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Abstract  

 

In this work, we aim to analyze the way in which, in the comic Rumbo a las Ánimas, processes of 

modernity-tradition interaction are observed, where the latter is presented from the re-situation of its 

elements in the narrative structure. Methodologically and epistemically, we support this work with a 

hermeneutic interpretive analysis, based on the paradigm of indicative inferences proposed by Giovanni 

Levi (1996) and Carlo Ginzburg (1999) for microhistory. This work has as its axis the levels of spaces 

of interweaving of modernity, proposed by Therborn, (2003), of which we return to three: the dimension 

of modernity and tradition, master narratives and symbolic forms.  We provide a case study, which 

examines both in content and context, the way in which a contemporary media accounts for multiple, 

complex and intertwined contextual modernities, observed in relation to the reiteration of narratives and 

the re situation of institutionalized and enculturalized traditional elements. 

 

 
 

Interweaving, Narratives, Modernity 

 

Resumen  
 

Metodológica y epistémicamente, sustentamos este trabajo con un análisis interpretativo hermenéutico, 

basado en el paradigma de inferencias indiciales de  Giovanni Levi (1996) y Carlo Ginzburg (1999) para 

la microhistoria. Este trabajo tiene como eje los niveles de espacios de entrelazamiento de la modernidad, 

propuestos por Therborn, (2003), de los cuales volvemos a tres: la dimensión de la modernidad y la 

tradición, las narrativas maestras y las formas simbólicas. Proporcionamos un estudio de caso, que 

examina tanto en contenido como en contexto, la forma en que los medios contemporáneos dan cuenta 

de modernidades contextuales múltiples, complejas y entrelazadas, observadas en relación con la 

reiteración de narrativas y la re-situación de elementos tradicionales institucionalizados y 

enculturalizados. 
 

 
 

Entrelazadas, Narrativas, Modernidad 
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Introduction 

 

The main axis that governs the complexity of the comic strip and its adjacent phenomena analyzed here 

are the various manifested ways of modernities, intertwined in the comic Rumbo a las Ánimas (2021). 

This association of modernities and their manifestation in comics have been little studied, so in a general 

revision we find two main research approaches: the forms of manifestation of modernity in comic 

narratives on the one hand (González Martínez, 2020), (Pedraza Velázquez, 2023); and how its 

consumption and production accounted for the diverse forms of modernity in Mexico, in particular, and 

in Ibero-America (Merino, 2003), (Chávez, 2007). However, given the complexity of phenomena that 

imply a reading on modernity and comics, it is necessary to carry out studies that examine the processes 

in which modernities manifest themselves at a structural and content level, in an interdependent manner. 

This study is the first approach to a comprehensive way of examining how a source accounts for the 

various ways modernities knitted in cultural products. 

 

The above leads us to ask ourselves in what way the comic Rumbo a las ánimas (2021) can give 

us an account of the intertwined modernities, in an era in which tradition and postmodernity navigate 

alongside them. In response to the above, we propose that the independent comic Rumbo a las Ánimas 

(2021), created and published in Mexico by Verónica Jiménez Romero (Veritos), as a cultural product, 

accounts for multiple contextual, complex, and intertwined modernities, observed in relation with the 

reiteration of narratives and the re-situation of traditional institutionalized and uncultured elements. 

 

We base the above on the following premises: first, in terms of the convergences and mixtures of 

the modern and the traditional, the comic presents two interrelated processes: at an institutional level, it 

presents the impact of the Japanese cultural industries that carry and disseminate their traditional 

imaginaries, which generates productive consumption in Mexican cultural production. In this sense, 

Mexican authors like Veritos take up, rescue, and disseminate Mexican tradition mixed with modern 

problems. In addition to the above, at a main narrative level, Rumbo a las ánimas (2021) takes up the 

common modern narratives that assign to tradition the ideas of a sclerotic past, where poverty and 

ignorance predominate; in opposition to modernity, characterized by emancipation, progress, and 

success. 

 

Finally, this work accounts for processes of diffusion and appropriation of symbolic forms in two 

dimensions: on the one hand, local Mexican creators adopt the visual language of the Japanese cultural-

economic industry on a small scale, observing processes of structural hybridization. On the other hand, 

the work situates elements from different folklores, such as the image of the witch, which mixes concepts 

of the Mexican witch with the iconography of the Japanese onryo. 

 

Methodology 

 

Epistemologically, we support this work with a hermeneutic interpretive analysis, based on the paradigm 

of indexical inferences proposed by Giovanni Levi (1996) and Carlo Ginzburg (1999) for micro-history, 

from which we will identify details in the graph and narrative of the source, that leads us to inferences 

linked to material, historical and structural aspects of the context of creation and the specific production 

process of the source analyzed. Methodologically, the analysis has as its axis the levels of spaces of 

interweaving of modernity, proposed by (Therborn, 2003), of which we return to three: the dimension of 

modernity and tradition, main narratives, and symbolic forms; which will allow us to examine in several 

dimensions the forms of adaptation and sociocultural assimilation of Japanese manga into Mexican 

comics. Theoretically, we rely on the proposal of intertwined modernities by Göran Therborn (2003), for 

whom Latin America is more than one type of modernity that acts and intertwines in space and time at 

various levels, ranging from institutional structure. 

 

We revisit the proposals of Caler Cañadas (2021), Cruzado Rodríguez (2009), Martínez Gonzáles 

(2011), García Baeza (2023), and Carranza (2017) in relation to the traditional characteristics of the 

witch, her attributes, and the myths associated with her in Mexico. 

 

To identify the elements of Japanese onryo, we follow the proposal of Castro Rodríguez (2009), 

who proposes a series of attributes that identify j-horror. Adhering to this line, for the characteristics of 

Japanese cultural industries, we follow the proposals of Santiago Iglesias (2013), Roumaniere and 

Matsuna (2019). 
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Our primary sources are the print and digital editions of Rumbo a las Ánimas (2021), as well as 

conversations with the author. Then, sources with audiovisual resources and a bibliography on the topic. 

The analysis is divided into four sections: in the first section, we present the synopsis of the work, the 

syntax of the actions of the actants, its format, and publication characteristics as part of the analysis. In 

the second section, we develop the initial, argumentative premise, in which we account for the 

intertwining processes of modernity and tradition, which occur at the source in the institutional 

requirement and at the individual actant level. The third section examines how, at a historical level, 

Rumbo a las ánimas (2021) reproduces modern narratives that polarize tradition-modernity, assigning 

negative characteristics to the first and improving properties to the second. The fourth section develops 

the premise that accounts for the dissemination and appropriation of symbolic forms through comics, 

mainly in two dimensions; structural and individual.  
 

Analysis  
 

History and format of Rumbo a las ánimas 
 

Rumbo a las ánimas (2021) is a Mexican comic published by graphic designer Verónica Jiménez 

(Veritos), who created the story for the Pixelatl1 2021 contest. The comic has two publication formats: 

digital and printed. Webtoon published the format in digital; a digital comic publishing platform, created 

in 2005 by the South Korean company Naver Corporation; This project, published in black and white, 

had over six episodes. 

 

The printed version is a standalone publication consisting of 92 black and white pages with a 

color cover; printed on coated paper and measures 13.4x13.4 centimeters. The line had a very marked 

influence on Japanese graphics, so the characters were designed with a high level of simplicity, marked 

expressiveness in the face and eyes, as well as the use of kinetic lines to express mobility and emphasize 

certain scenes. Besides the above, the story and the characters move from a relatively naturalistic graphic, 

in contrast to scenes, the characters, drawn in a super-deformed style  for the scenes in which Rosario 

fantasizes about her ideal life. The handling of vignettes is variable depending on the point of view of 

the character presented. When the author gives us Rosario's vision of the world, the vignettes and balloons 

appear saturated, the presented characters in their super-deformed2  version, and there is a large amount 

of text outside the balloons since this perspective is marked by the imagination of the girl, so these 

external texts represent thought processes and introspection (Fig 1) 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
1 Pixelatl is an association dedicated to promoting the creation and dissemination of graphic and audiovisual content and narratives, its purpose is to promote 

and encourage national creation to achieve both local and international dissemination. The above is based on the creation and management of “training, 

promotion, and international linkage strategies for Mexican creators” (Staff Pixelatl, 2012) 
2 “Super-deformed, a.k.a. SD or Chibi, is a specific style of Japanese manga and anime that exaggerates characters to appear cute and funny. As shown in 

Figure 2, the SD characters are usually drawn or designed in distorted body proportions to resemble small babies, typically with chubby bodies, stubby limbs, 

and oversized heads” (Liang-Tsen, Sheng-Jie, Chun-Kai y Bing-Yu , 2012, p. 2067) 

Box 1 

 

 
Figure 1  

Rosario's vision of the world 
Source (Jiménez, 2021) 
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When the point of view changes to the narrator, the number of panels, as balloons, is reduced. 

There is less visual and written saturation and even pages in which the image occupies the entire panel 

(Fig 2). Another type of manga and comic resources present in this comic are onomatopoeias to imitate 

sounds and visualized metaphors to complete the character's moods. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Rumbo a las Ánimas, the protagonist is Rosario, an eleven-year-old girl who lives in the town of 

Las Ánimas, located on what was the old cemetery of the neighboring town called San Isidro. In her 

initial situation of the story, she endeavors to reunite with her family, since she and her sister are orphans; 

the above is observed in the constant dreams and projections that she has about having an ideal family 

where she has not experienced the death of her parents. Besides the above, the girl uses various spells to 

try to attract back her family and the people she has lost. Rosario's transformation occurs when she 

escapes with the witch, she considers her godmother since the town is being taken over by drug 

trafficking and the population intends to flee. 
 

 When arguing with her sister, Rosario asks for help from the witch and flees with her. The last 

situation ends in improvement for Rosario, as she returns to help her sister, and in the end, they both 

leave the town. 
 

First intertwining space: Modernities and traditions 
 

In this section, we maintain that the comic Rumbo a las Ánimas (2021) accounts for the convergences 

and mixtures of the modern and the traditional, based on two interrelated processes: at an institutional 

level, it represents the impact of the Japanese cultural industries that they carry and spread their 

traditional imaginaries, that generates productive consumption in the design of local comics. In this sense, 

Mexican authors like Veritos take up, rescue, and disseminate Mexican tradition mixed with modern 

problems. 
 

Rumbo a las Ánimas, is understood in its various dimensions of understanding, as a cultural 

product, as material, thematic, and contextual level, diverse dimensions of modernities are intertwined, 

as proposed by Göran Therborn (2003), for whom modernity does not It is conceived as no chronological 

period or institutional form, but rather as the coexistence and interweaving of diverse modernities in 

conjunction with the traditional forms that survive. 
 

Most generally, there are the constitutive entanglements of modernity and some tradition, coming 

out of the infinitely variable incompleteness of every modern rupture with the past, and out of the 

plasticity of most traditions. Secondly, there are the geo-historical entanglements, of the very different 

but significantly interacting and mutually influencing socio-political roads to and through modernity 

(Therborn, 2003, p. 4) 

Box 2 

 

 
Figure 1  

Vignette composition 
Source (Jiménez, 2021) 
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In his proposal, Therborn (2003) distinguishes three forms of the interweaving of modernities: 

space, perspectives, and processes and their effects. In this work, for reasons of space, we will only 

address the first, space, which implies two more dimensions: what and where. For what, we distinguish 

four dimensions: Modernity and tradition, paths towards modernity and its travelers3, main narratives, 

and symbolic forms. Related to where two more levels are distinguished: the institution and 

enculturation. 

 

The scheme would look like this: 

 

Box 3 

Table 1 

Entanglement spaces 

 
What Where 

 Institution Enculturation 
Modernity and 

Tradition 
  

Paths to modernity 
and its travelers 

Will not be addressed 
on this occasion 

Will not be addressed 
on this occasion 

Master narratives   

Symbolic forms   

Source: (Therborn, 2003) 
  

Rumbo a las Ánimas, presents processes of cultural enrichment derived from contact between the 

products of the Japanese cultural industries and Mexican graphic production. We have a source in which 

the intertwining of modernity and tradition occurs at an institutional level with the impact of Japanese 

cultural industries that carry and disseminate their traditional imaginaries in the different parts of the 

world where they are consumed. Mexican authors observe enculturation4 such as Veritos carry out 

productive consumption by resuming, rescuing, and disseminating Mexican tradition mixed with modern 

problems. 
 

Manga is the way Japanese comics are known; It is characterized by being ´a visual form of 

narrative storytelling that employs the power of the line to ‘draw’ the reader into the story´ (Coolidge 

Rousmaniere and Matsuba, 2019, p. 20). A merchandised formula called media mix consists of a chain 

of commercial products: manga, anime, video games, and merchandising; However, its phenomenon has 

expanded so much that it also includes fashion, street art, graffiti, and digital media, “It is a multi-billion 

pound industry, one that is super fueled by its reader and viewers” (Coolidge Rousmaniere and Matsuba, 

2019, p.20). Manga has many genres and formats, the most general include graphics printed in black and 

white, published in newspapers, magazine compendiums, individual books, and even cell phones 

(Coolidge Rousmaniere and Matsuba, 2019). As a product related to manga, the video game 
 

…come to the fore in the 1970’s in Japan. It combines manga and anime active player 

participation and is becoming the fastest-growing segmentof the manga  related industries. New 

tecnologies and media mix are blurring the boundaries bentween these three forms and will only help to 

facilitate they popularity in the resto of thr world (Coolidge Rousmaniere y Matsuba, 2019, p. 33). 
 

 Nevertheless, beyond the economic and international political impact of these products, as visual 

narrative forms, manga and its related producers are carriers and drivers of the dissemination of Japanese 

imaginaries5  of all kinds, among which the magical religious mythological ones stand out; as stated by 

Baraka Thomas (2012) when he states that “…these highly influential media, which are popular 

domestically and internationally, as vehicles for the dissemination and adulteration of existing religious 

vocabulary and imagery, as inspirations for the creation of innovative ritual practices and as stimuli for 

the formation of novel religious movements” (p. 2) 

 
3 This dimension will not be addressed in this analysis because of space issues, and because it is not of interest on this occasion 

for the source analyzed. 
4 These “…are “cognitive” processes in which individuals in a human group, through social interaction with their peers and 

with the material environment, manage to develop skills and abilities, learn knowledge, norms and values, and create 
worldviews that generate individual and collective identities” (Monterroza-Ríos, 2023 p. 216) 
5 “…an imaginary is the set of collective representations of the past, which are characterized by their invented nature. In this 

way, social imaginaries are those global representations that govern identification systems and social unity” (Cano Vargas, 

2011, p. 140) 
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In its plots, manga spreads diverse types of imaginary and cultural elements; among them, what 

Thomas (2012) calls vernacular religion, which implies translating concepts into categories that, at a 

collective level, are usually intelligible and meaningful. 

 

Vernacular religion is thus simultaneously reflexive of and formative for Japanese culture, 

providing a ‘store house’ of religious concepts on which various entertainers have drawn throughout 

history in the deployment of religious terms and iconography on the part of lay authors in the process of 

creating stories. The term therefore indicate the deployment of religious terms and iconography on part 

of lay authors and artist to capture and entertain audiences as much as it indicate ‘clerics’ uses of 

vernacular language o translate doctrine (Thomas, 2012, p. 14) 

 

Japanese manga, and its related products, have imported its commercial formula, format, type of 

graphics, narrative, and sociocultural and religious imaginaries, thereby introducing improved ways of 

producing, circulating, and consuming in Mexico that are mixed with the local ones. Unlike the Japanese 

cultural industries, among manga is inserted; Mexican comics are currently more linked to self-

publishing or printing by independent publishers since it is not an international economic sector as large 

as the Japanese one.  

 

     The movement of the author's comic and the Mexican graphic novel (1994 to date) is possible 

thanks to the development of the Internet and digital tools. Its development lowers production costs and 

reduces the workload that, while maintaining a clear semi-artisanal essence, benefits from computers.  

 

There is no longer a massive comic industry, but a marginal activity. The comic remains such as 

language, so a new generation of authors dedicated to renewing it continues its relationship with capital 

more flexibly, without the support of industrial investors, but with self-managed projects where new 

goods are introduced. Cultural, the graphic novel, as well as alternative forms of production and markets. 

There is a significant change in the subsumption of labor to capital: cartoonists do not sell their labor 

force or creative works, but get by on their own. They try to ensure that the profit is essential for them, 

although a part corresponds to the distribution channels they use (Enciso González and Espinosa Lucas, 

2021, p. 140) 
 

For local creators, the internet has provided varied and accessible forms of production; However, 

there is a lack of cohesion in the medium and an axis that allows them to organize together, “I feel that 

although there are now more media in which artists disseminate their work, we are getting lost, specially 

because we do not have these places where to congregate and make our work known, especially to an 

audience that is eager to see what has been created in Mexico” (Jiménez, 2024). The above is added to 

the lack of guidance and specialized information so that authors can better market their products, 
 

More than support... I feel there is no place or we do not know how to look for it. For example, 

there are calls every year, and there are scholarships despite the rest. Where do they exhibit their 

creations? There are book fairs but what print run could you take? Carrying fanart of the fashionable 

series is not the same as carrying something of yours that many times you don't even know how to sell, 

traveling to all the book fairs in the country, having the capital to invest in all of it and trusting that you 

will sell everything and return without charge home, the truth is very complex (Jiménez, 2024). 
 

In this panorama, rich in creations and authors, but in the process of organizing its creative 

community, the influence of manga and its related products are inserted; its particular forms blended with 

the local, and from these fresh forms derive Rumbo a las ánimas, a comic gives an interpretation of the 

author's enculturation processes and corresponding productive consumption.6 On the material level, 

Rumbo a las Ánimas, is a symbolic form that carries elements of very varied traditions, so, like any 

product, it contributes to two cultural processes: stability and preservation, and growth and change 

(Kroeber, 1963). We observe the stability in cultural persistence, which occurs from cultural attachment 

and assimilation transmitted to history, where the magical elements of witchcraft and traditional wisdom 

are mixed with additional aspects of external cultures. The latter allows us to observe how cultural 

production goes through processes of change and growth from the introduction of new cultural features, 

such as the elements of manga, which reach Mexico through diffusion, as external cultural dispersion 

(Kroeber, 1963), and that generated changes not only on a collective standard but on a personal level,  

 
6 “It is not a mere consumption, but the ´beneficiary adds something of his own in the same mode of consumption” (Calabrese, 

1999, p. 51) 
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CLAMP is definitely my primary inspiration, although Saint Seiya (Knights of the Zodiac) 

existed long before and influenced my drawing. It was the day that my dad suddenly gave me a few-page 

magazine comic on which the cartoon was based, that enthralled me and I said “I want to do this.” Of 

course, I was struck by the anime boom in Mexico so there was endless inspiration, there were also 

Mexican comics that were not the ´Capulinita´ that I saw at one of my mom's friends' place or those 

´Cowboy Book´ magazines or the ´pícaras´ that were in beauty salons; they were slightly based on 

Japanese manga and comics, but with plots from here, it made me realized that ´this could be achieved´ 

in Mexico. Of course, there are many other influences when I create a comic; and suddenly, I appreciate 

old films, things that I have heard or read about (Jiménez, 2020). 
 

This testimony by Verónica Jiménez, speaking of the influence of the Japanese collective 

CLAMP, gives a record of the individual processes of the actor, who exercises his agency by taking up 

local, traditional, and contemporary elements, which he mixes with the new themes and formats 

introduced by manga. This narration makes conspicuous how modernities intertwine with tradition, both 

at the structural-institutional level and at the author's enculturation processes. 

 

Second space of interweaving: Master narratives 

 

In this section, we maintain that at a historical level, Rumbo a las Ánimas (2021) reproduces the 

stereotypical narratives that assign to tradition the ideas of a sclerotic past, where poverty and ignorance 

predominate; in opposition to modernity, characterized by emancipation, progress and success. 

According to Therborn (2003), at least four master narratives can be identified, each of which accounts 

for a variant of the modern conception of time.7  Of them, two are depicted in this comic, of which we 

can give portrayal on pages 10 and 65 of the comic. The first master narrative referred to in this comic, 

is found on page 10 (Fig. 3), five vignettes form it. Since it is Rosario's childhood vision, we observe the 

first two vignettes, placed in the upper left corner, in which Humberto, with the figure of an 

anthropomorphic cockroach 8  expresses: “Tales of uncultured people! The fog is by the river!” (Jiménez, 

2021, p. 10).  

 

In the third vignette, which is located just below the first, we can see a detail of Humberto's eye, 

who is wearing dark glasses, while he continues: “There are no witches, no goblins, no souls that go out 

to grieve in the dark evening” The fourth vignette takes up the entire page since the others are small and 

overlap; in it, we see a detail of Humberto's hand, which points out the trajectory of a plane in the sky; 

He says: “Look! That's progress! And I'll bring it to the people! They will no longer want to live in the 

dark hiding at night. We will have services and internet, you will see!” In that same vignette, the cartridge 

states the following: “Humberto would open opportunities in the town.” Meanwhile, the last vignette is 

situated in the lower right corner, and presents the back of Rosario, who looks at the plane next to the 

small figure of her godmother, who in her imagination resembles a fairy, she says: “A plane of San 

Isidro!" (Jiménez, 2021, p. 10).  

 

Box 4 

 

 
Figure 3 

Second master narrative 

 
7 Narrative 1. History is comprehended as heteronomy and oppression, while the future, and therefore modernity, will be emancipation and liberation. Master narrative 2 associates 

the past with stagnation, ignorance, and deprivation, as opposed to progress, evolution, and growth. Master narrative 3 recognizes the difference in ancient preconditions but 

associates modernity with victory. The latest master narrative links tradition with the sclerotic past, and modernity with vitality, creativity, and a new community (Therborn, 2003). 
8 In the story, the girl has an open aversion to this guy, who is the older brother of her friend Mariano, and who returned to the town with a new truck after having gone to try his 

luck outside the town. 
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The page described above presents us with the echo of main narrative number two, which 

understands tradition and the past as poverty, stagnation, and ignorance, and modernity as progress, 

evolution, and growth, so this narrative “has guided cumulative conceptions of knowledge, economic 

practices and policies, and individual life-course strivings” (Therborn, 2003). This narrative develops 

visually and at the level of the story from the first pages, with the contrasting representation of the town 

of Las Ánimas, founded on the cemetery of the township of San Isidro, and the vision of modernity 

ideally proposed by Humberto, for whom people´s isolation, can be read as a synonym for backwardness 

and ignorance. 

 

The second master narrative, present in the comic, could be decoded high clearly on page 65 (Fig. 

4), six vignettes compose the page mentioned. In the first vignette, we see a detail of the barrel of a gun 

that Humberto carries and threatens Ruth, Rosario's sister, with it. In the second one, we see a medium 

close-up of Humberto, who threatens Ruth while shouting: “You will make my bosses subjugate us all! 

I told you they were peaceful people!  I do not know what I would have told them if they had listened to 

you!” The third vignette presents another medium close-up of Ruth, holding a shotgun while saying: 

“Stand back and let me do my thing!” These cartridges are ‘cured’.  

 

 They are not for you!”The fourth and fifth bullets are small and located at the bottom right of the 

page. In them, we see two approaches against Humberto's gun and his mouth.  He expresses: “‘cured’? 

For the witch? Girl, those things do not exist! They are superstitious! Fantasies!” The last vignette 

presents a scenic viewpoint of the town, while Humberto continues: “Does not anyone understand what 

I want to do with this town? Should we live like Aboriginals to preserve customs that no longer serve? 

To be a tourist attraction out there in the world?”  (Jiménez, 2021, p. 65) 

 

Box 5 

 

 
Figure 4 

Second master narrative  

Source (Jiménez, 2021) 
 

This page accounts for narrative four, which overlaps the second one; Here, we observe that in 

the story, the plot development occurs because Humberto wants, with his means, to bring modernity to 

the town, since he considers that the witch and the supernatural creatures that the townspeople talk about, 

are a product of ignorance and superstition. Tradition is considered as that sclerotic past. It is the past; 

the past that prevents a new community (Therborn, 2003) 

 

The fourth one also derives from late l9th century Europe and America, but has been less 

expressed in political and economic forms. Rather, it is the worldview of modernism as a cultural 

ideology, of artistic vanguardism, and of fashion. Part of it is modernist art´s claim to “epiphany” (Joyce), 

to making manifest something of vital significance which is otherwise inaccessible. Part of it is also a 

vitalistic or imaginative opposition to mechanical progress, and a search for a post-traditional community 

(Therborn, 2003, p. 10)  
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These two forms of narratives present visions of the world based on contradictory, opposite binary 

models, where time is progressive and tradition, and modernity, are exclusive: “Modernity has 

represented a dream, a hope that has brought together many modes of say the contemporary, the 

immediate or the recent. Also, the good and the valuable, in comparison with the backward, with the 

ancient or out of fashion” (Briceño-León, 2020, p. 27). We are facing with master narratives, which 

reiterate the approaches of modernity as a unique and universal model, in which 

 

If you follow that path, at the end of the route, you can overcome the “backwardness” that non-

modern countries found themselves in and find well-being. Modernity becomes the stereotype of the  

‘good society’, which has achieved wealth and freedom, and from there, a new dichotomy emerges, in 

which the modern is the antithesis of rural society, poverty, and backwardness. Subsequently, this 

dichotomy is expanded, and modernity homologizes with the idea of progress and development, therefore 

the notion of non-modern constitutes backwardness and underdevelopment (Briceño-León, 2020, p.  32) 

 

Third intertwining space: Symbolic forms 

 

In this section, we maintain that this work embodies traditional folkloric elements in two symbolic 

dimensions at an institutional level; it accounts for processes of structural hybridization where the visual 

language of the Japanese cultural-economic industry is adopted on a small scale by local Mexican 

creators; while on the alternative hand, the work re-situates elements from different folklores, such as the 

image of the witch, which mixes concepts of the Mexican witch with the cinematographic iconography 

of japanese onryo. 

 

In the first illustration, we observe that this graphic production is the by-product of constructive 

consumption carried out by the author, where the result of reception materializes in creative products that 

take up only a part of the elements of the Japanese cultural industries. The latter is especially noticeable 

in the illustrations of the story, as we can see in on page 20 of the comic (Fig. 5), where we see an image 

that can be seen, literally, in two senses: upright or upside down; Depending on the positioning 

orientation, the image presents a perspective of reality in the comic: right is the image of Rosario's world, 

upside down in the “real world.” The image occupies the entire page, but five more additional scenarios 

are superimposed on it.  

 

Read straight, the illustration is performed in negative and represents, with a perspective of a 

vanishing point in the center, Rosario's house, in the background of everything among the mountains. It 

stands out because the mountains are black, the house is white, the fog comes out of it, and in the sky, 

the stars and a crescent moon with a human face are drawn. Read backward, you can see a more 

naturalistic image of the town, with a tree in the center of what appears to be the square and the houses 

in the background. Superimposed on this dual image, we have five more vignettes: the first one in the 

upper right corner presents a close-up of the lake and its forested background. The second and third 

vignettes, placed in the middle of the page and in the lower right corner, zoom in on search posters for 

missing people. The fourth vignette presents the detail of bare feet walking the streets between which 

said posters are lying down. The last vignette shows a small dog lying in a corner of the street. The text 

on the page says: “The fog descends... people disappear.  Fear emerges” (Jiménez, 2021, p. 20) 

 

The image described in the previous paragraph makes us present the 4 fundamental achievements 

of the manga, cited by McCloud: the overcoming of infantilism with the foreword of adult themes 

(Santiago Iglesias, 2013), which we observe in the processes of childhood psychological dissociation 

experienced Rosario, besides the disappearance of people in a town taken over by drug trafficking. The 

second characteristic achievement of the manga, which Figure 5 shows, is the use of the manga's sign 

system, as is the case of the super-deformed drawings when Rosario imagines, as well as the simplified 

drawings with high expressiveness that are observed throughout the comic, and particularly in the type 

of fog that comes from Rosario's house and diffuses throughout the image, giving it a sense of mobility. 

The third and fourth achievements refer to the predominance of the image over the text, and the art of 

the pause (Santiago Iglesias, 2013);        

     

The latter one defined as the play with the emptiness characteristic of the manga language, in 

which the emptiness itself and the simultaneous representation of the same action from several points of 

view instead of a rapid sequence determine the development of the narrative ( Santiago Iglesias, 2013, 

p.139) 
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The correlation between word-image and emptiness is pretty clear in the analyzed image since 

minimal narrative cartridges and large dark areas that are observed, which not only refer to the midnight 

but to the voids left by the missing people. As in the manga, in this comic, silence is highly significant. 

But it is not only the visual language and the structure of manga, which is creatively taken up by local 

authors: with Veritos, we observe productive and creative processes of adaptation of the media mix 

strategy typical of manga, which 

 

Designates the strategy or set of actions through which stories can reach a specific audience. 

Usually, within the framework of the Japanese cultural industry, this set of actions includes adaptation 

between languages, with manga and television (anime) being the principal media used for dissemination 

that includes the most diverse media (Hernández Pérez, 2017, p. 53) 

 

The rich creative panorama of mexican comics does not move here at an industrial level, much 

less with the international dimensions of Japanese manga. What we analyze here are personal processes 

where authors carry out their independent publications, investing their capital in them. Veritos is an 

author who complements her work with other products printed with her designs: handkerchiefs, bags, 

cards with illustrations of her characters (Fig. 5), stickers, and agendas, among others.9 The latter gives 

us an account of an economic process in which the author adapts the media mix strategy, to her 

possibilities and in her context, with the adaptation of her illustrations and characters to various 

merchandising formats, intending to reach a broader audience and to increase your sales options. 

 

Box 6 

 

 
Figure 5 

Veritos’s merchandising  
Source (Jiménez, 2021) 

 

We observe the above at the institutional and structural level; because at the individual level, the 

processes of enculturation lead to deeper processes of cultural hybridization, which we find in the 

symbolic forms materialized in the narrative. In a particular way, the author uses, on the one hand, 

mythical magical popular knowledge, as part of the traditional elements persistent in her work. On the 

other hand, there is a presentation of problems of violence and organized crime, which threatens the town 

and mix with the supernatural environment.  
 

Given that Rumbo a las Ánimas is a story very rich in traditional magical references, we will 

address only two in this section: the representation of sympathetic magic through the voodoo-type dolls 

that Rosario makes, and the image of the witch, which due to its graphic qualities mixes with the 

representation of the japanese onryo. 
 

We understand sympathetic magic as defined by López Riadura (2019), who, following James 

Frazer, identifies two epistemological criteria for approaching magic: the principle of sympathy, and 

homeopathic illusion, being the first of our engagement, because it is caused by the idea:  “like produces 

like or effects resemble their causes” (p. 1). Homeopathic magic, for its part, states that “things that were 

once in contact act on each other at a distance, even after all physical contact has been separated”, which 

he called “contagious or contaminating magic” (Frazer, citado por López Riadura, 2019, p. 1) 

 
9 See 

https://www.facebook.com/veritoinfinity 

 

https://www.facebook.com/veritoinfinity
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Rumbo a las Ánimas, begins with the direct detail of both types of magic, when on the first page, 

it shows us an image that occupies the entire zone; in it, we see a group of dolls made with socks and 

stuffed with beans. Each doll has its respective name embroidered. In each of the four corners of the 

page, there are drawings of hands. The two at the top, suggest to be from a young woman and are 

entangled in a kind of ribbon. The female hand in the lower corner holds scissors that are about to cut 

the ribbon. The hand in the lower right corner is from a man, and we can assume that he is an older adult 

given the representation of the wrinkled skin. This hand is holding a letter. The dialogue that characterizes 

the image says the subsequent: “Tie the thread three times and untie again. Do it again and tie tightly 

three more times. What wish will be fulfilled today? I want a big and loving family”(Jiménez, 2021, p. 

2) (Fig.6) 

 

Box 7 

 

 
Figure 6 

Sympathetic magic  
Source (Jiménez, 2021) 

 

The previous image shows the magical ritual that Rosario plays, all the time, over history, to 

attract her perfect family, which makes up for all her losses: her dead parents, her friend who had to 

migrate to improve their living conditions, and even the grandfather who dies throughout the narrative.  

 

This ritual includes the making of dolls, made with her socks and stuffed with beans, that represent 

each member of her family that she wants to rejoin.  She ties them with a ribbon to call them.  Taking 

into account, on the one hand, ́ the principle of similarity´, and, on the alternative hand, the contaminating 

magic, which acts at a distance. 

 

Despite the fact that they are better known as voodoo dolls, anthropomorphic objects used to 

affect an enemy from a distance are not exclusive to this religion, they were and continue to be used 

practically all over the world. Even a few years ago, they became fashionable as toys or decorations on 

keychains, necklaces, earrings, notebooks, and a long etcetera. 

 

These figures, made with the most diverse materials - lead, wax, cloth, wood, stones - are used to 

harm the victim and to dominate their willpower, especially for amorous objectives (López Ridaura, 

2021, p. 2) 

 

In this analyzed source, sympathetic and homeopathic magic are presented without significant 

alteration, directly taken from popular culture and tradition. These are forms transmitted by comics, 

which serve as a vernacular medium for a narrative impregnated with magical-religious characters.  

 

They are iconoclastic representations, illustrated by their adaptation to the media. Therefore, this 

language “molds existing information and imagery to suit their narrative needs” (Thomas, 2012, p. 15). 
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In spite of the fact that the spells performed by Rosario adapt to the narrative without major 

alteration of the concept of reality, the same does not happen with the image of the witch, who is 

identified as the girl's godmother. The witch does present graphic and thematic mixtures that bring 

japanese tradition into dialogue with mexican tradition, since visually its representation dialogues mostly 

with the iconography of J-horror and japanese onryo. The iconography of this figure is highly varied 

since we can see her as a kind of a small fairy with flowers on her head, who flies next to Rosario (this 

is how the girl sees the witch); He also has a full owl form, as well as a version in which he takes the 

form of the bird and possesses his human head. Finally, there is his human version, in which only the top 

part of his shoulders is visible, the rest is black fog. 

 

Box 8 

 

 
Figure 7 

Anthropomorphic version of the witch  
Source (Jiménez, 2021) 

 

Page 67 gives us a very complete representation of the anthropomorphic version of the witch (Fig. 

7); It is composed of four vignettes: in the first we observe a kind of shadow in the sky, the second 

vignette shows us that said shadow is taking on the contours of a woman; In the third there is a close-up 

of part of the witch's face: covered with her long black hair, you can see her nose and the sharp teeth in 

her mouth. In the main image, which occupies the entire page and on which the other vignettes described 

above are superimposed, we see Humberto holding Rosario while he shoots the witch, who hovers over 

him, her face can be distinguished, partially covered because of his long black hair, large darkened eyes, 

frowning face, a barely suggested nose and a huge mouth with large fangs. The rest of her body is 

indistinguishable, as it is covered in long hair and black mist. The dialogue that accompanies the scene 

is the following: 
 

Humberto: Stay there! Do not move! I will shoot! 

Witch: Boy, in the town, I am the one in charge. 

Humberto: Impossible! It does not exist! 

Witch: Skeptics. I love them! (Jiménez, 2021, p. 67) 
 

In the story, this entity is not a human woman who has powers, as marked by mexican oral 

tradition. It is more like a kind of evil entity, which, however, can materialize and end up devouring 

Humberto while letting Rosario and her sister flee. Its iconography and characteristics resemble a type 

of Japanese yūrei 10 called onryo, which has become popular in horror films in the same country: straight 

black hair on the face, wild eyes, a bloody mouth with fangs, the onryo is characterized by 
 

…the permanent search for revenge for the wrong done to them in life; however, they usually 

continue their destructive work even after their perpetrators have died or received punishment, regardless 

of who the misfortune befalls. This type of ghosts originally had great importance for the propagation of 

Buddhist doctrine, since they embodied souls possessed by some type of passion (love, love, jealousy, 

etc.) (Requena Hidalgo, 2009, p. 111) 

 
10 In Japan, the Yūrei “…are not spirits, but wills trapped between these two spheres (the world of the living and the world of 

spirits) by a desire for revenge that gives them materiality” (Castro Rodríguez, 2009, p. 358). These beings are ghosts who 

died a violent death, they usually wander around the world, characterized dressed in white, with a scarf tied to their forehead, 

and they usually wear their hair long and loose (Requena Hidalgo, 2009, p. 157) 
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The iconography of the yūrei, and the onryo, links the distressing experience of the other to the 

body, so that the different parts of the body become a material manifestation of the malignant 

characterization of the represented entity (Castro Rodríguez, 2009); In this type of case, elements such 

as hair and eyes become a body extension, since. 

 

This evil is expressed with different resources, such as blank eyes (the absence of gaze and 

consequently failure to empathize with another) and, of course, hair that set like a curtain, covers 

precisely the face, the only aspect of the body that embodies the dimension of the person, their 

individuality (Castro Rodríguez, 2009, p. 363) 

 

The witch from Rumbo a las Ánimas presents precisely the same iconography of onryo in J-

horror: the eyes are bulging, the iris, the pupil, and the sclera are blackened and integrated into one, the 

straight, black hair on the face and mouth with enormous fangs make this representation of the witch a 

terrible being. On the contrary, its animal version is of an owl. In this way, the witch can absolutely turn 

into an animal, although sometimes she possesses her head (Fig, 8). This image of the witch alludes 

directly to Mexican oral tradition, which can take various forms: an owl, a turkey, or indeed, a ball of 

fire. 

 

Box 9 

 

 
Figure 8 

Animal version of the witch   
Source (Jiménez, 2021) 

 

The witches of the old world take flight mounted on broomsticks previously anointed in children's 

grease. Our witches transfigure themselves like turkeys to take flight. Thus, they 'unscrew' their legs by 

prodigious means and change them into animal limbs; They perfect their action by placing wings instead 

of hands and beaks (Rivera Domíguez, 2000, p. 60) 

 

The witch from Rumbo a las Ánimas presents precisely the same iconography of onryo in J-

horror: the eyes are bulging, the iris, the pupil, and the sclera are blackened and integrated into one, the 

straight, black hair on the face and mouth with enormous fangs make this representation of the witch a 

terrible being. On the contrary, its animal version is of an owl. In this way, the witch can absolutely turn 

into an animal, although sometimes she possesses her head (Fig, 8). This image of the witch alludes 

directly to Mexican oral tradition, which can take various forms: an owl, a turkey, or indeed, a ball of 

fire. 

              

The witches of the old world take flight mounted on broomsticks previously anointed in children's 

grease. Our witches transfigure themselves like turkeys to take flight. Thus, they 'unscrew' their legs by 

prodigious means and change them into animal limbs; They perfect their action by placing wings instead 

of hands and beaks (Rivera Domíguez, 2000, p. 60) 
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This popular version of the witch in Mexico is due to a mix between the european tradition that 

arrived with the conquest, and the pre-hispanic “magicians'” among whom López Austin identifies the 

owl-man, linked to the fatal and Mictlan (López Austin cited by Rivera Domíguez, 2000), and the witch 

mometzcopinqui, with the ability to transform into a turkey, a totola or a ball of fire (Rivera Domíguez, 

2009). The witch of Mexican folklore maintains these characteristics of said pre-hispanic entity, 
 

…The witches observe the children whose blood they crave, and then, at night, they approach the 

stove, remove their legs and eyes, and place them on one side of it. They immediately evaporate under 

the appearance of a fireball that crosses the sky. They enter the house and suck the blood of their victims, 

either from the nape of the neck or from the end of the head. The child weakens and dies (Galinier, 2010, 

p. 261) 

 

The witch in our source is detached in several aspects from her references: she does not take the 

form of a turkey, but that of an owl. We never see her turn into a ball of fire, and there are no indications 

that relate her to an ordinary woman who has powers, but somewhat to a supernatural entity more similar 

to a ghost whose gift, however, seems to be something you are born with, what is senses when he tells 

Rosario: “Remember my girl, you are natural enemies. She is like your uncle. And you are like me. Those 

people have nothing to do with you, they do not understand you. Listen well, you have very important 

things to do, you are my successor” (Jiménez, 2021, p. 62). Finally, she also moves away from the 

permanent revengeful natural character of Onryo, by sparing the life of Rosario's sister and opening a 

way for both of them to escape from the town. 

 

Results 

 

Up to this point, we have examined the traditional magical references of the source, though it makes 

explicit contemporary problems, such as the theme of the town being taken over by drug trafficking; 

since within the story, Humberto intends to let organized crime enter and in this way bring modernity to 

it. Besides the mentioned before, the story tells us about the constant disappearances of people, the fear 

of people who try to escape from the town before they are taken prisoners, and eventually, the intervention 

of the army, who rescues them. 
 

Corporations of neoliberal capitalism systematically besieged the territoriality, natural resources, 

and physical and cultural integrity of indigenous people in Latin America, among which drug trafficking 

occurred. Faced with widespread unemployment in the rural world, the debacle of the countryside caused 

in part by free trade agreements that benefit the United States and condemn peasants to misery and 

exodus, many communities are penetrated by organized crime to force them to poppy or marijuana 

cultivation, and Indigenous youth are enrolled by the cartels (López y Rivas Pacheco, 2010). 
 

This situation is widely represented in history, where the township of Las Ánimas is located in a 

hidden point that allows drug trafficking to operate with problems, which results in the disappearances 

of citizens, and the fear that the town will be invaded by them, as Jiménez (2024) expresses it 
 

Las Ánimas was the pantheon, the place furthest from the main town, close to a tunnel that 

connects them with the highways but it remains a hidden place, conducive to the infringements of Narco, 

who initially enters as this figure savior and acts under the protection of the community but in reality 

they are waiting to involve them as labor there are levels and Humberto and his family would be the 

highest in the hierarchy, as you can see, their house is under construction and has the comforts of modern 

life while the rest are stuck in the past. 
 

The previous problem gives meaning, and mobility and triggers the transformation in history, 

while mixing with the sacred world of magic, where the witch and the dead wander in Las Ánimas. In 

this way, we observe the adaptation of symbolic forms,11  among which written and visual language is 

situated, based on the interaction between cultural elements from different traditions. The source gives 

an account of Latin American mestizo modernity, not only at the level of history but in its very materiality 

from which it gives indications of how the processes of production and circulation adapt from one place 

to another. 

 
11 For John B Thompson, all culture is empowered by symbolic forms, which are ´significant actions, objects and expressions 

of various types - about the specific and socially structured and historical contexts and processes, in which, through which, 

they produce, transmit and receive such symbolic forms´ (Thompson, 2002, p. 203). Symbolic forms have five aspects: 

intentional, conventional, structural, referential, and contextual. 
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At the level of content, we observe in the narrative the game between the sacred and the profane, 

where the limits of both worlds are lost, an aspect already debated by Néstor García Canclini (2009), for 

whom a characteristic of Latin American postmodernism, It is precisely that point where tradition 

converges with modernity, “postmodernity is not a stage or trend that would replace the modern world, 

but a way of problematizing the equivocal links that it created with the traditions that it wanted to exclude 

or overcome to establish itself” (p. 23). Beyond the term postmodern or not, his proposal breaks with the 

idea of modernity as a progressive path of improvement; an aspect in which Canclini coincides with the 

mestizo modernity proposed by Briceño-León (2020). 
 

We observe, then, allusions to modernity in two crucial dimensions: 
 

1. Narrative. In this sense, the story, through its characters and dialogues, reiterates the main 

narrative in which modernity is acknowledged as this dream or hope of improvement compared 

to the ossified past; Humberto intends to bring progress to the people, whom he conceives to be 

plagued by ignorance and myths, although in history the supernatural world is intermixed with 

the profane. In this reiterated master narrative, 
 

...if you follow that path, at the end of the route, you can overcome the 'backwardness' in which 

non-modern countries found themselves and find well-being. Modernity becomes the stereotype of the 

good society, in which wealth and freedom have been achieved, and from it, a new dichotomy emerges, 

in which the modern is the antithesis of rural freedom, poverty, and delay (Briceño-León, 2020, p. 32) 
 

2. Structural. The source, its production process, circulation, and the same mixture of its symbolic 

forms at a content level account for this mestizo modernity proposed by Briceño-León (2020).  
 

Latin American modernity cannot be explained with the simple and binary categories of 

backwardness and progress, tradition, or modernity, which much of sociological theory has used. Latin 

America offers a singularity that is the result of a mixture repeated over time of different influences and 

resistances, external consumption, and internal reworkings, which have caused a mixture, a new social 

dimension, fulfill of overlaps and asynchronies, which is necessary to review and rebuild permanently 

(Briceño-León, 2020, p. 27). 
 

From this point, while indeed the story, the characters reiterate an evolutionary main narrative, 

their daily environment shows them the opposite since they live in a town with dissolved boundaries 

between the magical and the profane. Beyond the story as such, the author's production processes give 

us a slight vision of the intertwined mestizo modernities in which local creators live, consume imported 

products, rework their creative processes, socialize, enrich, create, and recreate from the broadest and 

most structural, collective level, to the subjective tier. This last level is where individual particularities 

provide rich details that give Mexican graphic production its specific character from the processes of 

cultural and temporal mixtures. This analysis is a superficial version of the complex and profound aspects 

that can be inferred from material and symbolic characteristics of a graphic font, created in a specific 

time and space.  
 

Conclusions  
 

In this work, we start from the argument that the independent comic Rumbo a las Ánimas (Jiménez 

Romero, 2021), as a cultural product, accounts for multiple contextual, complex, and intertwined 

modernities, observed about the reiteration of narratives and the re- situation of institutionalized and 

enculturated traditional elements. 
 

We carried out an analysis of the material conditions of production of the source, the reasons for 

the author's creation, as well as the processes of mixing and hybridization of symbolic forms at the level 

of structure, history, and iconography, which led us to identify the various spaces entanglement 

complexes:  
 

1. Modernity and tradition. At an institutional level, the source accounts for the impact, and 

assimilation of products derived from Japanese cultural industries that carry and disseminate 

traditional practices, which generates productive consumption in Mexican cultural production. At 

the level of the actors, we observe that the production of Mexican authors adapts various aspects 

of the tradition of Japanese comics while taking up, rescuing, and disseminating Mexican 

tradition, mixed with modern problems. 
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2. Master narratives. At this level of interweaving, the story told by the source accounts for the 

reproduction of the Enlightenment metanarrative that conceives modernity as an evolutionary 

path to progress. At a subjective level, the acculturation process of the actors is observed in the 

adaptation of stories from traditional oral culture to history, as is the case of allusion to magical 

practices and traditional narratives, such as allusion to magical practices and figures. 

 

3. Symbolic forms. Finally, at this stage, at a structural level, we can infer through the source studied 

that part of the visual language of the Japanese cultural-economic industry is adopted on a small 

scale in Mexico because it is a country where production takes place. Independently, since the 

big industry no longer exists for comics. On an individual level, Jiménez's work (2021) adapts, 

mixes, and reinterprets traditions as symbolic forms, and mixes them with Japanese cultural 

aspects, which creates a hybrid product with great cultural richness in various dimensions. 

 

In conclusion: The analysis developed in the previous pages presents a brief vision of how this 

comic, inserted and created in specific historical conditions, accounts, through details, for processes of 

production, circulation, and consumption, which make visible the complexity of modernity, which in 

Latin America, and particularly in Mexico, can take very varied, and even divergent, forms. 
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