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Michele Foucault and Jacques Verrida are legendary figures in the humanities
and are among the feld's most-cited authors™
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These comics discuss the theoretical work of Lou caulf and Uerridz Visually and
Spafiﬂlf% as wel/ as by using conventional ‘alphabetic ‘fext.®
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Comics in particular make Very apareﬂ% the ways these modalities co-exist and interact
with each other For this reason, this paper will alse take the Lorm of A comic ,
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An incredibly profific and popular
cartoonist in Mem'c.af RiUs 15 Now i1
his eighties and has published
more than 50 beoks, the most

recent in zol4. &

EL Libro- de las

MALAS

Mars for Eegiﬂﬂehs (1476) was the second book
by the Mexic én cartoo nist R1US 1o te

FuH ished i E’ng‘ish, Follmuihg Cubq for Begivners (1a1).
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King" use ot cartoons and hand-writfen text mahes his work stand out compared to
other paperback books about Marx from ihe 1970s. (%
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'l Aaron Humphrey @zaron_humphrey - now

publishing practices (1/2)

@dhjunkie Rius challenges us to reconsider
the norms that comprise our writing and

Today, his approach remains iconoclastic ...
e N
"LI Joﬂ"é f r'/eg usfﬂj f’k mﬂrpufet -fo\
design the page layout because it

Q Digital Humanist @dhjunkie

No computers! What a luddite!
ZDigitalHumanities

:‘ Aaron Humphrey @aaron_humphrey - now

adhjunkie as well as the visual and spatial
modalities of writing that we take for
granted... (2/2)
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T\\'rougl\nouﬂﬁ Marx $or ‘Beginnefrb, .
Pins uses his own handwriting Fead of %Ypeseﬂ‘:'hg -

.. 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
Fhat of reading Rius’ own words. This § __ yecurrin g Chamc.’ceﬂ,
IS fundamental]y dlff§rent from most bul still manage to argue
academic and educational texts, where 11, b oth

e : # W each otner,
quoted material is visually identical to P "
the surrounding text, almost as if these ié’am?‘f;mff“‘““"é i L
sources had been completely absorbed O e P
into the voice of the author. S M
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ANYWHERE YOUW €10, WORDS LIKE BOLSHEVIK, MARXIST, SOCIALISM,
LENINISM, RED FIDELISTS, MADIST, MATERIALIST, COMMUNIST AND S0 0

|
FUP LoTS OF PEOPLE WP THE WRCNG WAY., ..

There aAppear Lo be Lwe distinct levels of au%on‘{y..-—-
thal which comes £rom the %ypcse% text of Rk

sources, and that which comes Crom his own pen*

The 130019\3 a%ou% Coucau'l% and
Der T“ida, which are the werk o€

’mMHiP'le PCbPIE‘,, ceﬁ?’liaaﬁﬁ this
issue even further:

Whete can we Lind au%oﬁ{y in
a book with m'[%iﬂc authors
working in different medalities!
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The book was tirst Pub\i‘&hecl n Ehglislq Ly Bhe Wri£5r5 £ Readers Publiskin(j collective.
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The cooperative tumed the ‘For Beginners’ formatinto a franchise

of more than 100 titles but the collective eventually fractured,
T&Qu[{'mﬂ in two lines of books, often coV@h‘ng the same ’c:opr‘CS‘,
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Our Uﬂdﬁrﬁ%ﬂ.'ﬂﬁ{;ﬂj ﬂ1C %%6_ o(f'Vl'Sllo'V) ol Ea’fow'r 1] ém.ﬁg s
often relaled Lo the divisions between modal/ties. ..

Artist Jvisual Oesigner/spatial

e

—

# Ml ! ﬂ d
' -
f el -

However, in the books themselves , these modalities are merged together, creating meanings
which are multimodal and often canmol be separated cleanly as the werk of *jusl” the
writer, *just” the artist or *just” the designer.
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This paper will examine Lhese books in order of 2 decreasing number of
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Inside my pages: ahuge array of
VISUAL .réyle;and TYPOGRAPHY/

{which often seem 1o be somewhal ag_é_;;;lrzry}

such as when this
collage about the
primal connections
bet ween power;
emolion and
violence,.,

w18 Followed by this
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o W {(lustrads ng ihe ways
e — T R bily olepl oyed
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PHYSICAL POWER

Turning the page, the inverted white-ondblaeh reverts tomormal black-on- white ...
this helps convey the idea of two co-existent realms — the traumatic mechanisms

%oﬁ power under/y;'nj'euer/o(ay existence, and that experience of the

6Vﬁrya‘ay which normalises and obscures those Mechahisms.
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write: This is a pipe. To be [ b
sure, words would draw me
less adequately than | repre- ‘}( i
sent myself.’ The text in turn Lec vegl pag one pi 2
prescribes, ‘Take me for what, | O — o rllrT.h e €asSe l h&S b u{: .L—O

manifestly am—Iletters
placed beside one another, Yoo f
arranged and shaped so as to B O
facilitate reading, assure |
recognition, and open them-
selves to even the most
stammering schoolboy. | am
"o more than the words you
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ther battles for control over the meaning of the beok can be Found i1 1%,

»/ representations ot Eillingham, who seems To have asked her collaborators %o
draw 11&1" i’ﬂfﬁ cc'réa'iﬂ -Pagsagesr a8 E'-F -Z'o asser% ht?.?“ &M'éhOTt'éf over 'Zhé
books VISUAL PoMAIN as well as 1ls TeERT ——
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. N Etn{all, ho was he?

| /f N /’_X who is | A French guy, of a peculiar French type,
i hﬁ;’%‘;} 'bhiﬁ guy, | THE EFAMOUS

She appesrs on ths first page,

emerging from Foucaull's

head like Athema from Zeyg /
but her authority over

her own words {s
“undermined bY Lom

and Dunke.lbefgeﬂs Aes -‘311

Michel | INTELLECTUAL.
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The Famous
Intellectual of the
generation before
his was

. I ' (And how do |
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an unintended message emerges:

Et of all, W“-’ was he?

Let's answer the second ffu. A\ =- T: 4
JEAN-PAUL
QUﬁﬁtlﬂﬂ first. 5‘.{'&"\:[%9'1[\1]—[%@?

First name is pronounced who really defined the type: a thinker,
like the English girl's name, with thoughts on a wide variety of sub-
Michelle. Foucault is foo jecte, popularly recognized as an itmpor-
who THE FAMOUS j §
13 as in fooey, plus co as in tant national resource, expected to say
‘l'-hlts " INTEL—LE‘I C TUAL coco-nut, coming down brilliant, unexpected things, to get
3 xf harder on the coconut. involved in politice from time to time, and

to symbolize knowledge and thought for
the nation and the world.

Michel JEAN- PAUL
Foucault? SARTRE
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In a later passage, she
appestrs on ene page while . . . e krw or dg S PT'Z"HZ i . ..
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H s tecrion

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 hidaen, convulsions without any apparent cause. o —— —
| i the 17th and 1&th centuries, not The word “hysteria” comes from the Greek for womb. Up
n

| : o hrouah the Renaissance it was believed that a woman's : ‘:! A
! th pinning down tne 2 4 ' t
‘ , content Wik p uterus could become dislodged from its normal position, and ﬂ O W‘ 3. e’ \J/e' me'm O \

madman, people wanted to pir

Jown the idea of madness as well. \“/ wandz;ﬂut %alkﬁ« %h@ ‘F&c“l: %'h&z: M D 574 HE
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_ - in the 17th century this idea was gradually abandoned, but the
L H‘ & I (7, | idea that hysteria was a woman's problem, and had to do with
| t sey, lingered on.

\ s my decMichel,

| yeu mention the women in
. passing, but you don't say how treat-

i ‘ment of women In general. You don't say [
- that right threugh the 19th century
wolen were frequently locked up as mad
whenever they had sex with someone
 they weren't supposed to. And you
don't talk about what happened to
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- Beginners, and facilitates the feel ofa double \_
\ act between Powell and Howell.

B): A dowbille 82 How do you mean?

A’ The writing and art run in panalle], not

always directly reterring to each other,

but Pr‘ovfding different perspectives
\__h_on the same subjects.
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Howell's cartoons frequently combine both visual and verbal puns to create
what Derrida might call an ‘undecidable’ argument.
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THE RooTs of L OGOCENTRISM , oR

THE NATWVITY gF THE LOGOS-ENTERIS /M,

INCVWHICH LUKE + JoHN +THE N(G
T BEFoRE XMAS
INTERPOLATE ANWD TUAN nTD ijmmafis: ITY

Here, Howell c ompares Derrida’'s concept In ¥ Grammatology, Derrida explored
of the meﬁaph\/sics of ‘presence’ to logocentrism,’ the bias for the Spoken
yearning for presents at Chiistmas, and word over the written word. Howell plays
parallels this pun with another: John's __ with this by drawing a soundl- based puns
gospel identifies Jesus as ‘Loﬂoa':Thg a ‘Gramma’ (Grandma ) protesting
Word of Gad, s0 Hewell turns oral traditions (*Old Wives T&LE.SI)
Derrida's ‘lojmehfrESM’ to ‘logos-enterism, | with a written Sign —

or the coming eF Ghrias, but she's also p?‘o{;cjéihj with her ‘voice’

IR, Sy 2 - I,, oR equires both visual .
@:@ . :f%«: .o [??éj Md Kht juie. TERU 65* ;;_;_D uer-éql, Liferacies

% ffuh“ . o
is 4o as  iste &s 19 fo

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



typographic characters

L
C:QI And that takes time! It's like the definition of a word in a dictio-

nary. “A” says the dictionary, “is the first [etter of the English alphabet.” But to
know what “A” is vou have to know what “letter” 1s. And to know what “let-
ter” 1s (“any character of the alphabet™) you have to know what “character”

space
between _ __

. e

and carteon characters

50 ITS "PRESENT” MEAN-
ING DEPENDS UPON IT5

RELATIONSHIP TO WHAT
T Is NOT.

LDIBLL, LTC.

VES. SO DIFFERANCE INCLUDES THE
MEANING OF DIFFERING, OF BEING
DIFFERENT EROM SOMETHING ELSE.
BUT THIS IS NOT DIFFERENCE IN THE

USUAL SENSE. FOR INSTANCE, IF |
SAY THAT THIS CROISSANT IS DIFFER-
ENT FROM THAT COFFEE CUP THERE
ARE TWO THINGS HERE THAT HAVE
DEFINITE QUALITIES. THE COFFEE CUP
IS NON-EDIBLE. THE CROISSANT IS

means, etc. The meaning of "A” never arrives. It is always put ott tll later—
deferred tll later.

i
Q/{I Yes. So d-z_'ﬁiz’mncg includes not only the meaning “to differ™—to

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

and shift belween leiters, people, and occ.asfo‘n&”y TeP‘erS -

I well as h)/b‘rfd -befﬂ&, sucth as in the LHllowin
passage, where the letter formscome alive 1o animate |
a discussion of Mallarme's Mimigug, and Derrida's conception of imcfation
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- et wile page of himiher self, wrinlh :

: ing e e wldee sheer of the
bl [iif, in French means both bed ard reddl |—inventing s ¢s)he
went abomg, And that is nos all. We only know of 2l this by

reading Derrida, whi read Mallasmé's Mimigne, Bur Mallurme
aily kniew abour the in

s beinacks oof mimnsendr, o ared b,
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ingr of the Tdead Foemes dhar exia
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! ardrima by reading aboue it in 3 boolder
wirlkten by ong Femmand Beisser (wlo had s=en e mimadra-

1inlidig,

Eevomd exonal realiny. The gusind
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The book as a whole highlights the ways
writing (inquistic meaning)
dra.wnﬂ (u?s ual memi'rg’) "

over lap, making the text self-consciously

'slippery.” Like Derrida's Glas, it presents two

different kinds of namatives ruaning sidle by

side, sometimes bleeding info each other,
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Interested in the order of things in Foucault:s
lilfe. and work ? Voull Lind ¢ ha'r‘eJr O\"ﬂﬂ‘nfsed

' (mestly ) chvonologically, and within a (mostly) j—{?
consistent visual structure ! —sgserve

R S

Words and Things

Foucault the Boozer

Foucault's interestin language and interpretation ofthe
world led to his next book, The Order of Things: An
Archaeciogy of the Human Sciences, written mostly by
mid-1964 and expandead in lectures in Brazil in 1965.

evtic draws Foucault as the focal
point of mostpages, sometimes
moving surreally through Wis intellectual lite, o
sometimes in mundane scenes from | SR
his 'persﬂ'na'[ life (plenty of levecs Show up). - A

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

He bought a brown Jaguar sports car — using cash from his family — which
he sometimeas drove into ditches because he was so pissed. There ware
frequent trips to Stockholm, where he enjoved the company, stories and

' songs of the suave Maurice Chevalier (1888-1972).

It was the
biggest pain in the
arse to write,

i
........

—m——

| invited gquest
speakers to the Maison de

The resultis that even passages de.scribin(? '

Foucault's theories have a Biojraph;cal
feel, Coucault appeats a5 an actor

France, including
semiologist Reland Barthes
(1915-80).

AL this stage of
my career, | was a
freelance writer. Foucault and |
became close friends — and

Foucault's purpose is to look at how man became the objact of knowledge
in Westarn culture. He does this by taking three periods in history — the
Renaissance, the classical era and the modern era - and unearthing each
epoch's respective historical @ priori.

The latent grid of knowledge which crganizes every scientific discourse
and defines what can or cannot be thought sclentifically - the process of
uncovering thess levels Foucault calls archasology.

occasional lovers.

His project is to find the historical and fundamental codes of our culture —
our present — not to raveal phanomanological perceptions of it

in both mind amd Bad?/.

chauliu archl,e.a[asy
as a seaSide excavalion

Foucault 'paﬂr‘ hg
around with Barthes

c. 1955 overseen by Marx £ Creud
i [46517 -

Fust as mFrcsen{afEiohs of Foucauli's bod)/ are braided {hmug]qou% the book, so is the
?‘epea%ecl motif of bodies under survei fance, analysis and/or investigation.

Fro S e gt g
m Torture as Spectacle Discipline and Punish Madness and Civilization (1964) January 1969: Vincennes Aggro

Foucault charts the shift in punishmant from the

_ tacle of public : : : Mad d Civilizati iaw of the hi ‘
torture before tha 1 - F'Eﬂ i Foucault's lecturas of 1972. S, B e aaness and Cihvizalion was nol a view ol the history of madness from a | .
NTeGnaETE B00s to obsessive over-regulation in prisons (and of punitive soci 2-3in France and Brazilincludad an examination psychiatrist's standpoint | When students al the Lycée Saint- Vincennes became notorious:
re) by the 1830s. publica h.ﬂn‘bﬂ':"c;g ?”d ludicial pewer. In 1975, his research led to the | ) Lovis were preventad by the police vandalism, graffiti, a market In
e T - cipline and Punish - The Birth of the Prizon, : fram watching films about May slolen books, dugs and a heavy
' tens the regicide was burned with sulphur, hi ) ; i 1968, Vincenn tudents, joined olice prasence. Groups like 1ha
: : : L . - his flesh Th _ This would assume - oa Sl 2 paika i
I:ETwEd ith pincers, his wounds covered in boiling liguid, and his limbs scle'ﬁi;;?kflﬁlﬁfene?mgy of the soul and bady in the political, judicial and | that madness was a constant by Dalert and Foucauit {dressed in Gauche Proltanenne wantedthe
:tnl_'msslad to !uqrh-:rrsa:i, stretched, hacked and pulled off, Then the r&s-l ine hrelds, pa r|_:|:ular|].r N relation to punishment, and abova all to negative objective fact — in ' a fetching corduray suit) erected university 1o function on the
ol him was chucked on a bonfire — anl all in front of the publie! pawer over and within the body. othes words, an accaunt of barricades in support and threw basis of worsa is batler.
s ' rocks. Revolutionary Maoists spat on

madnasa from the point of view J
S of "scientific” reason.

Communist Party students.

Power relations have an
immediate hold upon the Doy
they invest it, mark it, train it,
torture it, Torce it o carry out
tasks, to perform CEremonies,
to emit signs.

When the police stermed the

Tﬂl’ElIrE wWas a tarcfu!ly
University, Foucault was amested,

conducted "game” of truth. Its purpose: R =
to secure a confession. But 2xecutions
WEIe an cpportunity for the condemned
and the crowd to invert authority by
swearing — and rigtin
oty =

.
P,
5o

Excellent for his credibility — but
he suffered the effects of tear gas!

In this ultra-leftist
Climate, Commiunism was Seen
a= a bourgeois front — and |
was also an enermy!

The mare arganized or technically thought-out
knowledge becomes, the closer we getto a political
technology of the body.

Later Foucaull said his object was "knowledge invested in the complex
system of institutions”, Autherities, their practices and opinions would be |
sludied to show madness not as a scientific or theoretical discourse, but as

a reqular daily practice. a4
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Under Investigation

This motif is echoed in the visual
structure of the pages themselves,
where images presented before us are
discussed by the text.

Unlike in the olher Three

books, Ehere isnf much
intermi ﬂgz 7'7?3 between

WORDS «nd PRePuR EE

In some ways, this mirrors how
Foucault's ‘This is Not a Pipe’
describes Magritte's paintings,
but barely ventures into
their visual realm.

L dividfng the Pif?e Floa{ing "M
its imagistic heaven trom ihe
mundane %ramp of words
T'lﬂf‘chi‘ng m their successive line.

P

N INTRODUWCING) Derrida
o=\ DERR|DA [EoR _BEG!VVERS|

- 3
L g L= ' o
,.ﬂ"'-f"‘_,ﬂ-'}___a—"-...r"’ ‘ -~

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

| This is Not a Pipe

| Belgian Surrealist artist René
Magritte (1898-1967) wrote a letter
to Foucault, attempting to explain
the difference between similitude
(of things, like the colour of peas)
and resemblance (of thought,
which “resembles” the world it
sees).

Foucault in his reply and text of
1973 took as an example and title
Magritte’s This is Not a Pipe (1926)
and The Two Mysteries (1966). The
problem of resemblance —the
relation between words and things —
is studied in these paintings.

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.

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

"Word balloons are meant to signify a
Closeness between a ‘speaker' and their
wotrds... but this is not a tvm{e.

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

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

This book has no

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

135
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The roles of writer ilustrator and designer are
'(:U.Sed n 'thif) book more than in a-ny of the C’theTS

Phonocentrism
| Citations and Grafts

lterability has many implications, CITATION is always _;:-ussil:-le
We can always lift out a seguence of words from a wnr_ten tract.
We can make an extract, and it can still function meaningfully.
GRAFTING is equally possible. We can ingert the _s.mlan %
sequence (whase property was it?) inta :_':thelr chains of ‘a'.'!'l'.[lng..
As Derrida writes: “No context can enclose q." Hen-:e. writing 15
writing always with stolen words. Mot o Imentmn all of its
quotations, plagiarisms, imitations, pasliches, elc.

Derrida maintains that through three millenia of Western
philosophy, from Plato and Aristotle to Rousseau, Hegel, Husserl
and others, philosophers have indeed privileged speech.

What have thay claimed?

THIS ISNT CONFINED TO SCRIFT. ITERABILITY, )
CITATION AND GRAFTING ARE FOUND (N ALL SIGNS,
AND IN MY SENSE, THIS MAKES THEM ALL WRITING.

For instance, spesch is iterable, citable and graftable.
It's possible to say:

wr e LT Y

THE VOICE IS THE PRIVILEGED
MEDIUM OF MEANING.

- ..n! t}.

i s il
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e e
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This is phonocenirism: the voice is the centre

It's possible to cite oneself; and to make multiple embedded grafts.
To say:

| possible
Writing is derivative ... e e S e
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Speech, like writing, can De cul from its context, and from all

] . |
the presences of its moments of utlerance. ’ ;

L Mo Yo Canr .P*‘--_ N TS
.,# o i ‘_.ﬁl.\' T —— s,

41 ‘
| I

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

Rd

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

Did Mayblin theillustrator Did Collins the wnter Who is res}:oﬂsi{ale.

. ? establish the visual way for the words in thi
hahd-’\dfnlfﬁ ‘H\i"f ik those balloons are nested? ransom note 7

As W Glas, the booKS ‘Physical codex form is used as »pa'r{; of s a‘raumgyﬂ:.__,
In This section, & word with larger-than-life status in Derrida's ceuvre 1is spread over Six pages.
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The complexity of the design is ai times dazzling, but in places falls into the same trap as Foucault
for Beginners wiere® _,
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. R TRAVEL S OF b FALREY 200 FRENDS OF THE LIRERLRY SAL ONT, ETD

Linguistically, these pages are about Derrida's cnitique of binary

systems of thought, 3 reversal of the idea thalmeanings are[SRERaTS PE _

Vet the visual form of these pages, shifts const antly from black on white
to white on black, sublly reinforcing the idea of{binary ESSYIIELTY .

& The meanings of these two modalities are not aligned.

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

AND DIFFERENCE. & imilaf l Y this pagc misre pTES eﬂ£$ Saussure's

classic consiruction of signifier and signified

The “sign” has two aspects:-

i Introducing each elementindividually, like

A signifier: for Saussure, this - - ' (
S a sensory perception (a | , — . | S{'BP\S in a Prﬁ CESsS : undefmlﬂ es Saussure's
s - central premise thatin a sign, signifier and

spoken word has an aspect .
we can hear; a written word -
i:;-—t———* signified cannot existindependently ot
— each other—1hey are twe sides of 1he

an aspect we can see).

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

Furthermore, representing the ‘signified’
with a close- up Ph otograph im‘P]ies

£~ thal it has an external, sensory quality;
QL2 Saussute's idea was that 1he sfgnified

7 was entirely mental and internal.

A sign, to be a sign, needs -
both aspects: something we - 3
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 to

63

signifie d mental conceptions...

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



Uwo of the other books also tryto explain Saussure's sign, and its interesting to note

that the different approaches they tdke generally align with the way each book depicts
the relationship between image and Lext. ~

e other books, it
"t bo helpful o

examine Saussurés theotry,
6:';-{##‘ e

S Si | e THOUGHTS YO

_Saussur§s Sign ~| theorizing the AGHTS X0

// " 1S of’ce‘n VISuauy T felaﬁonship \w RDS G
- “ | represented as: - o

| between: TN
/ l ¢
7 Here's an example ot how it appears in Saussure's Course in General LingutsticS 5
z 2T
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5

7 [ SIGNIFIED
; SIGNIFIE R r
/ A it s
! N A
( -
e The SIGNIFIED s |~ R
7 representad . Q\J
4 | alternatingly as
b an image,.. S R <*
-.hkx\”__‘_. — - i’ h . k 3
{ “‘W"“ “tree” The unpictureable, :)
7~ | butilis both-ad | UnPronounceable can only depict .
it 21 neither SIGNIFIED ties SIGNIFIERS -
' | somewhere in _ . ““M};”’
MCMN‘C . the gap betueen TR J&}yﬂ”}m
N\ modalities. f // *
F
\—\ ’ * J/
f’fﬁq\xh_ >
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e | And so, these gaps, or relationships, between modalitics are fertile grownd |
) tor the crealion and construction of meanings. .
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hey started by resurrecting the work of Ferdinand de
Saussure (1657-1913), a theorist in the emerging field

of linguistics, who had been largely ighored until the 50's
and 60's. -
2z 1*_‘% L HETRETE xS E"* 7
T 2
pare— RN e
S SEu q;b‘ﬁ_h% it it
In any 322 N W Zea
R 2 |
(B g . iy
language, the | ‘;@ :—fﬁﬁ:@
relationship SR i . :?{?%Eﬁ
FEE -:gj_:l.;;iu — - o T §
of signifier i ‘.f{gf b B E\\\\\\zﬁé
1 ' | 1, ':-' .::—i"' i 5 . g
1 # 78 hial bok E %
i5 arbitrary. EMIRER Ehﬂa}g%ﬂ_iﬁ-?ﬁﬁi !

The collection of sounds and letters that
make up the word "horse” (the signifier)
do not in themselves have any connection
to the animal we see cantering about a
field (the signified). A "horse" is called,
around the world, "cheval” in French,
‘pferd” in German, "farasi” in Swahili,
'hest" in Norwegian, "kon]" in Serbo-

?or example ~

Foucault for Begtnmers explains the arbitrary nature

of the relationship belween words and their meanings
N a ?&SSage acwmpmied by a pi‘c%um of dozens of
Chinese words pointing o a herse, as if toilfustrate that
any of those words could have an equal (and equally
arEi{ra*ry) claim to signify the animal,

But the reappropriated horse acupunclure chartis not
Teferred to in the text. [Lis unclear who drew the picture,
or who decided 1o include it in the book. Like many other

Croatian, "ceffyl" in Welsh, "at" in Turkish,
"caballo" in Spanish, and could just as
easily be called a "glymph" in any of these
languages (and it still would smell as
eweet). The answers to how meaning
works lies not in these sounds and let-
ters, but in the whole system of language.

images i the book, it has an arbitrary relationship

to the 1:&%4‘,.

Although the two modalities are not claarly linked
by authorship or subject matier, Meaning can be
*”2 constructed from their spatial order ¢ Froxmf%y,

Saussure looked at language as a whole, to see how it worked,
rather than focusing on the details of individual languages.

In Derrida for Beginners the discussion of

is illustraded with several
cartoons, of which this is the most simple
and direct

The abstracted cartooh drawings Ccombine <
S&M‘SSU\"C\S % amol*{:rce” Oﬂ:’:"o 7o N W\WIeOl -
canvas while stifl holding the visual and - Mff
limouistic modalities at adistance to each other

n the same way, throughout the book word s
and images infer-relate and refer to each othev
without interacting directly

These books represent the same material by
constructing different multimoclal relationships .

woE| | eew e
'L ?,_ . :_ | = 2
A o ﬂmw o
-%—Z'Eﬁf -—~—zf'i_,, gr_l'r '
& — 5 ® @ 5 IS -
i i o = ?\\“*H\\, " qlffj - ,
pr e R e NN TS ey i o G'i[‘g, i A
w7 B EERN N\ e HATA.
"gﬁf Eﬂ;.ij_'l,_'.' AN b A :\.m_\\“‘.ta':_n_; (;'.I I Z’\} .. %.-H}I ,-".1';"!‘ ,I;—‘:.- i
SRR I IR, | iy s A 177
-
Pl

i —

ﬁ /ﬂffodﬁcmg Foac;:ruZ{ does net discuss § ausgwre ( but its conventional paITiTy
of mige and te L m am exposifory and hierarchical way s echeaed 1M
the WELY %1‘!-5 1:&;-0& trelates ito the c’h&r’é Abouve 1?:)
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[AS I've tried To show n this an alysi‘s of 4l

fourbooks, and in the construction of this
paper itself meanings ™ a eyt are refiant
- onmultimodal felationshins and

~

combinations.

e

‘ . - 1\

Comics the orst Thierry Grroensteen

calls the visual/spatial mesh that

containg these retationships the

SPATIO-TOPIA, and explains - )

| Me&nihg is braided ﬂ\rough out
the network of a comic .

——

(a Paraph'r*aﬂe‘}

ﬂ .
R

i

and 1elate to each othercan be illuminaiing

P

>j Within this spatie-topia, o dalities
-\ || interact and meanings bounce off of
each ether to construct an armgument
which is (arger than, dnd different from,
out senge ofa book's purely linguistic
Meatng,

N

: '\.H-\- r‘ l'al
X %

Nevertheless, observing and thinking about the ways modalities combine

—

—'H—'E‘._____ ,
\ 'i
\ P \
e A
B /> et
\.,_ e



Even arbitraryimages or
questionable design choices

conttibute to this multimodal
arﬂ ument. And even %E‘;(%S wmﬂo ut

pictures consiruct
multtmodal arquments

Most academic publications assume a Fairly uniform multimodal

stracture .., and this is part of their mrgmna.n{' -

lt;don% t::; act like
and leok like ofher

cademic discourse
a T

tas Kius and the books he.l fnspfred

hamﬂ SHﬂWh ¢ ¢ 2

There are ofher var
of T"likiha, and of %I’liﬂkinﬂ

3\13014{3 ?;heore’cicai APauMEH {‘5 ,

T

esprit. » | ¥ R

Que f&:l.it alors Jésus quand il dit en rompant le pain 3 ; D . . .
prenez cecl, cest mon corps qui est donné pour vous, = {Eh!} tu es imprr:nahlt l:eh I}iﬂﬂ] reste, eTﬂ a 5 mo & 1 les

faites-le en mémoire de moi? Pourquoi déji Ia mémoire
dans le sentiment présent? Pourquoi se présente-t-il, au

présent, avant 'heure, comme retranché de son propre | Entrave, donc, deux fois, - s b
corps et suivant son obséque? Que fait-il quand il dit ’ é qs 15 aﬂ ex IC‘ r
en prenant la coupe : buvez tous, ceci est mon sang, le | - P Y

sang du MNouvean Testament, du nouvean contrat passé i Car si mon texte est (était) imprtmble, il ne

avec la pompe religiense, répandu pour vous et pour = sera(it) pas peis, ni fetenu. Qui . Pz b - 1 I S p ,
=TI i | posture.
beaucoup d'autres en rémission de lenrs péchés, faites-le ! ! serait puni, dans cette économie Double postula- o v 1 D 1 a?ﬂu‘m en%
¥ |

Jiio) e CarobEA ot e R T A 13 Bnfin — - M
flottement, il est difficile de caractériser distinctement son [ 1
i

en mémoire de moi? Mémoire, c’est ici Geddebinis, Hegel

T : { . s CCE ! tion. Contradie-
a souvent insisté sur la parenté entre mémoire et pensée - de I'indécidable? Mais si je lin¢arise, Hon a8 ol de

( Dealeen). Pensez-moi, dit Jésus 4 ses amis en leur mettant | si je me mets en ligne et crois —  gdeux désirs incen- ri .
sur les bras, d’avance, un cadavre sanglant. Préparez | nifzisr:riﬂ — écrice quiun teste Cliables. Je lu ? | examp O { an aMIYSI 5

les linceuls, les bandelettes, la substance onctuense. i . ) i donne icl, accusé
Que fait-il, Point du Seigneur? Uset-l d'un signi- i i la fois, cela revient au méme et gans ma langue, I

fiant? :;'l'un ﬁ:;mb?l:P d'r.:._u: imach_Qu’:n est-il du eeef 5 il faut encore comptet avec le le ti*'EA‘:TDEDli" t C : k { . . . ;
quand il tend le pain etle vin ? Quand il patle de mangeaille i cofit de la marge. Je gagne et perds 3:;E IE:] m;*:ta'.ni j a’ i &' 1{5 SPa*I ﬂ‘tﬂpﬁ
i
) .

et de funéraille au lieu de son corps, de son individualité,

dﬂ g ﬁ.ﬂl'l'-él? { ﬁ tous ]_,:5 Cas mon dard. pratiquement &n
forme et en jew.

) ;'ll ne sagit 14 ni d’un signe, ni d'une comparaison, ' A lenseipne de Platon, la | ", 0. Sifls ; ’
ni d’une allégorie’ Dans le signe, le rapport entre le pharmacie avait distillé cet effer, en cewx sems, f m a es 1. 5 r woul

signifiant et Je signifié, entre le signe [ Zeichen) et le désigné

p o Deux  foi int. ¥
(Bezeichnetes) reste un rapport d'extériorité convention- sous D'éticquette du glyphe ou du =% *° S '
nelle. Ce qui rattache Pun & lautre les membres de la | coup de glyphe. Cette remarque  bende '. " S ﬁ
signification reste encore un ligament ( Verbinding, Bind) N FI i ! V ua a- 1' ‘
DE%I:EI'.‘EE Par 'I'.':I'I:ITIPIC_., qllﬂ.ﬂd un Arabe boit une tasse de : a Pentaille E.E &fltﬂrﬁi dé]::ﬂ'fdﬂnt la P.I'E‘EE dﬂs :Elﬁ'l]:.'{ . T_em 1 . uos
café avec un étranger, il passe avec Ini un contrat d*amitié, i chtés, restait tout 4 fait tautologique, puisque !
Cette action commune « lie » "Arabe ct ce lien I'engage \ Aoke veut dire conp. Bt scalpe. &
i se montrer fidéle et seconrable. « L'opération de boire et | 8opee v 2 P S a t& 1
de manger en commun n’est pas ici ce qu'on nomme un |
signe; le ligament ( Ferbinding) entre le signe et le désigné i «]

n'est pas en lui-méme spirituel, n'est pas la vie, c’est un

ligament objectif («in objeksiver Band) : le signe et le

The first version, that of 1926 | believe: 3 carcfully

Aﬂd FOGC&U1‘£\5 Thfs 13 /%f a Pjpe Tu.rulfr’fpfs
must be understood n terms of its
multimodal forms, as a ‘mundane ST

lesson'), this note: “This is not a pipe.”

The other version—the last, | assume—can be
found in Aube & I'Antipodes.” The same pipe. same

/ statement, same handwnting. But instead of being
ramp O Wm 5 FLt oy s oy ; jaxtaposed in 2 neutral, limitless, unspecified space,
the text and the figure are set within a frame. The
frame wself 15 placed upon an casel. and the later in B .
turn upen the clearly visible slats of the Aoor. Above »
cvrr'g,::h'.n;'.-;h a pipe exactly like the one in the picture, Cw 72, W W mw Mw .
bur much larger.
The first version disconcerts us by its very sim-

L

t 1 S Tes n %ﬁ e %iT 1 plicaty. The second multplies intentonal ambiguatics eyl
' L a C’ h e' before our eyes. Standing upright against the casel

and resting on wooden pegs, the frame indicates that

this is an artist’s painting: a finished work, exhibated

Separate from represen Hative i bring o an v e e et o
images of Magritte's wovk...
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Notes w Ijj M

In an expanding digital media world, we are increasingly relying on literacies which are
\ multiple and multimodal.

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

| g

Zwmg at the Spaifo—&,picaz
multimodal relationships i
educational comics like

the :ﬁ]gﬁ;dq 6’7@ “and |
#il;f' &Jﬁﬂﬂer‘;? gobis Cdh

|

. ) ) =g
116113 Us %o challengz ln:—euaiuafz . = |
nermative academic discourses |
and 1’336’”40‘”‘5" fextual vactices, | -
_,..-"—_’)_-’

; ML iudi ﬂj those which are .

Aﬂmad and PeT Pe?cua%ed \' )
I by 4,151"__.@1 %mﬁ%o'lﬁgjgg.

| —
Nono
=D

p—
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