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Peter Bagge is an alternative comic artist and creator best known for the 
comic series Hate. He served as managing editor of Robert Crumb’s comic 
anthology Weirdo while simultaneously creating his first solo comic series, 
Neat Stuff, and he has been recognized as a Rockefeller Fellow of Literature 
by United States Artists.

Professor Bagge has contributed regularly to a wide assortment of 
publications, including Discover magazine, MAD magazine, and the Weekly 
World News. Additionally, he has produced dozens of journalistic comic 
features for Reason magazine; a collection of those appears in his book 
Everybody Is Stupid except for Me. He has also created three graphic novels—
Apocalypse Nerd, Other Lives, and Reset—and has written and drawn three 
book-length biographical comics, which are titled Woman Rebel: The Margaret 
Sanger Story; Fire!!: The Zora Neale Hurston Story; and Credo: The Rose Wilder 
Lane Story. Another of his works is the collection of short biographical stories 
titled Founding Fathers Funnies: Non-Stop Historical Hilarity. 

Peter Bagge
Cartoonist
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Professor Biography

Professor Bagge’s awards include the Harvey Award for Best Cartoonist and 
for Best New Series as well as the Inkpot Award at San Diego Comic-Con 
International. Outside of the publishing world, he has developed his work for 
television, worked as a designer for other electronic media projects, and taught 
a course on writing comics at Seattle University.
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Disclaimer

This series of lessons contains explicit language and visual material that may 
not be suitable for minors and may offend other audiences. The opinions and 
positions provided in these lessons reflect the opinions and positions of the 
relevant presenter and do not necessarily reflect the opinions or positions of 
The Teaching Company or its affiliates.

The Teaching Company expressly DISCLAIMS LIABILITY for any DIRECT, 
INDIRECT, INCIDENTAL, SPECIAL, OR CONSEQUENTIAL DAMAGES 
OR LOST PROFITS that result directly or indirectly from the use of these 
lessons. In states that do not allow some or all of the above limitations of 
liability, liability shall be limited to the greatest extent allowed by law.
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How to Create Comics

Comic art is a constantly growing and expanding field. The increasing number 
of film and television adaptations in particular has brought a lot of attention 
to the world of comics, as have the numerous awards and accolades that have 
been bestowed on comics, specifically in the form of graphic novels.

The purpose of this course is to introduce the student to all aspects of the art 
of cartooning. This includes not only basic tips in drawing and writing comics 
but also how they apply to specific formats and genres. Single-panel gags, 
comic strips, serialized comic books, and book-length stories are all discussed.

The course also examines what needs to be considered for various genres, from 
humor to action to books for children, as well as what you need to know to 
enter any of these fields. Memoirs and journalistic, historical, and other forms 
of nonfiction comics are also covered.

Pragmatic information is also shared, such as what tools to use—both 
traditional and digital—as well as how to work with collaborators. The latter 
includes creative partners, editors, and publishers. Additionally, the course 
discusses the many fields outside of comics in which a cartoonist’s skills can be 
applied.

Overall, the course aims to impart a sense of how effective and satisfying 
creating comics can be as a form of self-expression. Comics are unique to the 
world of individually created art in that comics are a combination of words 
and pictures, and that combination can lead you in almost any direction 
imaginable.
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How to Create Comics

Comics are a combination of words and 
pictures. That combination is what defines 
comics as an art form, and how a creator 
goes about combining words with images 
is the most important factor in what 
makes a comic succeed or fail as a work 
of art.

Introducing 
Comics as an 

Art Form
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Lesson 1  Introducing Comics as an Art Form

Combining Words and Images

	� For a visual artist, combining a series of images to tell a story may be 
quite daunting when compared to creating one single image where 
there’s no real obligation to say anything that can be put into words. 
Simply painting a landscape can be enough to satisfy yourself or a 
viewer.

	� And if you are an experienced writer, writing a comic strip forces 
you to think visually, which may be equally unfamiliar to you. You 
must remember that you are showing things rather than merely 
telling them.

	� Writing for comics is very similar to writing for film or television, and 
the same formatting and terminology can and often is employed. 
After all, the objective is the same: You’re writing straight text to 
describe something that will eventually be presented visually. But 
there are numerous differences as well.

Basic Tools

	� Creating your own comics also involves 
making choices about the many 
drawing tools and formatting 
choices that cartoonists have 
at their disposal. This lesson 
will now turn to the 
basics: a sketchbook and 
a writing utensil.
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	� A small, portable sketchbook should travel with you at all times, and 
this is especially true if you’re a novice. The goal isn’t just to sketch 
anything that happens to catch your eye but also to jot down ideas or 
simply to doodle. Many of the world’s most iconic comic characters 
started out as mere doodles that then took on lives of their own.

	� If you’re still honing your drawing skills, a pencil will work better than 
a pen or a marker because you can keep making lines until you settle 
on the right ones, which you can then darken with a pen or darker 
pencil while erasing the lines that don’t work for you. Think of it as 
sculpting a drawing.

	� Never worry about your sketches coming out right, which can lead to 
a mental block. Just keep plowing ahead. If you want to draw well, it 
is important to draw constantly. Make it a daily habit.

Developing a Style
A drawing style is like a signature. The more you draw, the 
more it will reveal itself and rise to the surface.

Taking Classes
This course recommends signing up for some 

life drawing classes, including figure drawing 
classes. This doesn’t require enrolling in art school. Rather, it 
calls for simply attending some local night or weekend courses 

that are available in almost every city. Just attending a mere 
handful of such classes with an in-person instructor 

will help you see and capture things in a way that 
you can later employ on your own.
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Lesson 1  Introducing Comics as an Art Form

Drawing Objects

	� You should make a point of drawing mundane, everyday objects in 
your sketchbook. Some artists have an uncanny ability to retain and 
then recreate images of certain objects. But unless you also happen 
to have a photographic memory, accurately reproducing even the 
most common objects is a lot trickier than you’d think.

	� For example, you should take note of how fabrics fold, particularly 
in the form of clothing and particularly when worn by humans. 
Capturing that on paper can be tricky if you’re working solely from 
memory.

	� Try drawing the clothing folds of someone else as they watch TV or 
do the dishes. Mastering clothing folds may seem absurd to someone 
who wants to keep their comic art super simple, but even the 
minimal use of such knowledge can come in handy in surprising and 
effective ways.

	� Drawing people from 
real life is important, 
though you may have 
a hard time finding 
someone who will hold 
a pose long enough 
for you to draw it. The 
same goes even more 
so for pets, unless you 
want to just draw them 
napping.

Detailed Sketchbooks
Some artists remain very 
dedicated to their sketchbooks 
and can put so much detail into 
them that their sketchbooks 
themselves wind up being 
published. The underground 
cartoonist Robert Crumb is 
perhaps the most famous example 
of this, and his preliminary 
sketchbook versions of his 
comics look almost as finished 
as the finished printed versions.
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	� Any exertive activity like running or jumping can be very hard to 
capture from life. To draw such activities, you’ll find yourself relying 
on more on photographs than from real life.

Learning from the Masters

	� The first thing that draws people to a certain comic is the art style. 
It’s likely that you already have your own preferences as to what kind 
of comics you’re interested in, and you may have at least 
a short list of artists you admire the most and wish to 
emulate.
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Lesson 1  Introducing Comics as an Art Form

	� There’s nothing wrong with copying these artists and even tracing 
their work. In fact, every comic artist started out copying their 
favorite artists from their youth. People with knowledge of comic art 
history can usually spot just who inspired whom with considerable 
accuracy.

	� For example, more than a century ago, the artist Windsor McKay 
made a huge impact on other comic artists with his fantastically 
drawn Sunday comic feature Little Nemo in Slumberland, which soon 
inspired many other elaborately drawn dream-like comic strips. 
One generation later, the artist Milton Caniff made a similarly huge 
impact with the adventure strip Terry and the Pirates, which at the 
time was by far the most realistically drawn comic.

	� Such factors as composition, pacing, pauses, and the use of close-ups 
or wide shots are as important to the making of a successful comic 
strip as the drawing style itself. For instance, one early Marvel great, 
Spider-Man cocreator Steve Ditko, was a master at composition, and 
many younger artists still borrow from his layout ideas.

Suggested Reading
Brunetti, Cartooning: Philosophy and Practice.
McCloud, Understanding Comics.

Questions to Consider
1	 What is it about comics that appeals to you most as a reader?

2	 How do you imagine best expressing yourself via comics? What type of 
comics would you like to create?
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How to Create Comics

This lesson goes over the basics of the 
construction of comic strips, starting with 
single-panel drawings before moving on to 
single-tier comic strips and then full-page 
comics. The main purpose of this lesson is 
to familiarize you with the various ways that 
all comics are formatted as well as with 
the terminology used to describe these 
formats.

Comics 
Formatting and 

Terminology
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Lesson 2  Comics Formatting and Terminology

Single-Panel Comics

	� The simplest format is the single-
panel comic, like the ones featured 
in The New Yorker magazine. These 
single-image comics are also known 
as gag panels or gag comics, though 
they don’t have to be funny. In fact, 
they can be quite serious, since this 
format also includes editorial comics, 
which have long been featured in 
newspapers.

	� Certain gag panels, such as those traditionally shown in The New 
Yorker, have no panel borders. These cartoons usually appear 
surrounded by straight text, which renders borderlines unnecessary. 
While this can also be an aesthetic choice on the part of the artist, in 
some cases, it has everything to do with the format of the publication 
that the work appeared in.

	� Meanwhile, single-image 
strips like The Far Side and 
Dennis the Menace that 
are featured in newspaper 
funny pages almost always 
have panel borders. The 
format of newspapers 
practically demands that 
cartoonists use panel 
borders to make life easier 
for the papers’ production 
departments as they go 
about laying out the grid 
that is the funny pages.
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Single-Tiered Comic Strips

	� Next, this lesson turns to the layout for a 
typical single-tiered comic strip. 
The term tier refers to a single 
row of panels. A comic book 
page can consist of numerous 
tiers. When roughing out an 
idea for a comic strip, you can 
draw the panels separately, thus 
creating gutters—that is, the gaps 
between panels.

	� Or you can simply draw plain lines to 
separate the panels, since all you’re trying 
to do is get your ideas down on paper. Some 
cartoonists’ finished work can be gutterless, such as 
much of the work by Canadian artist Michael DeForge. If you make 
your work gutterless, you need to be careful that the lines separating 
the panels don’t appear to be walls or anything else that may confuse 
the reader.

	� While single-tiered comic strips don’t have to be humor strips, when 
used as a standalone piece, they almost universally are joke-a-day 
strips. In fact, the comic strip format is tailor-made for joke telling, 
especially if you break it up into three panels. That’s because jokes 
can be broken up into three parts: the setup, the response, and the 
punch line.

	� Comic strips are just as often broken up into two, four, or more 
panels. In a two-panel strip, the setup and response are both in the 
first panel. In a four-panel strip, one of the panels, usually the third, 
is a so-called pause panel. Here, one of the characters ponders or 
reflects before delivering the punch line.
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Lesson 2  Comics Formatting and Terminology

Prompting Ideas
Even the most prolific cartoonist can get stuck 
for ideas at times. This is why jotting down 
thoughts in your sketchbook as well as drawings is 
very important. Minor events, news stories, and even 
snippets of phrases or random words can trigger 
an idea.

Another approach is to make lists of words that 
you love, hate, or find amusing and incorporate 
those words somehow. Simply turning on the radio 
or opening a book and drawing something based 
on the first line you hear or see can also work. 
An additional method is to reinterpret an existing 
comic strip written and drawn by someone else in 
your own style.
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The Full-Page Comic Strip

	� This lesson’s next subject is the full-page comic strip. Creating one 
may not sound much different from doing a single-tiered strip, but 
the larger format presents more possibilities and challenges.

	� Almost all full-page comics are drawn vertically to fit the book or 
magazine they appear it. There are exceptions, though, such as 
Sunday newspaper strips and many web comics, which almost always 
appear in a horizontal format. This lesson focuses on the vertical 
format, though.

	� Though these can be broken down into two, four, or more tiers, the 
most conventional way to break down a full-page strip is to divide it 
into three equally spaced tiers.

	� The presence of several tiers provides the space to tell a more 
elaborate joke or break free of jokes altogether. A full-page strip is all 
the space you need to tell a slice-of-life story, to relate an event in 
history, or to create a how-to guide.

Dialog-Free Strips
Attempting to draw a strip without using any dialog is an 

important learning experience. It can help you avoid becoming 
too reliant on text and dialog to tell your stories.
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Lesson 2  Comics Formatting and Terminology
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Word Balloons

	� This lesson concludes with a look at word balloons. Word balloons 
and lettering are as integral a part of comic art as anything else, 
and great care and thought must be given to each one’s size and 
placement. Because of this, it’s never too early in the process to start 
thinking about where and how you’ll be using them as you plan out a 
comic strip.

	� For many decades, cartoonists placed almost all of their balloons at 
the top of each panel, and each balloon generally contained much 
more dialog than is typical in present times. Today, it is rare to see 
more than one sentence contained in a balloon.

	� Some cartoonists feel free to place word balloons in any part of the 
panel. While this can be more visually interesting, one must take care 
not to block out any meaningful part of the drawing itself.

	� Another consideration is the negative space inside each word balloon. 
This, as with everything else, can be an aesthetic 
choice, but you must always take care 
not to have the letters bump into 
the edge of the balloon, let alone 
run over it. Always pencil 
your lettering 
before you 
ink it.
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Suggested Reading
Barrier, A Smithsonian Collection of Comic-Book Comics.
Blackbeard, The Smithsonian Collection of Newspaper Comics.

Questions to Consider
1	 What type of comic format do you feel would be most suitable for you, 

and why?

2	 What format(s) are you not comfortable with, and why?
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How to Create Comics

This lesson introduces the most common 
tools that professional cartoonists use 
to produce comics. None of the tools in 
this lesson are digital tools, which are 
the subject of another lesson. Instead, 
this lesson will be entirely dedicated 
to the drafting tools that artists have 
been using for decades and, in some 
cases, centuries.

Tools of the 
Comics Trade
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Lesson 3  Tools of the Comics Trade

Paper

	� The most common type of paper used by cartoonists is 2-ply Bristol 
paper. You can buy sheets of Bristol paper individually or buy them 
in pads of various sizes. This course’s instructor usually uses 14-by-
17-inch pads to draw a full-sized comic page. He also used 11-by-
14-inch pads for simpler assignments as well as 9-by-12-inch pads 
for commissioned sketches at comic conventions. You can also buy 
pads of Bristol paper that are already cut into what is the standard 
industry size, which is roughly 11 by 17 inches.

	� The general rule of thumb is to draw your art 50% larger than it will 
appear in print. That way, once it’s shrunken down, the art will look 
tighter, and any small imperfections will become insignificant.
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	� Bristol paper generally comes with either a rough or smooth surface. 
The latter is sometimes referred to as a plate surface, while the 
former is sometimes referred to as a vellum surface. The plate 
surface helps you create a smooth, clean ink line, while the rough 
surface is more absorbent and can give an ever-so-slightly jagged 
look to your line art.

	� Most cartoonists have a strong preference for one or the other. But 
there is no rule saying you have to produce your finished comic art 
on Bristol paper. Some artists do much of their work on thick boards 
generally referred to as illustration boards, particularly if they intend 
to color the work by hand.

	� Meanwhile, there are plenty of artists who will happily use plain bond 
or printer paper for their finished work. This makes perfect sense if 
you ink your work with a marker or a ballpoint pen. Unconventional 
forms of comic making also can render Bristol paper superfluous.

Pens, Pencils, and Brushes

	� The most common type of pencil 
is a no. 2 pencil, which makes 
a pretty dark line. You can buy 
softer pencils that are even 
darker. Higher-numbered pencils 
are made of harder lead and thus 
make fainter lines. Be careful not to 
bear down too hard on the paper when 
using a hard pencil, since this can create 
tiny rivets in the paper that can negatively 
affect the inking process.



19

Lesson 3  Tools of the Comics Trade

	� As for erasers, many artists have long preferred to use kneaded 
erasers rather than the piece of rubber at the end of a wooden pencil. 
The latter makes a mess and chews away at the paper and inked line 
work. However, like so many art products, the quality of kneaded 
erasers has greatly deteriorated over time.

	� To avoid issues with erasers, many cartoonists use non-photo-
reproducible blue pencils. This course’s instructor uses blue pencils 
solely for lettering, since that’s where regular pencil lines can cause 
the biggest problems.

	� Most cartoonists use guidelines for lettering, and this approach is 
practically required for mainstream comics. It makes your lettering 
more legible, and legible lettering is more important than anything 
else if you want people to actually take the trouble to read your 
comics.

	� Technical pens can be used for lettering. There are many brands, with 
Rapidograph being the most famous. Another notable brand is called 
Staedtler. They can be bought individually or in sets. Technical pens 
use refillable India ink, and they need to be disassembled for refilling 
and cleaning.

	� Brushes are another useful tool. Most cartoonists have an 
assortment of brushes at their disposal. Traditional brushes are made 
out of horsehair. When you’re shopping for one, make sure that 
the hairs come to a very fine point, with no stray hairs splaying out. 
When you ink with a brush, you should be careful not to overload it 
with ink, since things can get messy very quickly.

	� It’s vital that you thoroughly clean your brushes with warm water and 
liquid soap after each use. Gently rub the hairs to get all the ink out. 
It’s also wise to hold onto the clear plastic tube that the brushes were 
encased in when you bought them. These help retain its shape.
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Suggested Reading
Hamm. Cartooning the Head and Figure.
Lee, How to Draw Comics the Marvel Way.

Questions to Consider
1	 Are you willing to try your hand at all or most of the tools described in 

this lesson?

2	 Do you have a strong preference for digital tools over traditional tools? 
If so, why?
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How to Create Comics

This lesson is devoted to the writing of 
comics. It talks about the tools that 
are used and the various formatting 
options. It also broaches the subject 
of creating long-form comics. Those 
include anything from a two-page strip 
to a 200-page graphic novel as well as 
serialized comic books and comic strips.

Writing for 
Comics: Beyond 

the Word 
Balloon
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Writing while Roughing

	� When someone gets an idea for a comic strip, there’s a natural 
impulse to start drawing it right away. But countless problems can 
arise by not writing a comic out first.

	� You can write the strip while roughing it out at the same time. This 
works well with shorter strips. While studying your rough, you can 
see which panels should be bigger, smaller, cut into two or more 
panels, or combined into one larger one. You can see where the 
balloons and captions can go ahead of time as well as whether the 
balloons are too verbose and thus need to be shortened or split up.

	� Some cartoonists can 
get their ideas down 
quickly and clearly, 
while some are even 
able to draw a final 
page right away. But 
for others, getting a 
page layout figured 
out ahead of time 
can be a real struggle, 
and you may find 
yourself roughing 
out the same story 
more than once. If 
this is the case with 
you, don’t worry. Do 
whatever works.
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	� Avoid making up a story as you go along, particularly if it runs for 
more than a few pages. Strips turn out much better if the entire 
story is written out in advance.

	� Before you attempt writing something of any length, make sure 
you know clearly what the main point of your story will be. These 
questions can help:

	^ Does your protagonist learn something, or does she teach the 
world a lesson?

	^ Is it based on something that happened to you? If so, what will the 
story say about yourself?

	^ Why do you want to tell it?

	� It’s important to know yourself and stay true to yourself when you’re 
writing something, even if your story is pure satire or science fiction. 
After all, every book ever written is in some sense an autobiography. 
Every story has one or more protagonist. Remain consistent 
regarding their personality traits, what motivates them, and what 
their strengths and faults are.

	� Once these basics have all been firmly established, everything else 
is secondary. Plot twists, scene changes, and timelines can all be 
changed or tweaked with relative ease as long as you remain true to 
the core elements.
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Writing an Outline

	� Editors may expect to see a story outline first before you submit a 
finished script, particularly if you’re going to attempt a book-length 
story. However, writing an outline is a great idea whether it’s required 
or not and regardless of your story’s length. An outline is a story’s 
skeleton, and it allows you or your editor to spot and fix any big-
picture problems that may be less obvious once you delve into the 
details of the script itself.

	� An outline can be represented in two stages, starting with a very 
basic pitch outline. In a pitch outline, you describe all the principal 
characters, their quirks and motives, and so on. You also describe the 
basic plot.

	� A more detailed outline should touch on all the main events or plot 
points that will be occurring in your story. The writing in such an 
outline is usually dry and to the point, though if you come up with an 
appropriately clever or funny line, you might as well throw it in. You 
can also think of all your separate plot points as building blocks that 
you can move around or throw away as you go.
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Formatting and Tools

	� A comic book script can be written in the same format that 
screenwriters and playwrights use. The only real difference is that 
the script is broken up by page and panel numbers. It also can 
designate which panels should be larger splash panels. Otherwise the 
formatting is very much the same as a movie or TV script, including 
scene descriptions, characters, dialog, shot descriptions, and so on.

	� If you’re already familiar with this scriptwriting format or imagine 
being comfortable with it, Microsoft Word has a scriptwriting option 
available to make the whole process easier. There are also professional 
apps like Final Draft.
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	� However, many comic writers don’t bother with the screenwriting 
format at all and instead use a much more straightforward format, 
with the text starting on the left-hand margin. It starts with the page 
number, panel number, scene description, character, and dialog, 
in that order. However, the dialog usually runs to the right of the 
characters’ names.

	� Captions should be written out as well. You also should create a 
double space between each panel, and a triple space or a border line 
to separate the comic’s pages.

	� There are numerous websites that archive sample comic book 
scripts by various writers. Try finding a script for a comic you own 
so that you can compare and contrast with the finished work. You’ll 
also notice that script formatting can change slightly from author 
to author, though the changes are so slight that it hardly makes a 
difference.
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Tips on Writing for Comics

	� Writing for a visual medium can be a bit disconcerting at first, 
especially if you’re an artist yourself. Rather than looking at a 
picture of what you’re describing, you will instead be looking at 
an abstraction—the written word—that will later be transcribed 
into pictures. As such, you may lose track of certain 
things that can cause confusion for 
the artist later, even 
when you 
yourself are 
the artist.

	� It’s a good 
idea to keep a 
piece of paper 
next to you to 
rough out the 
pages and panels 
as you go along. 
Even drawing stick 
figures is helpful 
because you’re only 
trying to get the basics 
down on paper.

	� When you’re writing dialog or caption boxes, keep it brief. Word and 
thought balloons can wind up taking over a panel if you’re not careful. 
If and when this does happen, think about how to condense what 
you’ve written. The fewer words you use, the better, as long as you’re 
still getting your point across. Sometimes a character doesn’t even 
have to say anything: Their face and body language can do all the 
talking for them.
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	� Yet another thing to keep in mind is your use of pages. Think of each 
page as a conceptual whole. Start each new scene or sequence at the 
top of a page. End it at the end of a page. The simple act of turning a 
page serves as a slight mental break for the reader, so take advantage 
of that fact. Also take advantage of any potential surprise you could 
spring on your readers as they turn to a new page.

	� Writing your comic story out on a word processor is the perfect way 
to make these page-fitting elements work. All you have to do is trim 
and pad the story and expand or shrink panels as needed. Instead 
of throwing anything away and starting from scratch, you’re simply 
typing and deleting words on your keyboard.

	� Before you write anything, you should figure out how you intend to 
resolve your story’s main arc. For instance, if you can’t decide if your 
protagonist is going to die or not at the end, then you will encounter 
problems. You can also consider including an epilogue that will leave 
the audience with more satisfaction.
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Writing Serialized Comics

	� If you’re planning on writing a daily or weekly strip or an ongoing 
comic book series, there are other elements to think about. You 
still have to think about story arcs and endings, particularly with a 
comic book series. Individual issues of the comic may be their own 
self-contained stories, but they also would have to work within the 
framework of an overarching story.

	� To pull this format off successfully, you ought to work out what the 
overarching storyline will be in your outline. Do this before you get 
too caught up in the episodic stories. That approach will help inform 
the individual stories as well as keep you on the right track.
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	� You also can start up and end longer story arcs at any time, as Lynn 
Johnson often did in her daily strip For Better or For Worse. Pure 
inspiration can be the deciding factor, though it’s still always wise to 
have a good idea where the storyline is going to avoid winding up lost 
and directionless.

Suggested Reading
Kneese, The Art of Comic Book Writing.
McCloud, Making Comics.

Questions to Consider
1	 Do you have difficulty separating the processes of writing and drawing 

comics? Do you find the two inseparably linked while creating comics?

2	 For non-artists: Do you have difficulty visualizing your stories while 
writing them? Do you have ways to resolve this problem?
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How to Create Comics

A huge part of what makes a comic strip work 
is the look of the characters, particularly 
the main characters. How characters should 
look has almost everything to do with the 
nature of your strip and the personality of 
the characters themselves as well as your 
own drawing style. However, there are certain 
things to keep in mind when you start to develop 
your characters.

Creating 
Characters 
for Comics
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Keep It Simple

	� It’s important to keep it simple. 
You’re going to be drawing the 
characters over and over again. 
Overly elaborate costumes, for 
example, can lead to frustration.

	� Many artists highlight all of a 
character’s features on the cover 
or in splash panels but then greatly 
simplify the look or the character 
in a regular panel, especially in wide 
shots or in the distance.

	� Over time, many comic characters 
become softer, rounder, cuter, and 
less detailed. These changes are 
almost always subtle but can give a 
more universal appeal.

Doodling

	� Drawing regularly in your sketchbook is key to your development as a 
cartoonist. Many well-known cartoon characters first came to life as 
a mere doodle in a sketchbook or scrap of paper.

	� These characters can start out as meaningless, stream-of-
consciousness drawings, with no purpose behind them. One or more 
might jump out at you as a character design that you can work with. 
A personality befitting their look might start taking shape in your 
mind almost immediately.
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Form Follows Function

	� The most common way a character’s appearance takes shape occurs 
when you already have a type of character in mind and need to come 
up with a design that suits the character in question. If your character 
happens to be a familiar genre type—for instance, a detective or a 
superhero—you’ll have two problems to address simultaneously.

	� One is making sure the character’s look suits the purposes you 
have in mind. The other is making sure the look doesn’t too closely 
resemble any of the countless comic book characters of that type 
who already exist. There’s always the threat of a lawsuit, and aside 
from that, you’ll likely want your 
character to look as original as 
possible.

	� With familiar character types, the 
basic look can be a template for you 
to add whatever quirks you have in 
mind that define your character. 
Think of options like spiky hair, 
antigravity shoes, a pet lizard, 
and so on.

	� If you intend to do comics that 
are closer to home—for instance, 
a slice-of-life domestic comic, a 
workplace strip, or a piece based on 
your own life—you have a new set of issues to consider. For instance, 
how much do you want your main character to resemble yourself? 
Your protagonist is always going to be a stand-in for yourself to some 
extent, and it’s important to acknowledge and work with that fact.
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	� The same goes for your supporting characters, who are sure to 
be based on people you know. You probably won’t want them to 
recognize themselves, at least not in every instance. The wisest 
approach would be to make a composite of sorts, both in designing 
your protagonist as well as his or her cohorts.

Cute or Stylized Characters

	� This lesson now turns to 
some general basics regarding 
the design of simple or cute 
characters. That includes 
anything intended for 
children, though these basics 
can apply to work intended 
for an older audience as well, 
depending on the style and 
nature of the work in question.

	� Characters meant to appeal to 
children tend to have almost 
toddler-like proportions 
when it comes to the head-
to-body ratio. This is just as 
true in animation, where even 
adult male characters like Elmer Fudd and Mr. Magoo have been 
infantilized in terms of proportion. This proportionality results in very 
young children identifying with the characters, though it appeals 
to people of all ages in the same way and for the same reasons: 
Everyone is drawn to babies and toddlers.
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	� The basic shape of such characters usually begins with a pair of ovals: 
one for the head and one for the body, with the body rarely being 
more than twice the size of the head. The two ovals can even be the 
same size, assuming you want 
to make an extremely infantile 
character, such as the Warner 
Brothers character Tweety.

	� The other rule of thumb is 
to use big eyes. Big eyes 
make the character instantly 
endearing. Even nominally bad 
characters have big eyes in 
comics targeted for children.

Designing Animals
Beyond overall proportions and eyes, huge 

liberties can be taken when it comes to designing 
animal characters. A highly stylized elephant, for instance, 

can barely resemble an actual elephant save for telltale 
features like the trunk and ears. Anthropomorphized animal 
characters represent people first and foremost. Their animal 
features simply give them a set of distinct characteristics 

that identifies their species. Sometimes a funny animal 
character’s personality will have nothing to do 

with the animal it’s designated as.
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Designing Characters for 
Target Audiences
When it comes to people’s choices in art and 
entertainment, they most frequently choose 
work in which the protagonist most closely 
resembles themselves. Creating a character 
that is in the same demographic that you are is 
fairly easy. In contrast, stepping out of your own 
demographic can be tricky, such as when you’re 
producing something for younger readers. That’s 
why it’s very important for you to get inside your 
target audience’s heads—to imagine what type of 

character will appeal to them 
and how they’ll perceive said 
character.

For example, preadolescents 
often respond in a cathartic 
way to characters that exhibit 

the same awkwardness 
that they are feeling. This 

can manifest itself in the 
form of glasses, freckles, 

braces, gangly limbs, and 
the like. Think of Pippi 
Longstocking.
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Suggested Reading
Hart, Cartoon Faces.
——— , The Master Guide to Drawing Anime.

Activities
1	 If your characters routinely look more generic than you’d like, try pushing 

their appearance to an absurd degree. Then modify their look while 
keeping those elements that make them look unique.

2	 When brainstorming on a character, focus on the qualities of a person you 
find particularly amusing or annoying, and exaggerate them even further.
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How to Create Comics

This lesson takes a look at the use of 
humor in comics, in all of its various forms 
and formats. The comic strip seems tailor 
made for the purpose of telling a joke, 
and many cartoonists started cartooning 
with just that purpose in mind. In fact, most 
of the earliest recognizable comic strips 
and political cartoons had an obviously 
humorous intent to them.

Humor in 
Comics: Finding 

the Funny



39

Lesson 6  Humor in Comics: Finding the Funny

Format and Timing

	� Certain types of jokes are well suited for 
certain formats. For a single-panel 
gag, the joke can easily be in the 
drawing itself: something slightly 
off, or a sign that says something 
slightly or totally unexpected. If 
the drawing begs for a caption, 
you can try different ones until 
you’ve settled on one that best 
captures the incongruity of the 
situation.

	� The single-tiered daily newspaper format is ideal for telling jokes, 
and the number of panels you use can vary based on the nature of 
your joke—for example, the traditional three-beat format of setup, 
response, and punch line. As with a single-panel gag, the punch line is 
almost always an unexpected turn, only it’s preceded by an exchange 
of some sort.

	� Peanuts creator Charles M. Schulz worked with four even-sized panels 
for his daily strips for 50 years, without exception. As a result, he 
often came up with jokes that didn’t really need four panels. But his 
superfluous panels often provide a moment to consider what’s going 
on in characters’ minds before their thoughts are revealed.

	� Four or more panels are also good for establishing repetition. They 
can show your character observing the same thing over and over 
before eventually commenting on it.

	� Timing options increase even more when you’re doing a half- or full-
paged comic strip. The extra space allows you to tell longer, more 
elaborately structured jokes.
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The Cast of Characters

	� Chances are that an ongoing comic strip’s protagonist will to 
some degree be a stand-in for the strip’s creator. Assuming your 
protagonist is to some extent a reflection of yourself, it’s important 
to make your stand-in vulnerable in some way, since characters that 
come off as wiser or morally superior to everyone around them are 
ultimately insufferable.

	� You need to be able to laugh at yourself and acknowledge your own 
moral and intellectual failings. A prime example of this is Cathy 
Guisewite’s comic strip Cathy, whose title character personified all of 
the creator’s own weaknesses and insecurities.

	� Creating a strip that is at least somewhat based on yourself can be 
tricky, especially if your strip is of the domestic variety. In that case, 
the strip will involve how the people closest to you feel about the 
work; in addition, the public will speculate as to how close to reality 
the strip is.

	� The decision on whether to create a supporting cast in an ongoing 
strip starts and ends with how the characters all interact with your 
protagonist. If there’s no chemistry or humorous dynamic going on 
between them, then there’s no point in using secondary characters in 
the first place.

	� In some instances, a secondary character can become a breakout 
character and even potentially take over the strip. One notable 
example of this is Popeye, who initially was just a walk on character 
for an already on-going strip called Thimble Theater. But the public 
responded so strongly to him that it led to the strip eventually being 
retitled.
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	� Meanwhile, there are numerous ensemble strips with no real 
protagonist but rather a collection of characters who more or less 
take turns in the spotlight. An extreme example of this can be found 
in strips like Kaz’s alternative weekly Underworld, which features a 
wide assortment of randomly appearing characters and numerous 
one-off characters.

	� As is the case with formats, don’t lock yourself in with specific 
characters. You should always be open to any kind of changes that 
might improve your strip.

Satire and Political Humor

	� Political cartoons are almost purely satirical. Satire essentially is 
ridicule with a purpose. That purpose is most often pointing out 
some aspect of society that the satirist feels ought to be brought to 
everyone’s attention.

	� When targeting an individual person, a certain balancing act has 
to come into play to avoid coming off as cruel rather than funny. 
However, it’s more or less a given that people in positions of wealth, 
power, and influence are fair game.

	� Nearly all satire has some political component to it, with editorial 
cartoons being an overt example. Traditionally, these types of 
cartoons appeared in almost every newspaper as single panel gags, 
and they are the oldest form of cartooning there is. The early 
decades of the 21st century have seen a proliferation of overtly 
political comic strips that first appeared in alternative weekly papers 
and are now all over the internet.
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	� The overwhelming majority of these strips usually have a strong 
partisan slant to them. Whether you’ll find them funny at all depends 
entirely on your own political leanings. While this has always been the 
case to some degree, lately it has become extreme.

Humor for Children and Young Adults

	� When doing work that’s intended for children, it’s generally a given 
that you’ll keep it clean and avoid discussing things that will go over 
their heads. This goes for young adult material as well, albeit to a 
much lesser degree. Still, try not to play it overly safe, or you may 
wind up with work that is too soft and precious, since children can tell 
when they’re being pandered to or spoken down to.

	� The best approach is to create something that appeals to you and 
that you personally find funny. And the best way of evaluating what 
a child might make of it is to remember what you responded to as a 
kid. It’s also important to remember that, as is the case with adults, 
not all children have the same taste, so don’t knock yourself out 
trying to come up with something that every kid will love.
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	� Also keep in mind that your potential customers aren’t just the 
children but also their parents and, to a lesser degree, librarians 
and educators. These are the people who actually buy the material 
that children read, and they’ll likely be evaluating things like if it has 
any educational value or what moral it may offer. Still, it ultimately 
matters most whether the kids themselves like the material.

	� Today, the most popular humor comics for kids are sold in book 
form, such as series like Captain Underpants and Diary of a Wimpy 
Kid. Many traditional children’s books are illustrated by artists who, 
due to their drawing styles, are also often thought of as cartoonists. 
Dr. Seuss and Maurice Sendak both come to mind in this regard.

Incorporating Humor into Other Genres

	� Across all forms of media, a considerable amount of humor is 
routinely incorporated into almost every kind of drama. Having 
a protagonist with a sense of humor helps to make him or her 
far more likable, especially when the character indulges in self-
deprecating humor.

	� Protagonists in genre fiction have always had moments of fallibility, 
but this used to be expressed in more despairing terms. They would 
verbalize their fears in a totally earnest manner.

	� In comics, this began to change in the Marvel comics of the 1960s, 
most notably with the character Spider-Man. The wisecracks that 
Stan Lee sprinkled throughout the stories were a new element 
that especially appealed to college-age readers who otherwise had 
outgrown comic books, and this has increasingly become a staple 
ever since.
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	� Adding humor to a dramatic story can be a tricky balancing act, 
however, since a joke told at an inopportune time can kill whatever 
type of suspense you’re trying to create. Humor is best employed 
early on in your story, especially when you’re establishing the 
relationships between the various characters.

	� However, if you find you have a knack for joke telling, you might 
as well make the most of it. For example, the writer Joss Whedon 
employs so much humor in his comics and TV shows that they often 
come close to being a farce, though he still manages to never cross 
that line.

Suggested Reading
Mankoff, The Complete Cartoons of “The New Yorker.”
Vorhas, The Comic Toolbox.

Activities
1	 Try recreating a comic strip or passage that you find particularly funny 

in your own style as a way to dissect what exactly makes the humor work 
so well.

2	 Try redrawing the same gag in wildly different styles, just to see which 
style elicits the biggest laugh (from you or others).
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How to Create Comics

This lesson discusses dramatic storytelling, 
which is involved in most types of genre fiction. 
These genres include science fiction, fantasy, 
crime, and action stories, including superhero 
tales. These represent the most popular forms 
of genre fiction in contemporary comics. Also 
notable are formerly popular genres such 
as horror, romance, and historical fiction, 
including Western comics.

Telling Dramatic 
Stories through 

Comics
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Short-Form Dramatic Storytelling

	� To discuss the construction of a short dramatic piece, this lesson 
uses the example of a work that is roughly three to 12 pages in 
length. Work from EC from the 1950s specialized in this form 
of short storytelling. Their most famous title, the horror series 
Tales from the Crypt, routinely featured one of their regular witch 
characters introducing the main character and providing the setup 
for each story.

	� A stereotypical beginning would be something like this: A young, 
recently engaged couple’s car breaks down while they’re on their way 
to meet the fiancée’s parents. Miles from anywhere, they have no 
choice but to take refuge in a spooky old mansion. From this starting 
point, the reader already has a who, what, when, where, and why to 
rest on as the story continues.

	� EC stories also used to routinely end with what used to be referred to 
as an O. Henry twist, named after the writer who specialized in this 
storytelling device. In such an ending, something totally unexpected 
is revealed. With horror stories—as with mystery stories in general—
the big reveal usually involves the true culprit being the person that 
the reader least expected up to that point.

Harvey Kurtzman
Harvey Kurtzman was best known as the creator of Mad 
magazine, but during his tenure at EC in the early 1950s, he 
also wrote and edited their war titles, Frontline Combat and 
Two-Fisted Tales. While EC’s competitors were regaling their 
readers with patriotic tales of derring-do, Kurtzman took 
a far more realistic and humane approach. For instance, he 
avoided dehumanizing the enemy and occasionally even told 
stories from an enemy soldier’s point of view.
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Serialized Stories

	� The type of self-contained story described in the previous section of 
this lesson was the norm for the comics industry until the mid-1960s, 
particularly with the advent of Marvel Comics. The point was to end 
each issue with a cliffhanger or unresolved story element that would 
tempt readers to buy the next issue, though unlike serialized novels 
from the past, there was no real end of the story in sight.

	� Instead, story arcs would be created over a span of issues, but the 
seeming resolution to each story arc would usually blend with the 
start of a new one. Thus, instead of presenting a single story about, 
for example, Spider-Man, this approach makes it feel more like you’re 
following the life of Spider-Man. That results in an even heavier 
emotional investment on the part of a regular reader.

	� When you’re developing a character that you intend to serialize, 
the key is to devise an ongoing conflict that will play into each story 
to various degrees. With superheroes, that conflict almost always 
involves their alter egos—that is, how to maintain a normal life and 
remain anonymous while also keeping the duel aspects of their lives 
from spilling into each another.
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	� Almost all action genre protagonists also have their own set of 
vulnerabilities, with Superman’s Kryptonite being the most obvious 
example. A character designed for a more mature audience might 
have substance abuse issues or suffer from PTSD. Being haunted by 
tragic past events is also a common device.

	� Such struggles can help form the protagonist’s personality as well as 
serve as a recurring plot development. They can also help humanize 
your characters, making them more endearing.

	� Simultaneous story arcs have also become a norm. Each issue or 
episode serves as a self-contained story yet also as a part of an 
overarching storyline that in comics can span numerous issues. In 
television, that larger arc may encompass an entire season. This 
approach, as opposed to Marvel’s endless to-be-continued format, 
provides for an easier entry point for new readers or viewers who 
haven’t been following a character for ages.

General Tips

	� Whether you’re creating a one-shot graphic novel, a miniseries, or a 
story with a multi-issue arc for an ongoing series, the same general 
tips and rules apply. The first rule is: Write what you know. This may 
sound absurd if you’re planning on writing a science fiction or fantasy 
comic, but even those books are first and foremost about people who 
think and act like individuals the author knows.

	� Science fiction writers generally know a lot about science, while 
fantasy writers usually are very knowledgeable about history. They 
research what they don’t know. Never wing it or fake it if you can 
avoid doing so, even if your story takes place on Mars. Facts and 
accuracy will give your story weight.
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	� Your protagonist will to some degree be a stand-in for yourself, 
even if your character looks nothing like you. You’re still the puppet 
master, and your thoughts and impulses will come through no matter 
how much you try to disguise it.

	� Also keep in mind that dramatic stories don’t need to be devoid of 
humor, and ideally, they incorporate it. A sense of humor, particularly 
of the self-deprecating variety, humanizes your characters and makes 
them more likable.

Three Beats

	� Dramatic stories rely on beats and repetition, often in sets of three. 
In almost every movie, for instance, there will be an element that 
is referenced three times, with each reference serving a different 
purpose. These can be referred to as the introduction, the reminder, 
and the resolution.

	^ For example, imagine that the protagonist inherits his 
grandfather’s estate, only to find that all his grandfather left him 
was useless junk. He picks up an old clock, which doesn’t work, 
and he wonders why his grandfather still had it. That clock is the 
element, and it has just been introduced.

	^ Thirty minutes into the movie, that clock is referenced again, this 
time as a symbol of all the useless junk the hero is now saddled 
with. That is the reminder, but it’s done as a casual aside, since you 
don’t want the viewer to become too focused on the clock.
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	^ Finally, as the story reaches its climactic end, the frustrated 
protagonist smashes the clock, only to reveal that it contained a 
treasure map. An item that previously was presented as useless 
is now the opposite, and the hero’s problems are all about to be 
solved, just in the nick of time. This third beat with the clock is the 
resolution.

	� Genre fiction more often than not incorporates three beats like this. 
They frequently serve as markers for a story’s three acts. Factoring 
in this rule of three won’t make your story overly formulaic. It simply 
reflects the way that people listen to and respond to stories.
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Dramatic Visual Formatting

	� There are certain visual formats that generally are unique to dramatic 
comics, though some of them can also rely on the same forms of 
repetition used in comedic works. In those cases, the only thing 
that’s different is the intent.

	� Take, for example, a format with three panels, featuring the camera 
locked in on a woman’s face. Someone off the first panel says 
something to her. In the second panel, she does and says nothing, 
and she finally responds in the third panel.

	� As with a humor strip, the middle panel shows the protagonist 
processing the information she was just given, only in this example, 
she doesn’t respond with a joke. Alternatively, she could respond with 
a joke, but she is not in a funny situation. While a humor strip can 
stand alone in three panels, a dramatic sequence like this can only 
work within a larger context.
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	� Repetition in a tier of three or more panels is also often employed in 
dramatic strips to show change—for example, someone transforming 
into something hideous. It can also convey suspense, as is the case 
when the camera closes in behind someone, who starts to turn 
around in the last panel.

	� Dramatic comics use more upward- and downward-angle shots than 
humor comics. This creates a sense of unease and uncertainty in the 
viewer. It can also make the figures menacing (as in an upward shot) 
or vulnerable and unsuspecting (as in a downward shot). Comics can 
also use shadows for dramatic effect.
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	� Over the past several decades, two major formatting changes have 
come to almost define dramatic action comics. The less overt one 
is the replacement of traditional thought bubbles with thought 
caption boxes.

	^ A character’s thoughts are broken up into many small ones 
scattered throughout the panel, some of which may include only 
one or two words. This change generally gives the characters’ 
thoughts more gravitas and a sense of profundity.

	^ The increased use of these small thought caption boxes in 
mainstream comics has been accompanied by a relentless 
reduction in the size of word balloons. The number of words per 
page, in other words, has shrunk. Today’s mainstream comic 
scripts often have a word count of 50 to 100 words.

	� The other big mainstream format change in dramatic comics is the 
use of bleeds. The term bleed refers to panels and/or images that 
spill off of the page. Many mainstream comics now feature bleeds 
on almost every page, using a format where one or two panels serve 
as the bleed panels, while other smaller panels will rest on the bleed 
panels.

	^ This technique is well suited for action genre comics. It can make 
an explosive or action-packed scene look even more explosive.

	^ It’s also good for adding depth to a wide-angle scene for the 
reader to revel in.

An example of a bleed can be found on the following page.
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Suggested Reading
Egri, The Art of Dramatic Writing.
Kurtzman, Corpse on the Imjin!.

Questions to Consider
1	 Try reading your favorite dramatic works consciously. Take note of when 

the story takes a surprise turn, or when the tension mounts. How did the 
writer do it? Can you emulate it for the same effect?

2	 Consider what may have motivated the writers to come up with your 
favorite works. Was it outrage, personal trauma, or perhaps pure escapist 
fantasy?
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How to Create Comics

For the past several decades, many of 
the most acclaimed and widely read 
graphic novels have been memoirs or 
autobiographies. This lesson discusses 
some examples of that wide-ranging 
genre to provide a sense of the ways one 
can approach such work.

Creating 
Memoirs with 

Comics
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Autobiographical Comic Strips

	� Comic strips can be autobiographical. An example is Peanuts, in which 
the main character, Charlie Brown, was a self-admitted stand-in for 
the strip’s author, Charles M. Schulz. Cartoonist Cathy Guisewite 
also didn’t even bother to alter her character’s name from her own in 
her eponymous strip.

	� While there are many daily comics that still can be considered 
autobiographical, they generally don’t tend to dwell too deeply on 
the characters’ hang-ups or psyches. The nature of newspaper strips 
still is to keep things relatively light and family friendly.

	� These restrictions have been much looser in alternative weekly 
papers, however, and even more so on the internet. Cartoonists have 
taken advantage of this freedom by delving more deeply into their 
past and present personal lives.
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Autobiographical Comic Books

	� Autobiographical comic books were rare through the early history of 
comics. The 1960s, however, saw the beginning of a Japanese manga 
called watakushi, which mainly involved young artists writing about 
the struggles involved with starting a career in comics.

	� In 1972, Japan also saw the appearance of a groundbreaking 
autobiographical comic called I Saw It by Keiji Nakazawa. This 
48-page comic recounts Nakazawa’s first-hand memories of the 
atomic bombing of Hiroshima when he was a young boy. I Saw It 
is an excellent example of taking a major historical moment and 
personalizing it in a most profound and gripping way.

	� Meanwhile, in the US and elsewhere, underground comics suddenly 
erupted in popularity during a heyday that ran from roughly 1968 
to 1973. The artists used—and occasionally abused—the creative 
freedom that they essentially granted themselves. While only some 
of this work strictly qualified as autobiographical, it did reveal a lot 
of subconscious impulses, sexual and otherwise, that up until then 
people felt obliged to suppress.

	� The cartoonist Robert Crumb probably best exemplified this 
sudden movement, and he no doubt inspired others to do likewise. 
Crumb’s work was an up-until-then unforeseen combination of 
the old-fashioned and cutting-edge. It was humorous, yet deeply 
disturbing. Some readers found his work cathartic, while others were 
outraged by it.

	� Also notable is a seminal work entitled Binky Brown Meets the Holy 
Virgin Mary, which was created by another lesser-known underground 
cartoonist named Justin Green. This title appeared in 1972.
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	� Binky Brown is a barely fictionalized account of the mental struggles 
the author was going through during his adolescence, when he 
was tormented by a combination of religious guilt, puberty, and 
a condition now known as obsessive compulsive disorder. Though 
the story was told with considerable humor, it also was nakedly 
confessional to a degree that people were quite unaccustomed to at 
the time.

	� Binky Brown was also notable for the formatting and styling shifts 
that Green employed, which helped to drive home the various 
emotional states he was going through. This visual approach, along 
with the brutally honest subject matter, had a profound effect on 
many of Green’s peers.

	� One of the artists who was profoundly influenced by Justin Green 
was Aline Kominsky, who later married the aforementioned Robert 
Crumb. Kominsky-Crumb came from a fine arts background. Thus, 
she wasn’t concerned with comic art conventions. Instead, she used 
comics solely as a vehicle primarily to revisit her highly dysfunctional 
upbringing.

	� Robert Crumb and Aline Kominsky-Crumb also collaborated on a 
series of comics that they called Dirty Laundry, which humorously 
recounts their daily life and relationship. They both would draw 
themselves in each panel and share drawing duties with other 
characters and objects. Pulling off a labor split like this is quite rare, 
but with these two, the effort appeared to be quite seamless.
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Autobiographical Series and Graphic Novels

	� By the 1980s and early 1990s, a number of independent comic 
book titles began appearing with a strong autobiographical bent to 
them. As was the case with the underground comics that preceded 
them, some had a deeply personal, sexual, and confessional nature 
to them. One of these was 1992’s The Playboy by Chester Brown, 
which mainly deals with his sexual obsession with Playboy Playmate 
centerfolds during his teen years.

	� Another notable individual creating working at this time was Debbie 
Drechsler, who wrote two series in the mid 1990s, Daddy’s Girl 
and Nowhere, both of which dealt with the incestuous sexual abuse 
she experienced during her adolescence. Her stories also deal with 
everything that was going on with her at that time, including her 
relationships with friends and siblings.
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Family Memoirs

	� This lesson concludes with a look at notable family memoirs like 
Art Spiegelman’s Maus, which first appeared as a three-page comic 
strip in an anthology called Funny Aminals. Spiegelman recounted 
his father telling him a bedtime story, which involved what his father 
experienced as a Holocaust survivor. He chose to portray himself 
and his father as mice—which was no accident since anti-Semitic 
propaganda in Europe routinely portrayed Jews as vermin—while the 
Nazis, in turn, were the cats.

	� This idea soon became the foundation of a much larger comic book 
project whose purpose was to tell what happened to his family leading 
up to and during World War II. Spiegelman envisioned it as a novel-
length memoir from the outset, but he chose to serialize it in comic 
book form, with each installment included as an insert of Raw—the 
alternative comic anthology that he and his wife, Françoise Mouly, 
self-published.

	� Prior to Maus, Spiegelman was a highly experimental artist, and his 
work could be quite dense. However, with this project, he softened 
up the line work while maintaining a gentle style throughout. This 
was a wise choice, since the art never gets in the way of the story 
but instead helps to move the narrative along. The slightly cartoony 
drawing style makes the more horrific moments easier to absorb 
without diminishing the terrible nature of those moments.

	� Another notable memoir is Persepolis, created by Marjane Satrapi. 
This work recounts her family’s experiences living through the Iranian 
Revolution, the repressive regime that followed, and the devastating 
Iran-Iraq War. Most of Satrapi’s book is a first-person account, 
particularly the second volume, which recounts her experiences living 
as an expat in Europe.
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	� Also notable is Alison Bechdel’s widely acclaimed Fun Home. This 
memoir is a coming-of-age story that deals mainly with Bechdel’s 
complex relationship with her father, who, like the young Bechdel 
herself, was struggling with his sexuality.

	� The story takes a unique approach in that Bechdel revisits the same 
events more than once, each time with different perspective as she, 
the protagonist, ages. It also addresses the concept of truth itself.

	� Fun Home is a good example of how tricky it can be to write about 
people close to you, especially if they’re still alive. In Bechdel’s case, 
she received the reluctant blessing of her surviving family members. 
Not all authors receive such blessings, however, and sometimes find 
themselves forced to choose between caving to family pressure or 
plowing ahead in spite of it.

Suggested Reading
Satrapi, Persepolis.
Spiegleman, Maus.

Questions to Consider
1	 What is each author’s prime motivation in writing their memoirs? Honor? 

Clarification? Self-analysis?

2	 Consider writing your own memoir. Are there major aspects of your life 
that you would be afraid to reveal? Is that fear justified? If so, how?
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How to Create Comics

Recent years have seen an explosion of nonfiction comic 
titles, particularly of the instructional, historical, and 
biographical variety. This lesson discusses those forms 
of comics, and it also touches on journalistic comics. 
 
There is one general rule that applies if you are 
trying to create work in any of them: Gather as much 
information as possible on your chosen subject before 
you commence working on it. This can take a lot of 
effort, and it doesn’t always yield clear results, so 
brace yourself.

Comics as 
History, 

Biography, and 
Journalism
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Instructional Comics

	� Many people are visual learners who can absorb information much 
better by seeing and doing rather than reading an instruction manual. 
Such learners often appreciate products that come with a how-to 
instructional comic, which may involve no words at all.

	� To pull off an instructional comic without 
any text, clean, carefully delineated 
artwork is absolutely essential. 
Instructional comics are not the 
time to try your hand at abstract 
expressionism. The reader should 
not be guessing what it is you’re 
trying to draw.

	� The comic strip basics discussed 
in previous lessons still apply. You’ll 
need to choose a format that works, 
write it out in advance, and rough it out. To 
engage and entertain the reader, you’ll need to fully 
incorporate your style and personality, just as you would with any 
other kind of comic.

Mark Trail
Educational comics 

can feature regular, 
ongoing characters. The 

nature and wildlife comic strip 
Mark Trail is a good example. As 

of this course’s production, 
Mark Trail is still going 

strong after more than 
seven decades.
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Historical and Biographical Comics

	� Next, this lesson turns to historical and biographical comics. For a 
comic about a specific cultural event, the most common approach is 
to pick a main protagonist to focus on. This can make the narrative 
thread more concise and easier to follow. Thus, a comic about the 
Russian Revolution might wind up focusing on Vladimir Lenin, while 
one on the American Revolution could revolve around George 
Washington.

	� If you resist the idea of using a character in this way, the result may 
come off less like a cohesive story and more like a chronological 
jumble of facts. A way to avoid this fate is to pick a topic and divide 
it into chapters, with each chapter devoted to a major player. For 
example, take Ed Piskor’s multivolume Hip Hop Family Tree. Piskor 
deftly shifts the focus from one player to another in a seamless yet 
timely fashion.

	� A notable approach to relating the past is through historical fiction, 
wherein the author creates a fictional character and places him or 
her either in the center or on the periphery of a historical event. This 
is most frequently seen in biographies aimed at younger readers, 
since it allows the creator to make the protagonist a young person, 
enabling the reader to perceive the unfolding events through the 
eyes of a child or teenager.

	� An approach that has become just as common is taking a real yet 
relatively obscure figure from the past, then fleshing that person 
out—largely through speculation—to create a character who fulfills 
the author’s purposes. This is yet another form of historical fiction, 
but one that can sometimes lead to controversy.
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	� Keep in mind that, while research is critical, there is still a catch when 
it comes to biographies: You still have to make up stuff. Unless you 
were there, you won’t know for sure what your subjects did and said 
in private. And even if you were there, your recollections are sure to 
differ from those of others who were also there.
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Tips on Biographies

	� It’s advisable to attempt a short biographical or historical comic 
first—perhaps one 12 pages or shorter—before attempting a full-
length graphic novel or work of graphic nonfiction. As with all genres, 
biographies have their own quirks and challenges that you’ll need to 
get used to.

	� Settle on a subject, and then read everything you can on that person. 
Start by casting a wide net. For example, if you’re going to write 
about Alexander Hamilton, you should see what Hamilton’s enemies’ 
biographers have to say about him.

	� Biographers tend to become very attached to their subjects, and 
they almost always wind up hating the people that their subjects 
disliked. For example, John Adams detested Hamilton, so it should 
come as no surprise that his biographers almost universally portray 
Hamilton in a negative light.

	� You don’t need to read every word of every book or article on your 
chosen subject, however. In fact, you’ll soon be able to tell within 
a few pages which of these works are blatantly agenda driven and 
poorly researched, at which point you should feel free to cast 
them aside.

	� A big consideration after choosing your subject is what aspect of 
that person’s life and work you want to focus on. Some biographers 
choose to portray the whole person, including their formative years 
as well as their waning ones. It’s just as common for biographers to 
focus solely on their subjects during a single event or during their 
glory years.
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	� Creators have various choices when it comes to narration in 
biographies. One approach is to focus on the main subject’s point of 
view, with only occasional shifts away to third parties. This keeps the 
reader inside the main character’s head as much as possible.

	� However, third-person narration is not inherently a bad thing. In fact, 
third-person narration was the norm in the earliest bio comics. There 
are plenty of contemporary examples in which third-person narration 
isn’t the least bit cumbersome.

	� Another approach that has become prominent—particularly in 
works that are marketed toward young adults—is to create heavily 
illustrated books. The illustrations also include word balloons.

	� Most biographical comics are drawn with very serious and reverential 
drawing styles. However, some readers appreciate highly stylized or 
eccentric approaches to the genre. The takeaway point is that there is 
no “correct” way to draw a bio comic. Go with your gut instinct.

Journalistic Comics

	� In journalist comics, the cartoonist serves as a reporter of sorts. This 
is a category that hasn’t been taken advantage of to any great degree 
because news outlets expect their reporters to file their stories fast. 
That is impossible for comic artists because of the slower, labor-
intensive process involved.

	� However, if an editor is willing to wait, the results can impressive. 
In the past, editorial cartoonists like Thomas Nast neatly fit the 
description of journalistic cartoonists, since they were given the 
time and space needed to expand on a topic that their modern day 
successors are rarely afforded.
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	� Through the years, there have been sporadic long-form instances 
of journalistic comics. A notable creator in this field is Joe Sacco, 
whose detailed accounts from such war zones as Palestine and Bosnia 
greatly humanized those on the ground who were most adversely 
affected. Sacco’s work makes great use of one way—and probably 
the best way—of establishing a point of view in such stories: making 
yourself the principal character in your comic reporting.

	� Journalists are trained to be as objective as possible in their work, 
and to inject themselves into their reporting might be viewed in 
journalistic circles as unprofessional. But a comics reader wants to be 
able to track a main character, at least visually, so portraying yourself 
in such stories is the obvious way to go.

	� After all, you were there. The only time not to make yourself the 
focus is when you weren’t at the events being described, in which 
case the person or people recounting their stories should naturally be 
the focus.
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Suggested Reading
Doty, Wordless Workshop.
Piskor, Hip-Hop Family Tree.

Questions to Consider
1	 Why would an instructional comic work better for you than straight text? 

And how would you incorporate that preference into a comic?

2	 Do you feel biographical comics make you feel you understand the 
subject better than in a text biography? If so, how?
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How to Create Comics

This lesson is devoted entirely to the 
topic of collaboration. In the comics 
field, collaboration can occur between 
writers, editors, cartoonists, publishers, 
agents, and others. While this lesson 
focuses on the creative side of things, 
other working relationships can be just 
as important, and they also can be a huge 
factor in a work’s creative formation.

Working 
Relationships 
in the Comics 

Field
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Writing for Others

	� If your interest is focused exclusively on writing for comics, your 
main concern may be to find a suitable artist to illustrate your 
stories, and your main question may be how to go about finding just 
the right person. One way to address these issues is to simply sell 
your idea to a publisher or syndicate first, at which point your editor 
at the publishing house or syndicate can suggest numerous artists 
who might fit the bill.

	� In such a scenario, you will have the luxury of poring over numerous 
artists’ samples until you come across one that particularly strikes 
your fancy. It’s highly unlikely that the editor will try to force you to 
work with someone whose style doesn’t appeal to you. After that, it 
will be a matter of contacting the artist and finding out if he or she is 
interested in the project.

	� But if you’re just starting out as a writer, this scenario is less likely, 
and you’ll need to search for a collaborator by some other means. 
In this case, simply looking at artists’ work online and contacting 
them through their websites is the obvious way to go. However, 
meeting cartoonists in person, either at local comic conventions 
or other gatherings, might be a wiser approach. Meeting in person 
will probably allow you to get a much better sense of your potential 
collaborator.

	� You also need to know what the potential collaborator wants in 
the long run. For instance, is this person willing to accept a simple 
work-for-hire arrangement, in which you will own all the rights to 
the finished work? Many artists are, but it’s highly unlikely they’ll be 
willing to do so for free. And if they want to share the rights to the 
material, there are many other matters to discuss, like what happens 
if and when you try to develop the work into a movie, TV show, or 
video game.
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Drawing for Others

	� Almost all comic artists at least attempt to write their own stories 
when they’re first starting out. Some quickly come to the realization 
that writing isn’t their strong suit or that they simply don’t enjoy 
that part of the process and would rather work from someone else’s 
script.

	� Others are happy to try it both ways, as in trying their hand at 
working from others’ scripts while continuing to develop their own 
writing skills on the side. This can be a wise route to take, especially if 
you’re working with experienced writers whom you could potentially 
learn a lot from.

	� However, if you’re still on the fence, it’s important to remember 
what your role is when you enter a collaboration and stick to it. 
Accept whatever your agreed role is from the outset and perform 
it like a professional, even if you’re convinced you could do better 
than others at their roles the whole time. With that in mind, don’t 
be afraid to ask questions and offer suggestions as long as the writer 
and editor are open to it. Additionally, at the outset, everyone should 
at least be on the same page when it comes to what kind of script 
formatting and language is being used.
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	� Artistic collaborations can take many forms, but the writer/
artist labor divide is the most common and the most symbolic 
collaboration. Contracts and page rates are usually built around 
this split, with artists generally getting paid twice as much as the 
writer due to the extra labor that’s 
generally involved. Splits 
are negotiable, 
though, and can vary 
depending on the 
various contributors’ 
popularity or 
experience.

Working with Colorists

	� Coloring is something that artists are likely to have a strong opinion 
on, even if the artist on a certain project has no ownership or creator 
credit. Ideally, the artists themselves would color their own work, 
since their own color sensibilities are likely to match the art itself.

	� However, just as is the case with artists who have no interest in 
writing, there are also those who have no interest in developing 
their color skills or who would rather leave coloring in the hands of 
someone who specializes in it. It’s highly unlikely that an editor will 
force a colorist on you whose sensibilities don’t jibe with your own.

	� When it comes to preparing a colorist for a job, model sheets that 
denote all the main character’s colors are essential. You also should 
to break down the color percentages using the CMYK color system. 
When new or incidental characters are added to the story, the writer 
or artist should also provide definite color guides for them.
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	� Matters become tricker when color is needed to create a mood 
or sense of place. In these instances, the colorist may know what 
is called for simply by reading the script, but the more specific 
guidelines you can provide, the better.

	� At the same time, do your best to avoid micromanaging the colorist. 
That becomes much easier if you choose a colorist whose sensibilities 
are a good match for yours from the outset.

Penciling and Inking

	� One labor division that may seem especially strange to non-
cartoonists is between a person who draws in pencil and a different 
person who inks the first person’s pencil lines. But the reason behind 
this is the same as for all the other labor divisions: Some artists vastly 
prefer doing one thing over the other.
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	� If and when you’re penciling something for someone else to ink, don’t 
leave anything to guesswork, since the results could be disastrous. 
Many comic artists get in the habit of penciling things lightly and 
loosely, under the assumption that it will all come tightly together 
during the inking process. But inkers aren’t mind readers.

	� However, you also must take care not to overdo it. Overdoing it can 
result in line work that digs into the paper or pencil lines so dark that 
the inker is unable to erase them. Instead, just use your common 
sense while you pencil the page, and consider what the next person 
will be going through. Conversely, if you find yourself inking for 
someone else, do not hesitate to ask questions whenever you’re 
unsure of what you’re looking at.

Editors and Publishers

	� The relationship between cartoonists and their editors or publishers 
can be just as important as the creative partnership between writer 
and artist. In fact, the relationship between an editor and writer 
is probably the most important one in the world of publishing in 
general. A good editor can be vital to the making and shaping of a 
young writer’s career.
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	� Editors and publishers can be as varied personality-wise as artists and 
writers are, so it pays to look closely at the type of work they edit and 
publish before entering into a working relationship. If, for instance, 
your sole interest is in creating work that fits neatly into established 
genres, then approaching publishers who specialize in such work is 
the obvious way to go.

	� Likewise, if you just want to pursue your own vision with as much 
creative leeway as possible, then indie publishers would be far 
more suitable. Meanwhile, there are numerous companies that fall 
somewhere in between or are willing to work on either end of that 
spectrum.

	� Most editors are able to sense what kind of working relationship 
you’d prefer to have with them and adjust to you accordingly. 
However, a good editor should also be able to detect your blind spots 
and challenge you on excessive stubbornness.

Suggested Reading
Lee and Ditko, Amazing Spider-Man Masterworks Vol. 1.
Moore and Gibbons, Watchmen.

Questions to Consider
1	 Assuming you can write and draw, what elements to a story would make 

you choose to work with another writer or artist instead?

2	 Is personality vital to you in selecting a creative collaborator? Or are you 
solely interested in the finished product?
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This lesson discusses the digital tools 
used in creating comic art. Cartoonists 
are increasingly incorporating digital 
tools into their creative process, 
sometimes by choice, though often by 
necessity. There also is an increasing 
number of comic artists who do most, if 
not all, of their art digitally.

Making 
Comics in the 
Digital Age
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Scanning and File Saving

	� A good scanner is an essential tool for creating comics digitally. It 
is advisable to shell out for a large-size, high-quality, single-purpose 
scanner. The American market is not ideal for such scanners, but the 
German market produces scanners that offers the use of a standard 
European paper size called A3. The A3 size is just under 12 by 17 
inches.

	� As of this course’s production, a new German scanner this size 
usually sells for under $500. They are ideal for working on standard-
sized comic book boards, which match the A3 size. If you intend 
to routinely work bigger than 12 by 17 inches, you may want to 
buy an even larger flatbed scanner, though the price will jump up 
considerably.

	� If you occasionally work larger than 
this size, you can scan your page in 
segments, taking care not to let any 
light seep in under the lid. This 
isn’t a bad workaround, but it will 
require you to reassemble your 
art later in a graphics editor 
like Photoshop.

	� Once you’ve scanned an 
image, you’ll next see an 
app on your computer 
screen asking where and 
how to save the image you 
just scanned. Refer to the 
video lesson for tips on what 
to do at this stage.
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Graphic Design Apps

	� Once you’ve saved your work, you should be able to open the file in 
a graphic design or graphic editing application. Almost all desktops 
and laptops come with one, and there are numerous options you can 
find online that you can download for free. Many cartoonists are 
happy with these free apps. However, most prefer to graduate to the 
higher-end ones like Photoshop.

	� If you are struggling with the decision of which app to use, keep in 
mind that the only factor that should really matter is whether your 
application can create and save files in the TIFF and JPEG formats. 
These are the industry standard for either print or web purposes.

	� While working in Photoshop, this course’s instructor usually keeps 
the file in Photoshop’s default format, also known as a PSD file. 
Working in any app’s default format helps minimize any glitches that 
might otherwise occur. Once you’ve completed a piece, you can 
convert it into another format before sending it off to a client.

	� If you’re about to send off a multiple-page, full-color story to a 
publisher via email, you’ll want to compress the entire story into 
a ZIP file. File-sharing apps, file transfer protocol services, and 
transfer websites can also be used.

Color Systems

	� While working on a full-color page, this course’s instructor always 
works with a CMYK color slider (as opposed to an RGB color slider). 
CMYK is based on the colors generically referred to as red, yellow, 
and blue. Red and blue are a blend of other colors, as are most of the 
colors you’ll find in a box of crayons.
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	� That is important because if you want to select a specific color from 
an app, you need to do it by specifying the combination of colors 
you desire. Otherwise, the end result won’t be what you want. That’s 
where a color slider comes in handy.

	� The Y in CMYK refers to yellow. The C in CMYK stands for cyan, 
which is a deep sky blue, and the M stands for magenta, which by 
itself looks like a deep pink. To describe the intensity of a particular 
color in the CMYK system, you speak in terms of saturation on 
scales of 0% to 100%. Thus, if you were to color an American flag 
using CMYK, the blue field would in reality be about 100% cyan and 
40% or 50% magenta, while the red stripes would consist of 100% 
magenta and 100% yellow.

	� Rounding out the CMYK is the color black, which is represented by 
the letter K (to prevent confusion with blue). Using this four-color 
combination, you can create any color imaginable. It’s the basis for 
the four-color printing process that printers have been using for 
almost 600 years.
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	� If you’ve been coloring using the CMYK color system, you should 
convert your art to the RGB color system before saving it as a 
web file. RGB stands for red, green, and blue, which are the three 
primary additive colors in the RGB color-combining process. Each 
color is broken into a range of 0–255. Overall, it doesn’t truly matter 
which of these scales you work in because if your scale isn’t RGB, 
you can simply use the software to convert to that scale and solve 
any adaptation issues.

Suggested Reading
3dtotal Publishing, Beginner’s Guide to Digital Painting in Procreate.
Williams, The DC Comics Guide to Digitally Drawing Comics.

Questions to Consider
1	 Is having some experience with traditional drawing tools vital to becoming 

fully proficient with digital tools?

2	 Should artists try their hand at all graphic design software, even if they 
feel perfectly content with the ones they’re used to?
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How to Create Comics

This lesson discuses making a career in 
cartooning as well as the numerous ways 
you can use it to create supplemental 
income. It also looks at how you can 
apply your cartooning skills in other 
creative fields. Applying your skills to 
one art form can enhance your skills in 
another.

Comics as a 
Career or 

Income Stream
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Self-Publishing, Web Comics, 
and Comic Conventions

	� The act of self-publishing can be a full-time job in itself. It entails 
dealing directly with printers, distributors, retailers, and so on. But 
for some, self-publishing has proven to be a preferred option. The 
benefits are obvious: You’ll have total creative control of the work, 
and you also keep all of the profits—assuming there are any to 
be made.

	� Many self-publishing success stories started on the internet. It’s 
likely that you already own the means of production for a web comic. 
Once you have a digital image in place, you just have to post it on a 
blog or social media.

	� At that point, you’ll be a self-publishing cartoonist. However, you will 
face large amounts of competition. You’ll need to keep producing 
more content at a fast pace. As is the case with all comic strips and 
comic books, it’s impossible to tell why some web comics become 
popular and why others don’t. It’s all a matter of talent, timing, 
and luck.

	� Eventually, almost all long-running web comics end up with a physical 
book collection, usually sold on demand. The most popular ones 
usually wind up with collections being published by established 
publishing houses.

	� There are other ways of gaining attention. One increasingly common 
method is tabling at comic conventions, of which there are many 
these days. Unlike starting a web comic, this does take some up-front 
money, in that you have to rent the table space and fill up your table 
with something to sell, which can take the form of book collections, 
shirts, and so on.
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	� The other benefit of tabling at conventions is the communal aspect. 
Even if you don’t come away making a profit, you still get to spend 
time with other like-minded artists. They may wind up being lifelong 
friends and colleagues. Many potential clients will be there as well.

	� You also can make money selling original art and doing sketches. 
Ideally, people will pay you to draw your own characters, though 
most attendees will request familiar licensed characters like Batman 
or Homer Simpson and the like. Some artists balk at such requests, 
but there are others who make a living doing just that.

Illustration

	� If you’re fairly adept at drawing, there are many ways you can make 
a full-time living or supplement your income using your cartooning 
skills. Traditionally, illustration has been the main source of side income 
for cartoonists. For some, it can be so lucrative that it becomes their 
main or sole source of income. Unfortunately, the state of the ever-
shrinking magazine market has put a huge dent in the illustration field, 
and websites have hardly made up the difference.
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	� Still, illustrators have a wide range of options, including product and 
package design. As with everything else, this is a tough line of work 
to break into, and it may take years before there will be any demand 
for your services. If illustration is something you want to pursue, you 
should also make yourself adept at graphic design and web design.

Storyboarding

	� Storyboarding is another option for those with a knack for 
cartooning. A storyboard is an illustrated visual breakdown of a 
movie, cartoon, or TV show that serves as a guide, primarily for 
camera operators to refer to in planning their shots. However, 
anyone involved with a production can refer to a storyboard as well.
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	� Animated cartoons are always turned into storyboards first once a 
script is completed. But any film or TV show that relies heavily on 
visuals is also storyboarded. Animation directors often do their own 
storyboards, and film directors who have a distinctive visual style 
also draw their own boards. However, most directors hire storyboard 
artists to do their boards for them. Most potential clients in this field 
are based in Los Angeles.

Character Designs

	� Another potentially lucrative line of work is character design—that is, 
creating the look of a character for someone else’s story. Character 
design work almost always occurs on work-for-hire basis.

	� While some artists can adapt to a wide variety of drawing styles, 
you’re likely to be hired based on your own natural drawing style, 
which clients will likely ask you to emulate for their own project. 
This can be a touchy business, since if you do wind up developing a 
signature style, you might understandably want to keep it your own, 
rather than offering it for sale.

	� But the sad fact is that, should you decline such offers, your would-
be client can always hire someone to emulate your style. If someone 
asks you to rip yourself off for their project, this course’s advice is to 
at least first ask, “How much?”
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Developing Ideas for Other Media

	� The final way for a cartoonist to make extra money is through 
selling an idea or existing property for potential development in 
other media. Those other media would include film, television, video 
games, internet channels, and even live stage productions.

	� Option deals are relevant in this area. A producer may approach you 
with an option deal, which is a time-limited agreement in which you 
grant the producer the right to pursue a development deal on your 
behalf. You also promise not to make a similar deal with someone 
else in the meantime. The time limit on such deals can range from 
months to years, and the option fee is equally negotiable.

	� How much you can make all depends on how much clout you have 
at the time. If lots of people are asking you for option rights, you 
can get a bidding war going. If no one else is calling, you’ll just have 
to accept what your sole suitor is offering. It’s advisable to keep the 
time window on the short side, though.

	� This would be a good time to hire an agent, lawyer, or both, assuming 
you can afford that expense. Otherwise, you can wait until a 
development deal is offered, at which point you should definitely hire 
one or the other.

	� As far as lawyers go, you’ll definitely need an entertainment lawyer, 
and preferably one based in Los Angeles. These are specialists and 
are definitely not cheap. A good agent can set you up with a good 
lawyer, though finding a good agent can also be tricky. If you know 
anyone in the industry who has one and is happy with that person, 
then ask him or her for the agent’s contact information.
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	� As with lawyers, agents specialize. If it’s a film or TV deal you’re 
pursuing, you’ll want someone based in Hollywood, where simply 
having firsthand access to industry gossip is a huge plus. Agents 
almost always work on a percentage basis, and thus don’t get paid 
until you do.

	� If all goes well, you will eventually reach the stage of a development 
deal. This usually entails a signing bonus for you and sets out how 
much you’ll make and for what. Rights and any ensuing negotiations 
will come into play here. In the case of negotiations, your lawyer will 
play a huge role.

	� There are certain negatives to dealing with such large-stakes 
industries like Hollywood. There are many people with competing 
agendas involved, and there will be meetings you’ll never take part in 
but affect you nonetheless. Creative collaborators may be foisted on 
you that you may be unhappy with. The list goes on.

	� On the plus side, the development money alone can be lucrative. 
Still, it may come as no surprise that many cartoonists opt to never 
venture down this road.

Suggested Reading
Hale, Story Selling.
Love and Withers, The Complete Guide to Self-Publishing Comics.

Questions to Consider
1	 Should a cartoonist always commit himself or herself to their comics first, 

or should one be fully open to other career options?

2	 Is self-publishing always preferable for a newcomer?
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