
Comics Take Over the World     Spring 2012 
 
Your instructor:  Jeremy Stoll 

Office Hours:  TBA 

e-mail:  jjstoll@Indiana.edu (If you need to email me, please do so before 7 pm. I’ll try to 

respond quickly, but can’t guarantee a response in less than 36 hours) 

 

Course Description: 

 

Comics have a long history of being considered a ‘low’ or even vulgar art form due 

to its popularity with diverse, especially younger, audiences.  Yet, in the last 

decade, scholars and literary critics have picked up the comic art form as an 

evolution of Literature or Fine Art.  While much of comics scholarship remains 

trapped in this view of comics as merely a combination of text and image, people 

around the world have turned to comics as an independently unique and powerful 

art form.  From Indian comic books to Russian komiks and Japanese manga, 

comics have spread around the world.   

 

In this course, through course activities, readings and discussion, guest lectures, 

and field trips, we will explore the unique qualities of the comic art form that make 

it both popular and powerful for a variety of audiences and artists.  At the same 

time, we will work to develop our own storytelling abilities in the comics form 

through in-class activities and homework.  In order to best understand the creative 

process and how comics create meaning, we will create comics while we learn how 

to analyze them.  Beginning with the basics of understanding the form, we will 

investigate the language of comics and its history.  We will then work to develop 

analytical skills, of comics as literature, as art, and as a unique medium. We will 

explore the different ways one can tell a story in comic art and how to create 

narratives with believable worlds and characters to inhabit them, as well as what it 

means to create comics today.  At the end of the semester, each student will have 

developed both 2 research papers and a 6-page comic, which we will then publish 

as a zine of collected works from our class.   

 

Course Objectives: Through this course, students will: 

1. Plan, sketch, draw, letter, scan and edit a 6 page graphic story.   

2. Interpret the meaning of a comics narrative in social and cultural context. 

3. Analyze how comics authors create meaning through the unique 

combination of image and text that is the comic art form.   

4. Critically engage not only with texts we read, but also with the images that 

we view.  

mailto:jjstoll@Indiana.edu


Requirements:  
I. Attendance and Participation:   

As a student in this course, you are expected to arrive on time for all class meetings, attending 

and participating in class activities and discussion.  Except for documented medical and religious 

reasons, each student will be allowed three absences during the semester.  Any absences beyond 

that will affect your final grade; out of 100 potential points, 4 will be deducted for each missed or 

late class attendance.  Please let me know well beforehand if you must miss class.  

 

Furthermore, please give the utmost respect to your fellow classmates and our classroom 

community; as a sign of respect, turn off your cell phone or any other electronic devices while in 

the classroom.  Do not use your phone for calling or texting while in class.     

 

II. Readings and Connection Papers:  

For this course, you will be expected to read roughly 25 pages for each class meeting, which adds 

up to 40 to 50 pages per week, in addition to written and drawn work.  Our main texts will be: 
Textbook:  

1. Jessica Abel and Matt Madden.  Drawing Words & Writing Pictures: A definitive course from concept 

to comic in 15 lessons (DWWP).    New: 29.95  Used: 13.00  

Graphic Novels: 

2. R. Crumb.  R. Crumb’s America. 4. Neil Gaiman et al. The Sandman Vol. 2: The Doll’s House 

New: 20.00  Used: 12.00  New: 20.00  Used: 12.00 

3. Gabriel Ba & Fabio Moon.  DE: Tales 5. Marjane Satrapi.  Persepolis Volumes 1.     

New: 15.00  Used: 11.00  New: 12.00  Used: 5.00 

6.    Bryan Lee O’Malley.  Scott Pilgrim’s Precious Little Life.    New: 12.00      Used: 6.00 

 

In addition, we will read a variety of scholarly articles and comics, which will be provided on E-

reserves, Oncourse, or Library reserve.  For difficult or theory-heavy readings, I will provide 

reading guides to focus on important concepts for our course goals.   

 

Connection Papers: Over the semester, we will have 13 full weeks of analytical and creative 

readings. You will have to choose 8 of those 13 weeks for which to complete a 1-page 

Connection Paper.  Each should connect the analytical readings to actual comics and your work 

as guided by DWWP. They will be graded as check, check plus, or check minus, and should be 

submitted via email by midnight the night before the relevant Thursday class meeting.  These 

papers will be less formal than the Midterm and Final, though you will still need full sentences, 

proper punctuation, and citations.  For each paper: 

1. In the first half, summarize the readings’ main point(s).  What is the author’s argument and 

how do they make it?  Situate them within what you know about comic art in general.   

2. In the second half, describe how you see the concept or problem they have described relating 

to the comics read that week and/or your own comics work.  Give specific examples.   

 

III. Midterm Paper: Choose a strip or excerpt from a longer comics narrative by Week 6.  In 3 to 4 

pages, use the skills we’ve practiced in class to analyze how the creator constructs a meaningful 

image.  Begin by identifying the apparent message and how it is communicated.  How do the 

image and the text interact?  Be sure to relate your analysis to the DWWP readings.  Next, use 

your newfound interpretive skills to analyze the relationship between text and image.  How does 

reading the image as literature, art, or something else change its meaning?  Use these two 

perspectives to make a claim about the image and its message.   

Note: For both the Midterm and Final, you are expected to write in a formal style, with correct 

punctuation, full sentences, clear structure, and analytical claims supported by evidence.    



IV. Final Paper: The Final Paper will be due the week before you turn in your finished 6 page 

Comics Narrative.  We will apply our experience with considering the creator’s perspective in 

analyzing a longer comics narrative.  You will need to identify how comics authors create a 

coherent world and narrative through storytelling.  You may do that in 1 of 2 ways: 

 

a. For the first option:  
Choose a graphic novel or trade-paperback by Week 11.   Then, find an account of the author’s 

perspective on that work.  Begin with an analysis like you did in the Midterm Paper, describing 

how your chosen visual narrative creates meaning in the comic art form.  In 6 to 8 pages: 

i. Analyze the work from the analytical perspectives we discussed in the first few 

weeks of class: as literature, as art, and as an independent art form.  How 

does the form create the narrative and its meaning?   

ii. Analyze the work from the perspective of a fellow artist by analyzing the 

creative process as evident in the final project.  What did the author do to create 

that narrative or message?   

iii. Relate the author’s voice to your analysis.  Does their perspective support or 

contradict your interpretation?   

iv. Conclude by describing how your initial hypothesis of how the comic 

communicated a particular message or story has changed.   

Note: Since you will be dealing with a longer work, identify patterns and choose specific 

examples as evidence.  Be sure to use the textual, visual, and other analytical perspectives.   

 

b. For the second option:  

Choose a genre of comic art by Week 11.  For this option alone, your paper should be between 4 

and 6 pages, in addition to the original comic art piece that you will have created.   

i. Describe that genre and its history.  What are its main characteristics?  Where 

did it come from and how has it evolved over time and space?   

ii. Create your own comic in that tradition, keeping aesthetic and narrative 

standards in mind.  Include this in your final draft.  Within the paper, describe 

how the choices that you made as a creator relate to the genre and the choices 

that other authors within that genre have made.   

iii. Analyze your own work using the techniques we have used in class in order to 

demonstrate the advantages and disadvantages of that form.   

iv. Conclude by describing how working within that form changed your 

understanding of that particular genre of comic art.  

 

V. Final Proposal:  In one page, briefly describe your proposal for the Final Paper.  Be sure to point 

out the following: 

 

i. The option you have chosen and your chosen object of study, as well as how you will 

obtain the materials necessary (i.e. the comic book or research on a genre).   

ii. The course readings you plan to use in performing your analysis, as well as any 

outside readings that you will need to do for the assignment.  

iii. How you plan to use the course readings in your analysis and in providing a context 

for your chosen topic.   

 

The best proposals will not only point out the above, but will also provide a rough Thesis 

Statement, as well as an outline of your rough main points for the paper.  These will be of the 

most help for you as you move to the writing stage of your research.   

 



VI. DWWP Homeworks:  For Homework Assignments in the Textbook, you will be doing a variety 

of activities related to developing your comics-creating skills. Each chapter will have two to three 

such assignments, where you will practice creative skills in the process of creating your 6-page 

Final Comics Narrative.  You will be assigned a grade of check, check plus, or check minus for 

each based upon your doing the homework assignments in full.   

. 

VII. Peer Critiques: To ensure that you get feedback from your peers, you will each need to bring in 

your homework assignments to class.  On multiple days in the semester, these Peer Critiques of 

your homework will take place as critiques among smaller groups or as larger events for the 

entire class.  Participating in these is essential in learning to create comics, mainly by providing 

and receiving constructive criticism.  You will be assigned a grade of check, check plus, or check 

minus for each based upon your working with your peers to reflect on these various assignments.   

 

VIII. Final Comics Narrative:  Over the semester, we will read about and practice the various steps in 

producing a 6-page Comics Narrative.  You will have time to move through each step (drafting a 

story, penciling the art, revising both, inking, scanning, etc.), and the finished product will be due 

on our last day of class.  Be sure to bring enough copies of your work for all of your classmates to 

read and respond to your story.  We will discuss the stories together as a class and then submit 

our work in its final form as a comics zine to various local bookstores.     

 

a. The grade that you receive will be judged by your fulfillment of each step of the 

process, NOT by any single person’s opinion of your story, art, or otherwise.  As long as 

you move through the steps with the class, reflect upon your choices along the way, and 

do your best to create an engaging story, you will receive the full points possible.   

 

IX. Grading:  

I. Response Papers:    15% 

II. Midterm Paper:    10% 

III. Final Paper Proposal:   5% 

IV. Final Paper:    20% 

V. DWWP Homeworks:   15% 

VI. Peer Critiques:   15% 

VII. 6 page Comics Piece  20% 

 

Office Hours, Studio Time, and Communication:  

My office hours are set aside for you all to meet with me about any problems, questions, or concerns you 

have while in our course.  In addition, I will set aside at least half of these hours each week as Studio 

Hours, when I will provide a time and space for students to work on their comics projects with me nearby 

for consultation.  If you are unavailable during regular office hours, then you will have to make an 

appointment for another time.  Although dropping by is encouraged, students who make an appointment 

will receive first priority.  Please be sure to do so if you have something of utmost importance to discuss.   

 

In terms of email, I reserve the right to take up to 36 hours to reply.  However, if I know that I will be 

unavailable for an extended period, I will try to let the class know ahead of time.  Although I will 

generally be able to respond much more quickly, please keep this in mind when you contact me by email.   

 

Helpful links: 

IUB Writing and Tutorial Services: http://www.indiana.edu/~wts/  

IUB’s Plagiarism Policy: https://www.indiana.edu/~istd/definition.html 

WTS Pamphlet on Plagarism: http://www.indiana.edu/~wts/pamphlets/plagiarism.shtml 

 

http://www.indiana.edu/~wts/
https://www.indiana.edu/~istd/definition.html
http://www.indiana.edu/~wts/pamphlets/plagiarism.shtml


NOTE: -Highlighting indicates in-class activities or field trips for the course meeting. 

 - Highlighting indicates sections that will not be included in the final syllabus.   

 -Also, this schedule is set up as 2 days a week, but with the ability to adapt to 3 days 

via the inclusion of more in-class studio time for students to work on DWWP homework.   

 

WEEK 1 

 

Unit I:  Introducing…Comics!!  
Day 1  Introductions, paperwork, etc 
  Course Introduction, Overview, and Supplies 

In-class activity: MAKE A MINI COMIC 

Day 2   What are comics? 

1. Abel and Madden.  DWWP. “Preface-Chapter 1: Building Blocks.” Xiii-13. 

2. Scott McCloud.  “Ch. 1: Setting the Record Straight.”  In Understanding 

Comics: The Invisible Art.  New York: Harper Collins, 1993: 2-23 (Comic 

Book).   

These readings will introduce the comic art form and the advantages/disadvantages of 

creating within it.   

WEEK 2 

 

Day 3   The Roots of Comics: 

1. Roger Sabin.  “Introduction: Not Quite Art” and “Ch. 1: The Pioneers.”  

Comics, Comix, and Graphic Novels: A History of Comic Art.  London: 

Phaidon Press, 2008: 7-9, 11-25 (illustrated, approx. 8 pages).    

2. Will Eisner.  “Foreword” through “All Kinds of Stories.”  Graphic 

Storytelling and Visual Narrative.  1-46 (Comic Book).   

Readings introduce the history of the comic art form in the US, and an artist’s 

perspective of how to read and create within the form. 

 

Day 4  Telling Stories with Pictures: 

1. DWWP. “Chapter 2: Every Picture Has a Story.”  14-23.   

Excerpts from:  

2. Seth Tobocman.  Disaster and Resistance: Comics and Landscapes. AK 

Press, 2005 (12 pages).  

3. Orijit Sen. “Scenes.” When Kulbushan Met Stockli: an Indo-Swiss 

Collaboration.. Delhi: HarperCollins India, 2010, (8 pages).   
DWWP focuses on how to tell stories in a one-page strip while excerpts provide 

examples of telling stories with one picture (Sen) and multiple pictures (Tobocman). 

 

 

 

 

 



 

WEEK 3 

 

Day 5   Comic Strips 
1. “Ch. 2: Comical Comics.” In Roger Sabin.  Comics, Comix, and Graphic 

Novels: A History of Comic Art.  London: Phaidon Press, 2008:27-42 (only 7 

pages of text due to heavy emphasis on examples of strips, etc).   

2. Read the IDS comics page 

3. Excerpts of early comics  creators (10 strips total)  
Sabin gives the history and basic structure of comic strips while examples will 

provide a sense of the wide array of possibilities for this type of comics.   

   

Day 6  Understanding Comic Strips: 

1. DWWP. “Ch. 3: The Strip Club”  24-35.   

2. Read the Herald Times or a major newspaper’s comics page 

Excerpts from:  (5 strips each) 

3. Manjula Padmanabhan.  Double Talk. Delhi: Penguin Books India, 2005.   

4. Ernie Bushmiller.  Nancy is Happy: Complete Daily Strips. Fantagraphics, 

2011.   

5. Bill Watterson.  The Indispensable Calvin and Hobbes.  Andrews McMeel, 

1994.   
While DWWP focuses on how to create strips, excerpts demonstrate classic strips 

(Nancy), contemporary ones (Watterson), and political cartooning (Double Talk).   

 

WEEK 4    

 

Day 7  The Power of Comics 

1. Charles Hatfield.  “An Art of Tensions.”  In A Comics Studies Reader.  

Jackson: University Press of Mississippi, 2009: 132-148.   

2. Scott McCloud.   “Blood in the Gutter.”  In Understanding Comics: The 

Invisible Art.  New York: Harper Collins, 1993: 60-93(Comic Book).   
Hatfield provides a literary analysis of the different forces at work within the comic 

art form, and McCloud describes the importance of the gutter from an artist’s 

perspective, as the crux of those tensions.   

 

Day 8  Transitions and the Gutter: 
1. DWWP. “Ch.4: Bridging the Gap.”  36-49.    

2. R. Crumb.  R. Crumb’s America.  Last Gasp, 1995: pages 1-32.   
While DWWP describes how to use transitions to take advantage of the gutter and 

the tensions Hatfield describes, Crumb provides some strong examples.   

 

 

 

 

 

 

 



WEEK 5 

 

Unit II.  Design and Analyze, then Maybe Conquer 
Day 9   Textual Analysis: 

1. Charles Hatfield.  “Intro: Comics as an Emerging Literature.”  In Alternative 

Comics: An Emerging Literature.  Jackson: University Press of Mississippi, 

2005: ix-xv.  

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  DC Comics, 1990: 

Chapter 1.   
Hatfield demonstrates the basics of a literary perspective, and we begin reading The 

Sandman for an example of a longer work that demonstrate much of the 

characteristics and problems of comics, including, on this day, literary techniques.   
 

Day 10   Penciling and Planning:  

1. DWWP. “Ch.5: Penciling.” 50-63.    

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 2.   

3. Matt Kindt.  “Issue #1.”  Revolver.  Vertigo, 2011 (24 pages).   

While we continue Sandman, DWWP turns to penciling in continuation of readings 

on the basic tools and processes of comics creation, with Kindt as an example of 

using pencils artfully.   

WEEK 6 

 

Day 11  Aesthetic and Artful Analysis:  
1. Lawrence Abbott.  “Comic Art: Characteristics and Potentialities of a 

Narrative Medium.”  Journal of Popular Culture, 19 (spring 1986), 155-73.   

2. Scott McCloud.  “Ch. 2: The Vocabulary of Comics.”  In Understanding 

Comics: The Invisible Art.  New York: Harper Collins, 1993: 24-59 (Comic).   

3. Chris Bachelo & Scott Lobdell.Generation X #1.Marvel Comics,1994(24pgs). 

In our second analytical reading, Abbott provides one of the first aesthetic 

approaches to comics, something that McCloud draws on when describing the 

vocabulary of the form.  Generation X demonstrates the importance of an aesthetic 

understading due to its reliance on visual and design elements in telling a story.   

Day 12  Design and Layout: 

1. DWWP. “CH. 6: Getting on the Same Page.”  64-85.   

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 3.   

 Excerpts from:  

3. Windsor McKay.  The Complete Little Nemo in Slumberland Vol. 1: 1905-07.  

Fantagraphics Books, 1998 (6 full page strips).   

4. Chris Ware. Acme Library #16. Acme Novelty Library, 2005 (4 full page 

strips).   

DWWP discusses how to design a comics page based upon an artful understanding of 

comics, with McKay as an example of early design work, Sandman as representative 

of mainstream comics, and Ware as an example of design-focused work.   



WEEK 7 

 

Day 13  Beyond Reading and Viewing: 

1. W.J.T. Mitchell.  “Beyond Comparison.”  In A Comics Studies Reader.  

Jackson: University Press of Mississippi, 2009: 116-123.   

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 4.   
In the final analytical text, Mitchell argues for understanding comics as an art form 

independent on no other form, neither literature nor fine art, while The Sandman 

provides a supporting example.   

 

Day 14  Crafting Text: 

1. DWWP.  “Ch. 7: Lettering.”  86-101.   

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 5.   
DWWP turns to the process of adding text to images, arguing for an understanding of 

text as a kind of picture in and of itself, while The Sandman again provides examples.   

 

WEEK 8 

 

Day 15  Comics Shops and Communities:  

1. Matthew J. Pustz.  “Discovering Comic Book Culture.”  In Comic Book 

Culture: Fanboys and True Believers.  Jackson: University Press of 

Mississippi, 1999: 3-25. 

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 6.     
We continue to read Sandman, while Pustz provides history, context, and general 

understanding of comics stores and the development of communities around them.  

These readings  will introduce us to contemporary comics culture and its 

incorporation of all the analytical perspectives and creative steps we have discussed.   

Field Trip to Vintage Phoenix, Bloomington’s local comics shop and to Boxcar 

Books, Bloomington’s best source for zines and underground comics 
 

Day 16    Pen and Ink: 

1. DWWP. “Ch. 8: Inking the Deal.”  102-23.   

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 7. 

3. Jaime Hernandez. “Ch. 8: Mechanics (cont’d).” Maggie the Mechanic: Love 

& Rockets Vol. 1. Fantagraphics, 2007: pages 61-71.   

4. Junji Itoh.  “Ch. 3: The Scar.” Uzumaki: Spiral into Horror. VIZ,LLC, 1998: 

76-106.   
In our final reading on the basics of comics creation, DWWP turns to the inking 

process, with Sandman as a mainstream example, Hernandez as an independent one, 

and Itoh as an example of Japanese methods.  

 

MIDTERM PAPER DUE 

 

 



WEEK 9 

 

Unit III:  Storytelling: Comics by any other name… 
Day 17   Structure in Comics Narratives 

1.  David E. Goldweber.  “The Function of Dreams and Stories in the Sandman.”  

International Journal of Comic Art.  V 3, N 1.  Spring 2001: 77-85.  

2. Neil Gaiman.  The Sandman Vol. 2: A Doll’s House.  Chapter 8. 
As we turn to the craft of storytelling in the comic art form, Goldweber demonstrates 

how Sandman represents an important precedent for storytelling in comics and how 

one tells stories in the comic art form.   

 

Day 18  Storytelling: 

1. DWWP. “Ch. 9: Structuring Story.”  124-137.    

2. Fabio Moon and Gabriel Ba.  “El Camino (The Path),” “As If,” and 

“Reflections.” In De:Tales. Milwaukie:Dark Horse Comics, 2006:5-10, 53-63.   

3. Brian K. Vaughan and Pia Guerra. “Issue #1: Unmanned Part 1.” Y The Last 

Man Vol. 1.  Vertigo, 2004.  (24 pages).   
DWWP provides guidelines for structuring storytelling, while Moon and Ba each tell 

the same story differently as an example of how different story structures change the 

overall meaning of a story.  Y the Last Man shows a more cinematic approach to 

comics storytelling.   

 

WEEK 10 

 

Day 19/20 NO CLASS: Spring Break…   

 

WEEK 11 

 

Day 21  Comic Books and the Underground  

1. “Underground Classics” and “The Limited Legacy of Underground Comics.”  

In Underground Classics: The Transformation of Comics into Comix.  James 

Danky and Denis Kitchen.  New York: Abrams Comic Arts, 2009: 19-29 

2. R. Crumb.  R. Crumb’s America.  Last Gasp, 1995: pages 32-64.   
Alongside storytelling techniques, we turn to the different forms of comic art, 

beginning with comix.  Underground describes the history and importance of the 

comix movement, with Crumb as an important example.   

 

Day 22  Character Development: 

1. DWWP. “Ch. 10: Getting Into Character.”  138-147.   

2. Brian K. Vaughan and Adrian Alphona.  “Teenage Wasteland Par t One.”  

Runaways  Volume 2: Issue 7.  Marvel Comics, 2006.  (24 pages). 

3. Herge.  Tintin in Tibet.  New York: Little, Brown, & CO, 1975: pages 1-6.   

4. Osamu Tezuka. Astroboy Vol. 1.  Dark Horse, 2008: pages 1-15.   
Given the focus upon character development in many comix, we turn next to this 

aspect of storytelling, with Vaughan as a contemporary example, Herge as a historic 

one, and Tezuka as an international, Japanese example.   

 



WEEK 12 

 

Day 23  Independent Comics 

1. “An Art of the Real: About the Adulthood of Contemporary Comics.”  

International Journal of Comic Art.  V 1, N 2. Spring 1999: 107-17.   

2. Craig S. Thompson.  Blankets. Top Shelf: 2005, the first 20 pages.   
With Art of the Real, we turn to history and context for contemporary comics, 

especially the independents scene, with Blankets as a classic, contemporary example.   

Visiting Comics Creator will give a Lecture (in contact with Phoebe Gloeckner) 

 

Day 24  Setting, Landscape, and Sense of Place:  

1. DWWP.  “Ch. 11: Setting the Stage.”  148-167.   

2. Hayao Miyazaki.  Nausicaa of the Valley of the Wind.  VIZ, LLC, 2004: pages 

3-22.     

3. Orijit Sen.  The River of Stories.  Delhi: Kalpavriksha, 1994: Pages 1-10.   
Given the focus upon place in many independent comics, including Blankets, we turn 

next to setting, with Miyazaki as a master of landscape and storytelling, and with Sen 

as an expert in creating a sense of a particular time and place in story.   

 

WEEK 13 

 

Day 25   The Graphic Novel 
1. Stephen Weiner.  “How the Graphic Novel Changed American Comics.”  In 

The Rise of the American Comics Artist: Creators and Contexts.  Ed. Paul 

Williams and James Lyons.  Jackson: University of Mississippi Press, 2010: 

3-13.   

2. Marjane Satrapi.  Persepolis Volume 1.  Pantheon, 2004.   

3. Alan Moore and Dave Gibbons. “Ch. 7: A Friend to Dragons.” Watchmen. 

DC, 1995.   

We next focus on the graphic novel as the evolution of both comix and comic books; 

Weiner describes the importance of this new form, while Satrapi and Moore 

demonstrate its advantages and disadvantages.   

Final Paper Proposal Due 

Day 26  World-Making:  
1. DWWP. “Ch. 12: Constructing a World.” 168-187.    

2. Mike Carey and Peter Gross.  “Issue #1: Part One.”  The Unwritten Vol. 1: 

Tommy Taylor and the Bogus Identity.  DC Comics, 2010.  (24 pages).   

3. Parismita Singh.  “Pema’s Story.”  The Hotel at the End of the World.  

Penguin Books India, 2009: 33-66.   

Given the importance of world-making for the longer, graphic novel narrative, we 

turn next to this storytelling technique.  DWWP focuses on how to do it, The 

Unwritten provides an example of establishing an entire world in one issue, and 

Singh demonstrates the use of cultural heritage to create a coherent, fictional world.   



WEEK 14 

 

Unit IV.  Finishing: Comics Artists Vs. The World  
Day 27  Putting the Pieces Together: 

1.    Scott McCloud.  “Ch. 9: Putting It All Together. In Understanding Comics: 

The Invisible Art.  New York: Harper Collins, 1993: 193-214 (Comic Book).   

2.    Thierry Groensteen.  “Why Are Comics Still in Search of Cultural 

Legitimization.”  In A Comics Studies Reader.  Jackson: Univ Press of Miss, 

2009: 3-11.    
 In this last section, we go through the steps of finalizing a comics story and then 

discuss what it means to create comics narratives right here and now.  On this day, 

McCloud shows how all the pieces of a comic come together to tell a story, while 

Groensteen describes the status of current comics scholarship.   

 

Day 28  Brushwork and Other Miracles:   
1. DWWP. “Ch. 13: Black Gold.”  188-209.       

2. Evan Dorkin and Jill Thompson.  “The Unfamiliar.”  In Beasts of Burden: 

Animal Rites.  Dark Horse Comics, 2010: pages 17-27.   

3. Stan Lee and Jack Kirby. “The Amazing Spiderman #1.” In Essential Spider-

man Volume 1.  Marvel Comics, 1998.  (24 pages)   
On this day, we consider other media based on DWWP, including brushwork like 

that of Jack Kirby, and Beasts of Burden shows what’s possible with tools besides 

pens and pencils (in this case, watercolors and other paints).   

 

WEEK 15 

 

Day 29  Comics Across Media: 

1. Julia Round. “’Is This a Book? Redefinition of Comics in the 1990s.” In The 

Rise of the American Comics Artist.  Ed. P.Williams and J.Lyons. Univ. Press 

of Miss., 2010: 14-30. 

2. Bryan Lee O’Malley.   Scott Pilgrim’s Precious Little Life. Oni Press, 2004.   

3. Joss Whedon and Georges Jeanty.  “Issue #1: Part One.” Buffy Season 8 Vol. 

1: The Long Way Home. Milwaukie: Dark Horse Comics, 2007 (24 pages).   

We then turn to the movement of comics across media, with the examples of Bryan 

Lee O’Malley’s Scott Pilgrim comic, film, and video game, as well as Joss Whedon’s 

shift of Buffy the Vampire Slayer from television to comics.  In considering these 

multi-platform narratives, we turn to Round for what it means to create comics today.  

--Watch the Preview of the film, Scott Pilgrim Vs. The World (2010), and one 

of the many remix videos of the film (each only 60 seconds): 

http://www.scottpilgrimthemovie.com/home.html 

--Watch scenes from Scott Pilgrim Vs. The World the video game 

  http://www.youtube.com/watch?v=w3_btLQjvVE 

 

 



Day 30  Scanning and Finishing: 

1. DWWP. “Ch. 14: Comics in the Age of Mechanical Reproduction.”  210-225.   

2. Finish De:Tales 

3. Charles Burns. Black Hole. Pantheon Books, 2005.  “Ch. 2: Planet Xeno,” 12 

pages.   
In considering technological context, we will discuss how new technologies change 

what is possible in creating comics, with De:Tales and Black Hole as examples of 

finishing and revising with or without these advances.   

 

FINAL PAPERS DUE 

 

WEEK 16 

 

Day 31  You Have the Power: 

1. Bruce Campbell. “El Bulbo vs. the Machine: Graphic Artisty as Superpower.”  

In Viva la Historieta!: Mexican Comics, NAFTA, and the Politics of 

Globalization.   

2. Excerpt (20 pages) from a graphic novella by Phoebe Gloeckner in: Mia 

Kirshner.  I Live Here.  Random House, 2008.   
Alongside a potential field trip to a Comics Convention, which would require further 

funding and which would be voluntary, our final class discussion will focus upon the 

power and responsibility that comics creators must balance, given Campbell’s 

discussion.  We will specifically use Gloeckner as an example of doing both.   

Fieldtrip to the Indianapolis Comics Convention in late April.   
 

Day 32  Final Critique and Party 
Students will present their comics narratives to the class, and, after reading all of the 

narratives, we’ll discuss each student’s final project in terms of their progress over 

the semester and everything we’ve learned about contemporary comics culture.  

Snacks and drinks will be provided.  

 

  FINAL PROJECTS DUE 

 
 


