We share our mothers’ health: temporality and the gothic in comic-book landscapes
Julia Round
jround@bournemouth.ac.uk 

The body of the urban subject in the nineteenth century was frequently read in terms of the body politic of the city, as can be seen in political and recreational literature of the time (STALLYBRASS and WHITE 1986).  But given that our understanding of the body has evolved so much over the past two hundred years, how does this idea now apply to twentieth and twenty-first century narratives, and specifically the visual landscapes of comics?  This chapter will use gothic theory to analyse the uses of spatiality in the landscapes of three contemporary comics and especially their links to temporality (given the time-as-space narratology of comics).  After noting the (more traditional) strategies used in From Hell (ALAN MOORE/EDDIE CAMPBELL, 1988-89) and The Invisibles (GRANT MORRISON/various, 1996-2002), the main discussion will focus on The Walking Dead (ROBERT KIRKMAN/CHARLIE ADLARD, 2003-present).[footnoteRef:1]  Although set in diverse cultures and eras, these comics seem peculiarly gothic in their treatments of time and space. From Hell straddles the boundary between fact and fiction, being a meticulously researched yet self-proclaimed ‘melodrama’ that portrays the Jack the Ripper killings in Victorian London as a Masonic conspiracy under Royal direction: violent acts which bend space and time to ‘deliver’ the twentieth century in all its brutal misogynistic glory.  The Invisibles focuses on a battle between terrorist cells from the ‘Invisible College’ and the ‘Outer Church’ whose characters can use magic, time-travel, enter fictional worlds, change identity, and interrogate the notion of reality itself as language becomes object and our world is redefined as a hologram of two overlapping universes.  In The Walking Dead a still and silent post-apocalyptic American landscape becomes the setting for a group of survivors’ struggles in the wake of an (unexplained) zombie uprising.  It will be argued that gothic tropes such as fragmentation and inversion inform the construction of all of these landscapes, and that these in turn reflect the contemporary construction of identity as posthuman, multiple and crypotomimetic.  ‘Mother nature’ is scarred by cities and technology and, in this sense, we share her health as our identity is problematised. The article will conclude by reflecting on its observations in the context of the comics narratologies expressed by theorists such as CHARLES HATFIELD and THIERRY GROENSTEEN.  [1:  Please see the author’s articles ‘London’s Calling’ (2008) and ‘Gothic and the Graphic Novel’ (2010) for a more detailed discussion of embodied cities in From Hell, Neverwhere and The Invisibles.  ] 


London: a divided body/city
PETER STALLYBRASS and ALLON WHITE consider Parliamentary documents, social reform texts, psychoanalytic reports, journals and fiction from nineteenth-century London, arguing that this literature demonstrates a tendency to view the city as an ‘othered’ body:  ‘As the bourgeoisie produced new forms of regulation and prohibition governing their own bodies, they wrote ever more loquaciously of the body of the Other – of the city’s ‘scum’.’ (1986: 126)  They also note a distance in these descriptions, which survey their surroundings with reference to a social divide that, although strenuously insisted upon (and demarked by lifestyle, dress, speech and much more), was simultaneously transgressed on a daily basis as people of many classes shared the overcrowded streets. 
[bookmark: _GoBack]They conclude that ‘The axis of the body is transcoded through the axis of the city, and whilst the bodily low is ‘forgotten’, the city’s low becomes a site of obsessive preoccupation, a preoccupation which is itself immediately conceptualized in terms of discourses of the body.’  (1986: 145)  We can see an equivalent to this in twentieth century comics such as From Hell and The Invisibles, in which London’s lights and leylines are described as ‘veins’ (14.10).[footnoteRef:2]  From Hell in fact bases its plot around the class divide noted by STALLYBRASS and WHITE, as the story’s events are first started by the marriage of a prince and a shopgirl.  Here, the divide between rich and poor is emphasised and simultaneously transgressed, for example in chapter five which juxtaposes William Gull’s daily routine with Polly Nicholls’ search for a bed for the night.  As Royal Surgeon-in-Ordinary, Gull’s upperclass lifestyle is reinforced by the appearance of his panels, which are drawn in soft, gentle shading, while the experiences of the prostitute Polly are represented in the scratchy linework that characterises the rest of the comic.  EDDIE CAMPBELL’s artistic style emphasises the class divide between the characters even as the panels place them alongside each other; and the style of the comic-as-a-whole absorbs them all into the same living city.  [2:  References from From Hell will be cited in this format, which refers to Chapter 14, Page 10. ] 

This idea of the city as a (living) body is also used in The Invisibles, and again tied to tropes of transgression and sex.  For example landmarks such as the Millennium Dome and the Canary Wharf Tower are described by Lord Fanny as ‘tits and a dick’ (2002: 75) and she names the city a ‘travesti’.  In Latin American terms (Fanny is a Brazilian transvestite witch) travestis have been described as a ‘third gender’ and the term generally refers to a biological male with a feminine gender identity – though, in contrast to transsexuality, they do not suffer from gender dysphoria and do not wish to become female.  This phrasing therefore defines London as a city that transcends simple binaries such as biological sex and class – as Fanny’s name also represents; since it combines upper-class masculinity (‘Lord’, relating to the English peer system) with lower-class femininity (‘fanny’ is British slang for female genitals).  Despite Fanny’s nationality, her moniker and comments thereby clearly relate to the comic’s initial location of London/England.  
All of these transgressive images and phrases recall the gothic’s reliance on inversion.  For example, the gothic vampire is argued by FRED BOTTING (1996: 149) to be ‘a pure inversion [...] the mirror and shadow of Victorian masculinity’; a perversion of the masculine.  The vampire’s transgressive sexuality is created through this doubled and inverted gendering (as they penetrate with a bite, yet were also penetrated at the time of their ‘turn’).  While vampiric physicality is generally non-sexual (they do not have sex), their demeanour has nonetheless been heavily sexualised in contemporary culture: so like the travesti the biological and cultural do not align.  The gothic allows multiple possibilities for sexual and gendered identity: transgressing simple boundaries and binaries.  
Organs such as ‘skin’ and ‘bowels’ are also used to metaphorically describe aspects of London in The Invisibles (1996: 59; 2002: 145).  This imagery seems significant in terms of the gothic concept of abjection.  As well as Mr Six’s description of the Underground rail network as the city’s ‘bowels’, Jack Frost rants about the ‘blood and sweat and shit’ that London is built upon (1996: 106).  JULIA KRISTEVA defines the abject as that which confronts us with the knowledge that our bodies are also sites of otherness, such as: ‘A wound with blood and pus, or the sickly, acrid smell of sweat, of decay [...] refuse and corpses show me what I permanently thrust aside in order to live. These body fluids, this defilement, this shit are what life withstands, hardly and with difficulty, on the part of death. There, I am at the border of my condition as a living being.’ (3)
These landscapes can therefore be defined as gothic settings, made up of abject images and a transgressive framework.  As well as the class divide already noted, From Hell invokes a split between the visible and the unseen/occult, as argued by LISA COPPIN, for example when we are shown the image of Prince Albert’s ghost (12.1).  I have argued elsewhere that this divide is apparent throughout the book, as many of its events can be defined according to a tension between the physical and the spectral – or, space and time.  For example the Ripper murders are both excessively corporeal things (considering the amount of blood and violence) and magical events with ritual significance.  The role of seeing is emphasised through aesthetic means and iteration: ‘Look at it Netley.  Can you SEE?  Can you SEE it, Netley? [...] Light, Netley.  Did you see?  She was full of light.’ (5.33 [caps as in text]) Similarly, NICHOLAS HAWKSMOOR’s churches are physical structures yet imbued with bodily significance and occult consequence: ‘Though WREN forbade interment on Church premises, HAWKSMOOR declined; sank his foundations in the plague-pits here, seeking the nourishment of which the Druids spake... so that his will, his personality encoded into stone might thus endure throughout the centuries’ (4.32).  These symbols thus have equal significance in both space and time. 
The Invisibles also relies upon a notion of a divided world: defining our universe as a hologram made up of two overlapping universes and arguing that this is what makes transgression and change possible.  Lord Fanny says: “In your world there is only ever the ugly caterpillar, just as in the world above, only the beautiful butterfly exists. […] / Here, in my world, there is change.  […] Only here.” (2000, 166.1-2)  Duality is what makes change possible – the combination of two states, which allows movement and transgression.  And change, of course, requires time in order to occur; unlike stasis which can exist in space alone.   The links between time and space are brought to the surface in these comics’ treatments of their locations and overtly commented upon.  

The divided body and urban performativity
These locations are not just bodies, then, but divided bodies – a notion that becomes significant when considering the superhero.  The superhero has always traditionally been a psychogeographic figure; inextricably linked to his/her landscape.  Some of the industry’s most famous examples evidence this:  Superman resides in a sunlit Metropolis, while Batman lurks in Gotham after dark.  Personality, ethos and appearance all align with the hero’s environment.  As NEIL GAIMAN put it (in the voice of the Riddler): ‘“When is a man a city?” “When it’s Batman or when it’s Gotham”’ (GAIMAN 1989).  And, of course, there are other heroes, such as ALAN MOORE’s revisionist Swamp Thing and NEIL GAIMAN’s Black Orchid, who are quite literally embodiments of their environments.  
Comics writer and editor DENNY O’NEIL has famously commented that Gotham and Metropolis are two sides of the same city: ‘Gotham is Manhattan below Fourteenth Street at 3am, November 28 in a cold year.  Metropolis is Manhattan between Fourteenth and One Hundred and Tenth Streets on the brightest, sunniest July day of the year.’ (BOICHEL 1991: 9)  Other writers are in agreement: FRANK MILLER describes Metropolis as ‘New York in the daytime; Gotham City is New York at night’ (MACDONALD and SANDERSON 2006) and although there have been dissenting opinions from others, such as comics artist NEAL ADAMS and film director CHRISTOPHER NOLAN who dissociated Gotham from Manhattan in favour of Chicago (URICCHIO 2010: 122), the image of a divided city prevails in the DC universe.  

However, as our understanding and conception of the body become more complicated, then, so do the images we use to represent it.  The twenty-first century body is multiple and posthuman. As JUDITH BUTLER argues, gender is performative and no longer tied to biological sex.  Physicality is enhanced and (in many Western cultures) appearance is modified and taken as self-expression.  This leads to a model of identity that is fragmented and multiple. Communication advances invite us to construct and perform our identity/ies in a multitude of spaces, both physical and virtual. We can create as many alter egos and avatars as we wish, and the construction of personality thereby becomes a further performance: posthuman, multiple and crypotomimetic. 

WILLIAM URICCHIO (2010: 129-130) argues that a comic-book city such as Gotham is best approached not as an objective location, but rather as ‘a site of performance and a set of enacted practices [...] not so much a site of contradiction as a palimpsest of half-remembered episodes, out-of-sequence encounters with the text, selectively accruing landmarks and ever-reinvented spaces.’  He argues that this type of reading accords with the modern conception of cartography, which has ‘shifted over the past few decades from a largely technical enterprise concerned with the production of objective representations, whether static or dynamic, to approaches more behavioralist and culturalist in character’ that acknowledge ‘marginal social formations’ and the ‘transient and dynamic character’ of social spaces.  

URICCHIO (2010: 123) comments further that ‘Cities of course are more than spatial amalgams, and O’NEIL’s invocation of time and temperature evokes the stark conditions that accompany the desolate-to-threatening Gotham scene’.  It is this tie of spatiality to temporality that seems particularly significant in light of the Gothic and the type of non-linear spectral criticism practised by JACQUES DERRIDA, and JODEY CASTRICANO’s semiotic model of cryptomimesis.  CASTRICANO defines her notion of cryptomimesis ‘as textual production that is predicated upon haunting, mourning, and the return of the so-called living dead’ (2001: 32).  The sense of haunting (as both a legacy and a promise) in the work allows it to resist lineation and CASTRICANO’s theory follows the work of JACQUES DERRIDA in considering the subject as phantom and the possibilities of approaching language and writing as non-linear.  In ‘Fors’ (1977) DERRIDA discusses the psychoanalytic elements of semantics, taking the symbol of the crypt beyond easy metaphors by exploring its simultaneous internal/external nature (for example as above, where it is hidden inside the word ‘encrypted’), notions of absence (as seen in psychoanalytic themes whose nature is to escape from discourse), and reversal, where that which is buried alive (such as an emotion) is also in some ways satisfied by this process.  As such, the object is defined as a thing to be deciphered according to a cryptographic structure, and narrative is viewed as an encrypting process.

There appears to be an implicit link between the Gothic and this kind of spectral criticism that is also seen in DERRIDA’s Specters of Marx, which identifies a ‘spectral movement’ (1994: 148) within Capital and specifically in KARL MARX’s definition of the commodity (as DERRIDA equates awareness of its invisible and ideological attributes with the ability to see ghosts).  Further links can also be observed when considering the ways in which contemporary Marxism has been in some ways buried and revived, and the spectral motif is even prefigured by pure Marxism: MARX and ENGELS’ The Communist Manifesto (first published 1848) famously opens by stating it is written in response to the treatment of communism as a ‘spectre [that] is haunting Europe’ (MARX and ENGELS 1967, 78).  It seems that many ghosts haunt the texts of MARX and, through him, of DERRIDA.  These approaches appear to be consistent with contemporary cultural criticism and psychoanalysis in identifying the gothic ‘other within’ – PUNTER and BRONFEN comment that the unconscious invoked by the Gothic is not the kernel of the self but the other implanted within us (2001: 21).  


Dying landscapes and the undead
This trope seems particularly suited to zombie narratives, and other interesting examples of the gothic and embodied landscape can be found in The Walking Dead, whose zombie-themed plot also seems relevant to the cryptographic model summarised above.  A variety of settings feature in the story, the treatment of three of which will be discussed here: the freeway, the city (in this instance Atlanta), and ‘homes’ such as Woodbury, Hershel’s farm and the prison.  
DARREN REED and RUTH PENFOLD-MOUNCE discuss the search for a haven in the AMC television series of The Walking Dead in sociological terms, and argue that a focus on emotional affect and mobility are the defining characteristics of the show.  KYLE WILLIAM BISHOP also notes the dominance of pathos in the television show, stating it ‘addresses the essential concerns of dramatic pathos: the struggles, losses and emotional traumas experienced by the human protagonists’ (2011: 10), rather than the political or global implications of the zombie apocalypse.  Many of the locations used in The Walking Dead are domestic (Wilshire Estates, Hershel’s farm, Woodbury) and this link with the personal and familial emphasises the pathos of the story.  

The issue of movement also informs the depiction of the series’ setting.  Stasis means death (the big cities are ‘moorings’ that are full of zombies) and motility (the potential for mobility) is essential.  To stop moving is to die; to stay ‘on the road’ is to survive.  This is proven time and again in both the comic book and television series, for example the ending of the second AMC television series at Hershel’s farm, or the events at the prison/Woodbury in the comic.  A ‘stinky’ RV (a literal mobile home) becomes the safest haven for the protagonists at the start of the series, and although initially only lived in by Hershel, Andrea and Amy, the entire group is soon sleeping in it, like one big family (as Rick jokes to his pregnant wife ‘You jogging through the RV to come out here and vomit is our new wake-up call.’ (#13))  The setting of the freeway, then, also becomes significant as these roads are quite literally the arteries of the landscape-as-body (as already noted in the context of other comics).  However, in The Walking Dead these pathways are frequently blocked by broken-down or abandoned vehicles, and so this embodied landscape can instead be read as a dying body, whose blocked arteries and congested cities represent the country’s inevitable demise.  Here, gothic themes of decay and death inform the relationship between body and space, and the zombies’ decaying flesh finds a parallel in the disrepair of the characters’ world (see fig. 1). 

Cities in The Walking Dead are the locus of a lot of zombie activity (and are thus largely avoided by the protagonists after they leave Atlanta).  However, the television show contains a startling image at the end of its first episode (see fig. 2), as a vertical camera pullback makes the zombies frantically swarming over the tank in which Rick is trapped seem silent and remote; their movement more reminiscent of bacteria or other cells viewed under a microscope than attacking monsters.  They seem part of a single organism, perhaps referencing the zombie’s mindless ‘mob’ mentality.  In a similar scene in the comic, zombies and dead bodies are heaped upon each other (fig. 3) and covered with flies, creating a similar impression as it becomes hard to distinguish where one body ends and another begins.

The Governor’s town of Woodbury is another example of setting as bodily metaphor.  When Michonne, Rick and Glenn first come across it, they comment ‘This can’t be it – this place looks dead’ (#27) and within the four fenced-off blocks that make up the town, life proceeds in a twisted facsimile of normality.  Here, death and entertainment are inextricably linked through the regular fights that are held (‘In case you ain’t noticed, the cable’s out.  Ain’t a whole lot in the way of entertainment to be had’ (#27)); and, as if to reinforce this association, the Governor keeps a collection of severed heads in a stack of hollowed-out television sets/aquariums in his house, commenting ‘Fifty-seven channels and nothing on...’ (#29).  The breakdown of society is replicated in the breakdown of the characters’ bodies: at Woodbury Rick loses his hand, and the Governor’s abuse of Michonne results in her literally taking him apart in a torture scene that lasts an entire issue (#33).  

The way in which these settings are handled is reminiscent of the gothic, as the truth is generally revealed after a misleading introduction and a series of potential homes fail to live up to expectation.  These include Wilshire Estates, Hershel’s farm, West Central Prison Georgia, and Woodbury.  Wilshire Estates is one of the first potential homes the protagonists come across after leaving the campsite outside Atlanta, and is presented in positive terms initially, until a cryptomimetic reveal shows that the whole estate is actually infested with zombies.  Our discovery (in the final panels of #9) precedes the characters’ (Rick will not discover the sign until #10) as a series of panels shows the snow melting from a warning sign placed outside the estate gates (fig. 4).  This slow reveal of a hidden truth seems cryptomimetic in nature, as sequentiality is used to reveal the sign to us across three otherwise-duplicated panels.  
In a similarly gothic manner, many landmarks in The Walking Dead have their function inverted – for example Hershel’s farm is a place of death rather than new life, where a barn is full of undead zombies rather than new crops.  A prison becomes a ‘safe’ haven; a structure that will keep attackers out, rather than incarcerating them inside.  It is described with surprise by the group ‘This is nice... with all these windows... it’s not dark at all.  I was really worried that if we moved in here we’d need torches or candles or something.’ (#14).  Both functions and expectations are inverted in this manner: the prison is light not dark; the freezer in the cafeteria instead serves as a toilet (‘Don’t open that door! You don’t want to go in there’ (#14)); and the stereotypes attached to the inmates are shown to be false, for example when the ‘nerd’ Thomas is revealed to be a psychotic killer, literally bursting out from the interior of the prison as the truth is revealed to the group (fig. 5).  This depiction again seems cryptomimetic – as the truth hidden inside is brought out into the open and revealed.  Other events at the prison, such as Tyreese’s slaughter of the zombies in the gymnasium, follow a similar structure. After being locked inside with them the assumption is that he has died, until the door is opened and he is found alive, surrounded by dead zombies.  As he says ‘I remember it happening, but it’s like I was seeing it from outside my body.’ (#16)  The inversion of inside/outside recalls DERRIDA’s description of the crypt as ‘a place comprehended within another but rigorously separate from it…sealed, and thus internal to itself’ (1977: xiv), and the revelation Tyreese has survived is another event whose truth is hidden until the opening of a sealed door.  
Cryptomimesis also structures other plot events and even the title of The Walking Dead, for example when it is revealed that all the dead reanimate regardless of how they die, as Julie’s assisted suicide at the prison goes horribly wrong.  Rick’s consoling statement ‘She wasn’t bitten.  She won’t turn, Tyreese’ (#14) is instantly belied.  This prompts Rick to go and dig up Shane and discover that ‘it’s not an isolated thing – coming back without being bitten.’ (#15)  This leads us towards the true meaning of ‘the walking dead’, as Rick confirms in his key ‘We are the walking dead’ speech: 
You people don’t know what we are. 
We’re surrounded by the dead. 
We’re among them – and when we finally give up we become them!  We’re living on borrowed time here.  Every minute of our life is a minute we steal from them!
You see them out there.  You know that when we die – we become them.  You think we hide behind walls to protect us from the walking dead!  
Don’t you get it?
We are the walking dead! 
We are the walking dead. (#24)

‘The walking dead’ can therefore be defined as a cryptomimetic term as, rather than describing the walkers, it refers to the zombie inside all of us – when we die, of whatever cause, we will join these creatures.  The misleading sense (whereby it seems to describe the walkers, like GEORGE ROMERO’s ‘living dead’) also supports this cryptographic meaning, as the phrase becomes something to be deciphered rather than having its meaning instantly apparent.  It is significant, then, that after digging up Shane and discovering the truth, Rick shoots him, then comments ‘I ain’t gonna bury you again you son of a bitch’ (#15) and proceeds to explain the awful truth to the whole of the group. 
Both the discovery and the nature of KIRKMAN’s redefinition of the zombie are expressed in cryptomimetic terms and accord with the developments in the tradition more generally.  The zombie has gone from possessed human (White Zombie, I Walked with a Zombie) to a ravenous animated corpse or ghoul (GEORGE ROMERO’s Living Dead films) to infected human (DANNY BOYLE’s 28 films; STEPHEN KING’s novel Cell; horror films Pontypool and The Signal).[footnoteRef:3]  This development could be linked to an increase in atheism and agnosticism and the horrors of zombification seem absent from the most narratives.  KIRKMAN’s reboot of zombies can therefore be read as cryptomimetic in nature (as well as reveal) as he claims there is no soul/essence to be lost through possession – we are already the walking dead as everyone who dies will inevitably become a zombie.  As PUNTER and BRONFEN claim, the ‘other’ is already within us.   [3:  See the author’s article ‘The horror of humanity’ (2012) for further discussion of this developing tradition and an existential analysis of The Walking Dead. ] 

That this takes place in a setting full of dead and decaying machinery, blocked roads and useless technologies is a further example of the gothic, as function is frequently inverted and the embodied landscape is mutilated and decaying.  The protagonists’ own bodily fragmentation through injury and violence is reflected in the destruction of the landscapes they encounter.  The retrospective nature of The Walking Dead (as we do not see the initial zombie outbreak, just its aftermath) further defines its America as a haunted setting, where event becomes object (the apocalyptic zombie invasion was unseen, only its effects are visible).  This article will now conclude by discussing the role of temporality in structuring these landscapes in further detail and in the context of contemporary comics criticism.

Time and space on the comics page
THIERRY GROENSTEEN refutes the idea of breaking down the panel into smaller signifying units, focusing his analysis on the page layout, the ‘macro-semiotic’ level, and arguing that the system of comics relies upon three concepts: spatio-topia, arthrology and braiding, all of which require the simultaneous mobilization of the entirety of the visual and discursive codes that make up the comics page.  Although he acknowledges the ultimate futility of such a debate he privileges the image over the verbal, citing the concept of iconic solidarity, whereby interdependent images are simultaneously presented as separated.  His spatio-topia refers to the layout of the page: privileging space in the first instance over sequentiality/temporality.  Form, area and site are the components used to analyse the panel (its shape, size and position – both on the page and within the comic as a whole).  Arthrology refers to the relationships between panels and can take two forms: restrained (the sequential relationship between panels) and general (the interrelationships between all panels).  Within a page’s general arthrology, GROENSTEEN also distinguishes between gridding (quadrillage) and braiding (tressage).  Gridding is the way a page is broken up spatially, while braiding represents the relations between any panels that supplement the coherence of the work; for example panels which appear spatially and contextually independent may still be linked through an identical construction (with differing content), a repetition of a single motif, or so on.
Both From Hell and The Walking Dead use largely regular page layouts.  In From Hell the form, area and site of panels is constant (a 3 x 3 panel grid) in all but a few pages.  In The Walking Dead panels form are generally of a standard form (rectangular) although their size and number varies on each page, creating a more jagged rhythm where certain scenes are given more emphasis.  For example, fig. 3 is a splash page of a single scene; whereas fig. 1 is a full page showing Rick’s entry into Atlanta.  The top panel is the largest shown, indicating its dominance, and it also functions as a background to the lower panels.  Although all regular in form, their site and area diminishes as the narrative continues.  GROENSTEEN analyses ‘The Plot Thickens’, a strip by BILL GRIFFITH that uses a similar device as its formal structure (each horizontal strip contains one more panel than the preceding strip).  GRIFFITH’s layout ironically comments on its content, as more complex and significant events are given increasingly smaller spaces of representation.  Although The Walking Dead does not contain the sort of ironic self-awareness apparent in GRIFFITH’s title, the gridding of this page does mirror Rick’s journey into the city in its use of decreasing space as the gridding of the page works on a simple mathematical structure.  The widest and most empty space is that of the single panel that makes up the top horizontal strip (and nearly half of this panel is the white space that makes up the city’s skyline), which gives way to two panels on that second strip that depict the more claustrophobic buildings, and the final strip is then made up of three panels, in which we get our first glimpse of the city’s zombies.  
As well as this spatial use of diminishing area, the temporal comes into play as the restrained arthrology of the page (the way the panels relate to each other as a sequence) works in the opposite way, increasing the danger by showing us more and more zombies.  The three sequential panels that make up the bottom strip of the page show us first one, then two, then three zombies (in detail, with a fourth figure drawn only in outline behind).  This gives the effect of a cumulative increase (but with no accompanying increase in noise or movement) while Rick becomes increasingly absent from the page as it progresses.  Braiding is also apparent within the general arthrology of the page where it is used to emphasise stasis and silence.  Rick’s solitary speech bubble, positioned in the dead centre of the first panel, finds an echo in the ‘Ruh?’ of the zombie in panel 4, and the absence of any other devices to indicate sound accentuates the silence.  Rick’s absence from the two framing panels in the bottom row also helps redefine the zombies pictured as a framing device (the two in the central panel literally frame his exit from it), and the two surrounding panels of the bottom horizontal strip frame this central one.  When analysed in accordance with GROENSTEEN’s system, the layout used by original artist TONY MOORE on this page reinforces a reading of KIRKMAN’s zombies as just another part of the decaying landscape of this still and silent world.  They are an aspect of its dangers, but seldom the central peril.  Instead, this page seems to suggest that isolation is the most dominant aspect, and the ultimate danger. 
Analysis using both restrained and general arthrology can also inform a reading of fig. 5, which I analyse above as a cryptographic reveal of Thomas’s true nature.  On this page, the braiding between the two main panels is created through their identical form and area, as well as their iterated contents.  The second panel (Thomas emerging from the darkness of the prison interior) mirrors the previous one (Andrea escaping from him); even down to the similar poses of the two characters.  However, these poses are subtly inverted as Andrea’s body bursts out of the building’s interior, while Thomas’s pose arches his body back into the blackness.  The site of the second panel indicates it is the most central to our story, just as it is central on the page, and as its contents also signify (as it is here the other characters first find out who the killer is, emphasised by the reaction shot of Rick which makes up the third panel, subordinate both in terms of area and site).  Fig. 4 also uses a similar repetition of form and area to juxtapose stasis (of point of view) with movement (as time passes and more snow melts from the sign).  
The concept of arthrology can be related to the temporal model that ALAN MOORE puts forward in From Hell, which suggests that: ‘time is a human illusion … that all times CO-EXIST in the stupendous whole of eternity.’ (2.15)  Events exist in stasis in ‘the fourth dimension’ and so time is in fact co-present and we therefore experience cyclical patterns of action throughout history.  Throughout From Hell, events are multiplied and revisited without recourse to a single, linear chronology, as shown in the temporal ambivalence attached to the murders and other hallucinatory scenes.  Just before murdering Annie Chapman, Gull looks through a window to see a man watching television in a flat with a poster of Marilyn Monroe on the wall (7.24); he says during the murder of Liz Stride: “Yes…Yes, I remember now… This is the one that I didn’t finish, isn’t it? […] Has this…Has this happened before?” (8.33); his attack on Kate Eddowes in Mitre Square includes a vision of a modern towerblock at the same location (8.40); and his final murder of Mary Kelly transports him to a twentieth-century open-plan office (10.20-22).
‘Let us say something peculiar happens in 1788… a century later, related events take place.  Then again, 50 years later.  Then 25 years.  Then 12.  An invisible curve, rising through the centuries.’ (2.15)  MOORE defines a murder as the sort of ‘transgressive’ event that ‘must almost be like punching a hole through the skin of reality’ (JACKSON 2000) and theorises about the creation of such a pattern by documenting a curve of murderous events as Gull visits figures such as Renwick Williams (the ‘London Monster’, 1788), witnesses in the ‘Halifax Slasher’ case (1938), Myra Hindley and Ian Brady (the ‘Moors Murderers’, 1963), and Peter Sutcliffe (the ‘Yorkshire Ripper’, 1974).  This temporal model relies on a comic aesthetic, where all moments (that is, panels) are co-present in the page’s spatial layout, just as all moments co-exist in the fourth dimensional ‘architecture’ of history.  Although we humans only perceive the restrained arthrology of one moment to the next, relationships between the whole nonetheless exist, of the type that make up GROENSTEEN’s general arthrology.  The murders MOORE mentions are an analysis of history using this type of critical model.  
CHARLES HATFIELD’s critical model (2005) puts forward the idea that comics narratives rely upon four main tensions: between code and code (that is, word and image); single image and image-in-series; narrative sequence and page surface; and reading-as-experience versus text-as-material-object.  It could be argued that these tensions are also employed in the successful creation of emotive landscape, for example in fig. 1, where Rick’s statement ‘Here we are...’ is juxtaposed against the empty landscape, using the tension between the visual and verbal codes to emphasise the isolation.  The above analysis of the increasing sense of claustrophobia and danger can also be conveyed in terms of sequence versus page surface.   While space, silence and emptiness dominate the surface of the page, claustrophobia and danger are conveyed through the sequence.  The tension between single image and image-in-series is also invoked in this regard, as the alleyway Rick passes in the third panel is revealed in the fourth to contain a hidden zombie; the fifth image in turn reemphasises this by showing him continuing on his way, unaware.  All these tensions are brought together in the reader’s construction of the text-as-experience, which creates a temporal narrative that marches ever-forwards (like the impassive zombies!) from the space of the page. 
My own observations of comics narratology have led me to argue previously for a critical model composed of three elements: the depiction of time-as-space, the involvement of the reader as interpreter and contributory author, and the creation of the hyperreal through mobile visual and verbal perspectives (2007: 316).   The majority of the visual perspectives offered in The Walking Dead are not assigned to a character within the story, and neither heterodiegetic or homodiegetic narration are used.  This has the effect of allowing the reader their own identity while immersing us within this bleak world alongside the characters, although there are many points (such as fig. 1) where we are given birds-eye views or other angles that are strongly heterodiegetic.  A mobility of perspective exists herein, then; and this, along with the reader’s participatory role (as interpreter and filling in the events between panels), both accord with postmodern geographies by allowing observation and evaluation from multiple points of view.  My third tenet of comics narratology (time as space) also accords with some of these theorists, as follows.  
EDWARD SOJA’s (1989) argument for the reassertion of space in critical social theory goes against what he identifies as a tendency to privilege historicity over spatiality.  But in comics narratology, historicisation and schematisation go hand-in-hand, as temporality can only be indicated through the use of space.  ALAN MOORE’s ‘architecture of history’, that ‘invisible curve, rising through the centuries’, is key here.  The comics medium and the content of these examples do not just support SOJA’s argument, they perform and enact it.  This revaluation of landscape is not only gothic, but supports the postmodern geographical critique of tradition Marxism (and its legacy) for ignoring spatiality. If postmodernism (in the Lyotardian sense) is about the rejection of grand narratives, then the landscapes and layouts of comics such as these deliver a crushing blow for postmodernism.  
Here in the comics medium we can see FREDRIC JAMESON’s prediction that the postmodern would replace history with geography being played out.  JAMESON analyses the compass as a symbol that introduces a new dimension into our understanding of space: that of the totality.  In comics theory, THIERRY GROENSTEEN’s System of Comics relies precisely on this sort of understanding of the text as a totality.  But whereas for JAMESON the ‘aesthetic of cognitive mapping’ (1992: 54) thereby becomes inherently linked to ‘international class realities’ (52) since the subject is endowed with a ‘new heightened sense of its place in the global system’ (54), comics offer a mediated universe (or ‘global system’).  JAMESON argues that ‘cognitive mapping in the broader sense comes to require the coordination of existential data (the empirical position of the subject) with unlived, abstract conceptions of the geographic totality’ (52) and he therefore concludes ideologically: focusing on historical and class-based interpretations of geography rather than its lived experience.  However, I would propose that the hyperreal worlds of comics can offer a mediation of ‘unlived, abstract conceptions’ of geography through their use of stylised art and the meaningful formal relations that exist between panels and page-parts.  The depiction of the subject in comics thereby becomes one situated within a defined and meaningful landscape that is itself portrayed through the surfaces and styles of postmodernism.  
The mono-sensory medium of comics, then, creates haunted landscapes that are frequently characterised by a focus upon the (spatial) effects of events.  In the examples I have discussed postmodern geographies are apparent, as environment is frequently conceptualised in terms of function.  Today’s spaces are often defined using a critical sociological perspective and discussed in terms of their (multiple) uses: for example, even when the people (or zombies!) leave a shopping mall, it is still understood as such, containing this potential within its four walls.  Perhaps, then, ‘function’ and space have become more like ‘character’ – embodied, haunted and performed.  This chapter has sought to demonstrate how such an approach can also be analysed and understood as a gothic movement: relying on tropes such as abjection, fragmentation, inversion and cryptomimesis to create embodied landscapes whose qualities often reflect upon the dichotomy between the visible/invisible.  Using such strategies, comics’ mono-sensory narratives force their spatial depictions of the past, present and future to be thematically linked with an emotive use of space. 

List of illustrations/captions: 

Fig. 1 Decaying landcapes (The Walking Dead #2)
Fig. 2 A ‘living’ mass (AMC’s The Walking Dead)
Fig. 3 Entering Atlanta (The Walking Dead #2)
Fig. 4 Cryptomimetic reveal (The Walking Dead #9)
Fig. 5 Cryptomimetic reveal (The Walking Dead #17)
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