TRANSCRIPT
Edited for clarity and accuracy

Shelley Wall: Okay, well, thank you, Matthew.
Hi, everybody welcome to today's event: Publishing Graphic Medicine.

Thank you for attending, and thanks for those of you who were able to
make a donation. It's contributions like yours that enable us to put on
events like this to bring the Graphic Medicine community together.

The ‘us’ in that sentence is the Graphic Medicine International Collective,
or GMIC. GMIC is a registered, not-for-profit, organization dedicated to
guiding and supporting the use of comics in health.

My name is Shelly Wall, and | am one of the Board members. I'm based in
Toronto, Canada.

We currently have 10 volunteer board members, many of whom are here
today and will be ready to answer your questions about graphic medicine
and GMIC, later in this session.

In addition to today's events, we have a lot of projects on the go, and
before the panel starts, | want to take a few minutes to mention some of
them. We sponsor an annual conference. They've been held in the US,
Canada, the UK and Ireland, and it's quite possible that some or many of
you in attendance today have been present at one or more of those
conferences. | recognize many of the names in the participant list.

Some of our other initiatives include our website, graphicmedicine.org
which strives to be a repository of all things graphic medicine related. It's
been growing for many years and has become a very robust resource for
anyone interested in this field.

We have a podcast featuring practitioners of graphic medicine.
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We give out annual awards for outstanding works of graphic medicine. We
base this on a careful jurying process, and there is a cash award
associated with those thanks to the generosity of Kevin and Mary Wolf.
We have a growing collection of hundreds of book reviews, also overseen
by Kevin Wolfe. If you'd like to contribute a book review, please contact
us. We have a lot of comics waiting for review.

We have a syllabus repository for educators in the graphic medicine
space.

We facilitate an ongoing project to pair storytellers with artists to capture
the experiences of frontline workers - frontline healthcare workers, but also
other frontline workers. This began as a project to capture the impact of
the COVID-19 pandemic. And now we have a project on the go to look at
the impact of the withdrawal of reproductive rights in the Us.

We're pursuing an archiving project with the Billy Ireland Comics library
and museum in Ohio and we have relationships with sister organizations in
Spain, Japan, and Italy. You can find links to their sites on
graphicmedicine.org.

Since 2020 we've hosted a regular drawing together event where people
can draw draw together and share their experiences.And as part of
today's event. Board member and New Yorker cartoonist, Ben Schwartz,
will be hosting a special edition of drawing together, so make sure you
have your drawing implements and paper or tablets ready for later in the
session.

| mention all of these things that we have on the go, because it's important
to note that we're not a dues paying organization, so we don't have a
stable source of funding.When we incorporated in 2019, we made a
deliberate decision not to charge a membership fee because our
membership is anyone who wants to participate in our initiatives who's
interested in graphic medicine. We didn't want finances to be a barrier to
participation. Accessibility and inclusivity are core values for us, and we're
always trying to improve in that regard. So instead, our revenue comes
from things like the annual conference, what is left over after the costs of
running a conference. Various small grants we can obtain dedicated gifts,
such as the Peter Burns Scholarship, and the annual GMIC Awards,
income from affiliate links, such as bookshop.org, and from donations
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such as yours. So thank you again, those of you who are able able to help
and thank you to the group who put today's offerings together.

I'm going to turn this over to Alex Thomas. He's a GMIC Board member,
pediatric immunologist, an amazing cartoonist, and he will introduce and
moderate our publishing panel today. Alex is the creator of Iggy and the
Inhalers, an award-winning comic-based educational program that
educates kids about asthma. And he's the co-founder of Booster Shot
Media, a company that educates people of all ages about complex health
topics, using the power of comics. So with that, Alex, | will turn this over to
you.

Alex Thomas: Well, thank you so much. Shelly. Thank you. Everyone for

joining us today. This is a really exciting session and an online event that

we are really excited to be sharing with everyone before we get started. |

just want to echo some of Shelly's sentiments that we are hoping that we
can encourage anyone who's inspired to donate to graphic medicine.

We're a volunteer run, nonprofit organization, and we are using the funds
that we are able to generate from those who are interested to do things
like today's event, as well as all of the other great projects that Shelly has
mentioned. So if you donated to register this event, thank you. And if you
feel inspired to donate some more, that's great as well, there's a link that's
in the chat. You can make a one-time donation or a recurring donation.
Anything helps, and we make the most of, you know, every every amount
of money we get to continue to provide these kinds of offerings.

So without further ado, I'm really happy to introduce these wonderful
panelists for this session today.

| think that a lot of us don't really have a great understanding of how
publishing works. And so this is a great opportunity to be able to have a
discussion with people who publish comics, especially in this relationship
to graphic medicine. So I'm hoping that we have a great discussion, and
we can answer a lot of the questions that all of us have had, and maybe
get a chance to have a discussion about how maybe there's different
philosophies and approaches to publishing graphic medicine amongst
publishers these days.
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To begin with let me introduce our great panelists. First we have Lawrence
Lindell. He's an award-winning cartoonist, educator and artist, as well as a
musician who co-founded Linnea House with his spouse Breena Nunez in
2020, and he's involved in has been involved in DIY self-publishing for
over a decade.

Next we have Barbra Dillon. She is the co-founder and editor, chief of
Fanbase Press, a GLAAD media award winning, and Eisner award
nominated Publishing Company.

Next, we have Kendra Boileau, and she is the assistant director and editor-
in-chief of Penn State University Press, and the publisher of the Press's
graphic novel imprint Graphic Mundi.

And finally, we have Liz Francis. She's the founder and publisher of Street
Noise Books, which is an independent publishing company, with a focus
on heavily illustrated and graphic novel nonfiction based in Brooklyn, New
York.

Thank you all for joining us today.So to start off. The first question | want
to ask each of you is, how would you describe your publishing house, or
imprint in a few sentences, and and how do you feel it relates to graphic
medicine in in general? Why don't we start with Barbra.

Barbra Dillon: Thank you so much, Alex, and thank you everybody for
being here. In terms of Fanbase Press, our tagline is that we celebrate
fandoms and create new ones. In the nearly 15 years that we've been in
operation we have operated as both a publisher and a media outlet, and
most importantly, a community, we seek to offer a safe, open space for
folks to celebrate their fandoms and to bring their stories to life. So | think
what is most important for us is that if you have a story, if you have
something that you would like to bring to life or to celebrate another story,
we want to help you in that, whether it be in publishing the book or in
providing you with support. If you were a creator with reviews, interviews,
podcasts. But when it comes to our storytelling, what we most like to do is
to offer resonating characters, stories that will have an impact that will
leave you either asking questions or initiating conversations, because |
think the power of storytelling is what's so important. It enables us to
learn to heal, to grow to process really challenging concepts. And | think
that's exactly where graphic medicine comes in. Graphic medicine is able
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to provide, through a wide variety of utilization, whether it be didactic
storytelling, whether it be fictional storytelling, there's so many
opportunities, but ultimately to be able to connect us in ways that others
aren't able to.

Alex Thomas: That's great. How about Liz? How would you describe your
publishing house?

Liz Frances: Hi, everybody! I'm Liz Francis, from Street Noise Books and
we've been in existence for four and a half years. Our tagline is,
unapologetic, authentic, and politically relevant. We have a commitment to
provide a platform for the voices of marginalized people. So the books that
we publish tend to have a radical intersectional feminist, queer, and
inclusive vision. Out of our 25 books we've published so far, | would say
about 6 of them have been, could very much be considered, part of the
graphic medicine area. And I'm incredibly proud and grateful to all of you
in this today for having awarded Nervosa by Haley Gold, the very, very
prestigious graphic medicine award for 2024.That was just amazing, and
such an honor for for Haley and for us.That's my pitch. That's my spiel.

Alex Thomas: That's good. Yeah, we're all big fans of Nervosa. That's a
fantastic book, Kendra. How about you? How would you describe your
imprint?

Kendra Boileau: Hi, everybody. first of all, thanks for having me today.
Graphic Mundi is an imprint of Penn State University Press. We are a
nonprofit publisher, and we publish primarily graphic nonfiction. We have a
couple of fiction titles on our list. Our tagline is, drawing our worlds
together. Emphasis on the word worlds, because we all sort of inhabit
different worlds in different ways. And so diversity is central to the ethos of
Graphic Mundi. Diversity in terms of the perspective of creators that we
publish in terms of language, of origin. Of some of the graphic novels we
publish - we have published quite a few translations into English from
other languages - diversity in terms of topics, and also in terms of genres.
So our primary genre at this point, | would say, is graphic memoir following
that we have quite a few graphic journalism titles, and then we have some
books that are some graphic novels that are adaptations of more
academic work or of classic literature. And finally, we have a couple

fiction titles on the list. The connection to graphic medicine is that

Graphic Mundi is built on the work we've previously published in Graphic
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Medicine. As, as some of you know, we have been publishing the Graphic
Medicine Book Series, since 2015 is when we published Peter Dunlap
Shohl’'s My Degeneration. The founding editors for Graphic Medicine are
lan Williams and Susan Squire, and that series continues alongside
Graphic Mundi. That’s our connection to Graphic Medicine.

Alex Thomas: Great. Thank you. And, Lawrence, | know your video is not
working, but if if you're able to hear us, how would you describe Linnea
house?

Laneha House: Yeah, okay, we don't really have a tagline. But | guess it
would be like, family run and community driven. We kind of come from that
perspective. As far as graphic medicine. It would be more the autobio
comics from my spouse. And | dealing with mental health stuff and things
like that. As far as what we publish, it's more online comics. But the
purpose is as cartoonists. We wanted to give kind of like freedom and
space to other cartoonists and allow them to kind of have a break, and
really, get paid, but also cope with what it's like to be a cartoonist if that
makes sense. Our philosophy isn't really based on doing books. We're
more providing space for our community where we could still give them
money. It could help them live, but also give them space like a mental
break. So it's like a different form. Graphic medicine in that way, where it's
like the physicality of actually providing some type of resource as opposed
to the stories we tell amongst ourselves that are like autobio. Let me know
if that makes sense.

Alex Thomas: No, no, | think that makes sense. When you say space, do
you mean like like that open mic space on your website, where you have,
like a a forum for cartoonists to be able to share their work.

Laneha House: Yeah. So we pay a cartoonist, we pay them, and then we
allow them to just do what they want, as a sort of break from maybe
working at your regular jobs, if you like. Or if you do graphic novels, these
things take a lot of like mental space and physical strain from cartoonists.
So to have a space where you could just be allowed to be free. It does
wonders for your mental health. So yeah, that's what we try to provide.

Alex Thomas: That's great, that's great. So you know, one thing that | love
about graphic medicine is that the actual definition is so nebulous, and |
think that's great, because it can accommodate for a lot of different needs.
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One of the questions | had for each of you is, how would you define
graphic medicine? Or how does that definition kind of fill your the types of
works that you would like to represent? Why don't we start with Kendra.

Kendra Boileau: So graphic medicine. | think graphic medicine operates
on a number of different scales, obviously primarily at the level of of health
and illness and wellness and disability. But you can also scale scale that
up to engage with issues that go perhaps beyond the human bodies, you
know. So memoirs about one person's struggle with some sort of iliness.
You can scale that up and and publish work about what it feels like to be a
person in today's world, you know, and all of the kinds of trauma that
we're we're faced with from a number of different fronts. Whether it has to
do with, you know, wide scale war or a dying planet, that kind of thing.
There's so much that affects us as as human beings, and | personally like
to take a more capacious look at at graphic medicine. | know people have
different different ideas about what graphic medicine means to them, but
that's that's what | would say.

Alex Thomas: Does anyone else would like to answer that question? Liz,
go ahead.

Liz Frances: Well, 1st of all, | love what Kendra just said. | feel like it's
really beautiful and | think that it really encompasses a lot of what | feel
about the importance of and the and the widespread reach of graphic
medicine. But when I'm thinking about it, | have to tell you a story. Before |
even launched street noise, when | was just reaching out to people around
the country to try to find people whose work | could publish, | met this
woman at a Zine fest in Philadelphia. It was a very small little Zine fest, and
| traveled down there for the specific purpose of trying to meet creators
and see if there was anything out there | was still like so naive about how
this was going to work. Where would | find people to publish on Street
Noise? | met this woman named Maria Sweeney, who at the time was
doing art with her then partner. She was creating beautiful art, but it was
for her partner's stories. They weren't memoir. It was all fiction. But as |
got to know her, | you know | was fascinated. Her art was beautiful, and so
| chatted with her and discovered well, | saw right away that she was in a
wheelchair, and then | discovered more about what her life has led has
been like and leading up to this moment. And | said to her, I'm fascinated
by your story, and | wonder if you'd ever be interested in exploring the idea
of doing a memoir. And she was very shy about it, but also sort of
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interested. | took her information. | bought her zines. | brought them home
to my then office where | was starting Street Noise. | kept in touch with
her, and | immediately | did research, and | found out there was this thing
called graphic medicine, and | hadn't heard of that before, but the more |
read about it as an organization | was like, this would be perfect for Maria.
So | emailed her. And | said, “Remember, we met on Saturday at the Zine
fest? Please please stay in touch with me, and if this can be of any help,
here's a website that | think you should check out. | think these people
could be useful.” She since then got incredibly involved, you know she
found it so supportive, and she came to me years later. Actually she had
an agent, and her agent came to me and said, | have this book, and | was
like, Are you kidding. It's Maria's book. | was like, “l need to publish this
book! I've been wanting to publish this book for years!” We published it in
July of this year. It's called Brittle Joints and it's blowing the world apart.
It's beautiful, and it's gotten three starred reviews already. It was just
named as one of the New York Public Library picks of the year of best
graphic novels, and she's going to be doing a an author talk via zoom in a
couple of weeks for that. So that's my personal connection to Graphic
Medicine. That was like the first time | ever heard of graphic medicine. And
| just think it's an amazing concept. | think that the power...the reason |
started Street Noise in the first place, and and really wanted to focus on
graphic novels, is that | recognized that there was an incredible power in
the combination of words and images, and how we can share our own
truth and our own story through this combination, and thereby open
people's minds, and help people to be more empathetic, to be more
compassionate, to understand someone else's reality. So every book that |
publish | publish with that aim is to try to make people open their eyes and
and see things differently. And | think that that's what graphic medicine is
all about, whether it be memoir or other forms of graphic medicine. | think
that the the form is helping to expand the reach of these stories and and
get people to learn things that they wouldn't have otherwise known. So
that's that's my thought.

Alex Thomas: That's fantastic. Does anyone else have any thoughts about
graphic medicine as a topic, and how they may define it? Yeah, Barbra.

Barbra Dillon: Liz and Kendra said it so beautifully. | agree wholeheartedly.
| think the only thing that | would really add is that for me, | am much more
interested in being inclusive of what can be graphic medicine rather than
what maybe defining what isn't graphic medicine. | think that there are so
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many stories and so many ways to tell stories. And | think that's what's so
wonderful about the sequential art medium, it is ever changing. And there
are always new ways that we are utilizing the format, to be able to provide
stories and to do storytelling, and so that | think that you know. Memoirs, |
think, are the most well-known avenue for graphic medicine, but | think
that both nonfiction and fictionalized storytelling can do so much, | think.
At the heart of it, it's the message, and it's the representation, | think, that
if someone can see themselves represented on the page. Like Liz was
saying, that if you can, outside of your own lived experience, learn to
empathize with someone else's experience that may be completely foreign
to your own. What a wonderful opportunity to do so, whether it's it's
nonfiction or fiction.

Alex Thomas: That's great. Yeah. | mean, | think Ripple Effects is a great
example of, you know, a work of fiction that relates to very real topics that
you know, that connects with a lot of people and in really strong ways.

Liz brought this up, and | think a lot of a lot of you know, people in our
community are working on comics and and have a lot of questions about
some of these process, the elements. And so so you, Liz, your experience
with Maria brought up a question that we had, which is you know right
now how how important is kind of the traditional role of having, like an
agent and having a portfolio to present that publishing houses is versus
having your own cultivated following community, where you create your
own audience and then attract publishers that you feel like there's in terms
of the worst you all have produced. Is there a way that you feel like is a
more common way, or or more easy way to to find works that you
eventually publish? I’'m going to call on Barbra.

Barbra Dillon: So | think that this answer will be different for everybody,
and | think that we on this panel are representing the more smaller to mid-
sized publishing houses. So our answers may be very different than a
Penguin Random House, or a Simon and Schuster from Fanbase Press.
Specifically, an agent is absolutely not necessary. You can email me any
time of the day, and | will absolutely answer you most of our publishing, if
not all, comes from submissions that we receive. And so | am happy to
review each and every submission that | receive, agent or no. And
honestly, | think that's the wonderful thing is that if you look at our catalog
of books, a lot of them are from authors who got their start with us, that
they published their first graphic novel with us, and | love the opportunity
to provide a platform for someone to share their voice. Because it is very

Page 9 of 30



tough. It's a tough landscape to be a creator and to find a home with a
publisher. And so, you know, if we can provide that opportunity, we're
happy to do so.

Alex Thomas: Kendra for Graphic Mundi. How are most cartoonists
connected with you, with works that they have.

Kendra Boileau: | would say, less than half come through agents and the
rest come from my connections in the field or over the transom. The thing
about agents is that they they can expand a creator's access to
publishers, especially the larger publishers, who won't take unsolicited
submissions from non-agents. But | definitely don't for a publisher like
Graphic Mundi and and some others here, | don't need an agent to acquire
a project. What | need is a really strong proposal, and some agents will
help creators develop a strong proposal, others not so much so. If you're a
creator out there, and you're looking for an agent, | would definitely spend
some time speaking with potential agents about how they view a strong
proposal. That that's that's the first thing to consider, | would think, before
even considering an agent is is putting together a really strong pitch.

Alex Thomas: And Lawrence, you know. So | also come from a world of
DIY publishing. So so this also is is kind of outside my area of expertise.
But for for you, especially with the way that you're promoting, you know,
and paying cartoonists to give a forum for their space.How do you go
about finding those cartoonists or choosing the ones that you you do
feature on your online space?

Laneha House: Yeah, | was gonna say it's more so just involvement in
community. But for this question | could speak as a creator who publishes
with publishers, and also who publishes other people in the process of
pitching, not pitching, and things like that. So | did a book with Random
House and then Drawn & Quarterly and a lot of the processes are different
with Random House. It was because | do so many comic shows like |
meet a lot of creators and publishers at Zinefest and comic shows and
through doing panels and things like that they become familiar with my
mini comics and zines and things like that. Drawn & quarterly was pretty
much how y'all take your submissions like you were saying like we could
just email y'all. And then they look at it. And then they want to see, | think
it was like, 24 pages of finished comments stuff like that.
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As someone who publishes with publishers and not publishers. | would
say, if you could do yourself try that first just because there's a lot of
freedom in that, and you get to experiment before you commit to doing
something with a publisher like I. | really want creators to be okay with just
creating and experimenting type of thing. Because what I've noticed
amongst my friends is you pitch something, and then, if it gets turned
down that can ruin some people.lt's really hard to kind of be like, well,
everybody else is getting published. Why am | not getting published?
And there's validity in doing comics on your own, because it's all just
comics. It's not about the publisher, no offense to nobody | love if you
could publish something great and help the creator. That's great, but it's
all just comics and there's merit in DIY publishing, small publishing and
large publishing. But at the end of the day we're here because we love
comics. And that's the focus. So we could get creators to kind of be like
you can do on your own. And then, if you want to pitch something or
someone approaches you to pitch, do it like that. But learning that you're
not better because you were published by a publisher, but you just happen
to make it through that kind of crack of like. Oh, this aligned at this time,
and this worked as opposed to, “Oh, I'm getting published because I'm
the best at comics” like is, if yeah, | | talk from that perspective because |
work with a lot of youth, and | remember what it was like for me as a
creator, as a youth, and if | could switch that kind of perspective. Yeah,
that's that's my little 2 cents of like as a creator, like what it's like from the
side of pitching as a creator.

Alex Thomas: | mean, that's a great perspective to have kind of from both
both sides of it. That's fantastic, | think you know, along the same lines. In
terms of what Lawrence is just saying for for others you know, what are
the expectations? Do you think that a creator should have when working
or entering into a project with a publisher? Are there certain tips or things
you wish that creators would kind of know going into it are there pitfalls
you've noticed when you start working on a project with with the Creator.
How about Liz?

Liz Frances: Well, thank you, Lawrence, especially for giving us that
perspective. | think it's really important. | know that creators obviously
have a lot riding on whether they're going to get published or not. That's a
really agonizing kind of experience to be in place to be in and | think that
it's important that you realize that just what Lawrence is saying just make
your art and get it out there. And if people read it. That's what you're all
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about, you know, and sure maybe I'll meet you at a Zine fest and want to
publish a longer book that you want to do later. But that's not really the
point, is it? It's really about doing your work. A thing that I've noticed is
each one of us, each. Every publishing house is different. So | think it's
really important when you go into working with a publisher, or, you know,
when you’re discussing, possibly working with a publisher to find out what
that house, how that house works. Every time | talk to different publishers |
learn that, well, the way | do things isn't necessarily the way everybody
else does things. You know | do things because | came from a background
of working at Scholastic, and before that at Penguin Random House. And
so | sort of picked up a lot of habits from and and ways of of doing things
from those experiences. | tend to be very hands on in my editing, and | hire
an editor, a freelance editor, to work on each individual book, and | try to
find someone who | think will be a good match for that author. So there'll
be mutual respect. And then that freelance editor and | both really actively
work with the author to help edit the book from the very beginning and
help you sort out how it should go, and and the best. My view is always
trying to make the book the best it can possibly be. That's my perspective.
Some people have a different sort of views that they bring to it. But that's
where I'm coming from. And so I'm very hands on. |'ve heard that other
publishers, you know, some of the bigger but not biggest publishers of
graphic novels, sometimes they just publish things as is, you know, they
don't do any editing. They just publish it the way it comes into them. And
that's just not my way. | guess | just learned a different way. So you have
to be very open to. If you're working with Street Noise, you have to be very
open to edits and to advice. Of course we don't do anything without the
collaboration of the author. The author is very much involved, obviously, in
the whole thing. It's their book, but yeah, you have to expect that and it
and and trust in the process, and trust that it's going to make the book
even better than you might have envisioned. I'm trying to think of what
else? Another thing that | would encourage people to do in terms of when,
if you are submitting, because | also accept unagented submissions. If
people have done their homework beforehand and really like, learn what
Street Noise is all about before you send me something, because if it
doesn't, if it can't really fit into the sort of overall thing of what we're doing,
it’s probably not the right place for you, and if you think it is, and | and you
submit it to me, and | feel like it's not working, for whatever reason, don’t
take it personally, it might be just that it's not the right fit, and it might be a
great fit for Fanbase Press, or Graphic Mundi, or Laneha House. But the
other thing | would like to encourage people to do is, be patient, because

Page 12 of 30



in the very beginning, when | was going to Zine Fest and found Maria
Sweeney or | met Lawrence at a queer comics festival | had time. And now
| don't have as much time.

So | get piles and piles of of emails coming in. And that's great. | love it. |
mean, | remember, after my first season, my first year of publishing, and |
had like 5 or 6 books out, and | was thought they were the amazing. Some
of them had been reviewed in the New York Times, and | was like, “Whoa!”
And | said to myself, “Oh, now, what am | going to do? | think I've
published all the good books that are out there? | don't think like, how am
| going to get more?” And then | was just shocked because then they're
kept more kept getting submitted to me. And | was like, “Wow!” Then |
realized there's a million bazillion people in the world, and they all have
something fascinating to say. So there's a ton of stories out there that |
would love to publish, but that means that | have to take the time to read
through it, and really consider it and and respond to you in a way that
makes sense and and weigh a lot of factors. And how can | do this? And
when are you going to be ready to publish it? And there's a lot of factors
involved. So if you submit something, don't expect an immediate
response. But also don't forget, you know, a few weeks later, if you haven't
heard from me. Just send me a very kind reminder, saying, “l sent you this
thing like 3 weeks ago. Have you had a chance to look at it?” And I'll
probably say, “Oh, | did see it. It looks fascinating, but | didn't have time
like, please be more patient.” And then, you know, so it's just a long
process. That's sort of my advice.

Alex Thomas: That's great. Does anyone else have advice about
expectations a Creator should have when working with a publisher?
Barbra?

Barbra Dillon: | do. First, | will co-sign on everything that Liz just said,
because | completely agree. | was going to offer three things, one which
Liz did mention already in terms of please, just do you know, have
research done in terms of the publishers that you're looking at, even if
you're a fan of the publishers. Make sure that they've done things in the
wheelhouse of your story, not only because you want to make sure it's a
good fit. But you want to know that that publisher is capable of finding the
audience and marketing that book properly. They want to do due diligence
and do justice for your project.The second thing is, do not hesitate to
reach out whether you know, if you have a connection, email, social
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media. Reach out to previous creators of their books. We've heard of a lot
of our creators who, you know, if they don't know us personally, will reach
out to our prior creators to say, what was it like to work with Fanbase
Press? And we welcome that. | mean, we hope that all of our creators
have positive experiences. But you should absolutely know what it is to
work with us, because, like Liz was saying as well, we are very hands on.
We go through the entire lifecycle of a project with you from the
development of the idea to production. You know the artwork, printing,
pre-press, marketing, sales, being at conventions, everything. So it's going
to be a long-term relationship. And we want to make sure that it's going to
be a good match from from both perspectives. The third thing that | would
offer is have a list of questions. They can be very basic questions. But
when you meet with a publisher, ask them things like, how much
marketing should | anticipate doing? Do you have any mandates that |
have to know? | mean, this is not for us, but I've known some publishers
who mandate that you have to have a social media presence, or you have
to have a certain number of followers. We do not have that you don't even
have to have be on social media in any way, shape or form for us. But |
think that those things might come for some creators as assumptions,
because there are so many different kinds of publishers that offer different
things. When it comes to “web publishing” find out what publishing means
to them. | would hate for a Creator to enter into a publishing agreement
with assumptions that may not actually align with what the publisher will
offer for us. We we try as best as possible in that initial meeting to be really
upfront with here is what we do offer you. Here is what we do not, you
know. Here's what we’re best at. Here's maybe what's not right for us.
And so we want you to be aware of that before entering into that long term
relationship.

Alex Thomas: Thank you. Kendra, d you have any other suggestions or
recommendations for expectations that creators should have.

Kendra Boileau: | think so many great points have been made. The only
thing | would do is underscore the fact that it's a collaboration really
between creator and publisher. So creators should definitely have
questions for their publisher. Publishers are going to have questions for the
Creator. One question being, to what extent are you willing to be involved
in promoting your work? That kind of thing, so strong relationship, strong
collaboration is, is really key, | think, to publishing success.
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Alex Thomas: Now. You know, one thing that you know has come up as
we talk about this is, doing your research and seeing what types of works
are being published by a publisher. So that brings me to the question of,
and maybe this is hard to answer, but what factors go into your decision
about choosing a book? Are you looking at if it fits with your existing kind
of panel of works? Or are we looking to try something new? And along
those same lines? Is there something that you are wanting to see more of
in terms of graphic medicine and publishing? Anyone feel inspired?

Laneha House: | didn't go because of a different perspective. When | first
started doing graphic medicine. | wasn't calling that because my
perspective was just writing about my own type of stuff. So like | was
asked to pitch before, and | didn't know if | counted as graphic medicine,
because I'm on the perspective of | didn't have access to like healthcare
and medicine and therapy and things like that. So | was like, do | even
count for graphic medicine? And then | learned more about it. And it's not
just specifically like | took it literally like, you have to be talking about
health and medicine. But so this is one of the components of if you're able
to do it yourself, it becomes a thing of | don't have to pitch it in a way
where it’s, will my book be able to compete with other topics of this type
of thing. | have the opportunity to tell these stories. Uninterrupted and in
real time and kind of add a different perspective of like. Some of us don't
have access to these things. Some of us can't see doctors. Some of us
can’t do that. And so that's why | push for kind of like telling those stories
yourself. And then if you find a publisher that you fit with, that's great. But
it shouldn't stop you from telling those type of stories or creating those
type of comics, because that's comics are accessible in a way that you
can just do them yourself. I'm not saying, don't | publish with publishers?

| was working with Liz on something before | met Penn State. And like, I've
met all of these people. So this is not like, don't work with publishers, but
work with publishers and continue making your own comics. Because
some stores won't get told, if like, they can only take so many books.
That's just a reality. It's not a reflection of you like, literally, they can only
take so many books and there will be some stories that will be missed out
because they can't take every book. So you have to do it yourself. And
then sometimes, as you just heard, that can become a book in the future,
but it would have never been anything if you didn't take the perspective of,
“I can make this comic right now.” Sorry to keep pushing that. But that's
literally just where | come from, and why | love comics so much and just
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cause you do have the ability to do it yourself, and then some people can
push that further.

Alex Thomas: Yeah, | mean that that's absolutely where we wanted to
hear your perspective on this panel, because | think that you know a lot of
comics, especially with technology. Today, it's very possible to create
digital comics and share with the world with very little support on the other
side of it, having a publisher working to print comics and promote them is
a completely unique thing that is hard to replicate. You know, just by
yourself as well. So it's | mean, but both are great avenues to be able to
share work and and to push the boundaries in terms of the definitions of
comics or graphic medicine specifically.

Laneha House: | come from zine culture. So we print stable, fold ship
table tour like we do it ourselves. It's that's what | that's what I'm trying to
push is like, it's not just you put it online. It goes like | was doing 19 to 20
shows a year just bringing on myself. And that's how | met Liz. That's how
you know, like this is, it’s in the fabric of what we do in comic.

Alex Thomas: No, | totally agree. | totally agree. | mean, |'ve been printing,
you know, educational comics myself for a decade. Yeah, and shipping all
over the world. It's definitely possible. So | guess the other the question to
to the rest of the panel. Are there things that you would like to see more of
in terms of the works you'd like to publish.How about Liz?

Liz Frances: Well, like Kendra said at the beginning, | think for us trauma
has become a bigger portion of our graphic medicine field, and | think a lot
of that is because we're just all experiencing so much goddamn trauma.
But | don't want to minimize it. Trauma is is very real. And | think that in the
world today we're we're just learning how to treat and grow and heal from
a lot of the trauma that people have experienced in their lives. And so |
find myself... especially if they have something, because we have a
mandate. Our own personal commitment to providing a voice for the
platform for the voices of marginalized people. I'm particularly looking for
people's stories that are from marginalized groups that may not something
that's different that people haven't heard before, or that | feel like maybe
they need. Somebody needs my help to get that particular story out there.
We do tend to focus on memoir in the in the realm of graphic medicine. We
did post publish one book that, actually, now that | think about it. It was
sort of a memoir, it was called Vagina Love. | know | have all my books
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right here to to show you. But Vagina Love came out a couple of years
ago, and it's called Vagina Love an Owner's Manual, and it was based on
the author. The author's own personal experience. But her personal
experience was having had breast cancer, and it was the breast cancer
and her mastectomy that made her start questioning like, “What about the
rest of my body? | don't know enough about my vagina.” And so she set
out on a quest to learn about her vagina, and she discovered all this stuff
that all these people didn't know, like all her friends, her family. And | was
like, “Do you know this about? No, | didn’t." And so the the book is is very
informational. And it really covers all sorts of medical aspects of the health
of people with vaginas. But it has that root in memoir. So | think for Street
Noise, in the graphic medicine space, it would tend to be something in the
area of memoir, and it also would tend to be generally from a creator who
has sort of a marginalized background.

Alex Thomas: Now, just personally, coming from someone who creates
like specifically health educational comics. One of the questions | had
along the same lines is, you know. Why? Why do you think that a lot of
published graphic medicine works are memoir based? Do you? Do you
feel like there is space for more of a didactic educational comic that does
not involve kind of first person storytelling? Or is it something about the
market where it is more interesting to read someone's personal story than
to read a didactic comic about inhalers that shoot medicine out of their
rear ends? Any any thoughts about that? Yes, Kendra.

Kendra Boileau: So we we actually have some graphic medicine titles on
our list that are not memoirs.But they still the the approach. So so those
books are The Body Factory, which is a history of medical advancements
with amputation and prostheses. And we also have a book about biology
of the brain and that sort of thing. But these are narratives told with
character they're driven by. They're character-driven stories. In the case of
The Body Factory, the character has a motorcycle accident. A fictional
character has a motorcycle accident and loses a limb. And so the story is
his, as the plot tells his story as he goes through through surgery and gets
a prosthetic leg. So it’s that's the approach we've taken is to have these
stories be character driven, and | think | think it works. | think what's a
harder sell is having more abstract didactic comments, comics that don't
really have a point of view. It's that point of view as a reader that I'm really
interested in, that hooks me in. So that's kind of where | struggle with a
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little bit when it comes to more educational comics.Does that make
sense?

Alex Thomas: Yeah, no, that makes a lot of sense. | mean, | think that you
know for us, we create works for hospitals and clinics. But | couldn't
imagine being like at a bookstore, for example. Barbra, what what about
you? | know that you can also work in nonfiction or sorry fictional works as
well.

Barbra Dillon: Yeah. So | first will underscore that. | think that there's
absolutely space for more didactic educational comics. We should
absolutely have those. And | think that they are helpful to be used by
practitioners, by caregivers, by advocates. So we should absolutely be
lifting those up as well at Fanbase Press. We do focus kind of like, Kendra
was saying more on the fictionalized, you know, character-based
storytelling. So | think for us, | would absolutely consider, though
publishing a more didactic story. | do think that there is an easier in,
perhaps, for the reader of being able to quickly identify with a memaoir,
because you know from the get go that you're identifying with a lived
experience of this specific person. But | think fictionalized storytelling,
whatever that might be, is just as valuable. | know that there is an author
out there, Chandrama Anderson, who has been doing, | think she recently
published a book that was was more educational nonfiction about
marriage counseling and what that looks like, and the study of very, you
know, different couples and what that looks like for each of them. So
there's absolutely space for it. But Alex, like you had mentioned earlier, we
recently did Ripple Effects which explores life as a superhero with the
invisible illness type one diabetes, and we paired every chapter with
essays by actual individuals, with various invisible illnesses and disabilities
from MS to paranoid schizophrenia, because, again, there is that
immediate connection that | think you can have with a person's lived
experience. But that's not to say that that can't exist with the fictional as
well, so | think a long way of saying, there's there's space for all of these
stories, and there's space for the nonfiction, the didactic, the fictional as
well.

Alex Thomas: Yeah, | mean, yeah, those are great comments. | mean, | |
agree with with what you've all said that | think you know the key is is
having, you know, a story or a character that is compelling. And then |
think the information that can be transmitted in entertaining ways. It
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doesn't have to be boring. Now, one question | had also along the same
lines is, you know, a lot of these works of graphic medicine contain
medical information. So when it comes to the editing process, how
important is medical accuracy? Does it involve kind of confirmation with
scientific and factual accuracy of the statements being made? Or are there
any ethical considerations? When you’re you're technically disseminating
medical information to the general public? Why don't we start, Barbra?
Because | think, with Ripple Effects. That's a great example.

Barbra Dillon: Absolutely so. Jordan Hart is the creator and writer of ripple
effects. He has an incurable blood clotting disease called Thrombophilia,
and he has had the story of ripple effects with him for about 10 years since
he was originally diagnosed, but over that time, each time that he would
try to tell the story as a character with Thrombophilia. It was a little too
close to him to be able to fully tell the story like he wanted. So his best
friend for many years has type-one diabetes, since he was a child. So they
partnered together to ensure that while the heart and the emotion and the,
you know, mental and emotional experiences of the story are Jordan’s. It's
his lived experience with diabetes, so he makes sure that each instance
and occurrence of the use of a glucose injector or of, you know, testing
your blood is exactly as it should be, and | think that's really important,
and we try to do that not only with those lived experience of actual
individuals, but sensitivity. We will have at least 2 sensitivity readers on a
book because we also recognize that not every person's lived experience
is the same as another's. In the same community. You know, everyone is
different. Everyone is coming from different backgrounds, different
experiences. And so we want to get at least 2 different perspectives when
entering into a book to ensure that we're trying to represent an authentic
and real experience.

Alex Thomas: Great. Kendra?

Kendra Boileau: So | was just going to make a distinction between a
narrative that is descriptive and one that's prescriptive. For the most part
memoirs are descriptive. And so for that reason we don't feel like we need
to add a disclaimer to the book, because it's one person's experience.
However, when when | have a sense that the narrative might be airing into
prescriptive domain. Then that's when we we want to think carefully about
whether that works in the narrative or not. So | would just offer that, and
then in terms of when it came to The Body Factory, which is a translation
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from French, and also the The Biology of Sex, which was a translation from
the French. It didn't occur to me actually to do fact checking because it
was previously published in a different language. However, since |
translated both of those, | was started, fact checking, and realized there
were a couple things that had to be tweaked. So that's a translation issue.
In addition to a translation issue, | think, when it comes to the less
subjective narratives. Fact checking definitely needs to be done.

Alex Thomas: Liz, how about you?

Liz Frances: Yeah, if | could add that Vagina Love was also translated
from the French. | did have it fact checked. There were things that were
different, because, for example, birth control is a little bit different in
France than it is here. And in the two years between publications,
technology and and healthcare had had advanced. We needed to update
that. But the most interesting thing to me about this pro. The process of
bringing this book to the Street Noise audience was, | felt that it needed to
be more inclusive, and so where it used to be talking about women's
health, | felt that we didn't want. We wanted to include everyone who had
a vagina, not just people who identify as women. So | hired Shay Merck,
who's amazing, and Shay, was sort of both a sensitivity reader, and sort of
an expert reader and an editor, and they went through and helped me
identify all those spots where it was biased towards Cis women. We even
added some little profiles of different people that the author talked to, to
ask what it meant to be a woman, and we added, in this one is Bishak
Som, who's an author of our book, Spellbound. Bishaak is a trans woman,
and so we felt like we needed to have more representation of trans. Folks.
So the author drew a beautiful portrait of Bishack here, and we have
Bishok answering all the questions for our other author, Shelby Criswell,
who is non-binary. They are interviewed right here. That's Shelby. And so
Shelby's talking about as a non-binary person. What does it mean? What
do you think it means to be a woman? And so | think there are a lot of
things that we do need to be careful about when we're doing. But, | think
we need to be careful about it when we're right. We're we're publishing
anything. So | agree with Kendra that most of our books are not
prescriptive. So we don’t think of them in that way. Nervosa by Haley Gold
- that was Haley Gold's experience. So we didn't do a lot of fact checking
to say like, Is this really how it's done in the hospital? Is this really what
goes? Because that's what Haley experienced. And that's how Haley
wanted to tell her story. The same with Maria Sweeney and Brittle Joints,
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or Elizabeth Trembley, and Look Again or Christi Furnas and Crazy Like a
Fox: Adventures in Schizophrenia. She writes about her experience in
psych wards. I'm not going to say, is that really what you experienced?
You know, because it's it's subjective. It's her reality.

Alex Thomas: Thank you. And | think that's a great perspective. | agree. |
mean, | think, that you know, when you're reading a book to learn of
someone's experience. A lot of that is not as important in terms of the
actual. You know, factual, actual medical information. | think when readers
are using some works of graphic medicine as an educational tool. That's
where it becomes important. And | think that's kind of where, when the
work starts to become prescriptive, as you say, that's kind of where it's
important. And | think also engaging healthcare workers is an amazing
resource, because they'll give you levels of nuance that you may not have
even thought about when thinking about some of these topics.

My goodness, the time has flown. So we are out of time. Thank you for
this great discussion. But before we end, | just wanted to circle around
with everyone and let us know where we can reach you, if there's a best
way to contact you via social media or online after this panel is over. Why
don't we start with Lawrence?

Laneha House: Yeah, we're just online. Visit linneahouse.com, or you
might see us at a show. We're very lowkey.

Alex Thomas: Great. And how about Barbra?

Barbra Dillon: Thank you. You can find us at fanbasepress.com. We're on
all of the social medias. Just search for Fanbase Press, and | will put my
email in the chat, so please don't hesitate to reach out if you have any
questions, or you know, even if it's not a submission. If you have questions
about the publishing process, I'm absolutely happy to answer those for
you.

Alex Thomas: Thank you. And then, Liz, let us know where we can reach
you.

Liz Frances: Yeah, please follow us on Instagram at Street Noise Books. |
do all our social media. You can check out and and sign up for our
newsletter. | write all those myself. We try to come out with them once a
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month. It's been a little hectic. I'm a little behind. But I'd love to connect
with everybody. So you can really keep up with whatever we’re up to right
now. And I'm if you want to reach out to me specifically, it's
liz@streetnoisebooks.com.

Alex Thomas: Great and Kendra. How about you?

Kendra Boileau: You can find out more about ourbooks at
graphicmundi.org, and please follow us on Threads and Instagram.

Alex Thomas: Great. Well, thank you so much. This was a great
discussion, and we hope to kind of have a continued discussion
afterwards.

Alex Thomas: I'll leave it to Matthew.
Matthew Noe: Where can people find out about Booster Shot Media?

Alex Thomas: Oh, yeah. So so my company's Booster Shot Media.
Boostershotmedia.com. On Instagram I'm just at Boostershot.

Matthew Noe: We we accepted some questions ahead of time, but I'm
also we have some in the Q. And A. That might be good to poke at, if you
all don't mind answering some. I’'m gonna combine some of these in the
interest of time. But there's multiple questions thinking about works in
translation, and how you all bring in translated works from abroad, or if
you accept submissions from outside the US. So if anyone wants to tackle
how that process kind of looks Kendra, | know you and Liz are both very
big on translated work.

Kendra Boileau: | do attend the Angouléme comics festival in France,
which is which has a rights market portion to the program. And and
publishers from all over are represented there, not just French publishers,
but Asian publishers as well. | go to these events and meet with rights
agents, then | sort of get on their lists, and they and they stay in touch with
us and pitch us projects if we don't have an opportunity to be face to face.
But it's it's a tight knit lives, | would say. It's pretty tight-knit community,
and it's it's a fun one to work in.
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Liz Frances: | would sort of say | do the same thing as Kendra. | have
published mostly French translations, but also a German translation.
So I'm open to it. It's a little tricky and | love going to Angouléme, love
seeing Kendra there, and but | don't always get to go.

Matthew Noe: Yeah, thank you both. If you have specific regional or
language questions for any of the publishers, |'d encourage you to reach
out to them directly. | know I've in the past been like we need more
Japanese translation, but it's difficult, right? There's so much medical
manga, and the market is just a struggle there, right? | know some people
are working on it. Some other questions came up: A few people have
asked about “the pitch.” So this might be something Lawrence and Alex
have thoughts on as creators. If you're if you've got the story in mind, or
this thing you want to tell in mind. Do you find the artist first? How's this
collaboration working when you're pitching books. Should you have that
ready to go? And already set? Or are people pairing writers and creators
up like, do you ever get pitches that are just the writing portion, or just the
art portion. That sort of thing.

Liz Frances: Well from my perspective as a publisher | do sometimes get
submissions that don't have an artist picked out. | would love to be able to
do that. When | was at scholastic | had a so much fun finding the right
illustrator to work with a particular project but | don't have the bandwidth
to do that at this point. | really need somebody who has already teamed
up with an artist. We also don't have big budgets, so it's really hard to
afford even a decent advance for the artist and the the writer. So most of
our books have been coming from one Creator, you know, like Lawrence is
an artist and writer who does both things. We have done at least one,
maybe a couple of books that are teams, but they came to me already
figured out and and they were already working together. They had already
done the proposal together. And they had agreed to split the the royalties
50/50 between the two. They could deal with that themselves. So that's
really the only way that | that Street Noise has the bandwidth to to deal
with a situation like that.

Kendra Boileau: | can just add that most of the projects that are
collaborative come through with a ready-made cast. However, in a couple
of cases a script was pitched, and we did successfully find an artist to
work with. These these scenarios come about in very different ways. It's
it’s pretty diverse.
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Barbra Dillon: I'll also add that we don't require a writer and artist team to
be, whether it's one person or a multitude of people as well as colorists,
letters, etc. We don't require that from the get go. We have paired many
folks together, but | will also note that, given that we are a smaller
publishing house, the cost of any additional creators would be on
whomever is the rights holder, because we're not able to do advances
either. But all of our books are creator-owned. So we leave a hundred
percent of the rights to the creative team, and we also defer to them with
regard to their preference of what the contract looks like? Is it a work for
hire agreement? Are they splitting the rights based on different
percentages? But we, we do want those rights to remain 100% with the
creators.

Liz Frances: Can | add something here? | think actually, we maybe we
should have talked about this earlier, which is that there are quite different
ways of structuring a publishing house and street noise operates in sort of,
| like to say, a traditional publishing model to publish non-traditional
books. We offer an advance against royalties. Street Noise, then owns the
rights to that book. That's how it works. We we fund everything we we pay
for all the printing, the editing. All of that is done by Street Noise, and then
the author will get an advance against royalties, and those are things that
are worked out before a contract is signed.Yeah, | just thought that that
was an important distinction between Fan Base press and Street Noise.
Just so that you go into this understanding that there's a wide range, and
there's hybrid models. There's all sorts of things in between. I'm not
making passing judgment on any of the the models. It's just like the way
that it's been worked out that that publishing house can make ends meet.
It's very, very hard to make ends meet for any of us.

Matthew Noe: Yeah, thanks everyone. So I'm going to do one more from
this Q & A because it kind of links up with some of the pre-submitted
questions. And then I'm going to do more of the pre-submitted asks which
may involve me tagging people from the Graphic Medicine Board. And so
people were wondering: what topics in the realm of graphic medicine are
you all most interested, and do you? Are you willing to publish like a
second on the same topic? So if say, you've already published a book
about depression, does that limit your interest in publishing another one
about it? Are you trying to publish multiple perspectives on the same
thing? Does that play into what decisions you're making? Or is it just this
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book looks good and cool, and the topic is just incidental. How does that
process kind of work out for you all.

Barbra Dillon: I'm happy to start. So | | like to have a pretty diverse set of
genres and topics that we cover at Fanbase Press in our catalog. When
we're going from book to book, I’d like it to be complementary to the
catalog overall. So | think that goes back to what Liz was talking about
much earlier about, like, you know, we want it to feel like a Fanbase press,
or I'm sure Liz wants it to feel like a Street Noise books book. But | think
for us in terms of topics, we're one thing we've not really covered is grief.
And so that's our next book we haven't yet announced yet, but we’re
we're talking about grief and what that looks like for an all ages
perspective. So I'm very excited about that. I'm still looking for a book that
will really do a lovely tackling of class struggles and what that looks like,
especially in this day and age, because | think that that's a conversation
that I'd like to be reading. I'd like to see out there. But, generally speaking,
| think if we cover a topic. The next book that we cover likely won't be that
same topic just because we want to diversify a little bit. The books that we
publish in the order that we publish them. But that's not to say that if you
have something that's similar that you should not submit it, | would say,
always err on, please submit it rather than not.

Kendra Boileau: I'll jump in next and say, | think grief is a great topic. |
think we need more graphic novels about that. | would also like to see
some more graphic novels about the health of the planet. I'm also
interested in interspecies relationships. Not a whole lot has come my way
on on that topic.

Liz Frances: And I'll I'll just add that | don't rule something out because
we've done a book on it already, so don't walk away because we did a
book a memoir by a schizophrenic person, or a book by someone with
anorexia because | think that each book is so unique. | mean in the book
on schizophrenia, everybody’s drawn as animal characters, you know. It's
called Crazy Like A Fox, because the main character is drawn as a fox. So
if if someone came to me with a very different, I'm sure whatever the next
schizophrenic memoir would be, would be quite different than that. So |
would not discourage people. But do realize that if we feel like it's too
close in some way, then we might say no, or, you know, realize also that
we're looking at. How did that book perform? If it did really well, then,
yeah, | might be interested in another book sort of like that. If we struggled
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to try to get an audience for it, then | might be like, | just don't feel it works
for us. And that doesn't mean it's not a good book. It just maybe means

that Street Noise isn't the right place for it, because maybe we aren’t right
to get the attention of the right audience for the the book, in the 1st place.

Matthew Noe: And thank you all. I'm gonna switch us around a little bit.
Lawrence, I'm actually going to ask if you'll respond to this, too. People
were wondering about how graphic medicine incorporates outreach and
activism. And Lawrence, you were talking about zine culture and that sort
of realm. So I'm wondering if you've how have you seen graphic medicine
work in in that space at all?

Laneha House: Yeah. Like, | was saying, | think a lot of us, from my
perspective, didn't realize that we counted as graphic medicine. | really
didn't think | counted until folks who are doing graphic medicine were like,
oh, this is graphic medicine. | was like, what is that? What are you talking
about? They're like, Yeah, well, check this out. There's other people talking
about having bipolar. And there's other people who didn't get the route of
(7). | wasn't able to get medicine. So what does my life look like without
medicine. That in itself is help to someone who doesn't have medicine,
which is kind of what graphic medicine does. So it's cool to understand
that perspective of like, oh, there's validity. And being a person who can't
afford healthcare, and being able to tell that story for other people who
can't afford healthcare, and where you fit in in that realm, and how that
connects to people who do have healthcare, and even with healthcare,
how they don't get the stuff they need. And then it starts this conversation
of, How can we better healthcare? And so that's like the perspective |
came in with because | was making those comics they called couldn't
afford therapy in real time. So it was like what | was struggling with with
real time. And then | found this whole community that like this is what we
do. And then, Here are some resources for what we do. And it was like,
Oh, okay, this goes beyond. Just, I'm making a comic like this. So that's
my perspective of someone who's like, Oh, | don't belong here like I'm just
writing from what I'm experiencing. Yeah, there's a place for you here, too.
And here's some other folks who might resemble what you're doing. So
that's my perspective of like the extent of what graphic medicine can do
and what it has done. It's stories, but it's also like real tangible stuff. If that
makes sense like even the fiction stuff if that's tangible stuff. We learn a lot
through fiction. A lot of it is based on real life. It's like comforting
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to go to a Zine fest and pick up a zine about mental health stuff. We’re not
a traditional publisher. We just do things, how we see fit from what we
experience working in comics.

Matthew Noe: Yeah, that's great. Thank you. And that resonates with
what Barbra was talking about wanting more more class perspective in
these kinds of stories and in graphic medicine as well.

Ebru Ustundag: Thanks, Matthew, thanks for all the panelists. This has
been so great. | feel that some of the Panelists have already answered this
question, but | want to bring what Kendra was asking in terms of this
notion of grief. | think grief is something that's very individualized, and
silence in many of the societies, especially in the Western societies, and |
think that right now, more than ever, we need to talk about collective grief.
| was trying to take notes. We have climate crisis, mental health. But many
of the graphic medicine works have addressed this not only individually,
but also collectively. | think Mita Mahato's and Meredith's work on climate
crisis is a good example. MK, is here. MK's work on menopause is another
good example. Recently, | think people started talking about, not
menopause being individualized, but a collective public health. | would like
to see this kind of in what ways we take issues around, especially trauma,
the individualized trauma to collective trauma that includes grieved. | have
also written migrant justice. We know that Vermont Collective has done a
really interesting collaboration in terms of the language. | also urge us that
when we think about communities we have to think about language, we
have to think about whose voices are not here whose voices are not
presented at the table. So | think Liz also touched upon that. | feel that this
is something that | can talk, probably for hours, but | want to bring also
what Lauren said about class, because we know that justice is about
distributive justice as well. This is also about epistemic justice I'm also
very keen on in what ways we can take these conversations into
transformative justice, because we know that the structures that we are all
operating under, especially with the health discourses are not working. So
| think graphic medicine has been really important for us, rethinking about
transformative, and for me, abolitionist justice as well. Thanks, Matthew.

Matthew Noe: Oh, thank you. Someone did ask us, and I'm not surprised,
about the 2025 Graphic Medicine Conference. We typically do have an In
person conference every year. This was announced in Ireland, but has not
been as well communicated as we would like. We're working on that. We

Page 27 of 30



are taking a break from an in-person conference in 2025 to try to get our

feedback under us and to get things ready for a a great return in 2026. In
2026 we will be in Baltimore in the United States. So keep your your eyes
open for more information about that as it comes.

Matthew Noe: Alex, there's a question you volunteered to answer on here.
About collaborating with GMIC. Do you have any tips on how to get
involved?

Alex Thomas: Yeah, there's a lot as Shelly mentioned at the start of the
session. There's a lot that GMIC is is doing, and and hopes to do, you
know more in the future. We would love more folks collaborating with us.
So if you go on our website under the about tab, there's a “get involved.”
tab that you can click on that basically just talks about all the the various
ways you can connect with us and some of the things that we're doing for
those who've never been involved in a Drawing Together, we’re going to
do that shortly. So you'll see what one of those is like. That's a great
regular activity where you can connect with others who are you know,
working along the same lines. And you know for me, a lot of what GMIC or
graphic medicine is about is about connecting people. So if there's not a
specific project that GMIC is working on, | think if you can connect with
others through GMIC to work on, create new things. We love that as well.
And | feel like that's it's such a fertile ground because so many of us come
from different walks of life that maybe wouldn't have interacted otherwise.
And so this is a great meeting ground for collaboration, and to, you know,
join talents together to create new things. So that's always there, always
an opportunity, our our network and Discord. Social media Facebook,
things like that. Reviewing comics is a major part of the website. And that
is a great thing. If you are an avid reader of comics and like thinking about
comics, with Kevin Wolf, you can review works of graphic medicine. And
those are posted on our website. Of course you can always reach out to
any of us. If you have any more questions about it, as well.

Matthew Noe: Great thanks, Alex. lan, can | tag you in for a question?
IAN WILLIAMS: Cool.

Matthew Noe: So far talking today has been in the US or otherwise in
North America. Someone did ask, if there are any face to face events

around graphic medicine or cartoon practice in genera coming up in the
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UK, particularly Scotland, | figured you might have answers to this about
what groups are around.

IAN WILLIAMS: | don't know about Scotland if there are any face-to-face
graphic medicine? | mean, it's been kind of on the agenda to organize
something in London, a regular meetup which hasn't been organized as
yet, but that is kind of on the agenda. There are re regional comics
meetups for sure. In Brighton we have Cartoon County, which is on on
Monday, where people to come and talk about their works, and and | kind
of assume that those must exist all over the place. There's the amazing
Ladeez Do Comics, people should hopefully be aware of that. That is
incredible and has been going for as long as graphic medicine's been
going. But | don't know of any face-to-face graphic medicine meetings
scheduled as yet. It is something we should definitely do.

Matthew Noe: Yeah, that's helpful. And | there's a link to to Ladeez Do
Comics in the chat now. And if you know of these kind of meetups in your
area, even if they're not specifically graphic medicine, they’re just
cartooning events, anyone on the call, not just lan, feel free to send those
along to us, and we can try to keep those posted for people to know
where they might go, you know, hang out and cartoon together. So
another question, Barbra, I'm gonna look to you. There was an ask if there
are mentors willing to work with a creator as they begin their journey, and |
think there are a lot of people in the chat thinking about beginning this
cartooning, sharing their stories journey. So do you have any tips for them.

Barbra Dillon: Absolutely, honestly, first and foremost, | would say again,
my email is in the chat. Please don't hesitate to reach out, because | know
sometimes in these formats it can be hard to to get to the depth of the
questions that you might have, so don't hesitate to reach out. | would also
emphasize that this is a wonderful supportive community. So if there are
other folks that you feel comfortable reaching out to please do so, | know
that creators are some of the most friendly folks and most supportive
folks. So please reach out if there's someone that connects with you, or
that you have a synergy with. But | would say honestly, going back to what
Lawrence was talking about earlier, if you have an idea and you're starting
out as a creator. Just go for it. | think the wonderful thing about comics
right now is the vast amount of resources available for you to make
comics, whether it's scenes whether it's digital, no matter what the case
is, and it's also crowdfunding. | think crowdfunding platforms like
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Kickstarter are huge right now, and really breaking down the barriers that
exist for creators to be able to get their works out on a large scale. And
you know, sometimes | think Lawrence was mentioning earlier that you
know, if you have a story, you can go directly to your audience through
something like Kickstarter or another crowdfunding platform, and that's so
wonderful to be able to connect directly with your readers. So you know,
and also anthologies. If you have not done a full 22 page comic before.
Please start with an 8 page comic. There are tons of wonderful anthologies
out there of all different genres, of all different themes, and | think that's a
really great place to start, and you might. If you're a writer, you could be
paired with an artist by the organizers, the editors. You might have a
creative team that you'd like to bring together. But that's a wonderful
opportunity to not only make a comic, to have your work out there,
physically or digitally, exist in the world. So people can find you like a
calling card, but it also doesn't bring with it the sometimes heavy and
stressful experience of having to put together that full 22 page story or 100
page graphic novel. You can start just with that 8 page story, have it exist
in the world and then learn the ropes like Lawrence was talking about
earlier, and then dive into something larger. After that.

Matthew Noe: Great. Thank you. Does anyone else want to chime in on
that or are we good? I'm mindful that it is now 2: 29. We have many more
questions than we can get to, and all kinds of great ones. So please do
reach out to graphic medicine and our wonderful panelists. If you have no
additional questions, a digital round of applause for our panelists that were
great, and thank you for taking the time on a Saturday.
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