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Educational Comics: Introducing Derrida
and Foucault for Beginners
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Abstract

Academic writing has generally been understood as operating primarily within the linguistic
modality, with writing remediating the "voice" of an educator or lecturer. Comics, by
contrast, are more explicitly multimodal and derive much of their meaning from visual,
spatial and linguistic modalities. Because of their multimodality, educational comics
challenge the conception of an authoritative author’s "voice," as is typically found in
traditional educational and academic writing.

To examine how authorship and authority function in multimodal educational texts, this
paper examines several books in the popular "For Beginners" and "Introducing" series of
"graphic guides," which use images, text, and comics to summarise the work of major
philosophers — in this case Derrida and Foucault. The books chosen for this study are all
collaborative efforts between writers, illustrators, and designers. In each book, the
collaborations function differently, engendering different divisions of authorial labor and
forging different constructions of multimodal relationships between image, text, and design.

In order to more fully interrogate the ways that these educational comics combine multimodal
modes of meaning, this paper itself takes the form of a comic, mimicking at times the books
that it is examining. In this way, it serves as a self-reflexive critique of the idea that authorial
voice is central to academic writing, and as an example of the challenges and opportunities
presented by composing multimodal scholarship which eschews this conception of linguistic
authorship.

This article originally appeared in Digital Humanities Quarterly, Volume 9, Number 3
(December 2015): http://www.digitalhumanities.org/dhq/vol/9/4/000214/000214.html
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Michele Foucault and Jacques Derrida are tegendary figures in the humanities
and are among the feld's Most-cited aufhors.” :

With cultural capitallike this, was there any doubt that they weuld eventually become
the subjects LGOMIC LookeT ?

/” ;_-‘;‘_

Namely, £hese comic books:

Fn“nA“l ; INTRODUCING
|

s BY LYDIA ALIX FILLINGHAM

These comics discuss the theoretical wirk of Foucault and Jerrida Visually and
spatidlly, as wel/ a5 by using conventional ‘alphabetic“fext.”
aED

TIMODAL ,
The arguments they make are Mul AR ®



he concept of multimodal liferacies was developed by 1,
New London Group, who su%es{ed tht six ofesi\?m elements
COV]%T”)(A{:C {:o ﬂﬂe.PToccSS of c'rea?:ing Mea\?)ing.@

wmultimedal
ceombin l%lo‘nj’

t%ﬂ Lexts have always been

wmultimodal, thal is, hawe
always been constitute

M= throuwah a Number of
semiotic medes, 2

Gunther Kress
of the
New Lendon Group

\We are accustomed %o disregarding the visual and spatsal meela],
of wriéing, a,(_c‘n with the verbal and

presentations, in“preference of the

Lies
estural wmodalities ol oral
Mrue” l'ifljw'Sl:'c_ ’Modafify. .

,‘,and i the PTocess ha_ve
‘ elevated the myth of autherial
e ) 4 Veoice, age’hcy anol au%lllo’rfé\/ —

<o o B e e
e : : = =IO S5

R T — s
TWIe Subjuga i gnering the rotes ol other actors in 2he roduct iom
of Lexts and Meamings, 3

A

Examining a texl's
multimodal forms can
nheover the powers of
other actors {o affect
how Meaning 1
conveyed — the writer3
voice is often not

i the loudesi.

This paper will investigate these

comics, focusing on how they wor kR
as mulbimoedal dexts.

\
f( Fermal analysis is

in its swn modest uay
#n amalysis of power
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Mars for Begittlers (1976) was the second beok
by the Mexicén cartoonist RIAUS o be

published in English, following (25 fer Beginpers (a1,

MALAS
PALABRAS

An incredibly prolific and popular
cartoonist in Mexico, Rius is Now
his eighties and has publiched
motre than 50 books, the most
recent in zo14.9

Rins" use of cartoons and hand-writien text mahes his work stand out compared to
other paperbock books about Marx from the 1970s. (%)

O Today, his approach remains iconoctastic ...

“I don't fike using the computer o
design the page layout because it
fomegenises everything. I{'s a global:s ing
Lormal.”

_inkerview, 2002

¥ Digital Humanist @dhjunkie

® | ™ No computers! What a luddite!
@ #DigitalHumanities

(D i 4

Aaron Humphrey @zaron_humphrey - now
dhjunkie Rius challenges us to reconsider
the norms that comprise our writing and

publishing practices (1/2)

adhjunkie as well és the visual and spatial
modalities of writing that we take for
granted... (2/2)

m 'jhaf Compesing this arficle wih

“ust pen amd paser has Tequired A d:fferent )
JK;M[ EP thinking Lhan wﬂ{-iin with a word j
@&So'r and & tation software, /

1
Aaron Humphrey @azron_hum

—
————




T\!\rougpﬂouja Marx Sor geginn675/
Bins uses 1/'\35 own 1\’&1\4101’({1'% M s%w( o-? 471%36{%’1%5 A

... that is, except for when quoting }
passages directly from Marx or other Olher voices come from
sources. As a result, the experience of his little cartoons, which
reading these quotes is distinct from do mot repre sent distinct

that of reading Rius’ own words. This or recurring char acters,

is fundamentally different from most bub still mamage to argue
academic and educational texts, where wilh esch other.

quoted material is visually identical to R RO T

the surrounding text, almost as if these “”‘Sm* ‘”"5“"“’“" W

sources had been completely absorbed

into the voice of the author.

ANYWHERE YOU €10, WORDS LIKE BOLSHEVIK, MARXIST, SOCIAUISM,
LENINISM, RED, FIDELISTS, MAOIST, MATERIALIST, COMMUNIST AR

| MADIST, MATERIALIST,
RUB LoTS OF PEOPLE UP THE WRONE WAY. ..

W gl ‘

There appear to be two distinct levels of Aﬂ%ariéy/
that which comes from the typeset text of Riw’
sources, and thalt which comes from his own pen ¥

The books about Foucaul? and
Derrida, which are the work of

multiple pesple, complicate 1his
issue even further:

Whete can we find au%oriiy n
2 boo'k wiﬂ\ m”ir’lc authors
Worki'ﬂg in different modalities?

= f{:\DERR \DA for DEGIWNERSS
= TVTRODUCIVG DERRIDA

X1 .he fact that the haml-written En {i—si, Lranglation comes writien by 3
different hand than Riws e_fmf%asfses that all “authorial authority”is a eonstruct,

5



The book was first published in Ehglish by the Writers £ Readers Fublisha‘ng collective.

Co- Pu“ isher & Translator
Richard A?p1gnanes1

it was an instant hit!
Rius" brilliant primer was
to sellover a million copies

in bwelgve languages, @
U J

The cooperative tumed the ForBegm'ners formatinio a franchise
of mare than 100 titles but the collective eventually fractured,
tegultmg in two Lines of books, often covering the sa'ma Lopi cs

For Beghmere 2= Infrodeeing... LS
Writers and Readers, Inc Totem Books/|con Books
Founding Editor: Glenn Thempsen l:ovnaling Edifor . Aepignanesi

Whilemest of these bosks |

Lollow the Formal temglate

estal lished %yﬁuus

/" they are difgorent from }

/ his work in ’c’ha?: the

duties Rius Per\(’o'rmec* ;}
{

;EﬂﬂNOMWS _ &s cartoonist have been
A GRAPHIG CUIDE separateo{ Mmto mﬁ,PLa J

roles Lor multiole pesple.

PSYCHOLOG

L A GRAPHIG GUIDE [

A GRAPHIC GUIDE
@

{ How have these 'Leo'hs $e¢m used? An anewlaéal account J
774

F OUCAULT READING

T had already 1ead SEM INAR ! soday!

Iﬂff-oa’t{atg Feycaalt a.

;’1' i‘ back, when T was
rs ’rculv'@ 4fC5lealaﬂr,r
of kf/ofvlque 4

l

Eve‘n %»u 1) Tive tead more
Foucault slnu then, T went

ahead and picked ' frycanl t
bor Begimmers, since that Seemed

7 to be »wha.l everyone else in )
KrnSiA A. Kz‘ﬂﬂﬁd '
cicca - 2.003 Y the class was resding in e

e — 4 ?re?aruﬁ'e'y\ @
3 N — 4 _ i \’,

|
o

A GRAPHIC GUIDE
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POST- &
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A GRAPHIC GUIDE




our unders%ano{mg

Writer /| L;nguishc,

D\C the division of Za/Z?o’lM’ m boohs is
often Telaled Lo the divisions between modalities. ..

Designer/ spatial

However, in the books themselves, these modalities are merged together CTeating meanings
wNa’w are multimo dal and obten carmol be separated cZea'hly as the work of ‘\JMS’t' the
writer, “\',qu" the artist or Yjust” the o{esij”ner. '

Each of these books constructs the relationships betwart modalities d:f&rtﬂﬂy/
as well as CD‘ﬂ‘S%rchiﬁng d:ﬁcﬁ’Y“e'V\?: models of coZZa'Loraéion Zcfwce’n

o

Meam’ng atises From the
relationships Aeﬁwee/”n
these modalities.

writer,
—__ ariist

& des;gner

j—

[ This paper will examine these books in order of 2 o(ecreas.‘hg number of
ankhorial collaborators, and an inereasing CO"”'PZe)cz'Zy in  the multimodal

collaborations belween modalilies

J

[FOUCAULT
D
v \‘!é *‘E
credited SR LS .
collaborators | L wrRiTER 1 wRITER 1 WRITER 1 WR!;FE&
Z ARTISTS 1ARTIST 1 ARTIST 1 ARTIST
2. DESIGQNERS 1 DESIGNER — '
liv\gusflzit/
w | O | ao — H
relationship ARFTERARY TARALLEL TANDEM | Fus ED
e s e e N e it et - T
focused on the different types of relationships that are

{

[ This mvestigadion will be

isj@

anch on the ways these multimodal relationships themselves relate to 1he books”
overall ‘M&Ml’ih S.
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FOUCAULT - BEGINNERS

Writers & Readers Inc, 1993

——— e e ey e, -

PICTURES: {

\ ' /

[nside my pages: ahuge array of
ViSUAL .rg,lesand TYPOGRAPHY/
{which often seem 1o be somewhal a’rtzi_imry}

Pa—— j
TThe images, text and design Sometimes work in concert —— -
N7

such as when this 0

collage about the 2 :
primal connections . '8 o 18 followed by this

bet ween power; sedate family scene
C.V’)D%(O‘Yl and 5 uluslrah'"g ihe wA)IS
violence.,, W power is Subily dleploye
[T SEIVING END 0 ihrough ""3"‘“3‘
T P

- wikte ...
' he inverted white-ondlack veverts tonormal black-on w‘ .
@ ;hrfnﬁ,::iizgz’; :;:m;alea of two co-existent Tealms— the ZraumaZic mechanisms
of power undcr/ying‘ever/o(ay existence, and that exper:‘@cc of the
6‘/6"7'”‘&‘{ which normalises and obscures those mechanisms.

e

s

However; at other points, the images and
the Lext seem to be af Cross purposes.
On thes page, Fillingham guotes &
section from Foucaulps *Thisis
not a Pipe, while Mosh £ George
seem te illustrate a oﬂ'f-feren{/
confradiclory passage.

“) am o more than the

-
words you a1z now reading

p15

The text G\SSCHZS' ﬂ\e plain- faced
auﬂnori%y =F wv'ﬂ:ma..\

oucault wrote about such ideas most directly

inhis short, playful book on the painter

Rene Magritte, “Ceci nest pas une pipe”
(This Is Not a Pipe).

F

f e

| =

)

| Loo Ve pos st i

P )
| A

BERRGE.
———
—_—

P—

“The picture of the pipe is
saying, You see me so clearly
that it would be ridiculous for
e to arrange myself so as to

write: This is 2 pipe. To be
sure, words would draw me
less adequately than | repre-
gent myself. The text in turn
prescribes, ‘Take me for what |
manifestly am—letters
placed beside one another,
arranged and shaped so as to
facilitate reading, assure
recognition, and open them-
selves to even the most
stammering schoolboy. | am
o more than the words you
are now reading.’ »

ile the carbeons
v W&:Sue t»hat imlﬁes

1mpoSe their *rcaf,i%y
on the viewer. @

“The easelhas but to
X\, the frame 1o

loosen, the pantin
1231‘"/,14 clown, the y
words b be sca@eml;
The* pipe" can "break

P 31




ther battles for contrsl over the meaning of the book can be Found in 2,

A/ representations of F:l{ingham, who seems Fo have asked her collaborators %o
draw her tnto certain passages, as tf Zo assert her authority over the
books VISUAL DOMAIN as well as ils TexnT ——

She appears on ths first page, [

emerging from Foucault's F oY W
. ' of all, h he?
he&d llhb A%h&'ﬂ& From Z@M 8 ’/ \ 7 wll:jtls ) A :ex«a:y, o: peculiar French type,

: - ey THE FAMOUS
but her authority over ) INTELLECTUAL.

Michel
her own words {s Foucault?
- undermined by Lon

and Dunkelbe’rge'r‘.s desl‘gn

The Famous
Intellectual of the
generation before
his was

(And how do |
pronounce his
name?)

Reading just the largest words,
an unintended message emerges:

Let's answer the second JE,«ANﬂpf\ML«

estion first. T o
!F W & SARTRE,
= First name is pronounced who really defined the type: a thinker,
irst of ‘l(' ho was he? like the English girl's name, with thoughts on a wide variety of sub-
. T Michelle. Foucault is foo Jects, popularly recognized as an impor-
Who ] H E FAM 0 US as in fooey, plus co as in tant national resource, expected to say
{hlls ﬂuy/ INTEL-LE C TUAL coco-nut, coming down brilliant, unexpected things, to get

harderonthe caconit: involved In politics from time to time, and
= to symbolize knowledge and thought for
the nation and the world.

LZ S L ;

[n a later passage, she o
appests on one page while . o Jer words are printefacross
T e page/divide;
L seenmin fo Flee

Prom iwer owy
word 5affoon

Michel JEAN-PAUL
Foucault? SARTRE

p— e

Gustetin

was one of the major ways. At first thought of as a purely
Madness was now shameful and physical disease, not grand enough for madness, hysteria was
must be hidden. convulsions without any apparent cause.

In the 17th and 18th centuries, not The word “hysteria” comes from the Greek for womb. U‘p
content with pinning down the through the Renaissance it was believed that a woman's
madman, people wanted to pin uterus could become dislodged from its normal position, and

’ ——

And Now are we meant o \

¢ idea of madness a5 well. wander P i

tw L:i:bl’l:y t:ink :f ‘L—_)\'/ : :b?{:ﬂ body, %ake %h@ ‘Fac‘k %%a% M D S% \

ow - 1
madness? o & Gle'°r3€ draw the writer

so {ncensistent Iy ?

In the 17th century this idea was gradually abandoned, but the
idea that hysteria was a woman's problem, and had to do with
sex, lingered on.

u
don's talk about whay happened ©o
these women when they were

locked up.

43

42

The pages themselves are {he sife of a power struggle where mesnings are confested.

e e

/’ y e e e

The aulthorship of the pages themselves is unclear:., NQ\) _
T ‘ s 7_»,,_»___“__‘\:%,_-’*"_*%,-.,.
e | = e P e s s R e ety S e = e B R R i
Cillinghawis ~voicE s af Limes drewred suf &, the WoISE” of her fellow collaboralors, q

v
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Jim Powell

©sigh of THIS book Wlk ?

A Its less obtrusive than in Foucault for
. Beginners, and facilitates the feel ofa. double
\ act between Powell and Howell.

| @A doville 68047 How do you mean?

A: The writing and ar¢ run in pavallel, not
always directly referring to each other,
but providing different perspectives

VWriters & Readers Inc, 1997

— /

BEGINNERS

\

PICTURES: |
! \/a”n {—lowefé »

‘ ;

T Toesiaw ;
‘, Tevrié "Dumkelbergef i

Moaanuhile, Howell's drawings
ave wordy and full of olouble
mean t'ng s/

on ibg same Suiv'em‘:s;ﬂ_____w lﬂf——-—‘

Howell's cartoons frequently combine both visual and verbal puns to create
what Derrida might call an ‘undecidable’ argument.

N

Nz =
/%EN/(\/G oR 9/

- T

e
0 oo
o

— / Z 7
o 2%

ik Q’% 0”

THE Roorz

S OF | OGOCENTRISM, orR
THE NATIVITY 5F TiE LOGOS-ENTERI S /M,

IN VWHICH LUKE + JoHN +THE N, A
N(G s
INTERPOLATE AND TuRN T N/:(;EEQ(.{TE\,X

Here, Howell compares Derrida's conccpt
of the metaphysics of ‘presence’ to
yearning for presents at Chistmas, and
parallels this pun with another : John's
gospel identifies Jesus as ‘Losos':The
Word” of God, so Hewell turns
Derridas ‘loaocentrism” +o ‘lojos-enlen‘m,’
or the coming of Christ.

or

@ wtiieng;
° o.’ . . . F—Q?Z“
. LR | L o f:’°:\\l
« L AL
st as iste as isp "

\n & Grammatology, Derrida explored
Yogocentrism,’ the bias for the spoken
word over the written word. Howell plays
with this by drawing a sound- based pun®
a ‘Gramma’ (Grandma) protesting
oral traditions (‘0ld wives Tales’)

with a wrilten Sign), N

X ; ¢th visual
wand the joke Tequites 1’2@ verbal feracies

=
but she's alse protesting with her ‘voice’ L)

The jokes and meanings of Howell's cartoons can only be understoed multimodally, and tely
on the space of play between Speech and text that Derrida was interested in.



WWM le, Powell's text s structured es & Socratic dialogue

between

two

characlers
which

straddle
the

S pace

_— — between _
typographic characters and carteen characters

—— —— -

S0 ITS “PRESENT” MEAN-
ING DEPENDS UPON ITS
RELATIONSHIP TO WHAT
T Is NOT.

YES. SO DIFFERANCE INCLUDES THE
MEANING OF DIFFERING, OF BEING
DIFFERENT FROM SOMETHING ELSE.
BUT THIS IS NOT DIFFERENCE IN THE
USUAL SENSE. FOR INSTANCE, IF |
SAY THAT THIS CROISSANT IS DIFFER-
ENT FROM THAT COFFEE CUPR THERE
ARE TWO THINGS HERE THAT HAVE
DEFINITE QUALITIES. THE COFFEE CUP
1S NON-EDIBLE. THE CROISSANT IS,
EDIBLE, ETC.

LJ
(39. And that takes time! It’s like the definition of a word in a dictio-

the dictionary, “is the first letter of the English alphabet.” But to
A” is you have to know what “letter” is. And to know what “let-

s (“any character of the alphabet”) you have to know what “character”
means, etc. The meaning of “A” never arrives. It is always put off till later—
deferred till later.

]
L/ZC Yes. So différance includes not only the meaning “to differ”—to

be different from something else—but to defer, to delay, to put off till later.

‘QY;‘;,‘E'QAME!

and shift between letters, people, and occasiona”y reptiles .. .

.. as well as hybr«'d Lorms, such as in the Llbwin
passage, where the letter formscome alive {oanimate .
a discussion of Mallarme's Mimigug, and Derrida’s conception of imcfation:

(:}g}r Reror AXD

OIUMBINE §

o
e P LETS
OF His APS
i P 3
15

80 @8 ®0 @8- on imitation of
an imitation of
aniimitation of

The book as a whole highlights 1he ways
writing (Enguistic meaning) 4q
drawing (visual meaning)

overlap, making the Lext self-consciously

‘slippery.’ Like Derrida's Glas, it presents two

different kinds of namatives ruaning sicle by

side, semetimes blecdirg info each other:

11



TOfreljan_C? oks, 199

| WoRDS: Chris HorrocKs
L e s et e e R s e m
:WP|LTMRE5‘. Zoran Jevtic

- —_— o T s e s el e

Inkerested in the order of things in Foucaulds
life and work? Moull find t here, organised
(mestly) chronologically, and within a (mostly)
consistent visual structure ! —spserue!

Foucault the Boozer

jevlic draws Foucault as the focal

point of mostpages, sometimes

moving surreally through his infellectual life,
sometimes i mundane scenes from

his persoma’l Life (plenty of lsvers Show up).

Foucault was a great cook, and entertained friends. He also drank heavily
to compensate for the long dark nights, and cruised men.

He bought a brown Jaguar sports car — using cash from his family —which
he sometimes drove into ditches because he was so pissed. There were
frequent trips to Stockholm, where he enjoyed the company, stories and
songs of the suave Maurice Chevalier (1888-1972).

He lectured on “The Conception
of Love in French Literature from
the Marquis de Sade to

The resultis that even passages dﬁscribing
Foucault's theories have a biograp'hical
feel. Coucault appeats 4 an actor

in both mind and Body,

vited guest

speakers to the Maison de
France, including

semiologist Roland Barthes

Foucault palli h

around with Barthes
c. 1955

Intreducing Foucault

Words and Things

Foucault’s interest in language and interpretation of the
world led to his next book, The Order of Things: An

the H
mid-1964 and expanded in lectures in Brazilin 1965,

Foucaults purpose is 1o look at how man became the object of knowledge
in Western culture. He does this by taking three periods in history — the
d

epoch's respective historical a priori.

“The latent grid i
and defines what can or cannot be thought scientifically ~the process of
uncovering these levels Foucault calls archaeology.

His project is to find the historical and fundamental codes of our culture —
it

Foucaultss archaeology
as a seaSide excavation

overseen by Marx £ Freud
c,lqéSBY e

Just as mprcsen’ca%iom of Foucauli's body are braided {hroughm(% the took, so s the
‘repea%ed motif of bodies under surveillance, analysis and/or mves%iga%ian.

From Torture as Spectacle

Discipline and Punish Madness and Civilization (1964)

|
‘ Foucauit oharts the shiftin punishment from the spectacte of public ‘
o o luded an examination

Madness and Civilization was rot a view of the history of madness from a
psychiatrist's standpoint,

and

fruriors e o0 of punitve society and judicial power. In 1975, his research led to the

Publication of Discipline and Punish - The Birth of the Prison

On 2 March 1757, Darmions the regicide s burned with suiphur, hisflesh
/ounds covered in boiling liquid, and s limbs

tretched, hacked and pulled off. Then the rest

onfire —and allin front of the publict

} removed with pincers, his w
harnessed to four horses, s
r of him was chucked on a by

The bookis & genealogy of the soul and body in the political jucicial and
scientific fields, particularly in refation to punishment, and above all o
ovier over and within the body.

Power relations have an

‘The more organized or technically thought-out
knowledge becomes, the closer we getto a political
technology of the body.

Later Foucault said his object was *knowledge invested in the complex
system of institutions". Autharities, their practices and opinions would be
studied to show madness not as a scientifc or theoretical discourss, but as
areguiar daily practice.

a7

January 1969: Vincennes Aggro

When students at the Lycée Saint-
Louis were prevented by the police
from watching films about May

ed

Vincennes became notorious:
vandalism, grafi, a market in
stolen books, drugs and a heavy

afetehing corduroy su) erected university to function on the

basis of

rocks. Revolutionary Maosts spat on
Communist Party students

When the police stormed the
University, Foucault was arrested.

Excellent for his credibilty - but
he suffered the effects of tear gas!

omnipresent




Under Investigation

This motif is echoed in the visual In some ways, %’b‘lis mi'rrors'\no,w
structure of the pages themselves, Foucault's ‘This is Not a Pipe
where images presented before us are describes Magritte's paintings,
discussed by the text. but barely ventures into

their visual realm.

Unlike in 2he other 1H e
books, Zhere isni ’M(AC['} | Canerasunepine. |
intermin Zm betrween —
Worzos w( PreruR &8 S...dividing the pipe floating in
its imagistic heaven from the

Mundane %ramlp of words ,
march'm3 m their successive line.

Cec: n'est
pas une pipé
ot fracnd

TR

. --,.....—A»,-.J..\-M .-\ 4

But even as this division is mostly maintained, the distinction between speech and £ex£ 1S
made ambiguous, along with the division between qguote and paraphrase ...

"Word balloons are meant to signify a

This is Not a Pipe closeness between a ‘speaker' and their

Belgian Surrealist artist René Foucault in his reply and text of wo'rds e 1) q% {h 15 15 m‘t a %“ O{e .
Magritte (1898-1967) wrote a letter 1973 took as an example and title

to Foucault, attempting to explain Magritte’s This is Not a Pipe (1926)

the difference between similitude and The Two Mysteries (1966). The

(of things, like the colour of peas) problem of resemblance —the

and resemblance (of thought, relation between words and things —

which “resembles” the world it is studied in these paintings.

sees).

Foucault never wrote anything like
that in regards to Magritie's work.

Let's look at their
heterotopic approach — meaning one or
other — where the traditional bonds

between language and image are
disturbed, made different and in
tension.

Yetin other places, the text in word balloons
DOES come from direct quotes.

This book has no

system of separation
for these different
Kinds of ‘speech.’

Foucault traces two relevant principles in Western painting which lead from
the 15th century to Magritte’s work.



. Intreaucing Derrida

W Totem Books, 1996

o T T 1

; woRDS'-'mMMLM__w__*_‘_g
. 1 : .
| Jeff COZZ{ms | PICTURES: :

{

— — — !...A i sy - !

Bill mayblin |

— e e
— e, e e TS

The roles of writer, ilustrator and designer are
fused inthis book more than in any of the others

( Phonocentrism

Citations and Grafts

lierability has many implications. CITATION is always possible.
/e can always ift out a sequence of words from a written tract.

ully.

What have they claimed?

ing is
n all of its
i 3 etc. -
| :
| i THIS ISN'T CONFINED TO SCRIPT. [TERABILITY, 1
| CITATION AND GRAFTING ARE FOUND INALL SIGNS, 3
AND N My SENSE, THIS MAKES THEM ALL WRITING. ) e s
2 N
o ins
's

THE VOICE IS THE PRIVILEGED ‘

P

fecogn J

MEDIUM OF MEANING.

This is phonocentrism: the voice is the centre ‘
Its possible (o cite oneself; and to make muliple embedded grafts.

Writing is derivative | To say

ould a sign be that one could not cite? And whose
origin could not be lost on the way?"

a4

Onpages like these, the various visual forms of the words carry as much
meaning as the words themselves, calling into question the roles
of writer and illustrater:

Did Mayblin theillustrator Did Collins the writer Who is Tesponsible
hand-write that note? establish 1he visual way for +he words in this
those balleons are mested? ransom mote 7

As in Glas, the books physical codex form is used as part of s argument —
Tn Jhis section, & werd with larger-than-life status in Derrida’s ceuvre is spread over Six pages

MaP
the 4‘7&3&

The;zerm cannot even be read without physical efdort — and it might
14 net even be a smgle term,,, does the last page‘S Zmy -ismP’count 7



, bul in places falls into the same trap as Foucault

The complexity of the design is at times dﬂm

for Beginyers wiere

eSS A~ —amw~ - ~—— ) P e N i,

A The desian‘speaks’ LOUDER ¢4 \
§ e eogn P«:Lse*on the gqa:,’!I“yM'"J

Linguistically, these pages are about Derrida's critique of binary
systems of thought, a reversal of the ides that mearings are

Vet the visual form of these pages, shifts constant! from black on iée
to white on black, sublly reinforcing the idea offbinary EISSEIELT] -

The meanings of these two modalities are not sligned. @

Similarly, this page misrepresents Saussure's

AND DIFFERENCE.
classic consiruction of signifier and s.‘aniﬁe d:

FINE, LET'S LOOK AT THESE
TWO CONCEPTS ~ THE SIGN.

The “sign” has two aspects:-

(nfroducing each element indlividually, like
steps ina process, undermines Saussure's
central premise thatin a sign, signifier and
signified cannot existindependently of

each other—they are two sides of he

2 ‘~.. 5 ﬂ L

Furthermore, representing the ‘s ignified’
with a close- up photograph im‘p]ies.
that it has an external, sensory quality;
Saussute's idea was that the s:‘gnix'ieol
was entirely mental and internal.

A signifier: for Saussure, this
is a sensory perception (a
spoken word has an aspect
we can hear; a written word,
an aspect we can see).

A signified: a concept or
meaning associated with that
sensory perception.

A sign, to be a sign, needs
both aspects: something we
sense and something we
think. It's a relationship ...

As a result, instead of showing Saussute's
theory of signs made of signifying sensory
expetiences (sound images) linked 4o

= signitied mental conceptions...

the page shows how images and words
can be combined to form multimodal signifiers. 15



Uwo of the other books also tryto explam Saussure's sign, and it's inﬂeres{ing to note
that the different approaches they take generally align with the way each book depicts

the relationship between image and fext,

o we Laok a—‘l
tip,,;;e other bobk;l il’
might be 'hefyfut 40

examine Savssures theory,

s [t's a way of _— N
| Bumawsssin | theoraimg e THOUSTR |
/ . 18 OH,'Bﬂ Vlsuauy YT relationship \WO RDS \
&~ 77| represented as: 4 ehwaens Qj o3\
7 L
7 Here's an example of how it appears in Saussure's Course in General Zz‘ngwsfzcg
/[ SIGNIFIED @
w word tor freg
] e
/ e B L =
(, N~ 8
T The SIGNIFIED is | - Y
4 representad o | Both modalities _‘ %,
_ | alternatingly as , -
" an image- ol B <'
Y s 7 A= o :
\j “"”" “ree” The unpictureable, Zeg Ml s
T tubit s boff-and | Unpronounceable can only depict o]
e ¢ neither. t SIGNIFIED ties SIGNIFIERS | j
b somewhere in 4
\MC/( R %he ga be%ueeﬂ . ST
Q.\ P
A\ modalifies. / *
\‘j “ ] —
RN

J For the creali

Wd so, these gaps, or relationships, T —— dalities
on gﬂd construction of meamings.

";"r‘ 3

are fertile grom\d
@ - L

o,

e

i
!

i ¥



?or exkﬂf’le ~

TR Fouckulter Begtmters explain the arbitrary nabure
and 60's. _'j op %’he mla%iom%ip be%weﬂ Words ahd %“elf maﬂ“"gs

ﬂ £ L3 K2

R e in a passage accompanied by a picture of dozens of
In any 3
Li?féiiﬁihf? Chinese words ‘Poirﬂnﬁg foa horse, as if toillustrale that
gt any of those words could have an equal (and eq,ually
is arbitrary.

arbitrary) claim o signify the animal,

The collection of sounds and letters that

oty e But the reappropriated horse acupunciure chartis not

0 € animal we see cantering avout a

Al e sirifed) A"hore” o ol referred to in the text. [Lis unclear who drew the picture,
Mt i or who decided to include it  the book. Like many other
Croatian, "ceffyl" in Welsh, "at" in Turkish, . . . .
e images i the book, it has an arbitrary relationship
languages (and it 2;’,\! vF\j/ou\d‘ 5mil\ as

sweet). The answers to how meaning to kh'e ,CE)(%

works lies not in these sounds and let-

FEEEES Aithough the bwo modalities are mot claarly Tnked

S g P by authorship or subject matter, meaning can be
5 constructed from their spatial order £ proximity.

In Derrida for Beginners the discussion of

is illustrated with seveval

cartoons, of which £his is the Most simple
and direct _,

The abstracted cartoon Olrmm‘ﬁgs Combite 5 ¢
Saussure's @ and ‘tree” onto a wnified ==
canvas while shl holding the visual and W
limguistic modalities at a distance to each other

{

in the same way, throughout the book, word s
and images inter-relate and refer to each other
without interacting directly.

These books represent the same matenial by
constructing different multimodal relationships .

00 =

| EEpEEE]
clow) 2
Z‘*e”i 0 =Sl lﬁ

t -
= AGRW o —
SECRCAASEy) (K= — RN e g
|70 LN = ) e AN
/7 SN p (;)Lﬁ s %J_// i ///‘r/NL wf 1/ Y% 2 o Ve estectionn
SERE AT 593 i g Al Vg 7

W' ; Ptrlﬂel E g“\ dc’m}
bz L
(. /ﬂfroa/acmg Foucaylt does net discuss Saussure, but its conventional pairirg
of 1mige and teit m an exposifory and ‘hierarchieal way s echeed in
the way thi text Telates 1o the AArl gbove it.)

17




As Vve tried to show n this anal)m
fourbooks, and in the construction of this
paper itself, meanings i a teyt are refiant

on multimodal tetationships and
combinations,

————

Comics ’nheon‘stThierfy Groensteen
calls the visual/spatial mesh that
containg these relationships the

SPATIO-TOPIA, and explains -
Meanig is braided ﬂ\rough out
the network of a comic . (@) st
(a Parap}wase) "'g,* \‘ :' - 7”‘?";_,:..
The boundaries bezen.. e
5 BeZWeen Modalit
\' Caiegorisaﬁ'ong 1've lifies andl the

used here # descripe

Lsolid, but ¢ 4 /{?’hg

"elaffénships are 1o

Nevertheless, observing and thinking about the ways modalities combine
and Telate to each other can be illuminating .,

o
@ F >\ Within this spatie-topia, moe dalities
\ A

interact and meanings bounce off of

/ /“@f /, each etherto construct an argument
) || which is larger than, and different from,
\\@ ) || oursense ofa bock's purely ling uistic

= A ‘Y'leaﬂiﬂ v
! \ 7 - @) g
> .

L =)



Even arbitrary images or
questionable design choices 0
conttibute to this multimodal
arqum ent.

And even %ex{s without
pictures consiruct
multtmodal arqume nis

Most academic publications assume 4 fairly umiform multimodal
stracture ., and this is part of their argument ——

| belong tg act like,
and look like offer

Mv’///y
— academic discourse

% -
=k=

I .
Butas Rius and the books he inspired

have shewn . . .

N ﬁlokll;\s'iv‘g
L.,—w’&l‘l: v .4q.

There ave ou')er ways
of makina, and of %hinking

sbout, theoretical arquments,

essen) de Pamitié et un acte seligieus, et en saison de e
Hottement, il es difficle de cazactériscr distinctement son |
esprit. »

Que fuit alors Jésus quand il dit en rompant le pain :
prenez ceci, C’est mon corps qui est donné pour vous,
faites-le en mémoite de moi? Pourquoi déja la mémoire
dans le sentiment présent? Pourquoi se préseate-tl, au
‘présent, avant Pheure, comme retranché de son propre
corps et suivant son obséque? Que fait-l quand il dit
en prenant Ja coupe ¢ buvez tous, ceci est mon sang, le
sang du Nouveau Testament, du nouvean contrat passé

Derida's
6],15 15 an

modalities
explicitly part

(Ahl) tu cs imprenable (ch bien) reste.
Entrave, donc, deux fois.

Car si mon texte est (était) imprenable, il ne

avee la pompe seligieuse, répandu pour vous et pour
beaucoup d’auttes en rémission de leurs péchés, faites-le
e mémoite de moi? Mémoite, c'est ici Gedichinis, Hogel
a souvent insisté sur la parenté entre mémoire ct pensée
(Denken). Pensez-moi, dit Jésus & ses amis en leur mettant
sur les bras, d'avance, un cadavre sanglant. Préparez
s linceuls, les bandelettes, Ia substance onctucuse.

Que faitl, Point du Seigneur? Use-t-l d’un signi-
fiant? d’un symbole? d’unc image? Quen est-il du i
quand il tend Ie pain et le vin? Quand il patle de mangeaille
et de funéraille au liew de son corps, de son individualité,
de sa finité?

1l ne 'agit 1A ai d'un signe, ai d'une compataison,
ni dune allégorie: Dans le signe, le mpport entre lo
signifiant et le signifi, entre le signe (Zeicen) ct le désigné
(Begeictnetes) teste un rapport d’extériorité convention-
nelle. Ce qui attache P'un 2 Pautre les membres de la
signification reste encore un ligament (Verbinding, Bind)
objectif. Par cxemple, quand un Arzbe boit une tasse de
café avec un étranger, il passe avec lui un contrat damitié.
Cette action commune ¢ lic » PArabe et ce lien Pengage
2 se montrer fidéle et seconable. « L'opération de boire et
de manger en commun mest pas ici ce qu'on nomme un
signe; le ligament (Verbinding) entre le signe et le désigné
st pas en Ini-méme spiritucl, 'est pas a vie, Cest un
ligament objectif (ein objektives Band) : le signe ct le

sera(ie) pas pris, ni setent. QUi ge posure
serait puni, dans cette économie Double postula-
1230 d&ci ] is si je li i tion.  Contradic-
de Findécidable? Mais i linéasise, 7 C7i
si je me mets en ligne ct cros — deux désrs incon
laiserie — niécril ‘un texte Gliables. Je lui
sisiste — e qun texte s, K
1 la fois, cela revient au méme €t gans ma langue,
il faut encore compter avec le le tire de DOU-
a BLE BANDE, le
cofit de la marge. Je gagne et perds i, jes) mettant
4 tous les cas mon dard. pratiquement _en
A Penseigne de Platon, la ©™ ¢ en e
enscigne - Co Llaton, Un texte sengle
pharmacie avait distillé cet effet, en deux sens
i, Deux fois  ceint.
sous étiquette du glyphe ou du 7% ' 50
coup de glyphe. Cette remarque bande
A Pentaille décriture, débordant la pice des deux
cbtés, restait tout 2 fait tautologique, puisque
ghphe veut dite conp. Et scalpe.

92

obvious
example of
o book that
makes its
visualand

of it arqument.
{..an analysis
of its spatiotopia
Wovlla{ be
Teveatmg o ¥

And Foucault's This ;s Mot a Pipe

must be understood in terms of its
wultimodal forms, as a ‘mundane
tramp of words’,.... ..

... thatis presented entirely
separate from representative
images of Magritte's wevk...

1
Two Pipes

* The same pipe, same
statement, same handwriting. But instead of being
juxtaposed in a neutral, imitless, unspecificd space.
the text and the figure
frame itself is placed
turn upon the clearl
everything, a pipe exactly like the one in the picture,
but much larger.

The first version disconcerts us by its very sim-
plicicy. The second multiplies intentional ambiguities
before our cyes. Standing upright against the casel
and resting on wooden pegs. the frame indicates that
this is an artist’s painting: 2 finished work, cxhibited
and bearing for an eventual viewer the statement that
comments upon or explains it. And yet this naive

Lecl nest pas une fufie.
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Notes

multiple and multimodal.

multimodal relationships in
educational comics like
the ‘ffiﬁodacﬂg “and
Hor &Jmﬂers* Jocks can
help us o challenge £ re-evaluate
normative academic discourses
and hegemonic Lextual pactices,

H ding those which are
neludin )
jreiﬂpofced and Perpe%ua%ed \

| 1,7, Oﬁai%al %m%mologies. \

il CJCU T
EEE
R

Zooi(m@ at 1he 5P&4io-§op;;7

In an expanding digital media world, we are increasingly relying on literacies which are

Digital humanities as a discipline has shown an inferest in producing scholarship which
crosses and combines modalities in inventive and unexpected ways |

——

or

~
3 c4% WY

T 0 oA

A\

7

g

—
. othe’ words - -
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Creator’s Statement

Within the humanities, a lot of discourse traditionally has taken the form of writing which
discusses other pieces of writing, even when the object of study is something that can’t easily
be expressed in prose writing, like a comic book or a computer program. One of the many
things scholars in the digital humanities have attempted to do is to expand the discipline’s
acceptable research outputs to include things like pieces of code, web applications and other
forms of digital discourse which can work in ways that prose cannot.

Although this paper only marginally engages with conversations around digital technologies,
it is similarly concerned with pushing at the boundaries of what published research can be,
and how it can work. To discuss the subjects of the paper, two pairs of comic books about
Foucault and Derrida, I adopted the form and register of those subjects. This is a comic which
analyses other comics, using the tools and techniques of comics.

On a broader level, though, it’s about how all discourse uses multiple modalities. There are
arguments in this paper which are composed mostly through visual and spatial modalities, but
I would argue that all printed texts do this, even (or especially) when we have come to accept
their multimodal forms as essentially invisible, as we tend to do with most academic writing.

One of my goals with this paper was to denaturalise the visual and spatial forms that research
papers usually take. I wrote the text by hand, and composed the pages as integrated units
which cannot easily be pulled apart or rearranged without losing some of their meanings.
‘Writing’ in this way was a challenge. It took more time and physical effort to write and edit
each sentence using a pen and paper than it would have using a word processor. I am used to
editing my writing by ‘talking’ through it — reading it out loud in my head to check for flow
and coherency, but this paper’s visual qualities and modular construction required a different
approach. Each page had to work on its own, while having a reasonably clear function within
the larger paper.

The process of composing this paper was iterative and multimodal. I wrote a 10,000 word
thesis chapter on the books about Foucault and Derrida, and discussed them as part of a
seminar presentation before starting on the comic version of the paper, so I was familiar with
different ways of presenting the material. The comics form allowed me to show visual
‘quotes’ from the comics that I could engage with directly, which cut down the number of
words I had to use dramatically. I was able to ask questions verbally and answer them
visually, or vice versa.
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Composing and editing the paper was largely done by sketching up drafts of pages, and
gradually revising the writing, drawings and layout of each page, often simultaneously. To
integrate pages from the books with my sketches, I would scan both into my computer and
quickly assemble them onto a page in Microsoft Paint, an infamously straightforward
drawing program which suited my purposes. Each page was then printed out and slid
underneath a piece of tracing paper to allow me to draw a new version based on the mock-up.
My final inked-in pieces of tracing paper were then scanned back into the computer and the
images of the books were pasted onto them with Paint. I also took the opportunity to do small
fixes and clean-ups using the software. This system was very iterative and more time-
consuming than I would have liked, as it involved a lot of scanning and going back and forth
between computer and paper.

Using the style of the books that I was examining helped to reveal aspects of those books that
I would not have otherwise noticed, and gave me a different perspective on other aspects of
the material as well. For example, while drawing caricatures of the people I was quoting, I
was confronted with questions about the shapes and ages of their bodies, things that I would
not have considered if [ didn’t have to draw them. I had to ask whether it mattered if I
depicted my sources as they looked when their words were first published, or as they looked
when my paper was published. It was only when I noticed that [ was drawing a lot of facial
hair and receding hairlines that I realised how few women appear in this paper.

The other major benefit of using the comics form was that it allowed me to argue more
directly for the validity of comics as a form of scholarship, and to ask readers to reflect on the
‘invisible’ multimodal properties of academic publishing. This was, in a sense, putting my
money where my mouth was.

Digital, networked technologies are enabling scholarship in the humanities to take on
increasingly complex multimodal forms, but educational comics make it clear that
multimodal scholarship itself is not a new phenomenon. Looking at earlier forms like this can
help us to reconsider the histories and traditions of academic writing in the humanities, and
suggest ways of approaching the creation of multimodal texts outside the context of
networked computer ecologies.
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Notes

1. [Times Higher Education 2009]

2. The term "alphabetic text" comes from [Jacobs 2013]

3. [New London Group 1996]

4. [Kress 1996]

5. [Moretti 2000]

6. A decent chronology of the various printings and editions of these books can be found on
their GoodReads pages: http://www.goodreads.com/work/editions/170812-introducing-
foucault http://www.goodreads.com/work/editions/590245-introducing-derrida-beginners
http://www.goodreads.com/work/editions/3494271-derrida-for-beginners
http://www.goodreads.com/work/editions/17081 1 -foucault-for-beginners-writers-and-readers-
documentary-comic-books-62

7. [Humphrey 2014]

8. [Diaz 2014]

9. The books pictured here reside on the same shelf at the University of Adelaide’s Barr Smith
Library. From left to right, top row followed by bottom row, they are: [Jalée 1977], [Marx
and Engels 1970], [Marx 1963], [Harrison 1978], [Callinicos 1983], [Rius 1976]

10. [Priego 2002]

11. [Appiganesi]

12. [Kennedy 2003]

13. [Foucault 1982]

14. [Foucault 1982]

15. [Saussure 1959]

16. [Groensteen 2007]

17. [Derrida 1981]
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