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to 9/11 is expressed directly in a spin

simultaneously and created by different authors, in which a caption text reads: "This was put into 

motion the day some angry extremists decided to 

Manhattan. We jumped into fighting mode then, and we were ready to do it again now" (Civil War: 

Front Line book 1, page 5). Millar also exploits iconographically the well

attacks: in the first Civil War issue, on the pages following the destruction of the town of Stamford, we 

see not only superheroes, but also numerous firemen, who amidst the debris and ruins are occupied 

with the recovery and care of the victims. Firefighters, toge

declared heroes of 9/11 by the media, and these three occupations are prominently represented 

together in a panel in the seventh Civil War book on page 18 (see Figure 6).

 

Figure 6: Civil War, book 7, page 18, panel 2.

 

Seven rescue workers keep Captain America from knocking out Iron Man in a fight. Among them 

are an African-American Man, an Asian looking man, and an African

panel, not only September 11 is invoked, but also the

nation. Altogether, the whole plot of the comic is strongly focussed on the U.S. Of course, writers from 

countries other than the United States also write stories set there, but there is no sign in Civil War

that Millar approaches his US-American topic from a non

conclude about Millar's writing that it, too, seems US

Thus, I have assessed the respective contributions of colourist Morry Holl

Vines as not unambiguously US-American, but those of penciller Steve McNiven and writer Mark Millar 

as US-American, although the former are US

geographically classifying Civil War fai

understanding of the geographical character of the world of comics in general. Apart from the U.S., 

two other regions with a long and mostly independent history of comics I mention here: Europe 

by Europe I mean primarily France, the most important European comics producing country 

Japan. Often, comics from either of the three countries (the U.S., France, and Japan), are so distinct 

that they can be told apart from those from the other two co

comics that are influenced by French, and US

These three countries shape the whole genre of comics. Other comic

influenced by one of these three, or even stylistically dependent. Connected to the French comics 

culture in the first instance are Belgian (e.g., Hergé, Edgar Pierre Jacobs) and Swiss (e.g., Derib, 

Cosey) artists. With Japanese manga, the resemblance of Korean manhwa and Chin

obvious. And finally there are two countries in which comics production is closely linked to the U.S., 

namely Canada and the United Kingdom (see also Sabin 14

home countries of McNiven and Millar

British-Canadian coproduction Civil War gives a mostly US

circumstances, does it make sense at all to call this comic not only US

Canadian? The answer is definitely yes, because the influence of U.S. comics has in fact become a 

fundamental component of the British as well as the Canadian culture of comics. British and Canadian 
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to 9/11 is expressed directly in a spin-off comic book series called Civil War: Front Line, published 

simultaneously and created by different authors, in which a caption text reads: "This was put into 

motion the day some angry extremists decided to fly a couple of planes into some tall buildings in 

Manhattan. We jumped into fighting mode then, and we were ready to do it again now" (Civil War: 

Front Line book 1, page 5). Millar also exploits iconographically the well-known images of the 9/11 

in the first Civil War issue, on the pages following the destruction of the town of Stamford, we 

see not only superheroes, but also numerous firemen, who amidst the debris and ruins are occupied 

with the recovery and care of the victims. Firefighters, together with policemen and medics, were 

declared heroes of 9/11 by the media, and these three occupations are prominently represented 

together in a panel in the seventh Civil War book on page 18 (see Figure 6). 

 

 

 
 
 
 
 
 
 
 
 
 
 

18, panel 2. 

Seven rescue workers keep Captain America from knocking out Iron Man in a fight. Among them 

American Man, an Asian looking man, and an African-American woman. Thus, in this 

panel, not only September 11 is invoked, but also the widespread image of the U.S. as a multicultural 

nation. Altogether, the whole plot of the comic is strongly focussed on the U.S. Of course, writers from 

countries other than the United States also write stories set there, but there is no sign in Civil War

American topic from a non-US-American angle. Therefore we have to 

conclude about Millar's writing that it, too, seems US-American rather than British. 

I have assessed the respective contributions of colourist Morry Hollowell and inker Dexter 

American, but those of penciller Steve McNiven and writer Mark Millar 

American, although the former are US-Americans and the latter not. So did my method of 

geographically classifying Civil War fail? To answer this question, it is necessary to have an 

understanding of the geographical character of the world of comics in general. Apart from the U.S., 

two other regions with a long and mostly independent history of comics I mention here: Europe 

y Europe I mean primarily France, the most important European comics producing country 

Japan. Often, comics from either of the three countries (the U.S., France, and Japan), are so distinct 

that they can be told apart from those from the other two countries, even if there are US

comics that are influenced by French, and US-American and French that imitate Japanese manga, etc. 

These three countries shape the whole genre of comics. Other comic-producing regions are usually 

these three, or even stylistically dependent. Connected to the French comics 

culture in the first instance are Belgian (e.g., Hergé, Edgar Pierre Jacobs) and Swiss (e.g., Derib, 

Cosey) artists. With Japanese manga, the resemblance of Korean manhwa and Chin

obvious. And finally there are two countries in which comics production is closely linked to the U.S., 

namely Canada and the United Kingdom (see also Sabin 14-21 and de la Iglesia 336), the respective 

home countries of McNiven and Millar . So it is not unusual, but rather typical, that the US

Canadian coproduction Civil War gives a mostly US-American impression. Under these 

circumstances, does it make sense at all to call this comic not only US-American, but also British and 

anadian? The answer is definitely yes, because the influence of U.S. comics has in fact become a 

fundamental component of the British as well as the Canadian culture of comics. British and Canadian 
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off comic book series called Civil War: Front Line, published 

simultaneously and created by different authors, in which a caption text reads: "This was put into 

fly a couple of planes into some tall buildings in 

Manhattan. We jumped into fighting mode then, and we were ready to do it again now" (Civil War: 

known images of the 9/11 

in the first Civil War issue, on the pages following the destruction of the town of Stamford, we 

see not only superheroes, but also numerous firemen, who amidst the debris and ruins are occupied 

ther with policemen and medics, were 

declared heroes of 9/11 by the media, and these three occupations are prominently represented 

Seven rescue workers keep Captain America from knocking out Iron Man in a fight. Among them 

American woman. Thus, in this 

widespread image of the U.S. as a multicultural 

nation. Altogether, the whole plot of the comic is strongly focussed on the U.S. Of course, writers from 

countries other than the United States also write stories set there, but there is no sign in Civil War 

American angle. Therefore we have to 

owell and inker Dexter 

American, but those of penciller Steve McNiven and writer Mark Millar 

Americans and the latter not. So did my method of 

l? To answer this question, it is necessary to have an 

understanding of the geographical character of the world of comics in general. Apart from the U.S., 

two other regions with a long and mostly independent history of comics I mention here: Europe — and 

y Europe I mean primarily France, the most important European comics producing country — and 

Japan. Often, comics from either of the three countries (the U.S., France, and Japan), are so distinct 

untries, even if there are US-American 

American and French that imitate Japanese manga, etc. 

producing regions are usually 

these three, or even stylistically dependent. Connected to the French comics 

culture in the first instance are Belgian (e.g., Hergé, Edgar Pierre Jacobs) and Swiss (e.g., Derib, 

Cosey) artists. With Japanese manga, the resemblance of Korean manhwa and Chinese manhua is 

obvious. And finally there are two countries in which comics production is closely linked to the U.S., 

21 and de la Iglesia 336), the respective 

it is not unusual, but rather typical, that the US-American-

American impression. Under these 

American, but also British and 

anadian? The answer is definitely yes, because the influence of U.S. comics has in fact become a 

fundamental component of the British as well as the Canadian culture of comics. British and Canadian 
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comics styles resembling the US-American does not mean the

a set of common traits. Conversely, we could also say that British and Canadian influences actually 

made the US-American comic what it is today.

In conclusion, let me return to my previous question: how feasible is the methodology I develop to 

view works of art as patchworks of geographical influences bestowed by their creators if it does not 

always, as in the case of Civil War, lead to unambiguous

analysis of a single object may not be enough to support or reject this method. Thus, for as long as no 

other, more appropriate procedure is devised, further application of the ideas introduced here to 

diverse works of art, as well as the theoretical engagement with these ideas, might be of interest for 

art geographical research.  
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American does not mean they cannot be thought of as categories, as 

a set of common traits. Conversely, we could also say that British and Canadian influences actually 

American comic what it is today. 

In conclusion, let me return to my previous question: how feasible is the methodology I develop to 

view works of art as patchworks of geographical influences bestowed by their creators if it does not 

always, as in the case of Civil War, lead to unambiguous results in empirical tests? Arguably, the 

analysis of a single object may not be enough to support or reject this method. Thus, for as long as no 

other, more appropriate procedure is devised, further application of the ideas introduced here to 

ks of art, as well as the theoretical engagement with these ideas, might be of interest for 
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a set of common traits. Conversely, we could also say that British and Canadian influences actually 

In conclusion, let me return to my previous question: how feasible is the methodology I develop to 

view works of art as patchworks of geographical influences bestowed by their creators if it does not 

results in empirical tests? Arguably, the 
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