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Abstracts & Bios 
 
Panel 1A: Decolonial Lines 
 
Re-coding the French War of Decolonization in Asterix, Barbarella and company: a hidden history?  
Hugo Frey  
 
It is commonly understood that metropolitan France pursued a ‘war without a name’ in its violent 
and brutal, and failed, attempt to preserve colonial power in Algeria (1954-1962). This included 
never recognizing the conflict as a war, as well as of course notorious ‘disappearances’ of Algerians 
in Paris; and the strict censorship in the field of cultural representations. As Benjamin Stora rightly 
argues in his many pertinent works, this was also the case in terms of post-conflict collective 
memory and cultural representation where ‘forgetting’ was a dominant mode. What then of the 
French popular comics scene in the 1960s and early 1970s? Following the scholarship of Mark 
Mckinney, this paper focusses on traces and shadows of the war of decolonization. Its primary focus 
is on the post-war Asterix title, La Zizanie (1971 Uderzo and Goscinny). Reconsidering this work as a 
product of the cultural aftermath of decolonization offers a productive new reading. In particular 
the representation of ‘psychological warfare’ contained in the work opens up new perspectives on 
this popular comic album. Acknowledging the racist cartooning in the work, will be followed by an 
analysis of how the core plot echoes the language and history of decolonization. More widely, this 
close reading opens up a new interpretative mode for comics from the period: the questioning of 
how metaphors and signs were used to talk about France and decolonization (here in Asterix from 
a centre liberal left position). Certainly, re-analysing the traces of decolonization in otherwise 
apolitical comics holds true for a re-reading of the famous first adult comic, Jean-Claude Forest’s 
Barbarella (1964), which the paper will further reflect on.  
 
Hugo Frey is Professor of Cultural and Visual History and Director of Arts and Humanities at 
University of Chichester, West Sussex, UK. He is the author of Louis Malle (Manchester 2004); 
Nationalism and the Cinema in France (Begrhahn 2014); co-author with Jan Baetens of The Graphic 
Novel: An Introduction (CUP 2015) and co-editor of The Cambridge History of the Graphic Novel 
(CUP 2018). He is a series editor at CUP on ‘Graphic Narrative’ and is editor in chief for a series on 
European Comics and Graphic Novels with Leuven University Press. He has served as an inspirational 
lecturer for the Prince’s Teaching Institute London, and he was a co-PI on a major British Council 
research project focussing on oral history and cultural heritage in Vietnam (2019).  
 
Between accusation and remembrance: Key moments of anti-colonial protest in post 
independence comic books from Mozambique  
Janek Scholz 
 
Mozambican comic books from the 1980s: They unravel the local history, as it was narrated by the 
Portuguese colonizers. They build counter histories, depicting the land and its people from a 
different perspective. They accuse colonial atrocities. They remember anti-colonial protest.  

The paper examines three comics that have been published in the 1980s by the Instituto 
Nacional do Livro e do Disco in Mozambique: 1. Wiriyamo, O Massacre by Luís Adriano Guevane, 2. 
Em Terras do Rei Khupula by Marcos Cherinda and 3. Akapwitchi Akaporo by João Paulo Borges 
Coelho.  
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These comic books shatter the colonial perspective of the land manyfold: They begin with a 
cartographic-technical view from above, providing an initial orientation. But these clean lines are 
quickly replaced by a confusing perspective right from the battlefield. The readers witness the local 
population and their struggle for freedom. But a mere indifferent observation is rendered 
impossible: Instead of being objects of a European vision, the people in the panels look directly at 
the readers. Their proud gaze breaks with the subject-object distinction and instead shows 
individual human feelings facing colonial atrocities.  

All three comics depict these atrocities, but they also make them audible, via numerous 
sound words that mainly echo the sound of gunfire. The strong black lines of the images create a 
strong involvement of the reader, as they correspond with the urgency of the accusation. At the 
same time, the lines establish a thread between anti-colonial resistance of the previous 100 years 
and the recently independent state of Mozambique (which became independent in 1975). The 
authors use graphic narratives to create counter-images, to tell a counter-history of the land and to 
inscribe key moments of anti-colonial protest into the collective consciousness, giving continuity to 
a local tradition of images and spoken language as central means of communication. 
 
Janek Scholz is a research assistant at the Portuguese-Brazilian Institute at the University of 
Cologne. He studied Romance languages and literature, German as a foreign language and English 
linguistics in Jena, spent one year as an Erasmus student at the Università degli Studi di Napoli, 
L'Orientale and worked as a language assistant for the German Academic Exchange Service at the 
Universidade Federal do Ceará in Fortaleza. From January 2018 to December 2020, he completed a 
doctoral programme at the University of Vienna with Prof. Dr. Kathrin Sartingen and obtained his 
PhD in December 2020 with a thesis on the figure of the cartomancer in Brazilian literature. His 
current research project focuses on trans* narratives in contemporary literature from Brazil and 
Argentina; other interests include Brazilian and Luso-African comics, narrative hegemony, and Luso-
Italian literary relations. 
 
Against Modernity/coloniality’s Cartographic Vision: The Lines of Visuality in Sonia Boyce’s Lay 
Back, Keep Quiet and Think of What Made Britain So Great and Hito Steyerl’s How Not to Be Seen: 
A Fucking Didactic Educational.MOV File 
Ana Cristina Mendes 
 
This paper sets out to combine the lines of imperial maps with other lines. Drawing on Nicholas 
Mirzoeff’s counterhistory of visuality (2011) and using as case studies Sonia Boyce’s Lay Back, Keep 
Quiet and Think of What Made Britain So Great (1986) and Hito Steyerl’s How Not to Be Seen: A 
Fucking Didactic Educational .MOV File (2013), the focus is on the expansion of the lines of the 
imperial complex of visuality into the military-industrial/corporate complex of visuality of the 
present moment. 

The panels in Boyce’s artwork (a figurative painting of charcoal, pastel, and watercolour on 
paper in a quadriptych format) weave iconography from late nineteenth-century imperial maps, 
including the use of Indigenous flora and fauna and ‘native’ human figures (also replayed in 
imperialist propaganda posters), with Victorian-style leaf wallpaper, redeploying and resignifying 
the colonial line. Steyrel’s mock instructional video, divided into five sections corresponding to five 
lessons in invisibility, draws on the truth value of maps, documentary film techniques, instructional 
videos, and ‘real world’ footage to take her interest in visibility/invisibility and privacy to a comical 
extreme. (In fact, the video was inspired by a Monty Python sketch.)  

Specifically, this paper is concerned with addressing how modernity/coloniality’s 
cartographic vision extends to, in Steyerl’s words, the ‘presets of computer vision, its hardwired 
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ideologies and preferences’ (2018, 9). Against autocratic ‘visualizers’, both artworks advance ‘a 
claim for a different form of visualizing by those who would oppose autocratic authority’ (Mirzoeff 
2011, 29). In sum, this paper tackles the assemblages of countervisuality at play in Boyce’s and 
Steyrel’s artworks, namely, those of anticolonial/postcolonial resistance (imperial complex) and 
democratic politics (military-industrial complex).  
 
Ana Cristina Mendes is an Associate Professor in English Studies at the School of Arts and 
Humanities, University of Lisbon. She uses cultural and postcolonial studies to examine literary and 
screen texts (in particular, intermedia adaptations) as venues for resistant knowledge formations to 
expand upon theories of epistemic injustice. Her research interests are visual culture, postcolonial 
theory, adaptation studies, and Victorian afterlives (specifically, the global/postcolonial dimensions 
of Victorianism and its fandoms). 
 
Respondent 
 
Georgiana Banita is a Research Associate at the Trimberg Research Academy, University of 
Bamberg. Previously, she was an Assistant Professor in Literature and Media at the University of 
Bamberg and a Postdoctoral Fellow at the United States Studies Centre, University of Sydney. In 
2009, she obtained a PhD in American Studies, with a thesis on US American and British literature 
(minors: Comparative Literature and Media Studies) at the University of Konstanz, and spent a year 
as a Doctoral Fellow at the English Department of Yale University. Her work has been supported by 
grants from the Volkswagen Foundation, German Research Foundation, Fritz Thyssen Foundation, 
and the DAAD, among many others. Currently her interests cluster around two themes: (1) the 
intersections of race, immigration and law enforcement in the United States and Europe, with a 
focus on racial profiling, police brutality, and biased pre-crime algorithms; (2) Energy Humanities, 
especially the transition from fossil fuels to renewables. She is the author of Plotting Justice: 
Narrative Ethics and Literary Culture after 9/11 (University of Nebraska Press, 2012) and the co-
editor of Electoral Cultures: American Democracy and Choice (Universitätsverlag Winter, 2015). 
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Panel 1B: Border Lines 
 
Interrupting the Photographic Regime of the Refugee as Other: Portraiture as Countervisuality in 
Refugee Comics 
Yagnishsing Dawoor 
 
This paper argues that refugee comics can ‘re’-present refugees and implicate the reader politically, 
interrupting the dominant photographic regime of the refugee as other through ‘countervisual’ 
(Mirzoeff 2011) acts of portraiture. To this end, I read two refugee comics namely Kate Evans’ 
Threads: From the Refugee Crisis (2017) and Olivier Kugler’s Escaping Wars and Waves: Encounters 
with Syrian Refugees (2018) as rethinking through portraiture the representation of refugees, with 
and against photography, so as to confront the bordered reality that photography helps sustain and 
the modes of looking that it motivates. Drawing on the work of Emmanuel Levinas, Edouard Glissant, 
Ariella Azoulay, Thierry Groensteen, Jason Dittmer, Dominic Davies and others, this paper argues 
that Evans and Kugler use the visual-verbal structure of comics and its formal possibilities to 
generate portraits that frustrate easy consumption of refugee lives. Evans’ book, I contend, 
harnesses the sequentiality and ‘braiding’ effects possible within the comics form, to bring us, 
repeatedly, face-to-face with the figure of the refugee, forcing us into an ethical relationship. Kugler, 
on the other hand, reworks refugee photographs into comics portraits by playing with lines, colour, 
text, page layout and comics’ plurivectoriality, in order to render refugees resistant to optical 
purchase and comprehension, challenging the reader’s scopic confidence and her need for 
transparency. If Azoulay’s exploitation of the potentiality of photography in her work points the way 
for how drawing and text can expose the violence of dominant institutional framings of images and 
events, this paper, using these two works, will show that the ‘countervisual’ potentials of drawing 
and text are expanded as they enter in dialogue with the formal affordances of the comics form, 
allowing them to challenge authority and its sanctioned ‘visualities’ (Mirzoeff 2011) and modes of 
relating to the refugee in very unique and particular ways. 
 
Yagnishsing  Dawoor  read  for  a  Master  of  Studies  in  World  Literatures  in  English  at  St. 
Antony’s  College, Oxford. His research  focuses on refugee comics, the literary and cultural 
productions of and about the  Indian Ocean, and  postcolonial and  eco-critical perspectives from 
the Global South. 
 
African Migration and Anti-Black Racism: What Lines Between the Sahara and the Maghreb?                                                                                                                  
Michelle Bumatay 
 
Global South to Global North migration, though often characterized in the international media as a 
relatively recent and ongoing crisis, stems from a deep history of socioeconomic and political 
relations primarily between western Europe and the rest of the world and is undoubtedly linked to 
what Paul Gilroy famously described as the Black Atlantic. Dating back to the Age of Exploration, the 
Transatlantic Slave Trade, and triangulated through the Enlightenment and 19th-century positivism, 
anti-blackness remains encoded albeit transformed in contemporary neoliberal discourse about 
global migration. In contrast to sensationalized headlines about lifeless bodies in airplane landing 
gear or thousands of migrant deaths in the Mediterranean, off the west coast of Africa, or in the 
Saharan desert (equally important though less reported), recent non-fiction and fiction bandes 
dessinées about African migration, like their cinematic counterparts, give a face (often many) to 
migrants. To combat the dehumanizing tendencies of statistics and headlines that speak of waves 
of migrants, certain bandes dessinées, through formal conventions such as repetition and variation, 
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insist on individuals, their stories, and their humanity. In an attempt to examine how anti-blackness 
informs and impacts migration in the 21st century, this paper focuses on the representation of 
African migration in bandes dessinées. In particular, on the one hand, this paper investigates what 
these bandes dessinées reveal about how anti-blackness shapes push factors (economic inequality, 
political corruption, French universalism, and neocolonialism) and impacts migrants’ lived 
experiences in the Sahara and the Maghreb (racism and discrimination, exploitation by traffickers 
and other migrants, selfhood) and, on the other, analyzes how these bandes dessinées insist on 
migrants’ humanity. 
 
Michelle Bumatay is an Assistant Professor of French at Florida State University specializing in 
African francophone and diasporic cultural production (literature, comics, film, art). Her research 
focuses primarily on bandes dessinées as a fraught yet crucial site of meaning-making in the 
francophone world. She is the 2015 recipient of the Annual Lawrence R. Schehr Memorial Award 
for her conference paper, “Madame Livingstone and Notre Histoire: Travels in Time,” published as 
an article in Contemporary French Civilization. She has also published on the work of Gabonese 
cartoonist Pahé in European Comic Art, African comic book festivals in Research in African 
Literatures, and on the work of Belgian cartoonist Jean-Philippe Stassen in Alternative Francophone. 
Her work also investigates comics as journalism and documentary and she has contributed chapters 
on migration in Postcolonial Comics: Texts, Events, Identities (eds. Pia Mukherji and Binita Mehta) 
and Immigrants and Comics: Graphic Spaces of Remembrance, Transaction, and Mimesis (ed. Nhora 
Serrano). 
 
Drawing at the borders: Australia’s asylum seeker comics 
Aaron Humphrey 
 
This paper investigates the ways that comics have been used by media organisations, government 
agencies, activist groups and individual asylum seekers to debate, describe and in some cases even 
define Australia’s relationship with asylum seekers. It argues that the complexities of these subjects 
require a framework of analysis that moves beyond the traditional disciplinary boundaries of comics 
studies that are based on publication genres, such as political cartoons and graphic novels, and 
proposes a of method of analysis that is instead based on drawing practices. 

The transnational nature of asylum means these comics often transgress national borders 
and local publishing conventions. This is confounded by precarity and desperation at the borders, 
which create conditions where artists and governments alike are forced into unconventional 
drawing and publishing practices. Additionally, these comics are increasingly published digitally and 
online, where boundaries between national and international media are blurred, and the 
established disciplinary boundaries of visual communication become unsettled (Nabizadeh 2016, 
Humphrey 2018). At the border, distinctions between genres of visual communication become 
increasingly difficult to parse, especially the differences between political cartoons, educational 
comics, graphic novels, and emerging genres like graphic contracts (Haapio, de Rooy et al. 2018) 
and graphic reportage (Ludewig 2019). 

Many studies of the ways that migration is depicted in comics focus on particular genres, 
such as political cartoons (Driscoll 2015, Olds and Phiddian 2019), or graphic novels and graphic 
memoirs (Rifkind 2017, Salmi 2019). However, the comics that have been produced at the 
borderlines of Australia’s asylum seekers crises blur the normally accepted disciplinary boundaries 
of visual communication. This paper will demonstrate that centring the study of comics more on 
drawing practices than on publishing lines has the effect of shifting the focus from text, narration 
and narrative to line, visibility and visuality. This has political implications and allows comics studies 
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to encompass wider and more diverse perspectives, while also providing a platform that can be used 
to critique the use of comics by government agencies, non-profit organisations who are seeking a 
tactical advantage by using comics at Australia’s border and other crisis lines. 
 
Aaron Humphrey is a lecturer of media and Digital Humanities at the University of Adelaide. His 
writing on comics has been published in journals including: The International Journal of Cultural 
Studies, The International Journal of Comic Art, a/b: Auto/Biography Stuies, Media International 
Australia and The Comics Grid. He is also a cartoonist and has published academic comics in Persona 
Studies, Composition Studies and Digital Humanities Quarterly. He is a member of the J.M. Coetzee 
Centre for Creative Practice. 
 
Respondent 
 
Candida Rifkind is Professor in the Department of English at the University of Winnipeg, where she 
specializes in alternative comics and graphic narratives, Canadian popular and political writing, and 
feminist auto/biography theory. Her most recent co-edited book is Documenting Trauma: 
Traumatic Pasts, Embodied Histories & Graphic Reportage in Comics (Palgrave 2020), a collection of 
16 essays and 3 original comics. She also recently co-edited volume 35.2 of a/b: Auto/Biography 
Studies on “Migration, Exile, and Diaspora in Graphic Life Narratives.” Her co-edited scholarly 
collection with Linda Warley, Canadian Graphic: Picturing Life Narratives (Wilfrid Laurier UP, 2016), 
won the 2016 Gabrielle Roy Prize for the best book in English Canadian literary criticism. Recent 
publications in comics studies include book chapters on immigrant and refugee comics, graphic 
biographies, and Indigenous comics.  She co-edited Indigenous Comics and Graphic Novels: An 
Annotated Bibliography (Jeunesse, 2019) and is currently co-authoring a book titled Graphic Refuge: 
Visuality and Mobility in Refugee Comics with Dominic Davies, co-writing the Routledge Volume on 
Auto/biography in Canada with Sonja Boon, Laurie McNeill, and Julie Rak, and researching Canadian 
Covid comics diaries. She is Past President of the Comics Studies Society (2020-21) and serves on 
the Editorial Advisory Boards of the journals iNKS, Canadian Literature, and Studies in Canadian 
Literature, as well as reviewing comics and graphic narratives for the Winnipeg Free Press. With 
Barbara Postema and Nhora Serrano, she is co-editor of the new Wilfrid Laurier University Press 
book series Crossing Lines: Transcultural/Transnational Comics Studies. In Fall 2019, she co-
organized the first One Book UW program at the University of Winnipeg on the Indigenous comics 
anthology This Place: 150 Years Retold. 
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Panel 2A: Colour Lines 
 
“Into the Black”: American Origin Stories and the Unstable Page of Pretty Deadly 
Tiffany Hong 
 
Pretty Deadly, the ongoing Image series by Kelly Sue DeConnick, Emma Ríos, Jordie Bellaire, and 
Clayton Cowles, dismantles in each of its arcs an American origin story: the Wild West; the Great 
War; and Hollywood. The fantastical and amorphous comic traverses generations, continents, 
genres, and styles, anchored by Native orphan Sissy and the black Fields family. Matriarch Sarah 
Fields likens “me and mine” to desert creatures whose lives depend on the whims of those who 
“don’t see them, don’t think about them at all.” On the page, her analogy sets mortals against the 
caprices of the otherworldly Reapers, but this dynamic also speaks to the struggle of invisible 
characters like herself who exist on the peripheries, outside the frames, who trespass and negotiate 
space, territory, and narrative in contested sites of national becoming, and on Ríos and Bellaire’s 
anti-linear, anti-Cartesian layouts themselves. 

All three miniseries are situated during foundational moments of conquest, bordering, 
naming, and myth-making, yet the focalization through ‘outsiders’ disperses an authoritative, 
historical linearity in favor of metatextual, embedded narrative multiplicity and protean sight lines 
that refuse a stable viewing positionality. The Reapers migrate from realm to realm (the 
metaphorical here made literal and geographical), while Sissy and the Fields children – despite their 
higher sight or access to the mythic framework of the comic itself – must contend with the 
designation of not belonging, of being out of place and time, of encroaching on sacred spaces and 
the right to speak. This ontological navigation is given voice through the resistance of the page itself, 
which refuses containment and temporal hierarchy; pencils and gradations disrupt delineations of 
original and reflection, denying the reader safe passage, as we, like the Reapers, must contend with 
the peril of losing our forms and fading “into the black.” 

 
Tiffany Hong is Assistant Professor of Japanese Studies at Earlham College. She received her PhD in 
East Asian Languages and Literatures (Japanese) from the University of California, Irvine. Currently, 
she is working on a monograph which examines the narratology of Murakami Haruki through the 
visual rhetoric of sequential art studies. Her work has appeared in ImageTexT, Image [&] 
Narrative, Room One Thousand (UC Berkeley College of Environmental Design), The Supervillain 
Reader, and the Journal of Graphic Novels and Comics. 
 
Coloniality in Octavia Butler’s Kindred 
Marietta Kosma 
 
Through Butler’s graphic comic Kindred, numerous tensions are raised around the notions of 
accessibility, disability, equality and inclusion exposing the crisis of black futures. My analysis 
focuses on the way that disability informs Dana’s experiences in the context of slavery, her 
positioning in the contemporary discourse of neo-liberalism and her positioning in the prospective 
future. Very few scholars perceive Dana’s subjectivity as an actual state of being that carries value 
both materially as well as metaphorically. The materiality of disability has not constituted part of 
the larger discourse of the American slave system. Through rendering disability both figuratively 
and materially, I establish a connection between the past, the present and the future. The different 
figurations of space and time exposed through Dana’s time travelling help conceptualize her 
accessibility in different structures. Previous scholarship has been extensively focusing on the origin 
and legacy of trauma, inflicted on the black female body of the twentieth century, however there 
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has been too little, if any criticism in relation to the active construction of black female subjectivity, 
located at the level of the body. I wish to explore how spectacles of violence against black female 
bodies function in the wider political imagery of the twenty-first century. The physical and 
psychological displacement of Dana, as a black female body exposes her traumatization and the 
difficulties she faces in order to reclaim her subjectivity in a society burdened by a history of violence 
and exploitation. Even though Kindred was written before the black lives matter movement 
emerged, it could be analyzed in a way that asserts the continuity of African-American trauma, the 
perpetuation of systematic racism in USA and the crisis of blackness in the future. Systematic 
violence threatens black women’s wholeness and renders their bodies at risk. 
 
Marietta Kosma is a first year DPhil student in English at the University of Oxford at Lady Margaret 
Hall. Her academic background includes a master in English from JSU and a master in Ancient Greek 
Theater from the university of the Aegean. Her research interests lie in twentieth-century American 
literature, postcolonialism and gender studies. Her research focuses on the construction of African 
American female identity in contemporary neo-slave narratives. She has participated in numerous 
conferences. She has written in a wide variety of journals, newspapers, magazines and in an edited 
book collection. She is an editor for the Right for Education Oxford and for the Oxford Student. 
 
“On the Borderline”: The Comics/Art of Kerry James Marshall’s Rythm Mastr  
 Emmy Waldman 
  
This paper investigates and interrogates the increasingly “fine line” between comics and the fine 
arts today, in our moment of racial reckoning. Museums and curators have begun to acknowledge 
the influence of comics on contemporary art: in just the past year, Musée Picasso Paris brought out 
an exhibition devoted to Picasso and comics. Meanwhile, comics themselves are entering museums 
and galleries, as in the case of Art Spiegelman’s celebrated “Co-Mix” retrospective. But these 
exhibitions lack both historical depth and diversity. In 2005, the blockbuster Masters of American 
Comics at the Hammer and MOCA/LA nominated fifteen men of whom fourteen were white as 
“masters.”   

In this paper, I examine the acclaimed Chicago-based painter Kerry James Marshall (b. 1955), 
best known for his large-scale paintings of black figures rendered in up to seven shades of pure 
black. In the artist’s own words, these representations sit “on the borderline” between the positivity 
of a subject position and the negativity of a mere stereotype. Advancing recent scholarship on 
blackness and visual narrative by Rebecca Wanzo, Richard Powell, Darby English, and 
others, I consider Marshall’s complex painted tableaux alongside his ongoing graphic narrative 
project, the epic and multi-media Rythm Mastr (1999-present), inspired by the absence of 
black figures (and superheroes) in the comic books Marshall grew up with. Marshall’s multi-
stranded Rhytm Mastr series, in which ancestral drumlines reanimate African sculptures 
with superheroic powers, rewrites—and respells—the “mastery” of the colonial slaveholder, 
suggesting how an orientation towards the African past can drive the future. Tracing the graphic 
narrative project to its origins—the first iteration was printed on cheap newspaper and then used 
to block out the display windows of the Carnegie International Treasure Room—I investigate how 
Marshall directly questions the value and visibility of black cultural history in institutional 
spaces (including and especially the art museum). This case study powerfully demonstrates how the 
spirit of comics—figurative, narrative, satirical, demotic—beats out new institutional and 
discursive rhythms by which to structure what we call art.   
  



 
 
 

 11 

Emmy Waldman is a Visiting Fellow of the Harvard University Department of English. She earned 
her doctorate in English from Harvard University in May 2020, where she completed a dissertation, 
"Filial Lines: Art Spiegelman, Alison Bechdel, and Comics Form," under the supervision of Hillary 
Chute, Stephanie Burt, Elaine Scarry, and Philip Fisher. She is currently working on two book-length 
projects: Graphic Relations, an expansion of her dissertation exploring the graphic memoir genre; 
and Comics/Art: Black Bodies in the White Cube, which examines how contemporary visual artists 
have turned to the language of comics to address racial violence and its legacies. Her work is 
forthcoming in The Cambridge Companion to Literature and Psychoanalysis (Cambridge 
UP), Creative Resilience and COVID-19: Figuring the Everyday in a Pandemic (Routledge), Raw, 
Weirdo, and Beyond: Alternative Comics 1980-2000 (McMullen Art Museum/Chicago UP), and The 
Harvard Review.   
 
Respondent 
 
Rebecca Wanzo is professor and chair of the Department of Women, Gender, and Sexuality Studies 
at Washington University in St. Louis. She is the author of The Suffering Will Not Be Televised: African 
American Women and Sentimental Political Storytelling (SUNY Press, 2009), which uses African 
American Women as a case study in exploring the kinds of storytelling conventions of people must 
adhere to for their suffering to be legible to various institutions in the United States. Her most recent 
book, The Content of Our Caricature: African American Comic Art and Political Belonging (NYU Press, 
2020) examines how Black cartoonists have used racialized caricatures to criticize constructions of 
ideal citizenship, as well as the alienation of African Americans from such imaginaries. Her research 
interests include African American literature and culture, critical race theory, fan studies, feminist 
theory, the history of popular fiction in the United States, cultural studies, theories of affect, and 
graphic storytelling. She has published in venues such as American Literature, Camera 
Obscura, differences: A Journal of Feminist Cultural Studies, Signs, Women and Performance, and 
numerous edited collections. She has also written essays for media outlets such as CNN, the LA 
Review of Books, and Huffington Post. 
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Panel 2B: Practice Lines 
 
Lifeglows Through the Anthropocene: Development of the Radical Imagination and Response-
ability Within Superhero Comics 
Reed Puc 
 
Addressing the Anthropocene means developing new ways of thinking about scale and time. To 
engage the Anthropocene, we must learn how to think about and with Timothy Morton’s 
hyperobjects. It also means practicing Donna Haraway’s art of staying with the trouble by cultivating 
entanglements of response-ability between the human and nonhuman and rejecting doomed 
futures predetermined by neoliberal capitalism. Treating superhero comics as successors to the 
epic, I argue, offers us discursive exercises in such practices on their formal and textual levels. 
Following Le Guin’s “Carrier Bag Theory,” superhero comics become sites where time can be 
destabilized, narratives of technology and science can be uncoupled from domination, and heroic 
narratives rethought.  

Epics bring together multiple authors, histories, and mythologies. Superhero comics are 
equally collaborative. One comic synthesizes the work of multiple creators while fans 
simultaneously transcend the division between artist and audience: they are hypo- and hyper-
textual. They function on scales few other works do. Beyond the narrative timeline of the comics 
themselves, superhero comics spread out across linear time as creators layer stories and narratives 
over their predecessors’ work, and as both past and present creators’ stories enter into response-
able entanglements with fans. These epic, palimpsestuous lines of superhero comics are uniquely 
suited to help us think through – and past – the crisis of the Anthropocene. 

As writers such as Le Guin and Octavia Butler tell us, science fiction makes radical 
imagination possible. By analyzing Jonathan Hickman’s recent work on X-Men, I argue that the 
making and reading of superhero comics turns radical imagination into an experiential process 
which asks creators and fans to reside in an imaginative space where visual, narrative, and temporal 
lines entangle. This entangled, radically imaginative space develops our capacity to conceptualize 
and respond to hyperobjects such as the Anthropocene. 
 
Reed Puc is a recent graduate of the University of Montana's master's program in English literature. 
Their research focuses on the radical imagination, superhero comics, and the Anthropocene. They 
are passionate about abolitionist pedagogy and tabletop games as discursive learning technologies. 
Their scholarship on Marvel's The Punisher and queer masculinity will be published in the 
forthcoming Routledge Companion to Masculinity in American Literature and Culture. They are 
currently an independent scholar and split their time between America and the United Kingdom. 
  
Resisting Lines, Resisting Bodies: (Feminine) Territoriality and the Hegemonic Gaze 
in South American Comic Art  
Jasmin Wrobel 
 
In the last two decades, sequential art has become an important artistic space of feminist 
resistance in Latin America. Although the comics scene remains dominated by male artists and 
also readers, female artists1 are increasingly using the medium to question and de- and 
reframe hegemonic and heteronormative social structures. Through the emergence and 
establishment of new publication platforms (feminist comic magazines, social media, or blogs), 
separate and independent spaces are opening up in which an increased examination of sexist and/or 
racist discrimination, (sexual) self-determination, or current political debates is taking place.  
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In my paper, parting from a short excursus on the representation of the ‘colonial gaze’, I 
will discuss three artists who can be considered as essential pioneers of female and (queer)feminist 
comic art in South America: First, the Brazilian modernist Patrícia Rehder Galvão (1910-1962), 
better known by her nom de plume ‘Pagu’, one of the first women to draw comic strips in 1931, and, 
secondly, Laerte Coutinho (*1951), also from Brazil, one of the country’s best-known cartoonists 
and comic artists. During her transition in the 2000s, Laerte had one of her characters accompany 
her and has been publicly advocating for transgender rights ever since. As a last example, I will 
discuss Colombian-Ecuadorian Paola Gaviria’s (*1977, ‘Powerpaola’) graphic memoir Virus 
Tropical (2009), focusing on the (subversive) transmedial dialogues it establishes in relation to 
hegemonic visual and textual cultures. Pagu, Laerte and Powerpaola represent different 
generations and, accordingly, different aesthetic approaches and modes of representation. What 
they have in common, however, is that their comic art is actively directed against hegemonic social 
attributions and expectations, while they also explicitly participate in the political discourse in 
their respective countries.   

In relation to the (globally) growing market for women comics, a phenomenon Spanish 
scholar Ana Merino has referred to as “feminine territoriality”, the paper seeks to address how this 
concept could not only be related to the idea of the conquest of spaces and visibility within a male 
dominated art scene, but also to the way in which Latin American female comic 
artists challenge the hegemonic, mostly male-heteronormative gaze in their representations, 
while breaking down patriarchal, binary structures through their self-drawn corporeality, 
symbolically and explicitly crossing predefined lines.   

 
Jasmin Wrobel studied Spanish and Comparative Literature at Ruhr Universität Bochum and holds 
a PhD in Latin American Studies from Freie Universität Berlin. She has been assistant professor in 
the area of Latin American Literatures and Cultures at Lateinamerika-Institut/Freie Universität 
between 2013 and 2019 and was guest lecturer at Pontificia Universidad Católica de Chile in 2018 
and Tel Aviv University in 2019. At present, she is postdoctoral researcher and academic 
coordinator at the Cluster of Excellence “Temporal Comunities – Doing Literature in a Global 
Perspective”, Freie Universität, where she works on a postdoctoral project with the working title 
“Body / Images – Foreign / Gazes: (Female) Territoriality and Corpography in Latin American and 
Spanish Graphic Narratives”. She is the author of the book Topografien des 20. Jahrhunderts: 
Die memoriale Poetik des Stolperns in Haroldo de Campos’ Galáxias, editor of the 
book Roteiros de palavras, sons, imagens: Os diálogos transcriativos de Haroldo de 
Campos (2018), co-editor of the dossier “Experimental Poetry Networks: Material Circulations” 
(2019 in Materialities of Literatures; with Pauline Bachmann) and co-editor of the special issue 
“Picturing the Black Americas: Race/Relations and Modes of Visual (Self-)Archiving” (forthcoming 
2021 in Amerikastudien / American Studies; with Dustin Breitenwischer). She has published articles 
in several international journals and volumes regarding topics such as Brazilian concrete poetry, 
Latin American baroque and neo-baroque literature, cultural and literary contacts between Brazil 
and Spanish America, literary mediations of the Shoah and Latin American and Spanish sequential 
art.  
 
Thinking Outside the Line: How Comics and Illustrations Can Help Our Work as Researchers and 
Educators 
Maria Grazia Imperiale 
  
In this paper, I reflect on the use of sketches, drawings, and illustrations as research 
methodology, and how these could be used as a data collection tool, during the analysis process, 
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and in the dissemination phase. I draw on a participatory research project funded by the British 
Council that explored teacher identity and agency with ten early career English teachers from 
Armenia, Brazil, Morocco, Nigeria and Palestine.   

In the study, we used the Tree of Life which is a strength-based approach used in narrative 
therapy, initially developed by a Zimbabwean psychologist to work with children who suffered from 
trauma and loss (Ncube, 2006). We used it as decolonizing and participatory research methodology: 
through a metaphorical representation of a tree, we sketched participants’ roots, their strengths 
and capabilities (the trunk), and their hopes and dreams (the leaves and blossoms).   

In the analysis process, I then used hand-drawn sketches and illustrations to analyse, 
summarize, link data. Lines contained, entangled and disentangled thoughts and concepts: these 
were instrumental to work through the messiness of research, allowing a non-
linear representation of the process on paper. Participants were shown some of those illustrations, 
and were invited to provide their feedback on my analysis. They were 
enthusiastic since research was translated into accessible ways that they could also share with their 
peers and students. As a result of the participants’ feedback, I felt brave enough to include some of 
these far-from-beautiful illustrations in presentations and the final 
report (forthcoming). Illustrations finally helped me develop a new representation of teacher 
identity, one that involves lines as opposed to the ones in the literature which ‘spatialize’ identity 
by representing it through overlapping spheres and diagrams.   

I argue that hand-drawn sketches and illustrations may be beneficial not only in collecting, 
analysing and representing research making it more accessible but also as tools to re-think some of 
the models we take for granted, which are neatly represented through diagrams and spheres. By 
using imperfect illustrations and lines we can perhaps also acknowledge and celebrate the 
messiness and beauty of our non-linear thinking process.    
 
Maria Grazia Imperiale is Academic Coordinator of the Culture for Sustainable and Inclusive 
Peace Network Plus (University of Glasgow, UNESCO RILA). She has a Ph.D. in Language Education 
(University of Glasgow, Scotland) and a MA(Hons) in Applied Linguistics and Intercultural 
Communication (University for Foreigners of Siena, Italy). She has conducted research on language, 
multilingualism, intercultural communication in several ODA contexts using decolonizing and 
participatory approaches, including arts-based methods. She collaborates with the British Council 
as a research consultant. 
 
Respondent 

Frederick Luis Aldama is a Distinguished University Professor, Arts & Humanities Distinguished 
Professor of English, University Distinguished Scholar, and Alumni Distinguished Teacher at the Ohio 
State University. He is the 2019 recipient of the Rodica C. Botoman Award for Distinguished 
Teaching and Mentoring and the Susan M. Hartmann Mentoring and Leadership Award. He is the 
award-winning author, co-author and editor of 40 books. In 2018, Latinx Superheroes in Mainstream 
Comics won the International Latino Book Award and the Eisner Award for Best Scholarly Work. He 
is editor and co-editor of 8 academic press book series as well as editor of Latinographix, a trade-
press series that publishes Latinx graphic fiction and nonfiction. He is creator of the first 
documentary on the history of Latinx superheroes in comics (Amazon Prime) and co-founder and 
director of SÕL-CON: Brown & Black Comix Expo. He is founder and director of the Obama White 
House award-winning LASER: Latinx Space for Enrichment & Research, as well as founder and co-
director of the Humanities & Cognitive Sciences High School Summer Institute.  
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Panel 3A: Inscribing Lines 
 
Scribbling on the Moon: Melancholia and the Colonial Imaginary in Tom Gauld’s Mooncop         
Thomas Giddens 
 
Tom Gauld’s Mooncop presents a vision of the dissipation of law. Set on the Moon, in the final days 
of the first human lunar colony, it depicts the re-emergence of a peaceful cosmos and individual life 
outside the strictures of law and governance. Across 95 brief pages of Gauld’s characteristically 
charming, clean inscriptions, Mooncop articulates a powerful and lasting glimpse of the complex 
melancholia of the human and legal conditions, and the hopeful possibility of a receding legality. 
This paper will explore the temporal and atemporal database of Mooncop’s multiframe in an 
exploration of the melancholic structure of law and the legal subject’s entanglement within the 
labyrinth database aesthetic of law’s ratio scripta and the possibility of escape. But underlying this 
legal escape is a narrative of colonial expansion and the scribbling of legal power upon the terra 
nullius of the Moon. In presenting an escape from a legality that has translated the moon into the 
symbolic order of law’s jurisdiction, pushing the frontier of civilization out into space, Mooncop 
encounters complex normative dynamics of spreading colonial lines of power across unoccupied 
land, and queries the possibility of undoing the violence of imperial inscription. 
 
Thomas Giddens is Senior Lecturer in Law at the University of Dundee. He is a critical, comics, and 
cultural legal scholar, with particular interests in form and visuality. He founded the Graphic Justice 
Research Alliance and is author of On Comics and Legal Aesthetics (Routledge 2018). His editorial 
work includes Critical Directions in Comics Studies (University Press of Mississippi 2020), sitting on 
the editorial boards of the International Journal for the Semiotics of Law and Law and Humanities, 
and being the Graphic Justice section editor at The Comics Grid: Journal of Comics Scholarship. 
 
Unbroken Lines: Retracing Genealogy and Mending Connections in Sofia Z-4515  
Mihaela Precup 
 
Sofia Z-4515 is an autographic narrative written by Gunilla Lundgren and Sofia Taikon, illustrated by 
Amanda Eriksson, and initially published in a bilingual Swedish-Romani edition in 2005. It is the story 
of Sofia Taikon’s deportation to Auschwitz-Birkenau with her family in 1943 and her subsequent 
separation from them as she is moved to Ravensbruck just before all the Romani prisoners from 
Auschwitz are murdered on August 2nd, 1944. The sole survivor of a Polish Romani family made up 
of two parents and four children, Sofia is rescued by a Red Cross convoy, in an effort led by Sweden, 
a country where first she is a refugee, and whose citizen she eventually becomes.   

In Sofia Z-4515, lines signal both separation and the possibility of recovering human 
connection; both the broken family genealogy that prompts Sofia to consider suicide after the 
Holocaust and the ability of survivors to recover their lost family ties through practices learned from 
their parents (such as palm and card reading, in this case). Throughout this story of painful 
disconnection and recovery, we see Sofia’s face framed by both the borders of family photography 
(a recreated missing archive) and the lines of the measuring device that is used to classify 
and register concentration camp prisoners. We see the convivial fluidity of the Romani family’s 
travels through Poland during the summer, a practice that does not need to be mapped, being 
replaced by the brutal forced relocation to the camps, a destination whose sinister plan is revealed 
through the emergence of maps and neatly arranged architectural structures.  We see the vibrant 
lines of Sofia’s lovingly combed and braided long hair replaced by the stipple of the uneven stubble 
left behind by a careless shaver. As Sofia’s refugee status meets with a happy resolution, we see the 
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confining flattening lines of the camp uniform give way to the waving lines of a beautiful red silk 
dress, a precious gift that makes her decide to go on living.   

My paper thus focuses on the work that graphic narration does towards 
unbreaking the severed genealogical lines from Sofia Taikon’s life.  Sofia’s intention of anchoring 
the story in the genre of children’s literature and thus editing out some of the abuse she suffered 
or witnessed in the camps is, I argue in this paper, yet another way of strengthening family ties by 
bestowing this valuable testimony on the grandchildren. 
 
Mihaela Precup is Associate Professor in the American Studies Program at the University of 
Bucharest, where she teaches American visual and popular culture, contemporary American 
literature and comics studies. Her work explores the graphic representation of violence (particularly 
in the context of war and conflict), post-traumatic memory, autobiography, and subversive 
femininity. She has co-edited three special issues of the Journal of Graphic Novels 
and Comics (on War and Conflict and Sexual Violence; with Rebecca Scherr). She is the author of The 
Graphic Lives of Fathers: Memory, Representation, and Fatherhood in Autobiographical 
Comics (Palgrave Macmillan, 2020).   
 
“If you can read this, you're too close”  
 Katalin Orbán 
 
It is an important characteristic of comics that words and letters, particularly hand-drawn ones, 
simultaneously signify as linguistic signs and graphic images, and the relative emphasis between 
these two modes can shift fluidly in the reading of a comic. This takes on a special significance in 
works by multilingual diasporic creators of comics, whose different languages are anchored in 
different spaces along lines of movement and whose choice of one or more languages (separately 
or in conjunction) can perform different identities and offer variable access to different 
audiences. In the case of creators, who rely heavily on digital platforms and social media, a highly 
unpredictable global readership further multiplies such scenarios of partial understanding. Legible 
language can morph into lines and shapes through various visual transformations, erasures, or 
dissolutions that can make it primarily or purely graphic in comics. In the case of diasporic works 
and their potential array of languages, this can render visible language into opaque signs of 
difference and boundary and markers of differential understanding. Lines of semi-legible or opaque 
script can foreground contested meanings and degrees of distance and belonging, as in the works 
of Lebanese artist Mazen Kerbaj, who relocated to Berlin in 2015. Published in a multilingual 
anthology series of a Beirut-based comics collective in two versions (with and without 
supplementary English translation), Suspended Time No. 1: The Family Tree (2008) is a short piece 
that interweaves representations of lineage, architectural space, self-portraiture, and lines of 
musical composition, and Lettre à la mère (2010), extends this attention to the lines of writing as 
images inviting and defying legibility through the spontaneous and unpredictable movement of ink 
and paint.   
 
Katalin Orbán is Associate Professor at the Institute of Art Theory and Media Studies, Eötvös Loránd 
University, Budapest. Her international teaching career includes prior positions at Harvard and the 
National University of Singapore. Her studies on comics and the senses, changing reading practices, 
and social memory have appeared in leading journals and collections, including Critical 
Inquiry, Journal of Graphic Novels and Comics, and The Edinburgh Companion to Contemporary 
Narrative Theories.  Her most recent works are “Hierarchies of Pain: Trauma Tropes Today and 
Tomorrow” in Documenting Trauma in Comics (Palgrave) and a chapter on graphic fiction 
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forthcoming in The Cambridge Companion to Twenty-First Century American Fiction (Cambridge 
UP).   
 
Respondent 
 
Hillary Chute is Distinguished Professor of English and Art + Design at Northeastern University. Her 
work focuses on comics and graphic novels, contemporary fiction, visual studies, American 
literature, gender and sexuality studies, literature and the arts, critical theory, and media studies. 
She is the author of Graphic Women: Life Narrative and Contemporary Comics (Columbia University 
Press, 2010), Outside the Box: Interviews with Contemporary Cartoonists (University of Chicago 
Press, 2014), and Disaster Drawn: Visual Witness, Comics, and Documentary Form, which was 
published by Harvard University Press in January 2016. She is also associate editor of Art 
Spiegelman’s MetaMaus (Pantheon, 2011), which won a National Jewish Book Award, among other 
prizes. She co-edited the Critical Inquiry special issue “Comics & Media” (University of Chicago Press, 
2014), and in 2006 she co-edited the MFS: Modern Fiction Studies special issue “Graphic 
Narrative,” the first issue of a journal in the field of literature devoted to analyzing comics. She 
has written for publications including Artforum, Bookforum, The Believer, and Poetry. She was 
associate professor of English, and an associate faculty member in the Department of Visual Arts at 
the University of Chicago before joining the Northeastern faculty. Chute serves on the Executive 
Committee of Northeastern’s Women’s, Gender, and Sexuality Studies Program. She is a comics and 
graphic novels columnist for the The New York Times Book Review. 
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Panel 3B: Life Lines 
 
Footnotes to Guamán Poma: Transtemporal encounters in Nacha Vollenweider’s Notas al Pie 
(2017)  
Andrea Aramburú Villavisencio 
 
This presentation proposes a transtemporal reading that begins with an image in two iterations, 
spanning 400 years in between. The first one (Fig.1, 1), a full-page frame included towards the end 
of Notas al pie (2017), a graphic memoir by Argentinian Nacha Vollenweider that chronicles the 
author’s personal experiences in Hamburg, Germany, with an exploration of her family’s history, 
who lived through several military regimes in Argentina, especially the dictatorship under General 
Jorge Rafael Videla (1976 to 1983). The second one (Fig.1, 2), the illustration on which Vollenweider 
bases her drawing, comes from the colonial text Nueva corónica y buen gobierno, written by 
Quechua nobleman Felipe Guamán Poma de Ayala around 1615, when Peru was under Spanish rule. 
The NC had the aims of reforming the ways in which the colony was being governed, and through 
its rhetoric and visual witnessing, Guamán Poma hoped to show the king the need to ‘restitute the 
lands and return to the Andean government’, for that was the will of God for the Andean peoples. 

I will argue that if Guamán Poma’s image portrays a critique of Western colonial power, 
Vollenweider’s reappropriation follows its aftermath, and targets the structures of coloniality that 
govern over every form of subjectivity, cultural production and mode of knowledge in the 
contemporary capitalist and Eurocentric world system. Coloniality, a term coined by Peruvian 
sociologist Aníbal Quijano, points to the configurations of power, largely based on a racial/ethnic 
hierarchy of domination, that were instituted at the time of colonialism. Drawing on these 
formulations, I will take Guamán Poma’s illustration as a starting point to ask what Notas al pie has 
to say about memory, history and the legacies of colonialism, in order (1) to consider coloniality as 
a necessary framework in which to think through collective memories, and (2) to think critically from 
and with a Latin American visual tradition, that includes exploring the potential of the comics 
medium as a technology of remembrance.  
 
Andrea Aramburú holds a Master of Arts in Contemporary Literature, Culture and Theory from 
King’s College London, and a Bachelor’s Degree in Hispanic Literature from PUCP, in Lima, Peru. She 
is currently doing her PhD at the Centre of Latin American Studies at the University of Cambridge as 
a Gates Scholar. Her research takes a feminist and queer approach to contemporary Latin American 
comics, by looking at the interactions between relationality, affect and aesthetics.  
 
Articulating a New Paradigm of the Mestizo Identity: Santiago de Cárdenas’ Decolonial Self-
Portraits  
Martina Thorne 
  
In 1761, Peruvian mestizo Santiago de Cárdenas submitted a petition to the Viceroy 
Manuel Amat y Juniet requesting permission and funds to build a flying machine. After fourteen 
years of empirical research on the Andean condor in the mountains surrounding Lima, Cárdenas 
acquired a remarkable understanding of the biomechanics of flight. He proposed that his invention 
be utilized to transport mail across the Atlantic. The Spanish cosmographer Cosme Bueno who 
evaluated the project, rejected it the two times it was presented. In the view of the ruling class, a 
self-educated mixed-blood individual and a low caste member was unable to formulate knowledge. 
Trapped in a network of power controlled by a Spanish intellectual elite who monopolized the 
production of knowledge, Cárdenas tried to circumvent the colonial authorities. He wrote a book 
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addressed to the King of Spain, A New System to Navigate Through the Air Taken From the 
Observation of Birds (ca. 1762-1780). Understanding that he lacked scientific credibility, he wrote a 
self-fashioning account. He crafted his own character as an ingenious and knowledgeable man, 
refusing what Aníbal Quijano calls the “geocultural identities” imposed by the colonizer that 
confined mestizos to manual work and excluded them from intellectual endeavors. In his three self-
portraits, he depicted himself as a dedicated naturalist performing fieldwork and claiming a place 
among the Spanish literati. Cárdenas perceived space as a dimension to be negotiated and 
redefined. He transgressed urban boundaries going outside the city to conduct empirical 
research.  The world that he envisioned was connected by his flying device and he proposed a flying 
itinerary to deliver mail between the Americas and Europe. Cárdenas’ decolonial lines articulate a 
new paradigm of the mestizo identity. His self-portraits sketch an anti-imperial racial discourse in 
which the subaltern draws, erases hegemonically assigned identities, and formulates knowledge.  
 
Martina Thorne is a PhD candidate in the program of Spanish Literature and Cultural Studies at 
Georgetown University. Her dissertation “The Rise of a Colonial Mestizo: Santiago de Cárdenas, his 
Flying Machine, his Book and its Adaptations” studies a little-known text written by a mixed-blood 
individual in the Viceroyalty of Peru in the 18th century. Her research focuses on the genealogy of 
epistemic violence, decolonial thinking, the nature of the mestizo identity, colonial narratives, their 
adaptations, reinterpretations, and the perpetuation of colonial stereotypes.  
 
Framelines as Machines for Intellectually Decolonizing the Settler Colonial Grid 
Katherine Kelp-Stebbins  
 
The role of the grid in the colonization of the Americas, as an imaginary of space and as a form of 
control, has an established history of scholarship [Johnson (1976), Palmer (2012), Siegert (2015), 
Brousseau (2018)]. Likewise, the grid’s role as the virtual and or technical a priori for the visual 
appearance of comics provides the basis for much comics theory [Van Lier (1988), Peeters (1991), 
Groensteen (1999), Cohn (2013)]. Less well-theorized, however, is the relation between the gridding 
of land and the gridding of the comics page. In this talk, I historicize the grid as a cultural technique 
of comics theory and practice in order to challenge the “settler common sense” (Rifkin 2014) of the 
grid as a design system and spatial stratagem. Examining the Haida manga of Michael Nicoll 
Yahgulanaas (2001, 2009, 2017, 2019), I argue that Yahgulanaas’ “framelines” act as a rebuke to 
colonial epistemologies and ideological falsehoods about the emptiness of indigenous land. 
Yahgulanaas coined the term frameline to denote the curving, interconnected lines he uses to 
structure the pages of his books and the narrative progression therein. Unlike orthogonal panels, 
framelines do not metonymically delimit the page into separable units. Instead, his lines make use 
of Haida art forms to create sprawling image systems connected across multiple pages. In turn, 
these pages may be rearranged into murals--readers are enjoined to “rip the pages out of their 
bindings and...reconstruct this work of art”--wherein framelines weave across the planche, 
renegotiating tabular containment and juxtaposition. Imbricating visual and ideological approaches 
to the land and to the role of the grid or gutters in comics studies, Yahgulanaas conceives of Haida 
manga as a means by which to deconstruct the hegemonic force of the grid as it places and displaces 
page and land. 
 
Katherine Kelp-Stebbins (she/her/hers) is Associate Director and Assistant Professor of Comics 
Studies at the University of Oregon, Department of English. Her work examines comics and visual 
media as tools for rethinking world literature and remapping transnational media flows. Her 
scholarship has been published in Feminist Media Histories, Media Fields, Studies in Comics, and 
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anthologies including The Oxford Handbook of Comic Book Studies, Comics Studies Here and Now, 
and The Comics of Alison Bechdel. Her book, How Comics Travel, is under contract at the Ohio State 
University Press, and uses comparative methodology to analyze world economies of comics through 
the apertures of translation, cultural imperialism, and print cultures. She is also the curator of the 
upcoming exhibition, The Art of the News: Comics Journalism, opening September 25, 2021 at the 
Jordan Schnitzer Museum of Art. Her research and teaching practices are informed by feminist, anti-
racist, and anticolonial theories. She received her Ph.D. in Comparative Literature in 2014 from UC 
Santa Barbara. 
 
Respondent 
 
Tim Ingold is Emeritus Professor of Social Anthropology at the University of Aberdeen. He has 
carried out fieldwork among Saami and Finnish people in Lapland, and has written on environment, 
technology and social organisation in the circumpolar North; on animals in human society; and on 
human ecology and evolutionary theory. His more recent work explores environmental perception 
and skilled practice, and his current interests lie on the interface between anthropology, 
archaeology, art, and architecture. He is the author of more than fifteen books, including The 
Perception of the Environment: Essays on Livelihood, Dwelling, and Skill (2000), Lines: A Brief History 
(2007), Being Alive: Essays on Movement, Knowledge, and Description (2011), Making: 
Anthropology, Archaeology, Art, and Architecture (2013), The Life of Lines (2015), Anthropology 
and/as Education (2018), Anthropology: Why it Matters (2018), and Correspondences (2020). In 
2007, shortly after the publication of Lines: A Brief History, he was described as “the leading scholar 
in the field of archaeology and anthropology in the UK today.” 


