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When Kitchen Sink Press published Understanding
Comics in 1993, it had a single-page “Introduction”

that wasn’t much more than a gag, since I felt confi-
dent that the book would speak for itself. This book,
on the other hand, already had a 215-page introduc-
tion (called Understanding Comics) which may lead to
some false expectations, so let me set the record
straight before you plunge in.

Reinventing Comics is, in any reasonable sense of
the word, a “sequel,” but it's not a retread of the first
book's topics; in fact there's very little overlap
between the two. Like its predecessor, the book
you're about to read came about primarily because I
can't stop thinking! Almost as soon as the ink was
dry on U.C., I became fascinated with the possibili-
ties surrounding computers and comics. When the
Web came out of its shell several months later,
fascination quickly turned to obsession, and within
two years, most of the ideas found in Part Two had
taken root.

Part One’s origins are more scattered, reaching
back to my first experiences as a fan and professional
comics artist in the 80s and 90s. While Understanding
Comics chronicled what I saw as comics’ exciting
internal life, I was equally fascinated with its external
life—the story of what people have actually done
with comics in the 20th century. Valuing firsthand
experience and observation, I decided to focus on my
own era and region, reporting on the many ongoing
battles to reinvent the way comics are created and
perceived in North America. These were my pre-'93
obsessions which fell outside of U.C."s formal bound-
aries and they reflect the diversity of my interests
during that period.

Putting the ideas in Parts One and Two together
wasn'’t easy. They are two very different books; the
first, a collection of battlefront essays: the second, a
full-blown manifesto for radical change. Fortunately
since early 1994, I've been carrying around a chart of
comics’ potential which shows it expanding in many

UNDERSTANDING

SEQUELS

directions simultaneously. This image, which I
eventually called “The Twelve Revolutions,” offered a
convenient structure for this book-in-progress which
itself seemed ready to blow apart at any moment!
Even with such a unifying device, I have no illusions
that this book will be even half as cohesive and
singular a statement as its predecessor. At the outer
edges of any of these revolutions are many unan-
swered questions, unfinished stories and endlessly
debatable conclusions. For this reason among others,
[ plan to expand on and refine these ideas through
my web site in the coming months and years. Like
the revolutions it describes, this is a book that may
be forever “under construction,” but hey, I don’t
mind if you don’t!

Understanding Comics had a long honeymoon. The
“great debate” I hoped to start about comics’ formal
properties didn't get seriously under way until the
book had already been on comics shelves for over
five years. By that point, the book you're holding was
already in progress, so those hoping for
“Understanding Comics Revisited” will have to wait
a bit longer (I'm afraid that five years of curtain calls
didn't offer much basis for critical self-evaluation).
Fortunately, the honeymoon for this book should
last about five minutes, so I don't expect a
recurrence of that problem.

The day Understanding Comics saw print, my life
and career changed its shape forever. Like a band
with a hit song, I became instantly linked with that
unique work. For some artists, that kind of connec-
tion can be a curse, but luckily for me I actually
liked the book, and whatever its errors or
omissions I still do.

And now for something completely different.

— Scott McCloud

www.scottmccloud.com
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A RECAP IN 3 PAGES

tick - tick - tick

The medium we call
comics is based on a
simple idea:

> <

The idea of placing
one picture after
another to show the
passage of time.

The potential of
that idea is /imitless,
but perpetually
obscured by its
limited application
in popular culture.

To understand comics,
we need to separate
form from content --

“

-- and see with clear
eyes how other eras
have used this same
idea to beautiful
ends --

-- and what a limited
palette of tools and
ideas our own era has
used.

Comics is a /anguage.
Its vocabulary is the
full range of visual
symbols --
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-- including the power
of cartooning and
realism, both apart
and in startling
combinations.

The heart of comics
lies in the space
between the panels --

-- where the reader’s
imagination makes
Still pictures come
alive!




It's a process that
can be quantified,
classified --
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-- and even
mea#ured --

-- yet remain utterly
mysterious in the
way it paints its
mental pictures.

In relying on visual
sequence, comics
substitutes space
for time.
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Yet there is no
conversion chart
and time flows
through comics --

-- inja staggering
variety of ways.
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Through their still
images using only
one sense --

-- comics represents
all the senses --

-- and through the
character of the
lines themselves --

- C ‘mics represents
the invisible world of
emotion.

Lines evolving to
become symbols in
their own right --

-- as they dance with
the much younger
symbols called:




Reunited after
thousands of years
apart --

-- in a relationship far

closer than in any

other form.

-- in search of complex
applications --

Like other media,
comics is merely a
Simple idea --
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-- yet comics remains
relegated to non-art
status by conventional
wisdom.

A status some try to
combat, (though some
in the community
relish it).

--in a world of
committee-built
automatons and
corporate mass-
marketing.

Comics’ place in
society is vital,
though, as one of
the few forms of
personal
communication --
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Comics offers a
medium of enormous
breadth and control
for the author --
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-- a unique, intimate
relationship with its
audience --
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-- and a potential so
great, so inspiring, yet so
brutally Squandered, it could
bring a tear to the eye.










INTRODUCTION

The Twelve Revolutions

Hi, =
I'm Scott A
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McCloud.
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\\\ Jll Lately,
I've been making comics for I've wondered
fifteen years. I'm one of| the lucky \ how much /longer
ones who've made a modest living at it \\\ guys like me will be

for almost my whole career. able to keep

\\\ \\ doing it.
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The business
side of comics
isn't in the best

of shape.
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I don't know if it’s just \ /7
N a phase American comics are
L going through or something more

But I know that I love
making comics, and if I can figure
out a way to make them for the rest

you might call a
“comics loyalist.”
I'm drawn to the

want to use my

comics as a

: of my life, T probably will.
permanent. < é \\
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/ I'm what T dlot

I'm not in

I don't put

kinds of things only
comics can do.

stepping stone to
television or
Hollywood.

it for the all of my comics
memorabilia, in plastic
action figures or

! bags.
trading cards. _

And I don't
pin my hopes on any
one genre -- not
power fantasies or
autobiography or
science fiction or
funny animals.

All T want is to
see comics dS comics
reach their full potential...
and to reach my own
along the way.
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Even as a kid, I was more interested in comics’
future than its past or present.

As a young American mainstream fan, I always
responded to the artists with the weirder, more
innovative styles.

I gravitated first

to the more
adventurous
superhero artists --

-- then to more
challenging and/or
titillating power
fantasies from
abroad.

And soon discovered
the forward-thinking
art of early

pioneers --

-- eventually traveling
to some of the
furthest corners of
comics for
inspiration.

But I never became

E attached to any one vision

of comics for long. I felt like alf
of them had a piece of the

{M And when my own

M career began in the early

Eighties, 1 felt, as many in my

/ generation did, that American comics
were about to come together

@ in a big way.
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Panel 2: Jim Starlin’s Warlock. Panels 3-6: The Hulk drawn 8
by Jim Steranko (script by Stan Lee); “The Long Tomorrow"

by Dan O'Bannon and Moebius: The Spirit by Will Eisner;
Gegege no Kitaro by Shigeru Mizuki
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The American comics
business had begun to reinvent

itself with a gradual proliferation of comic
book specialty stores and the more varied

and plentiful supply of comics that arose

to fill its shelves.
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Comics' public image began to swell due to an
increasingly adventurous mainstream and some
insanely popular f/icensing.

The Dark Knight Watchmen by The Teenage Mutant

Returns by Frank Alan Moore and Ninja Turtles by
Miller. Dave Gibbons. Kevin Eastman

and Peter Laird.

T-Shirt
frommy own
superhero
series Zot!

Self-publishers and
independent creators also

the lanqguage of familiar genres --

\

Megaton Man
by Don Simpson

proliferated, expanding comics content.
Some, like my own crowd still drew on

-- While others created more truly independent
work which sought to reach beyond comics fandom
and strike a chord in the real world outside.

2\
Maus: A Love and Eightball by Dan
Survivor’s Tale by Rockets by Los Clowes.
Art Spiegelman. Bros. Hernandez.
Tales of the American Splendor  Yummy Fur by
Beanworld by by Harvey Pekar Chester Brown.
Larry Marder. and various.

overinflated view of their own era,

but 1984 to 1994, my first ten years

making comics professionally, were an
irrefutably exciting time.
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I suspect that M
generation of artists has an
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/ Sales were \ It wasn't.

up, innovation It was our peak.
was up, Our public
image was up -- and
we all hoped it was

just the beginning.

And the
decline that

followed was a
hard one.




From 1994 to 1998,
a huge number of
American comic book
retailers shut down.

Too much of comics’ growth had been built on a
of collectors-item speculation, utterly
touch with the works' content or even
the simple principles of supply and demand.

bubble

out Ofﬁ

CORIIG Six

-

GOING | |-
OUT OF |1}
BUSINESS |-

When the bubble
burst, many fans /eft
comics entirely,
soured by their
experience.

beep
beep

The more innovative
work -- a traditional
predictor of future
health -- had always
comprised a small
slice of the industry
pie --

-- but as the pie
Shran
slice,
creat
longe

k, so did the
and many

ors could no

r make a living.
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= We had great hopes
'/ for the future of comics in the
early 90s. In the face of such a
severe crash, those hopes may seem
to have been misplaced.

W But }
were
they?
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at least.

Comics professionals didn't alway
long-term goals for the art for
industry, but there was some common ground

s agree on their
m, or for the

™\

Ideas that few objected ta, and many
worked hard to achieve.

Oone: That comics
can yield a body of
work worthy of study
and meaningfully
represent the /ife,
times and world-view

&C/‘fmn/

S

Ccomics as
Literature

10



TWO: That comics'
formal artistic
properties might be
recognized as capable
of achieving the same
heights as forms like
painting or sculpture.

Three: that comics
creators might gain
more control over

the fate of their

creations and a fair
financial stake in
them.

Four: that the
business of comics
might be reinvented
SO as to better serve
producer and
consumer alike.

Five: That the
public perception of
comics could be
improved to at least
acknowledge the
potential of the form
and be prepared to
recognize progress
when it occurs.

institutions of higher
learning and the /aw
could overcome
popular prejudice and
treat comics with an
even hand.

Scrutiny

Institutional

could appeal to more
than just boys and be
made by more than
just men.

Gender
Balance

S
) /
& %) ol ool e
O ~
@
o 7
comics Creators’ Industry Public
as Art Rights Innovation Perception
SiX: That Seven: That comics Eight: That comics Nine: That comics
could appeal to and was capable of
handling a wide

be made by more
than just straight
white upper-middle
class males.

Minority
Representation

variety of genres,
not just adolescent
power fantasies.

Diversity
of Genre

11



Despite many subsequent
setbacks, those ten ueq’rs from
1984 to 1994 did, in fact, show genuine

progress in most of the%e areas.

Art Spiegelman’s Pulitzer Prize for Maus and
subsequent Museum of Modern Art show were
symbolic victories for the cause of comics as
literature and comics as art.

?
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And some progress followed as é)thers published
works of relative seriousness, dfpth and formal Creator ownership and
complexity. control made impressive strides
‘ from 71984 to 1994, becoming the
. norm in some sectors of the industry --
though not always in the way my peers
and I anticipated.
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From Hell by Acme Novelty “Discovering | | 1]
Alan Moore Library by Chris‘ America” by
and Eddie Ware. David | L]
Campbell. ‘ Mazzucchelli. /
i
And though it’s grown decrepit) of late, the Encouraging dains were made in public
comics industry did at least grow for a time perception. Comics coverage in the print
with many hard but valuable /efsons learned media was substantially transformed as
along the way.* media-savvy comics readers were given
assignments formerly handed to outsiders.
 ©
\/ N
Comics even gained a faint aura of
coolness that has yet to dissipate entirely.
*As the Eighties began, many comics ’ 1 2

shops didn't even have cash registers! ‘




The official scrutiny -- as did the

of academia turned unwanted scrutiny of
increasingly to comics self-styled moral
during that era -- guardians, using

target comics
retailers.

O

obscenity laws to

Progress in comics by and

for women has been impressive,
though the prevailing boys’ club
culture is far from dispelled.

>
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(

The same was true for minority represen-
tation, though it's been an even bumpier

N

ride and the statistics remain daunting. \)

)
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Finally, the quest for
diversity of genre moved

slowly forward during those ten
years. Against a sea of superheroes
other genres tenaciously
held on.
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;g ,[ And still do
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When the speculator
market fell apart in the mid-90s
it left all these would-be revolutions
starved for ammunition.
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But for the substantial
number of artists working every
day to pull comics out of its slump,
these causes are as real as ever.
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The most serious
threats comics faces
now are the loss of
new talent as viable
professional oppor-
tunities dwindle --

-- and|the loss of
new readers as the
visibility of comics
as a pastime is
diminisred.

As the Nineties drew to a
close, those still making comics in
North America included some of the
brightest, most talented and diverse
cartoonists of the century.*
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Increasingly insular, many of comics' young
progressive talents continue to delve deeper
into the art form's unexplored potential like
miners searching for a new vein, sending less and
less to the surface.

If there is a
“mother lode”
of new ideas
waiting to be found,
it may all be worth

—L but if the
business of
camics doesn't
improve soon, those
new ideas may remain
burjed for a long

time.
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Fortunately, the story of
comics in America is one of constant
innovation. Whatever the state of comics
at the century’s end, I'm betting that the
next generation won't rest --

-- until they've
reinvented the medium
and the industry from
top to bottom.

b AN

*If you know where to look! As in all media,
the best artists are rarely the best sellers.



Even when American 4 Although comics and
newspaper strips were in their newspapers were a marriage of
infancy, there were artists willing to W convenience, and not always compatible,

challenge the status quo and exploit \ ¥ many artists fought successfully throughout

comics’ great untapped potential. o the century to break out of the box and

P CON create something genuinely new in the only
venue available to them.

. & A0
Winsor. McCauy's Little Ne
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As comic books and newspaper inserts
made /onger works feasible in the fourth and fifth
decades, a few pioneers foresaw the liberating effects of
an /ong form comics and set their compositional
genius to the task.
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A generation /ater, the "‘ Yet even within the

job of reinventing comics fell to I strict confines of often
a politically-aware group of wry limited genres, artists would
iconoclasts who relentlessly mocked emerge with compelling new
the status quo -+ visions of comics’ potential
: i power that --

= W T

We also saw, J[;ost vividly in the
underground movement of the /ate 60s, early 70s,
that even when there is no established market for a body
of work, artists with something to say will find a way
to break out!




-- and watched in the
last fifteen as new artists
broke out under my nose and

fascination as underground

. B\ Y77 SITRN -: y
In the last twenty a\ ‘
years, I watched with ‘

sensibilities, formal ambitions and & fueled a revolution still too v o
international cross-pollination have \ new and near to classify. W&o
invigorated American comics -- : o
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eiman's _*Ace Hole: Midget Detective”
NS

Tl
It hasn't often paid to be a pioneer* in

comics, and some of our greatest innovators /abored
in obscurity for years, though the mainstream usually
Sits up and takes notice eventually.

/

Chris

Al

Ware's Acme Novelty Library.
1 A 3\ ) AN

*Definition of a pioneer: That guy in the path
ahead of you with the arrow in his back!



Instead, they usually -- and grow as others
begin with the vision Join one at a time.
of one or two /one

Ji{“ rebels --

|
Such revolutions| in
comics have rarely been
the product of centrally
planned group efft ‘ rts.

Because they grow
organically, such

movements tend to comics, most movements have
produce deeper roots taken hold at the expense of

and last /onger. ‘others. As one type of comic begins

to proliferate, another begins to

wane --

-- leaving comics
with only one or
two dominant styles

Unfortunately, in

',
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j' \ \\ N
f
To reach its full potential, both This was the |
as an art form and as a market, comics kind of expansion Better /ate
must expand its territory, plunging into many many of my peers and I than never:
areas at once and not Iosing si?ht of past hoped for but such hopes Here's how I see
gains as it chases present|goals. were never clearly comics’ future at

its best:

expressed.




Comics is one of a small handful of basic art forms and communication media. I want to see it take its

place among them as a viable option for creator and audience alike.
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Comics may never attain the popular heights of the moving image or the ubiquitousness of the

spoken word, but it doesn't have to.
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Even if relegated
to minority status,
comics offers an
invaluable window
through which we
can view our world.

N
N
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Today, the moving image -- both through
movies and television -- accounts for the lion’s

share of such windows.

-8

Comics, like
other minority
forms, are vital to
diversifying our
perceptions of
our world.

Q
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The best way to understand the nature of our
environment is to return to it from as many
vantage points as possible -- triangulating its
shape from without.

To be a part of that
process, comics needs
to appeal to basic
human needs and
desires -- offering a
view of the world
worth returning to.

To start with, that
means tailoring
comics to a much
broader audience,
incorporating a more
diverse spectrum of
Styles and subject
matter.

19



On a more fundamental level, iq means offering
a world far more vivid and memorable to the
reader than what comics offers now --

-- and establishing direct, meaningful
exchange of ideas and experiences
between creator and reader.

enjoyment, rather than on short-term
\

I see an industry based on consumers' genuine

exploitation, inbreeding and second-guessing.

birth --

of smothered at

An environment -- and where that
where positive innovation comes
innovation is from all quarters
rewarded instead of society.
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I see a time when the local
Poper comic book store will actually have a __jJ
reason to sell comic books instead of
action figures, trading cards and

(TN [l

A place where
superheroes will be one of
many genres of comics, not
the only choice.

role-playing games. “— =0 _ - )
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I see a comics culture
that preserves and
appreciates its past,
but doesn't wallow in
witless nostalgia.

A form of expression
still available to
anyone with a
dream --

0 8
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-- and a form of
enjoyment that doesn't
\_ Cost an arm and a /eg!

Put it
over there.

If you're involved in the
world of comics in any way, even as
a reader, you may already share some
of these goals --

-- or at

least share some
of the sentiments
behind them.

In the first half of this book,
I'd like to reclaim those nine revolutions

my generation has left yet unfinished.

And consider
how such efforts
may work in concert
to change comics for
the better.
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NN

But as with </
Understanding Comics, T'll be
discussing issues that extend far beyond
the territory of comics; ideas that I hope
will be useful to anyone interested in art,
communication and technology.
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As with any medium,
only the tiniest
fraction of comics’
potential has ever
been fully
demonstrated.

N
N\

/ Perhaps by
attempting to

unlock one art form,

we can find hints of

the master key that
unlocks them all.
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Comics as
literature

@) Q)
g g

Comics as art

%

Creators' rights

e

Industry
innovation

Public
perception

O,

i

Institutional
scrutiny

Yo

Gender balance

Minority
representation

Eon
Diversity
of genre.

at three n

The second half of this book

ew revolutions -- all dealing with computers -- which
have started to come into their own in the last few years.

will take an in-depth look

=

v o1

o0 1®
Pa
fAEH Digital Digital Digital
l\:ér production: Delivery: Comics:
(N The creation of The distribution The evolution of
comics with of comics in comics in a digital
digital tools. digital form. environment.
2 = i VTN 0
= These twelve Creators’ rights
— revolutions don't can benefit artists with =
always overiap. few literary ambitions,
for example.
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/ / 71 But this is only
~—_ A a problem if we see

comics as a single
indivisible entity --
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-- unable to move

to alnew territory I think the
without first challenge for The
abandoning its comics in the 21st challenge is
present one. Cefnturu is not to move to grow
] “forward” as so many !
would have it. outward.
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Here then are twelve
directions comics can
grow in.
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Many are stalled
as I write this. Some
even losing ground.
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e

Twelve roads out of
apathy, inertia and the
status quo.
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But the

O]
potential for any one

of these factors to change
comics is as great as ever.

As we visit each one in turn, I'll T'll have a
evaluate the current state of that revolution, lot more to
offer suggestions on where it could go next and say about some

consider the broader issues it raises. revolutions

than others.
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For example, the last
three revolutions which
comprise Part Two will cover
nearly as much ground as the
first nine combined.

As with my
first book, I hope
to offer a starting
point for debate --
all biases on the
table --

-- and invite others
with vastly different
biases to join in and
help assemble the
broadest possible
picture.

The solutions
to comics’ problems
won't come from the
top|down but will grow
up from the best of

Understanding Comics
was my bid to
describe the cool
internal workings of
comics in a value-
neutral context.

inevitable.

many ideas.
i I
. AQ% 7 o=
? ? 3 ' Yy e
: : Yot b %

; ; : | B L . o
This book is my bid to : «n
describe comics’ Of course, -- but *"\\\4
external iife, in he world of I'll try VN
which some value value judgments is a anything N
Judgments will be messy place, and once, so... breach!

I'm not a messy
guy - 8.
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GIANTS




SETTING COURSE

A “LOY\/" Art Takes the High Road

‘ -
A

| é o
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Around 1940, Will Eisner,
creator of “The Spirit.} gave an
interview to the Baltimore Sun in which he
proposed that comics weré a legitimate
Jliterary and artistic‘ form.

The guys
back at the shop
sure had a field day
with that one.

Talk of
comics as “art”
or “literature”

didn't go over well in
the old days.

Not much had changed twenty years later when
Will was attending an N.C.S.* gathering in New
York. He spied the legendary Rube Goldberg
sitting to one side and decidetho approach.

Somehow, their
conversation turned
to Will's views on
comics' potential as
an art form.

Once he'd heard
enough, Goldberg
banged his cane on
the floor and said:

That'’s
bullshit, Kid! We're
not artists!

*National Cartoonists' Society.




We'[e_
vaudevillians!
And don't you ever
forget that!! /
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in on-stage “chalk

“Vaudevillians...” Tt
sounds weird now, but to a guy as
old as Rube* it made perfect sense. He
and many other cartoonists had participated

talks” at New York's

great Vaudeville houses.

7" The “funnies” of his day

were indeed much like a
paper Vaudeville.

To many in Rube’s
generation, though,
comics’ origins not only
defined its character
-- but its future as
well.**

This attitude -- that comics should remember its
place and never get too uppity -- was shared by
many of comics’ best and brightest.

“It was a communi-
cation form rather than
an art form. I don't
think I ever heard
anybody use the phrase
‘art form’ as such.”

-- Milton Caniff

()

“Inspiration! Who
ever heard of a
comic artist being
inspired?’

-- George Herriman

For decades, Will was

virtually alone in his vision for
comics; like Don Quixote, seeing giants
where others saw only windmills... 4

Plenty of
great work was
produced during

these years --

I 2 [ ¥

-- but almost always in
the form of humble
entertainment. Never
too serious, never too
daring, and often
aimed at the young

When more mature themes were explored -- as
in the E.C. war comics of the late fifties -- it
was done in a sensationalist style and format
suitable for the adolescent male readers that
were the industry’s bread-and-butter.

FROM NORTH KOREA !

BUT ALL WAS NOT WELL! THE  THE SOLDIERS CAME
NEXT YEAR BROUGHT SOLDIERS WITH SUBMACHINE GUNS
AND WITH DEATH/

THE SOLDIERS CAME ON
FOOT.! THE SOLDIERS
RODE IN TANKS/

Panels from Harvey Kurtzman's short story "Rubble.”

"Goldberg was already a teenager at the turn of the
century when American newspaper comics were born.

27

**To be fair to Rube, my phrasing

doesn't necessarily describe his own views.
See Bibliography for further reading on
this remarkable character from history.
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In 1978, Eisner -- still
known primarily for the comics
pages he penned 30 years|earlier* --
created a 178-page comic called “A
Contract With God” and quietly
inaugurated a revolution in the way
American comics were

Though technically a
collection of four
short stories, Eisner
termed his creation a
“graphic novel.”

viewed.

Ironically,
after 40 years of
magazines called
“comic books” --

-- the field finally had a
comic that actually
Wwas a “book” and its
author couldn’'t use
the term without fear
of degrading the

%}(y

Despi\ e its bizarre origin, the term stuck --
and so did the idea. A Contract With God
was a serious work, drawn from Will's own life
experience and a sincere exploration of
comics' storytelling potential.

I
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Like the E.C. creators,
Eisner didn't abandon
the cartoony
exaggeration and
accessible writing
style that marked his
early work --

T AsK
You...NERE
THE TERMS

-- but he had turned
those talents in a
striking new direction
and others gradually
followed suit.

*The Spirit, a multipage newspaper comic

A fe1 works, like Jules Feiffer's “Tantrum”
published a year later, followed Eisner’s lead
closely (though Feiffer™ went with “novel in
cartoons™ and further demonstrated the
possibilities of long-form comics.

ot -

Many used the term
“graphic novel” more
cynically, to
repackage run-of-
the-mill stories from
popular mainstream
titles.

section, highly influenced the newly-born 28

field of comic books.

**...or his publisher.



But even within mainstream

genre comics, writers like Alan Moore Slick white paper and a
and Frank Miller began to see longer square binding are no guarantee of
formats as a haven for much more literary merit, and great ideas can as easily
complex and challenging work. be scrawled on cocktail napkins --
ﬁ N\ 7 x‘\ < ~ s L 0
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watchmenby | &
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Alan Moore and
Dave Gibbons.
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/LLLUJ—J—LLUJ—U—U—LLLLLU\L Periodicals have
-- but in moving from traditionally carried

periodical to book, an implicit claim of with them the the promise of
permanent worth was being made -- a claim connotation of something
that had to be justified. disposability; of more.

-- while
books brought

temporary worth --
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_ For many, \ Yo Art Spiegelman's Maus: A Survivor's
this was the book 73 Tale, a comics memoir of the author’s relationship with 7
that most forcefully (o his father and of his father's experiences during the Holocaust,
de//ve_red on that { raised the bar for all subsequent efforts, both in its seriousness
promise in recent ’ of purpose and the uncompromising dedication of its Le.
execution. 4:,,\;)
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/A?a-us hit bookstores in

1986, and its author, like Eisner
before him, hoped that a flood|of other,
equally serious and ambitious work

Many would be
distracted in the
next few years by the
shallower, yet more

But as the
90s wore on,
an encouraging

would follow. tangible rewards of generational shift
g comics’ brief took hold.
Sadly, the speculator-driven
“flood” turned out boom.

to be more of a

| trickle.
T AT =

\ﬁ% |1t

AN =2

3

For all our pretenses of While some of our
“independence,” the morE original
stories my peers and I contemporaries had

g In contrast, the 90s gave Y
birth to a more autonomous tribe of

offered in the 80s had
drawn heavily on the
mainstream’s
derivative, genre-
based sensibilities.

¥_V/

often seemed to be
self-consciously
reacting against the
mainstream.

revolutionaries whose stories explored the
medium of comics in an affirmative and open-
hearted way, without the need to constantly
reiterate what they weren’t.*

\

And despite dwin
financial rewards, some artists in my
generation have -- as if rising to a challenge
-- written stories of increasing depth and
subtlety throughout the decade.

dling

\

[T/

1 |

..;-Q\é‘v‘-—/
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IF T GET
W 16 wiLL You
EAT HALF OF /Y
ITZ

Dan Clowes' Ghos:

D/*

‘Eww ==
on MY Gol., win

YOU LOOK AT THIS
\T'6 TOTALLY PORNO-
|6 RAPHIC! wHO Do
THEY THINK THEY'RE
KIppING 12 29
T —

World.

30

Novel” hasn't been

But with the
combined talents of
several generations
doing some of their
best work ever --

Eisner’s revolution

is by no means
complete. The “Great
American Graphic

written yet.

(1

o

--arough draft is
definitely under way.

*See end of book for art credits. If these faces don't
look familiar, don't be surprised. Many are not big sellers.



Measuring our
progress in this area
is difficult when a
practical definition
of high literature is
somewhat elusive.

But, we can look at
some of the virtues
rightly associated with
great writing and see
how modern comics
have begun to

incorporate them.

T

Depth is one such virtue. Comics has long been
perceived as a linear, plot-driven form, lacking
prose’s ability* to handle /ayers of meaning --
Subtext -- within a story.

Skating along the surface without ever probing
deeper.

But various works
in recent years
have yielded new
strategies uniquely
suited to comics --

-- which can help a
story's double life
emerge visually.

1994's Jar
of Fools by
Jason Lutes is an
interesting case.

Lutes’ modern
melodrama was
written and drawn in a
simple, accessible
Style, but readers
willing to read
between the lines
found their efforts
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To help make sense of
the following excerpt,
here's a micro-
synopsis courtesy of
Lutes himself:

N \\\\\\\ \ \\\ \
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“Magic has lost its
meaning for an
unemployed magician
named Ernie Weiss.

*Prose is a part of comics’ arsenal, of course, but has
historically played a severely restricted role compared to

classic works of literature.

“Haunted by the
death of his escape-
artist brother and a
failed romance, his
remaining hope lies
with his aging mentor
Al Flosso.

7" Well? ‘Dja R
I\ get everything? Jo

Matches?
Ya got box matdhes
in thece?

1 got everythin

Do
onthelist. ol

WBut Al'is a fug/t/ve
from the retirement
home, slipping further
into senility with each
passing day.”

Pr T=x
&
BNy

In the following scene,
Al is helping Ernie get
back in shape for a
comeback.

Seen earlier, on Ernie's
door, was an old
poster of Al from his
younger days.

Bear in mind also that
Al is entirely dependent
on Ernie’'s hospitality.

What kinda trick

Litte trick called
you do with an f:

breakfast.




Throughout Jar of Fools,
Lutes alternates a few basic
themes on aimost every page.
Here are some examples:

I wonder
if someone in the 2 i .
audience might lend 4
e 5 dollar b7 4 E// e‘

“C’'mon smile!” By this point
(page 51), we've seen ample
evidence of Ernie’s chronic
depression -- yet this simple
inability to smile drives the
point home in a scene
ostensibly about something
else altogether.

Pleaje doserve : the (
marr‘xage of commerce
a0d 4%) cholesterol.

Fold it
nice ‘o’ bight
this time, an’
keep lookin’ in
the mirror,

Al's breakfast reminds
us, even as he takes
command, of how
each character is
dependent on the
other for survival in a
rather bleak-looking
world (see panel 1).

Hold on justa i

minvte — the
what?! A@
Y

e what ? Magic itself is an underlying
> motif. Notice that Ernie

performs the trick for us.

Throughout the book are
tricks, illusions and
mysteries occurring as part
of everyday life -- magic as
a powerful but dormant
force.

You're talkin’ over
eople’s heads,
here!/ Ya wanna
distract ‘em,

/ No nono—
“Can someone in
the audience lend
me an egg,”
that’s Funny.

Jesus,Eddy, didwt X They were right(* s —
that crowd at the there with ya,
.‘ Pelican Room last O until that crack
. ul

May teach ya

No element is wasted.
A reflection in a pair of
glasses helps evoke the
wall of alienation that
abruptly descends
between the two, while
a small “clack” rather
than an angry “Slam!”
indicates a disoriented
exit, not an angry one.

Finally, in
those /ast three
panels, we see an
isolation so acute that
it reaches out to
Fx inanimate objects for
company; plus an unfulfilled
need for approval, and a
clear suggestion that the
history of that need
spans many years.

T pulled off the sleight
pretty well, didwt1?

N
i




pretty well, didnt1?

T pulled off the sleight H

Lutes even

breaks an oft-

cited rule by turning
his “camera” 180

Such visual strategies set
comics far apart from prose when
handling subtext but they are also quite
different from those in other visual
media like cinema.

> V=

degrees again and again ' \ ~L
to create a sense of Lj l, | ™
i confrontation, willing | —] \ ,
Vel or otherwise in = ,) ’
( di ) these panels. \ \ —’“/ . {
| =
t 21 el

The combination of Lutes keeps In Maus, Spiegelman

simpler, more his symbols on a chose to represent Jews as mice
selective imagery back-burner for the and Germans as cats when adapting his
and comics' many most part, but other father’s experiences in the Holocaust and
frozen moments
lends a less fleeting,

less transitory feeling
to each moment --

late 20th century
cartoonists aren't so

shy.

-- imbuing even —1

incidental images Note that though Maus is non-fiction, i
with a potentially = told in a narrative style relevant to
symbolic charge. storytelling in general.

depicting their present-day relationship.

ON THE ROAD WARS |y ¥
ANOTHER PATROL,

9= %

But, as the book progresses and the metaphor
becomes increasingly problematic, Spiegelman This visual
allows the buried symbols and meanings to be Jousting

exhumed right before our eyes. between text and

subtext is hard to
imagine in any
other medium.

His place isoverrun with
stray dogs and cats.

Thus it's now
beginning to be
appropriated by a
more formally
conscious generation
of creators drawn to
comics’ unique
properties like moths
to the light.

Can | mention this,or
does'it complddiely .
| lovse vp my me‘faphc

Suddenly the book’s mouse protagonists become
humans in mouse masks, the past physically
encroaches on the present, and Spiegelman
engages in various self-referential contortions.

7
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: = An entirely 5 ;
different ) e
approach can be "GO &
seen in Chris Ware’s
Acme Novelty >
= Library. 4 %
A KX
,/ i Y et 4
o ware's
WITHOUT EVEN KNOW- | [THE BuSY 51GNAL HAD : outrageously
ING 1T, HE HAD COME | | NOT BEEN ARBITRARY... W 5,3 g 9 complex pages often
To A DECISION. vl ) k o d
,‘}jf %) «»(‘K 0 no more than :
z i @ deliver a single ‘
D '

morbid “gag” as
payoff.

AP

B L

- ; - = \'r Il Yet, by
| i — NI v returning again : 9
: | £ » and again to the same @%
unsettling themes, - -
ﬂmm 4 Ware is able to develop s
metaphors doesn’t automatically them with great - , ,
draw out subtext in fiction, bt when those richness. 2y bE N [
symbols echo one another and relate directly to T gy BN
the story's central themes, the results can be Ideas seen
mesmerizing. ,_ from many
' V} %‘} ) } angles: a kind of
. | E thematic
{} - P — triangulation.
Panels from a 1994 ey R = ! ?\
comics adaptation T == —
\ | ) of PaulfAuster‘s \ | ) ) B B
C P = City of Glass.* q o S PP %’\ -
A \ A Al i ‘yR [=] @‘
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When considering -- but equally important Density also brings up

comics’ ability to is narrative density -- how much the uncomfortable
handle depth in information is delivered in each page or question of whether
narrative, one would panel. A single panel -- even a silent one -- the readers are getting
assume that /ength is may speak volumes in one book while whole their money’s worth
an important factor pages of another tell us very litt/e. per page, but we’ll get
and it /1§ -- to that in other
chapters.
Il
N
1 ~,
- “/4 y
/
£ /
T A { N—
\
L2 A

*Art by David Mazzucchelli; co-adapted by Pdul Karasik. 34




Depth’s natural corollary Xj
breadth is another virtue associated with Another quality of
mature fiction. Comics' ability to grapple with a enduring prose is realism through
diverse array of subjects and viewpoints is observation, a naturalistic approach to
much in need of improvement. the details and te;(ture of everyday
life.
- That’s why =
= : < T'll devote a = “’"-;J
whole section to ) '
it later on. Z s ‘ f /
) YN P
A\ AN
.; ,' ; >, \ I ( /c
7 P >Ny
7, z HPH
= % | B
‘Q@ 2 4 >
A
In a medium When depicting everyday events, comics writers The visual
associated with face many of the same challenges as prose approach to
escapism, any writers -- capturing the detail and subtlety of realism again offers
concession to the human activity, and being brave enough to chal}enggsdumsgeet{o
real world may be show readers the whole picture, however C%rplggbrgac%es pec
striking. discomforting the results. been tried.

EVERYTHING TVE BEER READING ASOUT IS
KIND OF CHEMOTHERAPY SAYS THAT MOOD
CHANGES ARE COMMON.

YOUVE CERTAINLY BEEN THROUGH A LOT. I'M

WONDERING IF THE LEVEL OF THE DRUGS I'VE

BEEN GIVING HARVEY HAS BEEN CHANGING TOO
MUCH, DUE TO HIS RAPID WEIGHT LOSS.

WE MUST FIND THE

ORB OF POWER 0r
ALL MANKIND IS

YES! BUT FIRST -- TO
» From Our Cancer Year by Harvey Pekar, Joyce
HEMEN'S ROOM) Brabner and Frank Stack. ’ ’
For the direct approach ? g But, of And the details which
comics artists may choose to depict y course, the may be drawn with
their worlds at a nearly photographic level of realism of a great such care in prose are
detail using traditional media, computer novel or short story is often the details of
; graphics or actual photos. about far more than human society, rather
descriptions of than physical
- surface detail. environments.

s
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No, come o
bigger? Mes. Bigger
or baby Bigger?,

n--who's

1 really didn'l have a clue when | starfed this
thing, I+ was crazy fo think | could find Kalo.

For even a few simple
lines, when placed in
sequence, can capture the
rhythm of the unbidden
images that our eyes
encounter every day.

Only nawy, affer itudying . tons of old magazines;
‘ab#’ see th; " hundrt‘di! of

excerpt from Its a
Good Life if You
Dorn't Weaken by
Seth.

B

This may be
why a growing
number of comics

creators in pursuit of a
sense of the real

sometimes opt for styles
of drawing that are, at
first blush, anything
‘ but...

The rhythm, not of a
narrative, a story, or ,7
a play put on for our

benefit, but of the
simple experience of
being alive on Earth.

N\ — =
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Meanings _}
s optional.
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In North America, comics have
long been confined to short periodical

installments and have dutifully adapted an
efficient “just the facts, Maam” approach to
storytelling.

NOW ARRIVING
IN BERLIN --

THEN WE MUST
GET TO BERLIN --
AND FAST!

The transitions from
one panel to another
have predominantly
been in the form of
discrete actions.

And the choice of
actions has been
traditionally based on
keeping the plot
moving.

PROMISE ME YOU
WON'T DRINK AND
DRIVE, CARL.

These examples are from
Understanding Comics.
No, they're not real!

Though longer
formats have begun
to proliferate, North
American storytelling
is still emerging from
its periodical

cocoon --

I fiy

Now Sir.. how
may [ help you?

--and has yet to
stretch its wings to
the degree other

within moments may be one of the
central motifs of this revolution of
mature comics which, in many respects,

Finding those moments

is still in its infancy.

media have.

Realism and the art of
caricature might seem strange
bedfellows, but comics artists who
employ the art of exaggeration --

i N
\ \g

-- often succeed at
capturing the wide variety of real
world human appearances in a way many
more restrained and “serious” creators

Above: Some of the many faces drawn
by the still-active Will Eisner.



fiction or nonfiction, can se

and political purpose as it helps

\\\ the distorted images of societ
M.

fed to us by mass med,

In some ways, a truly
honest account of everyday life, in

nve a social
to counteract
y continually

-- especially if the lives

portrayed are not the

beneficiaries of society’s
status quo.
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Social and political impact is

North American comics have perid
that direction.

in itself,
another hallmark of “serious” literature, and
dically swung in

Two panels from “Home" by Eric Drooker, included in
Flood, a collection of silent scratchboard comics.

The potential of
comics to shape
public sentiment has
at times, seemed
quite strong.

,"pé, oY =rx
/'/,:: PRESIDENT?

SORRY TO DIS~
TURB YOU, SIR ..

Doonesbury by G. B.
Trudeau.

panet ;|
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And whenever
iconoclasts have
reigned there was at
least a dormant, and
often active, political
dimension to their
work.

1

Image from the R.
Crumb Sketchbook.

= 45 E\\& ENE
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As I write this, comics’
current crop of
revolutionaries is

not without their g

political views, but on

the cool formalist side d
of the fence.*

eneration of cartoonists may be on the
wau, but though they'll put them to different
the whole is a bit on uses, the narrative tools developed by the
urrent generation will continue to be of

This will almost certainly
change, and a more political

great value --

\
//\/\
2

-- to whoever uses
them next and for
whatever new
purposes they're
made to serve.

\%

*As am I, so I'm not going to have
as much to say about this one.
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Emotional resonance, the
forging of an emotional connection
between creator and reader without
resorting to cheap manipulation, is another
frontier being explored today.

A

Some, like Chester Brown and
Gilbert Hernandez take advantage of the
cumulative effects of novel-length works to
connect with their audiences. Others such as
carol Tyler and John Porcellino may hit their
marks in @ few short pages.

The emotional impact
of a work is as In considering comics The partnership between creator
Subjective as anything creators’ relationships with and reader in comics is far more
we've discussed, so I their audience, though,it’s intimate and active than cinema,
can't say much about worth noting that those while comics’ symbolic static images
the mechanics of it. bonds are far different from may cut straight to the heart
the ones forged in cinema without the continual mediation of
and prose. prose’s authorial voice.
e 4 |
. « . NN
[ u D _
_g\\\
N
\
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On the cutting edge of comics' literate forays
are effects so peculiar to comics that they
defy comparison to any other form, such as
the differing views of the world presented by
Dylan Horrocks' cartoonist-narrators in his
graphic novel Hicksville.*

Or the strange narrative
splicing in Richard Macquire’s time-
hopping short subject “Here.”

1975 JARRRY B/RTHORY DEAR BAVMY

\
A\

™~

*Note: Although discussing English language comics has mostly
led us toward works from North America and England, there
are exceptions. Dylan Horrocks is from New Zealand.
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Fiction and nonfiction bleed into one another
easily in comics. The first time Maus hit the New
York Times Bestseller List it was mistakenly listed
as “fiction” and one look at its protagonists
shows why.

Much of
comics’ more
serious contemporary
fiction has its roots in
early forays into non-
fiction, especially
autobiography.

UL{MT]

|l

Wi
18 ,“

Though meticulously
researched and

And those lines speak
in the distinctive

In the /ate-80s and early-90s, cartoonists
embraced a decidedly unglamorous confessional
style of autobiography, as if to consciously
contradict the mainstream’s popular power

documented, voice of the artist
Spiegelman’s world is far more than any
one constructed camera or news
entirely of /ines. article could.

_—ZH

fantasies in every respect.

BUSY P! HAH! 1 cant
REMEMBER THE LAST TIME I SAW
YoU WORKING ? IT'S No WONDER
YOU'RE ALWAYS BROKE !
WILL YOU LEAVE ME ALONE !
WHY CAN'T YOV JUST LIVE
AND LET LIVE P! cumisr...

LOOK’” I'M WORKING !?

{4 I'M WORKING "' THERE?

HAPPY NOW ? HUH? HUH??

From Joe Matt's Peep Show.

For years, Harvey Pekar’s American Splendor had
been a lonely standard bearer for comics
autobiography,* but suddenly the “Alternative”
shelves were swarming with the|things -- amost
enough to constitute a full-fledded genre all
their own.

Though seen by some
as a creative dead-
end, this phase would
eventually produce a
modest quantity of
accomplished and
memorable work.

S0 ONE DAY WHILE WE WERE

From Chester Brown’s
I Never Liked You.

Work which would

inform much of the
naturalistic fiction
that was to come.

Lers see now.
over cn Mckellar,
Straight down

Burns,and

o

Seth's It's a Good Life if
You Don't Weaken was
assumed by most to be
autobiography, but was
in fact fiction.

sporadically and were associated with the

*There were others, but most published ’
dwindling original underground scene.




The narrative tools developed by fiction writers -- though others like comics journalist Joe Sacco

are equally applicable to narrative non-ficton, as have experimented with brand new narrative
in the historical comics of Texan underground techniques to better suit their true-life source
veteran Jack Jackson -- material.

THE SITUATION IN MEXICO IS COMPLICATED BY THE 3
F CONFLICT BETWEEN THE FRENCH INVADERT ]
TUAREZ LIZERALS, WO ARS BACKED B B hOn
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Pure nonfiction Larry Gonick’s Cartoon History of the Universe ﬂi// Eisner\
comics -- those that and its many sequels set the tone for modern has long

examine a subject nonfiction comics but only a few have advocated the
directly without the followed his lead.* potential of non-
pretense of a story -- fiction comics but

remain scarce.

RERES To
THE MoNROE
DoCTR{NE!

that revolution has
yet to kick in.

Still, real-life The foundation for truly / This is the
sensibilities remain a adult comics** will always be the source of new
vital component of existence of more challenging and fulfilling readers without
comics’ literary front genre works for various age levels, and which the adult
line -- here too a revolution is beginning... comics revolution

would eventually

become an empty

room.
X{
o
/‘" N
-- and that revolution N
looks promising D \\
indeed. ...one we'll discuss in a few chapters.
P unn \
*Yours Truly is one of those few. Gonick's work, along 41 **an effort is under way to reclaim this term from the

with Spiegelman’s comics essay “Cracking Jokes,” helped violent and/or dimwitted porn it usually refers to.

inspire the type of comics you're reading now.
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The split between comics as
literature and comics,as “high” art may
seem to reflect comics own split &

etween
words and pictures...

(especially if you read too
much into my choice of symbols!)

ATI>

\ 17

But in fact, the And the
literature of comics split between
is a subset of the these two

aspirations has less to
do with words and
pictures --

much /arger issues
surrounding comics
and art.

a
O
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Now, as
alyvaus. it's
important to
note that the line
betw@en content
and form is a
b/zrrry one.

But generally speaking, our
first revolution, even at its most
formally inventive, is still geared toward
the stories, themes and ideas of a

[\

phenomenon that constitutes our
second revolution is more about the
frontiers of sequential art as a unique

-- while the “art comics”

medium of expressio‘f.

Tt
&

Art Spiegelman looms large in this revolution
also, due to his pioneering early work and the
influential avant-garde anthology Raw which he
co-edited with Frangoise Mouly in the 80s and
early 90s.

BREBKDOWN

Sl
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Both Eisner and
Spiegelman had to contend with
the frustration of watching American
comics lag far behind their European
counterparts in the 70s and 80s.

hQ

Well... a
piece of that
generation at
least.

Even though it's been a /long
time since Rube Goldberg's Vaudeville-
bred generation there still exists an
uneasiness on the part of some artists
concerning this idea of comics as “art.”

In the pages of Raw, Spiegelman and the French-
born Francoise Mouly showcased bold
experimental comics from Europe, the U.S. and
elsewhere, helping to energize a generation of
American comics artists.

And it's not just some
form of conditioned
self-hatred at work.*
These are often artists
with a great /ove of
the form.

B o B LX V] B4l B

vibrant and exciting art form
¥l precisely because of its outlaw status,
and the art establishment could do

-

To some, comics is a \‘Q.

-3

nothing to help it -- A ‘)i;f
BTN T L
& Xy JI"“‘":C -- and

N ;’“ much to
B =S " Stifle and
\ B AN o A
) /ﬂ B! : 5"“ spoil it. 4
o R Z5l

i / % L

That may in fact be But then
true. The effect of again, art and
institutional approval the art
and its attendant establishment are
financial benefits has hardly one and the
clearly been a mixed same.

bag for fine artists.

*Though I've seen that in action too, occasionally.



The regions
where art and
comics fraternize
is swarming with red
herrings.

Painlt COmicCs on a
canvas and frame it
and some will see it as
art for its physical
fbrm alone.
|

Place a comic under
glass on a podium in a
gallery and some will
see it as art for its
context alone.

D

Put the name of a
celebrated artist on
the cover of a comic
book and some will see

it as art forit's
authorship alone.

=

Sell an original comics
page at an auction for
10,000 dollars and
some may even see it
as art for its price

\

And why should it not work that way?

It does with everything else. You don't need
to have a postgraduate degree to know what
bread is. Bread has a form, bread has a place,
bread has a price.

Why can't

One answer might be

that art is of @ much
greater and /lasting
value than a mere

commodity like bread.

(Though
don't try telling
that to a
starving man.)

\ ;
A mare persuasive

argumbnt, perhaps, is
that art is an
intangible quality, not
a physical object.

R

Not
something
we can
see.

Why do we insist then
on dividing the world
so strictly into “art”
and “not-art” as we do
with bread and not-
bread?

1

T
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Isn't that
a bit hard-
edged for

something so

ethereal?

Still, it wouldn't be the

first time. We do like Maybe

our dualities: East and we're just hard-
West; Good and EVil; wired to see
Art and Commerce... everything in pairs.

By now,

I'm sure you
can guess that I
don't see art as

an either-or

proposition.

=va
CH

Especially
if you read my
ast book.

Now, if there's any one
part of Understanding Comics best
left on the shelf it’s probably my
definition of art.

go any
further, we'll

have to revisit

that minefield

First of all, I think we
should remove the
focus from the
objects or products
of art --

And look instead at So in order to sort

the process. Art as out what we mean

a branch of human when we say “art,”

behavior. instead of sorting
objects --

Q)

-- we
should begin
sorting
actions.

45
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And we hav

actions an

The life of any one

e plenty of actions to choose from,don't we?
human being could be seen as one immense series of
d actions-within-actions from birth to death.

Certainly there are classes of

activities that our society

cateqorizes as “artistic.

I hope I've demonstrated
how /imited those categories can

roughly
” be for our purposes.

sorting, I proposed in Understanding
Comics that each action could, itself,
harbor multiple mot/'vaﬁ‘/'ons.

]

If a man makes a toast at an office party, he
could be doing so for any number of reasons...

To Arnie!
Best damn real
estate salesman
in the business!

I want to
propose a

JN

\ A d ?
=N KN
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Now, I
could list a
dozen possible
reasons right off the
top of my head.

Maybe Arnie is his
boss and he wants to
get ahead.

Maybe Arnie and our
boy don't get along
but he's trying to
make amends.

| em—

—

[e]
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Maybe he wants to
impress the woman
sitting next to him.

Maybe he's practicing
his public speaking
SKills.

| =

Maybe he's distracting
everybody while an
accomplice picks
some pockets.

Maybe he sees his co-
workers as family.

Maybe he’s preparing
a sarcastic attack on
an arch-rival!

Maybe he wants Arnie
to share his sales
secrets.

Maybe he wants to
get in o' Arnie’s
pants.

Maybe he just wants
an excuse to drink
more.

_—

Maybe he's just trying
to fit in by imitating
others.

Maybe he honestly
cares about great
real estate
salesmanship!

Trace each \
of these twelve

possible motives to

their roots and I'll bet
you'll find many
common roots
between them.

Economic success,
either by climbing the
corporate ladder or
through shortcuts

W

Excellenoe

$

A desire to connect
with other people, to
“bond” and satisfy the
instinct that tells us
to stay with the
pack.

Intimacy, affection
achieved through
direct contact or
through societal
advancement.

o R
S

€09) QSD@

73

Servicing the needs
of the body,
whether naturally
occurring or due to
chemical dependency.

\QV

v}
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And finally, each of these motivations stem from -- the roots of \ For what race
|

those most basic of evolutionarny mandates -- which lie in the of creatures
to survive and to reproduce -- inexorable logic would be alive
of natural today without
selection. these goals?

Genetics

But in Understanding
Now that’s Comics 1 proposed
not the that the actions not
controversial part of that causal
part (at least not tree might, as a group,
in our school make a useful definition
district). of art.

\

Let’s say, instead of the proposing of a toast, we BN
look at an activity society views as “artistic.” \_f%}’/ W

Hold still, Irv! T just had a

sudden urge to paint your Now all

rait!
portrai 5;;; of those same Q@
motivations may Still

apply. Arnie might be
sucking up to a superior
0 © or looking to impress
~ potential mates, striving for m
marketable excellence,
readying an attack, working
for fellowship, addicted to

the smell of acrylics....
Sje) Whatever! @




But
what if his
efforts are neither
profitable nor
appreciated? What if he
has nothing to gain from
painting and knows it, yet
continues to do it
anyway? What possible
motive could
Arnie have?

&

®

If the only honest
answer is “the work” --

ey &
— =

=

e |

=1

-- then as far as I'm
concerned, you're
dealing with an Artist.

capitol
“A” Artist.
“Fine” Artist.
The real thing.

\ N
S & |
Q \Z N
\
| { A\
The truth is, though,
that apart from the -- such Instead, our modern
occasional madman -- pure devotion conception of artistic integrity --
and utter and I can get behind this one -- is that an
disregard for artist may hope for success but will never
consequences is alter his work to obtain it.
rare. _
2
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As with so many aspects

of human behavior, though, there
are virtually no absolutes between art
and not-art. Rather than black or
white, most are some shade of

gray.

Even the most /ofty
of pursuits are bound
to have some element
of self-interest in
them.

o Al

And even the most
trivial of actions will
have an element of
art... from the way
we sign our names --

—
OU
\\ .9

-- to the distinctive
way we raise a glass.



Evolution
sets a
narrow
path.

The artist breaks step...

P PO

Moves laterally...

The great
variety of
our actions

that nearly
every one of
them carries
us in the
same
direction;
fulfilling our
evolutionary
mandate;
locked in the
parade of a
million
generations.

f/ql" {,Qd? X
1

Sees the worid... Sees inside...

I

And sees the parade...

m
:‘ ,,6?)6;2(.@“

Thinking we
stray far
more than
we do.

=

The
boundaries that
result are
irrational and
arbitrary --

We all have But society
\ this ability and has named some of

we all exercise it its members “artists”
to varying degrees and some of its
A creations “art” in hopes
of making sense of the
world.

throughout our
lives.

P — |
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-- but they are human, At institutions like this

-- while the real

and although comics one,* we can worship This same struggle takes place on
has rarely been a the idea of art and symbolic the page to make
beneficiary of these symbolize its value to battle can be comics worthy of that
distinctions, creators ourselves as a society waged on behalf devotion.
can certainly try to without ever, among of comics --
work within them -- any of its two million
objects, ever being told

what it is.

-- at the
same time
they work to
overcome
them.

Y

\
\
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All the awards, exhibits, grants and ceremonies
add nothing of value to the page.

L

JANIENNANRNNY

U VIV

)

I \ But they do send a message to the young artist
l that “Yes, this society places value on your work
and on your goals.”

Sometimes a work can signal its artistic agenda

by mere physical presence. One of the post- Larger page-sizes, in
Raw developments is an increased awareness of particular, have evoked the
the comic book as art object -- a willingness to painter’s canvas, and indeed some new
experiment with unusual shapes, sizes and work veers closer to painterly
materials. tradition.
3 \
=)~ 3= R »
’/_._—

1]

* The Metropolitan Museum of Art in Manhattan.

5 1 Art from "Big Man” by David Mazzucchelli



Of course, a mere resemblance

“non-art” pecking order discusse

to painting or

printmaking is no more meaningful than the “art”

d earlier --

Q_
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-- but when combined with an appreciation for
the latent powers of the picture plane, and
informed by an understanding of modern art
history, such a linkage can benefit comics as an
art form --

-- and when galleries
museums stage exhibition

work, the effect can be galmvanizing for

and
s of such

readers and nonreader." alike.”

The post-Raw generation
didn't invent the idea of comics as

art, any more than those following
AcContract with God invented the idea
of comics as literature --

the inclusion of both sens

elevated when those engag
battle no longer hide their v
the masks of false modesty &
ambition.

-- but the battle for

bilities is

ed in that
sions under
nd stunted

Jl

It’s still a bit early to
break out the
champagne.
Contemporary comics
clearly have a lot of
growing up to do.

And doing so without
losing the form’s
traditional vitality for
younger readers may
be a difficult
balancing act.

\
\
q@fé

*I can think of three such shows (courtesy
MOMA and the Exit Art Gallery) that left an in
on me and others I've spoken to.

of the Whitney,
delible impression

52

Panel 2 art by Gary Panter



The literature of
comics has so far
displayed only the
tiniest fraction of
its potential.

o

Comics' ability to
handle /ayers of
meaning remains so
often neglected that
any demonstration
of it is an event.

Whole subject areas
explored at length in
other media remain
virtually untouched
by comics.

Comics has only
begun to step out of
its escapist cocoon
and breathe in the
bracing air of
everyday life.

Comics' emotional
powers remain under
lock and key in all but
the most subtle and
dedicated hands.

And the potential of
comics to communicate
ideas -- maybe its
greatest promise --
is, to date, just its
best-kept secret.

The “fine art” of
comics is an equally
unexplored
continent of
possibilities.

© Q
Q
@

o

Artists have only
begun to consider
new physical forms
for sequential art.

The design and
composition of
comics is still rarely
seen for its own
aesthetic value;
usually relegated to
storytelling or shelf
appeal alone.

Art by Dan Clowes.

And comics’ ability to
raise the kind of
fundamental questions
of form so central to
art in this century has
yet to be seriously
tested.

Finally, we have yet to
fully confront the
nature of works so

seamlessly conceived

and executed --

g/é 2\
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-- as to defy
classification as
“literature” or “art”
even as they rise to
the level of comics’
highest achievements.

Art by Jim Woodring.



Both of comics’ higher
roads have been easily
dismissed throughout
the years --

ki

LN

-- especially when
associated with such
a disreputable “low
art.”

Within comics and
without, such ideas
are often seen as
pretentious or
misquided, and indeed
they would be --

-- if there was
anything intrinsic to
comics that limited
its future to a mere
repetition of its
past.

But there's nothing to stop these doors, held
barely ajar for so many years, from being flung
wide open to welcome anything human

imagination can send its way.

|

The trappings and
labels of high art and
literature may be a
sham, but both ideals
harbor real power

One is our best hope
of understanding
ourselves and our
world --

5

-- the other, our best
hope of understanding

our potential.

A ]
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Ina +/orld as screwed-up as this one, that kind of knowledge may be our

last Irjrfzdge against a bleak dead end. To trust it exclusively to the massive
ittee-led, bottom-line-driven feedback loop of a single popular

form would be a terrible mistake.
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Comics' very own Don
Quixote -- Will Eisner -- had to
carry his hopes for comics in virtual
isolation for many years.

As the market
Shrinks, and the
fraction allotted to
progressive work
shrinks with it --

-- that vision may
start again to seem
like nothing more than
an old man's delusion.

NN

Some will choose to
bypass the
mainstream market
and continue to
explore comics as a
personal quest more
than as a career.

.

Some will give up
in the face of
diminishing rewards.

Some who might have
made a difference
won't even consider
comics as a viable
profession.

But there's a
growing sense that
aesthetically, comics
is finally beginning to
come together in a
big way --

-- and many in the community are prepared to keep the faith no matter
how decrepit the comics industry becomes -- /

-- While others fight to
reinvent the industry
itself.




NEGATIVELAND

The Business of Comics

¥

Traditionally, the
three most common
questions comics pros tend
to hear from aspiring
writers and artists are:

/

2

you use?”
3

I

Bt U

GI

Here’s how
I answer that
third one:*

“Where'do you
get your ideas?”

“What kind of pen do

“How do I break into
the business?”

Take an 8.5” x 11"
piece of paper --

-- divide it into four
sections by folding.

Draw a comic in the
following arrangement:

AU
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Now, get a 2-sided
photocopy.

O\I/,/
5

Fold it, staple it
and trim it.

Then sell it to a friend
for 25 cents.

*As for questions 1and 2; I get my ideas anywhere I can,
and I use a Wacom tablet and pen to produce my work
digitally (i.e., I haven't used pen and ink in a while).




“Voila!”

I tell ‘em.

This really
pisses ‘em off;

“You're in the but I think it’s an as vast,*
business!” important remote and
reference beyond their
point. control, and in
many waus,
it is.
T~
— \\
\
\
\
\ N

A lot of young
artists see the
comics industry

But the
control that
system has over
them --

-- only
extends as
far as their
desire to
be a part
of it!

There are those who
never ask for more
than that simplest
form of commerce
and remain in
complete control.

Such creators are
content to sell in the
dozens, send their
comics through the
mail and trade with
other artists.

Most, though, yearn
for a much /arger
audience to
experience their
work --

-- and for their
efforts to pay
enough to allow them
to create full-time.

NONIGN|
YO BC

Whatever \
their reasons,

they're willing to
relinquish some of
that hands-on
control to achieve
these goals.

How much, if any, is
what the revolution
in Creators’ Rights
was -- and /s -- all
about.

*Okay, relatively speaking.



From its beginnings in the Great
Depression, the comics industry was
hardly a haven for creative

freedom.

tragic fall-guys.*

[

The history of comic book publishing is rife
with stories of corporate exploitation and

I
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For years, writers and
artists routinely signed
lopsided agreements
with publishers,
retaining only meager
benefits.

A

Talen’& was customarily
paid a slim page rate
and never saw

anot er penny
regardless of how

well Qheir work sold.

Creative control was
a rarity. Editorial
interference was, for
many, constant and
arbitrary.

And most creators
could expect no say
in licensing and no
share in any of the
profits it generated.

The comics
industry isn't
unique in this
regard.

A~
@O

Musicians, writers, filmmakers -- all
have their horror stories. Screwing the
“talent” is practically an American

tradition!**

But as in
any industry,
some have tried to
change the system
from the inside.

Vo

/
/ \

*Comic strips weren't exactly a worker's paradise either,
but strip artists fared marginally better through the

years than their comic book contemporaries.

58

**Though, to be fair, I'm sure it's
practiced elsewhere quite often.



With limited results of As near as I can tell,

Over the years there were periodic attempts to
course. the only reforms that

change the nature of the relationship between

publisher and creator through negotiations. mainstream publishers
gilh lez fn ;(796 have consistently
Well, Boys. implemented are those
we'll be sulrJe to @ Hepes ”?f’e-'- b motivated by self-
consider your NOpe... BOpe... interest (enlightened
or otherwise).

suggestions.
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This could happen -- or it could happen =
when the number of to individual creators When I started reading X
publishers rose, with sufficient clout comics in the mid-Seventies, the
placing artists and and name recognition. big publishers seemed like the only game

in town to a young artist.

writers in greater
demand --

\
L~ |5
—{
The explosive -- leaving a market Some, like artist Neal
underground market dominated by just two Adames, tried to _And the
of the Sixties had companies selling organize freelancers idea was
begun to dwindle superhero comics to during this period planted in the
under official newsstands and without success, minds of younger
disapproval* -- drugstores. though a few gains artists!
were made.*™
Iwasa
- NEY, KIDS troublemaker!
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*In large part due to the forced closing 59 **Notably on behalf of Superman creators
of many *head shops” where U.G. comix Jerry Siegel and Joe Shuster.
were sold alongside drug paraphernalia.



In the early Eighties, smaller puElishers. many
inspired by the freewheeling undergrounds,
began to emerge, offering unprecedented levels
of ownership and control to comics creators.

Fresh out of college
in 1982, I landed a job
in DC’s production
department doing
paste-up.
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/ When I had

a proposal for a
comic of my own
ready in late '83, I

showed it to my
bosses.

=T

I would have sold my
soul to have my own
book. I would have
slept on a bed of
nails or walked
through fire.

1
But by '83, there was an idea gaining strength,
even among us kids, that there were two things
you should never give up. And when DC expressed
some mild interest, and asked what I would
qut in return, I told them.

Well... I had
hoped to... uh...
retain copyright
i\and trademark.

\)
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Oh yeah,
big chance of

that!

| 1

|
[
|
|

/ Of course, I N

knew in advance
what the answer
would be. T just
wanted to be /oyal to
my alma mater and
try them first.

1

\ |
\ |
[ [

A generational shift was taking place from
those who -- like Adams -- had fought to
improve conditions within the mainstream, to
those who chose the independents.** Even then,
{ knew my fate lay with the second group.

I o
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But to some -- like
maverick self-publisher
Dave Sim -- the only
way to insure true
creative freedom was
to go it alone.

|
*Though more progressive as a group, hot all the
“independents” were equally creator»f{iendlu. as

many artists would later discover.

60

“*Some, like Frank Miller, would fight in both arenas.




As was his \

memorable

quote: "No
publisher will ever
pay you enough to

Sim believed that any
contract with a publisher was an

abridgement of creative freedom; that
the only way to have a fair deal with a
publisher was to be the publisher.

Sim's solution™
required going out
on a limb, but many
took up his example
in the late 80’s and

early 90’s. successfully sue
As @ means them.”
to control
one's own work,
Sim’s message was
‘ a compelling one.
1717
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And when Kevin Eastman and Peter Laird Not exactly the
borrowed a few thousand dollars to publish their revolution Sim had in Self-
own comic, Teenage Mutant Ninja Turtles, it mind, but a stunning publishing was
was Sim's example spurring them on -- a move turnaround attractive in many
that would eventually make them millionaires. nonetheless. ways but also
/ \<< intimidating.
\\‘
Cowabunga, Dude! / /7, /77>>\\ r‘d
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We didn't T
write that —T i

I

T ; ﬂ
\\\ Il F Thus the tension between
Many, like me, just wanted creators and publishers remained high, and
to draw and be /eft alone. The in 1986, at a meeting in Toronto,** several
prospect of devoting half of our energy comics creators drafted a “Creative Manifesto”
to packing boxes and filling out = which strove to redefine that relationship.
\\ invoices was not appealing. N
\ i Dave
m = Sim
il Z

WA Y /o]

Laird

- - Steve
= Bissette
o, :ﬂ S

Steve

S Murphy
O _ ‘
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Michael

Zulli

*A path he'd been successfully following since 1977, 61 "The meeting was hosted by Sim, an Ontario native,

and which, along with Wendy and Richard Pini's and was spurred on by some equally contentious

Elfguest -- was a mainstay of early comics stores. distributor disputes. Not pictured: John Totleben,
because I, uh... couldn't find a picture of him.



In an attempt to clarify creators’ concerns,* I
offered a rough draft of a “Creators’ Bill of
Rights” at a follow-up meeting |hosted by Eastman
and Laird in Northampton, Massachusetts. It was
quickly adopted by the group.

1 i

Wi

This bill of thirteen rights
that we felt creators should no
longer sign away was a good snapshot
of the debates going on in those
days.™*

L.

))‘l”ﬂl

Among the bill's articles:

1. “The right to full
ownership of that
which we fully

2. tThe right to full
control over the
creative execution
of that which we fully
own.”

6. “The right to
employ legal counsel
in any and all
transactions.”

8. “The right to
prompt payment of
a fair and equitable
share of profits
derived from all of
our creative works.”

control their

\\ destinies --

/S

™\
b I'H% wazhmu IF -- and for
elief -- then as - IF the 1
see the Bill as now -- that didn't sig/? mg. tgsal%gr\év/as
a demand for creators already had that power uni -
the power to away -- statement of our

intent to keep
that power.

*Many had found the Manifesto somewhat confusing.

Pictured I.to r.: Ken Mitchroney, Mark Martir, Michael Dooney.
Steve Lavigne, Peter Laird (sitting), Kevin Eastman, Ryan Brown,
Michael Zulli, Richard Pini, Me, Larry Marder, Qave Sim, Rick Veitch
and Steve Bissette. Not pictured: Eric Talbot|and Gerhard.
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**See my site for the complete

bill and annotations.




Though the Bill itself didn't
generate much discussion at the
time,* that concept of the innate power of
creators was about to take hold in a
way we hadn't anticipated.
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In early 7992, in the midst of
a boom fueled by greedy speculation,
several top-selling creators formed their own
company and turned their backs on
mainstream publishers.

That company, Image Comics, proved wildly
successful, but confounded purists who saw
creators’ rights as deeply intertwined with
comics’ “higher aspirations.”

The Image creators, for the most part, continued
to produce mainstream-style genre work.

Creators’ rights had become a market force so
powerful it seemed to dwarf its status as an
aesthetic cause (or labor dispute).**

/ In the early \

80s, it had
seemed clear, at
least in broad terms,
inwhat direction
comics needed to
go.

“Progress” had
begun to come from

heading in different,

directions.

/
/
[

vastly different sources,

sometimes conflicting,

But by the early 90s, the\

business of comics in the U.S. and
Canada had grown large enough to
accommodate more than just two
factions.

And more
conflicting
definitions of

“progress” were
sprouting up all
around.

Vil

*...although, it became a topic of heated debate as I
was finishing this book, strangely enough. Check my
site for details.

“Nor did all of the Image partners
treat their own hired talent equally.



By the early Nineties, the fight
rights within the mainstream se
urgent; there were too many 4
put up with a lousy contract.”
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for creators’
2emed /ess
/ternatives to

The generation of
artists preceding
mine had fought for
their rights from
within the
mainstream.

My own generation
had fought using the
leverage of the
“alternative” press.

Aia

<7

X

|

/’E; by the Nineties.
young progressive artists

beyond such battles, showin
work-for-hire, assembly-line ¢
their creative property righ

ma”U\
had moved

g no interest in
omics and taking

Aesthetically, this was
a healthy move -- a
hallmark of a generation
more in thrall to the
potential of an art
form than the agendas
of its various warring

But in the long run,
it may prove their
Achilles’ heel if hard
times worsen --

factions.
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-- and publishing

alternatives continue

to vanish. a
\

]
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The landscape of the
stantly changing. Com
s they always have to

=

movement will rema

But the principles
underlying the Creators’ Rights

long time to come.

comics industry is
ics creators will adapt
"stay in the game.”

in relevant for a

[
\
\

If the memory of
those battles is lost,
future battles may be
lost as well.**

*...relatively speaking! The perfect publisher
is as elusive as the perfect artist.

**Visit scottmccloud.com to learn much more about
the long, screwed-up history of comics' labor
practices as well as updates on recent developments.



To preserve past gains and press for more may
require some organization or a partnership with
others --

-- and far more communication among creators
in all areas of comics, but it should be worth

the effort --

—

-\/\

/////"/’///m\\\\\\\\\

-- because the results
of the struggle could
help decide between
a new flood of
creative

innovation --

O

N

T

--0ra
lost decade

of
forgettable
crap.

Which brings us to
our fourth
revolution, and a
bloody one it is!

?
D
4

Reinventing the
Business of Comics.

r

=),
As an
American, I'm
proud of the
contributions made by
artists in the U.S.
over the years --

I don't think comics were invented in America as
is often claimed,* but the U.S. did give comics an
exciting rebirth in the 20th century.

All the sadder then
that despite some high points, the
history of the U.S. comics industry is a
long trail of chronic blunders and
squandered potential.

|

-- but I'm
also embarrassed
by the mountains of
ignorance they've
had to scale to make
them.

-

Despite their vigorous
head start, U.S.
comics have lagged
far behind their
European and Japanese
counterparts in both
popularity and
cultural acceptance.

(...and quality.)

P
(oh, be nice.)

The seeds of the U.S.
market's fate may lie
in its origins -- a
marriage of
convenience with
20th century

Newspaper comics
weren't so much an
industry of their own
as they were a craft
within the newspaper
industry -- and not a
very respected one
at that, despite their

= high popularit
3 ; ty.
IF) S5 igh pop Y.
o)
(D (0}
R
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: \F N7
ey, ]
) [ \
L ] \rw

*See the first chapter of Understanding Comics for my
unconventional survey of comics throughout history.

**comics began appearing in American newspapers
Jjust before the dawn of the 20th century.



Not surprisingly, many serious_journalists and Comics' subset status differed from radio,
editors often resented the little crowd-pleasers. television, movies, prose and theater, each
Comics weren't always welcome guests. of which had a discrete identity through a
dedicated venue or appliance.

Whadda City Hall Got a
we got, may be takin’ possible /ead
people? kickbacks on the on the Skid
new br]/;dge. Row murders...
Chief...

FISTFUL Of
Docllars

I have a
on my head!

That dynamic changed about 35 years after -- but for most of their
comics’ American rebirth when [some comics existence, the selling of comic boo{(s
[l)Jeckame the product in the form of comic was SFE%[U a s%bset of/th;z magaazd/ﬂé’
OOKS -- industry, or of general store an
pharmacy merchandise.
c.f:/cli));:"KlD.i’ 18
ICs) By
|/ |
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SPIY HEY, DADS! —
C/GARSH | T\ T |
Z (1 <> RN
X 2 <> "/EV,MOM_;_
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It would take another 40 years for dedicated
comics stores to emerge and |take the industry First = ’éll(rlﬁ
to the next level. though, let’s slowly Kill the
/4:; consider how scale force§ that gave
This “Direct Mar\'et"*‘%i a”gféoc’g’gfx’ggcﬁa” it life.
helped reinvent comics in America for ; ey ety > = —
the better, but its gains weren't permanent. =
Many have since offered theories as to what =
“went wrong.” : =
el K5 COMICS §[| | = il ;
I e m g A=A O B -
%(\/f;\ f% e f/'/z* )';\— = £l =
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F — / \ | [ N
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*Direct" refers to the direct sales of nonreturnable comic 66
books to comics specialty stores, a system ¢hampioned in its
early days by convention promoter Phil Seuling.




-- folds it in half --

An artist takes a
piece of paper --

b

At the beginning of
this chapter, T
described a simple
form of commerce.
Let's get even
simpler now.

Draw & comic in the

-- picks up a pen --

;@&V/

Side 2. R Now. get a 2-sided
copy.

-- draws a comic -- -- and shows it to a
g, friend. >

FDldlt.ﬂaﬂlellism Then seil it to a friend

trir for 25 cents. l\
== [ Y
B £ 0]

=

The friend /ikes it --

If the artist keeps
producing and the reader keeps
buying, this is a perfectly sustainable,

. one hundred percent efficient system.
-- and buys it.

But it’s
only efficient if
the parties
involved don't
want to expand
it.

O
N

S—

Otherwise,
the system
will have to
change.

For example, say the friend -- our reader -- tells ten friends and they al/
want to buy our artist’s creation. Maybe the artist isn’'t willing to draw ten
duplicates of his comic, but he'd like the /arger audience.

A quick trip to the
copy shop --

But to
accomplish this,
our artist had to

compromise in two

67



First, a piece of that money went to pay for

the copies.

the copy shop).

Second, the copies may vary f

in appearance and quality (from 2 colors to 7,

for example)

rom the original

A step has been introduced between our

principal players and with it, a complicating of
the process, an element of compromise, and a
new beneficiary of the overall transaction (.e.,

If the /evels of each variable are acceptable to
our players, the system continues to function.

And in time, the artist
may adapt the work
to fit the technology
of reproduction.

a process begun
he behest of the
itor of the work
egun to change
that work to

commodate it.

These four effects --
increased complexity, modification of
the original, reduced profit per-unit and
changes by the creator in reaction to the
system -- will all be amplified as the
process grows.
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Speaking of which, it seems o
has more money now but /es|
potential for growth may b

SLAS (AS (NS A S AD A\ S

ur hypothetical artist is finding that he
s time left for drawing, and his work’s
0 more than he can handle.

AN
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Entey the
publisher.
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simultaneously.

7| PRINT.

Now the artist can get back to work and let Someone else do the selling.
The publisher uses a professional printer (and pre-press house) and a simple
distribution method -- say the mail -- to get the product to many readers

And again,
we see our
four effects
come into play.

=20

Modification of the original.

= Ejﬁ’] - |

And the creative changes

that the publisher may
expect or require of
the creator.

There's nothing to
Now, our stop him from going
artist doesn’t right back to that
need to go any simplest form of
further if he commerce.
doesn't want to.

—

But for any of several reasons, he feels the urge

to continue.
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Soon, our microscopic market
microscopic anymore. There ar

several publishers and a growing horde of eager

isn't so
e many artists,

But each publisher is a
bit overwhelmed by
the sheer number of

And each reader has
better things to do
than keep track of

connecting
many publ
publisher

solves both problems by

S

the reader with
shers and the
vith the many
aders.
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readers. readers. each individual
o publisher.
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Enter the|retailer who And as the number of publishers and retailers

continues to grow to an unmanageable number,
the once-humble task of delivering the
“product” takes on growing importance and
the distributors come into their own.

With this addition, we have a ro,
Seventies and Eighties (albeit t

ugh approximation of today's “direct” market which evolved in the
hrough an entirely different series of steps¥.

PRINT. |

P = v mp i i e =

;
0 PRINT. l O 0 = CoMIcs 1 ¢
ps |00 Nodu e
[ 1P = [ ]
At this level of complexity, the process still -- but the reader’s money, flowing upstream,
requires the hand of the artist to send the work has become the system’s reason for being and
on its journey downstream to the reader -- the system itself has taken on a /ife of its own.

SRRy EpE

PUB,
o PR | e
N = 1
*For example, comics never had to start from 70

scratch, but instead piggybacked on pre-
existing industries throughout the century.




There are many steps
in between.

Editors, Agents,
Accountants, Couriers,
Separators, Truck
Drivers... Everyone
takes their cut. New steps
are often
added but
rarely
removed.

The Business as a whole
has taken on an identity of
its own, like a living organism;
metabolizing its product

from end to end.

l WAREIHOUSE

=

=g

It's a long way from -- because after the -- and the comic has -- sooner or later,

our original system, reader’s money has been bagged and that comic is going to

but one thing has still departed on its /ong brought to the be taken out of the

not changed -- Journey through the reader’s home -- bag and opened.
system --

O
Dy 7
~ &=

And when it is...
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CONTACT

This is where the
“product™ is finally
delivered; the
experience that the
reader paid for.

Across a qulf of time
and distance, the

redl

der and the artist

endage in an intimate

co

mversation.

A silent call and
response of stories and
images with only paper
and ink between --

72




When does the tai/
start wagging the
?

£ B

When does it happen?

£

When does a system
begun by the creator
and reader --

1/ \5

5

-- begin to fail both?

In the case of the
creator, that failure lies in the
| market's inability to metabolize any but
) a fraction of his or her creative vision.
| AL =
I IE=
T =5
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It doesn't take a rocket
scientist to see that when money
is the driving force of production,

creative energy is going to drop like

Many do thrive within the system, either by
concentrating on technical proficiency or by
finding pockets of editorially sanctioned freedom
within which they can express themselves --

NN
LS

~——

-- and to be fair, if a competition
for “worst comic of all time” were held,
I'm sure the top ten finalists would include
at least some from the ranks of self-
publishers as well --

-- but the high craft impelled by the market
machine hides the ever-narrower range of
Styles, subject matter and themes allowed.

WINNER)
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That LS| Most American Thus, the young
combination corporate artist with a
of narrow comics feature compelling unified “It's not
purpose and separate vision for comics will what we're
the primacy of “writers,” encounter the same looking for.”
technical sKills “pencilers,” response dgain and
leads to the “inkers,” again.
breakdown of “colorists” and
the creative 7 dTe— “letterers.” N\
process into R =
its assembly- L -cuE = @@
line parts. a —
7 = \/
/ ‘.6. A\ /ﬁ{ ~
¢ O O 0 \\
1%1% | } \
7 S | \
Ostensibly, what any But! all too often, those “customers” are retailers and distributors, not
bottom-line-driven readers, and each staffer's primary_job may not be pleasing the reader so
publisher looks for is much as pleasing the next man up the totem pole. An entire industry
the satisfaction of merely guessing what will work and not well-equipped to gauge when it
its customers. does or doesn’t!

Our
pleasure.

The readers are just as aban !oned by the The average comics shop can offer only a tiny
corporate system as the creators, despite the fraction of an industrywide selection that is
importance supposedly given their hard-earned itself extremely limited in scope.

dollars. N7

z17V




And even when
readers know exactly
what they want, the
search can be
maddeningly futile.

O

The idea that comics
Stores, distributors and publishers
simply “give the customers what they
want” is nonsense.

What the

customers

wanted they
didn't get --

S

As T see it, mainstream comics now speak only to

the hardcore few who stayed; conversing in a
weird, garbled, visual pig Latin only they can
understand: rendering the term “mainstream”

a hollow joke --

-- while the true
mainstream, the other
99.9% of the populace,
find enjoyment
elsewhere.

This has led some to
declare the direct
sales market a failure,
but I disagree.

The direct market
succeeded as all
complex closed
systems succeed; for
a time --

$

-- until the
economies of scale
begin to prop up
the interests of
the /arge --

-- and no longer
accept the
innovations of
the small.

Whether that system
can be salvaged or
should be scrapped
will depend on whether
that imbalance can be

ot

N
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r All ‘

industries, New ideas
regardless of their start small --
products, need new,
innovative ideas to

stay healthy.

Today's “direct
market” was, itself,
such an idea that
grew to replace its
decrepit
predecessor.

--and, if
unimpeded, will
grow according
to their merits.

As in any The producers of the When battling for
traditional market, many traditionally limited shelf space,
though, size| has its have a lower cost the biggest sellers will

advantages, per-unit than the be given preference.*

producers of the few.

3l

€

Deals can be struck And in some cases, ' The struggle against these
for preferential the old and /arge can obstacles can make the guardians of
treatment of the simply buy the new the new -- whether businesspeople or
deepest pockets. and small and subtly w- stronger in the long run.
rob them of their : '
vitality. But, if
the game is
sufficiently
lopsided --

~

o

*And many retailers have precious little space 76
to begin with, so who can blame them?




-- then the system
can only recycle
what it's already
produced --

-- and fail to grow
healthy --

-- or to grow at
all --

Qi

-- and the producers
and consumers alike --

O
N\ [F

——

time, energy and vision.

-- will find better things to do with their money,

/ Many \
voices in the
trade press have
proposed various ways
to reinvent the
business of comics.

There’s no shortage
of strategies for
comics' salvation.

Some propose a
reversion to the
returnability of
unsold comics -- a
standard practice in
the days of newsstand
distribution.

Some publishers see
hope in an embryonic
graphic novel
selection in many
bookstores.

Some propose public
awareness campaigns
on a national level.

Some count on
Hollywood licenses
and ancillary
merchandise to
subsidize comics

publishing. ]
\g / /




Unfortunately, comics Soc
itself is often prey to
the economies of scale,
just getting noticed
is a herculean task
for an industry so

of's

of r

etal changes in how we find escape, the role
eading in the general population, and a loss
pecific times and places appropriate to
comics must all be considered as factors in the
industry's decline --

-- but many
of comics’ most
pressing challenges
seem to come down
to one recurring
theme: Size.

Size as
unpleasant

reality in the
world at large.

small.
O 2
(=
i &%
— "SURE, WHO DOESN'T?" —
1 ;
—"AS OFTEN AS WE CAN." — ®
i i Sizé as
ERETTY, OFTEN. advantage
| within the
; industry.
N 7
A
—"...SHOULD DO ITIMOR- — /Q\
And
I~ "WOW, NOT FOR A WHILE." — JUSt
OB e
oo >
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e o] |20
— "DO THEY STILLIMAKE THOSE??" —
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the Size and complexity of the industry itself, which can no longer be
ified in the face of diminishing returns.

Increasingly, man
comics’ best creative
finding alternatives to

contact with retailers
readers themsel

=

L]

minds are
the direct
market, often forging renewed personal
or with the

A

/ £\
WY ]
— |
r \ )

Some even find their
meager print runs
liberating: a chance
to rediscover the
power of hands-on
craftsmanship --

-- or the
excitement of
guerrilla
marketing.*

*When a book's print run is in the hundreds,
one good stunt can double it in a day!




The connection between artist
and reader is -- and always
will be -- the one
indispensable part
of the comics
industry --

CONTACT

O

-- regardless of the
army of middlemen it
takes to deliver it.

In 1987, I proposed a
Creators’ Bill of
Rights to strengthen
one end of that
connection.

And, though never
articulated, I think
there’s also a
Readers’ Bill of
Rights in force that
the industry has
ignored toits peril.

2. The right to buy
what we want when
we know that we
want it.

1. The right to know
what can be bought
and why to buy it.

7] < fE

3. The right to a fair
price.

=%

)

/ If the direct \
market can finally

reflect the will of
both creators and
readers it might
survive and even
grow.

And if it
doesn't --

79

-- then
something else
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The View from Qutside
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MMUNITY STANDARDS

In May of 1995, T
was planning a
reference-taking trip
to Washington, D.C.*
when I was invited,
along with writer Neil
Gaiman, to be on
National Public Radio’s
Talk of the Nation
hosted by Ray Suarez. |
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< Neil

N.P|R. audiences include
a lot of avid readers,
SO [this was a welcome
opportunity to spread
the word about
comics’ potential as
serious literature.

Neil and I had found an
increasingly knowledgeable and
comics-savvy breed of journalist emerging in
the mid-90’s. We were confident that we
could make a strong case that comics weren't
just sensationalist garbage anymore.
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The topic was “Adult Comics.” T was in N.P.R.’s
DIC. Studio while Neil joined us from Minneapolis.
Ray began his introduction:

For many devotees of

these volumes, the term “comic
book” is dismissive and really not quite
accurate. Some people favor “graphic

Their production
quality is a far cry
from the comics you
may have grown up
reading; mediocre color
separations on cheap
newsprint --

*I needed photo reference for a graphic
novel that partially took place in D.C.



-- and their price -- and pay much more They're popular and

reflects it. They sport attention to the multiplying and stylish -- and as
lushly illustrated quality of the printing and striking. They're for the
covers on heavy and the fllustrations using pictures to tell writing... well,
paper stock -- inside. stories in exciting listen to this:

ways --
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That's from Sin City by
Frank Miller.* Many of these
books are filled with adolescent guy
power trips, sexual fantasies,
borderline occult stories,
mythological characters --

3 (creepy music) s

“DAMES... X Oh great.

SOMETIMES ALL THEY They had to
GOTTA DO IS pick this...
LET IT OUT.
A FEW BUCKETS LATER,
THERE'S NO WAY YOUD
EVER KNOW.

I WATCHED LUCILLE

SLIDE EVERY
GORGEOUS INCH OF
HERSELF INTO MY COAT.
I SHAKE MY HEAD FOR

WHAT MUST BE THE
MILLIONTH TIME.

R — —ay

HARDWARE LIKE SHE'S
GOT AND LUCILLE'S A

b YK?RI}/S\;ED’;?MN / Mind you, this was no ambush. \ T whiewe N

Neil and I had a whole hour to make our considered how

-- and in many cases,

blood, blood, blood!

And, so
it went...

case and Ray was a gracious host,** but the comics’ revolution in
tone had been set, first impressions made and public perception
now we could only react and defend -- / might not have been
I as far along as we'd
’ ‘ hoped.
Pavi
N
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*Miller’s Sin City is a tongue-in-cheek, over-the-top 81 **In fact, I've remained a loyal listener to

hyper-noir genre send-up. Unfortunately, the more the show for years. In late '99, Ray left
ironic aspects were utterly lost in the translation. for a spot on P.B.S.'s the News Hour.



It affects
the decisions of
those in position
to help comics as
an art form and

industry.

And it
affects those in
position to do it

harm.

Public perception perception
|
matters. affects who
will enter comics,
as reader or
creator.
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reading Kid, I bought the idea
hook, line and sinker. If a grad

wouldn't be reading this today

I know it affected me. As a prrecocious book-

hadn't broken through those prejudices, you

of comics as trash
e school classmate®

g
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C'mon. Try it,
you'll like it!
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The revolution in public

perception has

been a slow and

difficult one, but at least some recent
trends have been encouraging
compared to what came before.

When I got my st

Pow! Blam!
Comics are
Big Buckef

Bx Frod Philips.
Sl Wrzer

PRS- h:mfmr-nmmu-ﬁ-xﬁ

1984, it was still assumed that any
newspaper article about comics was duty-
bound to carry sound effects or campy
dialogue in its title.™

»IY
gatman! A

art in

Himmler,

. G e S aTEOnD M
T —

This treatment may
have been perfectly
appropriate when
discussing the sales of
lunch boxes or kids’
underwear --

-- but anyone offering
a college course in
comics or curating a
comics exhibit was
equally likely to get

more of the same.

Holy Diploma
Batman!

| Blam! Sock!
x{ Mona Lisa
\in a Cape!

*Note to trivia buffs: That friend, Kurt Busigk, also

went into the business and has became one
90s best and most popular superhero write

of the
rs.
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**Thanks in large part to the campy
smash-hit Batman TV show of the 60s.



/ In the wake of the
deconstructionist heroes of Miller
and Moore, coverage began to change to a
“comics aren’t just for kids, anymore” motif;
sometimes with an accusatory angle that
comics were therefore a danger to children.

The underlying assumption that comics and kid’s
were inextricably linked continued to frame
both sides of the debate, even as college-aged
and young adult readers were discovering more
and more material aimed directly at them.
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But as those

readers grew into
the 7990s, a surprising

number found their

own voices in the

media landscape.

g
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:E By the time I hit the news ‘Q

circuit in 7993, I found that many
newspapers, magazines and radio stations
had gained at least one bona fide comics
enthusiast on their staffs; and those reporters
weren't relying on sound effects!
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He Sketches Out
Why We're Drawn
to Comics

TR TR IR

Though, many did, uh...
have a thing for puns.

Y

Our moles were
everywhere! Even
though comics fans
were few, they were
a smart and media-
savvy lot, dispropor-
tionately inclined to
enter “the biz" --

-- and more likely to
know comics' true
revolutions when
they saw them.

still be its own worst revolutions at all* --
enemy. \r_/
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" To Neil and
me, Ray Suarez's
“blood, blood,
blood” intro didn't
describe our

But, no
matter how fair
or knowledgeable
the reporter, the
comics industry can

| coMlES | ||l

-- but, had any of
Ray's listeners stepped
into their local comics
store that day, they
might not have found
all that much to
contradict him.
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*There were some elements of horror in Neil's
Sandman series, but rarely taking center stage.
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Whatever the source or
quality of information about comics
available to the public, prospective new
readers still must overcome two
additional hurdles --

coMi( >

hurdles is the
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Positive media
coverage can create
new would-be
readers --

-- but one bad retail
experience can stop
them dead in their
tracks.

And unfortunately,

without its real-life
precedents.

You open it,

the stereotype of the
dimly-lit, cultish, “no-
guriz-allowed” breed
of comics store is not

\

/@lﬂl:

Some retailers have
fought hard to reinvent that
image; expanding their reader base with a
wider selection of materials and fostering an
atmosphere that welcomes new readers
rather than driving them away --

-- while improved
bookstore and web-
order selection has
expanded reader
alternatives.*
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Finally, if our prospective reader manages to
overcome the hurdles of media ignorance and
shortsighted sellers and actually finds the work
they've heard about, they still have one last
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hurdle...
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...the page.

A double-edged sword, of course, since these
sellers can cut into each others’ markets.

Some have suggested
that there are a
growing number of
“comics illiterates”;
people unable to
follow comics’ unique
visual language.

And indeed, many
comics feature
layouts seemingly
designed to baffle
newcomers!
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Above: Traced from Youngblood
#3, art by Nauck and Miki.




Yet, stripped of its
Stylistic excesses,
comics is renowned
for its near universal
accessibility.

Put comics in front of
most people and
they'll find them
harder not to read
than to read!

/

Personally, I think comics
retailers could improve comics'
public image overnight just by putting blow-
ups of consecutive comics pages in their shop
windows;* perhaps in the form of a simple
page-turning device that could be
operated from the outside. **

TTTTTTITOITTITOITTON

2 A L W U D W

After all, this isn't
the product, it's the
package.

This is the

product.

And for the
99.9% of the
reading public who
would never dream of
entering a comics
store --
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-- a little '
shortcut -- ©
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-- may be_just what the doctor ordered.

Comics’

everyday life.

history has shown
that the medium can
be a vital part of
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I think it can be
dgain, but only if its
guardians can regain their
faith in the power of the
medium itself.
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Then, if it works, we
can all keep our
fingers crossed for a
happier result than
the /ast time that
“comics” was a
household word.

;\

*Specifically, pages from the more accessible general interest
books with the potential to reach a broader audience.

*T'll describe this oddball idea in a bit more detail on my site.



It seems like some
gruesome fairy tale now, but there Wertham'’s book implicated
actually was a time when comic books comics in everything from juvenile
were literally burned in| the streets! delinquency to sexual “perversions”
to race hatred.”

In the mid-50s the book
Seduction of the Innocent by
psychiatrist Fredric Wertham helped
trigger a firestorm of|anti-comics

hysteria.

Public ire descended most

fiercely on the gruesome crime and
horror comics which young readers of
the day had developed an insatiable
appetite for.

7

The ever-popular

\\ “injury-to-the-eye”
| 4 motif.
1
T ... : r A
In 1954, a Senate subcommittee on_juvenile delinquency convened in Thanks to the
New York** to tackle the issue. first amendment
to the U.S.
Constitution,
...a man with a bloody ax - Yes, sir, I Congress was unable
holding a woman’s head up which 17 do.. for the to officially censor
has been severed from her body. DO ii cover of a comics --
you think that is in “good taste?!” —\ horror comic.
| N~
. ) . P N
It was a public relations disaster for comics. E.C. publisher William Gaines.—— l
]
*Check my site for some amusing 86 **Most comics publishers were located in Manhattan.
examples of Wertham's tactics.




-- but that same year,
comics publishers
agreed to a strict
code of ethics that
would dominate the
industry for decades
to come and created
an authority with the
power to enforce it.

APPROVED
BY THE
COMICS
CODE

G

AUTHORITY

=

The Comics Code
imposed the severest restrictions
of any narrative medium of its day. Gone
were any depictions of gore, sex or

- sadistic behavior --
S e
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-- but gone too
were any challenges 4
to established L
authority --

-- the unique details
of any crime --

-- any hints of
“illicit relations”
or the condoning
of divorce --

-- any references to
physical afflictions or
deformities --

-- and any allusions to
“sexual perversions”
of any kind.

To understand the
impact of the Code, imagine
that movie producers were

subjected to far more stringent
requirements for a film to receive

a “G” rating --

Y
\
/
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-- and that
there were no
other acceptable

ratings!

The business would
recover but the art
of comics had been
dealt a severe blow.

87

And the comics
community had
found its very
own bogeymarn.




Public
perception
matters.

Wertham's attack on comics seemed to create
a plague of public hostility, but his was an
opportunistic infection. Comics' immune

SYS

tem had been weakened years before --

-- both by frequent
contentions that
comics were an
artistically bankrupt
form --

2

-- and that children
were its only possible
audience.

The Comics Code helped perpetuate both ideas

by insuring that the industry's
for years to come would be
“harmless entertainment” for

~N

highest aspirations
merely producing
the young.

Despite its gory
excesses, E.C. Comics -- the most
celebrated casualty of the post-code

period* -- represented a high water mark
of challenging stories and bold innovative
art work. For many, E.C. has since become

a symbol of the promise of “adult”

comics.”

For all its virtues,
though, E.C.'s house
styles were often
sensational and their
target audiences
largely juvenile.

il

Personally, I don't see
E.C. as symbolizing comics’
adulthood at all, but rather as a portrait
of an art form on the threshold of
adulthood; and its /0SS all the
greater for it -- 20000 >

[ F

that much
closer to

\\\\\\\\\\\\\\\\\\\\\\\\\\
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Above: Art by Graham Ingels.
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*Many contend that the code was phrased deliberately by
E.C.'s competitors to put the controversial (and profitable)
publisher out of business.



In the arena of English language comics, the
last 15 years have yielded more friends of comics
than ever before who are willing to am high --

and many of whom have hit their mark.
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But with so far to go on so many fronts,

comics' future is no less precarious than it was

in the E.C. days. A medium once more on the

threshold of adulthood.

And there’s
no shortage of
“moral guardians”
prepared to stop it
dead in its tracks,
even today.

But rather than focus
on comics' lack of
literacy or artistic
worth, as was done
before World War
II --

-- Or on comics’
alleged role in_juvenile
delinquency as was
done in Wertham's
day --

-- the censors of
recent years have
targeted the one
form of speech that
U.S. courts have
thrown to the
wolves.

Public perception MATTERS.

As long as the broader community
assumes that comics, by their nature, are
without social value and, by their nature,

are suitable only for kids --

Panel 5 art by Reed Waller

-- then charges
of obscenity
will always hit their
mark.

And for all
our progress,
those assumptions

are still in force in
many regions of the
United States.

Panel 7 art by Edouard Manet... sort of...




Now personally, I
find the very concept
of obscenity laws for
adults “patently
offensive” and a classic
case of unwarranted
government
intrusion --

-- but it
would be hard
to deny that the
issues surrounding
children and
pornography pose
some complex
problems --

-- or that
the right of
parents to guide
their children’s
reading should be
paramount.

The dilemma for comics' front-line soldiers, the
retailers, is that in many communities, obscene
comic books are automatically equated with

obscenity for kids.

SO powerful is this assumption that in a Georgia
case in 1994,* a state’s witness testified that a
selection of seized comics could damage children
even though the retailer in question had not even
bFen accused of Selling them to children!

Modern obscenity
laws frequently hinge
on the vague notion
of “community
standards”** --

A
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-- emboldening some
communities to
target comics stores
they don't like with
searches, seizures
and selective
prosecutions.

The Financial for an industry struggling to gain a
measure of stability and public acceptance
while constantly being pushed to the margins.

impact of
such tactics has
ranged from the
financial to the
aesthetic to the

personal.

*Lee vs. State of Georgia

90 **Though not explicitly stated, this was the practical
effect of 1973's Miller vs. State of California.



Aesthetic for the publishers and creators unable
to push the boundaries of “good taste” in the
name of its frequent nemesis, “good art.”
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And personal for the retailers and their
families whose fortunes and reputations have
been annihilated by seizures, closings and legal
wrangling --

|BES@MIGS

-- or, for an artist like
Mike Diana who was
told, under penalty
of law --

-- exactly
what he could
and couldn’t

draw.*

In contrast to the full-
scale retreat of mid-50's publishers,
the friends of modern comics have taken
the first steps toward a concerted,
organized /egal defense of comics’
producers and retailers.
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www.cbldf.org**
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But until widespread
public ignorance of
comics’ potential
worth is successfully
countered --

If such
efforts can
survive through

the lean times they'll
enable the comics
community to react
SWiftly to new
attacks.
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Thus, as
misinformation
about comics in the
Short term needs
correcting, the truth
about comics in the
long term needs
preserving.

-- comics censorship
will always find fertile
ground in the public

T
|

*In the privacy of his own home, even! Sheer lunacy, 91

courtesy of a Pinellas County, Florida court ruling.

**The C.B.L.D.F. offers much more info on these issues on its
web site (oh, and all contributions are deductible, hint, hint)



And
obscenity laws
continue to hound
many comics
retailers to this
dau.

The Law is one such
institution, and we've
already seen the
effects when
lawmakers targeted
comics in the 50s.*

Comics’ status in the
public eye can rise and fall with
great fickleness, but either fate can take
on an air of permanence when the scrutiny

of institutions turns/ to comics.
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But government policies
can have more subtle effects as
well, such as California’s t
treats comics art as a commodity due to
its supposed lack of artistic merit.**

X policy which

In the long run, though,
it may be private institutions such

as universities, museums and libraries
which have the most /asting impact
on comics.

A

Academic attention
in particular can

have long-lasting
consequences, both
in its own right and as
an influence on the
other institutions.
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*Though, in the end. it was
industry capitulation, not

legal sanction, that dealt

the severest blow.
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Clomics in academia

an take two forms:
he study of comics
ith an eye toward
creating them, and
the analysis of comics
as an @cademic
pursuit.

= )

Recent increases in that first branch have been
particularly gratifying to us self-taught o/d-
timers. *** Formal instruction provides a great
opportunity to build on the arsenal of comics
techniques developed by masters of the form
over the years --

92

**I was born in 1960 and
majored in “Illustration,”
the closest thing to
comics I could find.

**Check my site for more
details on the dispute between
artist Paul Mavrides and the
State of California.



with common goals.

-- and can offer an exhilarating atmosphere of
camaraderie, cross-pollination and competitive
energy that comes from a group of students

Your
anatomy’s
off, sprout-
breath!

Your
layout’s

derivative,

muscle-brain!

Of course, formal
instruction is no guarantee of
proficiency in the “sequential arts,” or
even of getting a_job.

I'm sorry, But... T
Kid. It’s just have a
not what we're master's

looking for.

general public -- and

legitimate career
choice.

Still, the very existence
of such programs sends
a clear message to the

specifically to parents
-- that yes, comics is a

We can only guess
how many potential
masters of the form
never put pen to
paper because of the
utter absence of
official recognition.

We want to believe
that great artists
will always find their
destined careers, no
matter what society
tells them, but for
many, ambition can
be a delicate thing --

-- and finding the
right road may not
be possible, even for
the brightest of
imaginations --

-- when that road
can't be found on
any map.

The second branch of
academic attention;
the study of comics
for its own sake; is
another encouraging

trend.

For many years,
“comics studies”
echoed public
perception by
relegating comics
primarily to the
status of cultural
artifact.

/ Of course, N

comic strips and
books are cultural
artifacts, as any work
of art is, and they are
worthy of study as
such* --

/

"1975's “How to Read Donald Duck” by Ariel
Dorfman and Armand Matterlart is an often
cited political analysis in this vein.




-- but as the theses on \
sexuality in Archie Comics and the
superhero as fascist metaphor continued

to proliferate, a lopsided portrayal of comics
emerged; a portrayal of|a form driven

exclusively by the culture, devoid of any
independent vjsion.

A form with
no intrinsic
worth, and no

authors.

Thus, the cultural
artifact approach
desperately needed a
counterbalance and
in recent years, that
counterbalance
arrived --

-- with the analysis of
the formal properties
of existing works --

—~l~
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friends of comics within the academy, a well-
balanced curriculum is beginning to take root --
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-- archival projects, -t and the study of Like so many of our revolutions, comics’ forays
indexing efforts and the innate properties into academia are still tentative, and far from
historical research -- aof the form itself. permanent, but thanks to the work of many
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-- and it's a structure
within which the
applied art of aspiring
creators no longer
seems out of place.

=L

Academic attention alone
won't serve comics' long-term
interests without the broader institutional
memory that allows generations to /earn
from one another.

Fortunately, both
libraries and museums
have also shown a
growing appreciation
for comics in recent
years.
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And there too, our Historically, comics’ great creative minds haven't
“moles” are quietly much worried about the way outsiders viewed But, when
making a difference. them, and as long as their pens were in motion, the pens are
that ambivalence was probably for the best. down, it is a fight
worth fighting.
aj ,’sﬁ—r\'f‘/
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The perception -- it affects the -- it can make or --and it can tip the
of comics from ability of comics’ best break comics when scales between a
the outside is the work to find its the going gets constructive inter-
gateway that rightful audience -- generational dialogue
comics' future and terminal cultural

amnesia.

masters will need
to pass through --
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As long as friends of
comics are out in -- while the day-to-day reality of available
force, then comics’ stories and art will ultimately gain the
huge potential may respect that the work itself can earn --
finally get the respect d
that it's due --
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Bic WORLD

The Battle for Diversity

Qs O 4

7. Gender Balance.

o)

Moving comics forward
means moving comics Qutward,
expanding the boundaries of the
medium in all diregtions.

The twelve revolutions

that I've chosen for this book

are a diverse set, and for three of
them, diversity is a central theme.

8. Minority
Representation.

@
%

9. Diversity of
Genre.

(7
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And all
three stem from
a single idea.
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The idea: That it's a big world out there; a world
filled with millions of potential stories by millions
of potential writers and artists, with the power
to connect with billions of potential readers --

As T write this, the
active readership for comic
books and graphic novels in North
America is hard to measure, but is
almost certainly below 500,000
I T
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-- and that out of such an enormous pie,
comics has reached just a slice of a slice of
a slice of a slice...

5 Meanwhile, \H
the more

historically popular
comics strips have lost
ground year after year
as fewer and fewer
people regularly read
newspapers.
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approximately one
in every thousand
potential readers.
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It stands to reason that if
comics could successfully deliver a
more diverse product --
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-- then its chances of
earning a more diverse audience
would be improved.

But, to expect a &) The diversity of comics’
professional community reared on g output will inevitably reflect the
5
such a /limited body of work* to single- diverse experiences of those who
handedly achieve that diversity of i produce them -- =
output is unreasopnable. 5 @<
On /A O Y
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-~ the -- the background -- of the owner of
-- because of the owner of the the hands that hold
when that final hand that holds the the work.
“product” is . pen is going to affect
delivered -- % the perceptions --
CONTACT
y. |
H—— - \\ between creator
AN and reader --
*At times, as a substitute for “real world” experiences. 98
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This is particularly true of
our 7th and 8th revolutions which
are as much about /imited job
opportunities as limited story
content.

®
St

Artists and
writers in both
groups have had to
face numerous
obstacles over the

years --

-- including the
disadvantages of
starting small (and
perhaps staying
small) --

-- narrow industry
attitudes toward
progressive or
unusual work --

-- and, at times, flat-
out prejudice against
the creators
themselves.

Overcoming these
obstacles is in the
long-term best
interests of anyone
connected with
comics.
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And those \

who fight for
that goal in today’s
shortsighted climate
are some of comics’

true heroes --

-- but with
all the forces
arrayed against
them, these heroes
don't have much of
a chance --

-- unless
their work is far
better than
average, which it
often is --

--and
they're unusually
dedicated, self-
sacrificing and

Stubborn as Hell --

they almost
always

are.




To the extent that / To a fourteen- \
The history of gender comics has been a year-old, male,
imbalance in comics is one of the “boys’ club” in the mainstream comics
most striking examples of comics’ U.S., it has blundered fan in the mid-70s,* the
squandered potential. away half of its very idea of women
potential power (and making comic books
potential dudience) was exotic.
with a single swipe.
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The few popular titles --land if ever there was
read by girls were a|genre tailor-made At that time, the spinner
created primarily by for adolescent boys, rack at my local convenience store
men -- the market-winning represented the whole world of comics
Superheroes were |t. to me, and it was a male-dominated
world.
HEY | KIDS
cowcs'
A |
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-- and found that -- and that they'd
Of course, It wasn't until women were indeed been doing it for a

the spinner rack a few years /ater making comics -- long time.

wasn't telling the that I discovered
whole story, but comics stores, with
I didn't know their superior

that yet. selections --

Z4 )

*Me, in other words. 100 Art by Mary Hays, 1917




Though an invisible history for many young fans
of my generation, the story of women comics
creators in the early and mid-20th Century has
finally been reconstructed in recent years.*

Dating back to the
very beginnings of
comics in North
America --

-- it's a history
reflecting decades
of events, ideas
and styles --

Katherine Price, 1913

-- and features very
different takes on
their respective eras
than the worlds of
contemporary male
cartoonists.

Gladys
Parker,
1944

It's not a history without its ups and downs, of course. The /abor
shortages of World War II offered some modest gains, for example,
but those opportunities were largely revoked in the “back-to-the-
kitchen” climate of the 1950s.

1942

LT

1945

But during
the /ate 50s
and early 60s,
when fewer and
fewer women were
making comics --

-- the idea of making
comics was nevertheless
planted in a /oyal
minority of girls who
still read them --

-- and by the /ate
60s, when the market
for traditional “girls’
comics” was adying,
those same young
artists had to find or
make their own
markets to be heard --

-- which was probably

Just as well --

all “¢traditional” girls!

*In large part, due to Trina Robbins and Cat
Yronwode's Women and the Comics and Robbins'

subsequent books on the topic (see bibliography.)

Panel One art by Grace Drayton, Virginia Huget,
Dale Conner, Dale Messick, Hilda Terry and Christine

Smith (Little Lulu created by Marge Henderson).

Willy Mendes, 1971



These same qualities, nearly 30 years later, are
still present in the works of many leading female
cartoonists --*

Paralleling nationwide
revolts against the conservative
status quo, women cartoonists of the
“underground” period created works that
were raw, emotionally honest, politically
charged and sexually f/"ank.

Julie Doucet Roberta Gregory Fiona Smyth

-- but today’s field of women cartoonists, as a whole -- though a minority still -- are far too numerous,
and their work too varied, to classify as any one kind of “movement.”

science fiction to urban parables to high fantasy, the worlds of individual creators now far outweigh
the novelty of their gender for all ‘ut the most close-minded readers.
\

Top row (left to right): Jessica Abel, Carol Swain,|Carol Lay, *Perhaps best exemplified by several of the artists featured in
102

With years to accumulate /arge anj consistent bodies of work in everything from autobiography to

Linda Medley, Lea Hernandez and Colleen Doran. Bottom row: the two-volume Twisted Sisters anthologies (see bibliography).
Megan Kelso, Trina Robbins, Mary Fleener, Leela Corman, Lynn
Johnston, Jill Thompson. ‘



And with this diversity, an increasing crossover
between readers and writers of different
genders has occurred.
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For all its breadth,
though, the last few decades of
womens' comics have borne out some
common traits, and whether innate or
culturally influenced, they're an important
factor in the dynamics of our seventh
revolution.
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\\
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Among them: a consistent emphasis on
characterization and emotional nuance -- with
their attendant differences in story structure --

-- and an increased awareness of the picture
plane and decreased reliance on illusionistic
depths of field.

N

Panels from Finder by Carla Speed McNeil
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Nowhere by Debbie Drechsler

Such a different take on an art form (and on
life in general) can open new doors for readers of
both sexes. I know in my own case, that
discovering Wendy and Richard Pini’s self-published
Elfquest comics as a young reader completely
changed my understanding of comics’ potential.

Had I been a \
girl during that
era, it might have
been the only thing
encouraging me to
make comics at all.

That encounter with
one creator’'s work
made a crucial
difference in the way
I chose to make my
own comics from

iR




To this day, many -- as do some -- and the paucity
Some comics stores publishers* and of entry-level girls’
intimidating project an some in the comics doesn't bode
obstacles remain unwelcoming boy's creative well for future
for women in club image -- community --** generations of
comics. artists.

Gradual progress i
being made on all these

and in recent years, the e
promote comics by and for w
a new focus in an organ
devoted to it.
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Not
surprisingly,
cooperation has
been a recurring
theme in this
revolution.

Through
organizations and
collective publishing
efforts, the visibility
of women in comics
has been consistently

promoted.

Contributors to Wimmens'
comix, c. 1975.

S IRAY

But, as in many of our twelve revq
lynchpin of any successful effort
to be the work itself; the byprod

lutions, the
ill continue
uct of

individual imagination and hard-won sKills.

And the challenge for the rest of the comics
community -- women and men -- will be to help
that work find its rightful audience; and by doing
so, reclaim the half of comics’ potential that
was callously thrown aside for a hundred years.

*Outright discrimination may be harder to measyre
or prove in today’s harassment-wary climate, bu
there are some genuine horror stories.
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**Dave Sim’s personal misogyny became a public
issue in the mid-90s following the publication, in his
series Cerebus, of a text feature about women.



Our eighth revolution, the
fight for minority representation
in comics, bears similarities to the efforts
surrounding gender issues.

Both have to contend with narrow industry
attitudes, the disadvantages of starting small,
and the ever-present specter of blind prejudice.

But an important factor
separates the cause of minority

ethnicity, class, religion, nationality,
sexual orientation and physical ability
from gender causes.

/
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For all the ongoing
oppression and biases against
’ women, it's a rare man who doesn't
interact with the opposite sex on a
% daily -- if not hourly -- basis.

A/
O
0

Even when the
interpretations of
that discourse are
distorted, the
information is at least
available for those
willing to /listen.

But in parts of North America, as elsewhere, it

is possible for members of the majority to go for
months or even years, without engaging persons
of color in conversation, or encountering
someone who is openly gay, or moving outside

o

their own /anguage.

Even when outwardly visible prejudices are
lessened, ignorance can still remain.

cultural

isolation of
minorities can be an
order of magnitude
greater.

105




As a result, I think th
this revolution, even moré than
the previous one, is vitally linked to
the experiences of the ownar of the
hand that holds the pen.

i [

In other
words:
WhO makes it
matters.

Now, this is a tricky

concept, vulnerable to

misinterpretation, sO
T'll be as precise as

Clearly, it's foolish to say that no|member of one
“group” should ever write about another. Fiction
positively requires us to venture|beyond the

world of our experiences.

Saying that no
white writer should
ever write a black

character, for
example, would be

overly broad --

™
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BUE, it is reasonable
to say that when writing|about a
social or physical condition which only
a minority experience, members of that
minority will have an advantage in
portraying it.

Most
everyone
else is just

guessing.

U\

--and its
inevitable

corollary,
downright

toxic.

And while
guessing is
harmless enough
when it comes to

dragons and
starships --
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-- it can create a distorted view in popular
culture when members of a given minority, for
whatever reason, have little or no outlet of
their own.
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Such was the case when I
started reading comics in the mid-
70s; a time when some mainstream
comics writers first tackled various

social issues.

Skin Color was a popular subject as white
writers and artists strove to give voice to
African-American concerns -- with predictably
mixed results.

AND YOU PONE CONSIDER- .. THE BLACK

ABLE FOR THE PURPLE SKINS.! SKINS!| T WANT
ONLY THERE'S SAINS YOU TO KNOW...
NEVER BOTHERED WITH--! How come 2!

ANSWER ME
THAT, MR. GREEN
LANTERN !

Black Superheroes began appearing occasionally,
but their white creative teams often seemed
unsure how to present positive role models
without draining their subjects of their humanity.

Marve! Comics'
better-than-
average
Black Panther.

Despite some clunkers, though, the problem wasn't
SO much in individual creative approaches --

--asitwasina
system that left the
work in only one set
of hands.

™

N\

Gradually, the
ranks of comics freelancers
began taking on more color and in the
early Nineties, a multicultural group of
artists and writers called Milestone
formed an alliance with publisher DC
Comics to produce a line of multi-
cultural heroes.

The venture was
criticized in the
trade press by
members of the
Afro-Centric
organization ANIA*
who considered the
deal a “sell-out.”

Milestone Media

“From the Swahili word meaning “protect and defend.”
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Though I'm hardly
qualified to judge the debate
that followed,* in general terms, it
revolved around such issues as
independence, pride and the value
(or lack thereof) in mainstream
acceptance --

Milestone Comics title Static
by Dwayne McDuffie, Robert L.
Washington III, John Paul
Leon and Steve Mitchell.™

Heru Son of Ausar, by
Roger Barnes, published by
ANIA member publisher
Afrogentric.

-- and involved exactly
the kind of thorny
moral issues that
superhero comics
seem designed to

gloss over --

-- and that
white writers
like yours truly

were utterly
clueless about.

Beyond the stark morality plays of superhero

comics, other independent creators drew on
their experiences to break past the role-
model/victim/stereotype parameters that had
boxed in mainstream writers in the 70s and 80s.

In 1993, Ho Che Anderson, a black Canadian
artist caused a stir by portraying Martin Luther
King as a fallible human being, as well as a great
leader, in the graphic novel King.

Martin, you are a very funny man. You say
that you don't care about material things. . .
And look at the hotel you're staying in.
And the way you are about your clothes.
You're trying to tell me you don't care
at all about material possessions.
- Well... .come on....

Well, no, no....I won't say that I don’t
care. You know, I think it's important the
way I look or the way a man in my posi-
tion carries himself, a public figure.

People wouldn't be as inclined to frequent
my addresses if I showed up looking ratty.
You work with the NAACP, Daphne,
you know that.

A decade before, the number of interesting
Mexican and Mexican-American| characters in
comics had tripled overnight with the debut of
Love and Rockets by The Hernandez Brothers.

And for over two
decades now, Jewish-American
creators Art Spiegelman and Will
Eisner have made personal heritage a
centerpiece of their most celebrated
comics work.

To the Heart of the
Storm by Will Eisner.

Maus: A Survivors
Tale (again!) by Art
Spiegelman.

*Bad enough that I was a total nonparticipan
but this book is even a friggin' DC Comics
production; hardly neutral territory!
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**Pictured: Cover art by Denys
Cowan and Jimmy Palmiotti.



The story of Jewish
creators in America has a twist
to it. Hardly underrepresented in the
New York-based comic book industry,
Jewish tradition was nevertheless
completely invisible to comic book
readers for many years.*

Stanley Lieber
ak.a.“Stan Lee”

,r:;
\ | \
| Jacob Kurtzberg
1\ ak.a. “Jack Kirby."
] \
Dorr 1\
‘ LSRN

Unlike actors, politicians or athletes, the
individual stories of comics artists often get
lost behind the stories they write and draw.

[/--THAT you PO
HAVE FRIENDS
WHO CARE /

| ( MERe );/%P/%V’MA S, )
//~’ K | ' i

Script by Stan Lee. Art by Marie Severin and Frank Giacoia.

Reclaiming the history of minority
participation in comics can be a daunting
task when a cartoonist's name may be the
researcher's only starting point --

I think
sometimes that
George Herriman
makes a fitting symbol
for this century of
hidden stories.

-- or when a hostile
environment has led
to a masked or
incomplete public
image.

Herriman’'s comic
strip Krazy Kat is
frequently cited as
one of the best, if
not the best comic
of the century.

Little is known about
Herriman's family
background beyond
the fact that his
birth certificate in
1880 lists him as
“colored” --

"Among the many other prominent creators who were/are
Jewish: Jerry Siegel and Joe Shuster (Superman) Harvey

Kurtzman (Mad Magazine) and Neil Gaiman (Sandman).

-- that he once told a
close friend that he
was creole and
because his hair was
kinky, he thought he
might have some
“Negro blood” --

-- and that wherever
he went, Herriman
was almost never
seen without his hat
on his head.

2 B




As was true of th
Wimmens' Comix Alumni,

Lesbian comics creators have |also made
their mark in recent years through
collective efforts -

ol
ﬁag and

= ==ee]

-- and through full-scale
individual works that transcend
group identity without needing to |
abandon it.
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In the graphic novel
Stuck Rubber Baby
(1995) by Howard
Cruse, the value of
first-hand emotional
testimony™ is
demonstrated vividly
in the kind of richly-
textured, heartfelt
narrative that
“guessing” could
never deliver.
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Whate

politically marginalized, the

there

has probably been an

word lout through comics.

er the “category” -- the disabled, the

A formidable series of
obstacles needs to
be overcome for any
one of these attempts
to succeed; but

poor, the despised --
attempt to get the

every year, a few
brave souls run the
gauntlet --

-- and every year,

they
print

and p/aced on comics

store

get their books
od, distributed

shelves --

*Although S.R.B. is fiction, Cruse drew heavily
background and experiences when writing the

OnN his own
book.

-- and then try like Hell, along with everyone
else, to figure out how to get noticed by the
99.9% of their potential audience who barely
know those stores exist.




Revolution, the Diversity
of Genre, is where that
challenge is met head on.

our Ninth

N

Like most words, “genre” sports an
evolving definition. I'm using it here to mean a
broad category of fiction or nonfiction in any

communications medium which presupposes certain
elements of style or content.

Diversity of Genre is
a key result of our two
previous revolutions and also, in
a sense, contains them both.

It also
confronts many
of the same
obstacles.

Among the popular
genres featured on

today's comics store

shelves are:

1. Superhero
comics --

T
\
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No need
to dwell on

sales.

/T T
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By the early Nineties, autobiographical comics*

Actually,

-- and their self-
things have were hecoming common enough among deprecating
. %otten a independents as to almost deserve their own confessional style
little better section in comic book stores -- had become familiar
in recent

enough to warrant
years.

parody.

CHOCORATION = Hi Chestnut -Joe. =
INCRERSEDTO 25 They're giving away free =
LRAWMS PERWEEKA bricks of American cheese

E s today, Better gat @

wmw..

SO

Joe Matt Chester Brown Seth
Peepshow Yummy Fur Palookaville

Partially in response, a growing body of naturalistic fiction has begun to come into focus as a fertile
new territory for North American cartoonists to consider. Though healthy for its /ack of a common

“style,” qualities such as dramatic understatement, subtle, unhurried characterization, and clear,
unpretentious art are all becoming associated with the trend.

Dan Clowes Jessica Abel

Seth Adrian Tomine Jordan Crane Matt Madden
“Caricature” “Jack London” “Clyde Fans” “Alter Ego”

“Floating” “Black Candy"

The superior craftsmanship, humanist themes
and light humor of Bone was reflected in several
of its best contemporaries and has given comic
book fantasy a new lease on life.

Meanwhile, Jeff Smith's

Bone signaled a return to all-ages

fantasy** and won over & /oyal and
enthusiastic audierce.

i I Akiko by Castle Waiting Scary Godmother
’\ J] Mark Crilley by Linda Medley by Jill Thompson
\
S
*Many of them from Canada for some reasor]. 1 12 *Wendy Pini's E/fquest was a standard-bearer in this category

throughout the 1980s (despite some more adult passages).




Recently, @ minimalist
aesthetic has captured
a significant number
of comics’ leading

An aggressively experimental wing has also formed. Though antithetical in
some respects to the very idea of a common style, such approaches do
share a common spirit of formal exploration and intellectual challenge.

new talents.

John Porcellino

James Kochalka

Brian Ralph

Ron Rege

€O

Craig Thompson

D

Jason Shiga

Acme Novelly Lrary — JICKS Luck Runms Out
by iy Were Ly S50 Lite

776 Wigagy Resaer
Ly Sy Kersehbanr

Speealy
Ly Werrear C7apheia

Today's erotic comics
certainly constitute a full-fledged
genre with stylistic conventions of its
own, though it tends to fly under the
radar of most readers.

Birdland
by Gilbert
Hernandez.

One of the few
“high profile”

sex comics in

recent years.

Some genres, like
crime fiction, can
boast only one or
two outstanding
works; not enough to
gain any sort of
market presence.

Stray Bullets
by David Lapham

Other genres, like
romance, have found
the present market
hostile and their
intended audience
difficult to reach.

WHEN OUR LIPS PARTEL, I OPENEDP
EYE% AAP;P I ANEW I WAS

Empty Love Stories by
Steve Darnall and various.
(art by Colleen Doran)

And, of course, there are comics and creators
that simply defy categorization of any sort;
often to their credit (aesthetically if not
commercially) --

Frank You Are Jupiter Cerebus
by Jim Here by by Jason by
Woodring Kyle Baker Sandberg Dave Sim

-- just as there are
categories that many
comics belong to in
name, but not
necessarily in spirit.
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When Batman made his 1939 debut in the Although the

Genres are bimonthly title Detective Comics, it was the superhero as a story
rarely created detective genre that determined much of the premise was popular
out of whole story structure. from day one --

cloth.

z \
[ s®cuRER
THIS CONTRACT]
FEOM ONE
OF HIS
HIRED
KILLERS

WMM, A VERY CLEVER SCHEME.,

-- it would take In th{% 60s and 70s, veteran artist Jack Kirby To this day, nearly
decades for the seized on the central theme of superhero stories all superhero comics
superhero genre as -- POWER -- and made it the central motif of conform to the genre
we know it today to superhero art as well; challenging all subsequent prerequisites of
reach maturity.* pencil-pushers to try to outdo him. musclebound
anatomy --
\ 3 PP . ( ; ,
AN .
. = / N
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= \q*"/
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ND _IN CASE
YA THINK
TRETCHO'S
KIDDIN -~

//‘.

After 60 years of mutations, the superhero genre
currently incorporates hundreds of embedded
stylistic “rules” governing story structure, page
composition and drawing style --
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SN
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-- exaggerated
depths of ’ﬁe/d -

' 1‘4

\
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w
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*...or senility, depending on your point of view. 1 14 See end of book for full art and copyright credits.



-- and when the creative
community trained in that field
ventures into other genres, it tends
to take many of those rules along
for the ride.

Desperadoes by Marriotte,
Cassaday and Bell; a recent
Western comic with superhero-
flavored storytelling.

Such Trgjan horses
aren't always the
creators’ doing,though.
From a publisher’'s
standpoint, it may be
commercial suicide to
do it any other way.

This is the comics
market’s most
enduring chicken-or-
egg dilemma; how to
make comics stores
appealing to new
kinds of readers if
those readers never
step inside.

It's easy to see how
comics got into this
mess. Like everything in
retail, it begins with
the dynamics of limited
resources.

In this
case, the
limited resource
known as shelf

If you're a retailer with
26 slots on your wall*™ you can sell
every type of comic from “A to Z” (as, in
fact, the comics market once did).

NEW RELEASES
oIl

A

A to Z Comics
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But if you're paying
an arm and a leg for
every inch of that
store, and you find
that "A” through "C”
sells five times as
many copies --

-- it’s only a matter of
time before you'll want to -- or
have to -- make some changes.

=

NEW RELEASES

Your reader base may
go down as a result,
but your profit per
inch will go up, and
day to day that may
be all you can afford
to think about.

1z - R |+ 5 e
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]E\ [ Ll =—— e~ P
= ABC Comics C EE ﬁ-@ E 5 . mE|
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*Specifically, the shelves (o racks) of convenience stores, 115 e 1 Bxample ton here.. e with e

followed, in time, by comic book specialty stores.




Once the process
complete, and the “B-Z"

will be difficult.

masses are /ong gone,* diversifying again

is
reading

NEW RELEASES

Alla

:ﬂ>>.

E\ Al

AlJAllA

-- but only
“A” buyers will
see them.

LEA

LA

Thus, any effort to
build a market for “B”
comics usually begins,
both creatively and
commercially, by
making them at least
palatable to the “A”

AIA'A

Y

Then
waiting, waiting,
waiting for the “B”
buyers to trickle
back in.

shap

work| takes its proper

any neal progress in
genre diversity be
made.

o, however, can
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Only when the “B” Bodies of individual work can inspire such change

over time. DC's Vertigo line, for example, drew
much of its shared sensibility from the work of
British writers like Alan Moore and Neil Gaiman.

Al

Swamp Thing by Alan
Moore, Steve Bissette
and John Totleben.

Sandman by Neil Gaiman
and various. (Art by Kelly
Jones and Dick Giordano)

In time, such an embryonic gen
acquire its own rich history and
and rely /ess and /ess on the ma
superhero genre --

re may begin to
stylistic hallmarks
nnerisms of the

LOOK AT

MY CITY, DREAM

Sandman.

Art by P. Craig Russell.
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-- and hopefully not
revert down the road
if some new generation

in marketing decides

that maybe the
company's “B” comics
might sell better --

e =y

__/

-- if they looked
more like “A”s.
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*Nearly all of the top 100 selling titles in Oc

like Xena and "Stone Cold" Steve Austin.)

tober
1999 were superhero comics (or quasi-superperoes
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Believe it or not, despite
all my griping, T actually /ike

my career writing and drawing them.

superheroes! In fact, I've spent much of )~

For me, superheroes
are like those
chocolate pies with
whipped cream on
top and that Oreo
cookie crust... you
know the ones, right?

-- but who
wants to eat
nothing but
chocolate pies for
the rest of their

7

They taste great --

genres --

The push for diversity of genre is the push for
comics to achieve excellence in many different

It’s hard for creators
to appreciate that
potential, though,
without any basis for

-- including the one with the guys in tights.

comparison. In such a
vacuum, superhero
comics have become
increasingly inbred and

b

% uninspiring.
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Fortunately, there have been exceptions. In the
80s, those who best understood superheroes
began deconstructing the genre, hoping to kick
some /ife into the old clunkers by breaking nearly
every one of the tried and true “rules.”

The deconstruction of the 80s laid bare the
inner workings of the genre and became the
foundation of a sturdy and streamlined
reconstruction by writers in the 1990s.

- o 9 )%
'U?

Frank Miller's cranky old
bad-ass Batman from The
Dark Knight Returns.

The vigilante Rorschach
from Watchmen by Alan
Moore and Dave Gibbons.

Winged Victory, from Kurt
Busiek's Astro City. Art
by Brent Anderson.

Tom Strong by Alan
Moore (again!) and Chris
Sprouse.
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Some think that the superhero g‘ nre and

comics were made for each other, that it's just
a case of “comics doing what comics does best.”

=

I disagree on both
counts. One: I don't
think there's anything

intrinsic to comics

that restricts it to
such power fantasies.

Two: We
haven't been

the “best” at it
in years.
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The postwar Japanese and European comics
markets have forcefully demonstrated that
comics can thrive in dozens of genres at once
without relying on the guys in Spandex --

-- while in movies, TV and games, a flood of
superheroes and related power fantasies are
capturing the imaginations of far more kids than
any of their four-color forerunners.

5 - D |
A

T discussed in

Superheroes Understanding Comics
are first and why [ think comics has
foremost about a great untapped
role-playing -- potential for audience
becoming the participation.*

character.

*In Chapter 2. “The Vocabulary of Comics.”

S

But in the arena of first-

person power fantasies in which
superheroes belong, a new technology

already kicks comics’ butt, and it's only going
to gain strength in the coming years.
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Comics can no longer
afford to put all its
eggs in one basket,
and a growing number
of creators and
business people now
recognize this.

S5

But others view comics’
eventual rendezvous
with superheroes as
historically inevitable;
a kind of “manifest
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-- but the
ascent of any
one genre is, I
think, a largely
arbitrary
process.

I think the
development of
genres in general
may have been
inevitable --
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Unfortunately, there's
no way to replay the
20th century with
different variables
to test this idea --
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. --but inour
imaginations --

-- we can
at least
postulate a world
in which comics
never existed --

-- then
into this blank
slate, propose a
simple idea:

To communicate a
narrative of some
sort by placing one
picture after
another.

Then, give some paper and pens to a thousand
writers and artists, give them no guidelines for
content or style, tell them they can add words
if they want and set them loose.
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The results of this
thousand artist experiment would

be a thousand different visians of what
the form could become.

Some of those visions would undoubtedly exhibit
shared subjects, styles or sensibilities, but
assuming each artist had worked apart from
his/her peers, such common threads would be
coincidental (though they could have stemmed

from shared societal influences).
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If we then let the creators rea | each other’s

works, members of the group will begin to
influence each other and some would be
emulated more than others.

Similarly, if we were to make the byproducts of
the experiment available for sale, some works
would be in greater demand than others.
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Both patterns |
to the formation of ¢lusters

One: They would be
perceived as part of
something greater,
enhancing recognition
as a group and
repeat Visits.

The artists and works
belonging to such
clusters would have
certain collective

advantages over the
remaining unaffiliated

drifters:

]
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Two: They would
offer new creators a
coherent vision of
the medium that

Three: Through the
economies of scale,
those producers

dealing in the larger

could be quickly

groups could gain an
absorbed.

economic advantage.
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In other words, the forces
favoring the formation of genres are much
stronger than the forces contributing to their
dissolution.

Like gravity pulling
cosmic matter together to
create stars -- once formed, they
tend to stick around!

The same forces which give genres the edge over
non-genre work also give /arger genres the
advantage over smaller ones, the latter being
dissolved into, or in many cases orbiting
around, the former (such as superhero-tinged
westerns and science fiction titles).

When combined with
the struggling business
environment and limited shelf space
mentioned earlier, an entire art form's
public face can be reduced in time
to a single genre.
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If this was a case of “survival of the fittest,”
then such a result might indeed have been close to
inevitable, but after a genre's inception, survival
of the biggest is more often the case; and the
inception itself is shaped by the idiosyncrasies of
individual creators; idiosyncrasies that may be
emulated for decades by a growing cluster of
admirers and imitators.*

Return to the beginning of the thousand artist
exercise, pluck that influential artist out of the
line up and run the exercise again, and you might
still end up with a single genre... but would it be
the same one?**

AL NP N P . N N (=S ¥ = S § = S {

T 6T T T 6T 6
T T ]

OOt

AU A

A AT 6T 6T 6T 4

“Artists who, despite their devotion to the original
creator, may be unsure of which of his/her personal
quirks was the work’s secret ingredient.

121

“*Real-life example: What if Jerry
Siegel had never met Joe Shuster?
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The phenomenon of the popular artist or style
may seem less subject to chance
the byproduct of the culture at| large --

hen seen as

g

community is --

-- but the general public is ofter{\ in thrall to the
same idiosyncratic individuals thaﬁ the creative

-- and at the time
immediately following its
inception, a genre’s popularity may be
the product of fleeting fashion, the
zeitgeist of its day, or temporary
market conditions.

In some respects, the
battle for diversity of
genre is a battle
against the very idea
of the genre itself.

After all, a greater
number of genres could be seen as
just a greater number of rule-bound
cages to lock comics into.

But for an
artist intent on
following no rules
at all* --

I

L

-- the chance of
finding a place on
somebody’s shelf is at
least increased in a
diverse marketplace --

N

_/@ -

Nowhere was this
demonstrated more
vividly than in the
postwar Japanese
comics market.

-- and for those who
pick|and choose their
rules, a wealth of
techniques can be
gleaned from those
whtb have been at it

’ for a while.

* i.e., the kind comics desperately needs moF of.
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Comics genres
diversified wildly in
Japan during the 50s
and 60s and as each
genre grew, it grew
in a different way.
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i Shinji
Mizushima's
classic baseball

= for example,
2| featured a
rubbery

{ bhysicality
@ that perfectly
captured the
motion and
dynamics of
the game.

comic Dokaben,

Akira Toriyama's Dr. Slump and Dragonball
distilled comedy and childlike absurdity
down to their perfect stylistic vehicle.

XS
SGS

OV T, T NI

The samurai genre evolved over the years to
incorporate a slashing gestural line style,
capturing the violence of the era as well as
the flavor of ancient line drawing.

Art by Goseki Kojima

And in countless romance comics by Riyoko Ikeda
and others, the interior emotional conflicts were
visualized in collages of faces and symbolic and
expressionistic effects, de-emphasizing exterior
relationships in favor of emotional interior ones.

This last approach is In the aptly-titled

particularly telling
when compared to the

ingrained habits of

U.S. comics artists.

R

How to Draw
Comics the
Marvel Way,*
penciller John
Buscema shows
us a multipanel
conversation --

-- then draws the

same panels in the
dynamic house
style (.e., refined
Kirby) of that era’s
Marvel Comics.

=

[

I

/

*Still available in stores after all these years (it came 1 23

out in '77). Many of its basic rules still are followed --
consciously or not -- in today’s superhero comics.
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' Yet in both ' Li#e game ' This and countless other mannerisms are so
p.

examples, the ieces assembled deeply entrenched in American comics that even

physical relationships for a skirmish, always “alternative” creators have trouble breaking out
of them:; inhibiting the growth of other genres.

are reiterated in

| nearly every panel!*

wary|of the other
quy’s position.

A conscious examination of these tendencies

can help artists break out of their box, but the In some respects. the
greatest progress will come from the same fight for gender balance and
sources it always has; the individual efforts of minority representation may seem at
artists with a vision too strong [to be contained. odds with genre issues.

The first two argue for a body of work that Ironically, it's often those most schooled in life’s
represents the world as it is, Yet the third seems harshest realities who grow up least inclined to
geared toward our need to eicape from it. revisit them in fiction.

—~

o s

D i

*Five out Of six panels in the original illustration. 124




Some in
comics’
progressive wing
tend to sneer at

But all readers want to be transported by
fiction in the end, even if the journey is through
a mirror of the world we already know --

escapist fiction.
I can come across
that way myself.

-- and as long as no one
gave us a choice of the
world we were born
into, a little escape
seems a reasonable
request, and one of
the many that comics
can fulfill.

As I said in

Understanding Comics, I ' itself, but in the imaginations of those who've

worked within it; leaving an art form at century's end
that’s failed to demonstrate more than one tenth of

believe this form can handle
virtually anything we throw at it;
any subject, any physical
medium, any Style.
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The limits were rarely in comics

one percent of its potential --
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{, -- and leaving as a challenge for a new century --
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THE THING ABOUT TOOLS

)100101001“01100101010110010101(

When I was in grade
school in the early 70s,
my father told me
about an old computer
called Whirlwind.

Whirlwind had been one of

I was raised.

the great old vacuum tube computers,
built by M.L.T. researchers around 7950 and
residing at Lincoln Labs, not far from where

He said it grew to use
over 12,000 vacuum
tubes and 20,000
diodes.

g
' l

Inhab[tmg 3,100 square feet on two floors, it
was the /argest and most powerful computer

gn the face of the Earth.
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Then he said:

At my company
today, we could build
a computer 7,000
times more powerful
than Whirlwind --

l 6

L II|,




Every seven years, he P& o 22 ¢
--and it said, computers were I asked, D0 Dad said €
would be the becoming ten times as isn't there » something €
size of this powerful as more and some /imit? How n about the >
ashtray. more circuits could be much smaller can n\ wavelength of a “
packed onto the these things h ) photon. f
average chip. get? h & Y
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It's been over 25 years since that conversation
and my father's projection has, if anything,
proven conservative. In fact, that bit about
the wavelength of a photon has been coming up

lately -- as well as ideas for breaking past it!

Dad's “seven” and “ten” was
an early variant of what's

become known as “Moore’s Law”
after researcher Gordon Moore’s 1965
prediction that the circuit density of
semiconductors would double every
year and a half; an idea that's mutated

in the popular imagination as a
gedictor of progress in all areas of
computing --

\’V/\ﬁ —

-- and for some, as an
article of faith that an
era of staggering new

Moore's “Law” is, of course,
anything but. There is no logical proof
that such exponential growth won't stop

-- and increasingly safe
to assume that change
has become, and will
remain, our culture’s
constant companion.

1
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But in a striking
inversion of

traditional reasoning, it
seems increasingly radical to
predict the absence of

such change --
\I\ /

changes is just — dead in its tracks. —
beginning. T\\\ B, o
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My first computer,*
bought in late ‘92,
offered my first real-
world exposure to
the steep curve of
Moore's Law -- '

Ding-

* Like most graphic artists at
the time, I got a Mac.

-- as D{watched in awe

how quickly each new

generation of machines
troynced the /ast.

As I write this, less than
eight years later, my first machine’s
bargain-basement descendants already
sport twelve times the speed, twenty
times the memory and eighty times
the storage!

about three
hundred dollars

And by the time you
read this, those new
machines will already
look slow, weak and
overpriced!

As PC sales

havie risen, so

has| public ,, >
awareness of =

the staggering
pace of the
changes, and
with it a rise
in hype and
reckless
speculation.

|

‘ )//

Computer makers and online merchants have
seized on the public excitement and tried to
redirect it to their own products and services,
promising to deliver the wonders of a brave new
world into consumers' homes.

|
|
T
|

That world doesn't fit
in a cardboard box
just yet, though, and
some disillusionment
may be inevitable.

Do you have
your receipt?

CUSTOMER
SERYICE

.
Lo
4

]

[

Meanwhile, many digital professionals work in a
less idealistic world than the one they entered a
few years ago. The “business of the future” for
many has been demoted to “business as usual.”

The qulf
between hype
and reality can
produce both

suckers and

cynics.

[
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*Like most graphic artists at the time, I got a Mac.
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Keeping creativity and
enthusiasm burning --
overcoming cynicism without
becoming a sucker -- is a challenge

worth meeting; and learning to
recognize hype is the first step.

I |

-@®@
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probably hype.

My rule of Ifit’s
thumb: If it’s about the

about the future, then no
present, it's amount of hype

can do it justice.
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Predicting the future | | -- and the difficulties e ] =
of digital technologies of forecasts increase Yet, today’s A
is a bit like predicting exponentially the futurists do have two 2|
the weather. Small longer the time frame. important advantages over 2 |
changes can have big || sages in earlier eras. One is the
consequences -- | | relative certainty of Moore’s <
Law and its generalized > |
n corollaries in the next %
‘ \ decade. <
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The other lies in the
nature of information
technologies which can adapt so
quickly to the fundamental needs and
desires of users that an understanding
of those needs and desires often
provides a surprisingly good road map
to the future --

OO\OLLOLOOLO Loo

--as well
as a guide to
understanding the
road that led us
to this point.




If
necessity is
the mother of
invention, then
invention is the
mother of

desire.
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When Englishman

Charles Babbage designed a
steam-driven “analytical engine” in

> mid-1800s, he did so to fill a specific
ed for mathematical calculations in
the scientific community.

For various reasons,
Babbage’s machines
remained unfinished in
his lifetime --

Sigh
It's a long

-- but the needs
remained, and
when the first
electronic
programmable
L computers like
ENIAC made their
\ debut in the
1940s it was to
fill specific
governmental
i and institutional
needs for the
kinds of number-
crunching no
human could do.

By the time Whiriwind
the scene in the 50s, thoug
were hints that humankind's ne
might have some surprises i

hit
h, there

n store.

oy

o

o
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W invention

Whirlwind was ostensibly built
for defense research but found many
new applications over the years, from i

retinal surgery to seismic prospecting. A%
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And some, uh... less
official tinkering by
intellects and
imaginations too

Computers had fulfiled needs but also created desires in their creators to
go further -- desires that would ultimately give birth to such unanticipated
applications as computer graphics, networking and real-time interactivity.

busy to stand still.
< O PLEASE TYPE
©00006000000 S BEEP. o
0000000000000 /52&7/ FULL NAME.
———1 |o
4| == @)
" O > FULL NAME
— - C = =y
COOOOOOLOLOOOOO @)
COROORRHOBRLEE o
HA. HA.
@@ooeo@@@@mooo ®)
@@@@@@@@@@@@@@ o PLEASE TYPE
@@@@@@@mw FULL NAME.
gggooooooo&ooo g
A0 P R
As each new application spawned its own By the 60s and 70s, small affordable
field, desires quickly turned into “needs”* and computers like Digital's PDP-8** were finding
new inventions soon followed to fil/ new uses in schools and small businesses across
the country -- not all of them practical.

computer entered
the homes of

amateurs like me in
the 80s and 90s --

suddenly miflions of
minds ready to take
an invention designed
to get users quickly
and efficiently --

Time's up, Just ten
Kids. more minutes,
_ pleeez?
it
7 (
—+
7
/- \
o \
*A "need"
is. after all, - A
Jjust a desire )
that's had My friend Kurt and I taught
time to a PDP-8 to generate random |
forment. supervillains in 9th grade. {
— R
When the personal -- there were -- from “A” to “B” -- -- and discover for

themselves where “B”
might /ead.

*A “need” is, after all,
just a desire that's had
time to ferment.

““Affordable” from an
institutional point of view,
i.e., under $20,000.
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Like my father, I
have an optimistic nature.
In the rest of this book, t
projections I'll be making f

comics, and for media in
general --

-- proceed from
an assumption that
civilization as we know it
won't simply collapse in
the next few years.

Skids economically --

R
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Of course, no one can -- but even if this -- when it does e V)
guarantee a disaster- revolutjon has to return, it will still - and still
free future. Having take a decades-long follow the same basic arve st the ]
survived January Ist rain check -- growth pattern -- same basic
2000 without a scratch, shape
we could stil hit the 7 pe.

4 (
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011C10]
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Barring such obstacles,
then, there are six
assumptions about

near-future computing

that I'm going to take
as given:

P

of pr
decré

- O

Increasing Power
ocessors for
2asing prices.

$

Shrinking size
of equivalent
computer hardware.

=

\

Accelerating
computer-mediated
communications.

Improving display Growth and And the proliferation
technology such as normalization of web of computer
monitors. commerce. appliances.
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Taken \
individually,
these trends point
to a cheery, but
not altogether
remarkable few
years.

Now, even my
good-for-nothing
son-in-law can

=] Ooh! Just look
§ @ i| atall that shelf
e space we have
left over!

With these fast
downloads, 1
have more time

7

Wow! You can
even see her
blemishes!

T, .1 We're in luck, Bill!
They take VISA!

»
< ( Thank heavens!

~

But when acting in
concert, and given a bit
longer to develop, some far
more dramatic scenarios
suggest themselves.

Among them: the
growth of a new
generation utterly at
home with digital
media --

-- a radical
realignment of
industrialized
economies --

ADD TO CART

-- the advent of -- the first stirrings of -- the maturing of -- and the first
“wearable” genuine artificial virtual reality as imperfect prototypes
computing -- intelligence -- more than just a for the ultimate
headache-inducing “killer-app” --
O novelty ---
i e
= e
VA \
i 1T\
X 00101001001 |
001010010
Q1010010¢
4101001001
»010100100""
f001010010C
—_— o~ 0001010010 -- a universal
1010100C \ translator.
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Each cycle of need,
invention and desire
takes us to a new
technological level,

in which the traditional
assumptions of the
previous level can be
rendered obsolete.
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dia which I think will

It's my goal in the rest of this
book to explore aspects of the
ersection between comics and digital

en in a distant future where today's
“supercomputers” --

remain relevant,

TN /
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/[ \\‘ j % \

-- are perceived as
nothing more than
dust-gathering

relics.™

96

Some
are

hum

take comfort in the
just another tool,”

Tools change &V -
worlds when the
ideas behind them are

strong enough.

an tools hardly supports the sentiment
behind the word “just.”

idea that computers
but the history of

A
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The thing about tools
is that tools --

-- are rarely about
the thing.

The tools of everyday life, taken in

and nearly a/l of them harbor one

dividually, may seem tame and familiar, but strip away the surface
of a few simple, powerful ideas:

That the world can be
shaped to our will.

be sen

That thoughts can

and distance.

t through time

THIN FETTTTLCAIET 84§ / F\
amaceum ecemad | | \
amee aflur . Fray )
. JFily avanchug =

That we can extend
our physical abilities.

That we can extend
our /ives.

136

“Five years from now, for example.
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Now, as the new digital tools shed their skins at an ever-accelerating rate, we have
to look beyond those surfaces to the ideas they harbor.

the mind can be
extended.

That the work of

That intelligence can
be recreated.

That distance can be
erased.
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That information
alone can make a
world.
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As T

aspects of comics and
computers, T'll be referring to the
present, but for the most part, I'll be
discussing a world still waiting to be

tackle these three

born.

DIGITAL PRODUCTION

v
O(1 \ DIGITAL DELIVERY

o1
1®

DIGITAL COMICS

And T'll try to
consistently get past
the big fat metal
boxes --

-- that can be such a
distraction from the
promise --

-- of a new
technology --

0100C

-- just as, for years,
our stapled, color
pamphlets --

-- have been a
distraction from
the promise --

--of an art form.

/\/\
()
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THROUGH THE DOOR

Digital Production

Using computers to
make art is an idea nearl
old as computers themselves.

But it wasn't until
the 7970s that
computers were
generating uniqu<
new images on a
regular basis.

ol
AL :L:uf_'-.
3%y

Even the old vacuum
tube giants like
Whirlwind dabbled
occasionally.

y as

559

I

Some edrly computer Others reveled in
artists used the new tools the kinds of imagery
to imitate, refer to and ,—E‘—_‘ that only
process the appearance : computers could

of the physical world. produce.

N

See end of book for full art credits.
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Proponents of both approaches saw computers
as a boon to artists in all fields. but few
individual artists had much incentive to switch
tools during computing's early years.

Throw away that old
drawing desk, Leo! This baby can draw
a perfect circle in just five minutes and it's
only $9200,000.00!

Jclick=

SURRENDER,

TR
TR
73 SRR
[SESRENEEL

"

And, though far
Ccheaper, the personal
computers of the

70s and early 80s
were still primarily

The technology of
making pictures was
already a subtl/e and
Sophisticated one, long
before computers.

number-crunchers.
not easels.

7

Most artists showed
little interest in making art by
entering commands into a machine when
they could stay rooted in a far more
intuitive world where “what you see

is what you get.”//
Wz

JH TR )]

THE FACE OF COMPUTING IN THOSE DAYS
-- THE “INTERFACE” BETWEEN MACHINE
AND USER -- WAS A STARK ARRAY OF
WRITTEN COMMANDS, OFTEN IN AN
ARCANE LANGUAGE REQUIRING SPECIA --
> WARNING: ERROR LINE 47.

-- LIZED KNOWLEDGE TO ACCOMPLISH
EVEN THE SIMPLEST OF TAS --

> ILLEGAL COMMAND: 132452 SYS/D4038
> SYS STAT/MEM CONF837-97 A:&)%

e KS. (OH’ NEVER uIND...)
> ABORT?H

But as early as 7973,

engineers at Xerox’s Palo Alto
Research Center* had been investigating a

way to represent the landscape of computing

graphically in hopes of dramatically

increasing usability.

Xerox's “Star” computer, complete with an early mouse.

The “graphic

user interface”
offered visual

metaphors for each

aspect of computing and
seemed natural and
welcoming to new
users.

/ Xerox was Y '
unable to The Aople
successfully market Nint ok
their innovation, but 1984
others soon did™* with

some spectacular ’
results. Microsoft .
Windows, -’
1985

*Known as “Xerox PARC"
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**Apple execs (including Steve Jobs) visited Xerox PARC
shortly before creating the style of interface now found
in Macs. Microsoft soon followed suit with Windows.



Unfortunately, in the
80s, the G.U.L.'s
impressive toolbox
was hampered by a
lack of speed and
power.

The adage that “a picture is worth a thousand words” proved an
understatement when a single print-quality image could be composed
of up to 700,000,000 pixels.*

/'"
EIYME -
o .
Thus, the first
digitally-produced
comics™ in the
mid-80's were

necessarily raw and
required enormous
investments of
time dnd expense.

yammi
Later, more As the technology has And a few, very few, Meanwhile, behind the
elaborate digital matured, a few have have put the most scenes, computers are
comics art often used gomputers in the exotic aspects of becoming ubiquitous in
allied itself with safe, service of a distinctly computer generated the finishing of comic
familiar genres. natural media imagery front and book art for

e sensibility. center in hopes of publication.

SO e L B2 . . presenting something
L ,4\\ 1 unmistakably new.
o (‘,;\ P 1 [X ‘.//"\C'\.\/

\\: [
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St 2 L)

Art from Batman: Digital
Justice by Pepe Moreno

Art from Mr. Punch by Neil
Gaiman jand Dave McKean.

by Mark Landman

As of this writing, the /ettering and coloring of
pen-and-ink mainstream titles is rapidly being
commandeered by digital systems] with
surprisingly understated results in many cases.

T T Fai_ Mode Image [Niter select window Record heip

,

Many in the profession use the computer as
merely a tool to accomplish more efficiently
tasks that were already being done in the years
when color separation was up to a team of old
ladies in Bridgeport with Exacto Knives.

*Pixels: Short for picture elements, the
tiny dots that computers process to
create the illusion of continuous tones.

“*Pictured: Shatter by Peter Gillis and Mike
Saenz, produced on a Mac in 1985 when
they were just those tiny little things!.




Such conservatism is a
small example of the
broad tendency we all
have to interpret new
media through the
filter of the old.*

Early written
language was filled
with artifacts of the
oral tradition --

-- early radio was
steeped in print --

-- early television was
bred of radio and the

movies.

e,

It's not surprising, then,
that the sensibility derived from ink
line art and mechanical reproduction
would dominate the early days of
computer-generated comics.

ST

Naturally, a sensibility
of ink drawing will
always be relevant to
works reproduced in
ink --

-- and even art
destined for the
screen can benefit
from the study of
old masters --

-- but to choose
computers as one’s
primary art-making
tool is to choose an
almost superhuman
palette of options --

NN
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/ --and to \
devote it t

0
merely imitating
their predecessors is
a bit like hunting
rabbits with a
battleship.

*Marshall McLuhan was a frequent proponent of this idea.
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for profits was well unde

its own when computers cam
scene --

Unfortunately, the hun

with rules, customs and a momentum all

£
T way,

e on the

-- 50 that before
computers could
make a major visual
statement, they
first had to make
themselves useful.

As of 2000, a more
than a decade of
“being useful” has
produced a select class
of digital experts --

You're still on
version 2.5?!

%
AN
] [ \’/4
H -
Lo )
=
There he is!
Get im! /'/
%ﬂx/ 72> /\/VIAjA
-- and many younger For others, though; -- and the prospect of the
artists now see particularly veteran comics industry converting
acquiring computers artists of earlier entirely to computers can
as the first rung on generations;* the lead to severe alienation.
the ladder to power. fast pace of change —
can be unsettling --

ENTER 27-0IGIT
PASS5WORD.

AA r;'

pen, brush and mechanical reproaq
advent of computers can only mea
these artists:

After decades of mastering the technologies of

uction, the
n one thing to

turn out quite as grim

—

»
)@

3
X, wo‘r

e}

»

Personal
obsolescence.

For this third group,
the future may not

as they expect --

U

-- but neither should

the first two groups

expect the future to
be quite so simple.

LT
=

\/

*Though every generation has its share of
artists who avoid computers like the plague.

142



Groups one and two see themselves as masters
(or potential masters) of the new tools, those in
group three feel like slaves -- or worse.

They'll
make me a

They'll
make me a

They'll
make me
extinct!

“Master”

--and all three will
feel the ground shift
beneath their feet --

I

I

) )}

Despite their
differences, though,
all three views cast
computers as either
helping or hindering
the goals of the
artists without
significantly changing
the nature of those
goals --

-- when the néxt generation
gets in the game.
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It's my quess that those who will do the most to
reinvent the look of comics, whatever their
age, will do so with an attitude much like my 4-
and 6-year-old daughters.
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One of my kids' favorite art programs is Kid Pix,* L £ | = LS
afve;iat;le application featuring a wide variety The various “brushes” can produce
of nifty tools. any number of bizarre effects, each
‘ one accompanied by a unique sound.
3 fle Edn Tooiex Goodies help Toe 659 o T “ u
S - y ?
©) — L y
N > - -
A==l. : 1 W b J
2 |y . . w &
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“Kid Pix has been around for years and is considered 143

something of a classic. Even T like playing with it.



Each item on the tools palette has a vast sub-
palette of variations, and even our youngest
has explored them thoroughly.
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One of the
“eraser”

little stick of
dynamite. If you

select it and click on

your picture --

variations is a

-- there'll be a Joud
boom, some spreading
concentric circles --

-- and the picture will
disappear.

That's
what it's for.
But that's not
all my kids use
it for.

on th

find t
place

It seems if you click

again,
circles

e dynamite
before the

are gone, you'll
hat they stay in

My kids don't see
their relationship
with the computer
as either master
or slave.

A

A A
< >

MASTER SLAVE

To th
is an

of th

explore, an extension

~

°m, the computer
onvironment to

oir whims --

s

e g

-- and can then be

combined with other

such patterns by

repeating the process

in a different spot.

Now just
try telling my
kids that's not

what an eraser is
supposed to do!

-- and a place where
things “happen” first and are
understood /ater.




This ability to p/ay with
the new tools, to learn them from the
inside, is our best hope of
understanding them.
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Kids don't have a
monopoly on the
ability to play. This
phenomenon is as much
about attitude as
about age.

But for many artists
my age and up, a
certain amount of “un-
learning” may be in
order.

Sometimes, when I
look at my kids’ art, it
reminds me of a
certain afternoon in
1994...

I was getting my first
look at some of the
year's best CD-ROMs
when our friend Carol/
and her 14-year-old
son Brad came over.

Brad sat down and
started playing with
one of the disks, and
within minutes, he
looked up and said:
“Hey, Scott --

“-- did you go
through the

door marked

‘Do Not Enter’?”

“ -l/
R
a:w":‘-'ﬁ.w

Do Not Do Not
Enter Enter
(]

Needless to say, I hadn’'t; and I've since become aware of how many artists like me have failed to open
ang number of doors that could have led to new possibilities, snmplu because it wasn't their _/Ob

Do Not
Enter

. po Not
pe :‘:r Enter

Do Not
H 2::‘::

It rarely starts that way. Beginners in digital media often revel in their newfound

abilities, flinging open door after door.
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Seasoned professionals

can often spot “newbies”
tendency to overdo it; using multiple
effects filters on a single image for

by their

example.

Most learn what
“works” and what

doesn't “work” in due
time and gradually back
away from this vortex

But I think that the
artists willing to go
through that vortex
to the other side will
learn far more than
their more cautious

and asking not

effect “works” --

This means temporarily
suspending judgment

whether a given visual

whether the
narrative effect is an
interesting one, and
comics might

'3

=y,
3
\

For example,
newcomers to

programs like

Photoshop often
make excessive use of
twirl effects, just
because they look
cool.

i %1 What would be
& 4 = the narrative
/ﬁ effect of a
= E series of
R 7 g backgrounds
S 7 subjected to a
G/ slight. twirl?
'_"“"“" | g | B ; / £
e el How would we How does
“ @ % £ ~// react toa blurring images
/: \ el /T T/7 4/ jtory that was affect the
D S el | T / ... all“embossed” reading
oo eowe seewasees [atherthan experience?
La T drawn?
J i i’ 9 o 7
L | o/
¢ e
v T T =
@-@4 gﬂ & Iﬁl IL(@] Howdmuch of Whta’c’sttr;?C
=P the density and potential for a
pos) | S § @ repetition cogvic[mad% h
' available in entirely out o
Qﬁ [e 7/[/ R 71 7 < et 4 ?
o] IS ) ] [ lat ] oyect-oriemted cip art
K \ 0
D 1] R B [ I [R] e e ke
7 A ] ]
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What are the How could
outer limits of motion t;ed
sequential represente
abstraction and through streaks,
readability? noizsf% ?Ing/urs?
moti Y
o0 oo o0 "
H w How might How does
O msm bl il digital text- cartoon
d i g i tf a | handling be used stylization
T for expressive operate in a 3-D
ext-] o adls d effects? environment?
andlin e

programs that
render realistic
imagery
contribute to
the surrealistic?

How would it
affect our sense
of time if the
panels
themselves
took on a
physical
presence?

questions could have
been asked and
addressed long before
computer-generated
art became widely

’ available -- |

How would What are the

readers decode narrative effects

a mosaic of of the perfectly

oversized symmetrical

“pixels”? images that
computers can
produce?

How might ~ How can ripple

artists use the 3 and wave

m#ltilauerfed 9 %\ distortions raise

effects o NONAAATA) A\ anxiety levels in

“image hoses” \ an image?

and custom

brush effects?

How can Many of these -- but while a

bewildering variety of
traditional tools
would have been
necessary to do so,
digital tools can now
put all of these
possibilities in a single
location:

147




Right at the
artist’s
fingertips.

And thanks to the mighty “undo” and the ability
to saye intermediate versions -- pursuing one
option never has to exclude others.

The digital
canvas offers a
malleable world

with limitless
opportunities for
revision and
expansion.

Computers replace an armada of physical media
with a single work environment, but by doing
so expand the palette of visual results greatly;
and that palette grows /arger by the day --

-- and once adain
the tool that makes

it all possible isn't box --
something you can
put in a steel case --

-- Or on a plastic disk
inside a cardboard

1T LR )
-- or in a half-inch- The tool JL
wide strip of glowing is the /dea -- and the case and
pixelated icons on a |that art as the disk and the box and
glass screen. information is the screen are just the first
.mt_rmmcallu shapes the idea chose
mitless -- to take. =
R
a - W e I \)%‘/’ >
1105 |{ { \\ \F"S‘\:} N
A R LTI
J IRV T
1 ~ \\ =
d \ AN i ~—
| N (U s
1A V1] AL
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Compared to recent
developments in other areas
such as networking, computer-
generated art may seem to have reached
a kind of plateau, but I think we're just

getting started.

In the next 20 years,
expect some dramatic Shifts in
how computers process images, how
we manipulate them and how we relate
to both art and technology.

/ One change
already under way is -- and the
the trend toward pixel-based

building bridges between
object-oriented “draw”
programs --

bitmapped “paint”
programs.

Since every piece of a “draw” program's output In contrast, “paint” programs store and process
is a mathematically defined object, it can be images as vast mosaics of tiny pixels which shift
moved, duplicated and transformed again and colors imperceptibly with each change made to
again while always staying sharp and precise. the whole picture.
)) \’/\ 717 17 N u X
3 ¢ A= Al=|mEaT AR
A 177 1T Rl




“Drawing”
has been
compared to
using a set of
magical rubber
bands --

mated multi-
colored
sandbox.*

B

In recent years, one of
the holy grails of computer graphics
has been to combine the resolution-
independent precision and flexibility of
“drawing” with the intuitive power and
subtlety of “painting.”
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This convergence of application
have its greatest impact on 3-D
of which generate “drawn” wireframe skeletons
wrapped in “painted” skins of ligh

strategies may
modelers, most

t and texture.

The preparation of
such models has
traditionally been a
tedious step-by-step
procedure that
reflects the rift
between the two
types of programs --

A -- but as pro-
Ik cessor power
continues to
grow, artists are
gaining the ability to
render images on the
fly, even in the early
modeling phase --

Gl

|

T4

E®

-- as well as “painting”
directly on finished
models rather than
just their Alattened
prefabricated skins.

In other words, by
breaking down the

construction of a
particular type of
imagery into its

constituent parts,
computers gained

power to generate

such jmages --

(i

0,70, 70
. //////,,?:\“O/ % 1
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)
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*Unfortunately, I can't remember who first
made this comparison; anyone want to take
credit? (I'll list you on scottmccloud.com).

-- but by putting the
parts back together,
collapsing those steps
into an integrated
intuitive process --

-- developers are giving
the artists who use
these tools a much

appreciated shortcut
to mastering them.
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Computer artists are a
greedy lot. They want to have it a/
and they know they'll get it if they
wait long enough.

7

=R

Sh

e

The often cited
tradeoff between
the power of
computing and the
spontaneity of pen
and ink is only a
temporary condition.

Advances in both
software and
hardware will return
spontaneity to many
artists within the
decade.

|

U

YT
}Jﬁ/ For example, the
combined monitor/drawing

slates recently brought to market* will
allow artists to reclaim the instant
feedback of pen and ink without losing
the power and variety of their
favorite software.

=57 ] As the trend
i ~i| toward
miniaturization
continues its march,
such monitor/tablets
and the computers
that run them --

-- can and
probably will be
combined, laptop-
style, into a single
wireless all-purpose

A\ drawing tool.
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3-D will take a similar
leap forward as the
manipulation of 3-D
objects can finally
take place --

virtual 3-D
environment.**

Cheap, popular graphics
tools have been around
only a little more than

=]
HE WAS OUT OF, /
COLLEGE BY THE|
TIME I SHIPPED

<=

That means nearly
anyone making art on
computers is an
immigrant to this

wg//d-/

[ AN

1
|
!

*Still expensive... for now.
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**T've had the pleasure of using prototypes of the kind
of force-feedback devices necessary to accomplish

this. They're a long way from “point-and-click!”

Thanks to writer Douglas Rushkoff for that metaphor.



Expect the
native-born to
speak the
language far more
fluently --

-- and| to go through
door after door as if
they didn’'t exist.

o

] gl
po NOT
ENTER
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NE=

—

There is one door,
however, that even my

LOTTTT

daughters’ generation may hesitate to
enter; the door beyond which the human
artist ceases to matter --

-- and the computer
itself becomes the
“artist.”

The absolute version of
this scenario is a bit
beyord the scope of

this chapter.*

Transitionally, though,
as computers do take on a more
“creative” role (such as in the software
that generated this /andscape) an
interesting shift in perception
occurs --

-- as our consensual
definitions of art
retreat to dwell only
in the part of the
work --
001100101(
0010101001
101001M010
11101001011(
0 0101010101
« '/ oomooton
0010101001
101001M010
& A 11101001011
01011010101
(SR 00100101
———— 0010101001

-- that only
humans do!

TOTTTOT

10100100
11100100101
11010101100
1011001001
0100110100
101001100
1110010010}
1101010110G
101001007
0100110100
1010011100
1110010010}
1101010110G
1011001007

-- but survival as a
species doesn't
necessarily guarantee
survival on the job,
and artists without
computer experience
may have good cause
to fear “replacement”
in at least some areas.

Humans are
hardly in danger
of being replaced

*Leading as it does directly into some of the brpader
topics associated with artificial intelligence.
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ar from cheap* --

As I write this, despite plummeting prices,
— getting started in computer graphics is still

-- and may seem to
contravene the spirit
of at least one of our
earlier revolutions
which often revolves

| &

COLTPITER T | —

around economically
disadvantaged artists.

Still, traditional art
was never without its
expenses --

)

) I

T

-- and Moore’s Law
isn't done with us yet!

. Gl
sufficient desire will be ready and able &
to reinvent the Jook of comics (=Y
forever -- §§

S

S/

Within a decade, anyone
with modest means and

L7/

i

Vil

/T
il

-- if they
can find a way
to reach their

potential

audiences.

Unfortunately, as
we've seen. that kind L
of connection is

hardly guaranteed in
today's market.

An

reality i
public

idea hinted at in the Whirlwind project
50 years ago, which became a modest

d this brings us to another

n 71969 and which exploded into
consciousness just a few short

And it's an
idea that
won't be going
away anytime

years ago. oA 0.
T [
- 0
4
b g
L 1| [ 2 -
N
|
If
“Entry-level computers have gone as low as $400 at the 153

beginning of Year 2000 but that's without a monitor, gr
software or graphics-related peripherals like scanners.

aphics
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FRICTIONLESS ECOnOmY

Digital Delivery

nature of what we now

The diffuse, distribu

the Internet is reflected in
the hard work and brainstorming of a
scattered group of fertile minds.
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ted
know as
its origins;

Vannevar Bush in his 1945 paper “As We May
Think”* envisioned a world in which all human

knowledge might be available through a single
desk-like mechanism he called a “Memex.”

Inspired by Bush, J.C.R. Licklider™™ headed the
study “Libraries of the Future”
which began to sketch out a st
vast network of information v
access at home.

in the early 60s
ucture for a
hich users could

P e e e B

y

Bush, Licklider and others
were counting on technologies to

blossom and enable a man-machine
relationship far beyond the utilitarian
role assigned to computing in the mid-

20th century.

|
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*Bush was director of the Federal Office of cientific

Research and Development at the time. The al
was first printed in The Atlantic Monthly.

rticle
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*licklider was, at various times, a psychologist,

an engineer and an acoustics expert.



Shortly before Licklider's paper, a general-
turned-President in response to Cold War
pressures, had set up a new agency to develop
high technology in the name of national defense
and called it the Advanced Research Prgjects
Administration or A.RP.A.*

Though granted a two billion dollar budget, the
vast majority had been quickly hjjacked when the
creation of the National Aeronautics and Space
Administration or N.A.S.A. grabbed nearly all of
A.R.P.A's defense functions.

Left with a mere $150 million and a new
director, AR.P.A. survived by redefining its
mission and concentrating on long-term peace-
time research. Licklider was hired and quickly
swayed the agency's attention toward
computer sciences and passed it to his
successors, Ivan Sutherland --

UTUUTUTIUUTUTUTUUTUTUTUUTOUTOTIOUTUTUTOUTUTUTOUTOUTY

Bol010100131Eheriand oy
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D1011001010100101C - L2455 /U11001010100101010010010110
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DO1011001010100101010

-- and then to Bob Taylor who, as head of the
part of A.R.P.A which had been renamed the
LP.T.0.,** got himself a cool million to try a
“networking experiment” and hired Larry
Roberts of Lincoln Labs to be its program
manager.

Taylor

/O] \O'I A1
o \1\1/ \()1 I

Taylor noticed that computers around the
country weren't able to exchange resources and
information. It bugged him that important work

wasn't being shared. He saw a need and
proposed a solution.

No big deal.

/
/[f -

But Taylor shared
Licklider's revolutionary
views, and he knew
that if the experiment
succeeded they could
be on to something
big.

and they

were.

N
]
52}
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=

*A.R.P.A. was designed, in part, to bypass
interservice rivalries. “Ike" liked scientists and
distrusted the military-industrial complex.
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“*Information Processing Techniques Office.



In 1968, the pieces were coming together.
Larry Roberts was drawing sketch
of the network’s design.

after sketch

|
ik,

h Y 4
J aRes P71 4

1

Wes Clark at Washington University in St. Louis
offered a crucial piece of the puzzle by suggesting
a network computer to handle traffic rather
than getting all the other computers with their
various languages to communicate directly.

And to build this “interface mess
A.R.P.A. gave the job to a small g
and Newman.* BBN's team, unde
Heart, was sent off to make the

Bob Kahn

age processor” as they called it,
ambridge consulting firm, Bolt Berenek
r the pragmatic leadership of Frank
whole thing waqrk.

A crucial missing piece
of the puzzle had
actually been proposed
years before and was
to be rediscovered
about this time.

/

In the early Sixties,
Polish-born Paul
Baran, then at the
Rand Corporation,
proposed a radical
new approach to
telecommunications.

Baran had been

alarmed at the fragility of the
United States' communications
frastructure in the event of a nuclear
war. After a first strike, a crippled
phone system would be unable to
convey an order to retaliate --

*I recently found out that the company my father 156
worked for, Raytheon, narrowly missed getting the job!

-- Or to call the
whole thing Off.




Baran proposed that
data could be split
into tiny blocks, then
the blocks assigned a
common destination.
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Each block would then
take its most efficient route and
if it encountered an obstacle; say if
Washington, D.C. was a smoking crater: it
would be rerouted around it -- '

-~ until all
the pieces

were reunited
at their

destination.

IEH1

QI TIZAT 1T

Baran's idea was sound,

but smug executives at

early 60s AT&T* treated
Baran as a crank.

Years later, Baran's
work was unwittingly
duplicated (and
somewhat improved
upon) by British
computer scientist
Donald Watts Davies.

4

Davies

Drawn to its efficiency
more than Baran's Cold
War concerns, the
B.B.N. team made good
use of the technology:
and of Baran and
Davies’ advice.

And Davies
gave it the
name it still bears
today: “packet
Switching.”

Baran himself would later reflect that technological
progress was a cumulative process, that each

new innovation was built on the foundation of
the o/d.

o
/o
/ //ﬂ//‘f)
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K

*Still @ monopoly in those days. 157

“If you're not careful” he said, “you can con
yourself into believing that you did the most
important part, but the reality is that each
contribution has to follow onto previous work.”

—
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“Everything is tied to everything else.”



- and a few months later, thanks to N.A.S.As little sibling A.R.P.A., two big fat
computers would land at U.C|L.A. and the Stanford Research Institute --

-- and
begin
talking to
each other.

Stan

Santa Barbara was next in what was dubbed the

, Rand, S.D.C., Harvard, Lincoln Labs.

ARI}\NET, then the University of Utah, B.B.N.,
M.LT.
f

ord University and carnegie Mellon.

And as the network
grew and others
sprung up overseas,
Vint Cerf of the
newly formed
International
Network Working
Group --

-- and B.B.N. alumnus
Bob Kahn worked
out the protocol
called TCP / IP

which standardized
communications
between all networks,
creating an “internet.”

Kahn

~~——
\/\/

And as this network of networks, of which the ARPANET was merely a
dwindiing part, grew to encompass more of the World, it seemed insufficient
to call it an internet any longer.

<C’->O\D:'_D
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E-mail, newsgroups, chat, multiplayer games; a -- when the home
dozen unforeseen uses quickly converged on the computer boom of
new technology and -- the 80s and 90s
struck --

Internet, and
it was evolving

-- the two innovations The /atest piece of today’s puzzle was delivered
were a match made in by 7im Berners-Lee at C.E.R.N.,* who in 1987
heaven. proposed a protocol** for linking documents on
the Internet by content rather than /ocation.
His idea was built on the concept of “hypertext”
(‘ first proposed by Ted Nelson in 1960, and on

Berners-
Lee called it
the World Wide
Web and it was a
minor hit in geek
circles.

later work by Doug Engelbart at S.R.I.

QE\—

Foe Eaag [Secalsizigim -t *3\
1\" o= w _&:r-‘-"_‘ =S Il |
ﬁ&@%g@r Berners-Lee click |here \
Engelbart ‘ ’l \
[ 11 \
That is, until Marc Andreesen and Eric Bina at -- followed by a
the University of Illinois’ N.C.S.A.*** wrote a commercial version -- and the
popular piece of software for viewing text and at a new company Web hit the
images on the Web called Mosaic -- called Netscape -- mainstream like

an atom

[J === Wherever You Go, There You Are. =—+—=F H

@ f': Right Place. Right Time. ¥ r

Tiil »

Andreesen

~1

*Centre Europeen de la **H.T.T.P. (Hypertext Transfer 159 ***The National Center for
Recherche Nucleaire, a particle Protocol) and its language, Supercomputing Applications
physics laboratory in Geneva. H.T.M.L. (Hypertext Mark-Up

Language).
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| J Licklider's “Library of the Future” has,
believe the Web I 1 in some wauys, surpassed his expectations,
started only @ few l // but with all the hype and corporate

Y ) breast-beating, we can sometimes get

It's hard to

v {
short years ago.* | iﬁj jaded and forget what an astounding
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m’ il s
L Just consider the

opportunities for information
gathering -- let alone music or video --
from the point of view of a newcomer
like this guy!
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There are now
more Sites in

congress -- and the|Web is
growing a Hell of a lot
faster!

Huh?
Where am
17?

)/ \ J _‘ - | o,
A2 A~
/ { | : S -
/ o = V)
Imagine anything you
could possibly want to Uh
know about: any How about

Subject!

fishing?

5

R \ N

nything
at all!

*Understanding Comics had been out
several months already when
Andreesen and Bina created Mosaic.




Think
about it! An
entire world of
information at our
fingertips, just as
Bush and Licklider

Woo-Hoo!
Look at all this
stuff about

/ No matter \

how esoteric,

no matter how

specialized, it's
either on the Web
now or it will be

Soon.

explosion of
communication
and creativity is
just beginning.

/ With
millions of sites

in existence
today, and more
coming at a
rate of --

Why are all
these pages

blank?!

|
|

1!1

Hold on a
minute...

There ya

go.

Something’s
coming in

Now.

“Win a
free Dream

Oh, sorry...
No, that’s just an ad
banner.

“17 percent
complete” --
What does that
mean?
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Okay, okay, so it's o

year 2000 as I write

Obviously, this particular revolution
has a long way to go.

nly
this.

(

T
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Everything you get
from the Web is just
information; a string
of zeros and ones.
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Sending all that data
through a standard
phone line* has been
compared to sucking
a Thanksgiving dinner
through a straw.

Meanwhile, finding
one’s way around can
still be frustrating,
despite proliferating
search options --

-- and though selling
merchandise on the
Web i3, by any
measure, an explosive
new market --

[ mearch
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-- the vision of the
Web as a colossal mail-order
catalog is hardly the brave new
frontier described by its earliest
boosters.

]

/

]

|

T TITIIIIIOTT

Nt L1

\ 44

As of 2000, the Web
is already well-stocked
with hucksters and

...suit§ and Stiffs...
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...Sociopaths and
predators...

...and monumental
crimes of bad design.

*As of this writing, most users still connect
to the Web at speeds of 56k or less.
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When I advocate online
comics,* this is the Web that
comes to mind for most people, and not
surprisingly, many cartoonists have been

-- vast qualitative
changes may render
the Web a very

different place in a

||

reluctant to take the plunge.
; But as the {

quantity of

bandwidth

[~

L}\

increases -- /

7

very short time.

T
I
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In the 80s and early 90s, a convention panel on
“Comics and the Internet” would likely focus on
message boards, emailing your editor and how
to access various small downloadable images --

It was,
after all, such
qualitative
changes that
brought us to
this point.

:—”/J/
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-- and the early Web
could rarely muster
the speed to deliver
more than art
samples.

But, as bandwidth
grew, the path from
text to single images

to multiple images
could only mean one

thing for comics...

Mg

A path from - to
communication -- delivery.
0 0
g ; é 5)
- O(1
promotion --

v,

p L
$IHN— ~

*I've been ranting about this stuff
since 1994, though I didn't launch
scottmccloud.com until much later.
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When I talk about
digital delivery, I'm
referring to comics that travel as
pure information from
producer to reader.
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Digital delivery side-
steps the question of
how a comic is
produced.
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t, most of the flavors of digital production
ed in the last chapter are usually aimed at

e many comics being delivered online today
canned from artwork done in pen and ink.*

Digital delivery does
not refer to comics
on CD-ROM or other
storage media* which
may exist as zeros and
ones on the inside --

-- but still need to travel as objects -- plastic
disks in plastic cases -- to be packed into

cardboard boxes, stuffed in freight trucks an
crammed onto limited shelf space

d

Nor does it refer to the distribution of printed
comics Via online ordering, though the growth
of such services is significant.
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Digital delivery could refer to comics delivered
through online services or sent within an
organization’s own internal network (known
as an “intranet”).

You've got
comics!

()

[T
e

But to date, the lion's share of digital delivery

has been through the Web, and for a snapshot

of digitally delivered comics at the turn of the
century, that's the “place” to look.

()

40

1\

|/

\

T

*Expect the intersection set to grow rapidly, thpugh.
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**Though they may be digital comics -- see next chapter.
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Online comics are still
in their frontier stage.
Everybody is pretty
much writing their

own rules.

As I write this,
comics on the Web are
still making that transition
from promotion to
delivery.

Hundreds of sites
now offer information
about comics creators and
their work, art samples,
online ordering --

/

[
/1
/1

-- and a small but
growing number of
artists are creating comics
designed exclusively for

viewing on the Web.

As a result, a variety
of different approaches
is being tested in
hopes of striking gold.*

'\?/'
N

Screen images from
Comicon.com.

From the very earliest strips, a screen- -- while Various collective
fitting page-by-page approach has others efforts have come
been a practical solution for some employ a and gone.
cartoonists -- panel-by-

panel, click-through
approach.

The “Art Comics”

Argon Zark by Megaton Man Leisuretown Crazy Boss by collective (an early one
Charlie Parker by Don Simpson Tristan Farnon Mark Martin that stuck with it).
zark.com megatonman.com leisuretown.com markmartin.net artcomic.com

*Aesthetically, more than financially -- at least for now. 165



Some online comics
offer hypertext-based
interactivity.

Some |nclude limited,
looping animations --

Impulse Freak by

Ed Stasny and various.
sito.org/synergy/ifreak/
hotwired/

Magic Inkwell by
Cayetano Garza.
magicinkwell.com

-- and some, using browser enhancements, such as
the plug-in Flash, offer multimedia productions
with sound and motion throughout.

Star Wars: The Phantom
Menace online comic at
starwars.com

The Haunted Man by
Mark Badger at
darkhorsecomics.com

Through discussion boards
and group projects, a sense of
community is beginning to emerge and that
community will be going through some

dramatic upheavals in the next few
years --

-- when the other
90% of creators get in
the game!

Before that can happen,
though, some serious misgivings
people have about the very idea of
digital delivery will need|to be
addressed. \

[

y

These are basic issues
that are cropping up in
the evolution of al/
media in the
“information age...”

...a source of anxiety
as we move from
paper and plastic to
pure transmitted
information.

)
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Or, as
pundits and
futurists like to
put it, from atoms

to DItS.

As T wrote in \/ Meda convert N\
Understanding Comics, thoughts into forms that can
I see all media of art and traverse the physical world and

communication as a sort of be reconverted by one or more
bridge between minds. senses back into thoughts.

/ N
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11001010101101 \ / ] O
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In the earliest forms such as speech -- -- the Atoms of nitrogen
medium of and oxygen --
transmission was & A6
ephemeral and 80 By Os |
fleeting. o © o° J
>> 0 09, 0%,
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-- and communication by gesture -- -- suddenly catch a
wave. o
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Photons racing from
Sun to Earth -- eacAhngot:zg'rf;u & -- not before -- and recorded
bo . Yo o, %6 on their way -- their presence in a galaxy of
o O o, . is detected -- chemicals and
°05 0 - electrons for
N * o future use.
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The art and information N
represented by those patterns
could be stored in the minds of either
sender or receiver for a lifetime, but
between the two, they were only
manifest in matter and energy for a

Yet by this
method, ideas
could be passed from
generation to
generation as if they
were tangible

moment. 1/ objects.
Y (
o 4
)
o 0700 ° s
[o) o
o o0 AN Q o & o)
o 0 ] I :’\ ar u”b
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Which is what -- Far more durable than arrangements of /ight or As years

at some point in
history* -- they finally
became, as ideas found
bhysical embodiment

ese were patterns that stayed long after
originators were silent, departed from
homes, or departed altogether.

passed, these
objects would mean
different things to
different

in the arts of painting,
sculpture and the
written word.

generations --

yd
/l

1ssing great
tances, they
would be
nderstood

ifferently by

different
cultures.

But even though experiences could never be
perfectly replicated across years or miles -- any
more than they had been perfectly replicated
across a few inches of vibrating air.

*Our best guess is between 40,000 and 10,000

B.C.




Still, a_journey was made
and humankind succeeded, through
an unprecedented sleight-of-hand, in
turning thoughts --

Mechanical reproduction, especially print,
would eventually amplify the range of this
strategy enormously, giving a single mind the
power to speak to many thousands
simultaneously.

But storing Speech, for example, featured real-time interactivity... This new method of
thoughts in communicating was
inanimate objects ; — largely one-way.
required certain Last night I sent the
cessi 7 General's request for one hundred —
concessions. men -- they are our only hope! - Only a hundred?
7
s ~—/  Didnt That's
ﬁ' ( A the General what it says
O L.saya
< 7 thousand
| \‘,\)Eé,ﬁ‘ 3 men, Sir?
tﬁ;.r = — =
o ey =7 D <
Y. S
"mq\\;‘)‘ Y
/’ N s X A
b S S &\0 0
< v c 02 9
5 P el 1580
Ny P OSD  (Q
— I\~ Q||
No, he, uh... whoops. \ .,

Yet ideas as objects
could, 85 objects, be
found and destroyed.

i

Private speech could
pass under the radar
of oppression.

And for some, the object itself could be venerated,
far more than the ideas it originally embodied.
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No one could own sound and
objects could indeed be owned
status brought to the ¢

ight, but art
and power and
owner.

careful! That
Ming vase.

W

sorry,
Emperor!

And in the era of mechanical reproduction, the
supply Of and demand for those objects were
rarely in sync --

O
o

[

-- giving an enormous advantage

distribution and sale.

to those with

enough money and power to control their

? 5 a5
@ PN
[/

ok

But whatever the
drawbacks of such objects, for
centuries, anyone wanting to reach
across great spans of time or distance
could only do so by making their
ideas into atoms.

That is, until a new
type of object
appeared --

-- ONg
recei

el G

i
G|

that could
e ideas and

transmit ideas
without embodying
them |--

-- ready to show and
say anything --

-- yet saying nothing
at all about itself.

——a
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Ephemeral, fleeting...
a temporary pattern,
here one moment --

e o 0 q
o %@
Once %o
again it was L
air and energy -- and gone the next.
bridging the
distance.

Yet this time, traveling not just across a room --

| --but around a planet! ‘

At first
blush, such
electronic media
seemed to offer
the best of both
worlds.

I

|

I

ERENE

I

They offered to bridge great distances and
distribute art and information to millions, just
like print -- Hell, better than print --

-- while rendering the object unimportant -- a
mere commodity, accessible to most, and a one-
time purchase at that.

And some
of the
drawbacks of
art-as-objects
didn't go away
SO easily.

But some
of these new
gadgets
implemented their

promise better
than others.

T 1
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Broadcasters, for example, proved to be as And though no one could ever own the air itself,
one-way as their paper-and-ink| predecessors, airwaves* turned out to be as precious and
allowing little of the real-time interactivity of limited a resource as a thousand Ming vases --
speech.
(4|
H
EiEe
2} %
g
\
3 -- and their owners as : ?
> Lot powerful as emperors.
: 2] \ B
Today's Despite their Whether it be -- Screens at your
mass media technological shelf space in a local multiplex --

have become
synonymous with
multinational
corporate
culture.

differences, print
publishers and
broadcasters serve
the same master --
the one in control of
limited resources.

Tt

2= [HEE 3

X[ X N

o e

,7*% X mim| & n
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bookstore --**

CARGANTUA SHOWTIMES

DALY  |1:00 (110 I
12:30 (2:40 (2:50 10
D [:30 1:40 1350 %

3:30 340 350 Y
D 430 440 450 S

-- display space
in catalogs --

-- slots on a network
TV schedule --

-- or the perfect
space between
one number and
another --

content of
what you can see,
read, or hear has
been led on a very
short /eash down a
very narrow
path.

l/\\ \l\\

*i.e., radio and television frequencies, or,
in more recent times, cable franchises.
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**Many don't realize the degree to which
retailer displays are paid for by producers.



Meanwhile, though,

another of our new
inventions has taken
on a very different
shape.

For years, the telephone
has been a technological platform
from which anyone can “publish --"

-- and where there
is no practical limit
to the number of
“channels.”
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Even though someone
owns the lines and
sells the equipment --

-- and meters the
service and steers
the technology --

-- in the end, those
“someones” couldn't care less what
you or I say when we get on the line!

N
-

Internet.

And it's this model of communication, not the
broadcast model, which has been quietly taking
hold since the telephone and computer first
shacked up in '69 and gave birth to the

What we now know as television will
eventually be annexed by digital media, but
don't let the TV-like screen on your desktop
throw you off; the Internet is pure

telephony, with all that thaz@!/

T~
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— D : —— O (== @
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begun to rewrite many of the
commerce --

For the sale of physical goods, the Web's
interactive and decentralized nature has already
rules of

-- but until we figure out how
to send a Dodge pickup over the phone
lines, at least some of the current market
forces will remain the same!*

rs

——

On the other hand, when the
“product” is ultimately just|a
auditory experience, it may
arrive as an object at all!

not have to

a mil p
) il |

I RCae 1
- —W [LI )

visual or

the book!

transformation of

this segment of the
economy will rewrite
nearly every rule in

~~
N

()

Digital delivery is the
real thing -- a
genuine full-scale

revolution --

()

O(1

-- but for all the public
ballyhoo, the first
wave of that change
has yet to reach shore
as I write this.

™

|- [ 1

A?\")zf

When the time comes,
comics will ride that wave
alongside any form that can be

transmitted as pure information, and
he courses of their transformations will

bear some similarities.

Before that can
happen, though, each
will first have to
expand beyond the
technologies that
originally brought
them into our lives.

*For example, the price per unit and delivery
physical goods will still favor the largest prod

costs

ucers.
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And probably the greatest
of all these technologies is the one
you're holding right now.

Print has a /oyal following. If moving to online
comics means abandoning paper and ink, there
are plenty of readers who'll be happy to stay
unplugged rorever, thank you very much!

why and they'll
probably begin by
listing print’s
advantages over
computers --

[~~~

--and it’s an
impressive

list!

—
V4

For example: Ink on
paper offers far
higher resolutions
than desktop screens;
as much as ten times

Print is more
portable; able to fit
into a coat pocket
or tucked under a
pillow. Most
computers can't
come close.

(E]°

Print is cheap. The
price of entry is just
a few dollars versus
a thousand or more
for computer
equipment.

Print is “cross-
platform.”* Anyone
with a pair of eyes
can see what's on the
page. No special
hardware or
software required.

Print is fast! Once
you open the page,
the words and images
are already there,
and you can flip
through them at any
speed you choose.

Print is easy. There’s
no learning curve to
accessing the
technology of paper
and ink. Even the
smallest of children
can do it.

"Operating systems like MS-DOS/Windows, the MacOS$ or Linux
are examples of different platforms. Documents tend to open

in only one such environment.
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In these and othe

practical arenas, print continues
to win hands down over digital, but
for how long?

Although the
technology of manufacturing
print has evolved considerably over
time, the experience of using it hasn't
changed much in 500 years.

d

N\

(D00
bog The user
experience
of computing, on
the other hand, is
changing literally
by the month.

Sharper displays for
example, are fast
becaming practical as
CPUs and monitor
technology track the
Jjaw-dropping pace of
Moare's Law.™

Portable PCs lag only
a few years behind
their desktop
equivalents. Each
new generation is
smaller and lighter
than the last.

@ W

Sub-$500 PCs are
already a reality with
more price drops on
the way.

The |Web itself has given
all users -- reqgardless
of platform -- a
common interface
forja world of
information.

=

LA

\<

Speed of access is
increasing in many
regions due to
overwhelming
consumer demand
and a variety of
competing
technologies.™

Finally, ease of use --
though hardly a
solved problem -- has
matured, and as
producers court the
unplugged millions, it
will remain a priority.

*Monitors have been a bottleneck for a
while with only cosmetic improvements, but]

several breakthroughs are imminent.
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**Cable modems, D.S.L., satellite and fiber all have
the potential for enormous leaps in bandwidth,

and are all on market in many communities now.




Beyond practical issues, though, is there some
intrinsic gaesthetic quality to paper and ink that
digital media can never match?

For example, does
digital delivery add a
wall of separation
between reader and
artist --

&

-- and is there a
fundamental need on
our part to touch
what we read in the
form of books or
magazines?

Regarding the first question, surely both
technologies are equally separated from the
artist. Neither screen nor page represents true
personal contact.

After all, the switch from print to digital was
never about technology overcoming art --

-- but
merely about
one technology
overcoming
another.

That second question,
though, does pinpoint
a more meaningful
difference. Will comics
lose their magic if we
can no longer touch
them?

In the end, I don't think that
comics readers need to hold or own
comics to experience them fully.

__I2

|

[l

If physical contact were
really so necessary to form an
emotional bond with a work, how
could we explain the lure of
movies and music?




This isn't to
say we aren't
sensual creatures,
we are!

A

m
smells and tactile cues --

Our experience with cinema, for example,

y include any number of familiar tastes,

-- and a cherished
song may be closely
linked with the
sensations of a
particular physical
activity --

-- but when thos
experiences with film an
occur in a different sensor
they don't have to /os

d music
Yy context
e their

Instead, we habitually
embrace the new
sensations as we did

For comics readers
everywhere, our
primary emotional
bond has been with
the sensations of
paper and ink.

A / 7. 7
This is the only form \ _ / .
of comics we've RS Like all readers, we've & -- but if it
known throughout R developed our appreciation of . had been
R

our lifetimes, so of
course we're partial
to it.

print in direct proportion to the
experiences it has brought to us -- /

granite or sand
or tin that cast
that spell, would
we feel any less of
a debt?

N
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-- that
have graced its
surface for

hundreds of 2
years...
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...print is
nothing but
flat, dead,

wood.




Okay, I know what you're thinking: If print is so
unnecessary, why are you reading this as a book?

Many of the reasons|stem
from print's temporary
advantages discussed earlier --

.

[u]
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-- but those all address the user experience,
leaving wide open the question: How is anyone
going to make a living off this stuff?!

-- advertising space --

On a network like the Fewdoubt the N\ =
Web, there are three In other effectiveness of selling \ <=
kinds of things you can words: atoms online. “Brick and =
sell: mortar” stores have practically } =
stampeded the online world, s
driving sales upward at a near- / s =

geometric rate.* A s —=<f5—
~——_ - s | S5
= 4[ =B
| B S5
= IS5
| s | =
o0o | = =
4 B | 9B | S5
. P B == S
Physical products -- = S S
. S5 = S
@ = = = =
& / ENEIEIES

N, L 5 | S5 | S5 | S5

-- and the intangible
experiences of the ::| -- AND BITS.
Web itself.
DIIO
¢
*And a money-mad stock market with it, thpugh that

particular bubble has to burst sooner or latjer.

Advertising too has settled in (though /ess
comfortably) as content producers scramble
for ways to force-feed the old broadcast
world's bitterest pill.**

=Or, through a fast-evolving science, to
give users better incentives to swallow.



a O ] ] Every day, the -- and every

Selling bits is another Web delivers news, day, somebody,
matter, though. Here in year 2000, ) -l information, pictures, somewhere tries to
precious few sites have had any O stories, music and even charge a fee for the
measurable success selling content on video to millions of privilege and watches

their traffic drop
through the floor!

the Web. » O ]

O

01011
v JI1011
D100 CTUT1 ¢ OO 101

The truth is, most // T~ name A .
people will never pay / They won't b ; n ey
for Web content as ¢ pay as long as \t) [ They won't won't pay
long as they still feel 5 the quality* of i until the price

like theyre paying with| |\ that contentis } emall address is right!
their time! low! y [ pay as
b /
& 7",‘? street address
7 | long as
a
E/\Eﬂ city state
Loading E]
Please wait.
T~ credit card number
VAR Lhassle
/ ~
T | [«» >0 e e
N i / es! Take my first-born chi
—— _V ] No, wait a minute... let me 1
Zam\\

B C a
But payment systems may need more than
fast lines to mature, since their challenges are

as much about design as technology.

Those first two are, of course, largely
dependent on bandwidth, and, as mentioned
earlier, that need is gradually being filled. **
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Satellite Cable
“Technical quality that is; sharp pictures, 181 **Luckily, much of consumer demand will be
good sound, etc.; though, of course, the

;  Of driven by activities like video conferencing
same could be said of artistic quality. which require far more bandwidth than comics.



Just as in the physical world, if

readers and

creators want to buy and sell the experience of
c/?mics on the Web, a market will grow around
them.

For readers, though,
the Web's version of
that transaction is, at
present, far more
complicated than
pulling cash out of a
wallet --

email address|

credit card nu

-- and due to the costs
of the transaction
itself; anything less
than ten dollars
probably isn't worth
it to the creator.

That £irst problem
the hassle factor -- is

information for instant ret
later date.*

I —

being

addressed already through|automated
solutions which securely store personal

rieval at a

7

[
N\

But the payment
threshold problem is a more
serious obstacle. Like any product or
service on the Web, tomorrow’s online
comics are bound to settle on an
approximate “right” price -- and ten
bucks ain’t it!

As T write
this, the
average price of
an American comic
book is about
three dollars.**

*Rule of thumb in computing: For any series|of

steps you have to perform again and again, [there'll

be someone trying to automate it for you.
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**A bit lower for some mainstream
titles; a bit higher for some “indies.”



The Web, at first glance, may seem every bit as convoluted a system as today's comics market and
one might expect it to siphon money just as quickly --

g o]k Tl e

-- but the “money” in this case is pure information and can travel through the network without losing

one jota of its value.

Y

O <$ 001011001101001010101M10010010100110010010100010TI00 TV (¢ ©.

That means that I F our online creator could
find a method of payment with, say, a ten
percent transaction cost, he could be making
ninety percent on each sale.

9 times
as much as his
paper and ink
peers!

=

inn

OR he could ask for
an amount closer to
what he would have
gotten in the print
market --

-- helping to create a
readership with ten
times the buying
power!

Finding a balance between the two
is what markets are all about --

-- but if

you want my
two cents, I think
the smaller price
has the bigger
future.




Since the mid-90s, many webwat
Yours Truly) have advocated scg
systems in which the costs of se
small portion of the total price
of a few cents.*

chers (including
/able payment
ing remain a
even at levels

PEPBS BB

$

W

¢¢¢¢¢¢¢¢£>

(Welcome
to Internet

Industry support for the
idea of such “micropayments” has
been fickle. It was all the rage in ‘96,
dead and buried in '98, and the next
big thing by '00!

Web
days

Despite high hopes,
micropayment
pioneers encountered

consumer base in the
mid-90's. 5

were still “paying
with [their time” when
a fatally apathetic it|came to Web

content, so the poor

understandable.

surfers in those

howing was

ek
/\D,égi

i
c\/befcu

S

Loading...
Please wait

| —

As of 2000, though,
rapid growth in areas
like downloadable
music have suggested
a potentially more
welcome climate --

<)

1

-- and with the promise

of true broadband on

the horizon. a growing

roster of new players

is poised to enter the
field. ™™

that every transaction, /arge or

customer service; a cost whic
bites out of small purchases.

W €§<

©
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The problem with traditional credit cards is

fixed cost to cover things like billing and

_~ JH2
EE© A=
Z

small, has a

can take big

Thus, if an artist
wants to charge his
readers 30 cents
using such means, he
can --

CARD
|SSUER

-- but he'll be charged
a buck or two for
the privilege!

*The basic idea dates back to the
Seventies and Ted Nelson's long-running
(and controversial) “Xanadu” project.
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**Check my site for updates on
this fast-changing new market.



Ideally, micros would
behave more like cash -- discrete
“wallets” of code that customers could
privately send, receive and keep track
of from their desktops.

Unfortunately, code can also be copied, so to
avoid double-spending, third-party verification
and encryption needs to come into play --
slowing things down and driving up costs.

I'verun a
full check on
her and she's
okay.

Hey! Can
we get on
with this?

Thanks,
Money
Guy.

Various new solutions to this problem such as
third-party brokers or vendor-specific tokens
are being test-driven as I write this -- there’s
little agreement on the perfect solution.

ﬁﬁ¢ 4

But all agree that in
any such system,
users should feel
secure that their
money won't be

-- and that for small
amounts, the process
should be as simple as
a single click.

accidentally wasted --

S @ lere to Listen

K $3.00 E

Are you sure you

want to spend your

money on this junk?

(_sure } [(Hel, Nol)|

iere to Listen

[ ST @A T OIOT TR

: $0.02

Locked in this time capsule of paper and ink,
I can't guarantee the fate of any one tech-
nology, but sooner or later micropayments are

bound to come into their own.

After all, the
cost of any of
these operations --
old or new --is
ultimately just a
function of bandwidth
and processor
speed --

/

--and in an

\ L B = = | [ ]
industry governed B -- sheer \\
by Moore’s Law, ]| computational ||
whatever clever T\ force eventually [
protocols can't will! / u

solve -- NS AT

— —

-
|

~
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Let's skip ahead
just a few, years, then*
to consider this world in

which there's|finally something
worth paying for on the Web
and an efficient method of
pauiqg for it.

Speed Quality

When the price of

entry is high, readers’ Consider

willingness to “take a the fate of the

chance” on new work daring and

can drop like a rock! inventive CD-ROMs
of the early
Nineties.**

At lower costs,
consumers would
certainly buy more

Just as important,
innovation would get
a much-needed

than before, not only Jump start.
pocket the difference.
I
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(And let's face it: $3.00
for a 20-minute read
was never the best deal.)

There's a
big difference
between: “Try
this, it's really
good.” --

--and “Try
this, it's really
good and it's

$35.00.”

PN
l N\
IEER

From the standpoint of a lone new artist, such
empowered consumers can provide a much
more welcoming gateway to the marketplace.

That's just the
beginning, tholgh!

ERaE
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Returning now to our artist from page 67, let's
say he decides to go it alone after all --

-- and this time when his audience grows to ten
people, instead of choosing to go to Kinko’s --

*I'm guessing no more than two years,
so you'd better figure on four. “Right,
but late” that's my motto.
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**Much of the promise of these “expanded books"
and innovative multimedia CD-ROMs was thwarted
by a market turned sour in the mid-90's.



-- he borrows a
friend’s scanner, goes
to his home computer
and slaps together a
simple website.*

he goes online.

R
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And using his 10 megs of free space that came with his Internet access,
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And when each of those ten recommend the site to ten of their friends, the
work is available to all of them 24 hours a day.

So far, our theoretical creator has enjoyed a
free ride, but suppose he wants to get serious.
Instead of one online comic he wants to offer

he wants ten thousand.

one a month, and instead of a thousand readers,
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That extra space and
traffic will come with a
price tag and it can be
pretty high if enough

people visit.

:Q%Qi O Vo Ve Ve Ve Ve Ve Ve Ve 2
e B3 innnngy
v@?????????

The first effect of
micropayments is that
success no longer has
to kill the site because
brofits can now rise

-- while the price of
storage can be

covered by just a few
readers each month.

And if a
few readers are
all he gets, our
creator can still
break even.**

*Yes, it really can be that simple, at least at
the start, though I'll have more to say about
the scan-it-in approach in our final chapter.

AN

To make a printed comic available for sale to
that same few readers would cost thousands
of dollars in pre-press, printing and shipping
costs -- and take several months!

“"Recoup the cost of making it available, that is. The cost
of the creator’s time is another matter, of course.



AN A AN
MRS
l(’l(’l(’l(’ ¢

<7

‘‘‘‘‘

\.a

\(ﬁ\iﬁ;\!’; /) ¢

....

600y

.;i‘i'.\m

-~

""""

'0(0{(9(0 ¢

.@g@@ ¢

@g@@ &

~

44009

....

NRRRS
l(’ l(‘ \"l ’

RORD ¢

'rmm
/’ : | \..—4

T -

'(9@(0((9
.sg
L(D\(D@\(D
MMM,

A D\(’\(’\(’

BRRD ¢

11

AT

NN N

‘.[);@;(30 ¢

‘‘‘‘‘

\\\\

\'0((3(0(0 ¢
LS

f‘!’?‘!‘}!’?@ C

‘‘‘‘

saLiE
&&

.....

{ .

We're about
to enter a
world in
which the
path from
selling ten
comics to
selling ten
thousand
comics to
selling ten
million
comics is
as Smooth
as ice.

An economy
in which
consumers’
interests
are served
directly,
not merely
guessed

at --

--and in
which the
creator’s
work can
rise or fall
on the
strength
of that
interest --

whog

Q¢

-- and not on
any other reason
ever again.
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No creator has a
right to expect a
huge audience --

wh o4

()
\«%

-- any more than
readers have a right
to expect comics
ta//qred to suit their
nee«{s -

better
chance than
he does!

-- but both have a right to expect that when
there's a willing seller and a willing buyer, the
market won't stand in their way!

For[ as long as anyone
can remember, our

-- and as objects, they've been subjected to the

strict laws of supply and demand, and diverted

by those with enough power to turn those laws
to their advantage.
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But, what happens to the
law of supply and demand when the
demand creates the supply?

Digital delivery isn't just about improvin
selection, it's about the elimination of [
the very /dea of selection!

If offering access
to a work is as
simple as copying it
to a drive and
adding a link --

-- why would any
creator have to
let their work go
“out of print”?

If to hear about a
work is to know
where to get it --

-- why would any
reader have to
worry about who
has the biggest
“store”?

For music, art, movies, comics and the
written word, our whole planet is

about to become one giant jukebox --

-- and the
foundations of a
new economy are
about to be built,
not by those who
want to make a

killing --
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-- but by
those who
want to
make a

living.
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Here at the Turn of The e#/ening news is Industry trade And on every other

the Century, the filled with stories of magazines obsess street corner and
barons of the corporate mergers over Market caps during every other
physical world have and takeovers. and LP.O.s* station break, the
begun to /everage “Dot Coms” clamor
their influence on the for eyeballs.

Web, leading some
analysts to take a
New-Game-Same-
Rules attitude.

N Y

OI@Z

O
o
O
ol
e
O
ol
Fal

1

In %uch a climate, one might fear that our /one creator wouldn't survive --
!
r

v*)ith more cash -- and, in the industry But if you
tP throw into that’s grown up think the
production and around printed same rules will
pﬁomot/on, the big comics, we've seen automatically
nd slick frequently the tools by which apply on the Web
et a head start on the products of -- think again!
he small and bigger players can
innovative -- easily crowd others
out of the market
entirely.
\

*Short for “market capitalization” and finitial public offering” -- 1 90
and if you didn't know that already, ccTnsider yourself lucky.
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After 16 years of surviving in the old system, I've seen firsthand the
advantages that scale affords to the biggest players. They include:

A lower average The means to conquer
price-per-unit cost distance by insuring
based on higher all local retailers are
production runs. well-stocked.

The means to spread And the ability to
the word of them spend more on the
through ads and production of the
catalog placement. work itself.

Yet, in @ market built on
digital delivery, two out of the
four of these factors are practically
dead on arrival!

The print world’s
price-per-unit
dynamics are a
byproduct of the
demands of
pre-press work.

The longer
the presses are
running, the
less each unit

costs.

1

i
e

This relationship evaporates in a market of
intangible goods where the transmission of a
million bits costs the same per-unit, regardless
of whether those bits constitute ten identical
works or ten completely different ones.

R EBEREE
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There'll always be some advantages for large

purchasers of bandwidth, but with a virtually
limitless choice of providers,* site pricing will
continue to experience consistent downward
pressure for all users.

*Unlike your internet access provider, the company
that hosts your site could be anywhere on Earth.




In a single stroke,
digital delivery also
cancels the big
player’'s advantages
of distance --

Q

- bu
bliterating
distance

itself!

On the Web, all points
are just a click away
from one another --

-- and there can be
no battle for limited
“shelf space” --
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Of course, readers
have to know where
to click! Could that
knowledge be
restricted by those

with the deepest
pockets?

TSR
O
E@@@@

R
i @@&&

e
%@ A;@@

BRI
R S

@@@@%

%@®

@@%@

/\G\Q@{«\@@ 3

)
B
@@
§
O\

§
S

o,
B

S

Q %

¢
S
§

o

-- and on the Web
itself through
advertising and
corporately-owned

o]
con
world has been the source of
many analysts’ cynicism.

The idea that the flow
f traffic on the Web can be
trolled like it is in the physical

For a time, traffic
could indeed be
redirected both
through traditional
channels --

We know that the
power of advertising
is fimited if the work
itself fails to deliver --

-- but that principle
only applies if readers
know they have an
alternative!



reputations --

Some fear that as more and more once-independent
“portal’ sites* are bought (often at huge prices)
with the intent of maintaining their impartial

-- such sites may
increasingly be filled
with nothing but paid
endorsements and
in-house promos!

But unlike in the
physical world, the
brand loyalty of online
consumers can't be
easily coerced --

—

)
?

-

-- because
you can only
keep consumers
in if you can lock
the competition
out --

]

P

A

I

His==

-- and the truth about
the competition only
has to penetrate once!

If your trusted portal
only leads to sites
that pay for the
privilege or that

the portal's parent
owns --

-- then your
experience is quickly
degraded and you'll
look elsewhere.

<

And unless you're straight
out of the box,**
you'll know you can.

You'll know because
you'll know someone
whose site isn't listed
and who found out

You'll know because
the sites you visit will
link to other sites
with links to still more
sites that can never
all be policed.

And you'll know
because there'll be at
least one subject
that you'll know
enough about --

&0

o

--to
know when
the coverage

sucks!

*Portals are sites that users depend on as guides or gateways
to the Web at large -- though any site that commands a huge
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number of eyeballs may be considered a portal these days.

“*We have a bumper crop of "newbies” right now, but
that's just a sign of the transition to general ownership.



THINK: How
many times have
you been dying

to see

a great

new movie --

-- but
for wh

settled
at was

playing in your

area?

How many times

have y
excite

ou been
d about a

particular
musician or
musical style --

-- yet
unable
trace

been
to find a
of them

on your local
radio stations?

How many times

have y

u tuned

in to ajust-okay
TV show --

-- because

there

wWas

nothing

else

on?!

Now ask yourself:

If all movies ever
made were playing
next door: if all music
ever recorded was
ready to play
whenever you wanted
it; if every video was
at your fingertips --

-- would
you wait one
second to
Switch?!

= ]/Z i

As the promotional
edge of big players is
diminished on the
Web, the tools of
small players are
amplified.

Word of mouth, a
longtime ally of the
“great-but-small,”
was never a
guarantee that
readers could find
and buy such comics
in the o/d system.

Yet in the world
of bits, word-of-
mouth can carry
a link to the
comics with it,
helping the news
of good work
spread like
wildfire!
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And as new payment
methods allow
readers to pay small
amounts for content
about content, the
strengths of the
critic can return in
force --

-- not only paid for
by publishers and
advertisers, but by
the readers
themselves.

<
@ < ¥

T

For these and other
reasons, I think the Web offers a
level playing field, but that doesn't
mean that the worthy ten percent will
suddenly become ninety; just that the
ten will be allowed to become
eleven --

O
\%(MT

S
|~

-- instead of
being Smashed
to Z8ro by a
ninety always
grabbing for
more --

-- and if ten can
become eleven, then
eleven can become
twelve, and the race
can be run on the
runners' strengths at
last!

Which brings us to

the one strength that large
producers will still have fully on
their side in the new economy: The
ability to devote more resources to
the production of the work

itself.

Large producers will
continue to have
more money on hand
to throw into talent,
time and cutting-
edge technology.

-3

The lone, unfunded
creator will, as
always, have to make
up for his or her size
with creativity, skill,
endurance and
inspiration.

We can all
guess who'll
take the early
lead in that race,
and maybe they
deserve to.

But in the
final lap, you
know who my
money’s on.
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Of all the

revolutions in our
first section --

SRR

that won't be affected

-- there isn't one

by digital delivery.

Among the most
dramatic changes
will be in the
business of comics --

-- as|nearly every

fundamental —.
prin¢iple of €9
commerce is B
turned upside

down.

‘\\3

I won't pretend
this is a change that will
benefit everyone. “Cutting
out the middleman” doesn't
sound so good if the
“middleman” happens to

a
-

N\
”@
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In the depressed
market of year 2000,
it's a rare comics
retailer that isn't
struggling to survive,
and talk of “digital
delivery” is unlikely to
be very encouraging.

Some retailers have ventured online
themselves in recent years, but since

the product they sell remains a physical
one, the economies of scale can
make life tough for the smaller shops.

The Web can certainly
help spread the word
about good comics
stores to potential
customers --*

T COMIcs |

- E

0

o Conics |7
g

T
|

-- but probably the Web's
best shot at doing more good than
harm to retailers is in reviving interest and
awareness of comics of all kinds among
the general public --

-- before the negative trends that
have been weakening the business of
comics since long before the Web are
allowed to run their course.

American comics'
largest direct-market
distributor is already

moving into online

commerce and will no
doubt survive --
S~

-- but the fate of individual publishers will
depend on their willingness to embrace this
new market without abandoning the old --

-- and to offer
creators new and
better reasons not
to simply go it alone.

*Don't underestimate the power of this one! I
found an “indy-friendly” shop in my area using the

197

Web, and I do all my comics shopping there now.



By severely restricting
the economies of
scale --

‘
&

-- comics of
literary and
artistic merit --

-- and those
showcasing the
full spectrum

of human
experience --
hY i A
il i
b Py
N
BN "
v
—2 Q 2 L
N

s -- can start as
> = small as they
N~ need to --

-- and

consumer demand alone.

compete fairly in @ market driven by

Not every creator
can expect to strike
it rich in the new
market --

T wish
you'd stop
saying that!

-- but
least

jet its day in the sun as alternative
genres explode in every direction.*

every individual vision of comics will at

Comics designed to
reach out to non-
fans will no longer
have to hide where
only fans will see
them --

instead will -- and in time, comics can begin to earn the
ct with their diverse audience it so desperately needs.
narket --

NSRS

*This can be seen already at downloadable
music sites like mp3.com where there are

hundreds of genres and subgenres.




The specter of
censorship hasn't
necessarily dimmed --

-- but on the Web, comics need

never be a scapegoat adain, unless
the whole of art, literature, music
and cinema suffer the same fate --

Kand if that'®

case, then this time
we won't go down
without one Hell

of a FIGHT!

In this chapter I've
made a case for the
digital delivery of all
media, not just one.

A
s

O(1

The Web is the biggest collaborative positive
effort in recorded history, and there’s every
reason to think that it’s still in its infancy.

This form we call
comics may be just a
piece of the puzzle in
this great undertaking.
The Web is far bigger
than comics.

Yet the Web is just a
piece of comics' own
puzzle, and beyond
where the two of
them intersect --

z
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&

path that
only comics
can take.
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THE InFINITE CANUAS :
é‘r Digital Comics
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What /S comics?

N\

N

In
Understanding
Ccomics, T used
Eisner’s term
“Sequential Art”
as my basic
definition --

Comics

{

Not Comics

Beyond semantics,
though, it was the simplici
breadth of the idea that attr.

with its power to describe f;
than comics’ newsprint-and-
standardbearers.

fy and
acted me;
ar more
staples

S
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*Not that I caught them all, of course!

-- then offered an
expanded, more
clinical one to close
off any semantic

loopholes. ™

Comics:
Juxtaposed
pictorial and
other images
in deliberate
sequence.

i

“Sequential Art” welcomed
a limitless variety of style, content
and physical media --

+ ¢
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-- it described the
work of many
creators who gave
generously to the
art of comics, if not
its culture or
industry.

Max Ernst

-- as well as
the hordes of
less lofty
creations that
nevertheless
belong in
comics' camp --

Airplane safety card.

-- and it reset comics’ birth
date by at least 3,000 years!

g I felt, then as now,
t

hat a close reading of

various ancient works yielded far
more than a passing

resemblance to comics.

Whether
decorating the
walls of a painted

i

SR
»
{

B IR O\

-- spiraling in bas-
relief up a stone
column --

/‘/
= ’ : -
g -- Or Zigzagging across an accordion-folded
e painted deerskin --
B
=]
g

\
\
A\

VA

-- such works were, despite their exotic styles,
comics to the core, telling stories in deliberate
sequences of pictures.

It wasn't
until the invention
of print* though,
that the more familiar
devices of modern
comics emerged.

™

*European print at least.
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comics can take, but it's

-

Ink on paper is jus
one of the physical forms

form many feel most com
calling “comics.”

1 ~ \\

the one
fortable

|

Remuniss

After all, it's only in printed comics that
we begin to see such familiar devices as
fully enclosed rectangular panel borders* --

Erasmus” circa 1490.

B A e

—

-- the text-like
protocol of reading
left-to-right and
up-to-down --

how much comics changed
for print.

With only printed cor
to refer to, our era's readers have
had little comparative basis

RN ZA\ L TF

raptions and speech “balloons” (here
wn as scrolls) --

“A True Narrative of
the Horrible Hellish
Popish Plot” circa 1560

U\

-- and eventually, the
lengthy adventures of
cartoon protagonists.

The mid-1800's
work of Rodolphe
Topffer.

nics

to judge
its shape

A comparison is coming, though, as comics 0o
enters a new environment and prepares
to change its shape once more. 5!
WYL.AO " U ™.
O\\O\\\O Oo\ (
AN AAD 4
8 O
"o |9
) N
\)‘\

*Examples are from David Kunzle’s massive
landmark study The Early Comic Strip (see
bibliography).




The search for those new shapes is the search
for digital comics, our twelfth and final

revolution.

Digital comics are
comics that exist as pure
information.

They may be delivered
through the means
discussed in the /ast
chapter --

-- or through ohjects
that store information
such as €Ds --

-- but they all
embrace the digital
environment as their
native soil --

--and at
best, they
plant in that soil
what could never
grow anywhere
else.

\

Online comics are all
digital comics in a technical

1 sense, but many are still no more
than “repurposed” print at

For hundreds of
years, comics has
existed inside the
shell of print --

-- and now digital
media are swallowing
comics, shell and all!
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Comics and print -- but, as the full spectrum of audio and visual

aren't unique in this regard. arts converge on the single stage of digital
Some forms of art in this century media, those various technological shells will
have been so associated with their begin to separate from their contents.

respective technologies as| to be
defined by them --

(J

)
]
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The technologies of -- both harbor the -- as the technologies -- both harbor the
film projection and art of the moving of painting and art of the still
television, for image -- drawing -- picture --
example --
0
/—L’Q\ /1
|, T——
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-- and the -- both harbor the
technologies of radio art of sound, But as these
and sound playback technological shells fall away,
devices -- don't expect all their contents to mix
into one big clump.
Oo

(\57

L)
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The art of sound, for
example, is not an
irreducible concept.

It harbors, among
other things, the arts
of music and the
Sspoken word.

LS

=N

/1IN

(@)

(_./ 50

& Convergence* is a two-way
Street. As the technological
distinctions between media fall away, their
conceptual distinctions will become more
important than ever.

The resultant media landscape will be populated with art forms not rooted in a particular machine,
venue, or physical substance, but in the implementation of their respective ideas.
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Each one, a simple,
irreducible concept --

N
N

o
N

-- one that distinguishes
it from all others.

A
definition,
perhaps, but

something more

than that --

mics:
Xtaposg
ictorial

:\ ,
Ner 1imé

elibe
C jence

*Convergence was a popular term in the Nineties to describe
the migration of traditional media to digital technology.

-- and
something
less.

47
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A DNA strand maybe...
A genetic code...

not only to the
shape of the art as it is --

-- but to a/l the shapes
the art might take.
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What /S
comics?

If I told
you that figure A
wasn't comics and
figure B was, would
you believe me?

How can
we compress
the idea down
to its essence?

Sigure A.

Sigure B.

Suppose I told you that |figure A Run your finger

was a picture of two squares -- over A and that Run it
finger is moving over B and it's

- and through space. moving through
figure B was a time.
picture of one

square -- =
=)
-- shown at
one moment, =
then the A1 -
next? /
(TN
\
\|/ \
\Z LN\
W
[ |

To define -- but to - to || Anartist's map | |

comics we grasp the also begin | of time itself.
needed something essence of seeing comics <

like this -- comics I think as this.

it's helpful --

D, )
—~ l\
7| Juxtaposed / 9 TN\
pictorial and {//”{Zf/f A N2 4| AN
f G s | oCl

other images
i in deliberate

)
i & e

N
3
1/
|
/L\,
D
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-- the
pattern of its
growth will place
comics’ future in
a whole new
light.

Comics will mutate in
this new environment,
and it will do so in

many different waus.

\

P—

)/‘7 But the ultimate ‘\j\

goal for comics -- as for
any art form -- will be to find a ]
durable mutation that will
continue to survive and thrive
\ well into the new century.

: ) But when this simple
T e e N | e
of the AEARA A AR &7AN added to the petri
temporal WWW WW dish of digital media --
map describes - :
more than J'USt Orbital patterns of Jupiter’s Moons.
comics.
b B oD, b, B b F D, E D,
R B - ﬁ;fﬂ?.‘?. frﬁ"}’ﬁ R e S
eSS e pEEEas e  SSL R SELASSE ;\’
as precise as 'Y )}’\ z
our long Pl T NS L A FADNADT
definition. 3 N A== I &
[ Musical and dance notation.
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. d e X iy o /———\
Sunspot activity by decade.
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<
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T

I\
|
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/ As in \
nature, that

evolution will hinge
on comics’ ability to
adapt to its
environment.

An environment that
will include both the
new technological
landscape --

[OTOTT
D1101C
D100 11
101101
111100

LN N N N

-- and the needs and
desires of its
potential audience.

]lﬂ1r\1ﬂo\

In other words, we
have to ask what
things comics €an do in
a digital environment,
and which of those
options are going to
prove valuable in the
long run.

¥)//

*See Edward Tufte’s groundbreaking books (listed in bibliographt)
for more on representing time graphically. Examples in this panel

are from Tufte’s Envisioning Information.
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CD-ROMs gave many their first glimpse of
the creative possibilities of digital media.

That first question -
What €an comics do in a|digital
environment? -- was first addressed by
cartoonists in the heyday of multimedia
CD-ROMs.*

<

Multimedia offered to Some exercised such options in a supplemental But because the
supplement comics’ way. Art Spiegelman in converting Maus, treated pages themselves
visual basics with the plastic disks as “five mile deep filing cabinets,” remained unchanged,
sound, motion and a way|to offer notes, sketches, home movies the work was less
interactivity.

and other support material along with the about comics as
original work.

multimedia --

9)
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-- and more about

comigs and multimedia Comics d§ multimedia was

in collaboration. a natural avenue of exploration,

though, and most CD-ROM comics
took that approach.
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*Roughly the early Nineties, before the Web caught 208

on, (not that they've ceased to exist or anythjng...)



Such
experiments
were still largely
additive in nature,
though.

By combining the
Styles, genres and
visual trappings of
printed comics --

N

To this end, voice
actors were used to
read word balloons
out loud --

KILLING SPREE!!

o~

L

-- some limited
animation was
offered --

-- with the
interactive bag of
tricks associated with
multimedia gaming
and “infotainment”--

-- producers hoped
to make comics
“come alive.”

WE MUST STOP THIS]

-- and readers were
allowed to choose
from short menus of
plot twists.

FIGHT

RUN AWAY

Leaving the temporal
map on the cutting-
room floor.

Jigure B.

Whatever their
relative quality,*
additive approaches
sidestepped the
question of comics’
own evolution by
letting comics become
an undigested lump
in multimedia’s
stomach --

(%)

Unfortunately, to
compensate for the
low resolution of
computer monitors,
comics panels often
appeared on screen
one at a time.

-- without
ever expanding
on the ideas at
comics’ core.

*Not always high, but that alone shouldn't discredit the idea.
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More ambitious and innovative p
Sinkha, a CD-ROM graphic novel
illustrator Marco Patrito, seeme
new and possibly vital mutation

In Sinkha, lush
digitally generated 3-D
images -- some static,

some moving -- are
accompanied by music,
frequently juxtaposed and
combined with text.

rojects like 1995's
by Italian

d to offer a

of comics.

The goal of making
comics “come alive” seems
closer in such works where the
sound, motion and images create an
immersive experience.

Here,
though, the
goal itself
becomes a

slippery slope.

If partial sound and
motion can help
create an immersive
experience --

-- won't
full sound and
motion do the

job more
effectively?

(™
—
o

As thb goal of “coming alive” is fulfilled more and
more| by sound and motion which represents
time through time --

\ - comics‘ multi-image structure -- the portrayal
of time through space -- becomes superfluous,
if nof{ a nuisance, and isn't likely to endure.

When it comes to
time-based immersion,
the art of film already

does a better job

than any tricked-up
comic can.
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Storytellers ‘

And even The desire to make art in all media and
film won't be come alive brings us back to the all cultures are, at
king of that hil escapist impulses I mentioned at least partially, in the
for long. the end of Section One. business of creating
worlds.
A N
/1 ™\
= A
D I
It’s a mark of their This can be done -- but the reproduction of sight and sound in the
success when those through a medium as minds of the audience will often be outbid b
worlds are so vivid simple as text or new technologies that reproduce them in full.
that we forget they speech --
aren't real.

And at the first sign of a technology that can -- and many may even trade in the world theyre
deliver vivid, uncompromising immersion, few given at birth for the new worlds that technology
will be able to resist its spelf -- and imagination will combine to create.
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The promise
implicit in the
idea of Virtual
Reality is the final
destination for the
collective journey
taken by storytellers
throughout
history...

[\

_\ /
| \
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...the journey toward
the creation of a
world so real it can
make us forget the
one we /ive in.

9

True V.R. -- as most
people imagine it* --
does have one small
problem though:
it _doesn’
exist yet!

to fill

Still, the well-publicized promise of Virtual Reality has exerted such a
powerful influence that other media have begun to bend in the wind, rushing
the vacuum where the new medium will someday take its place.

T

=\ &

The multimedia approach to comics is a step in
that direction -- a step toward “reality” --
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and W

they ce

only a small step,

technologies enable
people tO go further,
rtainly will.

ut it's

hen new

Think of it: if you were
a Spider-mMan fan.
Would you want to see
him in partial motion
or full motion?

v/ould you want to see
him in 2-D or 3-D? In
little boxes or on a full

*That is, a fully immersive doppelganger of real|s|

merely what it's come to mean to most people

pace
and sensory experience. Note, this isn't necessarily what
V.R. pioneers like Jaron Lanier meant by the term,

since.
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In fact.
would you
want to see him
at all, if you could
bé him instead?

Eventually, V.R. will
take its place, the
vacuum will be filled --

-- may stand upright
again and rediscover
their root strengths.

-- and
other forms,
having shed some
of their original
functions --

\
IT N

As broadband*
becomes a reality, the Web will
be able to deliver the kind of
multimedia content first associated with
CD-ROMs, and these same issues will be
faced again.

But even as some sites forge ahead with
multimedia comics in the style of 90's CD-
ROMs,** other artists search for new forms
that preserve comics' silent, static nature while
exploiting other capabilities of digital media.

aitiocas thse

The
challenges they
face center on
issues of design
and usability --

-- and as Web comics Comic strips employ -- but for /longer

move out of their

larval stage, a few

design models are
beginning to emerge.

the simplest of these, works, various models
the all-in-one are now being tested
approach -- to help comics fit into
its new venue.

[

{ =

] \

*High-bandwidth connections to the Web...
the really fast stuff we're all waiting for.

2 1 3 **Check my site for links to some of the current
Web comics in the multimedia/CD-ROM style.



a page, alongside a link t
following page.*

One of the more obvious
solutions is to treat the sareen as
O the

|

half page
comics.**

—
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This has led some to take the obvi
and simply put one big panel per
of several small ones.

After all, without the space-saving
paper costs and traditional distr
not take advantage of the web’s
limitless “page count”?

ous next step
creen instead

imperatives of
ibution, why
potentially

To compensate for
the low resolution
and screen shape,
each page has roughly
the same amount of
visual information as a

suitable for life in hypertext, the lingua
franca of the World Wide Web.

Though screen
resolution is fixed,
image resolution can at
least be increased by
increasing image Size.

of printed

Such slicing and dicing of
comics renders it particularly

S — VAN

the Web, inviting us to explo
them in any order --

Just as documents filled with ideas
and images are linked throughout

re

-- O too can

individual panels be linked in
an interactive matrix of narrative choices.

N

= 8N\ \

*Pictured: Argon Zark by Charlie Parker (Zark.com) was

one of the earliest web comics to employ this model.
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**Sadly, this concept seems beyond some
designers who insist on standard page
shapes even when there is no print version!



Any comic on the
Web is in hypertext’s
backyard, it makes
sense to adjust
comics to fit its new

environment.
\ 1/ \1/
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Hypertext
is, after all, a

powerful and thought --
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-- an idea that
strives to match the
agility of human

-- in ways the
technology of print
never could.

But for all of hypertext’s
advantages, the basic ideas
behind hypertext and comics are
diametrically opposed!

Hypertext relies on the principle that nothing
exists in space. Everything is either here, not
here, or connected to here --

P
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-- while in the temporal map of comics, every
element of the work has a spatial relationship
to every other element at all times.

To break a comic
down into single
pictures is to tear
that map to shreds --

-- and with
it, the very
fabric of comics'
core identity.




But, hey --
is that a
problem?

ol

cz

Whether McCloud says
it's “comics” or not won't make
bit of difference if the slice-and-dice
or multimedia models are sufficiently
interesting or entertaining --

Preserving the idea of
the temporal map has
an gesthetic appeal
for quys like me --

Jfigure B.
A
\‘ there’s no viable
‘x alternative.
| 7 SN
-- but it can only survive as s Not by ]
comics' central unifying idea|if it can merely -- but by
help extend the reach of comics|in a digital “preserving” the taking it alf
environment as dramatically as other spatial nature of the way.
P options. comics --
1 1> 1 3
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important c/ues in the kind of p

In exploring the design potentigl of a pure temporal map in a post-print world, I believe we can find
e-print sequential art I wrote about in Understanding Comics.

The earliest
possible example
of these “proto-
comics” that I've
found is this
Paleolithic cave
painting found at
Lascaux.®
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77,
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i -~ Rl If it is indeed

i ( = s S

s 4y o L T e S = sequential art, the

T i s _ - | application of the idea is

i DR o S P as simple and pure as
W\ /\\; Gl Ee - i S ke i any daily strip.
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*N.Y.C.'s Museum of Natural History describes
old painting as maybe portraying a single, indivi
into a stream, swimming across and emerging 0

his 17,000-year-
ual deer "plunging
n the other side.”




-- or would they just find a
bigger wall, as was done ten
thousand years later in this Egyptian

. 2%

tomb:

But what if \

our ancient
cartoonists had a
longer story to tell?
Would they move from
cave to cave --

4

Here again, the principle
is the same -- moving
through time requires
moving through space

-- but in this story, our A
reading path takes \li 41@‘"%%
some odd turns. ENr. L e
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] -- describing its series of military campaigns in an
ascending spiral of bas-relief scenes...

Wil

Trajan’s
column, built in
113 A.D,, takes the
temporal map into
the third
dimension --
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*The tomb of Menna the Scribe, circa 1,200 B.C. 217



Very different from
both cave and tomb,
yet also following a
single unbroken
reading line.

If we could unwind that column, we might
produce something like the Bayeux tapestry with its
picture story of the Norman Conquest of 1066.
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A map of time that for all its complexity is, from our standpoint, a single
straight 230-foot path from left to right.
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The “Codex Nutall" of pre-Columbian Mexico would, a few centuries later, tell its own story of
conduest on accordion-folded deerskin --
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- and when laid Aat, lead readers from right to left in a winding but unbroken zigzag of generations.
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Paint, stone, cloth, skin... It would be hard to find
five more diverse examples of the temporal map.

"

.»J\\ L v

Yet all stayed true to the
nature of the map -- and never
violated its basic tenet that to move in
time is to move in space.

And the
longer the
time --

TS
] N
B. ) 1N -- the
s t-r4 longer the
AT VT ine.
1 , \\L‘
—1 IS R A

-- as the line that had held
through eons of sequential art --

9

But print
was different.
For all the
benefits it gave to
' comics, there was
one thing it took
away --

i
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For the first time, readers of such picture stories
could no longer assume that adjacent images

meant adjacent moments. A new
formula was taking hold, and
it wasn't nearly as
simple as the o/d.
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The ancestors of
printed comics drew,
painted and carved
their time-paths from
beginning to end,
without interruption.
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imported from the
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right and
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down

tradition of the

N
7

printed word.

N
7

|

When the “cave wall”
of the page came to

an end, readers learned
to simply move on to
the next one,

Print subverted space, folding it upon itself,
allowing stories to grow to any length without
relying on fraying cloth or crumbling stone.

But to reap the
benefits of print meant
keeping comics' core
assets packed into tiny
boxes.*
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*Partially disassembled at that.

Sir\Le that fateful
meeting of art and

technology, much of
the subsequent work
of|creating comics

has been figuring out
haw to make it all

Every few
inches, a new
barrier is reached,
another /limitation
tackled --

-- and
naturally, we all
learned to /ive

with it.
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This small rectangular canvas we call “the page” has been the only venue for long-form comics
throughout the century, and several generations of artists have devised thousands of creative
solutions to the problems it presents; solutions I've counted on for the last 200 pages!

Seasoned artists know,
for example, that it's desirable to
place establishing shots at the
beginning of a spread or page to create
a sense of place in subsequent
panels.

They've also learned to \\
tailor the /ast panel on the right-
hand page to act as a tease for the

next page (whether the story requires
it or not). //
/

T

£

-- if chance places

And while
tall or wide
panels sit well at
the beginning of
a page --
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them elsewhere, the
artist may have to
reorganize, lengthen
or shorten a sequence
to accommodate
them.*
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Today's average computer monitor offers a
space not much larger than a é x 9 inch comic
turned on its side (and at a lower resolution) so
it has the potential to constrict the reading

flow just as e,'is—i/y;/

*I do it all the time!

Go back and see if
you can spot my various stalling and

221

compression tactics throughout this book.



we recognize that --may also
the monitor which act as a
so often acts as a window.

2 4
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There may never be a monitor
as wide as Europe, yet a COmic as wide
as Europe or as tall as a mountain can be

displayed on any monitor simpl by moving across
its surface, inch-by-inch, foot-by-foot,

mile-by-mile!

The page is
an artifact of
print, no more
intrinsic to comics
than staples or
india ink.

tha
will £
of 1

Once

released from
t box, some
ake the shape
he box with

them --

\<j

-- but gradually, comics
creators will stretch their limbs
and start to explore the
design opportunities of an

infinite canvas.
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In a digital
environment
there’s no reason a
500 panel story
can't'be told
vertically --
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-- or pack it all into a slowly
revolving cube.

We could indulge our /eft-
to-right and up-to-down habits
from beginning to end in a giant
descending staircase --

P/

.@J E'
'-

=
g

7 In a digital
environment, comics can
take virtually any size and
shape as the temporal map --
comics' conceptual DNA --
grows in its new dish.
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The new tools have
limitations of their
own, of course,
including slow
connection

speeds --

BAY

-- and
limits @
speed

the upper
f processor
and power.

But while no one in five

hundred years has figured out a way
for images to go beyond the edge of

the page --

-- digital
technologies
are pushing their
limits on a daily
basis.

Y
i\\

~

/\/0
\/\/

~—]

=

There will always be
some limits on speed,
power and storage.
A literally “infinite”
canvas may never

exist. f
<O

=

But the experience of such
atial freedom lies just beyond the very
finite limits of human perception.

For example, a giant
comic holding forty
thousand panels in
a square matrix might
look something like
this from a distance.

5 o e e g ) G o

I

When viewed more closely, in
panels may become discernib,

dividual
e ¥

-- and as they draw still closer and

become clearer, each individual panel

may be revealed --
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*And yes. believe it or not, such a mad contraptjon could 224
be quite readable. If each pane!l were connected to the
next one, you would always know where to read next
(not that I'm seriously suggesting that anyone tiry this).




-- as a full-size, high resolution
color illustration.

THERE MUST BE
SOME WAY OUT

S s Lo

%f:

You may
wonder how any
computer, now or in
the near future, could
possibly hold this entire
comic in memory all
at once.

Answer:
It probably
can't.

should it
have to!

The human eye can only detect so much
information at a time, and has a limited fie/d of
vision. At the distance necessary to view the
whole of such a comic, each individual panel need
be no more --

--and by \J\

the time
individual panels
come into view, our
field of vision will only
take in a small part

of the whole. -- yet only
one in the
mind's eye.

v | Bl tile132

Thus, our monster
comic may exist as
many documents in
storage --

We haven't reached
that threshold of
human perception
yet,of course* --

225

-- but that's no
reason not to give
our imaginations a
good head start!

*The resolution of display devices has a long way
to go, for example. Also we can still process

information much faster than the Web can

deliver it.
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” When adapting Browning's poem “Porphyria’s
Lover” for my site, I was able to reflect the
A-B, A-B-B rhyming structure and rhythm of
each stanza through a zigzag panel arrangement,
using panel connections rather than position to
determine reading order*--

For nearly any narratiy
challenge, digital comics ca
potential solutions unlike anyt
attempted in print.

hing ever
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& *Confusing at first (especially if you try to read it while

L / loading) but remarkably simple once you get the idea.

|

-- then connecting all In a proposal for an Understanding Comics CD- -- attach other tiles

twelve stanzas in a ROM,** T took the staircase approach and was with supporting

single descending able to|enclose each chapter in its own information --

chain set on a rectangular tile --

darkening

background.

= .written, alas, shortly before that industry took a nosedive!

! -- and gave a thousand-plus
= panels a single shape.
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Navigating

through a series
of panels
embedded in each
previous panel may
create a sense of
diving deeper into
a story.

T Vi

A series of panels turned at right angles may
keep the reader off-guard, never knowing what
to expect around the next corner.

Giving a pictorial shape to whole stories may
provide a unifying identity.

[ Y

Most important, the
ability of creators to subdivide
their work as before is undiminished,

calls the “meta-panel”--

S

but now the “page” -- what Will Eisner

-- can take whatever
Size and shape a given scene
warrants --

-- no
matter how
strange --




-- or how Simple those sizes and shapes may be.

e

7 8
A sense of “where Background patterns and colors could reflect changing moods.
you are” at any given
time could be

provided through
color changes in the
panels already read. *

Even the recall of

stories could be helped by their
varying overall appearance -- a far
more revealing cue than words on a
cardboard spine.

~1
{
~ [ Ve
To keep true to the simplicity of the temporal -- but the option of
map, it may be necessary to eliminate the kind interactivity is by no
of autonomous sound and motion found in means off-limits.

traditional multimedia --

*The same sense provided by the old traditional paper 228
bookmark, yet lost in many hypertext-only comigs.
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Whether by choosing ) Comics is a Still life;
a path, revealing a PN Most important, the mute, unmoving and
hidden window or mere act of “reading” -- moving passive in and of
zooming in on a through -- digital comics should be a itself --
detail, there are deeply interactive process.
countless ways to
interact with
sequential art in a Y
digital environment. Yy
Ol
Jigure B.
}\1\
-- but the act of reading comics -- even -- but a still life
through the technology you hold in your we explore
hands -- is anything but. . dynamically!
Comics in a A
digital environment \
will remain a
still life --
\ .}
Q £
H A ~
L
One nice side effect of interactivity is that Sort of like the sound
sound and motion can actually sneak in through and motion you are Next
the back door as a byproduct of reader about to produce with page,
interaction. your hand on this piece please.
NN\
> 1 ©
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T
|
\l
9

22



For the most part, -- and
here at the turn of
the century, digital
comics mean Web

comics --

mean
based

R

\7y

Web comics,

for the most part,

hypertext-
comics.

As a result, the kind of
spatial exploitation I've discussed
has been hard to implement on
today's Web.*

There’s no way
to “zoom in” using

H.T.M.L. for example,
and scrolling is still a

clunky prOfy

COLOR="#333333" UH
ial, Genewa,. Hel
bauclub . comd index.

rint

Security

ngle £l

Fortunately, the Web itself is evo.
the limited definition of its origil
simpler, more enduring idea --

AV

ving beyond
15 toward the

~N
N

-- of absolute
access --

-- and as such, plug-
ins and Web-based
programming
environments that
can take better
advantage of spatial
models have found
the Web increasingly
accommodating. **

A

2
A

NA
--to absolutely / o \ =1
everything -- =< SN

More generally, though, the idea
information can take on shape an
be as dead as the ascendance of
through the Web might lead us tQ

that art and

d form may not
hypertext
believe.

-- and soon, comics
artists won't be the
only ones
contemplating the
potential of an
infinite canvas.

A

The lion’s share of art
and information
media belonged to
that spatial world for
thousands of
generations --

*I've run up against this problem in my
own online comics from day one.
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**Macromedia’s Flash plug-in and Sun's Java
O.S. both have some potential in this regard.



When novelist William
Gibson first envisioned
the glittering city of
information he called
“Cyberspace” in
1984's Neuromancer,
he inspired a
generation of
information designers
to think spatially.*

Computer scientist
David Gelernter
took a similar tack
when he proposed the
great information
constructs he called
“Mirror worlds --"

When the dust settles

on a new century I believe that
hypertext and the spatial models will
emerge as the two great pillars of
information organization; equally valid
and equally powerful. /
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-- as did Muriel
Cooper and the
Visible Language
Workshop at M.IL.T.
when they created
interactive landscapes
of words and data
users could dive into.

And the only reason
one of them came
into our homes first
was that the other
one needed a much
fatter pipe.

A

More recently, such
“zoom-and-bloom”
information interfaces
as "The Brain” and
Inxight's Site Lens
have taken spatial
models to a new level.

that the spatial models

7 '3

Once that bandwidth
barrier falls, I believe

will take their place
alongside hypertext as
part of our everyday
lives, and that comics

will have found its

native soil at last.
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*As did Neal Stephenson with the eerily
plausible “Metaverse™; a virtual public
space he portrayed in 1994's Snow Crash.



The advent of portable reading devices that
assert the screen-as-page metaphor at the
expense of the screen-as-window could
sidetrack digital comics for years --

I can't
guarantee the
course that digital comics
will take in the next 20
years. Small events taking
place now may have lasting
consequences for our
twelfth revolution.

-- and the road toward preserving the open,
decentralized architecture of the Web won't be
without its obstacles and detours.

Such was the strength of the idea shared by
Vannevar Bush and J.C.R. Licklider, 20 years
apart, that all the world’'s knowledge could
someday flow from the tops of our desks --

But a strong, simple idea
can often rise above technological
circumstance and acquire a legitimate air
of inevitability.

\
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--and such is today’s popular belief that full Spatial approaches -- and comics’ own

visual and auditory immersion, until now the to art and information use of that infinite
province of science fiction, will be an everyday will have no trouble canvas will be a part
fact before long. taking root in such a of that evolution.

world, whenever it
arrives --

i I
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The ideas that traditional media harbor will continue to escape the shells of the technologies that
brought them into being, until the irreducible essernce of each has emerged --

.
) (]
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-- and with it the code -- Comics /S such an idea, and most of its
checkered history has been the shell.
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N NN
--for new forms to grow in their new
environment.
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Here at the dawn of a new centt
box,” yet that's what any act of

/1

For artists in general, that box i
influence of conventional wisdon

DO NOT
ENTER

ury, it’s become a cliché to tout one's ability to think “outside the
true creation requires.

(DOOO

the stifling -- and for comics artists in particular, thinking
n-- outside the box will soon have an additional, very
literal meaning.

O\

//\

But it can also mean rediscoveril
truth at the heart of a complex

ng a simple -- taking on quests that no one else can see --
system --
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-- or finding in solutions to an old need --

-- the beginnings of a new desire.

No art form has lived in a
smaller box than comics for the last
hundred years.

I say we

blow the
lid off!
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It’s time for
comics to finall
grow up --

&

/

It's time for
comics to respect
source of its pow

It's time for
comics’ public fac
reflect the truth

the
er --

e to
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-- and find the
art beneath the
craft.

© 0

o
O o
5

&

-- and /ook
beyond next
Thursday’s take.

-- and for that
truth to outlive
the Jie.

Lo




It's time for
comics to balance
the scales --

T

-- and
broaden its
horizons.

(7

L0y

Q

-- to find
new roads to
a new generation --

Y

O(1
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-- See
the
world --

o)
St

And it’s time,
starting now,
for a new
set of dreams --

--in a form
beyond
imagining.

o1
1®



@
(2)

Q
(*)

Comics is a powerful idea, but
an idea that’s been squandered,
ignored and misunderstood for
generations.

Today, for all the hopes of
those who value it, this form
seems increasingly obscure,
isolated and obsolete.

So small at times
as to almost drop
out of sight.



Small...

...like an atom...



...waiting

to be

SPIit.
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Kunzle, David. The Early Comic Strip. Berkeley:
University of California Press, 1973.

Kurzweill, Raymond. The Age of Intelligent
Machines. Cambridge: MIT Press, 1992.

(I have a soft spot for Kurzweill, if for no
other reason than that my blind father owned
a Kurzweill text-to-speech machine way back
when it was just Dad and Stevie Wonder.
Kurzweill is my favorite kind of futurist — the
unnerving kind.)

Lee, Stan, and John Buscema. How to Draw
Comics the Marvel Way. New York: Simon and
Schuster, 1984. (We loved it, then we hated it,
then we loved it again.)

McDonnell, Patrick, Karen O’Connell, and
Georgia Riley De Havenon. Krazy Kat: The
Comic Art of George Herriman. New York: Harry
Abrams, 1986.

Negroponte, Nicholas. Being Digital. New York:
Alfred A. Knopf, 1995. (“Wearable comput-
ing...” Ha. Ha. Doesn’t sound quite so goofy
anymore, does it?)

Norman, Donald A. The Design of Everyday
Things. New York: Doubleday Books, 1990.

Nutall, Zelia ed. The Codex Nutall: A Picture
Manuscript from Ancient Mexico. New York:
Dover Publications, 1975.

Nyberg, Amy Kiste. Seal of Approval: The History
of the Comics Code. Jackson: University Press of
Mississippi, 1998

Robbins, Trina. A Century of Women
Cartoonists. Northampton, MA: Kitchen Sink
Press, 1993.

Robbins, Trina, and Catherine Yronwode.
Women and the Comics. Forestville, CA: Eclipse
Books, 1985.

Rheingold, Howard. The Virtual Community:
Homesteading on the Electronic Frontier.

New York: HarperCollins, 1993.

(We need more Howard Rheingolds and
tewer Wall Street stiffs!)

Schneier, Bruce. Applied Cryptography:
Protocols, Algorithms, and Source Code in C.
New York: John Wiley & Sons, 1995.
(Like many non-mathematicians, I just
picked this up for the protocols on a
recommendation and was blown away.
An important and persuasive book on an
extremely important subject.)

Schodt, Frederick L. Manga! Manga! The World
of Japanese Comics. Tokyo: Kodansha
International, 1983.

Shurkin, Joel. Engines of the Mind: The Evolution
of the Computer from Mainframes to
Microprocessors. New York/London: W. W.
Norton, 1996.

Stefik, Mark J. Internet Dreams: Archetypes,
Myths, and Metaphors. Cambridge, MA: MIT
Press, 1997.



Stephenson, Neal. Snow Crash. N

w York:

Bantam Books, 1992. (They say he wanted it to

be a graphic novel originally. We
idiots!)
Tufte, Edward R. The Visual Displ

re such

ay of

Quantitative Information. Cheshire, CN:

Graphics Press, 1983.

____. Envisioning Information. Cheshire, CN:

Graphics Press, 1990.

— . Visual Explanations: Images
Quantities, Evidence and Narrative
CN: Graphics Press, 1997. (THE e
on information design.)
Wiater, Stanley, and Stephen R. B

Book Rebels: Conversations with the,
New Comics. New York: Donald 1.

and
Cheshire,
ssential books

ssette. Comic
Creators of the
Fine, 1993.

Witek, Joseph. Comic Books as History:
The Narrative Art of Jack Jackson, Art Spiegelman
and Harvey Pekar. University Press of

Mississippi, 1989.

Wolfe, Maynard Frank. Rube Goldberg:

Inventions! New York: Simon and

Schuster,

2000. (Will Eisner’s anecdote doesn’t necessari-
ly catch Rube at his best! To learn more about
R.G., check out this new book available in

September.)

COMICS

Below are just a few of the

comics

and/or creators that made significant
showings in the preceding pages. I'll try
to offer some better resources online for
hunting down the many excellent but
more briefly mentioned new artists that

are reinventing the art for

n. This is just

the tip of the iceberg, because we, uh...
don’t have room for the whole iceberg.

Brown, Chester. I Never Liked Yo
Drawn and Quarterly, 1994.
Clowes, Daniel. Ghost World. Se
Fantagraphics Books, 1998.
Eisner, Will. A Contract With Go
Tenement Stories. New York: DC
Gaiman, Neil, et al. Sandman. N
Vertigo/DC Comics (collections
1990 onward).

1. Montreal:

attle:

d and Other
Comics, 2000.

ew York:
available from

Gaiman, Neil, and Dave McKean. Mr. Punch.

New York: Vertigo/DC Comics,

1994.

Hernandez, Gilbert and Jaime. Love and
Rockets. Seattle: Fantagraphics Books (collec-
tions available from 1983 onward).

Lutes, Jason. Jar of Fools. Ontario: Black Eye
Books, 1995.

____. Berlin. Montreal: Drawn and Quarterly,
1996 onward.

Mazzucchelli, David, et al. Rubber Blanket.
Hoboken: Rubber Blanket Press. (Three vol-
umes. 1991-1993).

Miller, Frank. Batman: The Dark Knight Returns.
New York: DC Comics, 1986.

__. Sin City. Portland: Dark Horse Comics
(six volumes from 1992 onward).

Moore, Alan and Dave Gibbons. Watchmen.
New York: DC Comics, 1986, 1987. (collected
1987).

Noomin, Diane ed. Twisted Sisters: A Collection
of Bad Girl Art. New York: Viking Penguin, 1991.
Pekar, Harvey, Joyce Brabner, and Frank Stack.
Our Cancer Year. New York/London: Four Walls
Eight Windows, 1994.

Seth. It’s a Good Life If You Don’t Weaken.
Montreal: Drawn and Quarterly, 1996.
Spiegelman, Art. Breakdowns. New York:
Nostalgia Press, 1977.

____. Maus: A Survivor’s Tale. New York:
Pantheon, 1986

Spiegelman, Art, and Francoise Mouly ed. Raw.
New York: Raw Books (large format anthology
from 1980-1987 and condensed format from
1989-1991).

Ware, Chris. Acme Novelty Library. Seattle:
Fantagraphics Books (various volumes in
various formats from 1993 onward).
Woodring, Jim. Frank. Seattle: Fantagraphics
Books, 1994.

LINKS

See pages 165 and 166 and visit
scottmccloud.com for links to
online resources.
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Page 3, p2 © Chris Ware; p4 art by George Herriman ©
King Features Syndicate.
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Entertainment Group/ Marvel Characters, Inc.; p3 art by Jim
Steranko © Marvel Entertainment Group/ Marvel Characters,
Inc.; p4 © Moebius; pS © Shigeru Mizuki.
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Page 17, pl © Art Spiegelman; p2 © Daniel Clowes; p3 ©

Chris Ware.
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Ruth Krauss Johnson, Popeye art by E.C. Segar © and ™ King
Features, Jiggs art by George McManus, Charlie Brown art by
Charles Schulz © and ™ United Features Syndicate, Inc.

Page 27, p8 art by Harvey Kurtzman © E.C. Publications,
Inc.

Page 28, p2-7 © Will Eisner, p8 © jules Feiffer.
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© and ™ Art Spiegelman; p7 art © Art Spiegelman.
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Madden, © Ed Brubaker and © Jessica Abel; p7 art © Daniel
Clowes.
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Page 33, p4-5 © Art Spiegelman.

Page 34, p1 art by David Mazzucchelli © Bob Callahan
Studios; p2 © Chris Ware; p4-5 face © Jason Lutes.

Page 35, p4 art by Frank Stack © Joyce Brabner and
Harvey Pekar.

Page 36, p1 © Seth.

Page 37, pS © Seth; p6 © Will Eisner.

Page 38, p3 © Eric Drooker; p4 art by G. B. Trudeau © 1999
The Doonesbury Company; pS © R. Crumb.

Page 39, p1 © Chester Brown, p2 © Gilbert Hernandez; p3

© Carol Lay; p3 gray image © Seth; p4 © John Porcellino, ©
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Lutes, © Linda Medley, © Dave Lapham.
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& Flippo, © Munoz & Sampayo, © Charles Burns, © Gary
Panter.

Page 49, p4 Vincent van Gogh, self-portrait.
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Garret Izumi, A Last Lonely Sunday © and ™ Jordan Crane,
Cave-In © and ™ Brian Ralph, Speedy © and ™ Warren
Craghead, Rubber Blanket © and ™ David Mazzucchelli, Acne
Novelty Library © and ™ Chris Ware; p7 art © David
Mazzucchelli.

Page 52, p2 art © Gary Panter.

Page 53, p2 art © Jason Lutes; pS art © Gilbert Hernandez;
pY art © Daniel Clowes; p12 art © Jim Woodring.

Page 54, p4 art by Joe Shuster, Superman © and ™ DC
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Page 57, p7 art by King Cat © and ™ John Porcellino,
Cynicalman © and ™ Matt Feazell.

Page 59, p7 art © R. Crumb.

Page 61, p4 Teenage Mutant Ninja Turtles © and ™
Eastman and Laird.

Page 63, p3 the Image “I” ™ Image Comics, Spawn © and
™ Todd MacFarlane, WildCATS © and ™ Jim Lee.

Page 66, p1 Nancy © and ™ United Media; p3 covers:
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Entertainment Group/ Marvel Characters, Inc., Walt
Disney/Donald Duck © and ™ Walt Disney.

Page 80-81, Text of Talk of the Nation © NPR.

Page 83, p1 art by Frank Miller and Dave Gibbons respec-
tively © DC Comics; p2 Love and Rockets © and ™ Los Bros.
Hernandez.

Page 84, p9 © Rob Liefeld.

Page 86, p2 Batman ™ DC Comics.

Page 88, p6 art © E.C. Publications, Inc.

Page 89, p5 art © Reed Waller.

Page 90, Cherry Poptart © Larry Weltz.

Page 91, p3 art © Mike Diana.

Page 92, p8 heads: Frank © Jim Woodring, Tintin ©
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Marvel Entertainment Group/ Marvel Characters, Inc.,
Scrooge McDuck © and ™ Walt Disney, The Spirit © Will
Eisner, Popeye © and ™ King Features.

Page 93, Madonna © and ™ Madonna, Teletubbies ©
Ragdoll Productions (UK) Limited, Archie © and ™ Archie
Comics Group, Peekachu © and ™ Nintendo, Cap’n Crunch ©
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Page 100, p4 art © Archie Comics Group; pS Daredevil ©



and ™ Marvel Entertainment Group/ Marvel Characters,
Inc.; p9 art by Melinda Gebbie © the contributors.

Page 101, p1-4: Of those not in publi
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Syndicate, Teena © King Features, Little

domain: Mary
Independent
ulu © Golden

Books; Mopsy art © Gladys Parker; p8 © estates of Joe Simon

and Jack Kirby; p9 © Willy Medes.

Page 102, all images © respective artists as identified

except For Better or for Worse © and ™
Syndicate, Inc.
Page 103, p3 © Carla Speed McNeil;
Drechsler; p6 © Wendy and Richard Pi
Page 107, p3 Green Lantern, Green

nited Features
4 © Debbie
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rrow © DC Comics;

p4 Black Panther © and ™ Marvel Entertainment Group/

Marvel Characters, Inc.

Page 108, p1 Static © and ™ Milest
Heru, Son of Ausar © and ™ Roger Barn
Ho Che Anderson, To the Heart of the S
Eisner; pS King © Ho Che Anderson, L
™ Los Bros. Hernandez; p7 art © Will
Spiegelman respectively.

Page 109, p2 The Defenders © and ™
Entertainment Group/ Marvel Charact
George Herriman, © King Features Syn

Page 110, p1 all art and stories © th

e Media/DC Comics.
s; p4 King © and ™
orm © and ™ Will

ve and Rockets © and
Fisner and Art

Marvel
ers, Inc.; p6 art by
dicate.

eir respective contrib-

utors; p2 Tales of the Closet © Ivan Vel¢z and the Hettrick-

Martin Institute, Stuck Rubber Baby © d
Dykes to Watch Out For © and ™ Allis

nd ™ Howard Cruse,
n Bechdel, Hothead

Paisan © and ™ Diane Dimassa, Steven’s Comics © and ™

David Kelly, Rude Girls and Dangerous

omen © and ™

Jennifer Camper; p3 art © Howard Crise; p4 The Spiral Cage
© and ™ Al Davison, Palestine © and ™ Joe Sacco, Fax from

Sarajevo © Joe Kubert, Activists © Joyc

Brabner and Various.

Page 112: All art © their respective|artists as identified
except: p3 art by Jeff Wong © Scott Rlisso and Jeff Wong.

Page 113, all art © their respective (artists as identified
except: p8 art by Colleen Doran © Steve Darnall and Colleen

Doran.
Page 114: p2 Batman © and ™ D

Comics; p3 Superman

© and ™ DC Comics; p4 Spawn © and ™ Todd MacFarlane;
p5 Fantastic Four © and ™ Marvel Entertainment Group/

Marvel Characters, Inc.; p6 (Blade) a
and ™ Marvel Entertainment Group
Inc.; p8 Kingdom Cone © and ™ DC

nd p7 & 9 (Avengers) ©
Marvel Characters,
Comics.

Page 115: Desperados © and ™ Aegis Entertainment.

Page 116: Swamp Thing and Sand
Comics.

nan © and ™ DC

Page 117, p6 art as credited Batman and Watchmen © and
™ DC Comics; p7 Tom Strong art as ¢redited © and ™

America’s Best Comics. Astro City ar

as credited © and ™

Juke Box Productions.

Page 118, p4 (clockwise from top)
Riyoko Ikeda, Dokaben © S. Mizushi
Toriyama; pS Batman © and ™ DC
Legendary Journeys © and ™ Univer:

left) Rose of Versailles ©
a, Dr. Slump © Akira
omics, Hercules: The
1 Television Enterprises,

Inc., and Lara Croft/Tomb Raider ©/and ™ Core Design Ltd.
Page 123, all art © their respective creators as identified

except p6-7 (and page 124 p1) © St
Buscema.

n Lee and John

Page 124, p1 © Stan Lee and John Buscema.

Page 138, Illustrations from Comjputer Images: State of the

Art © Stewart, Tabori & Chang, Inc. Small panels, top row
(left to right) from art © Dick Zimmerman, © Rediffusion
Simulation and Evans and Sutherland, © Frozen Suncone by
Joanne Culverm, © New York Institute of Technology Lab art
by Ed Catmull. Small Panels, bottom row (left to right) from
art by Weimer and Whitted, ® Bell Laboratories, ® Lisa
Zimmerman, Aurora Labs, © Manfred Kage, Peter Arnold,
Inc., © Yoichiro Kawaguchi.

Page 139, p6 based on photos courtesy of Xerox Palo Alto
Research Center (Thanks, Matt).

Page 140, all art © their respective creators as identified
except Shatter © First Comics Inc., and Batman: Digital Justice
© and ™ DC Comics.

Pages 143-145, Pictures © Sky and Winter.

Page 152, p6 created using Metacreations’ Bryce. A very
fun program.

Page 159, p8 Time © and ™ Time, Inc.

Page 164, pS Archie Meets the Punisher © and ™ Archie
Comics Group and Marvel Entertainment Group/ Marvel
Characters, Inc.

Page 164, All art © their respective artists as identified; p1
booths © the booth-holders, Comicon.com © Steve Conley
and Rick Veitch.

Page 165, all art © their respective artists as identified
except p1, Impulse Freak © Ed Stasny; p2 Star Wars © and ™
Lucasfilm Ltd, The Haunted Man © and ™ Dark Horse
Comics; p3-4 booths © the booth-holders, Comicon.com ©
Steve Conley and Rick Veitch.

Page 201, In the Night Kitchen © Maurice Sendak,
Amphigorey © Edward Gorey, Airline Safety panels ©
American Airlines.

Page 208, p2 Myst © Cyan Inc. and Broderbund, The
Residents: FreakShow © The Residents and The Voyager
Company, The Rite of Spring © Robert Winter and The
Voyager Company, The 7th Guest © Trilobyte, Inc, Dr. Seuss’
ABC © Living Books; p4-5, The Complete Maus © Art
Spiegelman and The Voyager Company.

Page 210, Sinkha © and ™ Mojave and Virtual Views.

Page 214, p1-2 Argon Zark © and ™ Charlie Parker.

Page 231, p2 illustration based on art of David Gelernter;
p3 based on screenshot of student Lisa Strausfield’s work for
Muriel Cooper and The Visible Language Workshop; p4 Site
Lens screenshot © Inxight.

Errors? Please contact scott@scottmecloud.com and
I'll post a correction.
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COMICS
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BOOKS BY SCOTT McCLOUD

UNDERSTANDING COMICS

The Invisible Art
Available in Paperback

Praised throughout the cartoon industry by such luminaries as Art
Spiegelman, Matt Groening, and Will Eisner, this innovative comic
book provides a detailed look at the history, meaning, and art of

comics and cartooning. ' l .
== LS

REINVENTING COMICS

Remve" m - How Imagination and Technology

THE EVOLITION F AN AT 0 -

omics

Are Revolutionizing an Art Form
Available in Paperback

D ~ Wt Following in the footsteps of Understanding Comics, Scott McCloud explores
‘ comics as art and literature; the chaotic comics industry; public perceptions
| of comics; and the fight for sexual and ethnic diversity. This comprehensive
D analysis covers comics’ digital revolutions, including the challenges of
D | production; the exploding world of online delivery; and finally, comics’
T ol | startling transformations as it enters the digital landscape for a new century.
Scott McCloud

MAKING COMICS

Storytelling Secrets of Comics, Manga and Graphic Novels
Available in Paperback and E-Book

With his trademark mix of dry humor and legitimate instruction, Scott
McCloud focuses on the art form itself, exploring the creation of comics,
from the broadest principles to the sharpest details (like how to accentuate
a character’s facial muscles in order to form the emotion of disgust rather
than the emotion of surprise) to learn how to master the human condition
through word and image in a brilliantly minimalistic way. Comic book
devotees as well as the most uninitiated will marvel at this journey into a
once-underappreciated art form.

STORYTELLING SECRETS OF COMICS, MANGA,
AND GRAPHIC NOVELS £

ZOoT!

The Complete Black and White Collection: 1987-1991
Available in Paperback

Zachary T. Paleozogt lives in “the far-flung future of 1965,” a utopian Earth

| of world peace, robot butlers, and flying cars. Jenny Weaver lives in an

/1 ¢ / U imperfect world of disappointment and broken promises—the Earth we live

TR |;ji in. Stepping across the portals to each other’s worlds, Zot and Jenny’s lives
I || are changed forever.

o T WA AN TS EBRLaeN For the first time since its original publication more than twenty years ago,
Scott McCloud’s black and white series has been collected in its entirety in
this must-have commemorative edition for aficionados to treasure and new

SCOTT McCLOUD

fans to discover.

Discover great authors, exclusive offers, and more at hc.com.

Available wherever books are sold.




"Scott McCloud has got to be just
about the smartest guy in comics.
Once again, he's opened the floor
to a debate that will no doubt go
on for years—this time, with not
just the definition of comics, but
its very fate at stake."

WILLIAM MORROW
An Imprint of HarperCollins Publishers

THE SEMINAL NEW CENTURY MANIFESTO
ON THE MANY FUTURES OF COMICS ART

“Anyone involved in interactive
entertainment (games, web, etc.)
should read this book. Scott McCloud
has once again transcended the world
of comics and tapped into much
deeper issues of creativity,
entertainment and economics. This
time he's looking into the future
rather than the past."

—Will Wright

"It may just be the blueprint for the
very future of the comics industry."

—Library Journal

"Scott McCloud's Reinventing Comics
is a manifesto, and an audacious one,
irritating as the grain of sand which
may one day produce a pearl. It will
provoke a lot of arguments, it will
make a lot of people think, and it may
ultimately change the world a little—
which is, after all, what a manifesto

is for."

—Neil Gaiman

In a digital
environment, comics can
take virtually any size and

Shape as the temporal map —
comics' conceptual DNA —
grows in its new dish.

ISBN 978-0-06-095350-8

0800
MR T A
Comics & Graphic Novels | USA $25.99 CAN $31.99

Scott McCloud is the award-winning creator
of Zot!, The Sculptor, and Understanding
Comics. His books are available in more than
twenty-two languages. His web comics and
inventions can be found at scottmccloud.com.

DISCOVER GREAT AUTHORS, EXCLUSIVE OFFERS, AND MORE ATC.COM.




