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Elizabeth Surbeck/Comics for Children?
Works Cited
Amold. Andsew D. "From Ming to Kim." Z#ne. Timc, 23 Scpt. 2005. Wcb. [3 Dec. 2011.
<hup:/fwww.time.com/time/ans/articie/0,8599,1 108801,00. higil+ixzz [ ZCB3aWdME> .
This review of Guy Delisle’s wotk netes, as a secondary source, the use of light in
Propgrang. [t was briefly useful in explaining how tone can be communicated trough

very simple aesthetic com@onecnts.

B, Bavid. L'ascersion Du Haut Mal. Paris: 1'Assoctation, 201 1. Print. This French graphic novel
was a prunary sowrce that was used, amungst other things, to demobsirale how characlers
might hold hesoic positions in a story because of their child-like status, Laer, [ poinsed
out cestain artistic sechniques that David B utiliaed lilse abstract lines so demonstrase
wental activity. His inlluence as @ @ephic novel Crealor was sgnificanl @ explain

Mujane 8ulrapi’s own artistic $tyle in her graphic novels.

Bellcfroid, Thictry. "Inkrvicw d¢ David B. : L'Asecnsion du Haul Mal." BD Puradisio. N.p.,
20800. Web. 13 Dec. 2011, <htlp/'www bdparadisio.cora/intervw/davidbrintdavid htr>
Bellefroid’s inserview with Bavid B was a useful secondary source to cxplain Bavid B's
process of temembering or not being uble & resmember s childhond wath his fasnily.
Whart he couldn’t use his socmoty, he used hisimaginution and thut i1s what be skukes

plainly to Bellefroid.

Bender, Hy. The Sandman Comparion. New York: Vertigo/BC Comics, 1999, Print. This
companion %o the Sandmand series, as a secandary sourcc, was bugcly uscful to

understand Gaiman’s workshop-like process of catiag comic boeks and his possiblc
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influcnces uscd te crcate The Sandmar Series. I usod this sewrce (o comment on

oernponends that msde up the characters of Deeamn and Deliriun.

Delisle, Guy. £ynngyang. Pans: L'Association, 2002. Print. This French Canadian graphic novel
was a primary sourcc thal I uscd spocifica ly fer dcmenstrating hot grephic novcls and
can convey tenc visudily and dlse hew thc lack of color can be used to highlighl curlain

perspetives, conveying tone thag way as well,

Eisoer, Wilk. Graphic Storytelling and Visual Narrative. Tamarac, Fl.: Poerhouse Press, 1996.
Print. This was an insrwuental secondary wxt that did a lot te influence the paper’s
thes’ 131t was wrniteen as a theoretical picce en the nature of gxaphic steryteliing and the
clameals involved in that process. Eisner gives importaot evidence in the inwoduction
that gambic nurati ves appeal 1o our mose basic types of reseption hesaise we natwaily

develep te respend %0 visual communicatien first.

Gajman, Neil, writer. 8rigf Lives. Ink by Vince Lecke and Bick Giordano. Coloting bv Baniel
Vezao. Lethered by Todd Kleia, Covers and design by Bave McKcwn. Fercwerd by Neil
Gaimu. Aflerwourd by Peter Straub. Wew York: Verlige-DC Comics, 1994, Print. Yol. 7
of I'he Sandmaom Serics. This Batish graphic nevel was uscd as a grimary source for
muking ucsthetic peint abeul ?he Sandman Series because the wext was broken up inte
multiple stozies thad lucuses vu key main charucters in the series. With every shert story,
1he mest significant aesthetic.motifs fer cersein characters were demanstratcd more

clearly.

Gaiman. Ncil, writer. The Kindly Ones. Art by Mak Hempel, Coloring by Daniel Vezze.

Sepu-ated by Android Imuges. Lettered by Todd Klein and Kevin Nowlan. Covers and
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dcsign by Dave McKean. Introd. by Frank McConacll. Now York: Valtigo-DC Comics,
1996. 1'rint. Vot 9 of # e Sandman Series. This British graghic nevel was used as a
pnoawsy source that demensitaicd chasucter 8cvelupaent [or Dulitium snd Bream, This

was 0 clexr point in the series where Delirium demensuates the Yull ¢hild-like state ol Her

perspective on even very serious situations.

Gaimun. Neil, wiitee, The Wuke. Are by Michael Zulli, Jon J. Muth, and Charles Vess. Lettered
by Todd Klein. Coloring by Daniel Vezzo& Jon J. Muth. Separated by Digital
Chameleon. Covers and dcsign by Bave McKean. Title page by Michael Zulll. New
York: Veatigo-DC Cemics, 1997. Print. Vol. 10 ol The Sundman Series. Like The Kindly
Ones, this Briish graphic novel was used as u pamacy sourse to lurther expleie the
characeer develepment of Delitiura and Dream as the swry Gnishes it climax and teaches

a conclusion,

Hon. Christine. “Flasbiorward Demociacy: Amencan Exceplioashism Aud The Alemic Bemb 1n
“Bacefest Gen..” Comparative Literature Studies 46.1 (2009):125-155. Academic. Search
Cemptete. Web. Mar, 2012, This secondary source was 1sed for its academic ana ¥sis of
Barefoot Gen'in rclagonship to the policitcal cvents that surroundced its creatwn. [ used a

passage fraom this work for cxplainay how works likc Barcfeor Gen act asa “wi tness,”

which Lelps the 1eader’s “inner child” grasp better anto the story’s message.

" Jewish Mice, Bubblegum Cards, Comics Art, and Raw Passtbiliies.” Comics Journal 65 Aug.
{1921): 99. Web. 13 Bcc. 201 1. This interview occurred about the time of Maws’s
publishing. As a secondary source, it helped me cite where Art Speigelman’s artisuc

influences came frem, backing up the way he conveys tone in his works.
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Jochun-Mag hsoudnia, Charbanow "Mananc Satrapi. Pcreepolis ." Drait et Cultures. N.p., 18
May 2009, Web. 13 Dec. 20t 1. <hnp//droitcaltures ievues org/74 1> 'L his interview with
Marjane Satrapi was uscd as a sceondary sowscc to give Gurther evidenve of how comics
artiste vicw their own work as a hybrid medium. Here, Sutiapi gives a solid quole thal

uses (he word, hybrid, i@ describe her work.

"L'intervicw!: Marjanc Satrapi.” BD Séfection. N.p., 4 Jan. 2002. Wcb. 13 Dcc. 2011,
“hiip/www s leclion.com/'php/7rab=page_dos&id_dossier=51>_ 'This interview with
Marjane Satrapi helped backup aesthetic observations abeut Satapi’s woik, citing her

influen:es. both artis:ic snd cultural that she uscd to crcate Persepolis.

Masumoton. Taiye. Tekkorkankreer. Complicd by Andsew McKeeon. Editcd by Elizabeth
Kswasalo and Jason Thempsea. Trunslated by Lilliim @lsca. Designed by Amy Marlin.
VIZ Medig. LLC. 2007. Print. Tlus Tapenese graphic nevel was used specificaily for
discussing the animal stereotypes that can be used i n graphic nevels te efficiently cenvey
information about characters. This work was s pecifically chosen for its mumber of clear

cxampics snd how amimal slerwotypes can be uswd in a diflerent number of ways.

McCloud. Scett. Understanding Comics: The Jrvisible Art. New York: Harper Collins, 1994,
Priat. T'his secondary souwrcc, like Eisncr's thooretica: piecc mentioncd previously, was an
impariaut secotuiary source for the thezis aid it, too, isa work focuing on the thesretical
aspccts of graphic nrulives, Usiag the word, “child-like,” was pamnoly inspired by (e

guotcs taken from his work snd plaved in the paper.

Nukazawa, Keiji. Barcjeer Gen: 1 Cartoon Stary of Hirorhime. Translased by 'roject Gen.

Introd.by Art Spiegelmaen. San Feancisco: Prolong Peess 1.td., 2004. Print. Vol. |
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Barefoot Gen. This Japuncse graphic novel by Keiji Nukazawa was used as a primary text
to give exomples of how graphic novels can visaally convey tone and perspective. This
text was also relwecoced in the begirmung of the pager to demonskste the blunt Style of

clelivery that graphic nevels use.

Park, Ed. "Shadowland: An animaled account of Jue upder the Kiro regime." The Vitlage Veice.
Viltage Voice L1.C, 16 Aug. 2005. Wed. 13 Dec. 2011.
<httpr/Awww.villagevoice.com2005-88-16/books/shadowland/>. This review of
Delisle's Pyorang was simila: to anotber review ol Pyvngrang (sce Amold) as anol her

refercnce to visual lechmigues W convey tone in graphic nevels.

Sarrapi, Maganc. Persepulis. Milua: Cibouleue, 2009. Punt. This i*reach graphic novel was
used as u purnary text to explore aspects of the paper. Lhese included hew cbaracters can
posses a child-tike perspective to be beroic figurcs, how comics artists draw from vanous
influcnces to crcate the clearest message (bey can stiempd, lbe advantages of a black and

while palette, and how abstract lines can be used to sign fy menwl activities.

Spiegelman, Art. 2he Complete Muus: 4 Survivor’s Tale. New Yerk: Pantheon Beoks- Random,
1997. Print. 'Chis Americaa graphic nevel was used as a primaty soucce for many points
1n e thesis. Spiegelmian demonsirates a variew of influences as an ariist to convey his
story, his usc of animal stercatypes, wnd the wmigue visual udvioilages a graphic novel has
in telling a story, especially ina non-linear fashion, %0 convey the vulnerability and child-

like aspects of charactess.



Narrstive on 1be Project

Comic for Children s a graphic nevel analysis that acted as @y undoraudusle thesis for my
B.A.in English It evolved geeatly over the span ol atout a vear and demanded the assiswnce of
multiple departmends in Booth Library. With Dr. Stephen Swords. my thesis adviser’s guidance,
| set out to analyac @uphi novels ceess-culturally with the idea that onc binding cheructstistic
that they bad was a connection to childhood. Naturally, this requaced sccking out giaphic novels
iz multiple languages. Purchasing these books for muny ceastms was less desirable than using the
skills of the libtary’s s:aff to find and borrew copies of the hooks from other universitcs.
Resides the obvious nei:d of the Circulation and Reference departmens, the mos: valikible
departoumd and the mest valuable goup of pcople to my profcssor and me for (tus project was
the ILL stafY. Due to the complex nature of the paper and its cruss<disciplinary and cress. culrural
Lhenes, more iime was speat in Boolh than Cefcman te thoroughly cover what I neceded to
reseaick_

To cxplain further the nature of vy gager, I will @vea complete list of the worlss | included
and what my project uttimately pointed out for griphic nuvels «nd readers’ child-like reception
of them_ What the paper rcaiized was that the thildhoed sennection amongs: graphic novcls
applies to both content and delivery method v the various examples of she global canpon. The
paper included Maus by Art Spregefman, a selection fiom The Sandmman Serics by Neal Gaimim,
Persepntis lry Marjane Sawapi. ¢ ‘Ascension du Hawt Mal by David B, Burefoos Cien by Kenji
Nakasawa, and Teldkonkinkree! by Iaivo Masumeto. It became a priority so look al grgphic
novcls as cxclusively a hybrid form of expression. newtber just litezature aor just art. First loeking
at content, I undcisteed that jt could be said that content can naturaily b child-iike. Wilhin the

realm of what is cssentiglly childrea’s art, cemics artists find themselves in a medium where they



can comforlably display Lbe child parl ot themselves to the child in their readers. This can tx:
seen in character roles, tone, and perspective. Works thal depend on chasseters acting child roles
nclude Persepolis und Maus, Werks that use a child-tike perspective include Barcfone Gen.
Allowing a ghmpse into hew these works reveals how deeply child-like graphic narmstives are. In
tooking atdelivery of centeat, I alsoconclided thatnot cverything mukes lileriry elements in
graphic narratives visuadly child-like snd chacuclers do ot have to be child-like. ‘Iley only have
to be undcrstood, which is whatarl for childeen does for all graphic narratives. The evidence to
show (he child-fike qualities of characters draws from basic exaphic narrative cleownty. Elemenlts
that include line. drawing sty!c, snd color arc cumpvnants that help rovke up the visual patiems
humans devclop in their minds as Will Cisner explaing in Steryrelfing and Vicvo! Narrotive
(1996). The creators of grsphic narratives berrow lrora (beir surrounding world % use asethetic
vomponerls that attract children of any age. Specific examples such as how characters appear
child-1ike only give a sample of the messages basic (raphic naarative cdcmuents cun convey.

I have learmed from this project and trem working.on this project using the ptethora ef
tesowrces at Booth hat | have s0 muech mare 1o leam and | feel happy abeutit | am more or less
sulistied with the paper because 1 have come a long way in my research abilitics and writing
skills. [ alse know though that this will remain an ongoing project for rac as| move on %o
gruduate schoel and contigue my work in the Inunaaities and library science at the University of
Tinois. ) feet Gt | will graduate having had a very special epportunity that made my time as an

undcrgrad productive and thal mude ray diploma abl the more valuable to yoe.
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[or. Stephen Syvords
LNG 4644
December 13, 2011
Comics fur Children?

Gruphi c nasratives around the world have found (hmonsel ves today Ieing read by certain
types of readers. Laeraturc scholars fucus on elements such as character and plot structure,
eccupying their nueds with what makes literature great and what some graphic narratives shure
with that great | werature. With a similar atttude, arl histeriuns focos on style. compesitien. and
other artistic clcments in graphic narratives that cennect them to the ast history timeline that goes
back te cuve painlings. Another type of audience exists, sne that docs aot consider what @aphic
vartatives are and wheiher they belong te an cxisting forrmanl arca of study . ‘This ty pe of audience
is the readcr who natwtly reads uay giapbic natrative like a child. Apprepriately, praphic
narratives have been intentionally desi gned fer the child-like reader. It makcs sensc thea that this
wrt of audience can accuratcly extract the exsenex of this lerm of expression. Both comics
readers and comics artists unders:and that graphic narratives do nol cxclusively blong le eithet
ait or Literslure and \hak they are meant te he fecused on the child and alf the forms in swhich the

child appears.

Marjane Satrapi setes that the hybsrid natime of graphic novcels matches ne ether tnedy an
she has encountered, which helped te encouragre herto prescat hor life’s siony as the bandc

desinnée ur Freocb geaphic novel, Persepelis: “In graphic ranatives, as o pposed to buok
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Mlusirations, the art 15 3 punt of the text. ‘[he art docsa’( sccempany a text that 1s aboady there,
text and w1 work together. To my krowledge. it is tbe ealy medium thet works Like
thut”"(Jochum-Maghsoudima). As Satrapi poinls out, waphic narratives cannol be agatly
categorizod wilh just any other seemingly simitar medium. They are an ensembhle of wext and
image. Approaching graphic narrutives asg exclusively art or hiteruture leads to incomplete
conciusions abeut them. We lose sight that ey ux cmmgeeer® that we idcoufy as lcanwre at

are delivered to ceaders Bmrough visual ant.

In his beeic. Understund|ng Comics. comics arttst and comics theon, Scott McCloud
also sccs graphic narratives as 8 medin hy brid, otserving that they etlectively communicate
almost any subject, butin a way thut even children understand the content. |lis considcratism ef
gruphic narratives is the bas of how all readers and scholars need (0 look at tham. He says.
“When you eusce the woild of the @M06- you gee Yowsdf. | believe this i's the prinary cause
of our ciddboed fascinz®on with canoons _..” (36) (see Figure I). Oue abilities (0 camoex o the
cavivon fonn stans in childhood wnd never goes away- cvee if we move on 10 vadibonal

literature or fine art.

For the sake of this papet. “inncr-child” is a simplified Way (0 express readers’ more
profound systams of couocpion that begin devcloping wikm ey are young. The fect tal thas
ability oever leaves may be soeo us the childin us all. In his thowetjcud book Crapkic
Nrovyrcifing and Visuol Narvarive, Will Eisacr pownis out it humaas busild up whole sysiems for
occessing mlopmation. Fundamcntul to those developing systems are vigual pattems and their
connecton lo messages. A frown muuns wuireoneis upeet. Red can meun passion or anger. This
information is unpurtant w graphic storyiclling says Lisner, because readars will nansfer that

ty pe of receptavu L0 readiag graphic narratives (48). Because we Oovelop vur visua) RTEpPEon for
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meaning from whea wa: are Young, we have the abaily to ukosivmd a kit when it is visually

prewented.

Art Spiegelman backy up Lhat readers respond naturally to graphic nacratives. Tn his
torward of Kcnji Nukasawa's American printing of Barefvof Gen, Spiegelman wiitcs, “We think
in cartoon... The diawing’s greabest virtuc is its steaigbiferward, biumt sinccrity, its vonvicten and
huecsty allow vou 10 belicve in the unbelievable and impo=zsibic thiogs th Jid iodes) happen in
I liroshinwa.” Sprcgchmn uses Nakasaws s story 10 53y that gaphic myralives poserss qualins of
honesty and camdur beeause they use visua) starytelling. Gecaase they well stoacs, eraptoe
nwMilives pussess compenaits thit litcrury crilics woutd recognie in listrature, Those
ocumpunentz ase visually presented, however. As Eisner-and McCloud mueintuin, that hvbrid

natwe is wiry our wner child 8gein is atvacted to graphic nurmtives.

Holdarp 10 e 2Zument thal Gaphic aamatives use 0| thal appeals 10 childrea no mauer
sheir 4ge, it can be said that coolent delivery can narurally bename child-like as well as being
child friendly. Wrthin the rcalm of what is essentially children’s art, comics artists Jind
themselvey in @ miediurn where they can comfor:ably display (he child purt of theniselves to the
child in ther ceaders. ‘Fhis can be scen in chaacier roles. one, and pergpective. Allowing a
glimpx i hew this wodss revaals bo w decply child-like wuphic narralives are.

A sniicam ibonwe io the characte roles of 3faiss 1s the anuggle for prezxvadmn. This
uapplies 10 the preservation of life, bul impostanty, 0o, the prescrvatios of a family s stosy. Mere
so than just searching for Holocaust stories, Spiegelman wants to know his {ather un 8 peesonal
level. | lis guest to connect to hiy fattwr und the past melds his father’s ttory and his own.
Spicgelvwn Joes thig, for example, when be breaks the feurth wall and rellects about the sbry 10

the reader. (see Figuve 2) Time loscs its radiienal seuse of 3equential action in the facc of
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Spiegelman’s child-tike need for a comnextion o his parent 4s he tries to malee his father’s
experiences his ewn. Spiegelmun socms 10 be drawing (he way he would if he-went tiwvough his
father’s expcricnices. Will Eisperjudges that “wie avesall Ylook* apprepriately conveycd the
impression thal the arework was created and smuggled out o f 8 concenteation camp” (156). Asa
result. events overlap and Spiegefman makes sease of ks paxccived role in the Holocuust even
though his pasen# experienced it and he did not. He trigs to hold onio their story by cresting his

graphic narative, Mers. making their story his own as the next generation.

Persepolis captures the lrun Magune Ssuagi knew aga child That is the role she wakes on
0 creale Persepolis, She rejects hee adult reflections for the simplificd look and perspective of
he childheed pecsona. Satrapi explains, “...the mos: esscntial part of my werkis my memoy as
| recall the things I did when I was six, ten. or Ghirtsen years old. 1 find that 2 lot mote interesting
thaa 8 book oTalsd out ot my though in the present day that seem s lot lik ¢ thoscofa tharty-
one-year old woman™ (Jochum-Maghsoudnia). Her Unelc Anaosh, the most influsntial character
in the young Satrapi’s lifc, tclls her in Persepofis that she canpot torget their fanily’s history. He
dcsignates her, us he rerresentative of her generatior, to continue their memory. In order to stay

(rue Lo 1hat promise, Sanrapi lecks to her former objective, child perspective to fulfil it

Similar %o his fellow French comics creatnr, Navid Beauchard prezenw himself in the cole
as the keeper of “la mytho igic famllialc™ in his autobiographicul erephic mumative, I’ Ascension
du haui mal. His perspective when he was a child is the trues: perspective he can use. [n a French
interview, he explains that the firs: vohwnes of ¢ ‘Ascenfion du hut mal wexe & coltaborative
ef] ertbetween his family and himself. Even collaberatien. however, madc Beauchard's desire te
be authenmic difficult. Memories tat the family sharcd $ogcther modified with cvery rciclling

and, as 8 result, Beauchatd depends upon the imaginary figures that he remembers from



Sutbeck S

chitdhoed te meve along the stary over the gagps. He says in a French inkeevicw. “And so [
attemptcd to picsent, at (he sarne lime, lhe shuctire ot' my tinagination and the influence of
everything that 1 experienced according o this imagination” (Bcllcfroid). Evenif he can’t tell his
story completely through reality, Becauchard tumns to hus child-I ke anagmuation 10 revaptuce
evems. Chitdhood fantasy, for Bcauchard. is more oitan truthiol than meneties of coancrete
eveots.

Neil Gaiman’s Sendiman Series gives another exaraple of haw a charactcr boids the child-
like 10le of preserver, but not through thc act of recounting cveals. Dresun canool change bis rele
as the ruler of the Brcaming because be is 9o burdened by his pust. 1le finds a solutien in Daniel,
a former morlal buby boy, whe will take over the 1Jreaming when the Sandman must finally die.
Drcam’s move seems almost necessaly in 7he i ake because, as Lucicr, his fosmcer servant
peints out, *.__one nrust changr or dic. Aad, in the cad, thase were, perbaps, limits (o how much
he could let bimsclf change (59)." Under the new Ovean withouot the suove Hlsws us the etiginl,
thc Bresaniny 1s able (o tejuvenate. Rather than hetding on te the even® of the past for

prescrvation, Daniel has to erase it %o save the Breaming.

Toze, as aneother starytelting element in graphic narratives, takes on the characteristics of
a threalened child in Guy Belisle’s Pyongang. Delisle makes Jis theughts of ks wip te North
Korea evident in his composition. He uses siae satio %o makc his siwsrounding world dark and
huge to his vuleerable smatiness. He draws bimscif as diaunutive by comparison to the imposing
govemmecnl bualdings (see Figure 3) und the segreguted treulment be teceives for being a
forcagner (sec Figure 4). Ina review lor the @aphic nasrative, the Viflege Veice neles Belisle’s
delibcrate attempts to crezte a Jorcboding atmosphrt in Nerth Kocca: “In aparliculady fine

detail. Delisle notes that the poi raat of the Kims, which hang in cvery room in the count?y.
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"have.a wider cdge above thun beluw"—thus appearing to.leom over the viewcer whilc kesping
Iree of glare. Big Brothers arc watching him™ (Park), The reviewer doesn’t have to quote
apything to know whay Delisle is teying to say. Without words. but still with language 12elisle
shows what he sees as an oppressive plac: |hat mukes :qyone who enters i borders a vulnerable
child.

Kcnji Nakasawa uses petspectivein Bercfoor Gento convey the danggr of a larger, more
adult and powerfitl world that threatens his chamcters. Using perspective ol his main character,
Gien. readers becomc witnesses, sceing pasels engulfed with fice and corpscs caused by the
destruction of the atomic bomb (see Figure 5). This act of becoming the witncss thaough
purspecti ve reflecss back on Art Spiegelman’s introduction of the English kanslation of the
manga where he desciibes comics as “ the incxorable art of the wiwess™ In one of her articles,
“Flashforwand Democracy: American Exceptiona .ism and the Atomic Bomb in Burefoof Gen,”
Chnistine f fong says (Gen’s appearance within the pancls “attests (o his presence as his&ical
witness (152)” and describes this phenomenun within readets minds. saying, ‘Never explicitly
depicted. the rcader is cMectively cmbedded as a border-crosser into Nakaaswa’s Hiroshima,
atforded 2 moment.by-moment, acomed-in vantuge not retricvable from the Limikd
photogeapbic recerd” (Hong, 148). Nukazawa’s use of geographic space and what fi fs it ceminds
us that this is a child’s waeld. Readers always Took up and oul, directed by (ren’s gaae. The
detuils of World War 1t are not explored or any other elemens that cosnplicatcd using the atomic
bomb at Hiroshima. Thechild's perspective marrows rendets’ gazes to the story’s purpose of
showing the horrors of war against the innocent.

The child-likc geespective is used again thyough Delirium as one of her roles in the

Sandman Scries. She is he voice of troth during cermin inswnces as she tries %o warn the readers
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and (e other chaadans thal Dream is in danger. Her celaboazhips wilh oher characters make
her an outsider 1o her more mature $iblings that mak e up the Endiess. Her vuisider smtus,
however, makes her pereepbon ol Deeam’s end ¢learer thas othery, t0o. 'I'o {aiman, Dream and
IXlirium play each other’s opposito. However, Delirium retains more wisdoim than Oyeam
becuuw: she dees not cur heiself of{ frum others even though her personalily scts her apat from
them. She always sccks coaa:3od and Dream refuses 1o icave his s¢ifcnalad salitede.
Welinam wrlcramnds his siastion owee than be does s 8 reswt (Naadmon Comparons, The
208). Giman males it parposefully difficult so foresee Dream’s falc untt) the end if ene loeks at
the story through Bresm’s perceptive. However, he uscs usiag Delicium to warn ethers,
including Oream, of he oncoming end. Dicam insists 1n veiune nlne that he cannot icave the
Dreaming because of his icgpounsibilities, retreating back %o his scH-igoluliag lendensies.
Delinum angues back thil Drcam's percegtive of respansivilily has always been wroag. His
acticns ailect nngs beyond de Orcamiag, implvimg (e doom he is apprecting but bhe imares
het (see Bigure 6). After the scenc, Deltrium meets Nuala who asks if Drean may be m wouble.,
Delirium begns to ¢ty oul ol helplesaness. She caanat make the personal connection she needs
to with Dream and she knews that hly refusa? 10 sccept her attempt o reach out so him doems
him (sec Figurc 7). Beinium i helpless to act, reveating her vulnasbility (o the danger she
knows is arng.

Nol ovarytfigg wakes lilerary elemeats in graphic aarrabves visuadly child-like, bowevar,
urm) characeers de not bave o be child-like. They only have (o be uaderstvod, which is what et
tor chiklren dees for all graphic narralivey. [tieevidence to shaw the child-like qualities of
chuzacters draws from basic graphic nurrative elements. 2iements that include line, drawing

style. und oelor are components that help make up the visual patems humaas develop in their
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minds as Kisier descnided earliee. The crcators of graphic rwmabves bottow from their
wrrounding world to use asethelic compomsts that attract children of any age. Spexific
exumples such as bow characiers appeur child-like enly give 3 sample of the messages basic

graphice nacwrative elements vun convey.

Drawing techaiques can vome Irom various sources throughout comics astists® Jives.
They cach hanve speafic sims in mind, often talang fiom icchoiyucs Lhar already exist bexzmer
they bayt been pruven effective alceady o convey aiesages 10 80y audience, cven an oxIrene)y

yuung one.

Spiegelman's stylc in Muus seems to change slightly threughout 1he story, sumetimes
giving the impression of wuudeuls from children’s beoks and somelimes of political carteens.
An Spreychmas says in a Coamics Jowmal intervicw hat he was lov:king at €Ezstera B'nopean
children’s books for wriraion while working on aeatesics in dfws. His cpoaeaoa,
kowever, Jod to Smegclnan fecling some waioess that he ncked making his work still appear %o
be u political cartoon, a messac he waned to avend ("Jewish Mice™"). $piegelman knows the
sensitive nature of s subject and his great concem for how it is visvally portruy wd. If a style
scems to refer more W 2 political cartoon or a child's book :luviration, it will greatly affect a
rcader’s aacton because beth are highly recognizahle and cammonly target an amdience with

lizile time to reflecl.

Marjanc Sstrapi’s slyk is consistentdy simple and idealistic as it lacks tads that one
expects of the vivlenve shie witnessed in life. Iran has no dirt and blood in her child-like
prexentation. That minimalist sty e, however, makes readers instead pyy aication to the cmolivny

and inner terror of ber Lifc. David 3euuchard was Sawrapi‘s major artistic influcnce to use this
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style. Even though thar respadti ve graphic nargtves socm ahned the same in style in many
whys, Setrapi insisws that their storytelling tectwiguss differ greatly, Salrapi explains in a French
intetvicw afier the pub. ication of Persepwiis. “Before owxting 1Javid, | had my own siyle.
However, E huve so 1l you that the first gruphic novel that really made me wxat to piake oue
wn [, ‘dscension du Aaue mal: | lold myself that if | was going o write a graphic novel, frankly,
it wes oing % be a graphyc nuvel that loolsed lilse this™ (L imterview!). By this toe in
(cauchad’s cascey. his wark was already susxccessful and his art was considared haghly aoviag
a3 8 sty telling style. Samragi took on u style 1hat was both sucocasfu) aid acocysible. making it

her owmL

‘'he presence or absence ol colar will stiongly inf Jucocc a resder's inner-child’s
inlcTpTetation beeause color and ik meaming are everywhere in everyday Life. Colars associale
wilh corotivaxs and states of being. White cluds Wt ace “tapgmy™ hecause thcy mcwn wood
westher are not the sarme us durk clouds that are “angry”™ e bty mean bad wearher. A red
face {$ impassianod camprared 10 8 pale face thet is scarcd. [n a chapter on colar of
Understanding Comics, McCloud cxpluing thut black and white, in contrast, makes urt more
“direc,” Forms, mther than cmotivns, become the focus (192). A bluck and white palene creates
the 005t exwene conasts for roaders 10 Jdiflerentiate the faaas they sec, It is saoplistic and
straightforwasd for Sonss that cannot afford embellichaens The addition of color bsiags m

furthes lavers 10 a 0Ty 's mexoye and Bives chaad@Prs and xUmgs awre dininct gramlzirs

Though a black and wbite pulette is the simplest kind of palette, it is that simplicity that
maukes Satrzpi‘s werk more childien {riendly in undesstanding her key motifs. 1/sing black and
white breaks them down into plainly shown fonms. She explains, “An impuriaal reasen for why |

chosc black and white: beczuse my sWncs ure often very complex, and if the art is also complex,
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that could be too much. 1try to achieve a hairmony, as I'put it” (Juchum-Maghbsoudnia). '1'oo
rauch lan g1age in Lhe forrn of color can lese the reader in Sattapr’s complex swry. Rather than
going into de1al about tive degree in which lram:m women wre hidden under the vesl, Satsapy’
draws floating black pissscs with simple faces. The emphasis of forms makes the raen’s
obligasery beards diffic-ull (e miss and other forms that symbolizc Irun growiny censerative
culture. Because we are ferced to focus up (be lurmmg, we take i these svmbols morc so thanifl
they wiere combined with color. While color would give Satrmpi a new leve) to add to hex stery

diat is not thc po 1 she tnes te make.

Delisle’s goa. fer using black and white is simitar to Sateapi’s goal. in thu! both want to
highight thc vnparant motifs in their cornplex works. Dellisle conveys to readers the dynamics
bec cacountereat in North Korea. by highlighting what was mude obviously to him by the North
Koreans and wat he had to realize lor bouself. What is darkened is tnzagmuficant or hidden
away. What is highlighted is considered important and worthy of showuig by (be culture. Delisle
twasis those pe:ceptions by visnally showing howonly the counwy’s governent is spot.ighted,
leaving himself and the peoplc of North Korea in the dark . This act of lightening and dakeaing
isn't nccessarily all Delisle’s imaginati’'on. He shows in the graphie awrabve that tie ceuntty
saves the majority-of the clccticity nol fer the citizens but for the communtsi dvuoasly’s state
monuments, *“This lack of illumination, cxwcpt for he deur leadess” visage, becomes Be isle's
nafural auoning me®phor fer the country’s blink cred culluze,” as notwd by a review done by Time
magazine {Amold). Though u black and white palette is the simples kind o f palete, itis that
sitnplicity that les Bclisle come of( so swengty, knowing how his readevs have developed hey
sense of perceiving light and dark is common eneugh for the cennections w evenbe inslanily

picked up by childeen.
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Gal'man, as a comics creator who ofien uses color. makcs full usc of the assocuty ons
between culer uad emotion that ceaders have developed since they were young. He aiso s#ends
out from the previously meokt'oned comics cieators bccqusc has choice of color, and all other
aspects of presenting his work is based on the coJaburative weik of arti'sts, colorisse. and others
who QGaiman depends upin to present the Sumdman series. As an example of his usc of color,
Crless Nights Trom the Sandman series demonstrates hew each of the Endless arc assigned
coloss by Gaiman w cxpress Ueir persosalitves. 1Destruction s assecistod wmith the red volors (see
Figorc 8). Desure is asseviaied with yellovws (see Figure 9). Delinium is associated with a rainbow
of colars (see Figwe 10). We can match these colees to other thimgs (hat pe@ssess the same oolors
0 understand the pecsonalitics of eachk of these characters though color inserpretation in a larger
centext is highlly subjactive. Redis the color of bloed 5o that can connect back %o violence and
destraction, especally of flesh. Yellow is the color of gold, an object of oftcn-cruad desire. A
rainbuw can be happy in that a rainbow appears whea (he weather becomes calm. A rainbew can
also represent colots in chaos as tound in tie-Jye or the northecn lighss. These connections that

(7aiman uses make scnse because they are used in real life.

Founs made by lines are as effective in conveying meaning, animal forros being.a
reoogniesble example. Animal symbelism is onc of the most famibiar [ermas 11 awt made with
childien in mind. From Grimm’s Fairy Tales (o Disney, animal Aerartypes are exvtTywhiee and
comics artists jon in on ung them. Will Lisner explains that this is be cause animal
characteeistic stcreetypes are highly cffective in encouragng chwacter recognition becanse of

thus standard use.

Lo grmphic storytelling, thercis little time or space for charactsr development ‘the

use of these animal-based skercotypes speeds the resder into the plot and gives the
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teljer reader-acceptance for the action o f his characbzes. By employing charactcrs
who resemble anjenals, the graphic swryteller capitafizes on a tesidue of human

ptimordiail expercine to personily actetsquickly (20).

Animal stercetypes arc ameng the mos: recognizable of forms. TNs is part of why Spiegelman’s
usc of animal heads isamong the strongest acsthcti'¢ elernents that he has to effer in Maus. Using
e e epresat JEWs, Ameacans as dogs, wnd Germans as cats give readets no doubt of
Spiegelmast’s inlcntions, He does this w shock and preve a poini. This intestiontocreate an
intense delivery derives from Spicgelman’s backigomnd inthe [9)60s underground comix
movement. This movement used animal siereotypes, among other tropes in kid-fricndly comics,

to juxtapose with adult content, cxesting satirical and shocking worle

T ekkorkinr ezt 1s nlse siwongly dependant on animal symbolism because of the animal
stereoty pes associaw on process that Eisner montwncd, Animsls appear in many forms in this
waphic narrative. A real animal populace lives in the setting of 7zktentinreet, unbotheced onthe
streets and cocxisting with the: ¢itizens. Some of the citizens in tum display conncetions (o those
aniraais that shuge their characteristics. A black cat and a white cat are associaled watb Rlack and
Who e respectfully wh o are both referred o us “cats™ (see Figure 11). When Rat appears, his
fcllow rudents appear as well (see Figure 12). Animal associalions alyo retlect a chaacter’s
visual appcaranee and plotrole. Twwo such characters who dcmonstrate this plainly ure Rat and
Soake. Rat isdrawn with a narrowed facc and an extended snout-like nose (see Figute 13). Snake
visnally posscsscs serpent-like narrew eyes and a long, sleekly pointed lace (see Figue 14).
From the $eginning, Rat 1s Souke-'s coemy, Naturally, he hecomes Snake’s victim. They vorte
their wild vamesales n both nume und actien. The story is purposefully designed knowing that

rcadears will pick up on these ccmncctions, cven if lhey don’t do 50 on pupese. The process is so
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natural that they hove doeca doing such things since their first CXposust 10 oatwes and ader

media for childres as Eisoer pointed ouL

Lines may seem too sumple W be neticed and analyaed in graphic aaastives, but lhe truth
t8 Lhnt they scnd mossages that readers pick up from childhood as wel | ws color and drawing
styics. cspecially ifthose Jines are made inte forms. Again, this is pant of the sys®wn of vsual
Janguage patems that bumans develop. (v Unikrganding Comics, Soott McCioud cxplains that
readers will iotre=ungly asanchue seemingty mondesrapt lines with the charac Icr ot cheracters
that they arc viewing in the same panel: “When a story binges roore on charecteriastion lhan cold
plot, thaic may notbe a Intto show externally—but the landscupe ot the characters’ mrads can
be quite a stght (132)1” Whatever lines convey does nst have to be exitlaincd to rcaders because
they already know what the lines insdantly mean . Persepelis o flicrs sevesal cxamples where we
know sl she is 8 PR Aream g or remembrring buxsurse of the presence of lines. Lines
cirde wound Uermaedves in po AW ar puthro while Satvapn daydreams about her gramdfathcy
(yee Figurc 15). They create 4 similar design while she recells a arip wo E wapc with her pegeoty
(see Figurc [6). In i Ascention du haut mal, Bavi'd Beauchard usis litiey W murk the presence of
high mcntal sch Wiy, too, hut in more scrious instanves such ay when his brother’s meoeal
condition becwmes sevete (see Figure 17). Liocs also shuw the wmnginad ransterance of energy
during the aleraative madical otulsecols his brother recieves (see Figure 18). Whal councs
artyshs are wSumalely doing in these cascs is lakmg udvantage o f the most abstracy symbuals that
are proccsecd i the hwnan mind as described by McCloud and that process is posstble bacanse

of our devclopment since childhoed as cxplained by Eisncr.

Thbe child-like qualities of graphic narvatives and the furmsl ol gruphic nareat’ses that

speaks 10 reuders’ 1ner-child poes againsd the stance that says @rgphic narratives have grown
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iMo sot.sticahian. They have, 1his ent re tme. always raminad what they were grigiaally
desigoed 1o do and thatis uctus urt for childreq. Calling graphic narvativey urt for children as this
pupet has done sparks questioas, but they we famiflat Questions in the bumautica The two
quextiong in particular that concem this paper the most are where do graphic numulives belong in
academiaand how should scudemics regard them. These arc questions that cun be applied w

almost any subjoct that Falls in the hwnanst es.

it 1s clcar axusthng 10 scholars in art kesdory and Sicvuluoe that grapbic naatives are
wutth v ur time. The ansount o f rescarch donce 30 fia has pioven that. | lowever. where docs it
belong in the realm of litcraturo o ust? Buth areas of study conduct cleaacs Focusing un graphic
nasratives and beth arcus of study neglect the other haif’s involvement in the subject If there waz
cver & subject that needs to be secn a8 intendisciplinasy, it is eraphue narcatives. Where we place
them. dwough, iz coafing, A lilcralse scholar 100ks for renradve. An an bistory acholar loeks
foc eestbetics. Yct Pevsepolis can net be shelved with The Diary of Anne Frunk and it can’t be
displayed with classic Persian minietares either. They are relawed but they do not betong sogether.
ILis pussible as more colleges promole thw development of interdisciplinmy- classes. graphic

nawmtives can bc cxamined i 4 whole toar the multi-facered subject they arc.

Yet at the sase timc, just because graphic narratives are werthy o f study, the $act that
Wy arc aade up of elemems desighed (o be amrssible w alf types of resders, especiaily
children, leeeps them from being a suphisticaled ferm of expression. That is oot to say thal Mo
i3 meant for children or that the subject is not sophs'sticaved. The subject 0f'a work and the
delivery of that work ar ¢ two dilJciont elements. 1he content explored in Muus and the other
graphic narratives in this paper is complex. Their form of delivery purposctudly uscs clements of

visual communicatioo that have vziginally appeared directed at children. This child-like qualty
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in the delivery of graphic aaoadives spraks W the Uver child in alt caders and mvies amics
anti 588 (0 et wore child-like qualities iata thear work to further simplify their conveyanee off
complex ideas and emotion.<. As implicd by the cannen used in this paper, this phenomenon is
ol exciusive to any onc cullus. 1 i8 u global cha:acterishc. Looking ut graphic narratives as
child-like rcveals 3 scase ot openness and honesty: in the stories thoy tell, which tecalls what
Sprceclamd said at the beginaing of this paper for Wi forward to Barefovi Gen. Graphic
narmalives are Like ihe child with whom Uy anemps to co amaicete, Tdeir vulinevabil ity makses

the m s0iDs of the sbuogest messengers in the humnantties.
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