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ABSTRACT

Comic books have always been consighed t h e shblved at libeamed and
bookstores. Recently, however, a massive publisbincomic books designed for tlaglult
audience called graphic novels has caught the atteati of academics, critics artde film
industry. Despite the existence of a vast theoretical bibliography of screen adaptations based
on novels, those theories can not be satisfactorily applied to the analys$issolbased on
comics and graphic novelsnse they do not conceive, among other asp#utstranslation of
the drawingsn comics to the photography of film. In this sense, this tHesisseson an area
that hasnot received enough critical attentidhe specific case of the translationooimics
and particularly ofgraphic novels into films. In light of this, discussAl an Moor eds
Watchmera n d F r a n &in QWyahditheirrr@sective film versian In order to support
this debate, Iwildr aw upon Il rina Raj ews kelatioss acvwel asgor i e

Pascal ¢tossiderationgbdéus film adaptations of comics.



RESUMO

Histérias em quadrinhos sempre estiveram relegadas as estantesjuvani® das
livrarias e bibliotecas. Recentemente, no entaato, grande numer de publicacbes de
quadrinhos destinadas a um publicoladi os romances graficastematraido a atencéade
académicos, criticos e dadustria cinematografica. Apesar da vasta bibliografia tedrica
existente sobreadaptacdesde romances tais teorias #io conseguem, satisfatoriamente,
explicar as versoes filmicas de quadrinhos e romances gréaficos, uma vez que ndo concebem,
entre outros aspectos, a traducdo da imagem desenhada dos quadrinhos para a fotografia do
filme. Neste sentidogste trabalho preteadanalisar uma area que permanece relativamente
sem teorizacdd o0 caso especificoadtraducdo de quadrinhoseen especial dosomances
graficos para o cinema luz dessas questdemalisaremos os romances grafigdatchmen
de Alan Moore €Sin City daautoria de Frank Miller e suas respectivas versdes filmicas.
Neste debateutilizaremos as relacGemtermididticas de Irina Rajewskpem comoas

consideracfes deascal Lefévre sobre adaptacdes filmicas de quadrinhos.
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Al f people failed to wun
it was because they defined what
comics could be too

(McCloud,Understanding Comics3)

INTRODUCTION

A Short History of and between the Media

It is common knowledge that the origins of cinema date back to the 1890s, with
August and Louis Lumi reés celluloid experim
recognized as the seventh and found a definite place within Film Studies departments in
many academic institutions.

In general, cinema has always sought for material for their films from other media.

The most popular inspiration comes from novels. Today, as Deborah Cartmellhyimot

Corrigan and Imelda Whelehan explain, film adaptations of works by Shakespeare and Jane
Austen can be considered fi |lAdapmteomrr e8) onThhei
tendency is due to a commbrand certainly also erroneousoncept that Wwat has achieved

popularity in one medium will probably achieve it in another.

Modern comics are older than cinema. According to Thierry Groensteen, modern
printed comics appeared in the 1830s, with R
Searchof Cult r a | Legitimization??o, 29) . However, c
to being recognized as art. As a consequence, the critical and theoretical examination of this

medium is fairly rare. European universities were pioneers in dealing with casnidgects
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of study and creating research centers in this area. In Brazil, until theighites, the
existing works were mostly related to the field of education, in which comics were seen as
met hodol ogi cal tool s f or skilseTodag withfeywp ment o
exceptions of uni V ¢heiitsimedsud is stih \goekiagitsway c e n t e
towards academic and cultural recognition.

Nevertheless, since their origins, these two media have always conversed with each

other. HanChristian Christiansen mentions that the inspiration for tffecé®tury comics

involved cinemabés motifs, storyline struct
Perspectiveo, 107) . Wil Ei snefrcenturyggpes o f t h
further than that, wusing cinematographic a

published for the first time in 1940. The converse is also true: film adaptations of comics date
from as early as 1900, with a series of films producethéyedison Film Company based on
Frederick Burr Opperdés AHappy Hooligano (i
This relationship is natural because both arts are essentially narrative, constructed
under iconic signs. Both comics and ,f il ms
such as frames and panels, which have important visual resemblance (...) In addition, both
comics and films also fit wi GddomJacovicheandt ai n
McAllister, Film and Comic Booksxi).
Even though the relationshijgtween cinema and comics is not a new phenomenon,
the recent years have witnessed a considerable rise in the number of films based on comic
books, which have been successful, if not for the critics, certainly in thefbog. Since the
year 2000, fortythree adaptations of this kind have been lfsgetti, by the time this thesis is

being written, a good number of other works are expected to be released soon. There is also a

1. Suchas theObservatério délistérias em Quadrinhos, at Universidade de Sao Paulo.
2. According to the website Box Office Mojo accessed on Martt2a10.
<http://boxofficemojo.com/genres/chart/?id=comiokadaptation.htm>

f

r

5

t
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good prospect for sequels, prequels and remakes of previous works. And, ipeafgfirom
now, | imagine that comics adaptations will also be considered a film genre on their own.
This rediscovery of comics as souttexts for profitable films finds two possible
explanati ons. First, the f act thé¢rdeedtforasnewne ¢ o mi
category in comics genres. Second, the development of digital technology in cinema.
Particularlyin the case of adaptations of comic boakgital technology has redefined the
aesthetics of filmgreating a necessity to recreate thpesgpance of the comic book on screen.
The influence of the comics medium is not limited to the adaptation of plot, characters and
dialogues, but it also applies to its ook, as a result of the transformation in film techniques.
Even t hough dasbaoome areaurrent pratdcé nowadays, it has not
attracted much attention from scholars and critics. In this sense, this work results from a
certain feeling of personal frustration at the disdain with which comics and comic book
adaptations are gendlyadealt with. | consider that the relevance of this thesis lies in the
recognition of comics as an autonomous medium, with mediatic and literary qualities distinct
from those of literature. Because of this, my argument is that the intermedial trangpafsiti
comics to cinema and therefore of graphic novels to fillhénvolves more aspects than the
existing novetto-film adaptations are able to comprise, which suggests the refutation of some

recurrent practiceis adaptation studiess well as ae-evalation of the comics medium.

Defining Comics

The use of the word 6écomicsd may be confu

Harvey inComics as Philosophy ex pl ains that #A[t] he word has

application. And in its sindar form, comic, it can be an adjective for something humorous or
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another name for a comedian. In shootnicslacks the precision it ought to have for ordinary
communication | et alone serious philosophica
Perhaps because comics hagays been overlooked as a medium, it was not granted a
common name across the different places where it was established. In many countries, such as
in Italy, France and Brazil, the label was defined according to aspects of the language of
comics. In théJnited States, however, it has always been connected to the humoristic and
entertaining purposes of the first strips published daily or weekly in newspapers.
The discussion of what can or cannot be considered comics is also controversial. In
fact, in mos of the existing theoretical publications, the definition of comics is a recurring
matter. According to Driest (2005), there are two ways used to define comics. The first is by
the combination of word and image. Inevitably, this definition leads to detdutether this
combination characterizes comics as a hybrid medium (a mere combination of words and
images, or of painting and literature), in contrast to a distinct medium on its own. Moreover,
Driest calls our attention to the fact that, in this apprpsetuences of images without words
cannot properly be considered comicé Subj ecti ve Nar r-2lt $eoond, i n Cor
comics is generally defined by the disposition of images in a seqwitbethis
characteristic in mind, Will Eisnercoinedtheer m O60s eqlnmeht s adefrndti on,
al ways consist of at | east two distinct i mag
But Driest warns us that, in this case, sifgg@el compositions, such as political cartoons are
not conside=d comics.
Al t hough Eisnerds term confers on comics
to consider, for instance, Egyptian hierogly
same category as comicélthough it is undeniable that thesstorical works may have

been the precursors of comic art, even helping delimitating some possibilities and constraints

3. Ot her examples of works which are br-Gdothhian consi d
manuscripts, the Bayeux Tapestry, &éThe Tortures of Sa
(McCloud, Understanding Comics10-17)
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of the medium, it is not possible to affirm
conceived the term. On the other haaslmentioned before, this term denies shpgieel
compositions a place within comics art. In my opinion, these compositions share more visual

and cultural conventions with comics than do the Trajan Column and Egyptian painting.

Al i gned wi t bfimagesimaeseqgdence,iSdo# BcCloud elaborates his own
definition for comics: AJuxtaposed pictori al
to convey information and/ or t o Upderstandimge an a

Comics9).Mc Cl oudds definition has proven to be u
not mention any kind of theme, style, material, nor does it make any aesthetic evaluation (22).
Additionally, it rules out the chances ofadher frequent misconception invatg comics: the

idea that images are necessarily drawn. This characteristic is generally mentioned in contrast
with film: while comics Iimages must be &6grap
photographic 6real 6 i mafiyeshal desnstiath, éhisdi scussi o
distinction has become more and more useless, especially in our era of digital technologies

and intermedial possibilities.

Although it is not within the scope of this thesis to provide a definite answer to this
apparently neer-ending debate, a working definition of the term would be essential to the
coherence of my work. And this definition would involve form, content and format.

Therefore, with regard to form, comics can be understood as pictorial and other
images that: a. ay or may not be combined with words; b. are juxtaposed in a deliberate
sequence or, in the case of singlnel compositions, represent a narrative sequence within
the static image, and; c. are meant to convey information and/or produce a response in the

spectator.
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But when one thinks about comics, the aspect of the medium that comes to mind
hardly ever relates to the characteristics of the form, but is rather associated to the format
and/or the content.

For theoretician Pascal Lefevre, the format igrefat importance because it helps
shape readersd expectations to comics. The a
materiality (size and paper quality), temporal aspects (publishing regularity) and editorial
choices (the length of chapters or tabooess for example). (The Importance of Being
OPublishedb6, 98)

Basically, one can identify the following formats of comics nowadays: comic books,
comic strips, singkpanel cartoons, manga magazines, graphic novels, European album series,
webcomics, fanzinesninicomics and small press comics in general. Yet, in many cases, the
boundaries that define certain comics formats can be blurred. And needless to say, this
categorization is open to the inclusion of new formats.

In relationto content, he wor d ©s odet sneanumbnellatteim s wor k
for several genres. In this sense, it is worth stressing that comics is not a (sub)genre of
literature but it is a medium on its own. Aad happens with other media such as literature
and film, it has its owrgenres. The Michigan State University library has listed ffwiy
different genres of comiésnd it is believed that this number may be even greater. This
categorization of comics in genres may CcO0me
bright,tcobor f ul magazines, filled with bad art, st
Understanding Comi¢). This common assumption portrays a wrong image of comics, one
that narrows the medium down to a single genre, the American superhero comic beok genr

considered an infantile, poor quality reading and seen as violent and vulgar by educators.

4. <http:/comics.lib.msu.edu/rri/grri/genre.htm#genres> Accessed on May 20, 2009.
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The three aspects proposed (form, content and format) work together to define comics
for formal purposes and also personalty. [t h e r e amkaspdotoes mat exclude the
others; yet they overlap, working together to build a personal (but also culinfalgnced)
definition of comics. This is why one can immediately recognize a work of comics, but

cannot easily define or explain its characteristics.

From Comics to Graphic Novels

As Thierry Groensteen explairdyring the nineteenth century comics was intended
for adults and was published in book form. But as soon as it became a press phenomenon, it
acquired the readership of children. Sirwentit has been consigned to the strips in
newspapers and the childrenbds shelves at | ib
distribution in the United States was limited to mass production of superhero comit books
Academic studies on comics kedimited to the works of educators who, mainly inspired by
Dr . We rSédhctiom 6f $he Innoce(it954), believed that the rise of juvenile
delinquency was a consequence of the negative influence of comics.

In the 1960s, comics started the procesgabnquering adult readership. The
under gr o ufmdverfient@ame asd way to get around the censorship of the Comics
Code Authority, which was set up after Dr. W
by the hippie wave of the sixties, undengmnd comics such as the work of Robert Crumb,
depicted the countercultureds view of politi

sarcasm.

5. In Europe, in opposition to what happened in the US, authors like Hergé, Hugo Pratt and Guido Crepax
have had a fundamentaile in keepingcomics at a position of recognition among adult readers in the 20
century.

6. At that time, the |l etter 06x0 f-ratedrkindohcemics,ehe achesii c o mi x
that depicted excessive violence, use of drugs and sesuakis
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From the 1970s but especially from the 1980s onwards, the underground movement
inspired the development afmore mature branch of comics, still designed for adults, but not
necessarily with a subversive approach to sex, drugs and violence. Charles Hatfield labels
them O6alternative comicsd. He explains that
b o o k dnatic tegeroire by urging the exploration of genres heretofore neglected in
c o mi Alteroative ComicsAn Emerging Literaturgex).

The inappropriateness of the | abel 6comic
designation of a new term. Thereforen 1978, Wi | | Ei sner coined t
novel 0 as he rA€bntracrwehdGoda movedlangth canticrb&ok. Two
aspects differentiate graphic novels from comic bo®kes.first are the themes, which
abandon the superheroes of @&d and Silver Age to which the most wkhliown
characters, such as Superman, Batman and Spiderman, among others belong. Within the
comics medium, the graphic novel category encompasses many different genres, with an
emphasis oautobiographical, reportagand historical fiction themes.

The second main difference is the formiatopposition to the nevanding issues and
episodes of superhero comic boaodggphic novels do not usually have a large serialization.

The lineamarratives are often publishedane single volume or in a limited series and are,
for the most part, written/drawn by a single artist. In this sense, it is possible to say that
graphic novels are closer to literature than comic books, due to the literariness of their
narratives.

Howeve , t he | abel d&édgraphic novel & has cause
critics because of the approximation to literature it implies, among other things. For Charles
Hatfield, for example, the o&égraphicltisnovel 6 i
al so an inaccurate | abel because fAit has | os

genre and has becomean@lur pose tag for a vague new cl as
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other hand, Hatfield points out that it has conveniently suecerdattracting greater
attention and recognition from academia and reviewers as occurred with the English novel,
which was once considered a disreputable form of literature.

Along the same lines, Alan Moore thinks that his wafatchmercould be consided
a graphic novel because of its density, structure, size, scale and seriousness of theme.

However, in his opinion, the term has gone astray for marketing purposes and it has come to
mean fAexpensive comic booko. H e repuipesediols us t h
comics, putting together many issues under a glossy cover and calling it a graphic novel. This
attitude tends to Adestroy any pB0O6gseéss that
(Kavanagh, 2000).

Artist Eddie Campbell has published a Masgto (2004) in which he clarifies some
disagreements and misunderstandings involving the term. Among other points, he explains
thgraphicé does not mean anything to do with
anything to do with novels. For him,signifies a movement rather than a form, so one should
not worry about defining it. Yet, for this thesis, an attempt definition seems indispensible.

It is worth remembering that, similar to the situation of comic books, the discussion
around the term artthe characteristics of the graphic novel affects mainly the United States,
where the genre is sometimes not fully accepted as a serious practice. In Europe, because the
comics medium and its genres have reached a favorable position of artistic andl cultura
recognition, conferring literary merit to graphic novels seems to be quite unnecessary. In
Brazil, as in the States, the translation fr
comics which are especially designed for adult readers.

Even thoughhe controversy surrounding the nomenclature and aware that it is really
not the most adequate | abel, the fact is tha

Hatfieldds d6dalternative comicsd, theonteerm 06¢g
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may not agree with the formal characteristics implied by the term, it is still useful for practical
purposes, once it has become usual.
I n this thesis, the terms O6comics6é and 09g
interchangeably. The latter will hesed to designate the category of comics intended
primarily for adult readers and published in a single volume or within a limited series. The
term O60comicso wild.l be used to refer to the ¢
elements.
Although tre most commented and profitable examples of comic book adaptations
have been those of American comic book superheroes (with some exceptions), | have
deliberately chosen to work with graphic novel adaptations instead of comic bbeksare
Fr ank BinCityseerréise s a n d Watthmentwd/groondlaealsng works that
helped define the graphic novel categdryis option is mainly justified by the finite narrative
of the graphic novel, which is similar to that of the novel, in contrast to the nesed
ending serial narrative structure of the comic books. This characteristic is fundamental once
the adaptation theories from which | depart are those which focus exclusively on the relations
between novel and film.
The choice of graphic novels doest mean that a comic bodk-film analysis is not
possible. In fact, some scholars have successfully taken the first steps in this diréetion
this would require a more thorough analysis, one that would certainly demand space and time

beyond the posiilities of this thesis.

Methodology and Chapter Division

7. This is the case of two articles on thevén franchise irFilm and Comic Book&007) and Will
Brookerds chapter fABatman: One | ife, Many faceso (Car
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In the first chapter of this thesis, | will present the theoretical works that will guide my
analysis. These are works on formal aspects of comics and films as well as on the intermedial
relationsips involving film adaptations. Two reasons justify the necessity for references on
intermediality. First, the hybrid, intermedial nature of both comics and films. Both are mixed
forms, where verbal and visual elements work together. The second retsdrthey may
serve as support for a kind of adaptation that transposes elements from one medium to
anot her . I n both respects (the relations wit
categories of intermedial relations will be an essential thieal¢ool.

Supported by Pascal Lef vrebs article #Aln
analyzes the incompatibilities between comics and their film version. Among all the critical
works researched, this is the only one in which | could seedaalteimpt to consider, not only
the correspondences between the language of comics and of films, but also the issues
involving the process of adaptation itself. For this reason, and because of the clarity of
Lef vrebs classificwitlilonhe ccragpareirzse ®2,ac3corddia
categories: the deletion/addition process when transposing comics into film; the unique
characteristics of page | ayout and film scre
comics; and the issu@svolving the translation of drawings to photography.

A discussion of the incompatibility of the narrative structure is carried out in Chapter
2. The narrative always undergoes changes when transposed to the cinema and these changes
can be additions, cordsations and deletions, caused by the discrepancy in the duration of
the narrative in the two medWakchmenB09)iwiie e x amp
show, these three changes can be aggravated
possibilties added by the DVD technology.

The second incompatibility discussed will be the difference between the layout of the

page and the | ayout of the scr &eQityintdithsus, Cha
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of the elements that make up the comiagep@he panels, the gutters and their disposition on
the page, for instance) compared to the film screen specificities.
The third point mentioned by Lefévre refers to sound in film, in contrast with silence
in comics. In this respect, it is possible ty #zat sound elements in film include narration
(through both t he c h-averpaodseundirack. @motheotber tmmdd t h e
comics is regarded as a mut e mibdtinevenheari n whi c
through the balloon/texbht and the onomatopoeia, a strategy typical of comics. In Chapter
4, the sound aspec WatchinewMdestudigds and Snyder 6s
Finally, there is the incompatibility in the transposition of drawings in comics to
photography in films. Therefore, @pt er 5 menti ons the director
art panels as intermediary steps between comics and films. In addition, although it is true that,
most of the time, comics are drawn images and films are photographed images, both media
have beenekply affected by the use of digital technology. And the images that result from
that intervention have created distinct visual aesthetics for cinem@ happened with
Robert R ®&idCityl qanddozr avreics as well.
One aspect i nmustbéeclanfiedeAihmugh theaaathoryclaims to be
dealing exclusively with film adaptation from comics, it is possible to say that only the last
aspect refers specifically to comittsfilm adaptations. Or, in other words, the first three of
his pointscan also be applied to the case of novel adaptations. In this respect, my argument is
that the main difference between novieésed flmsandcomidsased f i |l ms | i es i
fourth aspect, since novels, unlike comics, do not have images.
Besides thel@ove mentioned references, other supplementary theoretical support will

be sought according to each chapterodés specif
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As a final word for this introductory chapter, | would like to make clear thhgugh
it is known that the boundaries aforetical bases of this field are not yet vekdfined,this
thesis does nantend topropose a premise or to mention examples that will explain all cases
of comic book adaptationk fact, by the end of this study, the reader may come to the
conclusionthat | have raised more questions than answers. Nevertheless, my hope here is to

foster the debate on comics, reaffirming their place in adaptation studies.
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In order to move in the direction of another medj
the fAbeingd of the story,
has to dress up in a space suit, as it were,
which can allow it to confront a temporary but dangerous
state of weightlessness. If the translation succeeds,
the story will accept a greater weight,aoloss of weight.
(Gaudreault and Marion, 69)

CHAPTER 1: INTERMEDIAL RELATIONS

Notions on Intermedial Studies

For many years, the relations between two media were mainly known as Interarts
Studies or Comparative Arts. Indeed, any study in the isedgenerally conducted by
comparing as many media and practices as possible. However, bot taeterarts Studies
and Comparative Arts areinadequate in face of the impossibility of defining what can and
what cannot be c on srécehetimesdnwhiehrtheré hasteesn@meci al |y
proliferation of hybrid, popular and mass art forms. In this respect, the once legitimated
academic disciplines painting, sculpture, music, and literatiireave had to cexist with
other forms: the facuésof BeauxArts, wi t h f or ms t hballed arned maott | u
considered by man ies dlstterl, avithtteats farmed bytsdmeoticf a c u | t
elements other than letters and words.

Another way of approaching the relation between two media is comgjdea
translation. For Roman Jakobson, there are three types of translation: the intralingual (a
paraphrase of a text of the same language), the interlingual (the recreation of a text in a

different language) and the intersemiotic (the interpretatimerwal signs by means of a non
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verbal sign system) (Jakobson, 1971). There
of intersemiotic translation, which tend to favor literature over the other forms: first, the term
Atransl at i on oonredtionltolliteranataexts;secand, if sirictly considered,
Jakobsonds definition places +tehteSinceer bal si gn
translation is not a orway proces$ literature can be either the soutegt or the targetext
i, we shold also consider the interpretation of Regrbal signs by means of a verbal sign
system, not to mention the interpretations involving hybrid media. In this sense, and also in
relation to the Céegmefbdbsanshatpspostibnsé&me a s sen
a more appropriate alternative: fAthe transfe
from one medium to another as wello (Il nter t
However, besides the relatiobstweerdifferent media, for tb purposes of this thesis
it is also important to understand the intermedial relatratisn a single medium. A novel,
for example, is made up of a verbal semiotic system, while comics, like films, is a hybrid
medium, made up of verbal and visual systefhese characteristics must be taken into
account in order to provide us with a more accurate analysis.
In this respect, the concept of Intermedi&lib§fers a more suitable alternative for this

investigation for its wider scope: not only does it cone¢he relations between two or more

media but also the intermedliaspects within a single medium

The contribution of Irina Rajewsky

As explained, bcause it comprisdmth the relations within and between media, Irina

Raj ews kyds t hesuppyrtthveiarallysis bf speaifis asmgectg obfilm and comics

and between these two medéacording to Irina Rajewsky, there are three-sabegories of

8. According to Irina Rajewskynitermedialityrefers torelations between media, to medial interactions and
interferences.
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Intermediality:intermedial referencenedia combinatiomndmedia transposition. She also
explains thaone single mediatic configuration can fulfill the criteria of two or eveseth

intermedial sulrategories.

a. Intermedial Reference

According to Rajewsky, in intermedial referenee®ext of one medium evokes or
imitates an individual work produced amother mediuma specific medial subsystem (such
as a certain film genr@r generic qualities of another medium. This is an extremely common
practice and it can be used for a variety of reasons and objectives. Generally, an intermedial
referenceisawa t o pay homage to a par tforming ar wor k
gualityo inherent to the technigues of a cer
media.

Inourcorpus f or exampl e, this r eSin€itysereg e o0cCCUT S
which evokes the aesthetics of fiie noir, especially because of the strong contrast between
light and shadow. Another intermedial reference can be identified in the structure and
atmosphere of hardoiled detective novel§in Citymakes referenc the typical characters
of these novels the femme fatale, the detective or the police officas well as to the style
of narrationi first-person monologues with short sentences of strong effect.

The opposite also happens: several films evoke fogomities of comics. One of the
most remar kabl e dla(2003). b1 sevarasmoments, the direcfosuses
the split screen to evoke the disposition of frames in the comics page (see fig. 1). Also, in the
final credits, the names of the casd staff appear within comics balloons. The result of this
effect is that the spectattoext &: ctomastt awhadty

watching is not only a film, but a film version of a comic book.
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Fig. 1: The split screen anhle final credits irHulk

Despite its relevance to Intermediality and intermedial phenomena, which can be
attested through the frequency it is used in all kinds of media, the focus of this thesis is not on
intermedial references. Instead, for our purpodesother two categories proposed by
Rajewsky shall provide us with the necessary tools to examine two cases of graphic novel

adaptations and their differences from netefilm adaptations.

b. Media Combination

This categoryonsiders the combinatianf fAat | east two convent.

or medi al f orms of articulationo within a

ce
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are composite forms resulting from media combination and, depending on the way the signs
are combined, they can bensiderednultimedia mixmediaor intermediatexts.

Films, for instance, are considemnadltimedia texts, because they combine coherent
separable texts, formed by different media. In fact, cinema is known to be the ultimate
multimedia mediumbecause iis able to put together, more than any other form, several
other media (music, dance, theater, etc). Although the media within a motion picture can be
separated, it is almost certain that this separation would distort or neglect the overall meaning
of thefilm.

Comics, on the other hand, is considerasiax me di a t ext because

complex signs in different media that would not reach coherence @usitiency outside

that contexto (Cl¢ver, AEstudos ersticsafr art eso

comics is its juxtaposition of the verbal and the visual texts. And it is precisely this
combination of pictures and words that represene of the causes of prejudice against
comics, especially in Western culttfteFor a long time in our tdtion, pictures and words
have been appreciated separately. Forms in which the two are juxtaposed are generally
despisednovels with imagesare considereillustrated books for children; paintings should
not have titles that explain what the image htengtted to represent.

Indeed, as René Magritte would probably agree, the relationship between word and
image is one of treasbn The drawing of a pipe is not a real pipe; in the same way, the word
Opipebd is a linguisti c eamppe,\buéisnotaxeal pipeeghart e d

In comics, word and image can be combined in multiple ways, causing different

effects to the narrative. In old comics, for example, there was a strong parallel betwéen both

most of the time, the text only confismvhat the image shows. However, rather than simply

9. Or, as Cluver defines,@urimediatic form(Pés: 2,15).

10. In some Eastern cultures, image/text combination is not so problematic. One of the reasons may be
because the pictorialeament is present in the language; the letters are not completely dissociated from the
image. Chinese and Japanese follow this pattern.

1.1 n refer ence t o-knBwn padntinhTaegTreacheryofdnsagddoR9).|

t

t

(0]
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illustrating the text or explaining the image, in contemporary comics, new relationships have
been established: words, for instance, can add a soundtrack or even contradict tHfe image

In fact, more thathe meaning produced by either verbal or visual text considered
separately, the relation between the two systems produces meaning that neither of them is
able to express alone. It is possible to say that the juxtaposition of verbal and visual texts in
comics offers the reader a third layer of meaning. It is a narrative that can only be perceived if
both graphic and textual elements are equally considered.

One of the possibilities offered by this third layer of meaning came to be known as
Ovisualbé.meAlatphhmugh t he number of studies on
define it or to establish its differences from verbal metaphors, it is surely influenced by the
shared social and cultural experiences that make it possible for readers tozeaogni

interpret a certain symbol or icon and relate it to the main narrative. Like verbal metaphors,

pictori al met aphors Atend to represent the u
somet hing more familiar andiUmodreer setaasnidliyn g nva g
met aphor: t he exampl84). Yetfunlikeedhsisvpraapceuntergae,r t oon s o

visual metaphors work within two semiotic systeimgords and picturek which, together
with the already naturally recognized symbols and icexesit a mutual influence on the
interpretation of a certain frame or group of frames. Therefore, in this sense, the idea that
images merely show what language tells or that visual metaphors are only equivalents of
verbal metaphors is undoubtedly mistaken.
In relation to their function, visual metaphors generally involve images that
met aphorically echo central themes of the st
ver bal me s s a Bemgenting(CulnigXiv)oTinabe subtexts can be referento

previous episodes in the narrative or even tolifsaévents. h an interview torhe Comics

12. See McCloud for sevemain kinds of effects produced by image/text combinatidfrsd¢rstanding
Comics 15355)
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JournalaboutPa ul Aust er §1994)CDhavid/MazzdichelB Explans that visual
metaphors were used to add symbolic and psychological aspeasdertlity of the
characters of the work of novelist Paul Auster. Moreover, the visual metaphors were a
necessary solution to represent the-uual text, in the sense that it was not necessary to
keep Austerods complete text.
The metaphor of the mazeffmstance, is used twicelhaul Auster 6s City

and it represents two crucial moments in the narrative. The first happens throughout the first

pages, in the description of Quinn, the main
A[l ] oosntl,y niot t he city, but within himself as
the buildings in New York is transformed int
the window of Quinndés house ( siewsud metpaphor2) . Th

provides two subtexts: the fact that Quinn feels lost in New York (the maze as a metaphor for
being |l ost) and the fact that the character

(the fingerprint as a metaphor for ideptiand has been living through the lives of others.

MORE THAK ANYTHING NEW YORK WAS A o
ELHE, WHAT Quinx LABYRINTH OF ENDLESS
LIKED 1O 5O Wi WALK, | | STEFS-.
_]Ll
I —

= o=
LZlfay

FALH TAE HE TOOK A BY GIVING WIMSELF UP ALL PLACES BiCAME
WALK, HE FELT HE WS TO THE STRELTS, BY FAUAL, AND OX s BEST
LEAVING HIWAELE BREUND. | | REDUICINS MIMGELF TO A | | WALKS, HE WAS ABLE TO

SEEING OV, WE W0 At | | FEEL TRAT 1 WAS
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4 ) .
1188000001
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Therefore, as far as I rina Rajewskyds sec
conclude that, Wile both film and comics are hybrid media (once therecisnabination of
multiple media within each of them), considered multimedia and mixmedia texts respectively,
traditional novels do not fit any of the three categories of media combination because there is
not a combination of different media in them.

And yd, after these considerations related to the media combination involving films

and comics, I side with W J.T. Mitchell, whe
confronted with these kinds ofimagee xt r el ati ons i s (onot Oowhat i
similarity) between the words and i mages?6 b

similar it Pitwse)TheamrgH)e ? 6 0 (

Answering Mitchell s question, Il woul d ar
specificitiesin comics, novels and films ithis section offered a better understanding of the
formal features of each medithis becomes a crucial step as | move on to the next section, in
which the imageext relations within each isolated medium will profoundly influence the

distinction betweemovetto-film and comicsto-film adaptations.

c. Media Transposition

According to Irina Rajewsky, media transp
media product (a text, a film, etc.) or of i
ith ooriginal dé text, film, etc., is the Osour

Considered one of the best known processes of media transposition, film adaptations
have conquered an important place in academic debate through the works of George

Bluestone, Geoffrey Wagner, Brian McFarlane, Robert Stam and Deborah Cartmell, among
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others. However, the scope of these works has been mostly limited tetailral
analyse¥’.

Yet, while Bluestoneb6s, Wagner 6s and McFa
applied to novelto-film adaptations, these theoretical models have proven to be unsuitable for
comics adaptations to cinema due to the specificities of each medium and especially because
of the presence of images in comics.

In fact, whenever a different mieih is involved in the process of transposition, new
tools for the analysis of adaptations are nefded For exampl e, the adapt
be or not to beo excerpt to the comics medi
the same theoretal approacu s ed f or Kenneth Branaghoés film
because of the specificities of each taitget.

By the same token, when we change the selendemedium, new aspects must be
considered. For instance, a notefilm adaptationcannot be analyzed by the same
parameters as a theaterfilm adaptation. In the case of theatesfilm adaptations we must
take into account that the dramatic text upon which the film adaptation is based contains
several stage distumes,tmovwemesnts, and hodyerpessien, forsnstance)
that can play a relevant role in the directo

The demand for fidelity has been until now intrinsic to the relations governing most
if not allT media transpositions. Gaudreault and Marilentaus to the fact that the fidelity to

the original is impossible to be achieved becdusen movi ng from one medi

13. Except, perhaps, for Cartmell, who deals with types of setesds for film adaptation other than literary
texts.

14. Besides the kind of medium, theadysis of adaptations must always observe circumstantial elements
the cultural values and norms at the time of the production of the adaptation. As Thais Diniz explains, the
translation (and here, the adaptation is included as an intersemiotic typa of 5 | B hoit prodyced in
perfect laboratory conditions, sterilized and neutral, but in Hoefween place of various traditions, cultures,
and nor ms. Every translation is therefore a ocnwl,tur al
40). A good example of the influence of the cultural
adaptations to ci rHamiet(,2 0 0y). d md AlemTaiigslyHdiakeg ¥au 6 s
(1999).
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Osubjectd of a story . . . would necessarily
constraints linked to what mighte cal | ed t he new medi umdés intr
(ATrans®criture and Narrative Mediatics: The

opinion, in the case of comits-film adaptations, the impulse towards faithfulness leads to
even worse consequees. Chances are that, after watching the film, the reader of a comic
strip becomes more disappointed than the reader of a novel because of the false idea of
proximity of the relationship between film and comics media, based on the belief that both tell

stories through images (68).

The prejudice against comis-film adaptations

Besides the lack of specific theoretical approaches, comic book adaptations are
doomed to carry a double burden: first, the prejudice against comics and second, the prejudice
against film adaptations. According to Thierry Groensteen, comics is a medium still in search
of legitimacy from authorities such as universities and museirig{ y Ar e Comi c¢cs St
S e ar ¢ hHe menfiods) four types of frequent prejudice against comitsh he calls the
Aninth artés four original sinso.

The first prejudice is against the hybrid nature of comics, the result of a combination
of text and image on a printed page. The conflict involving word and image is an old one,
dating fromnGoddémawcrieatHi s own i mage or even
objects. The supremacy of the word over other forms of expression is intrinsic to our western
culture, in which image is seen as a danger to our capacity of imagination. However, as
Groensteen exgins, this rivalry has not been prevalent in China and Japan, where the power
of the word is equally combined with the power of image, resulting in calligraphic signs. For

these eastern cultures, word and imageepeesented through the sametten lines. In our
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logocentric culture, this separation of text and image becomes particularly problematic in
contemporary times, because of the predominance of intermedia and multimedia texts.

Because ofheirhybrid characteri n cont r ast wjnewmedicaregen@rplly r e 6 t €
condemned to a mediocre, uncertain place within the current academic structure. Comics, for
example, tend to drift in uncertain seas, somewhere between painting, drawing and literature
studies®.

The second prejudice towards comieters to their lack of narrative ambition.

Because of this, comics has been seen as synonymous with easy,mraliterature.

Although comics certainly has a narrative quality, this position overlooks the fact that comics

is an independent mediumdyras such, has its own subdivision of genres, which ranges from
autobiography to new wave works. Groensteen
with literature are: that it is printed and sold in bookshops, and that it contains linguistic
statemen s 6 (39). Additionally, it cannot be con:
reason that it is a distinct medium.

The third prejudice is based on the original connections of comics with caricature and
satire, dinferi or 0 steenamiads esshatpsinceAncient Gréecear t . G
Ahumor has been regarded as the opposite of
earlier, this prejudice is proved wrong in many genres of comics, on which tragedy replaces
comedy. In the groundbreakjmiographicaMaus for example, animéaiaced characters
retel the horrors of the Holocaust.

Lastly, Groensteen comments that comics propose nothing more than a return to
childhood. Rather than refuting this last prejudice, the author lays claim xplajreng that
it is during the childhood period that we discover comics and learn to love them, once pictures

offer a naive pleasure to the illiterate. Although this may be true, it does not necessarily mean

15. Of coursethis situation has been gradually changing because of the emergence of a strong visual culture
in our western society.
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that comic books are easier to read than navdisbecause they have pictures. In order to
fully comprehend the seductive power of comics, pictures also need to be read, as much as
words. And, unfortunately, while the traditional education in our schools is able to prepare
people to satisfactorily terpret words, it fails in training people to interpret images.
I n Al nt r Addptattotdoi ¢ 2 010 ) , Deborah Cartmell , T
Imelda Whelehan explain that adaptations have been long neglected in literary and film
studies even though théave been a common phenomenon since the beginnings of cinema.
The authors point out ten reasons that help explain why adaptations are often characterized by
words such as f@Ai mpur eo, Asecondaryo, Acopyo,
First, adaptationshavelng been seen as fii mpure ci nema
formsi cinema and literature and never reaching a mature status of art. The second reason
is that, similarly to comics, film adaptatio
usurpationsofliteary masterpieceso. Third, adaptation
place within academia, with a secondary status within both literature and film departments,
together with the idea that M@Aanyone can teac
over cinema, until recently, adaptations were evaluated only by their closeness to the literary
source. The fifth reason is that, because of the commercial purposes of film, adaptations are

accused of turning literature into a commodity. Next, there iprijedice against the

production of films in which many people are
individual geniuso of the author of the book
copy of a Iliterary itzetiot, avhiarh iwopwil @i & hvaearas

Another reason lies on the fact that, because literature is considered to come first, criticism on
adaptations used to take literature as the basis for comparisoanthhasizing what had
been lost insteadf what had been gained in the adaptation. Ninth, the authors say that bad

adaptations often receive more attention than good adaptations and the case is worse when it
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is a screen version of a canonical text. On the other hand, people generally tegettin&br
those adaptations which overtook their sotteoési such asrhe Wizard of OandMary
Poppinsi are,indeed adaptations. And finally, adaptation criticism generally ignores
Ashifting social and cul t ur ansorewmfioamgiahand ot he
production considerationso.

These ten reasons corroborate the common use of negative expressions towards
adaptations compared to the originals, such as violation, usurpation, deformation,
vulgarization, profanation and bastardieat  Car t mel | , Corri gan & Whel
to Adapfationo, 1

Hence, in this respect, comic book adaptations are condemned twice: first, for being
comics, a hybrid mass cultural product thought to be made for children; second, for being an
adaptéon, an inferior copy of the original, judged only by its fidelity to the primary literary

text.

Literature Review on Comics and Films

Even though films and comics share narrative and visual aspects, theoretical works
that approximate both arts ardlstcarce. And the great majority of them are attempts to find
in comics equivalents to certain film narrative devices. In other words, most of the works in
the field tend to concentrate on the category of media combination, analyzing the specific
charactestics of each text separately. Instead, as | shall demonstrate, a better approach would
be to focus on the process of media transposition.

In Para Ler os Quadrinhogl972), Moacy Cirne, one of the pioneer comics theorists
in Brazil, establishes a comjson between comic and cinematic narratives. First, he draws a

parallel between the position of the camera and the manipulation of the surface of the image
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in comics, stating that comics employed cine

aestheticsOther aspects were also observed: the balloon, the onomatopoeia, the angles, and

the cuts. I n the year 2000, Cirne discusses

nova | eiturao. This time however  ntiee concent

similarities between the two media. The differences are in the time of reading/projection, the

cuts, and the agency of narrative. On the type of iconicity of the images in both media, the

author says that film is not seen as a photographed imaggtionnor a static drawn image

and that the use of livaction instead of graphic characters is a permanent reminder of this

difference. As a conclusion, Cirne declares that cinema and comics are more connected by

their narrative discourses than by the s#iniaspect centered on image. Yet, in some recent

films, it is precisely the approximation of the images of the two media that plays the most

significant role in the adaptation. 8in City(2005), for example, the photographic

Aconcr et i onit) of thesfilm®lendswith thee graphic signs of the comic book

page in a way that sometimes it is hard for the spectator to define whether a certain image

bel ongs to the film or to Frank Millerds boo
Also in 1972, Francis Lacassin draws a parallévben the properties of comic strip

and film language. He calls our attention to the fact that, although the two media share a

common past of initial unfavorable receptiomema has been for nearly forty years an art

recognized and sanctioned by culturatics, while the comic strip was, until very recently,

ignored or scorned (AThe Comic Strip and Fil

analyzing the relation between the media, there is a tendency to favor cinema, taking it as

basis for an investig@n of what the comic strip borrows from cinematic language. The most

relevant aspect of this article is the recognition of this problematic, biased inclination.

Lacassindés basic premise in this work is to

excetions, the comic strip gathered most of its basic expressive resources without recourse to
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the cinema, and often even before the | atter
Topffer inserted long shots into a series of medium shots recountitay#seof his M. Vieux

Bois. In 1889, Georges Colomb introduced what came to be known as the American shot
(headto-k nees) i n AThe Fenouillard Family at the

Commenting on Lacassinbdés examples, comics
basic language of comic strips, especially in relation to cinematic elements, was created even
before Georges Colomb, in German, Dutch, and English broadsheets iff' tentLity.

According to Kunzle, three major figures of thé"t@ntury have developed cinengat

techniques in comics: Rodolphe Topffer, Gustave Doré and Wilhelm Busch. Topffer was

familiar to parallel cutting, narrow panels, broad panels, panoramic scenesjm$asespeed

up the narrative, repetition of frames, camera panning and dollying2@a&1 ) . Dor ®6 s
images portrayed subjectidoamera effects, silhouette effects and negative imagehite

line on a black background, which was introduced irLhiSainte Russjel854 (2122).

Buschdéds relevance | i es i andetingef mavement,caisd, ande dev
fipaino effects (2223).

Another work that offers some thoughts on the subject is-@anistian
Christiansenés article, AComics and Fil m: A
examines the use of cinematographidestycontinuing editing, closep and poinof-view
in comics. Although it may | ook-hierardhiinga r egr e
proposal, priority is not given to the cinematic text. Christiansen recognizéswhat s houl d
not look for xact semantic equivalents for particular elements, and that any discussion of the
means by which the media are used, artistically requires some understanding of the aesthetic
qguality of the mediao (112). | n t hivalencese ns e,
innarrativestyleChr i sti ansends anal ysi s-wayfproaess.nfeemat i c

focus is not on how comics employ cinematic techniques, but ratieton e way i n whi
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cinematic devices are used differently and have a differgractiin the two media in the
construction of time, space and identificat:i
impact is due to distinct mediatic conventions, crmgsural recognition of universal figures
and techniques (such as faoefacepersonal interaction) and aspects related to the deep
structure of visual storytelling, which is based on the universal human experience, such as
facial expressions and postures.

| n fADWeatte la'ui nvent ai rThierrd @rgensgeenrexgsithatr i t ®s 0,
greater importance is generally given to the similarities than to the differences between the
two media. And the reason for this is that comics is still not seen as an autonomous medium.
Moreover, the paternity of the arts that narrate by mefinsages is often erroneously
credited to cinema. Therefore, Groensteenods
its distinctiveness, focusing on how its principles have little to do with filmic enunciation. The
differences between the two madire listed in three categories: a. the field of expression; b.
the process of creation and; c. the mode of articulation. In the field of expression, Groensteen
argues that there are at least five differences between the filmic and the graphic image which
correspond, to a certai n eiconicgyotthe images. @ithe ne 6 s
second category, the process of creation, Groensteen distinguishes three steps of creation for
cinema fnise en scenenise en cadrandmise en chaineand o for comics knise en dessin
andmise en réseguThe third category, the mode of articulation, relates to threéteois
under themise en réseastepi thedecoupagethemise en pagand theressageThese
categories will be fully explained in chapt

Groensteends article has proven to be a r
the field in the last decades. In my view, this happens for two main reasons. First, because the
theorist examines the steps of production of each medium, provigimig<with different

steps from the ones often used in film studies, therefore reaffirming comics as an autonomous



Figueireda30

medium, with its own characteristics. And secondly because, besides examining the
equivalents in narration, film and comics are approximatéerms ofmonstratior®, a
conceptused by Groensteen to designate all aspects related to the representation through
i mages (18). I n this sense, Groensteends tex
Christiansends. Hosi®renainslimi@d toreedia dorebéenations anal y
aspects, pointing out similarities and differences between the two media, failing in exploring
the consequences of his inventory to a case
au 9e ar t oisleadingvweayfa tranbpesition from cinema to comics, known as
the 9" art.

The most recent attempt to bring films and comics togethginisand Comic Books
(2007) edited by lan Gordon, Mark Jancovich and Matthew P. McAllister. The authors
recogniz that, although both media have a common narrative tradition and formal properties
that constitute similar visual parallels, they also have distinct audiences, which relates to each
medium in a different way. Therefore, besides the problems involvingce@daptations,
Film and Comic Bookalso deals with the reception of comic botkesed films as well as
recurrent themes adapted, such as the coofiagie of comics characters.

Film and Comic Bookeepresents a valuable contribution to the field, paldity for
its first part, in which Pascal Lef vrebs dl
Adaptation of Drawn |Imageso is inserted. The
out the elements in each of the media that may pregemta bl em i n t he direct
transposition. Therefore, instead of examining the relations of media combination in each
medium separately, trying to find film equivalents for comics formal properties (and vice

versa), this article represents considkergdnogress from all other works reviewed before

16 Yet, Groensteen states that t hemorswatomi rmatei mrod At e
equivalents. If the drawing is tlexclusive agent of theonstration the text is not the natural and exclusive
vehicle of the narrative. However, the truth is that literature is still more related to narrative while painting and
photography, to thenonstration(18; 20). Italics added.
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because it puts the media combination analysis into practice, applying it to a media
transposition perspective. | believe this is the correct approach to analyze atosfines

adaptation and for this reas , Lef vrebs s$hbuldguidg usinfthiséthedss.pt at i o

The contribution of Pascal Lefevre

For Pascal Lefevre, four main ontological differences between comics and film
| anguage devices are responsi bllg fosre etoh d i fl anc
adaptations as often unfaithful and even dis
the process of adaptation and generally make the work of the director more complicated.

The first point is the comics narrative, which must alwayshgough changes when
transposed to cinema, by means of additions and deletions. Indeed, this is a necessary
procedure because every medi um ‘hBashmedium own
offers devices that can be used to tell the story in acptatiway. Therefore, the same
narrative elements that work wonderfully in a comic book or a graphic novel may not work in
a film. This can also be applied to the plot of a novel, which will always suffer additions and
deletions when transposedto afilhas cal 6s first aspect, theref
novel adaptations too. The only difference in our case is that, in comics, both the text and the
drawings represent the totality of the narrative, since images also have a narrative potential.
Thus,when comics is transposed to cinema, the director has to adapt its narrative in two
levels (text and image). This first point concerning the changes in the narrative will be dealt

with in the next chapter.

17Gaudreault and Marion use this term to designate t
multiplies the familiar materials of expression h y t h m, movement, gestur e, musi c,
(ATrans®criture and Narrative Mediaticso, 65)
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The second problem is the difference between dge and the screen layouts. While
the comics page is generally made up of several frames separated by gutters, the film screen is
usually filled with one photogram, unless the director chooses to use thecspdih device,
explained earlier in this chagt Additionally, filming and editing are two separate steps of
productionFirst, it is shot; then, it is edited. In comics, the drawing and the disposition of
frames are conceived together. The artist cannot think of drawing a story without first having
at least a mental draft of the way the actions will be organized on the page. Moreover, with
the comic book or the graphic novel in hand, one can choose his or her own reading speed,
turning the pages at will. On the other hand, a film forces the spetctdtdiow the speed of
the projection®.

Again, | believe this incompatibility is also true in novels. One page of the novel does
not correspond to one photogram; the story told in a page of a novel can take several film
sequences. A similar point is thesparity between the reading of the novel and the speed of
film projection. A twehour film projection can condense several hundred pages of a novel
and eight hours of reading time. Hence, it i
the pageand the film screen layout also relate to the pages of the novel. This will be
examined in chapter three.

The third aspect raised by Lefevre to be dealt with in Chapter 4 refers to the use of
sound in films in contr as thorexplains that tomicsiaei | enc e
closer to silent cinema than to contemporary cinema. And the incorporation of sound in film
(narration and soundtrack) changed the way the spectator perceives and interprets the images.
In comics, music, voices and noisecahgn be suggested by written
voices, for example, the format of the balloon and the font type can only suggest the

characteristics of the sound and it is up to the reader to interpret it. Similarly to comics, novels

18. Except when viewed on a DVD playénm.this case, the speed of projection can be manipulated.
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are altsmwm: fitshid emeader does not | isten to nois
characters. The sound can only be described, so the reader has to conceive a mental and
i ndi vidual i mpression of that sounadmicsOnce mo
and novels.
The last ontological incompatibility between comics and films is the difference
between comics drawn images and film photography. It may be argued that this aspect does
not refer to animated films because they are also drawn, whicbhalgy correct. However,
| believe that animated films represent a distinct case for comic book adaptations and deserve
an analysis on their own. For now, one thing can be said about animated films: if they do not
undergo the exact same problems of-faBon adaptations, they certainly have to deal with
other problems about their own specificities.
Lefévre mentions some distinct qualities between comics and film images. Both use
flat images and similar shots (long, medium and elgge And, while in filmimages move,
in comics they are static. These three characteristivs use of flat images, the distance from
the camera/reader and the moving/static imagesuld also bring together comics and
photography, from which cinema is directly derived.
Therefore, the most relevant distinction between comics and film images is perhaps
the nature of the image, drawn by the hands of artists in comics and photographed in films.
Lefevre claims that this is the reason (together with movement) why a film congegater
impression of realism than comics. Moreover, drawings necessarily contain the signature of
one artist and, by extension,  Anthteemaret i st 6s v
stylized or caricatured the drawing is, the more difficult tbiadapt to cinema because the
signature of the artist is felt in a stronger manner. (9)
Lefévre also calls our attention to the fact that fomgning comic book series do not

tend to have a unique defining style. Because they have been drawn by séstsah &0
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many different styles, there is not a stable iconic meaning to their characters. (10) This often
happens with superhero comic book series, since most graphic novels are drawn by one
artist®. This makes the analysis of graphic novel adaptatidhs focus of this thesismore
complex because, unlileiperheroes such Batman or Superman, which have already
become mythical figures with multiple incarnations, graphic novels have only one version, to
which the comics readers hold on when thejctvéhe film adaptation.

Whil e Lef vre gets to mention that A[i]n
seems to be a central issueo (2), he does no
central to the process of adaptation. As the dsonsn chapter 5 shall demonstrate, from
Lef vrebés four incompatibilities, this is th
well. This identification of comics graphic elements as the main aspect differentiating-comics

to-film adaptations fromneelto-f i | mMm ones represents my contr.i

In this chapter, | have presented the theoretical background supporting the analysis of
the corpus which is developed in the following sections. First, after a discussion on the
appropriatenss of the term Intermediality, | have explained the three main forms of
intermedial relations, as proposed by Irina Rajewsky: intermedial reference, media
combination and media transpositiamd pointed to the categories to which comics and its
adaptatiorbelong Then, | have assembledi@tus questionisf the field, up to Pascal
Lef vreds Al ncompati ble Visual Ontologi eso,
this thesis. In the following chapter, | examine the narrative aspects, accordirfig tole e 6 s

first category, of the graphic now&latchmerand its film version.

19. American Splendas an exception. Since 1976, various artists have narrated the daily life of Harvey
Pekar, granti ng t h ewnrcpbhrsonahdcatviegrstylevi t h each oneds
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Hence, every time we try to speak of
what we see, we speak falsely,
distorting the very thing
we are trying to represent.
(Auster,The New York Trilogy77)

CHAPTER 2: NARRATIVE ASPECTS

Literature Review

The first aspect mentioned by Lefévre refers to the narrative. Although the
phenomenon of narrative has its roots in oral and pictorial traditions, it is always seen as the
natural embodiment of written language. Theuanption that narrative is an exclusively
literary event causes the narrative function of pictures to often be ignored in hybrid media.
However, pictures can narrate as much as words. In the case of films and comics, verbal and
visual texts have distincarrative functions, and it is crucial to devote to pictures the same
amount of attention of the text.

In comics and in films, narratit®is the result of a sequence of images. In comics, the
formal elements that narrate are mainly the disposition of §and gutters on a page
which dictate the rhythm of reading and lookings well as the pictures drawn inside the

frames.

20. Narrative can be understood as fAthe representatic
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However, a single image can also be narrative. In this case, narrative is suggested by a
single image, without directly represemithe narrativeeverfs | n Brueghel 's AT
l caruso (1558), for example, movement i s i mp
singlepanel cartoons, narrative is also implied either through a representation of a cause and a
suggestion oén effect (as in fig. 3) or through distinct positions or moments of one or more
characters (see fig. 4). Therefore we can say that, in comics, although narrative is a natural
consequence of the disposition of pictures in a sequence, one panel carcalssidered a
narrational unit. Moreover, it is worth mentioning that narrative is not necessarily dependent

on dialogues, as the first example also demonstrates:

Fig. 3: Meehan cartoons: the representation of a cause and a suggestion of an effect.

21. Unless the several intermediary panels composing the movement are actually shown, such as in Jules
Mareybdsepi ofr as in Duchampés fiNude Descending a Stair
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Fig mo
Because movement is an intrinsic feature of film, it is not possible to consider a
photogram (a fixed cinematic image) a narrational unit. Insfilrarrative is the result of
events, divided into sequences. Narrative is generally constructed by cinematic techniques
such as fAcamera angle and movements, transit

repertoires of t helLaureiRyan Nasratize |AcrasyMedidt96)o . ( Mar i e
In order to understand the narrative events of any medium, the reader/spectator needs

to be able to decode and fAbelieved in the fo

constitutes a reading protocol that is apptidterently for each medium. In order to

understand a comics narrative, for instance, the reader has to understand the notion of frame

and the disposition of several frames on a page. S/he must believe that the world of comics

does not end with the frambserders. A character appearing on several panels is the same,

represented in different moments in time. And if this character exits right of a frame, s/he will

not crash against the frame | ine, but will <c

corstruction of the continuation of the setting. Additionally, the reader has to understand that
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the panels are often organized in a chronological sequence within the page and, in our western
society, usually from left to right and from top to bottom. S/ke &hks to understand that

between the panels there is a gutter, which represents discontinuation and requires the reader
to mentally fill in the gaps, elaborating on the events not explicitly shown, in order to connect
the two frames.

For film spectatorghe situation is quite similar. The spectator also needs to have a
protocol of cinematic techniques in order to fully comprehend the narrative. S/he must
acknowledge that the fictional world does not end within the screen borders and that,
generally, a 180degree line is observed. S/he must also understand that, the cinematic world
does not extrapolate the screen to the real world, in opposition to the effect intendbd by 3
The viewer must also be aware of the possible effects of the cuts and ellifpsesdorative,
generally used in flashbacks and flashforwards. And when there are multiple plotlines, the
spectator must recognize the chronology of each plotline and whether they are simultaneous
or intersecting.

The protocol is based on previous pers@x@eriences of the reader/spectator with
that medium and with some particular genres. The protocol may also vary according to
cultural conventions. In this sense, for example, a reader accustomed to American superhero
comics may not have the reading piail to decode the narrative structures used in Japanese
manga. In the same way, someone used to classical Hollywood cinema might not be able to
fully comprehend the specificities of narrative in experimental films.

In analogies between comics and filntse most recurrent aspect observed is the
narrative structure, in which the narrative potential of comics has almost always been studied
according to the narrative techniques of film or, in other words, based on what comics
borrows from cinematic languagehe privileging of film devices in the parallel between

comics and films narrative aspects has frequently led to a depreciation of comics as an inferior
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medium, incapable of having its own narrative system. It also conveys the idea that narrative

in comicscannot be studied on its own, or without being compared to narrative in other

medi a. In fact, as Francis Lacassin manages
Languageo, comics narrative devices owe | itt
before chema was born. (14)

From the authors mentioned in the previous chapter, two relevant works establish a
parallel between comics and film, with an emphasis on narrative aspdetsalher os
Quadrinhog(1972) andimi Ci nema e Quadr i n H20@0) Moatyn@irmenov a | e
explains that the central element in both narratives is the sequehé@mes in comics and
of shots in films. And, in the two media, three elements relate directly to the narrative: the
cuts (spatial, temporal and spatemporal) the ellipses (to mark temporal and/or spatial,
discontinuity) and the articulation of reading of the comics page in contrast with the film
projection.

I n AComics and Fil m: AChdsanClristiange@ obBegvess p e c t
that while there aranalogies, there are also interesting differences between the two
languages. Both media, for example, have their own conventions, norms;ultasasl
universals and a deep structure of visual storytelling. On the other hand, the author also shows
fi t h g in whach cinematic devices are used differently and have a different impact on the
two media in the construction of tihilee, space
cinema uses its techniques of cinematic transparency to create strong atenmtiaad
emotional participation of the spectator, comics will never be able to reach that naturalistic
effect because of its parodic tradition and artificial iconography (118).

However, while these two theories may provide insightful analyses deliraitthg
comparing individual media, they do not meet our primary concern, that is the analysis of

media transposition.
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One of the most acclaimed theories to examine adaptéatiesysecially filmic one$
i's Brian McFar |l aneds NoveldEilm(1990)r Theaatsoeusesi n hi s
Rol and Barthesdés narrative functions to comp
Atransferred el ementso denote the functions
film, while t he heatesathat reecessarily banectanbe slteredanrthe filrh
version, demanding more creativity from the film maker. He divides the elements of the
narrative into two main functions, each with two subcategories (see table 1).

Al t hough McFar | aedeséfd forrasydtematic stadg of fhe o0 v
proximity of a film to its sourcéext, it seems that, in principle, two main issues are
overlooked: the role of the reader and the visual subtexts and metanarratives present in comics

and films.

Cardinal functions: key-points of the narrative. They
should be transferred. Major changes would cause
great disaffection.

Catalyzers: small actions that complement and
support Cardinal Functions. They accept adaptation

Distributional

/v functions

up to a certain degree.

Narrative
functions

N

Indexes: psychological information about the
characterso6 personality
narrative, elements which are in most part adapted.

Integrational
functions Informants: name, age, profession of characters and
also physical details of the scenery, which are simpler

to be transferred to screen.

/NN

Tablet Bri an McFar |l ane 6 sfilmmadaptatibbns.f or t he anal ysi

The categorization of the narrative elements in narrative functions by the reader
presupposes an interpretation of the texts. An event that is considered a cardinal fynction b
one may well be recognized as a catalyzer by otBeferea novel is adapted, its story must
be interpretedn a process of transpositiohjg will influence the understanding of the

sourcetextand, consequent|pf the targetext. The film adaptain will always be the
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product of the screenwriter 6s olhereforemfihi | mma k
adaptations, thmterpretation of thesource and the targetexts represent a fundamental role

in the process, establishingspective} the basis and the productforthee ader 6 s eval ua
of the experiencdt should also be taken into account that, for the categorization of narrative
elementsthetwo media involvednust be considered in relation to their specificities,

according toheir own capacities of narraivand mediatic characteristics.

The visual subtexts and metanarratives so constantly employed in films and in comics
insert additional, significant meaning to the story and sometimes are so relevant to be
regarded as catalges. Many times, the result is that film or comic adaptations of novels
apply strategies that are proper to hybrid media, according to the medium possibilities and
constraints, to create complex additional narratives to the staxtcéAnd it seems thahé
narrative functions, as proposed by Barthes and McFarlane, fall short of comprising this
specificity. Arelevant contributioon this subjecinay bethatproposed by Gaudreault and
Marion, who believe thatin any case of transpositigine artist hasat consider each
mediun® mediativityandnarrativity.

Mediativity is the fAmedi Uandte communicatethati ¢ c a
representationo and it Adepends on the intri
representation thatthemed m r equi res or combinesodo (ATrans
Medi atics: The Stakes of I ntermedialityo, 66
medi um. Conversely, narrativity is included
ontological narative potential of media which it possesses as a function of its own
mediativityo. (67) Certain events, such as ¢
more easily transformed into narratives because they have a great narrativity potential

The combination of mediativity and narrativity determinesnigeliagénief the

medium, which explains the fact that a certain narrative matches more or less with a certain
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medi um. The m®di ag®ni e assures t lappossiBle narr at
by choosing the most appropriate mediatic pa
the fabula is more easily detached from its medium embodiment. On the other hand, some
works seem unadaptable to other media because they have a stdimgemé, as if some
narrative event s we rdetermiredmedigm emibodimemntaAnd,c er t ai n
consequently, the stronger the médiagénie of a work, the greater will be the dissatisfaction of
the reader with any adaptation of that work.

In comics for example, although artist Art Spiegelman does not use the term
médiagénie, he knows that any attempt to adapt his graphicMausto other media would
be a major failure because of the strong médiagénie of the work, due especially to its
metaphoris t y | e . I n an interview to David D6Arcy,
several offers to havdausadapted to cinema because it took him a very longititheteen
yearsi just to find the proper way to get it told. Another work with a very sfnoédiagénie
is Watchmenone of the works of our corpus, the object of discussion in the next section of

this chapter.

Narrative inWatchmen

a. A multiple DVD experience

Watchmens a twelveissue series by Alan Moore, illustrated by Dave Gibbons,
published between 1986 and 1987. It tells the story of a group of retired superheroes, in an
alternate 1985, where the United States and the Soviet Union are on the verge of a nuclear
war. The superheroes, which have been considered outlaws since the Keeas passed in

1977, start investigating the mysterious murder of a member of their extinct group. At the end
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of each issue, there is some fictional material (newspaper articles, book chapters, letters and
reports) that attempts to confer greater authintic the story by providing details of the plot
backgroundWatchmerhas a complex visual narrative, with details and allusions in almost
every panel, extreme closgs and zooms, iconic symbols and recurrent motifs. It also has a
distinct coloring, favadng secondary instead of primary cofdrs
Watchmerwon the Hugo Award in 1988 and was selected orléroé Magaziné s
2005 | i st of -Ifialn0glu aRjees tNoB/ned Isi sfthr om 1929 t o t he
Fr ank Batnah: @he ®ark Knighit estaltished a new genre in graphic novels, one
that deconstructs the role of the superhero as it was conceived especially in the United States,
from the thirties to the seventies. Mostly, they evade the common roles of heroes and villains,
focusing on psycholagal issues of the characters.Watchmenfor instance, depressive,
tormented and twisted heroes are forbidden to fight crime because society has turned against
them. They become outlaws and cannot wear masks, costumes or drive their own vehicles.
Many attempts to adapwatchmero cinema failed mainly because of its intricate
narrative structure, with abundant croeferences and profuse use of metanarratives and

subtextual details, which made it hard for any director to reduce it to-atwlareehour

movie. All these aspects, together with the
Watchmern he titl e of being an oO6unfil mabled text.
Mooreods reclusive |ife &hd his disdain for t

After several rumors and attempts as well as legal disputes concerning the production

and distribution of the filmyWatchmerwas finally adapted to screen in 2009 by director Zack

22. Primary colors (red, blue and yellow) were widely used in superheroes comics of the Golden Age (from
the 1930s to the late 1940s).Watchmenpreference is given to greens, orangad purples.

23. It is widely known that Alan Moore has never even watched any of the film adaptations of his graphic
novels and that he does not want any connection of his name to these productions. Because\t&tichtnien
Moor e ds ntedhirem thesfilmanedits. Instead, credits are given to Dave Gibbonsasator and
illustrator, since he actively participated on the production of the film.
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Snyder, who felt at ease with graphic novel transpositions after the suc8@8sfrfank
Mill erds version of the Spartansdé battle aga
Being a fan oiWatchmerhimself, Snyder tried to be as close as possible to the graphic
novel, using its individual frames as storyboards for the film scenes. Thisiés & be done
with graphic novels because, differently from superhero comic books that have seen
thousands of publications since their creation and reached the status of myths, graphic novels
generally have a traditional narrative structure, with arregg, a middle and an end, which
is supposedly also the case of film narratives.
Yet, while Snyder certainly pleased diard fans by remaining loyal to the original
text, he was also heavily criticized for that. The main criticism was that the filntdoetard
to look |ike the graphic novel Theattamptaotbe i t di
completely faithful to the graphic novel ignored the differaetiativity ofcomics and film,
and prevented the director and the actors from geelmat would work better in the film
medium.
Although there are many instances where Snyder managed to find a good filmic
correspondent, at others, his obsessive pursuit for a perfect adaptation was initially frustrated.
In several instances throughouto e 6s wor k, a secondary narrat
the main storyline. The ATal emttalfthestbreofaB| a c k
marooned pirate attempting to get back home to his wife and kids. The pirate story is being
read byBernie, a boy who stands near a newsstand so he can read the comic book without
having to pay for it. Together with the owner of the newsstand, the boy is part of a microcosm
within the main narrative divatchmengenerally commenting on the increase ditjpal
tension in the world.
I n some moments, the fATales of the Bl ack

frame, while the balloons remain connected to the central plot. At other moments, the
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stranded pirateds t ho ubalobns inthefbrin of bcroksrappeaa | way s
together with images of the main narrative. And, at other moments, two kinds of balloons
coexist inside the same frame. The intervention of this second narrative begins in the third
chapter and continues up to theventh and it never extends for more than four pages. Most
of the times, it appears more than once in a chapter.

But most i mportantly, the fiTal esodo represe
narrative because of its metaphoric function. It commemtihe main characters at crucial
points of the narrative. There is, for instance, the moment when Dr. Manhattan, the only
superhero to actually have superpowers, exiles himself on Mars, exposing the Earth to an
escalation of violence and an impendingr@ilVorld War. As Dr. Manhattan arrives on
Mars, he contemplates the stars in the sky,
night, | slept badly beneath cold, distant stars, pondering upon the cold, distant God in whose
hands the fate of Davidstowasted. Was he really there? Had he been there once, but now
departed?0 (ch. 3, p. 21) It is possible to
sentence in the pirate narrative and in Dr.
had thefate of the Earth in his hands.

At another moment, entrepreneur Adrian Veidt, known as the most intelligent existing
man on Earth, reveals his decision to carry out genocide in order to save the world. The
announcement is commented by the pirate whor, kifteng his wife by accident, asks
hi msebiw: hdad | reached this appalling positio
p. 9) Once again, the pirateds narrative 1is
t o guest i orepasoviefor mhitiabng a massaaee of huge proportions with the excuse
of saving the world. Was it love that led the pirate to kill his wife? In the same way, is it

possible to say that Veidtdés monstrous pl an
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So, while comics readersrcaontrol the duration and speed of reading, taking their
time to read and reread, if necessaryhe story, the film director is always constrained by
the duration of the theatrical projection of the movieMatchmenSnyder had to decide
whetherornt t o i nclude the fATales of the Bl ack F
the comic book narrative within the film, the projection time would certainly exceed the
maximum tolerated by the audience. Nevertheless, if he simply omitted the mirgfe st
Mooreds work would | ose the density reached
a multitude oWatchmerians would be terribly disappointed.

The solution found by the director was to separate the two narratives and release the
ATal e saparaienDVRA, as an animated cartoon. The choice for animation instead of live
action was an appropriate one because it differentiates the main narrative of the watchmen (as
if it were the real world) from the pirate narrative (the hdravn comic book &tional
story).

However, by separating the narrativik&® connection to Bernie and the newsstand
microcosm was lost. Consequently, the social and political commentary on the critical
historical moment was mostly erased. Likewise, the roetamentary funici on of t he AT
suffered a major rupture. And unfortunately, as a result, those who did not have the
opportunity to read the graphic novel before watching the animation DVD will hardly ever
understand the primary pughboee oot othbdenFTalpes
narrative.

Nevertheless, VHS and more recently DX¥Bave also opened positive possibilities in
cinema. Definitely, one is that the spectator takes control of the viewing experience, so s/he
can pause, stop, rewind, begin and cargiwatching the film at will, at any moment of the

narrative by selecting individual scenes or chapters. Similarly to the reader of comics and

24. And even more recently the Biay technology, which allows for a bigger capacityiloh materiali
somewhat equivalent to that of four times of the DVD.
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novels, not only can the viewer control the duration and speed of the reading experience, but
also the order odventsln this sense, it is possible to say that DVD technology offered an
approximation between the reading mode of novels and comics and the viewing mode of
films.

In a good example of how DVD technology drew reading and viewing experiences
togetherto ugh t he organization of film sequences
Extendedo doub ISiaCith(seBfigb)ethesniemwinedpliotline of the
theatrical filmversion is reassembled so that viewers can watch each of the fous storie
separately.

Additionally, when transformed into DVD, many movie titles contain expanded
versions or what is known as the Adirectoros
was shown in theaters. Besides deleted scenes, some DVDs also ptevidteaendings,
which affect the narrative storyline of the film if compared to the theatrical versicach
excluded scene or alternate ending seen, new reading experiences of the film arise. In the case
of the alternate endings, these new possisliblend with the reading of the original film,
creating simultaneous different readings in the mind of the spectator. However, these
readings do not confuse the spectator, who knows that there is an original order of the
movi ebs | i ne aJayDaddrBoltartexpkaies, Or , as

AThe viewer stild]l has a senseithehat t he
one that sometimes plays by default (by simply inserting the disk in the player
without making menu choices). The vVview
experiments within and around this canonical order. The DVD allows a kind of
synoptic view of the filni as if the viewer could examine the whole film and

its possible versions simultaneousl!l yo.

Digital Technology andtheReend i at i on of Cinemao, 24)



Figueiredo48

In this respect, the DVD becomes a complement of the original film and creates a different
and, at the same time, simultaneous comprehension of the main film narrative. Therefore, the
person who watched the DVD versionwatchmerwill certainly have a very different

experience than the spectator who just saw it in the movie theater.

THE customeo 1S
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Fig. 5:SinCityp s Rec ut Unrated and Extended DVD vert

Besides the mode of reception, DVD technology has also marked a fundamental
chang in the way films are produced. The DVD is not simply seen as a way of distributing
the film to a wider audi eadayehe prRluctoh,aasign, Gr usi n
and distribution of DVD versions of feature films are part of the originaraotal (and thus
artistic) inteifDtViDen o/fi dteloe Ga mfeisl mana. e Ci ne
In many cases, the conceptualization of the DVD precedes the production of the film.

In fact, the presence of special features on D\?Bas becme so common today that
one cannot experience the film completely if one does not watch the DVD. The movie theater

experience can no longer be considered the ultimate film experience because the narrative of

25. See Grusinbds fADVDs, Video Games and the Cinema of
DVD opt i on $MulhottandlDyive c hNGosMemerdaa n d  F iTigeyGode(73-80)
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the film does not e natd final credits anpneore.instbad, tiENd 0 s cr
transformed and supplemented by deleted scenes, alternate endings, trailers, storybeards, pop
up commentaries, hyperlinked mivideos, etc. To ignore this is to ignore a large part of
todayds ci ne Mtetefore, it is alsp Enportantthatdilm and adaptation studies
turn their attention to this fact, including
In theWatchmergraphic novel, another significant source of narrative is the
supplementary matial that appears at the end of each chapter (with the exception of the last
one) and which, among other purposes, provides readers with background stories of the
characters. At the end of the first three chapters, there are excerpts from character Hollis
Masonds f i ct i dinderlithe Blaodewehlingofgrinstgmdeywhy he decided to
become a masked adventurer and details about the formation of the Minutemen, the group of
superheroes that preceded the Watchmen. In chapters four and five repeictve is an
article about Dr. Manhattanés origins and on
producing theTales of the Black Freightdictional comic book. In chapter six, when
Rorschach is arrested, we are shown his police and psychiatrid,raammposition and a
drawing he had done for school as a boy and a letter from his therapist at prison. Chapter
seven shows a research article on ornithology from Dan Dreiberg, the Nite Owl II; and
chapter eight shows a draft version of Mew Frontiersnannewspaper to be published on
October3f, 1985. Chapter nine presents many art.
di ary. Chapters ten and el even contain |ette
and products (action figures, perfumes gito for a better body shape) and an interview
with Veidt, who gave up his superhero career as Ozymandias to become a successful
businessman.
According to Irina Rajewskyds category of

elements in the graphic neMVatchmewor k as i nter medi al referen
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i fo quality. They are referencesésnotels,at evoke
magazines, letters, newspapers and photogiaptssde a comic book, as if they were real.
Besides praiding readers with a better background of the characters, they serve to construct a
believable fictional world. It is as if they really existed, supporting the fictional events of the
main graphic narrative, provi dandraglauaiblei d oc ume n
alternate 1985, in a world on the verge of nuclear war.

I n S n Watdhmeprsost of this supplementary material was not included, often
leaving firsttime viewers with insufficient information about the characters. The only episode
develped to a satisfactory extent in the film
Under the Hoodthe additional material at the end of chapters 1 to 3. However, once again,
because of the restricted projection duration of the film and of the possib@exity in
i nterposing it wit lnderhhe Hoodvas adapted imtdé &pseudor r at i v e
documentary, inside a fictional television program called Culpeper MinutdJnder the
Hoodwas released on the same DVD asThkes of the Black Freigér.

Besides adapting a great part of the content of the memoir, the documentary also
mentions the additional materials from chapters 4 and 9, by including an interview with the
physics professor who worked with Jon Osterman before he became Dr. Mardrattan,
another interview with Sally Jupiter about her past as a masked adventurer and her being
sexually assaulted by the Comedian.

Additionally, the documentary proposes a solution to a link that was lost in the main
film. In The Culpeper MinuteBernie, tle newsvendor is interviewed, asked about his opinion
about the vigilantes. Although this cannot b
the narrative in the graphic novel, as a counterpoint to the main storyline involving the
wat ¢ h me n 6rdhe peesanrbehind theonassive killing, the presence of the newsvendor

in the documentary was certainly a creative decision to the adaptation.
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Also interesting was the use of television commercials ddrmegCulpeper Minute
which helped increase the serof reality in the documentary. Together with the commercial
of the fictional perfume fAiNostalgiao, produc
there are two other real commercials of products advertized in the eighties: Seiko first digital
quartzliquid crystal chronograph and SaflusH®, a bathroom bowl cleaner by Reckitt
Benckiser Company.

Therefore, it is possible to say that, although the supplementary material of the graphic
novel was not entirely adapted\viatchmed s mot i on qudetudoocureentary he ps
successfully achieved the same effect on the viewer, conferring a greater authenticity to the
fictional world of WatchmenAnd, together with th&ales of the Black Freightethe
Culpeper Minutgrogram provides an attempt to fill ine gaps of the film adaptation of the
graphic novel.

Additionally, conforming with the initial intention of director Zack Snyder, after the
DVD film version and th&ales of the Black Freight&®VD were released, th&/atchmen
franchise saw an extra versiofthe film. Watchmen: The Ultimate Cabmbines the
directorbds cut version (which is the theatr.i
filmdéds | ong dur at i o mmalds ofthe Blexk/Fremhtar hTehaet efr Tsa)l easnad

story is intetwined in the main narrative, as in the graphic novel.

b. Transmedia Storytelling Watchmen

However, watching the film, the animated pirate story and the fictitious documentary
is not enough for the viewer to learn the compWtachmerfilm expeience. Rather, the film
narrative is spread among other media, characterizing what is kndvemsimedia

storytellingor transmedia narrative Dr awi ng from Genetteds conce
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(1982), in transmedia storytelling the story is spread amamggies of different media.
Instead of working as a parasite of the main text as in the case of pastiche, allusion and
plagiarism, transmedia narrative works in symbiosis with the main text, complicating or
completing its narrative.

In Convergence CultureHenry Jenkins develops the term, saying that it designates a
new kind of narrative, where the Astory wunfo
making a distinctive and valwuable contributi
makes avaluable contribution to the whole narrative, there is, however, the recognition of an
u-t ext, which must be preserved, while some n
to be explored by other media. In most of the cases, ttexuis the motia picture, which is
unfolded across several media, such as internet websites, mobile communication, video
games, et

For Jenkins, the first time a case of transmedia storytelling happened 8tas in
Wars marking the beginning of a new cinematic ena: teplacement of the blockbuster
phenomenon with film franchises. In a franchise sucBtasWars the film screened in the
theater is only one element of the complex cinematic experience. Other media converge,
integrating multiple texts to create a largharrative the film is not able to hold.

However, one aspect of transmedia storytelling should be clarified. Although a single
medium does not contain the whole narrative, every medium keeps its autonomous narrative
quality, cooperating seBufficientlyto create a more complex transmedia narrative. Take, for
i nstance, a filmds narrative that finds seve

and video games. Often, in this situation, the viewer does not have to see the film to enjoy the

26.InlronMan2f or i nstance, fans have the opportunity to f
Industries, whose owner is Tony Stark, the comic book protagonist and superhero. The
<http://www.starkindustriesnow.com> iga &nternet domain exclusively created to promote the film, planned to
be released in May 2010. I n return, a fan may receive
complimenting on the higlevel profile and confirming him/her among the simtered candidates for the job.
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video game or the website, because they are narrativelg@ehined. The opposite is also
true: it is not mandatory to play the video game and access the website in order to understand
the film. However, a broader, more comprehensive understanding ditheafirative can
only be achieved through a transmediatic storytelling experience. In other words, the
consumer who has played the game or surfed theréllated websites, will have a different,
expanded experience of the franchise than the one whonhgly svatched the theatrical film
versiorf’.

Transmedia strategies transform the role of producers and audience. As film theorist
David Bordwell observes on his blog, transmedia storytelling was only possible because of
the explosion of digital technologgi ci nema and this fAhas transf
filmmaker. Besides thscript, the filmmaker should generate interaction trees and events that
spill across film, websites, mobil @ncommuni c
Transmedia Storytellingn many cases, the conception of transmedia events in media other
than the film begins together with or even before the production of the film.

Actually, the transmedia events created by certain film franchises are so complex and
wide that narrativeexpn ds beyond t Klelnfdrmtioh ie disparsédsthroggha s p
multitude of medid especially websites and it seems an impossible task to trace all of
them. In my view, this is a reflection of the way information is diffused in our society today,
particularly in relation to the manner we access information on the Internet. In the World
Wide Web environment, information is offered beyond our grasp, as links endlessly lead us
from one page to another. Similarly, in transmedia storytelling, infooméagidispersed; the

narrative does not end when the film ends. The impossibility of knowing everything on the

27. The intermedial transposition works in a quite similar manner. The one who has read the graphic novel
before watching the film will certainly experience the latter differently.

28. One of the most notoriousrecé exampl es of transmedi aBamawmihet el | i ng
Dark Knight(2008), in which it was combined with an Alternate Reality Game (ARG), a phenomenon that blurs
the line between fiction and reality. As part of a brilliant marketing @agmp fans participated in relife tasks
and had to collectively solve puzzles, find clues and access dozens of websites related to the film in order to have
access to exclusive material of the film, months before its release date. The website
<http://baman.wikibruce.com> presents a tentative compendium of transmedia tools used to promote the film.
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Internet is replicated in cinema: the film franchise contains more information than anyone can
retain from a single contact with the transmediatients.

This marks a shift from traditional models of audience interactions with media.
Jenkins describes participatory audience as
anywhere in search of the ki nd3d.FooBordeali,t ert ai n
audience must also identify themselves as part of a fandom. Only in this case would people be
motivated to follow up on all pieces of narrative; and transmedia storytelling would generate a
good profit margin. The fact is that, in tramsdia narrative, spectators assume new
responsibilities. Instead of simply watching the ffilmm a movie theater seat is now
required that they engage in other actions, seeking out new information in other media,
buying products from the franchise,interacting with other people with the same interests.
Consequently, spectators assume new roles as

This entire discussion on transmedia storytelling is indispensable to the analysis of
narrative transpositions not onlydaise it is a recent and notorious phenomenon in
contemporary cinema and because it was usédaitchmen as will be explained but, most
importantly, because film adaptations of comic books and graphic novels have provided the
ideal soil for transmedistorytelling techniques. Two reasons apparently collaborate to that
tendency.

First, the reader of comics is different from other types of redtiermotivations for
an increasing number of film franchises with transmedia storytelling are mainly economic.
Today, it is required that the film is explored to the fullest, aiming at profit beyond the box
office. Thus, frankises must attract a larger audience than that of a feature film. Comics
readers are very different from readers of traditional novelsisehse that they are really

part of a fandom, which provides the ideal audience for transmedia storytelling. Few novels
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attract such a passionate and large group of readers and followers, willing to go to the theater
to watch the adaptation and hunt fefated information through several other métiia

The second reason is the fact that fictional worlds created in almost the totality of
comic books and graphic novels provide wonderful material to be explored in transmedia.
Althoughthe types of gapsfiledn by transmedia events can be
uncertainties about a characterds motivation
public appeal, one of the most notorious functions of transmedia narrative is to create
contextualizing deces, in order to provide fictional worlds with a greater sense of realism
AMore and more, storytelling has become t he
compelling environments that cannot be fully explored or exhausted within a single work or
evm a single medi umo Yareabldto pravige the fiedessary tBadswo n o v
create a fictional world complex enough to be explored across several media. Together with
science fiction literature, comics have a special talent to construdeddteiional worlds
where superheroes are possible and violence abounds. The serialization of a comics title over
decades creates a kind of mythological aspect to some culturally known environments such as
Gotham CityandMetropolis?, which makes the tramedia task of worlduilding more
effective, as a larger audience is reached. IiBtdtenan: The Dark Knighfranchise, for
instance, a police department website provides fake reports on incidents that take place in the
film. In WatchmentheNew Frontieesmannewspaper website presents fake pictures and
headlines that comment on events of the movie.

Therefore, because of comics fandbavhich attracts a larger audience than simply
moviegoers and because of the mythology surrounding comics fictional wockimics

adaptations offer the ideal conditions for successful transmedia storytelling. And indeed, year

29. Cases such as Harry PotfEne Lord of the Ringand theTwilight series would be exceptions.

30. Film adaptations with successful transmediays¢dling cases are generally based on mwdtume novel
series.

31 Cities where the stories BatmanandSupermanespectively happen.
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after year, the number of comics adaptations exploring transmedia storytelling has constantly
increased. Consequently, more than a simple predigmagitiy claim is that, when a film is
adapted from a comic book or a graphic novel, transmedia storyt&imgdd be analyzed
together with other traditional elements in adaptation studies such as narrative, genre and
montage.

I n S n Wachmedtsansmdia storytelling is mainly used to support the alternate
world of the graphic novel, providing fake documents, newspaper headlines and magazine
covers that confirm the events in the graphic novel and the film. Actually, a considerable part
of this fictitious material is already present in the graphic novel; thus, instead of constructing
new narrative details, film producers simply provided them in other media. This was
necessary because of movement in film, in contrast with the static image of the goaghic n
While in Al an Mooreds work one could read al
illustrating the frames, in the film, it is impossible to observe all the details, not even by
pausing the image at the exact time these elements appear; sonétmase not close
enough for the spectator to read the same information s/he would be able to do in the graphic
novel.

In this sense, the website domaime New Frontiersmawas created with a link to the
news paper oFfckrelecoohic gdhaolaam, with dozens of posters, magazine
covers and newspaper pages that appear in the graphic novel, but are not seen in the film with
great detail. The fAVeidt MethodoO page appear
chapters 3 to 12. And the froover of the fictitiousNova Expressnagazi ne enti tl ed
Sick is Dick? After 8Pr esi denti al Heart Op?06 appears in

novel (see fig. 6).
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A New You! THE VEIDT METHOD How Sick is Dick?
‘S{ &

N THE VEIDT
¢! METHOD

HOW

| SICK IS

A WILL GIVE YaUu BDDIES BEYDND DICK?
YOUR WILDEST IMAGININGS.” | Ateer His rd
i e ,

Presidential
Heart Operation?

\/EipT

An advertisment for Adrian Veidt's self-help program THE VEIDT METHOD, appearing on Nova Express (Oct 15, 1985) - leads with an article about the recent heart operation of
the back of an issue of TALES OF THE BLACK FREIGHTER. President Richard Nixon

Fig. 6: WatchmerPhotos at Flickr

Besides reconstructing material that @ seen in the film in great detail, the
transmedia tools provided by the film franchise extrapolate in many ways the graphic novel
narrative. Some of the photos published at Flickr are material not found in the graphic novel.
At the New Frontiersmamews@mper web domain, there is also the link to four videos, to
which the graphic novel does not make any reference. They are a TV program on world
politics, talking about the decisive role of Dr. Manhattan in the American victory in Vietnam;
a government indtitional video explaining the Keene Act and warning people against
masked heroes; a program on Veidt Music Network imitating the MTV style; and a news
report program aired on March,11970, looking back at ten years since the existence of Dr.
Manhattar(see fig. 7). Here, again, the main purpose of these videos is to support the

fictitious world of Watchmen
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Fig. 7:Watchmetw ou Tube videos: fAWho Watches the Watchmen? A
News with Ted Philipbo

Another remdtable transmedia storytelling strategy in the fihanchise is carried out
by video games. The fan has the opportunity to interact with superheroes in situations that are
transmedia extensions of the main wwer kés nar
games available are seen neither in the graphic novel nor in the film. Additionally, the video
games 6 narrat i v eatained:gou doonot hdveetd sed tlye fils elerfjoy the
video games, although your understanding of the video gamextavill certainly be
improved by doing so. In the same way, the user/spectator does not have to play the video

games in order to understand the film.
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I n the online fAMinutemen Ar ca-ashioned Snyder
style video game desigdas the arcadeldit video games from the eighties (as fig. 8
illustrates). The fan is able to choose between characters Silk Spectre | and Nite Owl | to fight
against their archenemy Mol och and his gang
was releasd before the film, with the aim of generating publicity for the theatrical screening

release.

FIGHT YOUR LAY THROUESH THE CRIME-RIDCDLED
STREETS OF NEW YORK 1942 AND DEFERT THE EVIL
MASTERIMIND IMOLOCH?

B
——hF—— |

CHOOSE ViR BERG

Fig. 8: AMinutemen Arcadeo online video

Il n AWatTheneMobi |l e Gameod, the fan is abl e

Owl Il charactersby ur ns i n five | evels, each introduc:¢
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journal. In chapter 0, Nite Owl and Rorschach confront the villain Big Figure; in chapter 1 the
character Comedian fights in Vietnam; chapter 2 shows a strike chaos in New York; in

chapteld, the Comedian is in Vietnam again but t
help; and in chapter 4, because of the Keene act, character Nite Owl fights in his final night as

a vigilanté®.

In a web domain created for that specific purpose, fans azg¢abbwnload the online
mul ti player game fAWatchmen: Justice is Comin
game, which was released on Mar8h2D09, feature8Vatchmed s mai n char act er s
setin 1975.

The fourth video game of th&atchmerdfranc hi se i s A Wat chmen: Th
video game designed for personal computers, Playstation and Xbox. It is also set in 1975, ten
years before the time of the graphic novel narrative and two years before tiaheiuy
Keene Act. In part one, Rotsach and Nite Owl must fight Underboss, a criminal who has
just broken out of prison, and his gang. In part two, they have to solve the case of a missing
girl, Violet Greene, but along the way Rorschach discovers that a woman from his past is
involved in he disappearance. Since no mention is made to Underboss or Violet Greene
either in the graphic novel or in the fil m,
i s Nigho represents an extension of the main
example of transmedia storytelling.

Besides the DVDs, video games and related websites with fictitious material, the film
franchise also provides a central internet domain with a multitude of apparatuses to promote
the movie. A fan gets access to informatabout characters, trailer videos, posters,
wallpapers, buddy icons and screensavers downloads, picture gallery, CDs for sale with the

movieds soundtrack and the music score and

32. Chapter division taken from <http://www.watchmencomicmovie.com>
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action figures, costumes agisware, lunchboxes, and shitts Addi t i onal |l y, t hr c
Watch the Watchmeno domain, the user can add
favorite social network\MlySpaceandFacebook f or i nstance) or even f

follow on thelatest news of the film production and receive exclusive material, as shown in
fig. 9.

These mechanisms also represent a distinct attempt to reach a larger audience but they
cannot be confused with transmedia storytelling because they do not add aeyte e
narrative of the film. They are franchise mechanisms used in the promotion of the movie. In
my opinion, there is a clear distinction between the contribution of a video game to the film
narrative and the contribution of social network gadgeteton figures souvenirs. While the
DVD, other related DVDs and video games may be considered transmedia storytelling, it
seems that posters, trailers and social network devices may not. However, while this
proposition may fit very well for the case \Watchmen it still requires scrutiny in relation to

how all these satellite events and ancillary tools work on other film franchises.

WA MoRE RORSCHACH »

ABOUT THE'I.)V

c
WATCHMEN SHO
WATCHMEN REWARD;

33. And, there is also thé/atchmeriotion ComicdDVD, a new medium which is a combination of both
comics and animation cinema, whose analysis would certainly demand a whole chapter or maybe a whole thesis.
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Fig. 9: Previous page: The main domain. This page: Tools for social network and material to promote the film.

Conclusion

In the past, the analysis of the relations involving film and comics narratives was
limited to establishing parallels between the languages of the two media. Today, the cinematic
experience has extrapolated that and the comics narrativeersled beyond the film across
several media, generally used with the purpose of recreating the comics fictional world,
granting it a higher level of veracity. In comic book adaptations, this has been more and more
frequent and especially because of theholpgy involving comic book superheroes. In
graphic novels, this is also possible. However, as they are not narratives known to a wide
public, there is the risk of a firsime spectator getting lost with so much information spread
through several media.

In Watchmena solution to the graphic novel long storyline made up of 12 issues, was
to separate the ATales of the Black Freighte

separate medium format (an ani madmnatyetdthel m) . A

graphic novel extra material at the end of each chapter. In the Flickr photo album, material
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such as letters and newspaper articlegentified or not in the graphic novielcould be seen
with greater detail than in the film. Four videassfed on YouTube also provide veracity to
the fictional world ofWatchmenFourdifferent types of video games also offer new elements
to the graphic novel and the filmbés narratiywv
some filmrelated elementaush as wallpapers, buddy icons and social network devices.
The more transmedia storytelling elements a certain film franchise has, the more
difficult it becomes to critically analyze and evaluate the film narrative. In spite of that, my
claim is that the arrative analysis of a film today, and especially the analysis of a comics

adaptation to cinema must always conceive its narrative extensions acrosseutizer
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fé | et us | ethge t he ¢
cinema (and to the phetmvel)
andfasten ourselves to the study
of the page layout which
the cinema cannot
GroensteenThe System of Comjck02.

CHAPTER 3: LAYOUT ASPECTS

Literature Review

The fact that the page of a book or a comic book is different from the film gckeen
it the theater, the television or the computer screisrcertainly nobpen to doubtHowever,
the aspects that explain this evident difference may not be so evident and must definitely not
be overlooked. In this chapter, after a brief commentamyamks that have dealt specifically
with the layout of film screen and comics pages, we are going to examine the predominant
types of page | a§iroGityasd thir effede anthenréadeMdf thi$ geaphic s
novel. Then, we will pointoutsonef t he principles that may ha
choices when deciding how the pages were to be transposed to the film.

First, it is worth rememberinidpat the screen layout is different from the film layout
(or the layout of finished film images). Wi the former designates the format of the scieen
standardized, with constant franieghe latter is the product of the composition (the
arrangement of settings and subjects within the frame), the cinematography (type of film
stock, lighting and cametanses, distances, angles and movements) and the editing

processes. The screen layout, as meant by Lefévre, is only affected by changes in the aspect
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ratio®* or by untraditional techniques generally used only in experimental films (Phillips,
Film: An Introduction 334).

Lefévreenumerates four main differendestweerthe layoutof the film screen and
the comics page. The first difference mentionetiasa closer range between the comics
page ad the reader implies a more personal experience than #wing, since the spectator
is generally positioned at a distance from the screen. In addition, the fact that the reader has to
turn the pages of the book while the spectator watches passively as the movie story unfolds,
conveys the idea that the reademisre committed to the act of reading than the spectator is
to the act of viewingin this respect, fieel more inclined teside with Linda Hutcheon, to
whom the act of watching a represeittiatof a story on the screenfisi magi nati vel y,
cognitively,andmmo t i o n a | dngnot a arty way padsivid Theory of Adaptatiqr23).

The second aspect pointed out by Lefevre is that the reader is able to choose his/her
own reading speed and direction, with the possibility of coming back to previous panels for
more details or even skipping pandbn the other hand film forces the spectator to follow
therhythm of the sequences being projectadhe previous chapter, we have already seen
that the DVD technology has contributed to the approximation of readiuhgiewing
experiences, allowing the spectator to organize his own viewing experience by selecting
Achapterso.

Third, while comics is generally made upseiveral framespatially organized on the
page the film screen isisuallyfilled with twenty-four photograns per second, arranged in a
linear temporal sequend®.r , i n S c oviotds,iM @el] succesdive srame of a movie
is projected on exactly the same spatieescreeri while each frame of comics must occupy

a different spaceSpace does forornics what time doe®r film! 0 Ur{derstanding Comic¥)

34. AThe aspect ratio indicates thhiep sohfapteh eo fi nmaang ei 6nsa gwe
hei ght & ( Phe mainltypgs sf aspetirgtio are: standard aspect raticsaiden and letterbox format.
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Comics panels can be presented in a multitude of dimensions, shapes and locations on
the page. In contrast, films follow a standardized screen folthattry Groensteehas also
analyzed that aspeconcludingthee A [ i ] n ci nema, the constancy
of the melium (with which some filmmakers sometimes enjoy playing); in comics, it can only
be the result &f an aesthetic choicebd

Finally, it is important taonsider that in ciema, shoahg and editing are twdistinct
and consecutivsteps of production. Firsscenes are performed and shot; next, this
preexisting material is editeth comics, the drawing and the disposition of frames page
usually happetogethey they ae inseparable and simultaneous procesdes artist cannot
think of starting working on a pageithout first having at least a mental draft of the vitzey
chosen images and worddll be organized

For Wil Ei sner, t he pricdeeistestwocsteps:dhe firstt i ng o
i n v o the ercepfion of an idea, the arrangement of image elements and the construction
of the sequence of the narration anddhe mp o s i ng @&bmicd and $equegntiad Art (
122)Int he next st écpo,u ptahgee dsbtsabniittedsd thp limdidtions of
space and technology of theedium The size of the page, the number of pages, the process
of reproduction and the available colors influencedieoupage(128)

According to Scott McCloud, in the gress of creating comics, an artist must make
five choices. There must be a choice of mome
moments to include i n a c dviekingGomiestl®.iAffer and whi
that, s/he must choose how to frathese moments. Next, the artist has to choose the
characters, objects and environments to be drawn inside the frames, as well as picking words
that collaborate with the images, but which do not merely repeat the message conveyed by the

image. And finallythere must be a choice of flow, with the purpose of finding the best

35, AAu ci n®ma, Eestunexdansée naturelee dudmediwmgabec laquelle certaingeméas
se plaisent parfois © ruser); en bande detBbn®ee all e
9e art: |l 6dinvent aiMyteansthitos. si ngul arit®so0o p. 24)
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arrangement of panels on a page so readers a
confusion (10). For McCloud, the choicgfsmoment, frame and flow generally precede the
decisbns of image and word. Although it is red¢arly stated, it seems tredt five choices
influence the final result of the page layout and its effecthe readerto a greater or lesser
degree, depending on the personal style of the artist and theddefect.

One inteesting approach on layout is developed by Thierry Groensteen in the article
ADu 7e :aul '9envaerntt ai raehee@xamines therdiffarences invalvidg fikms
and comics. Groeteensuggests that, in order to analyze thpexts concerning comics and
films, it is important to distinguistiree criteria: athe materiabf expression, b. thprocess
of elaboratiorand c.the mode of articulatianNhile the first criterion is the quality and type
of image in bottmediai thesubject of the fifthchapter of this thesis the second is more
connected to the directorés/ artistds persona
shot/drawn, distance, angle, frame, colors, illumination, etc) and image making (shot and
edited in cinema and drawn in comics). Although the choices made in these first two criteria
will certainly affect the overall aspect of the page/screen layout, for the theorist, the criterion
which grans the most significant results in terms of layout is thode of articulation. The
mode of articulation category is present both in film and in comics, although it comprises
different procedures in each medium.

In cinema, the mode of articulation is calleése en chairf@ This process is more
commonly known s editing or montage and it denotes the articulation of pieces of shot
material into a coherent filmic discourse, organized according to time whishobey the

chronology and duration planned for the moy&8)

36. In the process of elaboration and the mode of articulatiomef@ Groensteenseshe terminology
mise en chainasproposed by André Gaudreaulthu littéraire au filmique: systéme du rédraris: Méridiens/
Klincksieck, 1988.
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In comics, the modefarticulation is cded by Groensteen asise en réseal he
mise en réseacan be subdivided into three moments:déeoupagé’, themise en pagand
thetressag@®. Whereas thenainconcern of thelécoupagand thetressagéds the semantic
articulation of narrative contebetween andhroughout panels and pagegich, to some
extent, was examined in the beginning of the previous chaptisrthe function of thenise
en pagdo define the fundamental aspectst® page layout, assuring the besiportion and
position ofpanels within a page, so as to engheereader a page witn efficient aesthetic
global order.

Themise en pageasGroensteen terms lefines a specific surface, form and place
for each panel on thgage It deals with the contiguity of images, orgaing on one pagéor,
in some cases, in a douipage compositionhe proper number of frames, whose content
had already been determined by déeoupag€28). Even though choices on tdécoupage
and thetressagecertainly influence the final page layp they do not determine it; this is the
function of themise en pageAs a matter of fact, it is possible to say that the temnise en
pageand page layout are absolutely synonymousHemelgian theorist

Thereforewhile in cinerma, themise en chaie category determines the layout, in
comics, the aesthetic portion of the page is defined in-&atagory within thenise en
réseau themise en pageThis distinction reinforces the different procedures involving the
mise en chainand themise en résa; they are not equivalent processes in the two media.
This distinction is important because, as Groenstegresr, | n ci neadding At ] he
(montagé is encountered sometimes in studies on comics, in order to designate either the

layoutorasorto compr omi se between t HleeSysteyaut and t

37. Thedécoupagé a term also commonly usedincinemc onsi st s eiaaiondchifosmalyand g t h
materially autonomous units, the panels or frameso wh
continuityo (26).

38. Thetressageestablishes a dialogue between two or more panels within a page (contiguous or not) o
within several pages, addisgynificant correspondences between them. These correspondences can result from
the use of isomorphism, symmetry, opposition, repetition or the complementarity of(@8prs
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Comics 101). According to the author, this statement is wrong for two reasons. First, because,

in opposition to the cinematiise en chaingé which obeys a single linear dimension (time)

T, in themise en réseathe pieces of material are subjected to a dual principle of

organization: time and space. And second, because filming and editing in cinema are two

distinct and consecutive processdsst, the movie is shot; then this materiakited. In

comics, the drawing and arrangement of panels are solidary(séeptable 2)This means

that, before starting working on a comics page, an artist must think about the appropriate

images, angles, distances, womasnelsplit-ups ancconnectbns andtheir layouton the page.

All these aspects are considered in tandem and concomitantly.

CINEMA

COMICS

Mode of
articulation

Mise en chainéthe
organization of preexisting
material pieces acc. to time)

Mise en résea(the
organization of panels
acc. to time and space

découpage

mise en page
(page layoyt

tressage

Tabl e 2: Groensteenods

A large part of Groentise e n 0 s

wor k has

mode of articulation co

bng thenprirtiplesi c at ed t

governing page layduln The System of Comjdke author discusses the ideas developed by

Benoit Peeters, one of the few researchers who had considered the subject before him. In

Case, Planche, RécPeeters suggests a typologyair conceptions involvingage layout.

According to him, panels are organized on a page with conventional, decorative, rhetorical or

productive purposes. However, as Groensteen affirms, some pages can respond to several of
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of a comics page, one must answer three questions proposed by Groensteen: First, is the page

layout regular or irregular? Second, is it discrete or ostentatious? And third, what is the
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In order to determine if a page is regular, one may consider three el&hrieings, if
several pages are divided in the same way; next, if panels on a single page have the same

height; and finally, if the width of panels is constant. An irregpéarel may adapt itself to

the width of the cont ent Watdhmdnferinstanperttes ent ed.

layout is regulamost of the timgin the form ofa threeby-three(or ninepanel)grid or
variations of it (see fig. 10According to Groesteen, a regular division has certain
advantages. Besides conferring a fundamental pace of narration to the wietkinteeases
the impact of those pages tmabdve away fronthe traditional configuratianin Watchmen
thisisthe case d¢f F e a r f utltyo, tRBeyfifthroleapter. Among eleven chapters of regular
pages, istands ouby a change in thiareeby-three grd pattern, creating a mirrdike

quality, as the title of the chapter sugges$tse result is that the chapter is symmetrically

designed:he panels on the first page are reproduced almost identically on the last page of the

chapter; the layout of the second page is practically similar to the layout of the page before the

last, etc. Exactly in the middle of the chapter, a single image osciln@ecentral portion of a

doublepage composition, as in a mirror.

Deciding if a page is discrete or ostentatious is absolutely subjective. It depends on the

reader to determine whether, on a certain pégesmphasis is on the story being told or on
theimages being shown. In the case of the former, the page would be considered discrete; in
the latter, ostentatious.

With the purpose dicilitating the task of answering the third question, Groensteen
suggests that we look for the correlation betweeniccand narrative contents. The
connection between these two el ements may

choosing a certain layout for a page. However, one should be aware that, similarly to what

39. Thethree elementthat define regularityor levels of regularity) are discussed in greater detail in

Groenst ediM&sn damteimgloacCanhes de | a Mise en Pageo, 44.
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happens in literary studies, the searchtfdore ar ti st 6s or aut hor 6és mo

extremely problematic inferences.

Fig. 11: The mirrorlike central doublgpagecompositionin fiFearful Symmetry  (ap@en V, 1415)
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Whatever the layout chosen by the artist, Groenstepresathat frames must be
drawn and arranged in such a way that: a. They respond to compatible options, since the
choice of one frame on a pagetriess the range of possibilities for others; b. they offer the
reader a reading route devoid of ambiguity and; c. they obey a principle of aesthetic order.
This aesthetic order may be considered in two distinct levels: the local level of a
particular pael and the global level of the page (101). In the local level of a panel, the
readerds vision is focused on a cer-toain pane
moment visual reading. I n the gl olalislhé evel o
should consider the pagpagepPs), aest bemeccagsea
panoramic perspective. The page is visually read in its totality.
This dual aesthetic function of an image on a comics page is also ditystsvo
other authors: Charles Hatfield and Joseph Witek.Charles Hatfield, for instance, it is one
of the four tensions that are fundamental to the comics medium. A single image has to be
considered in two ways at once: as a sequence and as surface.
AFromdaerroess point of view, then, there
betweenseeing the single image as a moment in sequence and seeing it in more
holistic fashion, as a design element that contributes to the overall balance (or
in some cases the meaningfabalance) of the layout. The latter way of seeing
privileges the dimensions of the total paghché surface, yet still invokes
the meaning of the overall narrative sequence to explain why the page might be

formatté&¢dridbei Arisds). Tensionso,

40Aut hordés original italics.
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Therefore, while in the first situation the readderpretshe image as a single moment in the

story (generally Areado in a |linear, sequent

nonsequential function; it is perceived from a panoptic pudintew.

I n the essay fAiThe Arrow and the Grido, Jo
function of the comics page, distinguishing
i ndi vidual panel so and t he fovyghealdimsthatihe ual ¢

reader must be Atrained to perceive the c¢comi

panels and as a meaningful semiotic field
At some point, however, it seems that Hatfield and Witekl toconsider the two

levels of reading (sequengersussurface or local versus globpbnly in relation to their

narrative function, as if their importance were limited to the comprehension of the storyline.

Neverthelesst must be made clednat the two perspectives are atetevant in terms of

aesthetics. Together, they are one of the several elements that characterize the page layout.

Therefore, nt onlythe narrative meaning, but also the design ofghgemust be considered
in thesetwo distinctimagelevels.This meanghat the reader should be able to observe the
page layout in two ways at once: in a fratadrame and in a wholpage perspective.

Page layouts may significantly vary in comics and it is also possible to identify
cyclical tendencies of page layouts. Aatiag to Groensteen, one of the most recurrent
tendencies in contemporary productiénshich is certainly marked by a great variety of
stylesi is the use oimagesbandeawor cases paysages which the image occupies the
total width of the page. Inmostly regular layout work, a supersized panel such asndoge
bandeaunterrupts the rhythm of th&ory, causing a feeling of visual shock to the reader
(ATendances ContesmpemnaiParge® 0de 453 M

Works from the same artist may also preseffiedint layout patterns. Frank Miller,

for instance, is known for a great diversity mmstaspect. Each of his preselaty works

n
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displays a distinct quality and some of them have unusual or totally irregular page layouts in
which the idea of strips as assential element of the comics medium is completely
abandoned. In general, the artist regularly employspfudje, largethana-page and even
doublepage panoramic compositions, upon whictal frames are sometimes superimposed

(see fig. 12).

Sol5
$3.95 U8
$5.55 CAN

Fig. 12: A largerthana-pageand adoublepage compositis( back and fr on300.cover s
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These extremely large compositions sometimes get to cross the hyperframe of the
page, causing the page to resemble a painting or even a filngpdrotd®erhaps because of
thisauteuriafc har acteri sti c, Mil |l erds works have

This is the case &0Q, a 2007 film by director Zack Snyder, as shown in fig. 13.

Fig 13: Adoublepage composi t BO®andaffranee in itdMilmlvérson.d s

41. A term derived from the expressianteur theorygenerally used in relation #ofilm that embodies
recurrent subjects, techniques, and meanings because of a particular set of attributes possessed by the flmmaker;
the author is the dominant figure in the creation of the work. (Phillips, 540)

r
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I n the next section, I wi | | SiaQitgahdthee t he p

screen |l ayout in its film version, according

Page and Screen LayoutsSim City

Sn City is a noirstyle graphic novel series laytistFrank Miller, published during the
1990s.t is mostly drawn in black and whitegh contrastalthoughsometimesolors are
usedto highlight elementfor specific purposesin Cityis a typical hareboiled deective
narrative, with cartels, criminal enterprises, corrupt policemerieanthes fataleJ he series
hassix mainstories and several other independent short stories, brought together in one
volume. The stories a@dl set in the violent Basin City, acfional town in the American
west, wheretheonlylawn ef fect i s oneb6s own s8mGtg of | u
graphic novels constantly overlap one another cawsiatacters from different books to meet
unexpectedly ocreatingsituationsin which a certain character refers to episddesd in
other books.

The 2005 film by Robert Rodriguez atenses thelots of threebooks and achof
themdescri bes one manésnpé@idsendhbr @so@modbhyeo, \
revenge the deatlf a prostitutevh o was murdered in bed, right
Killo tells the story of Dwight McCarthy who
policemannt he @A Ol d T-bghtistrict intSin €ity attendpts to protect i
prostitutefriendsIn A T hat Y e lthe protagdiat $s tJadnr HArbigan, the last honest
cop in town. On the day of his retirement, Hartigan decides to save a girl from the
unscrupulous hands &oark Jr., the dementson of a senatawho kills young girls fo the

thrill of it. Besides he t hree books, the filmbg PpiTbéeogue
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Customer i s fAloways eRibgpltko i B o owhiehsesBhetoneadfs, & E
the film.

In themovie the plots from the three books and thers story arglayed in the
following order: the prologue from The Cust omer ,i i Thlawa yWe | Riogvh tBaG
AThe Hard GoodbyedaThaThe&eBli gsohki@teen aof thelfdm A
there is a epiloguewhere the characterfmoii The Cust omer retsnst®l ways R
murder Becky, a character frainT h e B i g. THis@pilogleiséqlience was originally

written for the film. It should be noted that the chronology used in the film version is not the

same of theeventsintigegp hi ¢ novel series, as John Harti
in the film after Marvdéds and Dwightoés plotli
these two stories in Millerdés series.

Much of the success the film lies in its faithfulnesto various elements of the
graphic novel, such as its hdndiled writing style with an abundance of vewver narration,
as well as itsincensorediolent events. Howevethe strict adherende the graphic novel
visual styleis the main reason fohé citical and commercial success of the film

From all elements related8nCityp s uni gque vi sual style, it:
coloring processes will be discussed in the chapter 5. For now, the analysis will concentrate
on the pages of the giaip novel and the photograms of the film on screen, which will be
studiedcomparatively

Completely different frorA | a n  MWaichrmeednsterms of page layout, ithe Sin
City series the layout is irregularet, some specific layouts are seen repeatddiijough
panels are not treated as fundamental elements of a page, their use is recurrent; so is the use of
strips, another trademark of comics. However, the way thesé&kmailn comics elements are

employed is very different from their traditial use.
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Regular threeand fourstrip pagegstrips similar in height and widthfor instance,
are quite uncommofThere are around eight of themSm City: The Hard Goo®8yed s 2 0 0
pages. Strips of similar height, but divided in different ways (columns ofilaegizes) are a
little more common; they occur on approximately ten pages. Equally sized panels covering a
whole page are extremely rare; only three cases were found (dthtteee, a thredy-two

and a tweby-three grid on pages 73, 36 and 19 respelst, as in fig. 14).

Fig. 14: Examples frorithe Hard GoodbyeRegular threeand fourstrip page468; 77), drips ofequalheight
but divided in irregular columnd.67) and equallysized panels forming a thréxy-three grid on a page (73).



