY MORE OF THE SURROUNDING LANDSCAPE.
WECANSEETHESTRIPOFGUTTER RUNNING DOWN THE LEFT HANDSIDE OF THE PANELFROM TOP
TOBOTTOM, ANDWECAN OBVIOT JOULDI
WECANSEETHE WHOLEOP THE DRATN NOW, AND WE CAN STILLSEETHE BRIGET YELLOW OF THE
SMILEY 'BADGE THERE IN THE GUTTER, LODGED NEXT TO THE DRAIN, EVEN THOUGH IT I8
(OBVIOUSLY QUITE SMALL IN THIS PANEL. OVERTOTHE RIGHT OF THE PICTURE, RUNNING FROM
‘TOF TO BOTTOM AS WE LOOK DOWHN UFON IT, 'WE CAN SEE A COUPLE OF FEET OF THE SIDEWALK
ADJOINING THE GUTTER: OVER TO THE EXTREME RIGHT, WE CAN MAYBE SEE THE TOECAFS OF A
PATROFGOLOSHES ENTERING THE PICTURE AND ALSO MAYERETHE!

BEING HELD IN A PATR OF SKINNY MALF ADOLESCENT HANDS THAT ARE ALSO INTO
THEPICTURE ON THERIGHT! ALL OF THESE BELONG TO A SEVENTEEN- YEAR-OLD SHOPBOY WHO
HAB THE UNENVIABLE TASK OF HOSING THE BLOOD OFF THE SIDEWALK AFTER THE HOMICIDE
‘THAT HAS HAFFENED IN THIS LOCATION ON THE NIGHT BEFORE OUR STORY OPENS. WE HARDLY
NEED TO SEE HIM AT ALL, AND IF YOUJUST WANT TO HAVE THE SPRAYOFTHE HOSDENTERING
‘THE PANEL FROM OFF-PI1C ON THE RIGHT THEN THAT'S FINE BY ME. WE CAN SEE A FEW BLABS OF
THE SIDEWALK HERE, AND WE CAN SEE THAT THEY HAVE AWIDEBANDOF BLOOD BEING DRIVEN
ACROBS TOWARDS THE GUTTER BY THE JETOF THEHOSE: WE CAN'T S8EE ALL OF THIS PATCH OF
BLOOD HERE, BUT IT'S WIDEAT IT'S WIDEST POINT AND WE
CAN AT LEAST SEE THE TOF EDGE OF THE BLOOD HERE WHICH LIMITS THE VISUAL HORROR A LIT-
TLE FROM THE APPARENT PROSPECT OF STREETS LITERALLY FILLED WITH BLOOD SEEMWGLY

NOZZLE OF A HOSE, PERFAPS

mmsnpa?mvmnm.smmuﬂmm
A PATR OF THAT.
THE PICTURE, mm: TO

E PANEL UP AT THE TOP OF
OF'BLOOD ON THE SIDEWALK

WITH BLITHE UNCONCERN. AB WITH THE FIRST FICTURE ON THIS PAGE, IT DOESN'T MATTER [F
THE IMAGE 18 FUZZLING AT FIRST GLANCE BECAUSE THE NEXT IMAGE IN THE SEQUENCE
RESOLVES ALL THE PROELEMS AND PUTS THE IMAGE BEFORE INTO A BROADER PERSFPECTIVE AS
WE CONTINUE UP AND UP INTO THR HEIGHTS OF THE CITY.

BLOOD-FILLED GUTTER OVER ON THE LEFT AS WE CONTINUE TO EXPAND OUR VIEW OF THE SUR-
BOUNDING SCENERY, OVEMEPRSRIIPR HOW EAVE 4 PATELY 00T SR TO0KTHS TOWN
ONTO THE SIDEWALK ANDWEQANIOW
HINTED AT LAST PANEL. OVER B mmm
THE PANEL AS WE LOOK DOWN UPON HIM WE/GAN SEETHE ADOLESCENT SHOPEOY STANDING
THERE WITH GOLOSHES AND SOMETHING THAT LOCKS LIKE A LONG BUTCHER'S

THE

MOE'CAPS' THE BODY nrmmmmmmmlbrmnmum HIM
TOWARDS SOME UNKNOWN SOURCE. URS TOP OF THE PANEL

(OBVIOUSLY CUTS HIMBELFAND, DEPENDING ON WHAT DETAILS WE CAN SEE, A NUMBER OFUGLY
FRECKLES -UGLY FACE.

ACROSS HIS BROAD AND PUGH 'HERE, HE 18 LOOXING DOWN AT THE BLOOD
mmmmummmmmmmmam&ormu
PREHENSION ANT) BEWILDERMENT, TTE ANGLE OF TEIS PIC-
mwxmmmmmw "HE
CRUDELY HAND-F. TED: TSEIGH" THE.

ATTHEDERELICT FIGURE OF THIS| SHA.EBY H.ELIGIOUE FANATIC AND 18 SHOUTING ATHIM ASHE
POINTS WITH HIS FREE HAND TOWARDS THE BLOOD THAT
L1 DoyTwmumncmmeczmmmmamﬂ 1 JUST
. AND 1 'LITTLE

STORY AT ALL. mmuymwummmeﬂmmmmnwAmmxwumnum
HERE, LIKE ONE OF THE FUNNY LITTLE WALK-ON CHARACTERS THAT YOU GET PASSING
THROUGH THE BACKGROUNDS IN BILL FORSYTH FILMB LIKE GREGORY '8 GIRLOR THAT SINEING
FEELING'. HE ISN'T MADE TO SEEM IMPORTANT EEYOND THAT FOINT.

CAP.: “Ths acoumulated filth of all thair sax and murder will foam up sbout their waists and all the
"Bave usl"

CAP. ". and Tl look dewn, and whisper “No.

(Moore, Alan 1, supplemental)
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We can see here a script of Warren Ellis’s first issue of Hellblazer. This page is interesting for its use of words
and images to create the story. The top half of the page is mostly just two individuals talking, taking the role of the
word. The script descriptions just tell about what will be seen, people standing, folders of papers, and dialogue -
mostly describing the murder. Ellis’s description for the bottom half of the page invokes the artists talents to
complete his image in a visual sense. He gives a description for the artist to illustrate the dead head of a murder
victim, “If it don’t make you sick while drawing it, then it ain’t ugly enough” (Salisbury 68). When we see the
combined finished page, we get a classic example of words and images complimenting each other. It is one thing to
just read about a murder or just see photos, but their combined use creates a more sickening scene.
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Pic 1;

Wasford dips to the bag again, pulling out another two photos, still reading from his sheet as

be does so.

WATFORD; FIRST, HE CUT OUT BRACKNELL’S
IMPLANTS. HIP AND TRENDY THING TO DO
THESE DAYS; STICK SHIT UNDER YOUR
SKIN. FUCKING SCUM...

WATFORD; HE LEFT THEM ALL AT THE FOOT OF THE
BED. THE HIGHLIGHTS OF THE LIST:
STAINLESS STEEL BALLS, RODS, ETC
(APPROX. TWO POUNDS ).
PRE-WAR MASONRY NAILS (3).

Pic2;

He shows the w0p photo 1o John, who leans in, not quite believing this one.

WATFORD: ABORTED FOETUS (1), PRESERVED.

WATFORD: REASONABLE SUPPOSITION WAITING FOR

CONFIRMATION FROM THE HOSPITAL IS
THAT SAID FOETUS IS THE ABORTED CHILD
OF BRACKNELL, 1.

Pic 3

Wasford strips away the top photo — and John stops moving entirely.

WATFORD: THEN HE THOUGHT FUCK IT, AND WENT
FOR HER FACE.

WATFORD: ‘ERE.

Pic 4;

Rest of the page.

This is the black and white photo of Isabel Bracknell’s head in death. Because it’s about time
we showed something nasty — we could afford to let the audience’s overheated imagination
do the work up until now, but it’s time to swing for the bastards.

She was a beantiful brunette, not et thirty. Dark eyes, pretty lips, snowy white skin. Now,
her left temple is 2 jagged hole. Her mouth, ajar, has been widened by inches at either side.
Her cheeks have been all but slashed off. One side of her face is so badly cut up that you
can sce her tongue through it. One of her eyes has been slit across, and the thick soft white
has pushed out through the slit a little, all else in the eye is dark. Dead as hell. Dead ugly,
dead with inhuman hate. Dead Isabel. Horrifying. If it doesn’t make you feel sick while
you're drawing it, then it ain’t ugly enough. It’s got to hit hard, got to make Yyou want to puke
and weep.

(no dialogue)

Above: Eiiis graphic deseription of murder victim Isabel Bracknell, from Hellblazer #134. Courtesy of
Warren Ellis.

(Salisbury 70)
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(Ellis 20)

; FIRST, HE CUT oUT
BRACKNELL'S INPLANTS. HIP
AND TRENDY THING TO PO THESE
PAYS: STICK SHIT UNDER YOUR
SKIN. FUCKING SCUM...

HE LEFT THEM ALL AT
THE FOOT OF _ HE BED. THE HIGH-

LIGHTS OF THE LIST: STAINLESS STEEL
| A

BALLS, RODS, ETC. (APFROX. TWO
POUNDS ). PRE-WAR MASONRY
NAILS (THREE).

FOETUS (ONE),
A\ PRESERVED.
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Using another piece of Ellis’s work, Desolation Jones, we can see how an artist can develop a sparse comic
script into something much more eloquent. Ellis wrote the first few issues of his story “blind” — not knowing who
the artist would be. JH Williams took a simple description and brought it to a vibrant life.

Pic 1: Surreal moment: Jones looks out the passenger-side window and there’s a thick RED LINE taking the place of the
road, running alongside them — a massively magnified version of the kind of line that describes roads on maps.

Pic 3: AERIAL SHOT: The car is small in this shot, and it’s driving down a red line that describes a road, and now the rest
of the map, of greater LA, is visible all around it.

(http://www.warrenellis.com/?p=974)

The final outcome is something completely unexpected, and visually just as interesting and important to the
complete narrative as is what is being said on page.

VOU EVER WATCH
PCRIBSY ON MTVE ALL THOSE
POF STARS' HOUSESE THEY'RE
ALL BEIGE AND WHITE. THEY'RE
THE COLOR OF AIRFORTS.

DECORATED LIKE
HOTEL ROOMS AND
WAITING LOUNGES.
YOUNEVER
WONDER WHYT

TRANSIENT.

SUPERMODERN

SFACES. PLACES TO
- GO THROUGH,

LOOK AT THIS
BLOODY CITY.

TWO HUNDRED
THOUSAND FUCKING
MILES OF ROAD, NOT
EVEN A CITY. A DOZEN
TOWNS STITCHED
TOGETHER BY
MOTORWAYS.

%

LASA

WHATEVER, T
SUPERMODERN
{ HOUSING THAT GOES  Z0iCr m PLACE

UP TODAY AND GETS :
KNOCKEDDOWN gl "2H oM
TOMORROW, :

(Ellis, Warren, and J. H. Williams 5)
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CONCLUSION

The comic is a narrative form representing the fusion of the visual art of illustration and coloring and the
invisible art of writing. Neither on their own gives the same effect on the reader, nor is one more important than the
other. Not just a story, but an entire universe is presented within the pages of their graphic narrative, creating a full
immersion for the audience through its complex construction. Their unique narrative structure can lead to the art, the
words, or both driving a complex plot, evoking a specific emation, or simply telling a story. Comics are not just an
art form, but a complex art form, one that can be analyzed on multiple levels, or simply just enjoyed for what they
are.
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