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IN LIEU OF INTRODUCTION

Seventy-eight years ago, Silas H. Rhodes and illustrator Burne Hogarth (of Tarzan fame)
co-founded the Cartoonists and lllustrators School, with New York City—based art professionals
as faculty. Reflecting the belief that there is more to art than technique, the institution changed
its name to the School of Visual Arts in 1956.

Our department’s direct connection to this long SVA legacy manifests itself in our legendary
faculty that, through the years, has included Will Eisner, Harvey Kurtzman, Art Spiegelman,
Jessica Abel, Gary Panter, David Mazzucchelli, Bill Griffith, Diane Noomin, and Klaus Janson.
Furthermore, our distinguished alumni include Wally Wood, Steve Ditko, Peter Bagge, Kyle
Baker, Ray Billingsley, Leslie Stein, Becky Cloonan, Raina Telgemeier, Dash Shaw, Nate Powell,
and Molly Ostertag. Beyond this incredible network of faculty and alumni, the College’s
legacy has also been shaped by its contribution to changing perceptions of the unique genre
of storytelling that is comics.

| find myself reviewing the state of our industry today by considering its publications
(creative process, distribution, and application to new and evolving platforms) and the last 30
years (I was hired by Marvel in 1992) of conferences and festivals, including analysis-driven

[ instantly realized that comics—other than being a powerful
industry with some of the most devoted fans and tight-knit art
communities—has established itself as a deeply respected language
of sequential expression, as an art discipline,
and as a field of academic study and professional career.

academic symposia; independent events like MoCCA, SPX, or MICE; the big ComicCons in San
Diego and New York; and a plethora of smaller, grassroots comic book events. | instantly
realized that comics—other than being a powerful industry with some of the most devoted fans
and tight-knit art communities—has established itself as a deeply respected language of
sequential expression, as an art discipline, and as a field of academic study and professional career.
Our 2025 edition of COMX showcases notable senior accomplishments, representing but
a tip of the iceberg for all the ink, sweat, and tears that go into this process speech bubble by
speech bubble, frame by frame, page by page. To accompany this visual celebration, we also
commissioned critical essays and interviews between respected SVA faculty mentors and
the alumni they’ve impacted.
This introductory note would be incomplete without recognizing the many talents going
into this publication—from our gifted students to our long list of outstanding faculty and the
department team. Thank you to SVA President David Rhodes for his trust, meaningful guid-
ance, and ongoing support. | am deeply grateful to the tireless Carolyn Hinkson-Jenkins,
Matthew Bustamonte, Jason Little, Kelsey Short, and Heaven Boles, and their passion for this
project, their ideas, and their care in introducing our brilliant graduating class of 2025 to
industries they are about to deeply transform. Challenging as it is to crystallize the spirit of
this department and provide a tangible memento of the work, thinking, and spark that make
it tick, this publication will come very close to accomplishing that.

See you at school,
Viktor Koen

Chair

BFA Comics

BFA lllustration
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Joe Flood
and Joey
Cavalieri

An Interview
by Jason Little

Green Arrow and Huntress for DC Comics, and he has

been a group editor at Marvel Comics and a senior
editor at DC Comics. Joe Flood (BFA 2002) has drawn several
graphic novels, including Long Road to Liquor City and Knee
Deep for Oni Press, and three volumes on zoology for First
Second’s Science Comics series.

Both Joey and Joe have returned to SVA to teach in BFA
Comics. Joey has taught for 30 years, and Joe has just
completed his first year. They overlapped during the late 90s
when Joey was Joe’s teacher.

BFA Comics Coordinator Jason Little had the joy of chatting
with Joey and Joe about their lives as comics students, teach-
ers, and professionals.

' oey Cavalieri (BFA 1979) is best known for writing




JASON LITTLE (JL): Joey, after you graduat-
ed from SVA, what was your big break?

JOEY CAVALIERI (JC): DC was looking for
talent, and they were recruiting from the
fan base. Art Spiegelman had a special
class at SVA, and he introduced me to Joe
Orlando, who was also teaching here.
Joe was actively looking for people at DC,
and he not only got me started writing
for the company, he eventually hired me
as an editor a couple of years later. He
also introduced me to my wife, and he got
me started teaching at SVA. So | tell
students that if they want a mentor, that’s
the kind of mentor you want.

JL: Joe, what was SVA like when you
were a student?

JOEFLOOD (JF): 1 met all of these great
cartoonists at SVA, like Farel Dalrymple.
These were people you could meet

and pick their brains. They were self-
publishing. And | was like, “Oh! | need to
self-publish.” Print comics were still

the way to get your stuff seen. | remem-
ber Nate Powell’s early mini-comics.
Ken Knudtsen did My Monkey’s Name is
Jennifer, and he’s still going strong.

| ran into him at New York Comic Con; he
was there with the complete graphic
novel that he had started when he was
at SVA. These people were there making
comics, doing it on their own terms. It
was incredibly inspirational.

But it was incredibly difficult to do. |
self-published, and | feel like | crashed
and burned. | got, like, six issues in and
just couldn’t keep it going.

JC: This was the science fiction thing?

JF: Yeah, Don’t Eat the Electric Sheep.
By senior year, | had one issue already
self-published and a second issue basi-
cally done. It got picked up by Diamond
for distribution, which was nice. And
then it was like, okay, how do | get these
professionally printed?

| showed Bob Schreck my comics.
He was an editor over at DC, on Batman,
at the time. He was like, “I love this. Your
stuff looks so great.” And Schreck was
laughing because it was funny, but then
he said, “But you’ll never work for DC,
not if you draw like this.” He was really
straightforward. He’s like, “They’re not
gonna get it. | love this. This is amazing.
Keep doing what you’re doing.”

JL: Are you able to share that kind of
experience with your students?

JF: Oh, yeah. | ask my students, “How
many hours did you spend on this page?
It looks gorgeous, but how do you scale
that up and do two hundred pages?”
Everything | do, | do with intention.
Once | said to a student, don’t do an
overhead panel for no reason. The next
student had a panel where someone is
stepping on a twig. And then the camera
pulls back to reveal that they’re inside
a giant dragon footprint. And | go,
“There’s a reason. The camera pulled
back to show the ground and them
standing inside the footprint. That’s the
shot that’ll work for that. There’s a
reason for it.”

JC: In that thing you did for First Second,
The Cute Girl Network, | was really
blown away by how accomplished you
were, with some of those down-shots
of Brooklyn.

JF: | like drawing spaces. | like drawing
environments. Every chapter starts
with an establishing shot. | was like, this
is where I’m really going to shine, this

is what I’'m bringing to the table.

JL: Joey, what was your experience as an
SVA student like?

JC: | went to SVA because Will Eisner
and Harvey Kurtzman were here.

&
ELECTRIC SHEEP

Because | was under the tutelage of
Eisner and Kurtzman, | learned everything
| know from them. There isn’t a day that
goes by where | don’t reference some-
thing that I learned from either Will or
Harvey, and | was able to make a living
because they were my teachers. When

| started teaching, | was a little nervous
and | called up Will and said, How did
you do this? And he gave me an outline
of a typical class, and then | [followed]
what he did as closely as possible. His
class generated a lot of people who wound
up in the business very successfully.

It was a second golden age of illustra-
tion in the 1970s. New York Magazine
ran a story called “Tribal Rites of the New
Saturday Night,” illustrated in watercolor
by James McMullan, who was one of my
teachers. That story later became the
basis of Saturday Night Fever.

| was really taken with underground
comix. In Penn Station, there was a
newsstand there that had tons and tons
of underground comix. Art Spiegelman
would always talk about how comics could
be as important and as self-expressive
as painting. And | understood that viscer-
ally, that underground comix weren’t
drawn by committee. Even the Marvel
comics of that day were more personal.
Steve Gerber, in Howard the Duck and
Omega the Unknown, was clearly writing
from his own experiences. It was like
getting a letter from a friend every month.

Illustration was king, but now I’'m
very surprised to see that the situation
is reversed, that comics is booming,
and that people are genuinely interested
in graphic novels. And there has been
an explosion of manga, and there’s been
an explosion of Marvel in the public
consciousness. My mother knows who
Thanos is.

JL: Joey, did you want to be in comics
when you were a high school student or
even earlier?

JC: Oh, absolutely. But nobody around
me understood what comics was. If you
weren’t doing landscapes or very sen-
sitive portraits in pastel or in charcoal,
there was no help. | was doing early
comics in my classes. Rather than do a
paper, | was more than willing to do a
comic book. Even if | had typed a five-
page paper, I’'m sure | would have gotten
through it faster. As much as | like to
write professionally, it was so much






more fun to sit and do a comic book
rather than write yet another term paper.

JL: Did you grow up in New York City?

JC: Yes, absolutely. | was born in Manhat-
tan and raised in Astoria.

JL: What I’ve heard from Klaus Janson
and Frank Miller was that they elbowed
their way into comics by showing up at
the Marvel or DC offices, straight out of
high school.

JC: They had a lot more guts than | did.
Frank was unstoppable, and Klaus too,
in his own way. | didn’t want to try and
crack it too early because | didn’t think
| had the goods. | broke in as a writer,
not as an artist.

JL: Joe, tell us why you got into teaching
at SVA.

JF:1 could be at home for eight hours
a day in front of my drafting table, just
doing comics and nothing else, but it
becomes really insular. So | jumped at
the chance to be a part of the SVA fac-
ulty. | thought my experiences would be
very helpful to young cartoonists. But
there’s a kind of a selfish reason to it. It
gives me perspective on where I’'ve been,
where | am, and where | would like to be.
It helps me be the teacher that | want to
be. | never want to be stale and stuck in
the past. My students are going to have
experiences that are completely different
from my own. This is a way for me to expe-
rience different things. It’s really enriching.
| had one instructor who was kind of
stuck in the past. A student brought in a
Miyazaki comic, something that he’d
never seen before, and he was like, “l don’t
understand what I’'m looking at. Why is
this compelling? This looks terrible.” The
student was astonished, “They’re the
Walt Disney of Japan!” And my teacher
was like, “I don’t want to live this way.”
He couldn’t see the value in drawing or
telling a story that way. The student,
obviously, was, like, done at that point.
They were like, “l don’t think there’s
anything | can learn from you.” They just
parted ways. The takeaway from that
was: Never be either of these people.

JC: It doesn’t mean that you have to
always embrace the new thing, but being
exposed to it is wonderful.

THEY MUST BE PLANNING
ANOTHER STORY ABOUT Us!
I'LL NOTIFY OUR LAWYERS !

YEAW, RIGHT NOW
WE'VE 80T TO PEAL
WITH THIS QUEEN
CHARACTER ...

HE'S BOUNG TO SHOW: UP
AGAIN, BNOOPING AROUND.
HE COULD EXPOSE US..

NOT TO WORRY.
THERE'S NOTHING
THAT COULP LINK
Us 70 THE REST

OF HARMONY/

TRUE ENOUGH , THERE'S NO WAY
TO TELL THAT REVEREND HALE 5ET US
UP HERE TO PETERMINE WHO HIS

ENEMIES IN THE COMMUNITY ARE

THAT SHOULD
KEES HER AWAY
FROM ANY
VESITORS "

| HE'S BOUND TO GET

THE PAPER'S NO FROBLEM , WE'VE
PUT PRESSURE ON THEM SUCCESSFULLY
WHEN THEY'VE TRIED TO MALIGN HAR -

: MONY N THE PAST, ..

HELLO, RANDOLPHT
YOU HAVE A GIRL AT
THE STAR CITY HOSTEL
BY THE NAME OF
LAURA GOOPMANT.

QUEEN'S NO
MENTAL SIANT, BUT

SUSPICIOUS WHEN
WE PON'T PRODUCE
THE GIRL. HE MAY
TRY SOME ESCAPE
MEASURES OF HIS - :
OWN.| e WELL, WE WANT
HER TRANSFERRED.
QBT HER READY,
WE'LL TAKE HER
UPSTATE TO HALE'S
MANSION. 4

A SET-UP! THEY'RE
ALL SPIES FOR HARMONY!
AND 1 WALTZE

D RIGHT
INTO THIS [

MY GOP! WHAT HAVE
I PONE TO LALRAF ¢

ke

NEXT I88UE:

JF: I’s not like I’'m going to start reading
Dog Man. My daughter is eleven and

is absolutely obsessed with One Piece.

| was trying to get her to read Smile or
Drama or Sisters. | said, “This is made
for you! You’re supposed to love this.”
And she was like, “No.” Like, oh, you’re
the one kid who says “no” to Smile.
That’s the other thing all the young kids
are reading, Raina Telgemeier.

JL: | remember visiting you, when

you and Raina were roommates at that
apartment on Franklin Avenue in
Brooklyn.

JF: There were a lot of stars coming

through SVA at that time. | had some
painting and drawing classes with James
Jean. Nate Powell had just graduated,
but Raina was there. Dash Shaw came a
couple years afterwards and also Becky
Cloonan. Amy Kim Ganter was in the
same class as me, she has books out
with Scholastic Graphix. Tom Herpich
and, Phil Rynda, went on to work in ani-
mation. Phil went from Cartoon Network
to Nickelodeon to Netflix.

SVA was actively trying to expand the
Cartooning department, and the pool of
talent was there, they just had to uplift
them. It was like, “Your comics thesis is
going to be exhibited in the [Gramercy]
gallery.” That had never been done



before. They had the first Fresh Meat,
this little mini comic book convention.
The same year that | graduated was the
first MoCCA Fest. A lot of stuff was
happening all at the same time.

| took Jim McMullan, and | took two
years of drawing with Jack Potter. He
was the polar opposite of McMullan. It
was so incredible. At one point, | was
taking them both. | was stacking my
classes. | took eighteen credits so | could
have two back-to-back drawing and
painting classes. It was an incredible
thing to have this yin and yang of draw-
ing teachers. McMullan was all about
the figure, form, and how the body is put
together. Jack Potter was just like,
consider 20 things in the room. How do
you make them all come together?
And the comic book people loved him
because he’d have you draw a box
around it, to define the composition. It
was two very different aspects of draw-
ing coming together. If | heard that an
instructor was a real hardass, | would
take the class. This person’s going to
challenge me, I'll take the class.

JC: | was too intimidated to do that as a
student. | tell students, if | had to do it
over again, | would do it that way. | would
just take the classes that would be the
most challenging and try to get straight
Cs, because with a hardass you’re going
to get straight Cs anyway. Right? So you
might as well do it. Don’t take the path
of least resistance.

/|

JL: Joey, after you graduated and wanted
to begin your career, did it turn out the
way you expected it to? What were the
obstacles, and how did you overcome
them? What were your solutions?

JC: Art Spiegelman was really good about
trying to hook me up with people, and
sometimes that worked and sometimes
it didn’t. As Jesus said, “Knock, and it
shall be opened unto you.” He just didn’t
say how many doors you had to knock
on. | tried to do writing for various under-
ground publications. They would pay
you 50 bucks for an article but then try
to screw you out of the 50 bucks. It

was tough to pay the rent. Until | hooked
up with Joe Orlando, there wasn’t a
place for me to work on an ongoing basis
and get paid regularly. | started on what
they used to call the DC Mystery books.
They couldn’t call them horror comics
because of the Comics Code. They were
various anthology books where you
could script a short story, five to seven
pages. You’d start by pitching five or six
little springboards, little synopses. And
the editor, Len Wein, would pick one for
you to work up as a script. You would

try very hard to come up with a visual
hook, either the setting or the situation,
that would make good pictures, and
each story would have an O. Henry or
Rod Serling—-type twist ending. If you
played your cards right, you could get a
steady stream and pay your rent that

way. In those days, | was paying three

or four hundred dollars a month for a
rent-stabilized apartment. That was
phenomenal, there’s nothing like that
now. Eventually, if you were good, or

if people took notice of your work, the
editors were eager to see how you did
on a series. The first series they offered
me was the Creature Commandos. It’s
Frankenstein, the Wolfman, and Dracula
fighting World War Il. Having spent a

lot of time around Spiegelman’s loft while
he was drawing Maus, | felt that maybe

| was not the guy who was going to show
Dracula biting Nazis. So | turned it down.
And they were flabbergasted that any-
body would turn down an opportunity
for a series! Eventually they came back
to me with other assignments, and |

was far happier.

JL: When you had Spiegelman at SVA,
did Art bring the whole class to his loft?
Or did you have a special relationship?

JC: We did, for a little while, yeah. | was
doing some odd jobs for Art, kind of
the way that Paul Karisik did later. We
were there at about the same time.
Mark Newgarden was also close to
Spiegelman at one point. So you could
see what Art was working on. | got to
hear Vladek’s voice on tape. | got to see
Raw in its nascent stages. That was
really exciting. Art had a class full of
interesting people. | think Wayne White
was there, and Drew Friedman, Mark




Newgarden, and Kaz. Despite the fact
that | was obsessed with R. Crumb and
what the underground could do, I'm the
guy who went into the mainstream. It’s
very strange that it happened that way.
But you don’t have a choice about which
doors are going to open when you knock
on them, you just know that the door
opened. | remember my very nice, polite,
encouraging rejection letter from Arcade
magazine, from Bill Griffith, which | still
have somewhere. But you know, the door
that opens is the one you walk through.
Joe Orlando got me started.

JL: How did you get into teaching at SVA?

JC: The former head of BFA lllustration,
Jack Endewelt, was looking for people
to staff the cartooning department. He
asked Joe Orlando, and Joe first recom-
mended his more favorite son, and when
they found out that there were so many
students that they needed somebody
else too, then Joe went to me. The other
teacher lasted a semester, and I’'ve been
here for, like, 30 years.

JL: Were you teaching alongside any of
the teachers with whom you had been
a student? Was Spiegelman still there
when you started teaching at SVA?

JC: Not Spiegelman, no. But | was shocked
to find that a lot of the teachers that |
had when | was a student were still there.
It was like, Welcome Back, Kotter. It was
like, now I’m being paid back for being
such an asshole. | just remember what it
was like. That’s my superpower, is that

| remember what it was like to be a
20-year-old knucklehead in class. And |
try to be understanding when [my stu-
dents are] behaving like knuckleheads.

JF: When | was Joey’s student, | knew
that he was the mainstream guy with

an affinity for underground comix. That
was really inspirational to me because

it was a crossover. The Bizarro Comics
anthology came out the year | graduated.
| remember seeing it and being like, it’s
Joey’s book! And | was taking your class
when the book came out. So again, things
came together in a really nice way.

JL: Joey, you looked to mentors for
hookups to jobs. Joe, it seems like your
recipe for success is productivity. But
let’s not forget that, Joe, you worked

at New York Central Art Supply before
making a full-time living on comics.

JC: | miss that store.

JL: Joey, did you have a low-paying job
before finding a foothold in comics?

JC: | was in the university of Barnes &
Noble for three years, where | probably
read more books than | did at SVA.

That was a lot of laughs. | would get re-
quests for things like “Bullwinkle’s
Mythology.” Tim Chamberlain is a terrific
cartoonist who did a comic about work-
ing in a comic book store, called Our
Valued Customers. It pretty much sums
up the retail experience.

JF: 1 also used to do caricatures at Great
Adventure, the Six Flags theme park.

| think that is the worst out of the worst
jobs. The art supply store was a walk in
the park compared to eight hours at the
Meadowlands racetrack and a line of
40, 50 kids and just nonstop caricature
drawing in August heat and humidity

in New Jersey. One kid gets up out of the
seat, and another kid gets into it, and
then there’s some parent breathing
down my neck. And it was just grueling,
drawing for eight hours straight, non-
stop. At some point you’re not really
even drawing anymore.

JL: Do you feel that your your drawing
practice improved from all that—
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JF:No. It would make my drawing worse.
Because you would have to intentionally
draw badly in order to get through the
day. Read Dan Clowes, “Caricature,” the
short story, he sums it up. Someone
brought in a photocopy of that, at Six
Flags, multiple copies, and passed it
around at one point, because he was like,
“This is our experience.” And it was a
hundred percent on the nose. | did it to
supplement the art supply store stuff.

At New York Central | made 10 dollars an
hour. Doing caricatures, you can make
three hundred dollars in, like, four hours.

JL: Joe, once your comics career had
begun, were there mistakes or missteps?

JF: When | was self-publishing, if | could
have done print on demand, | could have
had books that looked professionally
printed but then only as much as | need-
ed for my conventions and what | needed
to fill for the orders. Instead, | had an
apartment full of books that just were

not selling but that | had paid for. | had
not properly budgeted that out. | was so
excited to self-publish, | just threw
myself into it headlong without realizing
what | should actually be doing. Really

| just needed to get a few copies of my
books into the right editor’s hands to get
that next job that actually would pay
and get the ball rolling with my career.
Students have access to that now at
SVA. | tell my students to go to the C.I.
Lab and print your book. And they have
perfect-bound binding, so there’s no
excuse. By the time | graduated as a
senior, | had 60 pages of comics ready.

| needed to start self-publishing because
that was the only way | was going to get
people to see my work. That’s the thing:
You have to have pages and pages of
stuff. That’s what being a cartoonist is
like. If you are trying to get work but have
drawn only 10 pages of comics, editors
are going to be like, “Give me a call when
you have 80 pages of comics, because
that’s like half a graphic novel, and maybe
we can work with that.”
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Becky Cloonan showed Don’t Eat the
Electric Sheep to Rick Spears. Rick had
his own imprint, Gigantic. And Rick
said to me, “I’ve got a script, and | need
a hundred pages. | can give you a thou-
sand dollars.” | was like, | can make that
work. | had a full-time job at an art supply
store, and | was drawing in the evening.
How soon did he need a hundred pages?
Like, a year. | can do a hundred pages.
That year, | had drawn two hundred pages,
that | tried to self-publish and went
nowhere with. So | said, “Let’s do this.”

The reason why it wasn’t successful
is because Gigantic’s distributor filed
Chapter 13 bankruptcy, held all of Rick’s
money, and locked up our books. The
court order said that all the assets had
to be frozen. Rick was like, “Joe, I'm
sorry. | can’t pay you. | don’t even have
the money to publish the next two install-
ments of this book.” And | was like, “Well,
| finished it!” And he’s like, “Well, let me

talk to a guy at Image, and I'll see what |
can do.” And we did it—we ended up
shifting it and publishing it through Image.




Mark Siegel saw that | did a 300-page
graphic novel through Image and said
“Hey, you want to do something with
me?” So then | started doing books with
Mark Siegel and Calista Brill at First
Second, starting around 2008. I’ve had
a very long-standing relationship with
them. They don’t always say yes to every
project | bring across to them, it’s still
not a sure thing. So even when you have
these established connections, you still
have to be cautious. You can have these
established relationships, and then
there’s a corporate merger, or a bank-
ruptcey. | think ’'ve had the rug pulled on
me four times since then, where there
was money and a contract, like, locked
in. And then it was like, “We’ve been
bought and merged with this other com-
pany, and they’re not really interested
in doing your project.” You put your eggs
in one basket, and then that basket
just evaporates in front of your face.

Right now my strategy is, if I’'m going
to commit a year or two to a graphic
novel, | have to own it, lock, stock, and

barrel. | have to know that it is going

to sell, that it is going to hit its target au-
dience. With First Second, | know if | do
this type of book, like Science Comics, I’'m
good to go. That’s really important, prior-
itizing the work that you know is going to
be seen, is going to get into people’s hands,
and is going to bring you the most return
on your time investment. ¢
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How Manga

Artists Shaped
Their Industry

Building Community
in Comics
by Lydia Nguyen

merican cartoonists who are influenced by manga
tend to perpetuate a persistent myth about the
manga industry. This myth is that the manga indus-
try is better than the U.S. comics publishing world
because manga artists have the freedom to draw whatever they
want. Looking at the breadth of manga series that you can
buy in Japan, you can understand why some U.S. cartoonists
may feel this way. While the U.S. graphic novel market is
growing, there is nowhere near the broad readership to support
the diversity of stories and number of long-form series for
every age group that the manga market can support. And while
U.S. readers are now more aware of the intensity of an aver-
age manga artist’s schedule than they were during the initial
manga boom in the early 2000s, creatively speaking, the
manga industry still represents a tantalizing glimpse into what
U.S. comics could be for many cartoonists hoping to make
a living telling stories they’re passionate about, here at home.
If we buy into the idea that the manga industry is just
“built different,” then it’s easy to point at manga, which is selling
well in the U.S.—and even outstripping the sales of most
home-grown graphic novels—and ask “Why can’t we just make
comics like that?” But publishers like Tokyopop, Seven Seas,
and Viz have all tried to crack that nut and publish original

manga from English language creators. They have had mixed
success. If it was that easy to change the industry, it would
have happened already.

However, if we look at how manga artists and publishers chose
to consciously shape their industry over time, then a very
different picture emerges, one which provides a fuzzy roadmap
to what long-term change could look like at home in the U.S.

In fact, there are direct parallels that can be drawn between the
push-and-pull of indie comics and the demands of the tradi-
tional publishing market at home and the development of the
manga industry in Japan. I’'m interested in how some of the
most famous manga artists of their time—QOsamu Tezuka, Sanpei
Shirato, and Shigeru Mizuki, amongst others—consciously
platformed new voices in their industry.

Osamu Tezuka, considered colloquially to be “the God of
Manga,” is cited as a major influence by almost every famous
manga artist who followed him. But he did not emerge in a
vacuum, and has frequently cited his pre—World War Il influ-
ences, including Shishido Sako’s Speed Taro (which could
be argued to be the real first manga to use cinematic action
shots). Tezuka was an avid reader of comics and manga,
carefully analyzing and copying what he consumed. So it was
perhaps only natural that his first major manga series would




be serialized in a magazine created by Kenichi Kato, former
editor of Kodansha’s most successful boys’ magazine, Shonen
Club. Kato had discovered many of the manga artists that

had inspired Tezuka when he was younger.

Kato had been one of the most influential people in pub-
lishing during the lead-up to World War Il, but, like many
high-level Kodansha employees, he was branded a wartime
collaborator during the postwar American occupation. For-
bidden from working in publishing, he founded a new company,
Gakudosha, in secret, naming his wife and daughter as the
public “owners” of the company. From this flimsy ruse, Manga
Shonen was born in 1947.

Manga Shonen actively encouraged its young readers to
submit manga, drawn on the backs of postcards, to the
magazine. The best submissions were published in every issue
of the magazine. Once Tezuka’s Kimba the White Lion was
picked up for serialization in Manga Shonen in 1950, Tezuka
began to illustrate short Manga Classroom comics that
taught the readers submitting these postcards how to make
manga. Just as he had been influenced by the manga he
read as a child, these comics, while simplistic, reinforced the
message to readers that they, too, could be the next Tezuka.
In A Drifting Life, Yoshihiro Tatsumi illustrates the influence
of this direct call to action on readers, using himself and his
brother as an anecdotal example. At a young age, Tatsumi
and his friends formed a collective to try to increase the rate
that their postcards and manga were published. While they
submitted to many magazines, and other boys’ magazines
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published their work, to be picked by Manga Shonen was
considered to be the highest honor an aspiring young manga
artist could receive.

By the mid-1960s, many manga magazines had shifted
from a monthly to a weekly schedule, as anime programming
began to vie for children’s attention. While some artists, like
Tezuka—a famous workaholic—were able to adapt, other
mangaka couldn’t meet the rigorous deadlines of a weekly mag-
azine, nor could they deliver the polished and carefully
curated content demanded by big manga publishers. As manga
became more commercial, the kinds of artists that could
debut and gain a platform for their work shrank sharply.

However, by the 1960s, the children who grew up reading
Manga Shonen were entering adulthood. And while Japan
had confidently declared that it had completely recovered from
the postwar era, many of those youths who had grown up in
the shadow of World War Il still struggled to find work or moved
to cities to work long hours in factory jobs in order to make
ends meet. Still other youths, lucky enough to attend universi-
ty, balked at the expectation that they become company
men with the sole goal of making profit for the nation. These
readers, raised on manga, dissatisfied with the status quo
and hungry for cheap entertainment, would find community in
the pages of a new alternative manga magazine—Garo.

In 1964, the Osaka publisher Seirindo published the first
volume of Garo. Co-founded by Katsuichi Nagai and popular
manga artist Sanpei Shirato, this magazine started out with
the mission to teach left-wing political ideology to children but
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quickly became popular with college-
aged readers. As it reached its true
audience, the magazine began to pivot
towards featuring the next generation
of experimental and avant-garde manga
artists of the sort that couldn’t or
wouldn’t make it in the commercial
Tokyo manga industry.

Garo’s manga were not commercial,
and it managed to scrape by financially
by paying its authors little to nothing and
relying on two commercially successful
manga artists to draw an audience. One
was Sanpei Shirato, who had stepped
down as editor but continued to illus-
trate covers and to release his popular
serial Legend of Kamui through Garo.
The other was Shigeru Mizuki—whose
Kitaro had begun as an adult manga
called Kitaro of the Graveyard before it
found commercial success in shonen
magazines when Kitaro was retooled to
be more friendly to a child audience.

A BEDTIME STORY
BY BECKY CLOONAN AND TULA LOTAY

Mizuki illustrated covers for Garo and
included short comics from Kitaro of the
Graveyard in the magazine, even as the
series found its legs in mainstream
magazines. With Mizuki and Shirato’s
support, Garo was able to push the
boundaries of manga as an art form
and prove there was a niche demand for
underground literary manga. Further-
more, as manga readers grew up, mag-
azines like Garo signaled the possibility
that manga could grow up with them.
Two years after the first issue of Garo
hit the shelves, Osamu Tezuka launched
his own adult manga magazine, Com,
in 1966. While Tezuka’s commercial suc-
cess, rigorous work ethic, and undisputed
position in the commercial manga indus-
try had a huge impact on what manga
had become by the 1960s, he was in-
creasingly dissatisfied with the state of
the industry, particularly with what he
perceived to be a loss of the kind of
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community and creativity fostered by
magazines like Manga Shonen. Seeing
the success of Garo, Tezuka set out to
make his own manga magazine to ex-
periment with adult manga and make
room for the next generation—a genera-
tion he was determined to hand-select.
Com differed greatly from Garo. It was
bolstered by Tezuka but also benefited
from work contributed by the many com-
mercially successful artists that had
trained under Tezuka or his former assis-
tants. Chief among these was Shotaro
Ishinomori, whose Fantasy World Jun
was an experimental, almost wordless
comic that would find an audience
of both male and female readers, and
eventually inspire the boys’ love genre.



Com was aggressive about encourag-
ing readers to make and submit manga
to the magazine, and, very much like
Tezuka’s Manga Classroom shorts in
Manga Shonen, featured how-to articles
about making manga, critique and feed-
back on submissions, and interviews
with well-known manga artists discuss-
ing craft.

Com inspired manga clubs across the
country and published submissions
to the magazine in a supplement called
Grand Companion, which would feature
the early work of future titans of the
manga industry like Katsuhiro Otomo
(Akira), Monkey Punch (Lupin II), and
Keiko Takemiya. Takemiya would go on
to revolutionize shojo manga and create
space for boys’ love comics (much like
Tezuka, Ishinomori, Shirato, and Mizuki)
by contributing covers and segments
for the first boys’ love manga magazine,
June. Long after Com folded, manga
clubs across the country, amateur manga
magazines, manga criticism circles, and
more would carry on developing spaces
for manga to exist outside of mainstream
publishing. The most conspicuous exam-
ple is Comiket, the legendary dojinshi
(fan art) festival, which saw an estimat-
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ed 750,000 attendees in 2019.

Traditional publishers wouldn’t
seriously invest in adult manga until
the 1980s, and the resulting adult
manga was often designed by commit-
tee to appeal to the broadest possible
adult audience, with content dictated
by editors, rather than artists. Thus,
the spaces that successful artists
carved out for themselves to personal-
ly shape the next generation in the
manga industry—one of the most rigor-
ously commercial and cutthroat
comics industries in the world—are
important to study. Here in the U.S., we
should not, nor can we, blindly imitate
how the manga industry evolved. But
by understanding the compromises
that mangaka made to shape the future
of manga, we can better ask ourselves
what we can do and what we are
willing to do to build spaces to change
the medium at home.

This change can start with creators.
While Com and Garo were never profit-
able enterprises, they created demand
for manga that existed outside of the
mainstream, a demand that the manga
industry could not ignore. Likewise,
Comiket and the dojinshi market would
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receive criticism in its early years as
lowest-common-denominator amateur
manga, but as more creators built a plat-
form and community (through venues
like Comiket), the mainstream gradually
absorbed dojinshi artists and trends.
Likewise, when we look at the failed
attempts in the U.S. manga market to
create homegrown manga, it’s the crea-
tors who remain that we remember.
Becky Cloonan has moved on from East
Coast Rising to become an industry
titan in her own right. Rem and Bikkuri’s
Devil’s Candy was featured in Tokyo-
pop’s Rising Stars of Manga, but the
series continued online as a webcomic
for years before becoming a Viz original
publication. To consider manga to be
fundamentally different from comics is
to isolate the young creators inspired
by it. Would Tokyopop’s infamously pred-
atory Rising Stars of Manga program
have been as successful at convincing
people to sign away the rights to their
work, if so many young cartoonists didn’t
see it as their only path to becoming a
“manga artist”?

Mangaka of decades past, even in a
cutthroat, deadline-driven industry,
actively built spaces and platforms to
engage with the future of their medium.
Creators must build platforms for cri-
tique, for community, to share our work,
to showcase the talents we believe have
an audience, and, most importantly,
build a generation of not just cartoonists,
but readers who are willing to engage
critically and passionately with a broad
variety of comics stories. All these things
are crucial for our collective future. To
accomplish this, we must understand
what has been done before us in every
comics industry. To understand the
history of manga is to understand the
history of comics, and, in understanding
the history of comics, we arm ourselves
SO we can sustain comics’ future. ¢

CAPTIONS
1. Garo no.19, ©1966 Seirindo.
Art by Shigeru Mizuki.

2.Jdune no. 3, ©1979 Sun
Publishing. Art by Keiko Takemiya.

3. Somna, ©2024 DSTLRY.
Art by Becky Cloonan.

4. Devil’s Candy no. 1,
©2021 Viz Media. Art by Rem.

5. Grand Companion no. 2,
©1968 Mushi Production.

6. Manga Classroom,
©1950 Osamu Tezuka.



BEST CLASS EVER

This past year, | taught the very best group of students | have ever taught, in 18 years of
teaching comics at SVA.

| have heard various opinions about trajectories in education, and in student talent and
commitment. So it was extremely gratifying to experience such a powerfully brilliant group of
students so deep into my own teaching career and to do so in a way that flies in the face
of pessimism.

As | sat gazing in awe at my students’ work, | thought, “What are the factors that made this
group so stunning?” Here is my analysis:

Cultural diversity. The class was composed of approximately half international and half
domestic students. Each group brought fresh perspectives on writing, drawing, and scholarship
that helped open the eyes of the others. The international students came from countries with
distinctly different educational philosophies. We had an extremely useful mix of expressiveness
and precision and both highly personal and appealingly commercial approaches to making comics.

Mixed career tracks. Half of the group were BFA Comics majors, but the others were BFA
lllustration majors. So half the students were accustomed to dividing their time between
writing and drawing. For the others, the division was between drawing and painting. The BFA
Comics majors helped elevate the general level of writing in the class, and the BFA lllustration
majors helped lead the cartoonists to more detailed rendering with form in the drawings.

... it was extremely gratifying to experience
such a powerfully brilliant group of students so deep
into my own teaching career and to do so in a way
that flies in the face of pessimism.

Complementary strengths. Some students were naturally brilliant with character expres-
siveness, while others drew fantastic architectural environments. Others showed excellence in
lettering, design, and composition. With a group this capable, my job was to get the students
talking to each other so that the strong skills could begin to pass between them.

Stylistic variety. Each student began the course with preconceived ideas about how to
create comics professionally but in a way that might be overly constrained by conformity. It was
very gratifying to see each student let go of these notions, wrestle with the assignments and
materials, and embrace their natural tendencies, integrating them into a personal and distinctive
style. The variety of styles on the wall on the final day of the course was truly stunning.

Will | ever have another class like this? It is impossible for me to know, but perhaps this
group’s beacon of excellence will be eclipsed by the brilliance of a future class. If so, maybe you
will be in that class.

Jason Little
Comics Coordinator
BFA Comics



2025
BFA COMICS

Portfolio Selections



18

WHAT'S LEFT TO WRITE, MATEZ
AIN'T YOU OFF TO JOIN THE BIG BANPF)

Walnut Liu

WALNUTLIU.COM

WE HAVEN'T WRITTEN
ANYTHING IN AGES.

/" 50RRY, MAN. T PIPN'T

MEAN ANYTHING BY IT.
I'M JUST WORRIED
YOU'RE GONNA LEAVE
U$ SUPPENLY.

I MEAN, I PIP SEE YOU ANP
TREVOR TURNER TALKING
ANP WORKING ON LOGIC PRO
IN THAT CAFE.

/I NEED SOMETHING
(o keep me eusy.




YOU'RE ONLY INTERESTEPR 'CAUSE
YOU SEE AS FOREIGN TO US
15 A BI6 PEAL, INNITF THAT
TREVOR TURNER SOUNPS LIKE
BLOOPY JUSTIN BIEBER.

THE WHOLE BAND'S
FULL OF POSH TWATS,

PULLING N LITTLE GIRLS
FOR CASH!

WE'RE THE ONES MAKING
RBEAL MUSIC HERE!

HAVE YOU EVER
WRITTEN A SONGF

My AND WHAT HAVE YOU DONEZ

YOU'RE JUST GONNA
WALK. ANAY FOR SOME

AFTER ALL THESE
YEARS TOGETHER,
YOU'RE EVEN LEAVING |

e ALL OF IT'S FOR THE MONEY. ,

THIS /& THE
WRITING SESSION, MATE.

ANP I WROTE THE SECONP
THE LS FOR

I PON'T THINK NOW'S -
THE TIME FOR THIS...
I'M GONNA HEADP OUT.
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20 Shayne Keys

@THEARTOFSHAYNEKEYS

WITH ALL - ¥ ; 2 WITH
OF MY BEING, i | THIS BLOOP
REVEREND MOTHER. 2 | | T AwAKeN THE
i . " GREAT HEART
OF GA'DVI! 4

THROUGH HIS
MIGHTY VENTRICLES ' GRANTING
A MAY HE FILTER BLOOP TO | e
- TRUTH! USHERING YOUINTO GH;SH:?NP
GOPLY POMAINS! -

. STEEL THYSELF,
YOUNG ONE, S0 THAT You o »
MAY EMBRACE SELICA'S S THROUSH

FOR WE,
= . SISTERS OF VEINS,
| .
HOLY wiLL! 4 HER GRACE ANP ARE HUMANITY'S ONLY HOPE
HER ZRACE ALONE PO - TO RECLAIM THIS
WE HAVE THE HOPE OF ACHIEVING WORLP!
THE TRUEST OF HAVENS!

WHO HAVE PONE S0
BEFORE YOU...

...UNITE YOUR
HEART WITH THE
THUNPERING BEATS OF
GA'PVI'S!

YOUR HUMANITY,
ATTUNEP WITH THE FLESH
OF GOPS!




;.' ABSOLOM HAS
4 EVERYTHING TAKEN

THE BOAR
HAS REAREP HIS

HIS RAGE Y.
IS BLINPING.
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Gwenevere Vargo
GWEEBLYBLEEBLY.ARTSTATION.COM

Mnm

37{ AN




COME ANY CLOSER
AND THESE LOSERS GET
BLOWN TO BITS

THE BOMBS
GONNA GO OFF
IN THREE MINUTES,
EITHER WAY

KEEF CHASING ME,
OR YOU CAN START
EVACUATING

23
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Noir-Monet Purviance
NOIRS.CARGO.SITE

I'M SORRY,
ABRIEL, I JUST...

I DON'T WANT
YOU TO.
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I REALLY APPRECIATE
ABRIEL.

/.-.,HE'D PROBABLY BE THE

AND FOR ANYONE ELSE.. \ FERFECT BOYFRIEND.

/ 7 |
Al 2

BUT, FOR SOME ...I'VE NEVER ALLOWED

EEASON,,.B il
=R RO, A\ HIM TO BE THE PERFECT
" BOYFRIEND FOR ME.
e . [ | T wisH...
HE'S NOT RESpOMNDING
To ANY OF MY |
I\"', TEATS...
S II;W.J"H \_&{\\d

=

*SIGH* HE'S SO GOD-
DAMN DRAMATIC.

IT'S JUST HAND-
HOLDING.

N

DATING HIM IS PROBABLY. ..THERE WAS AN EASY

THE WORST MISTAKE I'VE WAY TO TELL HIM THAT.
EVER MADE.
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Ryn Heller
RYNHELLER.COM

e

I want to ask you somct Why do you
e not take a more
efficient form?

Even when the Earch | [N Fio% fronis that of

is no longer man’s, 2
there will still be afraid of deat

& 3,0
> then I would \
truly pity you.
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28 Aristedes Ulloa
@CHEEESYBOOK

Hewo =y

EVERyone/ . THEY WILL EACH

DUETOA PLAY A SONMG AN YOU

SCHEDUUING ERROR.,
WE Eov Tob h DEUDE' WHO

K 5ANDS TONIGHT

arAYS
r,‘, POavEe |

8" HOW DOESTHAT




HowD YA

LkE THAT?! ]

WE HAVEN'T
EVEN PRACTICED N

NOW e

IT UP FOR ...
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STOP WAVING
THAT STICK
AROUND! WE
CAN OUTRUN
THEM!

Peter Chodelka

PTR3E.WORDPRESS.COM

ARRESTING
ME FOR WHAT?
SAVING YOUR

WHAT'S Your
DEAL WITH FIRE
ANYWAYST

ALL THIS wooD
AND vYou
CAN'T EVEN
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BUT INEED TO
KNOW WHY A WHOLE
FOREST IS OFF
LIMITS...




Melanie Turner
MELTURNER.CARGO.SITE

YESTERDAY'S BUT MORE
MISSION WAS A IMPORTANTLY, YOU'VE
CLANDESTINE OPERATION. e RISKED EVERYTHING
aND YET, you were BT THE HIDDEN ORDER
NEARLY MADE =
= 1 YOUR ABILITY, YOU HASBHILT.

WOULD'VE BEEN...

THE CONSEQUENCES ‘\Ezzhz

OF OUR OPERATIONS BEING
DISCOVERED COULD
BE FATAL.

ALL BECAUSE
YOU USED YOUR
ABILITY.

NOT ONLY

FOR US, BUT FOR
EVERY ABILITY-USER
IN THE COUNTRY.

BUT MISSION
CONTROL SAID- }

YOU'RE VERY
LUCKY TO HAVE
ME HERE TQO CLEAN
UP YOUR MESS.

THANK YOU, \ |
{ MS. CHRISTIE...

.NEEDTO
INFORM LADY

CHRISTIE OF THIS
IMMEDIATELY'!




THE DRIVE'S
SECURED.

/" I'M HEADED
BACK TO HQ.
LET MS. CHRI—

UNKNOWN ABILITY

DETECTED!

UNKNOWN ABILITY E
DETECTED! >

YOU'VE
GOT TO GET
OUT OF THERE.

I DIDN'T
USE MY ABILITY!

I'VE HACKED
THEIR SYSTEM FOR
NOW. ONLY A MATTER
OF TIME BEFORE
THEY REALIZE.

§

IS THIS ONE Y|
OF THE BOSS' |
BUSINESSES? /=

{ T'VE NEVER

SEEN THAT
BEFORE.




Mouse Connell
MSTORMCLOUD.COM

ST
'LL GO DI EM,
AND YOU GUYS SNEAK IN! 7 IS - e

. FROM THEE!! Ja

ant .'
¥




e ) ISUTR

7
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Keyi Song

& LeT us HeLP You, \
BAY WHO WANTS |
- HIS REVENGE.

N e B S s .



¥ HIS
MAJESTY HAS

‘WL COMMANPEP..

..RETURN TO

THE MAIN CITY

IMMEPIATELY.

16 THAT CHAOS? ¥
THE EMPEROR’'S
PRAGONZ

TERRIFYING
CREATURE
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Liah Yu

@LYONLEONS

"TWAS QUITE A SHOW
YOuU PUT UP TORAY.

GREAT AS ALWAYS,
BUT SOMEWHAT
UNPERWHELMING. .,
I COLLPN'T HELP BUT
FOLLOW YOU HOME.




In the after-party
@w‘ .

S

The pas dissected and
discussed right before my eyes.

Acclaim and fame seems to = 1N WHAT AM T
escape from my grip every time. MISSINGZ




Dylan Mitchell




THE SIMULATIONS—THE
ANIMAL RLINS—WERE ALL
SUCCESSFUL!

YOUu'o 8 MORE
HELP WITH A SACK
OVER YOLR HEAD

HI DR. FERELLIN. THIS IS
PIYA CALLING FROM THE INTECH
CORPORATION, TO INFOPM YOU THAT DLE
TO LUNDERPERFOPMANCE FRPOM YOUPR
DEPARTMENT, YOUR SPONSOR HAS DECICED
TO CUT FLUNDING TO YOUR PRESENT
PROJECT STARTING NOW,

POCTOR—NO, NO,

THAT CAN'T BE RIGHT, LET ME
TALK TO THEM—

NOYf NOS JUST
\ LET ME TALK TO—

41

I COULDN'T HAVE MADE A
MISTAKE LIKE THAT,

HOWEVER, Oue \
MILITARY COLLABORATORS
HAVE SHOWN INTECEST IN
FLINDING A CONTINUATION,
BIVEN THAT IT'S HEADED
BY DP. WASBNER.,

' IF YOU cOULD
LET HIM KNOW,



Ian Shelak

@IAN_SHELAK
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Tori Mather
TURPOTYPO.COM

ILL gust
CcLIMB UP

WHAT ARE YOu
DOINGP!P!




Sarah Sirico

THIS IS LUMENSILT
WHERE'S LINA

BO0! I'Mm
RI1GHT HERE!

. NO BUT I NEED TO BE
“1 EXTRA CAREFLIL WITH
HOW CLOSE T AM
TO LUMENSIL.

DOES YOUR DAD
WANT YOU BACK

HIS MATESTY PRIORITIZES
MY SAFETY ABOVE MY
FREEDOM SO, YES..

THERE YOU ARE.
DID YOWU SEE
ANY GUARDS?

I STILL NEED TO FIND
MY DAD, BUT WHAT DO
YOU WANT TO DO NOW?

=] L DON'T WANT TO GO HOME BUT IF
=N THE TRACKING MAGIC IS CORRECT,
= YOUR DAD’S KIDNAPPER
IS PROBABLY FROM

THE ROYAL PALACE..
o ; -

= TS OK IF YOU
C!\N’T COME WITH ME
b

I'LL FIND
\ A WAY ON
.. A\ OWN

g

IT'LL BE MUCH EASIER
TO SNEAK IN WITHOUT
A NOISY, CLUMSY FAIRY
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Isora Shaheen




Yuenchenzi Xie
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Derek Liu
@DEREKHMMMM

NORTHERN
BATTLEFIELD, 2909

995 YEARS SiNce
B THE GREAT WAR
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Nathalie Ventura
WHATTHEFUDGENANO.WEEBLY.COM

WE’'RE SORRY
FOR LAST NIGHT!

WE UNDERSTAND

HOw IMPORTANT

GooD News! 4
GET To STAY FOR

THE STADIUM T WAS

SUPPOSED TO PERFORM Y
AT WAS CRUSHED BY A ju==

GIANT PRET2EL!

N
A FEW MORE WEEKS! >
s’/\

YourR J0B IS Now!

I—
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Isaiah Manderson
AAAAAAAAAAAAAAAAAAAAAAAAAA

YOU SHOULPN'T
HAVE PONE THAT,
YOU RAT HOBO




Jacob Breiter 51

ourselves, and slurp
deeply from the sacred
Soda Unconscious.

Drink until

: ‘,A straw should

2 we draw Dei)] [} O Y04 | WK SB [bottle projects the

the glass bottom
of our proverbidl

s,
1 _

R e L
| Dr

dearest

aw? Nonono, £ NF¥

ideal image towards
the accepting arms
of the blank canvas.
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Enze Shi

LOSING MY SON WAS UNSPEAKABLY
DEVASTATING...BUT ANOTHER NEW,
STRANGE FEELING FOLLOWS ME.

I'VE FELT INCREASINGLY UNEASY,
AND MY HEALTH HAS DETERIORATED
RAPIDLY, AS IF THIS... THING IS SLOWLY
PRAINING THE LIFE OUT OF ME

I'VE CONSULTED MANY
SPECIALISTS OVER THE PAST TWO YEARS,
BUT NONE COULD HELF ME.

I EVEN TRIED ALL KINDS OF
EXORCISMS, BUT NOTHING WORKED...
THAT'S WHY I CAME TO YOU.




Kelly Herzegovitch

SHL(T UP. WHO ARE YOU? WHAT

ko you WANT HUH'—" MY OTHER

NO WH-WHY
WOULD I—WHAT?

I-I WAS SENT 8Y THE KINGDOM TO TRY TO
DEFEAT DATURA! THE MAP THEY GAVE ME LED
TO THIS PLACE, I DIDN'T KNOW ANYONE ELSE
WAS HERE, I SWEAR!

THEY CHOSE YOU? DO YOU EVEN
KNOW HOW TO FIGHT?

W
Lotu\“-‘:

PAGE! OF
COURSE
1.00f .

OMELAS OR WHEREVER, YOU DON'T |

~ /YOU SHOULO LEAVE, 60 BACK TO
WANT TO 8E HERE RIGHT NOW.

I CAN'T DO
THAT!

I HAVE TO STOP THE
LOCUSTS BEFORE THEY
DEVOUR THIS PLACE,
DESTROY ITS HEART!
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Cameron Carillo




Cris Ouyang

a new friend here. }\
Her name is lris! b \

Afew days later Il"""“_ _
(/ Mom, Dad! I've made l
| i

i )

I know you worry
about wie, but... having lris here
makes me feel normal,

like everyone else.

/f:u/c;l ling because we've ~

noticed some... concerning

o behaviors in Lily. —

55












