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_| -idescribed the -- and it reset comics’ birth

S Sork of many date by at least 3,000 years!

< weators who gave g >
3N Seerously to the g s
| it of comics, if not I felt. then as now, \
S culture or that a close reading of

o dustry. various ancient works yielded far

‘

-85 well as
e hordes of
s lofty

reations that

more than a passing
resemblance to comics.

Whether
decorating the
7\ walls of a painted [f

tomp -- :

= i
‘ iu'riﬁflw‘lmhf'{,

S orint at least.

-- spiraling in bas-
relief up a stone
cofumn --

-- Or zigzagging across an accordion-folded
painted deerskin --

-- such works were, despite their exotic styfes,
comics to the core, telling stories in defiberate
sequences of pictures.

It wasn't
until the invention
of print* though,
that the more famitiar
devices of modern
comics emerged.
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Ink on paper is just _ After all, it's cnly in printed comics that
we begin to see such familiar devices as
fully enciosed rectangular panef borders® -

for digite

one of the physical forms revolutior

comics can take, but it's the one
form many feel most comfortable
calling “comics.”

l The Searc,

“The Tortures of 5t
Erasmias” circa 1490

h TS e

e £ ; . i
-- the text-like al K - iy ~- and eventualy, th Thaey may b
protocol of reading -~ captions ard speech “baffoons” (here - lengthy adventures of bhrough th
left-to-right and { shown as scrofis) -- cartoon protagonsit disciassed i
up-to-dowrn -- ' chapter --
172 t»3
i
4-~516
r/
7819
]O -+ _r’]2 TEs “A True Harrative of Tz mikd-1600'%
e 7T the Horrible Helish work of Rodalphe
A = e Popish FIDL" circa 1540 Topften.

—\U"’—,QT‘T'_\‘U"q
& comparison 5 coming, though. as comics

enters a new environment and preparas
x‘ to change its shape once more. p
3

T T gy

' 7A0 Y A\ 00
i_ P anie 000000
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With only printed comics
to refer to, our era's readers have
had fittle comparative basis to judge
how much comics changed its shape
for print.




Te sedrch for those new shapes is the searcn

srdigital comics, our twelfth and final Digital comics are
BYolution, comics fhat exist as pure
information.
entualiy the ty miy be delivered -- or through objects ~- but they al
dventures of | #rough the means that store nformation embrace the digital -- and at
protagonists. | uiied in the /ast SUCh 35 CD§ == envirenment as their best, they
tapter -- native soif -- plant in that soil

what could never
arow anywhere
aise.

Lt =1 | Il For hurdreds of -- and now digital
, @5 COMICS e | I years, comics has media are swallowing
prepares AT Qniling comics are all il existed inside the comics, shell ard alf
digital comics in a techmical snell of print -~

sanse, but many are still no mare
than “repurposed” print at

§

\COMICS

e
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The
Comics and print -- hut, as the full spectrum of audio and visual W exa
aren't unigue in this regard. arts converge on the single stage of digital e

Some forms of art in this century media, those various technelogical shells wil
have been so associated with their begin to separate from their contents.
respective technologies as to be
defined by them --

b
The technologies of -- both harbor the -- a5 the technologies -- both harbor the ‘T/Z,?
film projection and art of the moving of painting and art of the stif '
television, for image -- drawing -- picture --
example --
7
on /7 IE
/ R ; 2y
; C)J ; 't/.-i>
Ch® B
: W e
' , Each
irred
()

-- and the -- both harbor the

technologies of radio art of sound, But as these

and sound playback technelogical shells fail away,
devices -- don't expect all their contents toc mix

inte one big clump.
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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
spoken word.

> -
| )

AN

Convergence* is a two-way
street. As the technological
distincticns between media falf away, their
conceptual distinctions will become more
™ important than ever.

The resuttant 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.

O, 'ég

g8 [
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&

‘ich one, a simple,
freducible concept --

-- one that distinguishes
it from all others.

()

A
definition,
perhaps, but
something more
than that --

- and
something
less.

mics:
xtaposd
ictorial
Der img
1ibg
Ience

G T ¢
A DNA strand maybe... 20 HEEN \’% _
A genetic code... % ‘fi\\ %é 7
Doy B \ TR N
Qj% 3 :D\ Yg 2 )
:3-3;‘) \"% \:0; 5\3}’

f
o

357

333?%‘ \\ B3 A guide,
‘g’g\:' 3 S 5§50 R not only to the
o 2 \ :%; shape of the art as it is --

-- but to &lf the shapes
the art might take.

lnvergence was a popular term in the Nineties to describe
2migration of traditional media to digital technology.
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what. 7§
comics?

How can
we COmpress
the jdea down
to its essence?

iU."H(’ A

Sicire B,

-- and
figure B was a
picture of ane
square --

-- Snown at
one moment,
tnen the
next?

To define
COIMCS We
needed something
like this --

Suppose I told you that figure 4
was a picture of two squares --

-- but to
grasp the
assence of

comics T think

it's heipful --

Run your finger
over A and that
finger is moving
through space.

If I told
you that fiqure 4
wain't comics and
figure B was, wouidl
you befieve me?

Run it
over B and it's
moving througn

time.

-- to
also begin
seRing COmics
as this.

= [
An artist’s map

; of time itself, ?




But when £his simpie
drop of an jdea is

\( (‘-&/{ atid e petri
RY m;www JOR | SR

Wt patters of Jupilers Mooms

—-b-bbar‘—.h?f'h ff-b'r
> W‘ELLU”E{E L lr'
o

“ {}\l;\ni L_-""[.éfft }\/J(lld;c.]‘!& ‘

|
Musical and danca notation.

This idea
of the
temporal
map descrices
more than _,.us‘
COMICs.

It's not
as precise as
our feng
definition.

ey

e =l

Comics will mutate in
this new environment,
and it will do se in

miany different was.

But the uitimate
goal for comics -- as for
any art form -- will be to find a
durable mutation that wil
continue to survive and thrive

pattern of its
growth wil piace
comics future in
g whale rrew

light. well into the new century.
:H'F" e
i 4 = |
i '-L.l' A
i (Y i i B
3 ||' ....t...‘ e
| i
17 Asin \ An envircnment that -- ard the needs and In other words, we
‘map nature, that will include both the desires of its have to ask what
tself. wiolution will hinge new fechnoiogical potential audience. thmgs comics Carn do in
o comics’ ability to landscape - . a digitar environment,
adapt 1o its TV and whick of those
enviranment. options are goi ng | to
r U I U F prove valuable in the
5 fong run.
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That first question --
What €art comics do in a digital
amvironment? -- was first addressed by
cartoonists in the heyday of muitimedia
CD-ROMs. "

@

CD-ROMs gave many their first gimpss of
the creative possibilities of digital media.

o4

¢ OF l% i

A

5
expe
were §
adaitive
th

Multimedia offered to
supplemant comics'
visudl basics with
sound, motior and
interactivity.

Some exercised such opticns in a supplemental
way. Art Spiegelman in converting Maus, treated
the plastic disks as “five mile deep filing cabinets,”
a way to offer notes, sketches. home movies
and other suppcrt material atong with the
original work. =

~——

-- and more about
comics and multimedia
in callabaration,

But becauss the
pages fhemsieives
remained unchangsd
fhe wiork was fess
about comics &

Comics @5 multimedia was
a natural avenue of exploration.
though, ard most CD-ROM comis
took that approach.

To this &y
actors w
read wor
out loua

-
WE MUS]
KILLIN

Lleaving t
map on |
room flc

- ——
- ¢\ —> — /i
— b 1
=1 < H 505
"Roughly Lhe eary Ninebies, before Ehe Web cought S0t abeany

o, ok that they'ws ceatied &0 exdst or aygthing..}
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Such
axpRriments
were still fargely
additive in nature,
though,

By combining the
styles, genres and
visual trappings of
printed comics --

-- with the
interactive bag of
tricks asscciated with
multimedia gaming
and “infotainment’--

-- DICAUCers hoped
to make comics
"come alive.”

l

To this erdd. vaice
aclors were used to
‘28d word ballocns
wt loud --

WE MUST STOP THIS
KILLING SPREE!!

;

"\/\
'.I-: s

B

-- some limited
animation was

offered -

-- and readers were
allowed to choose
from short menus of
plot twists.

®,

FIGHT RUN AWAY

2aving the temporal
=p an the cutting-
wom floor.

Sfigrire 13

)

whatever their
relative quality.”
additive approaches
sidestepped the
guestion of comics’
own evolution by
letting comics become
an undigested Jump
in muitimedia's
stomach --

V)

Unfortunataly. to
compensate tor the
low resolution of
computer mortors.
comics panels often
appeared on soreen
one at a time.

-- without
ever axpanding
on the ideas at
comics' core.

sways high but that alone shoulcn't decredit the

hoa
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More ambitious and innovative projects like 1995's
Sinkha, a CD-ROM graphic novel by Italian
illustrator Marco Patrito, seemed to offer a
new and possibly vital mutation of comics.

The goal of making
comics “come alfive” seems
closer in such works where the
sound, motion and images create an
immersive experience.

A

\ If partial sound and

Here, motion can help
though, the create an immersive
goal itseif experience --
becomes a

slippery slope.

In Sinkha, lush
digitally generated 3-D
images -- some static,

some moving -- are
accompanied by music,
frequently juxtaposed and
combined with text.

As the goal of “coming alive” is fulfilled more and When it comes to And ¢
-- WOon't more by sound and motion which represents time-based immersion, delive
Full sound and time through time -- the art of fitm already will b
motion do the does a better job
job more than any tricked-up
effectively? comic can.
IE. he T -- comics' multi-image structure -- the portrayal 4\~ N —~—
——— of time through space -- becomes superfluous, Sl -
i \ HN | ifnot a nuisance, and isn't likely to endure.
N
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Ard even
film won't be
king of that hill
for long.

The desire to make art
come alive brings us back to the
escapist impulses T menticned at
the end of Section One.

r Storyteflers ‘

in af media and
all cultures are, at
least partialy, in the
business of creating
worlds.

It's @ mark of their
stCcess when thase
worids are so vivid
that we forget theu
iren't reat

This can be done
through a medium as
simple as text or
speech --

-- but the reprcduction of sight and sound in the
minds of the audience will olten be cuthid b
new technciogies that reproduce them fn futlh

s to
Rersion.
already
r job
“ked-up

tnd at the first sign of a technology that can
tefiver vivid, uncompromising immersion, few
#ill be able to resist its speif -~

211

-~ and mary may aven frade in the world theyre
given at birth for tne pew worlds that technology
and imagination will combine to create.






