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To " Mrs. " from " Mr. "

FOREWORD

We are accustomed to think of a biography as a written book,
and yet why is it not equally fitting to think of a series of draw

ings, if done with amazing fidelity to life, as a biography? They
detail the outstanding episodes of a life with a graphic vividness
impossible to the written word.

I always think of Briggs' cartoons as having this quality to a
greater extent than any I have ever known . His work has given
him a high rank as a historian and a biographer. A number of
his notable series of cartoons will endure as valuable contribu

tions to the history of the people and of the times they chronicle
and the student of the future, eager to know what Americans of
this period did and thought, may turn with sure certainty of find
ing the answer in the remarkable character studies revealed in
these cartoons .

Briggs always draws about people. He is first of all a student
of human nature. When his characters speak, they say exactly

what they might be expected to say. His humor is never forced
or strained .

He has preserved the boy life of his own youth with such
photographic accuracy that most of us native middle westerners
see ourselves in the characters he has drawn. To have done this,

as he has done in the Days of Real Sport, and with such de

liciously rare humor and kindliness is an achievement worthy of
the highest rank in literary art. Penrod is no more real than
these boys and girls who live in this great series, Tom Sawyer
even less so, heretical as that may sound..

Briggs has become the pictorial biographer of many classes of
our people. His golf cartoons have faithfully recorded every

FOREWORD

experience you or I have had on the golf course ; he has put down
in smiling lines the sum total of emotions incident to Kelly
pool ; his cartoons of family life are cross sections of the family
life of every average American household.

He has introduced phrases which have become incorporated
into daily conversation wherever English is read.
In these modern days of newspaper syndicates, a popular car
toonist has an audience of millions of people scattered over the
world . Every day millions look at the Briggs cartoon as regu
larly as they eat their breakfast and almost always get a smile or

a pleasant glow in consequence .
Just think of bringing a moment of clean, good -natured pleas
ure into the lives of millions of people every day, year in and
year out ! What a perfectly staggering total of sunshine Clare
Briggs has brought into this too often drab and sober world !
JOHN T. McCUTCHEON.

Spring, 1926 .
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CHAPTER I
THE FOUNDATION

( ET me state at the outset that a good solid education is the
best asset a cartoonist can have. He may have all the art
education in the world , but it will be of small value if it is not
backed up with real knowledge.
True, one may make considerable progress with a mere smat

LET

tering of school learning. One may even have a great many pic
tures printed and a medium of success be attained without a

general education, but, to go all the way surely and steadily, one
must be equipped and crammed with real knowledge. It is the
same in all professions.
I receive hundreds of letters every year from boys and girls

ranging in age from twelve to forty years. And a fair average
I should say

is the sixteen -year-age. These letters beg for advice
as to how to proceed to realize a great ambition to become a
cartoonist. You would be surprised to note the illiteracy con
tained in these letters. It is the age when the humdrum of

school begins to chafe and youth is looking about for the easiest
avenue of escape.

Many have talent.

There is no doubt about

that. And many send me samples of work that seem absolutely
hopeless. Yet I shall venture to say that the latter have a far

better chance for success in the cartoon world if they finish
school and have the necessary amount of ambition and stamina
than the ones born of talent.

From the foregoing one may naturally assume that I do not
consider a lack of talent a barrier to success in cartooning. I
certainly do not. I have seen notable examples of sparkling
I
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talent go to waste for want of plain knowledge, while he who
works and toils with little back of him but a mighty desire to
succeed has reached the top. Of course a natural ability for
drawing is so much gained , but I would far rather have a

mediocre or even a wee bit of talent to begin with, providing
I coupled it with a good education, than a great talent without
education.

As I shall explain further in another chapter, cartooning
is not, strictly speaking, one of the arts.

But there have been

some very wonderful artists who have been famous cartoonists.

And it is better to be artistic in cartooning than not. The better

knowledge one has of drawing, the greater the chance for suc
cess .

But, speaking only for cartooning, I believe a sufficient

amount of knowledge of drawing may be acquired to attain car
toon success .

While the majority are not born talented , still the desire to
draw is inherent in all of us.

Drawing was one of the earliest

expressions of the mind, as is evidenced by the picture writing

of the ancients. Then it was almost a necessity. To-day the

child draws merely for pastime and gradually develops his
talent in proportion to the amount of desire to succeed in it.
That desire will lead even the untalented a long, long way
before he gives up .

In consequence of this natural desire to draw, the corre
spondence school owes its inception. If the schools teaching

cartooning by mail had only the naturally gifted ones to de
velop , their task would be easy. But such an assumption, of

course, is groundless.
A good correspondence school course has its value. It serves
a fine purpose in providing a course of instruction for those
who have not the means to attend a resident art school in the big

city, and it has doubtless been the medium of launching many
young men on careers that would have been denied them but for
2
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its help. True, not all of them can be given an unqualified en
dorsement and, quite frankly, I do not believe that more than
six correspondence schools are worthy of serious consideration .

However, the best schools have carefully prepared courses made
up with the aid of some of the most successful men in cartoon
ing and should be able to teach an earnest and diligent student
how to draw.

Some of the schools have spread fanciful notions concerning
the cartooning profession, with their over-enthusiastic claims of

" huge demand," " big salaries ” and “ guarantees of positions”
for those who complete the course of instruction. These extrava
gant promises of big fortunes retard, rather than foster, the
chances of a youngster succeeding because they tend to make him
neglect his education. A word of caution against glowing claims
and promises would not be amiss ; for it takes more than a mere

knowledge of drawing to win success in cartooning.

No correspondence school, no matter how big or how little,
can teach the student to think, or how to think. Only those with
proper mental equipment to begin with have a right to go into
cartooning seriously. And then the student may only learn the
fundamentals, the materials to use, methods of general proce
dure, composition, and a certain amount of drawing. The rest
of the game seems to be strictly up to him. No school can teach

individuality, for instance. That is yourself, your chiefest asset
after you have acquired the fundamentals, and without which
you would better let the entire matter drop and think of some
thing else.

It is hard to say that one must have " a keen sense of humor"
because it does seem apparent that many have gotten along with
out it. But it is a fact that one must learn to observe, one must

have individuality ( or perhaps personality is a better word ) , in
one's ideas, and one must have considerable imagination. This
may seem rather formidable as well as intangible to the be .
3
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ginner, but let me say in the way of encouragement that all these
qualifications will come as one progresses. They are the natural
inheritance of hard work and concentration. They are all a
part of the program .
I am here to assert that anybody may acquire a certain
facility for drawing. It may take some longer than others, de
pending, of course, on the amount of natural ability one has to

begin with, but one may really learn to draw, whether he be

talented or not. It is mechanical, and correspondence schools
are not stating too much when they declare they can teach you
to draw . They are proceeding on the theory that they can teach

everybody something. But what they do know , and what they
do not tell you, is, the rest is up to you — how much you can

think, what to think, and how best to express those thoughts with

your own individuality back of them. Correspondence schools
never turned anybody from their doors for lack of “ talent” in
drawing, but if they depended on the talent for thinking, the

talent of individuality, the talent of observation, and the talent
for imagination, they would quickly disappear from the adver

tising columns. They know that the " carrying on " after you
have finished their course of instruction is the bigger thing, the
important thing.

This book may not teach, but it may enlighten. It shall be
the purpose of the author to enlighten only so far as his personal

experience may permit him to enlighten. It will encourage.
It might properly be entitled, “ What to do next.” It is chiefly
concerned with those who have been studying earnestly to be

cartoonists, who have acquired a passable knowledge, a super
ficial knowledge of drawing, and are wondering how to go
ahead from there. The task will be difficult because of the

wide range of minds and because of the great latitude of thought

one may apply in assembling an idea. Some have a peculiar
bent of the mind. It may be a strong but latent personality
4
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HOW TO DRAW CARTOONS
that needs to be brought out into the open with little guidance.
Those who have excess of imagination and individuality are
better geared than those who have only a knowledge of funda
mentals.

This book, then, shall assume that the prospective cartoonist
has familiarized himself with all the necessary equipment so far
as materials are concerned .

He knows that he should have a

drawing-board or table, a T square, a ruler, an eraser, black

drawing pens ( I use a 170 ) , and any good grade of white paper
that has a hard , smooth surface.

There are, no doubt, hundreds of young men and women
turned out as finished products and looking for a place to show
what they can do for the chance. But there aren't enough
places to go around if they are all looking for a position as car

toonist. Why is it they all want to start right out as a cartoon
Because it is the catchword in the school's advertising

ist ?

that beguiles them. There are going to be a lot of disappoint
ments and heartaches if they can't start right out earning “ $ 100
a week and more," as the advertising had it. Those who come

knocking at the door of the metropolitan newspaper asking for
a chance or showing samples of their work must be willing to
accept what they can get. The one whose work shows evidence
of smartness will have the best chance to get on . With plenty

of evidence against me when I state that the newspapers still
hope for brains in newspaper comics , nevertheless the one with
brains , originality, and a fine imagination will be the big winner
in the long run.

The beginner has been deluded into the belief that “ anything
goes " in the newspapers.

In a way they are more to be excused

than pitied for believing that. It does seem as though " any

thing goes" after a glance at some of the stuff that is printed
day after day by otherwise reputable dailies. But they are
5
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printing it because it is bought at as low a price as fifty cents
or a dollar a week. The " artist" who draws it may make a good
living wage, but it all depends on how many papers buy it. The

editor does not care what it is or what it is about, just so he has
something that resembles a comic in his paper and does not take
up too much space. I suspect that in cases of this sort the artist

has more brains than the editor. The former is clever enough
at least to sell it, but the editor is stupid enough to think it worth
running in his columns, and gives up a dollar a week for it,

which is too much. The poor artist has probably been taught
in some fly -by -night correspondence school that any picture that

leads up to a climax where a character or a semblance of one
gets hit, bit, kicked, or killed, is funny. If he can get enough
people to think it is, that is all the editor who buys it cares about.
And, strange to say, there are still a lot of people who laugh
at that brand of " comedy.” But if you can get away with it

and do it smartly and invent a new character to go with it, there
may still be some excuse for leaving school before time. But
I doubt it.

This is not to be a book of rules.

There are no rules in the

cartoon world . Where individuality counts for so much, how

is it possible to apply a set of rules? Only the rules one learns
in the school correspondence, or in whatever school the funda

mentals are learned , can be applied to cartooning. After that
there is just one big general thought to be kept in mind, and that

is express yourself. I shall repeat from time to time during

the progress of this book that very important admonition, BE
YOURSELF. You may look over the field of cartoonists and you
will plainly see that those who have been successful are those
who have been THEMSELVES and nobody else. It is the one es

sential that you shall interpret your own thoughts in your own
way that will make you interesting to others. It has become a
6
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banality to say, “ Art is self-expression .” But it is so very true
of cartooning that its triteness may be excused if the beginner
would dissect it, analyze it, and apply it. In no other profes
sion, I believe, is it so important to express yourself as in the
profession of cartooning.

7

CHAPTER II
THE IDEA

ANY years ago it was my good fortune to work under the

direction of the late Foster Coates.

He was a famous

editor and a man of keen perceptions and editorial knowledge
-a man whose advice was of great value to those working under

him. His judgment of what did and what did not constitute
a good cartoon was almost infallible. One day he gave me a
bit of counsel that I have never forgotten, and it has always
proved of constant value to me.
He said : " Never be satisfied with the first idea that occurs
to you.

Cast it aside and think of another. Then cast the second

aside and the third ; and keep up this process of elimination
until you are sure you have the best idea possible on that par
ticular subject.” It was sound logic. Mr. Coates claimed that
the first idea is the idea that would naturally come into the mind
of anybody. It would be the obvious one—an idea lacking in
distinction.

It is the obvious idea that I wish to warn against. The ob
vious idea lacks the punch . It is hollow in its humor.

In the cartoon, the idea is paramount in importance.

Every

one will concede that. The public, in passing judgment, never
analyzes your drawing. It never even questions it, for which
we all may be grateful at times. But it is attracted to the idea

-the big idea. The style of drawing may set off the idea to
the best advantage, for a humorous idea, drawn in a comical
style, will go over big. But even a crude drawing, when used
to illustrate a clever idea, will get by.
8
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A cartoon is impressive or humorous because of the idea
behind it and it is almost needless for me to stress the necessity
of steering clear of the hackneyed and trite themes that have

been worn threadbare through constant use. Strive for an idea
that is novel or unusual, because a good idea is the most im
portant element that enters into a cartoon.
In an editorial cartoon, the comic strip, a sport cartoon, or
the comic supplement, an original idea is just as vital if you
would score a success. It is true that the chief objective may be
a little different. Generally, the editorial cartoon seeks to be
forceful — to show the real merit in any issue, so the reader may
follow a certain course of action or be convinced that he has

reached the right decision. The sport cartoon strives for a strik
ing effect to bring out the feature of an athlete's achievement

or to draw the highlights in a contest of brawn or skill . The
comic strip aims to get a chuckle or a smile out of some brief

episode. The comic supplement is designed for entertainment.
So, naturally, the underlying idea is conceived with the view
of attaining the particular end.
The idea is the inventive phase of cartooning . For this
reason, it is difficult to instruct one how to create the ideas that

will appeal to the public. However, the ability to recognize an
incident as an interpretation of an idea is almost as valuable .
For instance, take the idea that a man is nothing more than a

grown-up boy. Think of how many funny twists this underly
ing idea has in the cartoon field ; the father who wears out the
children's toys in the guise of teaching the youngsters how to
play with them ; the serious-minded parent who goes to the

circus because he thinks the kids would enjoy it ; the father who
protests against burning up money in buying fireworks for his

children and then proceeds to do most of the firing of the roman
candles and the skyrockets .

The presentation of the idea is second in importance.
9
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This admits of a wide range of handling, a limitless and un
defined field . The way in which an idea is to be expressed is
a real challenge to your judgment and artistic sense. As a
general rule, the same idea can be expressed in a number of dif
ferent ways. The discrimination shown in the selection of the

most striking or original method is the human factor that makes
for fame or the commonplace .

The general rules for presenting the idea are pretty much
the same that an experienced playwright would give to a new
comer in the field, except that there is a chance for the pres

entation of only the most simple and uncomplicated things in
cartooning. The object is to put over the idea — to tell the story
in a single picture or in a series. If a number of panels is used
for the purpose, the story must start off interestingly, rise to a
climax, and then break - or come to the dénouement, as the

dramatists put it. If a single drawing is employed, it must be
much like a tableau—a living picture that tells the whole story
at a single glance.
Thus, the first essential is that it shall be simple. The more

complications that are introduced, the more difficulty the reader
will have in seeing the point. Do not put in any more conversa
tion than is necessary to tell the story, but, of course, avoid the
effect of skimping. You have probably observed that the expert

joke- tellers studiously avoid needless details, but give just
enough color to make their hearers see the laughable point.
Some of the most successful cartoons are nothing more than
dramatized jokes. Note how they give just enough of the back

ground for a proper understanding of the story, then the climax
with the funny point and generally the fadeaway, the end or
the reaction of the principal characters.
The drawing should be simple because simplicity is strength
in line drawing. Do not be too fussy over the little details that
are not essential to the point of the story. Try to direct the eye
10
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HOW TO DRAW CARTOONS
of the reader to the moving part of the cartoon. Keep the spot
light on the principals, rather than divert attention to some

trivial thing in the background by drawing a lot of superfluous
details. As you probably have observed, I believe in economy
in drawing — unless the stage must be set in just such a distinc
tive way to enable the reader to get the idea.

I will lay down one rule that in my judgment is absolutely
necessary if you would be successful.
cartoon until you

Never start drawing a
have it fixed in your mind. Plan it out com

pletely until you can visualize it to the very last line. The car

toon is nothing more than a map of an idea, so before you start
going anywhere you must know where you are heading for.

Get a mental picture of the whole action. If you are drawing
a comic strip, visualize it panel by panel, unless you desire to
use a single drawing to present the idea. The one-picture car
toon should dramatize the story so that one glance will be suf
ficient for the reader to grasp the whole story.

Decide before you start just how you will introduce the char
acters, how you will start the story off, where the climax will

come, and how you will end it. The novice in cartooning fre
quently has the same trouble that the fledgling in writing does
-he can get the story going, but is unable to bring it to an end.
Many of the cartoonists are content with ending all the comic
strips with a final panel showing the disappearance of one of
the principals, feet last, with a “ Plop ” or a " Bam " to denote
a swat or a bang. You should strive for a more ingenuous finale.

In drawing the comic strip, sketch out roughly in pencil the
action in the various panels.

After you have made the first

draft, doubtless several changes will occur to you that will im

prove the presentation. Perhaps the whole drawing will be dis
carded as a new and more effective way in the meantime has

suggested itself for putting over the idea. The most trying part
of the whole work to me is deciding upon how the idea is to be
II
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presented, figuring out the number of panels that are to be used,
and determining just how much action will be necessary to tell

the whole story. I have sat hours over the drawing-board,
mulling over this subject and wracking my brain to hit upon the
best arrangement. On the average cartoon I spend about half

an hour in sketching out the pencil drawing, and another hour or
so lettering in the balloon conversation, and then finishing the
drawing in ink. If all of the hours that I have passed pondering
over the best way to present an idea were added together, the
time would approximate the hours that I have devoted to mental

gymnastics in trying to solve those perplexing crossword puzzles.
You will find the advice, “ never start drawing a cartoon until you
have visualized the last line of it,” to be well worth heeding.
The editorial cartoonist's problem is somewhat different be

cause he generally works under the supervising eye of the man

aging editor of the newspaper. While frequently the choice
of the subject will be left to his own judgment, many times the
editor will summon him to his desk and order a cartoon on the

livest topic of the day or upon some news feature that the news

paper is playing up. Some of the best cartoons that have ap
peared owe their existence to the suggestions that were offered
by these editors, some of whom have a remarkable sense of car
toon expression. At any event, their critical eye passes upon

the drawing before it is sent to the engravers .
If you

should be commissioned to do current cartoons for the
editorial page, it would probably be necessary for you to submit
several rough sketches to the managing editor. Therefore , it
would be well to prepare sketches that he can easily understand .

Very likely he will approve of the one you think the least likely,
for that, at times, seems to be the way of editors. Try to present
well-rounded drawings with the idea in concrete form. The
criticisms that the sketch will bring may cause you to alter it in

several respects to bring out the idea more sharply , to eliminate
I2
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any little objectionable feature, or to change the proportions.
It is not a difficult matter to erase a pencil drawing and make
these revisions, so nothing will be lost by the effort.
After you have been in the game for a long while and have

proved to be more or less indispensable to the paper, more will
be left to your own discretion , so that, in all likelihood, you need
only show the finished sketch on a large piece of cardboard,

minus the ink. Later, perhaps, when you have become re
nowned and famous as a cartoonist, the managing editor will
merely ask that you make a cartoon on a certain subject and
leave all of the details to you. By this time you will have dem
onstrated that you can be depended upon to express with the
strokes of the pen the most commanding idea of the day on the
particular topic. The editorial cartoonist has been called a
reporter with a pencil-- for he must follow the news almost as
closely as the newspaper writer.
To arrive at this happy estate, it doubtless will take several

years. In reaching it, you will have acquired a wide knowledge
of the affairs of the world , political and general. In fact, it will
be quite necessary for you thus to enrich your experience if you
wish to be a real factor in editorial cartooning.

At the outset of your career get away from the Uncle Sam
and Johnny Bull idea. One of the favorite ideas of the beginner

is in having Uncle Sam say to J. Bull, an almond eyed Japanese,
or a German, with his finger pointing in the general direction
of nowhere, “ Keep off!” or, “ Get out !” The Uncle Sam cartoon
is almost out of date. Of course, there are times when Uncle

Sam and Johnny Bull come in handy. I do not mean to say that
they are never to be employed , but I simply suggest that you
should not be slavish in the use of them if you wish to attract

more than passing attention from your public.
After all , Uncle Sam and such national symbols are purely

imaginary, and I think it is much better to invent your own
13
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symbols. Granted that this is more difficult. But nevertheless,
it is possible. Herbert Johnson, the cartoonist for the Saturday
Evening Post, invented a clever conception of the Common

People, which is just another way of expressing Uncle Sam — or
the American people. F. Opper, who has long been one of the
outstanding cartoonists for the Hearst newspapers, has a figure
representing the Common People, that is not less famous. Both

have relied upon their own conceptions so frequently and with
such good effects that they are their own individual property
and are not shop -worn from constant use by others.
This one example is illustrative of what is possible if you
have the will to get away from the beaten path. Uncle Sam
is not the only symbol that the cartoonist must use upon many

occasions. There is labor personified by Nast as the sinewy son
of toil , with the square paper hat and the full dinner pail on his
arm. Capital has been depicted as a smug, fat old man, with

an overhanging paunch , the inevitable checked vest, and a huge
gold watch chain, with the high silk hat. Death is symbolized
by the Grim Reaper with his scythe. It would be needless for
me to enumerate the legion of symbols that are constantly being
used by cartoonists to put over their ideas. But the men who
achieve fame are those who invent and create - not the imitators.

Let your own personality express itself in the ideas and the
means by which they are conveyed to the reader.
In the comic line, the idea must be funny.

There is so much latitude in the organizing of an idea for
the comic strip that rules are more or less intangible. It would
be virtually impossible to draw up a set of rules sufficiently com

prehensive and definite that one might proceed to use with any
degree of assurance. Ideas for any cartoon, and especially in
the maze of the strip, are primarily matters of personal thought

and expression. If you can hit upon a happy idea that is pecul
iarly a part of your personality, and catch the public fancy, you
14
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have found a good idea, if you fail , your dust has not been taken
up by the fickle gust of this giddy whirlwind , fame.
To my way of thinking, the best test of a funny idea is
whether it makes its own creator laugh. If you are blessed with

a keen sense of humor, you should recognize a funny idea the
moment it pops into your mind. If it strikes you as being amus
ing and comic, doubtless the idea will register with the public.
Do not interpret " funny ” to mean slap -stick comedy. While
a great deal of this type of cartooning is successful from the
sales standpoint, I do not believe the public can be assailed with

it forever. By slap -stick, I mean that class of comics, which
depends upon disappearing feet in the last panel with the word
“ Plop ” or “ Bam ," or some combination of letters that would

denote a falling body. If you feel that you can not please the
public with a more artful climax, by all means use this method
of climaxing. But remember you are merely plodding along
the lines followed by hundreds of other strips and are foreswear
ing hope of making the reader sit up and take notice with sten
ciled devices that are antiquated and threadbare.

Generally speaking, slap -stick stuff must have at least two
characters.

Weber and Fields were two of the earliest ex

ponents of slap-stick on the stage, one " feeding " the other with
lines that led up to the climax of the joke or incident, which

ended by the big one hitting the other over the head with a
jester's bladder. Before their time, other “ comedy” teams re
sorted to the same method, but instead of employing a bladder

they used two slats of wood fastened at one end. They basted
one another just below the base of the spine with a loud thwack
of the loose slats. Stage comedy, as you may have observed, has
risen to a higher plane and the slap -stick no longer thrives.

Only in the comic strip is this brand of entertainment tolerated,
and I confidently expect to see it pass from this field in due time.
I feel sure the best comedy comes from real life. The say
15
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ings and actions of real folks are the best foundations for
laughter. There need be no trouble in finding the underlying
idea if you look around with a well -trained eye and keep your
mind alert to catch the bright idea. The people with whom you
associate will furnish all the material necessary. Each time you

laugh at something, train yourself to pause a moment and
analyze just what it was that caused you to laugh. The chances
are if you should
should recit
recite the laughable incident to others, it would
produce at least a smile from them, too. Instead of telling it

orally, try to convey the idea in a drawing. There is a great
difference in the effect of the spoken and written word . And
just so, there are many comical things in real life that would
look flat on paper. This is where a discriminating judgment

must be exercised, for sometimes an idea is of too personal a
nature to interest more than a limited few.

You must train your mind to think in terms of cartoons.
Think of a certain person more as a general character, one who

would represent the character of thousands and who would be

easily recognizable by more thousands. Learn to visualize the
broad audience to whom your work must appeal. You will be

surprised how simple this system of thinking becomes and how
easily you will pick up an idea by just training the mind to be
on the alert constantly.

Regard yourself as the interpreter of the actions of people
and ask if the actions that you mirror are truly representative
of them.

Human nature is more or less the same in all normal

folks. It is your job properly to present to a charitable public
a good -natured reflection of itself.

The idea must be good-humored and free from cynicism. In
the editorial cartoons, it is permissible for the artist to indulge
in the most biting sarcasm and cynicism , but not in the comic

strip. You must not lose sight of the main objective — to enter
tain and be funny. I submit that sarcasm or the display of ill
16
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temper is not funny, unless this weakness is shown in such a way
that the reader laughs " with” the cartoon character instead of
" at" him .

The idea must show the element of humanness.

While it

is true that the characters are overdrawn and caricatured, they
should not be made to do things that are strained and inhuman.
For instance, suppose one of the cartoon characters discovered to
his chagrin that his nose was turned up and his profile was lack

ing in beauty. Desiring to improve his looks, he reached the
conclusion that it would be best to get rid of the pug nose

whereupon he should get a saw and calmly lop off the offending

bump. It would be natural for him to desire to improve his
looks — but it would place quite a strain on the credulity of the
readers to have him resort to such extreme means of accomplish

ing this object.
As some of you may have observed , I draw a great deal of my
material from real life. Everyday happenings are rich in sug
gestions for the observant cartoonist. It is merely a matter of

training the mind to think in cartoon terms to learn how to bring
the humor and satire of the incidents to light. The cartoonist
is the interpreter .
There is abundant material .

Childhood days are rich in

comedy as well as in pathos and sentiment. I have tried to re

capture some of this in The Days of Real Sport and frequently
in When a Feller Needs a Friend. The many-sidedness of life,

if I may be permitted to use such a term, I have sought to inter
pret in Real Folks at Home, showing an imaginative, rather
than a real, picture of the home life of the various classes in this

country. The funny things that happen in the grind of business
have been held up to light occasionally in the series There's at
Least One in Every Office. In Mr. and Mrs. I have tried to
present the comedy, trials, and tribulations of domestic life,
with the self -satisfied but bungling man-about-the-house hus
17
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band put in his place by his sensible and efficient wife, who fo
cuses the reader's attention upon the many shortcomings of even
the best-intentioned of us. In my opinion, the funniest quirk in
human nature is the seemingly inborn unwillingness of almost
any husband to admit to his wife the lack of knowledge on any
subject and the noble pretense that he makes to impress her of
his surpassing qualities or superior intelligence. Around this
frailty have been drawn hundreds of humorous incidents .

The suggesting of training your mind to think in cartoon
terms may be extended even more. In casting about for ideas
of cartoons, try to get one that will be suitable for a series of

drawings. There ideas can be capitalized better than even the

most brilliant fugutive idea that just covers a single incident.
As an example, take the series Ain't It a Grand and Glorious

Feeling! There is not a single individual who at some time does
not enjoy the highest sense of elation over some achievement, a
happy break of luck, some little compliment, or the realization
of an ideal. Any one of these might be classified under this title.

But when the various incidents are drawn and presented under
this slogan, there is a sort of cumulative effect because the public
takes up a slogan if it is a happy one and the popularity of the
cartoon grows .

Another human trait is the tendency to blow our own horn

and deprecate the identical act on the part of our fellows. This
is just about the same trait as that of howling with laughter
when a mishap befalls another and then failing to see anything
funny about the situation when the same thing happens to us.
If you will make a careful self-examination , you doubtless will
find a number of these funny twists in human nature. Your

problem is to interpret them in a series of drawings that will
reveal them in a funny, entertaining way. Bobby Burns un
consciously sounded the devout prayer of numberless cartoonists
when he wrote the line :
18
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"Owad some power the giftie gie us
To see oursels as ithers see us.'

except that the province of the cartoonist is to reveal the funny
things that he sees in otheis.
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CHAPTER IIT
HOW TO THINK OF THE IDEA

would not be an exaggeration to say that the most persist

I ent question a well -known cartoonist is pressed to answer
is, " How in the name of Heaven do you manage to think up a
new idea every day ?" It may not be expressed in these identical
words, but the sense of the query is the same.
To betray a big secret, we do not invent a new idea every

day. True, we have a new cartoon, but the idea is not always
new by any means.

If you will examine the run of cartoons

closely, you will observe that the fundamental thought in an idea
is regularly repeated. It would come nearer the truth to say
that a cartoon represents a new or clever variation of an idea .

Indeed, the legend has grown up in the cartoon world, so that
the same old strip may be actually repeated every three years
without detection. This is doubtless due primarily to the short
ness of the public's memory, and , in a measure, to the change

in the composition of a cartoonist's followers.
I would not advise anyone to place his reliance in a system
that embraces repeating. It would be wiser to use the idea again

and make some changes in the method of presentation to give
it a new dress and to rid your conscience of whatever amount
of pricking that may be lurking there. Even though only a few
might ever recall having seen it before and there will be enough
change in the personnel of your readers to make it reasonably
safe to rehash an old one, this practice is to be avoided. Even

recasting should be resorted to only in a pinch , when there does
not seem to be another new idea in all the world .
20
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This chapter is really nothing more than a continuation of
the discussion of “ The Idea,” but I shall endeavor to go a bit
further and actually show how to think up the idea. Perhaps

this may prove to be a more difficult task than I should assume,
but it may throw new light on the intermediate steps in the pro
duction of a finished cartoon. This book is written primarily

for those who wish to know how to proceed after they have man
aged to finish the courses given by the correspondence schools
and are cast out into the world to start the discouraging fight
for recognition. Their equipment, aside from ambition and

hope, consists of hardly more than a technical knowledge of
drawing, the ability to know how to make a face register joy

and how to make another register gloom , the facility to draw
the head , side, and front view, and a smattering of the tech
nique of cartooning, so I shall try to disregard skipping lightly
into the future and confine myself to the important details for
the beginner.

Organized and systematized thinking is the answer to the
question of how to think up an idea for a daily cartoon. That
a successful cartoonist should be able to produce a good idea

daily is no more remarkable, in my opinion, than the brain work
required of a banker, lawyer, writer, or merchant in doing his

day's work. But just as a banker or a merchant systematizes
and organizes his business in order to succeed, it is necessary
for the cartoonist to systematize his thinking.

It is different,

of course, but not any more so than the business of a lawyer dif
fers from that of a merchant. I look upon the profession of

cartooning as a business and think it should be conducted along
the lines of other successful businesses.

When people, with seeming amazement, say, “ How in the
name of Heaven do you think up a new idea every day ?” I
imagine that they mean to express the same sense of wonder

ment as you or I would if we should say to a lawyer, “ How in
21
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Heaven's name do you prepare such bulky volumes of testimony
every day ?" or ask a department store manager, “ How in the
1
1

world do you manage to think of carrying in stock all of the

hundreds of things that people want to buy?” Of course, it is
puzzling. It is right that the outside world should marvel at

one's ability to produce an idea every day, for this requires a
great deal of concentration and a searching course of thinking.

Young men and young women have no more right to think of

entering the business of cartooning without the proper mental
equipment than they have of considering going into the profes
sion of law without first having gone to law school to acquire

the mental growth necessary to fit themselves for the prepara
tion of cases and their trial before the proper courts. Surely

no one would expect to start out running a bank without having
learned the rules and practice of banking. So then to be a car
toonist you must know how to think just as you must know how
to draw the thought.
Some of the brightest thoughts are inspirational , but you
cannot always depend on inspiration. There are times when in

spiration is fickle and fails to come at your bidding. It is then
you will have to apply the more reliable system of organized
thinking
First, you must have a subject.

In the selection of the sub

ject, one of the primary conditions is that it should be timely.
Try to focus your work on the thing that is most in the public
mind. This is almost vital in the case of the editorial and sport

cartoon, for the spotlight is thrown on the man of the hour.

Timeliness is desirable in the comic strip, but it is not gen
erally so easily attainable because the strip must be drawn too
many days in advance of publication. However, the mind can

be trained to anticipate events and to judge as to the duration
of any wave of widespread popular interest. One reason, per
haps, that the successful cartoonists have been able to sense this
22
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element of timeliness is their association with newspaper editors
and reporters, who are endowed with keen noses for news.
It should not be difficult for one with an alert mind to be

in doubt as to whether or not an idea is timely. You know right
off the reel that any subject will be of more than passing interest

if it is related to some outstanding event then before the people.
The idea should be of general interest. For instance, if the
idea dealt with eating, it would be of immediate interest to
everyone because we all are required to eat. Indeed , it is said

that we spend about one -fourth of the entire national income on
food. The same pertinency would be true of clothes because we

all have to buy and wear raiment of some sort. Likewise, most
of us are interested in any action that Congress takes which
raises or lowers the income tax.

Fewer would be interested in

the rate to be paid on incomes ranging above a million dollars
a year, and none would care what the rate of a billion dollars

a year would be. The interest would be fanciful rather than
real . If the idea were based on a point in football, baseball, or

golf, there would be millions who would get the idea. But if
it were framed around a clever play in lacrosse, the cartoon
would be of only mediocre interest because only a relatively

small percentage of the people would appreciate it. And so on
down the line. Keep ever in mind the thought that, in order to
be interesting, you have to draw something that your great
legion of readers know something about.

If you are working for a syndicate, it is imperative that you
confine yourself to general ideas. During the winter I have to
be very careful how I use snow and ice in my cartoons. For,

while the North may be shivering, it is balmy in Florida and
in California and moderately warm in the Southern states.
Events that may be of commanding interest locally or even in
a state would prove of meager interest in other sections of the
country. A tie-up of the whole subway system in New York
23

HOW TO DRAW CARTOONS
would be live in the metropolitan district, but it would not dis

turb the tranquillity of the most sympathetic soul a few hun
dred miles away. Sometimes it requires a rather discerning
mind to draw the line between ideas that would be of general
interest and those that would fall short.

The safest rule is to

play safe and be sure of the universal appeal.

Try for a novel idea. It is not always possible to hit upon
one, but aim for an idea that is new or off the beaten trail. I
will admit that this is the toughest part of the job. It is not
such a difficult task to select an idea that is timely and general

in its appeal, but infusing the flavor of novelty into it is another
matter. You know how these ideas have been handled before.

When you come to do them, do not draw them in the old way.

Sometimes an ingenious little twist or a bit of clever conver
sation will do the job. The difference between a commonplace

cartoon and a distinctive cartoon is many times so slight that one
notable stroke will lift it out of the rut. I wish it were possible
to tell how novel ideas could be lassoed with ease, but it is not.

There is no royal road. But the discriminating editors, almost
at a glance, can tell whether or not you have snared the elusive
and intangible quality.
But to get down to cases.

Let us say the subject of bobbed hair, which was for many
months a live subject before the boyish bob supplanted wavy
lengths as woman's crowning glory. At the height of the dis
cussion it was a timely topic and one of deep and tragic discus
sion in many a household . It is fair to presume that you would

automatically think of barber shops, hats—ah ! there is an open
ing. How often did you hear the ladies complain that all of
the hats in the milliners' alluring shops were so small that it

seemed they were only for those who had bobbed their hair.
Thus we gradually build up an idea with that as the funda
mental thought. The woman overcomes the obdurate husband's
24
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objection to bobbed hair because she cannot look in the proper
mode with a hat made for the out-of-date high coiffure. How
has the change in fashions affected the men ? Picture the dif

ference in the barber shops that long were not darkened by a
woman's shadow or show the revolutionary contrast of a shop
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where the women occupy the barber chairs and men wait in

the background. There are literally a score of funny ideas that

might be drawn on the bobbed-hair vogue.
If you have an inkling of an idea in your mind and you will
roll it over in its changing phases, a number of possible ways
of treating it will occur to you. Suppose, for instance, you want
to do a cartoon for the first of the year. Immediately you think
25
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.

of New-year resolutions — but this is discarded because it has
been done a thousand times. But yet, almost all of us resolve

to do better in the new year or plan to change our way of doing
things in some manner. You think of how general is the prac

tice of waiting until the first of the year to attend to various
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matters. Then, out of that crystallizes the big idea : why not

show what would happen if all the people the average man told,
“ See me sometime about the first of the year,” should present
themselves at one time.

When the income-tax returns were first thrown open to pub

lic examination, a hundred different cartoons might have been
drawn on this one subject.
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Doubtless the dominant interest of the public was as to which
people paid the largest taxes, but there were the novel contrasts

—the men reputed to have fabulous incomes who paid nothing,
and unknowns who were revealed as taxpayers in the highest

brackets of the surtaxes. One of the most revered comic inci
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dents is that of the wife going through the trousers pockets and

raiding the husband's purse. How could that idea be put over
with a timely twist ? Here was a case where the wife could
find out how much money her spouse had without resorting to
the old-fashioned means. So perhaps you would frame the car
toon around the idea of a husband , who had kept the wife

ignorant of his financial condition and pleaded poverty as a rea
27
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son for his inability to gratify her wishes, revealed as one of the
biggest income-tax payers. Picture the disquieting reception
that he would get.

The public likes to see the four- flusher shown in his true
light. Suppose you desired to draw a cartoon with this idea in
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connection with the publication of the income tax lists. Ponder
ing over the question of how this could be done, you might show

the pretender blustering and protesting around March 15th over
the extravagance of Congress and the injustice of the govern
ment assessing such burdensome taxes on the common people
and shaking his head dolefully to indicate the difficulty he ex
pected to have in digging up the money to pay the tax. For the
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purpose of contrast, a meek and silent man might be shown say
ing nothing. The income taxes when disclosed might show that
the four - flusher paid altogether a meager sum while the uncom

plaining soul contributed a huge amount.
Many times if you will put yourself in the other fellow's

place and try to think what he is thinking about, you will hit
upon a winning idea . This may be extended to inanimate ob

jects. Just by such a system of thought, the Wonder What a
Thinks About, came into being.

It was during the Liberty- loan years when bands were play
ing in all public squares at all times of the day. On such an
afternoon, while I was trying to fashion a drawing out of noth
ing for an idea, I was conscious of the monotony of drum -beats.
The window was open , and across the City Hall Square where
MacMonnies' much-discussed statue " Civic Virtue" now stands,
I could hear the constant boom ! boom ! booml of the drum. The

drummer seemed to have no other purpose in life, no intention

of keeping along with the other players of the band. He seemed
to be a thing apart in a world of his own. I began to wonder
about his mental status— what were his thoughts, if any. I put

myself in his place and then recorded what his inward remarks
might be. So I drew such a cartoon.
A good portion of my cartoons have grown out of observing

some little funny happening during the day and then giving

it a humorous twist. Naturally, the wider your radius of ob
servation, the better opportunity you will have for seeing these
humorous incidents, and it will be necessary for you to go about
a bit if you are to draw on human nature. You cannot remain
in the middle of a vast desert and expect to depict things that

people will understand. To my mind , it would be almost im
possible for an unmarried man to do a comic strip based on the

little happenings in domestic life. Experience brings under
standing.

After you have been through the little trials and
29
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tribulations that grow out of home life, you will know some
thing of the servant problem, the little things about the house
that get out of fix, the petty annoyances that ruffle smooth dis

positions, and some of the laughable and vexing incidents that
grow out of man's marital relations.

1

One question that is frequently asked of me is why, in Mr.
and Mrs., Joe and Vi are nearly always shown fussing or quar

reling about something. "Why,” they ask, “ don't you show
them in their happy moments when all is running smoothly ? ”
There would be nothing funny or amusing in a scene of domes

+

tic bliss. We are not moved to laughter or even entertainment
by the radiance of happiness by itself. What happens in the
end after the little spat or clash is frequently funny. As in the
drama, there must be a complicating force that sets things in
motion to develop a clash of circumstances or of wills ; the
climax, where the result of the meeting of these wills takes

place, and the dénouement, which shows what results from the
clash. Aside from the pictorial presentation, there would be
scant interest in a series of drawings showing blissful scenes.

In thinking of ideas, stick to the field that you know best.
Even if you were in the middle of the desert, you might be able
to set down a few interesting ideas if you knew all about desert
life, though it is likely that you would soon become as dry and
as arid as the sandy waste itself if you did not move. While the
farthest fields seem the greenest, I believe the best results can be

obtained by drawing on your experience in familiar fields. The
secret is in making yourself think in a systematic way and in the
cartoon sense.

Cultivate the habit of making a note of things

you see and hear that will be of possible future use. Maybe

it is just an expression - or a happy way of saying a common

place thing "patly.” If you rely on your memory and later
try to recall the expression, it is likely that you will find it has
flown, never to be recaptured. Suppose you are sitting in a card
30
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game, where some expression, born of some trying moment,
causes a chuckle — or maybe, a roar. It may be impossible for
the moment to make notes of these pat and up-to-date minute
expressions, and besides it would be boring to the people with
whom you are associated to be a meticulous recorder of these
nifties. At least, you could make a mental note of it. Later,

with such smart saying as the nub of an idea , you might be
able to weave a corking-good cartoon around it.
In thinking of the idea, try to inject the element of surprise.

Even in the most ordinary ideas, you may be able to save them
by a slight twist that takes the idea away from the obvious. For
a long time I had a straying idea of drawing a cartoon to bring
out the most comical phases of a male quartet.. The idea
roamed at large until I finally satisfied myself that I had im

paled it on my pen . One of the most pronounced characteris
tics of the vocal foursome is the willingness to sacrifice tone,

rythm, and pitch for volume. To bring this out, I decided to
increase the size of the letters to indicate the rising inflection of

the voices. Another comical phase of the quartet was expressed
in a rigid index finger, pointing skyward, the pantomine for
“ hold it” ! To make the idea simple and easily understood, the

song was " Sweet Adeline,” for where has a quartet ever as
sembled without giving " Sweet Adeline” a try-out ?
The element of surprise will lift many cartoons out of the
ordinary level, for the public craves it. When a situation is
handled in a manner out of the ordinary, or when your process

of thought blazes a new trail, the effect obtained will be a hun
dred per cent better. Newness in an idea, too, is a big point
in its favor. Sometimes I have been in doubt as to the worthi

ness of an idea because I thought it inconsequential. But if
it had the element of newness, or if I was convinced it had never

been used before in a cartoon, I waived other considerations
31
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in the hope of presenting one of those " the first time in captivity"
ideas.

Fortunately, there are several seasons — holidays, events, and
seasonal tendencies — that will help in suggesting ideas to an
open-minded thinker. Spring suggests planting the garden ,
the first sprouts to appear above the earth, the trials or successes
of the amateur gardener. Summer suggests the ol' swimming

hole, vacations, the cherished sunburns, the fishing trips.
Autumn suggests the falling leaves, the return of unwilling
scholars to school, putting on the flannels, the coal barons with
their precious fuel, the resumption of fall chores, and the open
ing of the football season. Winter suggests ice and snow, with
its winter sports and its chilling winds, the indoor games, the

troubles with frozen pipes and balky furnaces, the human rest
lessness to get back to golf, baseball, swimming, and the other
sports. If you will put your mind through the paces, it will sur
prise you how many ideas you can think up for cartoons..
The first of the year with its resolutions ; Lincoln's birthday,
George Washington's birthday, St. Valentine's day, March
15th — with the declaration of the income tax, April fool's day,
Memorial Day, the Fourth of July, Labor Day, Thanksgiving
and Christmas — all of these days should be productive of ideas.
However, unless you are on your guard, the ideas may be the

same as those which have been repeatedly done before.
Added to all of these, you may count upon aid from another
source, once you have built up an established following. Daily
there will come suggestions through the mail. These will not all

be funny, for various reasons, but occasionally you will be sup
plied with a new thought. Many of the suggestions will be in
a form that cannot be used , but they may direct your thought

along new lines and result in the production of a very acceptable
cartoon,
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There are two suggestions for cartoons that come to me more

frequently than any others. The mail often brings a letter asking
me why I do not draw the grand and glorious feeling that comes

with the discovery when you find that, due to the failure to enter
a deposit on your records, you have more money than you
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thought was nestling within the bank vaults. The other relates
to some angle of a visit to the dentist. Usually, it recites how
after you have gone to the dentist, shivering and shaking over the
dread of having the drills applied to your most sensitive nerves
and have taken your seat with the heart-sinking feeling of one
going to the executioner, the dentist looks over your teeth and

tells you that nothing is the matter - oh boy ! ain't it the grand
33
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and glorious feeling, etc. There are variations in the details of
the two suggestions but the central idea is always the same.

It is rather risky to depend upon the receipt of any given num
ber of new ideas from your readers, for sometimes days will

pass without producing a single lively suggestion . Again, you
may get two or three within a single week. It has been my ex

perience that one hundred letters from readers, containing
suggestions for cartoons, will produce not more than eight or

ten workable ideas. Virtually none of them can be used without
revision of some sort, but they will contain the germ of an idea
that can be developed into a cartoon .

The mail is not only a source of ideas, but of many flattering
and appreciative letters from your reading public. These sin
cere notes of praise add zest to your work — but occasionally
some one incloses a brick- bat among the bouquets. A number
of letters are appeals for help from people in various stations
of life and some ask for the performance of the most ridiculous
things in the guise of a requested courtesy.

At least, there is a measure of comfort in the feeling that,
once you have gained a following, life as a cartoonist will not
only be more profitable, but easier and more enjoyable. None
will give more satisfaction than those that tell you about the

" whale of an idea " that you successfully landed.
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CHAPTER IV
HOW WELL TO DRAW

HILE I will not attempt to discuss in any detail the
qualities a drawing should have, I want to emphasize a
few features that my practical experience leads me to feel should

W

not be overlooked .

It is only fair to assume that one would not seriously under
take to be a cartoonist without having learned the elementary
rules of drawing and composition. The schools of cartooning

doubtless have drummed into the minds of the aspiring artist
such rudiments of proportions as, the head is one-seventh the
height of the figure, the normal length of the arms is just below

the hips and the general rules to follow in sketching the human
It cannot be emphasized too strongly that, inasmuch
as cartooning calls for the exaggeration of drawing, the artist

stature .

must first have learned what the normal proportions are . Learn

to draw plainly before you attempt to draw cleverly.
Drawing is not the chief essential in cartooning. The ability
to draw is needed only to the extent of being able to put over
the idea in an effective manner.

Of course, the more complete

the mastery of the technical side of cartooning, the better chance
the artist will have of scoring his point. And as drawing is
the medium through which the idea is expressed, the better the
draftsmanship, the more certain it is that the cartoon will reach
the objective .
One should be able to draw well enough to keep from divert
ing the mind of the reader away from the idea. By this I mean

that the drawing should not be so poorly done as to detract the
35
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attention by impressing him with its shortcomings. While
necessarily in cartooning there must be a certain amount of ex

aggeration, one must know enough of drawing to get the right
proportions in the central figures and those in the background .
It is difficult to answer the natural question of " How well
should I draw in order to be a successful cartoonist ?”
Cartoon drawing is too largely a matter of individual ex
pression to permit of academic rules. For this reason, there is
no way in which I can say just how well the aspirant must draw

before he may expect reasonable success to follow his efforts.

The idea is the big thing, not the art production. However, I
do not want to disparage those who seek to gain a more com
plete mastery of art, for it would be foolish to state that techni

cal proficiency does not go a long way in making for success.

Every effort should be made on the part of the beginner to be
come more skillful and adroit in handling the pen. The point

I am seeking to bring out is that the public is not concerned with
" art for art's sake.” If a cartoon has nothing more to commend
it than well-drawn figures, it will prove to be a flop. Regardless
of how well the picture is done, if there is no idea behind it there
is little chance of it going over.

An inspection of the work of our best-known cartoonists will
emphasize the fact that drawing is essential only to the extent

of knowing how to diagram the idea effectively. It will be
noted that they never sacrifice the idea for drawing. In the
final analysis, a cartoon is an exposition or a map of an idea.
The necessary thing is to learn how to plan to tell the idea in
series of pictures.

Not everyone has a talent for drawing. But, surprising as
it may seem, I believe that anyone can learn how to draw if he is

persistently willing and properly instructed . If our schools
devoted as much time to teaching drawing as they do to teaching

writing, just as many of us could draw well as now write well
36
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HOW TO DRAW CARTOONS
of course, there would be some bad drawers—but the propor

tions would be just about the same. So I do not believe that
one must have a natural talent in order to become a cartoonist.

But those who have no natural ability must reach a certain pro
ficiency in drawing in order to convey their thoughts to a picture.

To attain this end one must keep plugging away until the goal
is reached .

There are those who have attained success without any

previous art education. Born with a natural bent for drawing,
they have followed this gift and , by dint of their own efforts,
have risen in the world of cartooning. This may be attributed
to an excess of mechanical ability and a rich endowment of in

dividuality. There are hundreds of people who play the piano
by ear. Some have become great musicians. So it is with draw

ing. But while a few have climbed to the top without instruc
tion and education, the great majority have followed the slower
but surer method of getting proficiency through education.

Some of our greatest cartoonists started out by studying to
become portrait-painters, etchers, and landscape artists, but later
directed their talents to this more popular field .

It was my

ambition to become a pen-and-ink artist. In the days shortly
after I left the University of Nebraska, the leading newspapers

employed pen-and-ink line drawings exclusively to illustrate
news events because it was before the invention of the half-tone

process of engraving. I greatly admired the drawings that M.
Stein made for the New York Herald and the pen -and-ink

work that the Russian artist, V. Gribayedoff, did for the New
York World .

So when I started out in the art department of

the Globe-Democrat in St. Louis, it was my ambition to follow
in the steps of these two muchly admired artists. But just about
that time the reproduction of photographs by half-tone engrav
ings was invented. Though these were crude and hardly more
than black smudges at times — for it was before the engravers
37
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learned the art of making fine and coarse screens and thus adapt

ing the screens to the requirements of rapid press -work - I
realized that the day of the pen-and-ink artist was on the wane
and my ambition turned to another field. But for this inven

tion, perhaps I would never have taken up cartooning.
In drawing as in presenting your ideas, be yourself ! Indi
viduality in style as well as individuality in ideas should be your

object. It is this individuality that makes the work of one car
toonist stand out from that of another.

For the beginner, it is natural to pattern his work after the
cartoons that he most admires. This is not necessarily a fault

if he does not become too slavish. Eventually, he should depart
from this studied style and develop a style of his own. Copying
is not always to be decried or to be condemned, because the

copyist is unconsciously getting the benefit of the knowledge
of reproduction and presentation of the idea that the finished
artist has acquired. I do not know of any better short cut than

to study the work of all the successful cartoonists, even to the
point of copying, until the aspiring cartoonist has been drilled
in the method and style that have made one particular artist
better than another.

You can take a leaf out of the book of every cartoonist and
use it for your own benefit. This is only a means to an end . If

the beginner carries this emulation to a slavish extreme, he
will find that he is dulling his own individuality and worth
because the only way to develop a talent is to give it a reasonable
exercise.

As a personal application, I myself constantly copied the pen
and -ink drawings of Zim, Opper, Ehrhart, and other notable
artists whose work in earlier years was then appearing in Puck

and Judge. This helped me gain a mastery over the pen and
learn how to obtain effects that I might not otherwise have
known how to produce. If the newspaper comic had prevailed
38
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at that time, no doubt I would have studied and copied the
leaders in that field .

In this way one can learn what lines are effective in producing

certain expressions, how certain combinations of lines give the
impression of force or weakness, how the most successful artists

bring out the high lights and shadows. In just such a way as
the art student studies the manner by which Rembrandt, Rubens,
Sargent, and the old masters obtained their most telling effects,
the artist who is seeking to become a cartoonist can examine the

style of the most famous cartoonists.

Along with this method of self-instruction, do not overlook
or slight the finer method of sketching all you can from life. I
have found " eye sketching” both useful and diverting. In the
street car, in the midst of a crowd or in a theater, I have often
times done imaginary drawing, visualizing in my mind how a

certain posture would appear on paper. It would be well to
notice how a hand or a foot in a certain position looks. Observe

how hands at rest usually appear. Notice how the folds in a
garment look in certain light. It is surprising the amount of
free instruction and valuable detail an inquiring eye can store
away to be used later in a profitable way .
Unlike the illustrator, the cartoonist does not work with
models.

He must commit to his mind the essential features of

the people and objects that are parts of his cartoons. Of course,
it is utterly impossible for anyone to store up all of this data in

his mind's eye. Nevertheless, he should keep his eyes open and
observe everything, so that when the occasion calls for the
production of any figure or thing, he will be able to sketch it
off without omitting any of the vital parts.
It would be advisable for the aspiring cartoonist to build up

a reference library and collect illustrated books and portraits
that he knows will come in handy later. There is no way to
tell what person, animal, or machine he will have to draw in
39
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a cartoon. On a newspaper, the cartoonist usually has access
to the “ morgue,” which is a sort of library made up of thousands

of clippings about everything and everybody. Often its files
will produce a picture of a statue, a notable person, or amechani
cal contrivance that will serve as a working model for cartoon
needs. However, it would not be a bad idea to start collecting

material for your own reference library, such as widely praised
portraits of national and world notables, famous statues, cele
brated buildings, and other matter of this kind. Many of our
leading comic cartoonists work at home or at the studios, seldom

going to the newspaper which employs them.
When the news came from Washington that President

Coolidge was gaining exercise from riding an electric hobby
horse, there was doubtless many a frantic search on the part
of cartoonists for a picture of this contrivance. The bulky cata
logues that the mail-order houses publish are valuable in af
fording illustrations of objects in everyday use and in provid
ing pictures of machines and household furnishings.

Books

showing the various kinds of costumes that were worn in past
periods are frequently of real assistance. Peering through them
frequently creates ideas that can be worked into cartoons. Cele
brated portraits come in handy, as the cartoonist frequently
must draw Washington, Lincoln, Grant, Napoleon, and the
rulers of the world. Certain poses are so well known as charac
teristic, that they are virtual labels for the person drawn.

Imagine a cartoon of Napoleon without his right hand thrust
into his waistcoat, or General Grant without the ever-present
cigar stuck in the side of his mouth.

In cartooning, it is desirable to get as much action into the

drawings as possible, so that the general effect will be a pic
torial pantomine. Of course, the characters should not be
drawn in ridiculous postures merely because it makes the strip
more interesting to show them doing something. However,
40
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the incident developed by strokes of the pen should be drama
tized to the fullest possible extent without making it seem forced
or strained. The gist of all this is, do not make the cartoon char
acters seem like a bunch of dummies.

Put some life into them

and picture them in postures that will effectively convey to the
reader the idea that you want to put over.

This is an art that is not acquired overnight. A general criti
cism that may be made of many of the cartoons produced by the
newcomers is that they are lacking in animation. It is just an
other way of saying that the drawing lacks naturalness. While
the artist who sticks close to conventional lines in this field sel

dom achieves fame or fortune, it would be well to acquire such

proficiency in drawing as to be able to draw human figures in
any position and to make them seem perfectly natural . After

learning how to draw well enough to depict the characters
naturally, the cartoonist can indulge in the liberties of exagger
ation and distortion.

Inasmuch as action must be indicated in a series of " stills," it
is oftentimes necessary to openly label effects. For instance, if

a brick is hurled , a faithful picture of the scene would show
the missile suspended in the air on its way. The cartoonist
would have to draw the panel in such a way as to indicate the

brick was flying through the air at a terrifying clip with plenty
of velocity behind it. Frequently it would be advisable to letter
in the sound that the missile made, such as " zip " or "whiz .”
Sometimes the character must be drawn to look like we feel

rather than like we really look. It is not easy to picture ex
treme embarrassment, for the most natural thing for anyone to

do is to keep still and say nothing, therefore the balloon space
can seldom be utilized. Cartoons are generally done in black

and white, so there is no chance of indicating embarrassment
by a blush. One way of showing this is to draw a picture

imagining how the unfortunate person appears in his own mind.
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Sometimes I have treated a situation of this kind by depiciting

a pair of jackass ears sprouting. To indicate the growth of an
angelic feeling, it is an old trick to show the character acquiring

a pair of wings or a halo. There is no field where a lively
imagination can be used in a more telling way than in cartooning.
While I shall not attempt to take up the matter of technique

in this book, there is one thing that might well be emphasized
the need for a constant consideration of the effects to be gained

by the effective use of black and white. The cartoon should

be easy on the eye and should be well balanced in composition.
Do not be too sketchy or sparing in the use of blacked -in ob

jects. While it is generally desirable to have the cartoons simple
in the number of lines used, the value of contrasts should not

be overlooked. Sometimes a black coat, instead of a light one,
would add immeasurably to the body of the drawing. The use
of mere outlines gives some cartoons a ghostly effect, so that the
figures look like apparitions. On the other hand, some car
toonists are overly fond of detail and downright spendthrifts
in pen work. There are times when detail is absolutely neces
sary to put over a cartoon. But, as a general rule, too much at

tention to the background and details diverts the attention of
the reader from the idea - and, inasmuch as the idea is the big
thing, the cartoonist fails to score a real bull's-eye.
In the ranks of the American cartoonists, one may find several

who are gifted with individuality in style and in ideas. This
rich endowment is well expressed in the works of Rube Gold
berg and Fontaine Fox. Their strong personal expression puts
them at the top of their profession. There is a certain touch
about their cartoons that is not found in the products of any
other creator of the comic strip.

The work of Goldberg is fantastic and grotesque. It is buf
foonery with a drawing pen—but nevertheless it is always Gold

berg. This accounts for his widespread popularity - for he
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presents himself. When it comes to drawing, Goldberg throws
away the rules.

He draws the most grotesque - looking heads.

One will look like a peanut. Another will have the shape of a

grapefruit. And yet, there is nothing weird or repulsive-looking
about the comic figures. The secret of his art is that he knows

how to make the public laugh. No one can study his cartoons
without realizing that Goldberg knows how to draw and draw
well, but he has the greater ability to entertain.

Goldberg has been accused of coarseness — but so has Charlie
Chaplin . However, his work never gives the impression that
he is being coarse for the purpose of coaxing a chuckle from the

reader. The touch is incidental. Then , too, there is naturally
a difference of opinion as to what is coarseness and what is

humor. It would be well for the aspiring cartoonist to study
the effects that Goldberg obtains in his strips. In spite of his
outlandish exaggeration, it will be observed that all of his de
partures from visualization are based on natural forms.

A fine imaginative quality amounting to delicacy of thought
marks the work of Fontaine Fox. The chuckle type of idea
prevails in his cartoons, for his humor is subtle and not the slap
stick school. Fox's drawing serves to illustrate the point I am
seeking to make—that the idea, rather than the drawing, is the

chief essential in cartooning. This statement should not be in
terpreted to mean that Fox cannot draw, for he can ; and his
individuality in drawing is almost on a par with his ideas. He
is very economical in the amount of detail that he puts into his
cartoons, but there is never the suggestion that he has skimped .
While there is a certain exaggeration about his characters, this

tendency is not in evidence so much in visualization as in at
tributing to them extraordinary physical powers — the strength
of Powerful Katinka, the uncontrollable temper of Mr. Bang,

or the toughness of Micky McGuire.
There is another marked quality in Fox's work — the ability
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to draw in such a manner as to instantaneously direct the reader's
eye to the center of action. He frequently sketches a number

of figures in a single panel, but these tend to direct attention to
the main idea rather than divert the interest from it.

This

amounts to the same thing in cartooning as throwing the spot
light upon the star does in the theater.

It goes without saying that both Goldberg and Fox have
their imitators.

If anyone achieves success in any sphere of

art, he may expect others to pattern their work after his, for
they evidently conclude that, since this type of cartoons has
found favor, the public would welcome more of the same kind.

The imitator is to the profession of cartooning what the plagia
rist is to writing. Of course, there is a difference between imitat
ing a successful cartoonist and profiting from a study of his work
and applying this knowledge to one's own product. But, all
and all, the odds are with the newcomer who will stick to his
own individual ideas and style.
Whereas Goldberg makes a hit with his fantastic exaggera
tions, and Fox finds success by endowing his characters with

extraordinary powers, Webster scores by sticking close to life
and mirroring the funny little things in human nature. Web
ster is another notable example of a cartoonist who knows his

subject and depends more upon keen and humorous insight than
exaggeration in art for success.

Webster is painstaking in his presentation of the idea. He is
a clever draftsman and spares no detail in drawing to get just
exactly the touch that he is seeking. He may be classed with

the realists ; his publisher advertises him as " The Mark Twain
of Cartoonists." Doubtless the chief reason Webster is so exact

ing in his ideas is because he realizes their importance. There is
never the suggestion that he is straining or dragging in an idea ;
it is always natural and human.

There is something more or less distinctive in the drawing of
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every cartoonist whose work appears daily in our newspapers,
though possibly not as much as in the drawings of Goldberg,
Fox, or Webster. However, there are certain touches that might

be admired. But regardless of the draftsmanship or individ
uality of style of any cartoonist, I am led irresistibly to the con
clusion that the idea is the vital essential , and if you can present
this idea in an effective way there is no reason why you cannot

find a place in the ranks of the successful cartoonists if you
have the creative talent.
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CHAPTER V
THE BALLOON

ALLOON talk - the cartoon term that is used to describe
ON talkon- the
cartoonterm thatisusedto describe
BALLO
the conversati
that appears in the balloon -like space

will make or break the cartoon. There is no phase of the work

where there is greater opportunity for originality or subtlety
than in these irregular little plots where the story is told. The

drawing makes its appeal to the eye ; the balloon to the senses.
To get the big effect, there must be an even -handed co -ordina
tion of the two. I cannot emphasize too strongly the importance
of this feature in cartooning. It is vital.

It is possible for a cartoonist to take liberties in the sketching
of the figures that appear in the strips or in the comic supple
ments.
In drawing, some of the most striking comic effects

are obtained by exaggeration and by making caricatures of
people. But, in the words that they use, no such broad license
can be taken. Here is one place where the cartoonist must stick
to real life. An understanding of human speech is highly neces
sary because the artist cannot put strange words in the mouths

of these people and get by with it.
Balloon conversation must be familiar, informal, and col
loquial. It must be so simple and direct that the reader will
have no trouble in reading and understanding what the charac

ters are saying without the slightest effort. The cartoonist must

make every word count, without giving the slightest ground for
the suspicion that he is skeletonizing or skimping. The conver
sation must sound exactly like that of such a person in real life .
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And, while this may sound perfectly easy and primary, it is one
of the most difficult parts of the cartoonist's job.
The mistake of supplying unnatural expressions of speech is
a common one, especially among those who are dealing with
types with whom they are not familiar. The character making

a speech must appear to be saying just the thing appearing in
the balloons and nothing else. The wrong choice of words is

just as jarring in cartoon work as a false note in a solo selection
by a musician . For instance, it would be just as absurd for a
truck-driver to converse in long, jaw-breaking words as it would
be silly for a professor to say “ I seen ” or “ I taken . ” The con

versation and the character drawn must harmonize, or the whole
thing will seem incongruous and forced.
Not only must the manner of speech and the type of the char

acter be in harmony, but there must be an evident connection
between the expression on the face and what he is quoted as

saying. By this I mean that the cartoonist could not have the
conversation peppered with wrathful , vitriolic epithets coming
from the mouth of a character whose face is wrapped in a placid ,
angelic smile.

And , likewise, it would be silly to have a glum, expression
less figure represented in the balloon talk as bursting with joy
and radiant with happiness. The words must not belie the look.
At times, the cartoonist will not have more than ten words

at his command to describe a whole situation or to indicate just
what kind of a person the one in question is. Kin Hubbard,
George Ade, and some of the famous humorists have developed
this to a high degree in writing, but some of our leading car
toonists have not trailed far behind them. The need for smart

ness is not so great as for naturalness, but these little touches
will make the work of an artist, if richly endowed , stand out as
distinctive. I heard a rather swagger débutante, who desired
to give the appearance of being a bit devilish, described as a
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girl " who says damn with a broad ‘a .'” Tad has frequently dis

played his ability to size up a character by a smart turn of words.
The cartoonist who can create epigrams is fortunate, if they are
good , but nothing falls flatter than an epigram that is a dud.

So, unless the cartoonist is sure of himself as a coiner of the
wise cracks, he should avoid this treacherous field .

It has

claimed many victims who might have developed further if
they had trodden the safer course of using natural conversation
and striven less for a knockout in every panel.

The reader's interest must be gratified by keeping in mind
the fact that there must be harmony between the facial expres
sion and the balloon talk. So, in drawing the features of the

face, it is important to keep in mind what the speech is to be.
While there is no fixed rule, I ink in the conversational matter
before I draw the faces in the final form, because of the supreme

importance of the talk. Other cartoonists may find it easier to
draw the faces first and then ink in the conversation, but I have
found the results better by the first method.

Not only must the face be in harmony, but the accompanying
gestures also. Otherwise the life is out of it. The whole

figure, from head to toes, must depict just what appears in the
balloon. The swelling chest for pride, the quaking knees for

fear, clenched fist for wrath—all of the gestures must lend
credence to the mood that is expressed in words.

The power of imagination is exemplified in balloon conver
sation as in no other way. It is easier to draw a picture of a
man in any walk of life than it is to select words that will label
him. For, while the artist can sketch the exterior, it takes an
incisive, knowing eye to penetrate his mind and know just what
he is thinking of. We can do little more than wonder what the

average person is thinking about, so, naturally, the thoughts

that the cartoonist attributes to these people in his drawings
come out of his own imagination. Wondering what people
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and even inanimate objects are thinking about has given me two
series that have attained wide popularity. But in any cartoon

where human relations are depicted, the creative mind of the
artist has to fashion in words what he thinks these people are
thinking about. Success depends upon just how well he does it.
REAL FOLKS AT HOME ( THE FREIGHT ELEVATOR MAN )
IS SUPPER
READY ?

OH IS IT
You GCORGE
YES

well

1

HURRY
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THIS WAS THE FIRST CARTOON IN THIS Series

The Real Folks at Home series developed out of a conversa
tion of a group at my home in New Rochelle, as we sat before
a great open fireplace and started to speculate about how the

other half lived. The talk turned to what the vast army of im
portant, but unsung, people found of sufficient interest in the
performance of their daily tasks to discourse about with their

wives when they returned from work. What could a freight
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elevator man find in a day's work to talk about at the end of a
day's toil ? someone asked . Thinking it over, I realized that

here was an opportunity to do what O. Henry had done in his
short stories

show how the other half lived . The conversation

appearing in the home scenes of these “ real folks” is imaginary,

of course. It seems to gratify the inborn curiosity that the aver
age person has to see how the other people act in their own
homes. To depict how people in every walk of life, from the

banker to the bootblack, conduct themselves under their own
roofs , and to set down their intimate confessions and ideas,
offers a wide field for the imagination to play in.

The power of observation and a retentive memory will prove
valuable aids in balloon talk.

Sometimes a certain phrase is

accompanied by a ridiculously funny gesture. By observing the
characters who strike us as being funny in real life and noting
just what there is amusing about them, it will be possible to
recapture a part of this in the cartoon.

How often can the

explanation, “ It's not so much what he says but the way he does
it,” be recalled . The exact words that a character uses to ex

press an emotion or an idea move us to laughter. Some of the
richest effects in cartooning have been obtained by a verbatim

report of what people have actually said . Happily, all of us
do not have the same way of expressing the same idea or of
describing our views on an identical situation. The language
that is attributed to a character must sound natural and easy.

So retaining in the mind just how this certain person would
react on certain occasions will help in the various situations that
come up in cartoon work.

A common mistake that young cartoonists make in starting
out is to put in unnecessary conversation. They seem to feel

that the figures should be active at all times. This leads to such
a waste as the negro described in admonishing his talkative and
verbose companion : “ You speaks words, but you doan' say
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nothin '."

It is much better to have no conversation at all than to

have either an unlikely or a strained speech.

Conversation

should be used sparingly as a general rule, only enough talk
being introduced to put over the idea.

Be grammatical, but not laboriously so. Do not get stilted,
but let the talk flow just as it would in ordinary conversation.
Some of our most noted cartoonists have not had the education
that would enable them to converse like a Chesterfield or a Ber

nard Shaw. It is well to recall that the big idea is to reach the

great masses of the people. Of course, I do not mean to try to
appeal to the low-brow, or to the intelligentsia. There is a happy
medium. It is necessary to have a knowledge of spelling and

English. A misspelled word will weaken a cartoon and any slip
in grammar will be quickly noted.

It seems that there are hundreds of people who comb the
papers to see if there is any little flaw in the grammar, the spell
ing, or in the appropriateness of the properties in the back
ground of a cartoon . A schoolteacher wrote me a letter be

seeching me to avoid using the word "ain't” in my cartoons,
because it served as a bad example to the youth of the land who

were being instructed to use " is not.” A protest came to me be
cause I had educated men on the golf links, seeking handicaps,

asking "What yer goin' to gimme?" My answer to these criti
cisms was that, while I was not condoning grammatical errors,
I was merely taking people as they are — not as the ideal would
have them.

One rule that I have always endeavored to follow is not to

ridicule any group of workers or to make fun of a person's

deformity. Yet the editor of a large western newspaper declined
to run one of the cartoons in the Real Folks at Home series be

cause he thought it reflected upon the great army of people who
were waiting on tables or other menial occupations. Almost any

boy who has lived in a small town can recall having been heart
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less enough to have made fun of the town half -wit. So I made
a cartoon for the The Days of Real Sport, picturing a group of
boys harassing the village simpleton. Within a few days there
came a letter from a mother who expressed regret that I should
have drawn such a cartoon, because she had been unfortunate

enough to bring just such a boy into the world. These experi
ences will suggest just how careful a cartoonist must be to keep
from hurting people's feelings, or from putting the wrong words
in the mouths of your characters. I have always regretted the

thoughtlessness in making the cartoon of the simple minded lad .
It was cruel and unnecessary even though true to life.

A smattering of the foreign languages will help , too. How
ever, if reference books are accessible to check up on the little
foreign expressions that frequently put variety into the cartoons,
this will nearly serve the need. However, be sure that you have
the right words, for nothing would make the cartoonist look
more ridiculous than to use a foreign expression for effect and

then find out that it was wrong. Avoid the use of foreign
expressions unless they add a great deal to the cartoon.

Avoid extravagance of expression in any form unless there is
a particular reason for it. Just as affectation in speech is tire
ome in real life, strained balloon conversation is ineffective.
If you

will follow the tone of the average conversation , you will

readily come to the conclusion that everyday talk is composed

mostly of short, common words and simple sentences. The best
advice is to cultivate an alertness of ears everywhere one goes.

Often a single expression overheard by chance will be the
nucleus of an idea for a whole cartoon.

And it is often excus

able to make an entire cartoon in order to " spring" the clever
expression .

A street sweeper was discussing with another the ability of a
fellow " white wing," and remarked that he was “pretty good on
straight sweeping, but not much around telephone poles.” This
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fine appraisal could have been made only by one who knew the
inside points. It was rich in humor because it brought out the
human tendency to minimize the ability of others and to praise
our own, even in the most menial occupations. Try to get the

flavor of reality in your conversation.
Be concise ! The space that is available for the conversation
is necessarily very limited and must be used with the most telling
effect. Regard for detail in the selection of words is ever to be

had. It is well to try over and over again to use a fewer number
of words to express the same idea. In just such a manner as the
average person goes over a telegram or cable to condense it into

the smallest number of words possible, the cartoonist should go
over the wording of his balloon talk. A good rule is to use the

smallest number of words consistent with naturalness in speech.

Cultivate the short words that may be substituted for the longer
ones without impairing the meaning. A mediocre idea can be

made doubly valuable if the conversation is good, for the people
love to read the talk of these imaginary people.

From the standpoint of technique, it is necessary to print

legibly. The cartoon is generally reduced about three times in
size when it appears in the newspapers, so the lettering should

be clear and easily read . By glancing at the printing of the most
successful cartoonists, it will be realized that they have observed
this rule. Some of them have a distinctive way of lettering, but
none makes it hard for the eye to follow.

In speech, we emphasize our statements by raising or lowering
the voice. Of course, this is not possible when one has to print
out what is being said. However, the same effect can be obtained
in drawing. By making any word blacker or larger in com

parison with the others, the cartoonist can score his point of

emphasis by attracting attention to the disparity in size. Some
cartoonists prefer to use lettering of a more uniform size, while
others resort to italics. Personally, I prefer to emphasize by
53
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1

playing up the words in larger and blacker letters or underscor
ing for this is the simplest way of putting the idea over.
Doubtless every aspiring cartoonist has pondered over the
general style of balloons that he will draw to inclose the con
versation .

It will be observed that the balloons, almost without excep
tion, are irregular in shape and are neither spherical nor rec
tangular. There is no rule as to whether the outline shall be
1

plain or wavy, and it is simply a matter of taste as to what type

will be adopted . It is well to remember, however, that no frills
should be introduced if they detract from the punch that the
cartoon should carry. The size of the balloon will depend upon
how lengthy the conversation in the panel is and how many
figures are to be drawn in it. There should be a reasonable
amount of balance in the balloons appearing in the panels, be

1

!

cause a marked difference in size will make the cartoon look dis

jointed. The lettering in all should be of a uniform size, except
when words due for emphasis are given preferential treatment.
Not every cartoon needs a balloon to tell the story. Only when
it is desired to report the conversation of the characters appear

ing in the cartoons is a balloon desirable or necessary. Indeed ,
there are some cartoonists who seldom ever use this force.

Fon

taine Fox prints out the conversation, inclosed in quotation
marks, on some convenient part of the panel. In my cartoons I
use the balloons to block off the conversation . But in setting
down observations or expressing ideas, I letter in the words with
out using the balloons . This is the most effective way to handle
this style of work, in my judgment, and is the practice generally
followed where there is only one figure to a panel.
There are a few cartoonists who do not letter in the conversa

tion with their own pens, but fall back on the printed type made

by the type-setting machines. While this is perhaps easier to
read , it is not as artistic or individual as the longhand lettering
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and , frankly, I do not care for this combination. It is true that
more dialogue can be crowded into the space ; but this is not a
real virtue, because the cartoon, to be most effective, should con
sist of as few words as possible, unless the point of the cartoon
is to set forth the philosophy of the central figure.

While the development of the balloon -talk form of cartoon
may be attributed to the American artists, the originator of the

idea is generally held to be Hogarth, the English caricaturist
who lived back in the eighteenth century. The foreign comic

artists, for the most part, have used only one picture to put over
their ideas, but the American cartoonists have shown a fondness

for a series of panels. With a single picture the conversation has
generally been printed underneath it. This, of course, is the

simplest way to illustrate a clever wheeze or to spring a fine turn
of repartee. Opper was the first American cartoonist to use the

balloon to any great extent, and is doubtless more responsible
for its widespread popularity than any other one artist.
The ideal style of balloon conversation is natural and breezy.
The ability to say things in a clever, breezy way will add a great
deal to the class of your cartoon, but the outstanding object
should be to make the conversation sound like it does in real life.

It is better to be a little prosaic than unnatural.
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CHAPTER VI
THE COMIC STRIP

HE comic strip is the chief exponent of slap-stick humor.
It may seem like condemning it to attach the “ slap -stick
humor” label to it, but there is much in the comic strip to com
mend. There are good comic strips and bad ones. The best

ones are in reality comedies of manners in picture form. Their
popularity is governed mainly by the artist's knowledge of the
type he is drawing — and thus the faithfulness with which he
portrays the character.

The comic strip differs from other cartoon work. It is based
on one or two - or even more — characters who appear in the

strip from day to day. It is just like a stock company. The inci
dents are different, but the actors are the same. They are con
tinued in the daily performances , and the most popular attract
great followings throughout the land. The idea of continuity is
the basic principle in the comic strip.
There were about one hundred of these comic strips at the

beginning of 1926, which were being syndicated for publication
in the various newspapers. Needless to say the majority of these

are mere space fillers. The wonder is that publishers can be
persuaded to devote their valuable white space to the daily
inanities drawn by some of the less gifted cartoonists. However,
there are a few who cause millions to chuckle daily with their
clever little adventures and sallies into the field of fun, so keen

is their knowledge of human nature as depicted in the strips.
There are several cartoonists whose work appears daily in more
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than one hundred different newspapers, scattered throughout the

country. This gives a sketchy idea of just how much of an insti
tution in the life of the nation the daily strip has become.

Time was when a newspaper ran a single comic strip and
thought that it had catered fully to the public's zest for this kind
of reading matter. Now some of the dailies, which specialize in
their appeal to the eye, run a full page of comic strips and car
toons. The average newspaper in a good-sized city publishes
three or four comic strips in each issue. It is to supply the de
mand for these strips that the hundred have been created. Even
the worst seem to have some following.

The comic strip is of great value to a newspaper as a circula
tion-getter. For there are, happily, hundreds of thousands in
this country who buy newspapers every day to see what their
favorite character in a comic strip has to do and say, or to see
what their favorite cartoonist has to present. When a newspaper

will give a whole page over to the comic strip it may be regarded
as conclusive evidence that the public not only demands the

features, but is willing to buy the papers to read them. It is all
due to the public's love for following the adventures of a popular
comic hero, or heroine.

If there is one weakness the American reading public has,

it

is to see what the comic hero does or says each day. Listen to
the slang on the street and observe how a clever saying — or even
a frequently recurring remark — is repeated. The comic -strip
hero becomes so widely known that his sayings become house

hold words. Therefore, it is a valuable asset to the newspaper
in which the comic strip appears .

The public readily takes up expressions that have been
popularized by the cartoonist. Just as a song hit is sung and
whistled all over the country, a smart turn in a popular comic
strip has a national run. When Goldberg popularized his series
of cartoons on foolish questions, it was a sort of national pastime
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in many quarters for some one to ask a foolish question and label
it " Foolish question Number. ..” It seems that the buoyant
exclamation , “ Ain't it the grand and glorious feeling !” has been
taken up widely. Tad's “ You tell 'ems" and other slang expres
sions, which have been featured in his cartoons, have been taken
In vaudeville, on the stage, and in a hundred different
places, one may hear the phrases used by the successful comic
strip artists repeated . Perhaps it is just one form of hero wor

up.

ship, but, in any event, the comic-strip character is so widely
known that we find Buster Brown suits, Andy Gump crackers,
Krazy Kat toys, and other commercial articles and novel

ties which have become popular by being associated with
the imaginary persons.

While it seems that there is no rule one can adopt to tell
whether a comic strip will find favor or whether it will prove

a fizzle, the most notable successes have been scored by the car
toonist who has an intimate knowledge of the type he portrays.

It is another case of knowing your stuff. The little touches
put many cartoons over, for there is a whimsical appeal in
details that might seem superfluous. Before I took up golf
and became a real addict, I frankly could not see where golf
would furuish much material for cartoons.

However, upon

learning something about the game and observing the outcrop
pings of human nature, with boastfulness, alibis, and other traits
fully exposed, I found enought material to give me an idea for
a cartoon on golf at least once a week for life.

Bud Fisher's Mutt and Jeff is probably the most widely known
comic strip of all. There is a constant contest between the two

-one is strikingly short and the other is impressively tall — to get
the better of each other. Neither Mutt nor Jeff has any real
counterpart in life. The strip is the outstanding example of the
adventures of two imaginative characters. The one idea that

possesses both of them is to " out-smart ” the other. The comedy
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in the strip is frequently broad and all notions of fair play or
ethics are thrown to the winds ; the chief object is to take
advantage of the other and to revel in his discomfiture.
In the average mortal's makeup there is generally a part that
thrills at the idea of playing a joke on the other fellow. This
accounts for the popularity of Mutt and Jeff, for they are both
of the clown and buffoon type. No attempt at academic drawing
is made in the pictorial presentation, but there is a subtlety of
style that is coupled with a conversational adventure, in which
one is hit on some part of his anatomy in the last panel with the
accompanying “ Oowah !” “ Bam !” “ Biffl” “ Squish !” that go
with the head-on exit of either little Mutt or the angular Jeff.
George Herriman's Krazy Kat is a splendid example of clean
cut comedy presented in a distinctive manner. It depicts the
adventures of a love-crazed cat madly enamoured of a mouse.
With such a theme, it might properly be supposed that there
would be few interested in the love affairs of a cat, no matter

how fancifully the work were done. Herriman's fine imagina

tive qualities account for the success of this strip, which in many
ways is unlike any other. His backgrounds are perhaps the most
distinctive feature. Without any rhyme or reason , they change.

In one panel, the background may be a scene on the prairies. In
the next, a few adobe huts will be shown, with fantastic trees and
clouds. Herriman is famous for his clouds and trees ; or express
ing it another way, for being himself.
Harry Hershfield's Abe Kabibble is another strip that may

attribute its success to the creator's knowledge of the type he
draws. The shrewd and cunning Abie is the central figure, and ,
as Hershfield draws him, he is a living character. He is a sharp
trader and a real slick fellow, whose humorous traits are exposed

in this comic strip. Abe Kabibble is a Jewish business man and
the strip deals with his everyday affairs. In depicting the
affairs of a figure of any one nationality, it requires a great deal
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of delicacy to draw the cartoons without reflecting upon the
nation or race, for the cartoonist must be careful not to be offen

sive. Hershfield shows how this may be done in a sympathetic
way and still bring out the comical side of the central figure.
The conversation is phrased in the dialect of Abie and is rich in
humor .

Sidney Smith has made Andy Gump a national figure with
his jealous wife, Min, and little Chester almost as well known .
The Gumps are rich in clever conversation and in Andy's phi

losophy. Sidney Smith has the gift of being able to make the
boastful Andy expound upon his many virtues and talents in a
highly humorous manner. The Gumps are truly adventures in
conversation and there is no cartoonist who is happier in ex
pressing a sentiment in an exaggerated way. There is a streak of
optimism in Andy, and, even in his shortcomings, the egotistical
Mr. Gump is able to point out some good moral. His musings
are distinctive and humorous. The happiness with which things
are expressed accounts in a large measure for the success of
The Gumps .

It would be possible to go on down the list of the successful

comic strips and point out why each has found favor. The
dominant reason is that the artist has been himself and no one
else .

There is a certain group of artists who defy classification .
It would not be proper to call them comic -strip cartoonists
or humorous artists. Their work is so distinctively their own
that they cannot be placed readily in either class.
Fontaine Fox is a notable example of this school. He has a

troupe of characters who appear periodically in his cartoons, but
not daily like Mutt and Jeff, Jiggs and Maggie, and Andy
Gump. However, Powerful Katinka, the terrible-tempered
Mr. Bang, the skipper of the Toonerville trolley, Tomboy
Taylor, and the imperious Micky McGuire, with the gang of
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Little Scorpions are nearly as well known. Any one of these
characters might be developed into a daily comic strip, but
doubtless Mr. Fox desires the wider range for the play of
his talents.

There is the inimitable Rube Goldberg, who has a style of

drawing and a type of cartoons all his own. His originality in
draftsmanship and his genius in figuring out weird mechanical
devices have come in for much praise. There is probably no
cartoonist who takes such liberties in drawing as Goldberg ; but
the effects that he obtains are remarkable.

He has coined a

number of the most popular slang expressions and there is no
telling where his ideas will break out next. Goldberg is often a

rich satirist. He can do slap-stick comedy, but he revels in the
grotesque. His mechanical contraptions are marvelous ; when it
is recalled that Goldberg was educated to be an engineer, it is

not surprising that the devices seem to be mechanically workable.
The funny little things that come up in everyday life are, to
my mind, the situations that have the widest popular appeal.

There is a reality about them, for we have all experienced or

observed them. Therefore, when they are drawn in such a way
as to develop this point, cartoons of this kind find a universal
audience. Perhaps there is a tinge of pathos in them, but think

of the times that we have " felt sorry " for some one in a plight
of some kind—the son of the millionaire who never knows the

joy of a real boyhood, the rag-tag kid looking in a show window
at the richest apparel, or the numberless times when a feller
needs a friend. It is just as human to desire to recall the mo
ments of elation, when some happening sent our spirits a soaring
and we felt just grand. If you have a sense of humor, there is
no reason why you cannot find amusement in numberless out
croppings of the little foibles in human nature.
The cartoons of Gaar Williams of the Chicago Tribune bear

the imprint of a master draftsman . He depends slightly on
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exaggeration in drawing to get his effects, but yet he does not
lose the comic touch by sticking close to visualization. Williams
finds the home and family life to be a fertile source of humorous
ideas, dramatizing the funny little twists in human nature that
crop up around the hearth in his own distinctive way. His car

toons illustrate the possibilities for humorous sketches that exist
right under our own eyes.

And so it goes with bridge, bowling, pool, pugilism, baseball,

racing, or any other sport. While it is true that some people
who are expert in their knowledge of various sports fail to see
anything humorous in their contact with them, if an artist is
observant, keeps his ears open and has a sense of humor, he ought

to be able to capitalize the intimate knowledge that he has gained
of any line. And just as in the field of sport, the cartoonist's
knowledge of the types in the various walks of life will serve
him well.

No one can follow Bringing Up Father without being con
scious of the fact that George McManus knows all about Jiggs,
Maggie, Dinty Moore, and the rest of the gang. Jiggs is a real
character and human always.

It should be remembered that if

the cartoonist is to get a real grip upon the heart of the public,
he must make his characters real and human.

McManus is painstaking in his presentation of the adventures
of Jiggs and Maggie, and much of his success can be attributed

to his attractive style . His chief asset, however, is his own per

sonal knowledge of the two central figures in his justly popular
comic series.

No matter how faithfully the artist may reproduce a scene
from real life, the cartoon must have something more than

realism to get over. There must be some particular point. For
instance, there would be no excuse for drawing a picture of a
golfer swinging in vain at a ball unless this slip developed a
humorous or amusing idea. On the other hand, if this golfer
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had been boasting about his unerring aim in swatting the mock

ing white pellet, such a picture might be exceedingly funny.
Furthermore, the cartoonist must so set the stage that the reader

will have no difficulty in sensing the point.
series on The Days of Real Sport I endeavor to depict
faithfully the scenes of boyhood . These scenes are nothing more
In my

than the stage upon which the actors appear . Unless they are

shown doing something that displays the laughable part of the
kid makeup , the scenes, no matter how realistic, would serve no
good end. As an example , take a cartoon showing a barefoot,
ungainly kid hanging by his legs from a rudely fashioned
trapeze, while a group of girls and boys look on. If there were

nothing more than this in the cartoon , it would not be especially
interesting beyond recalling the days when the ability to skin
the cat or do the giant swing stamped the performer as a star .
This might bring a chuckle . But suppose one of the onlookers
deprecatingly remarked that if he could not do better than that
he would soak his head , while another turned to his girl with a

patronizing air and said , " Ahl that ain't nothing. Y' oughta
see me! " the cartoon takes on more life, for these remarks bring
out two humorous traits in human nature—the tendency to be

little the achievements of others in pointing out our virtues and
the desire to boast of our strong points before the other sex.

So it is with other scenes — they must mirror the funny little
twists in our makeups, not merely give a picture of the stage

upon which these incidents take place. The newcomer is prone,
when seeking to obtain realism, to draw a picture of a common
place or homely situation and trust that the fidelity with which
he has drawn it will put it over. You must learn to dramatize

these scenes and people them with living characters, who act in

such a way as to stir the reader on to a chuckle if not a good
laugh.

The comic strip is the lure for the beginner in cartooning. It
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would appear that there is an inborn desire on the part of almost
everyone to draw something funny, even from the earliest school
days when we drew caricatures of our teachers in ridiculous
postures and labeled the most libelous representations of the

human face with the names of our classmates. So it is quite
natural that the aspiring cartoonist should turn to the comic

strip as the most inviting field for the expression of his talent.
Most examples of students fresh from the correspondence
school courses contain repetitions of the successful strips of
others. A review of the great bulk of stuff that they do reveals
slight originality and a tendency to rely too much on imitation.
It is desirable to learn how to obtain the effects that the success

ful cartoonists get in their work, but slavish imitation should be
avoided because it stifles the play of imagination and cramps

the

style that anyone may acquire. I would not like to decry the
studying of other cartoonists' style, for it is well to have an

ideal to work toward. In my early days I had my heroes. Many
times I would endeavor to draw a cartoon like I imagined they

would. Indeed, there are examples of imitators selling this
studiously copied product and afterward producing something
1

of their own. But, in the long run, it pays to stick to your own

ideas and style, for the world is looking for something fresh
and new .

Considering the outlook from all angles, there is much to be
said in favor of first getting a place on a newspaper staff, no

matter by what course this objective is reached. Here it will
be possible to do enough work to keep practicing the various

effects in composition. The diversity of the jobs undertaken will
afford a wide range of experience and anyone may reveal just
what type of work the newcomer is best fitted to do. The oppor

tunity for different kinds of treatment of any subject is almost
boundless, but one of the main strong points is that you will be
drawing continuously. We do those things that we have to do.
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When any task is optional, even if we know that it would be to
our interest and ultimate advancement to do it, there is always

the likelihood of our following the line of least resistance and
postponing this until a happier time.
To my mind , this is the surest route leading to the time when

a cartoonist can ultimately produce his own ideas. It may not
be so direct or immediate as desired, but it is a step in the right
direction. And once you can put out your own stuff, the wait

for recognition will not be long, for the public is quick to recog
nize when anything is clever and worth while.
In the field of human comedy, there is not one who sparkles

more with originality and brilliancy than T. A. Dorgan, or
" Tad . ” Yet, he has always been prolific in editorial as well as

sporting page cartoons. He writes well, being known as an

authority on boxing and other sports. Tad is best known, of
course, for his Indoor Sports which are just chock full of the
funny twists in human nature. He knows, as all successful car

toonists to-day know, that to interest the public you must first
interest yourself. And in his cartoons Tad draws people he has

actually met. They are not merely inventions, but actualities,
realities - life itself.

The impression one gets when reading

Tad's cartoons is that he was so amused himself in observing
what these people were doing that it was too good to keep — so
he just had to draw it to pass the comedy along. The first test
of a humorous cartoon is whether it amuses yourself.

The American language is rich in slang ; and Tad has certainly
done his part toward this enrichment. In just such a manner as
the dramatists have a major and minor action, Tad has a major
and minor point in his cartoons. The little figures that frolic

in the background of his cartoons — the rag-tag dog chasing the
mischievous rat or the antics of the conventional figures, such as
kindergarten tots drawn to represent men and women, indulge in

some pointed remark about the chief actors. The widely used
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slang quibs of recent years, “ You tell 'em, goldfish ; you've been

around the globe,” or, “ He's so dumb he thinks Sandy Hook is
a Scotchman," not to mention " He's the cat's whiskers" and a
thousand other variations, may be attributed to Tad. Indeed , it
is claimed that the song-writers who wrote the memorable Tin

Pan Alley epic of a few years ago, "Yes, we have no bananas,”
first saw this line in one of Tad's Indoor Sports, and framed

their ditty around this expression. “ Flivver" was another of
his inventions.
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CHAPTER VII

THE COMIC " SUP"

W

HILE it may seem a far cry, it was only a few years ago

that the mere idea of having a comic supplement horrified
many fine newspapers. Only the " yellow sheets,” as they dis
dainfully referred to the newspapers that were alert and far

seeing enough to sense the possibilities of the “ funny paper,"
would dare to print the astounding episodes in which the smart

Aleck boys thumbed the nose at their sedate parents, the forgetful

and disobedient son was pictured as a hero, and where a refrac
tory mule kicked well-meaning farmers miles and miles. It was
not an uncommon thing for a mother to announce in loud and
unmeasured tones that she would not allow one of those atrocities

to come inside her house ! Indeed, they were nothing more than
textbooks for mischief and aids to make the children fresh and

ill-mannered ! The “ yellow sheets” that ran these comic supple
ments were banned from these houses. But while one put the

ban on the funny pages, ten opened their doors to Gloomy Gus,
Happy Hooligan , Little Jimmy, and Hans and Fritz. They
made the appeal of the Sunday issue cover the whole household,
for the doings of the funnies were followed as closely by the
children as the deeds of the public figures were followed by
their elders.

The comic supplement is in as good to-day as it was in bad
two decades ago. Even the ultra -conservative newspapers have

accepted it. Some of the more enterprising journals have added
another four-page comic supplement to fasten their hold upon
the vast army of readers who just dote on the funnies, and a few
67
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now publish as many as twelve pages of comics in a single issue.
The reason for this, of course, is that the comic supplement makes

more people buy their papers, for their value as circulation
getters is unquestioned . The publishers are quick to learn what
sells their papers. This explains why the comic supplement,

which some of the timid papers a few years ago tucked inside
their news sections, is now used to inclose the whole paper. For
it is the bait and the lure. Its striking colors attract the eye and
create the impulse to buy.
The comic supplement was primarily for children and de

signed to bring something into the Sunday paper that might be
used to entertain them. However, it was soon discovered that
the adults were just as keen for the funny papers as were the

kids. The eagerness with which the grown-ups read the funnies
to the children grew to be one of the standing jokes of the
American household . Ever anxious to give the public what it

wants, the more enterprising newspapers sought to raise the
level of humor a little bit and fashion colored pages in the comic

supplement to suit the grown -up mind. Almost any publisher

can testify that, from the viewpoint of circulation, the comic
supplement is the most valuable section of the newspaper. So
the refinement of the idea to appeal to the larger group was a
natural development.
The comic supplement is an American innovation, and the
national sense of humor has been expressed by the colored pages.

Since those rude days in the early 'nineties when the Yellow
Kid was the rage, Swinnerton produced his Little Bears and
Tigers, and Foxy Grand pa was the current cut-up, the comedy

of the country has flowed through this channel. With the vogue
of the supplement, the humorous weeklies, without which no
barber shop once was complete, have waned in popularity. The

passing of Puck may be attributed to this competition, for the
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comic pages filled the demand and sounded the knell of this once
famous weekly.

As in all other classes of newspaper cartooning, there are
good , poor, and wretched pages. The poorest stuff is foisted

off on the misguided—but often helpless - country editor with
small means. One reason the comic supplement was so slow in

making headway was the fact that only the largest dailies had
presses that were equipped to do color work. The publisher of
a small newspaper, lacking these more modern facilities, was

not prepared to add this feature to his Sunday edition. This
was overcome in due time by the enterprise of the large dailies
and color-press printers, who struck off the comic pages for the
smaller papers and shipped them on to the subscribing journals.
This is the practice that is still commonly used to serve the striv
ing small -town newspapers. It is natural that the best comics
should be more or less preempted by the papers in the big

centers, for they can afford to pay for the best talent available
and they must present the funnies that have the greatest appeal.

There is nothing short-lived or ephemeral about the success
ful comic page. Perhaps the best example of sustained favor is
the Katzenjammer Kids, who have been playing pranks on their
fat parents for more than twenty years. Hans and Fritz made
their originator, Rudolph Dirks, famous and wealthy. A good
fortune was realized by R. F. Outcault from his page, depicting
the events in the career of Buster Brown and Mary Jane. These

two comics have probably been the biggest of all comic supple
ment money-makers, for Outcault not only capitalized the car
toons but drew royalties from the sale of suits, shoes, and stock

ings that were named after his youthful creation. Buster Brown

later appeared on the stage with his ever-faithful dog, Tige, and
his little sweetheart, Mary Jane. Almost all of the comic
favorites were defamed a few years ago by burlesque shows that
bore their names, while others were immortalized in the movies.
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In many cases, the revenues that their creators derived from in
direct sources exceeded the returns that came from the news
papers.

Just as the humor in most of the comic pages has been broad
and slap-stick, the manner of portrayal has been vivid and even

garish. Little thought generally has been given to the combina
tions of colors and the whole artistic effect. Winsor McCay's
Little Nemo is a marvel among the colored comics. It is well

above the average in point of execution and , from the viewpoint
of imagination, is lively. It is an ideal children's page. While
the teaching of morals can hardly be said to be the mission of
the comic supplements, the resolutions that Buster Brown always
drafted at the end of his weekly adventures permitted Outcault

to moralize and philosophize about the trials of a high-spirited
but upright youngster.

A great many of our most popular comic pages, like Topsy,
just grew up. Bringing Up Father by George McManus made
its bow as a daily strip, but its popularity was so wide that it
later burgeoned into a full page. Mutt and Jeff went through

a similar development, as did The Gumps, King's Gasoline

Alley, the Toonerville Trolley, and other comic pages. With
a vast audience created by the daily strips, it was a logical step
to glorify these widely known characters in colors in the comic

supplement. So it would appear that if the comic strip is emi
nently successful in its appeal, there is a strong possibility of its
creator joining the more select ranks of the cartoonists, who
create a full page each week.

Obviously in a full page of space, the cartoonist has a far wider
range. The strip is suited to a single episode, but the full page
permits the artist a freer hand in character delineation, an

opportunity to employ the elements of suspense and surprise, as
well as other tricks that help to round out the whole idea. To
run a comic page, it is vital that the cartoonist create one or two
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central characters and then build the whole action around them.

He does not have the latitude that is given him in the strip,
where it is possible to present pictures in three or four different

series. For example, I have always varied my work by alternat
ing cartoons in When a Feller Needs a Friend series with others

in Ain't It a Grand and Glorious Feeling, The Days of Real
Sport, or Real Folks at Home. Of course, such a variety is not
possible in the comic supplement, for the same leading figures
must appear every week.

The comic-supplement cartoonist is handicapped in another
way. Owing to the fact that the Sunday pages must be drawn

at least one month in advance of publication, it is not possible
to capitalize the timely developments of the day, except those
that are fixed in advance, such as Thanksgiving, Christmas, and

other similar events in the year. The time intervening between
the drawing and publication of the strip is generally about one
third as long, so it is frequently possible to present a humorous

angle on a much -talked -of news development. The comic
supplement artist, however, must more or less put such ideas out
of his mind, unless he is indeed prophetic in foreseeing what is
going to happen.

The full page requires more skill in building up the idea of
the plot. The point must be worked up carefully so that the
action is not anti-climactic. This necessitates careful planning
in deciding just how the story is to be told in the allotted series
of pictures. As a rule, it is desirable to spread the action so the
interest is sustained right up until the last one or two pictures.

The art in it is to keep the reader guessing right up to the climax.
However, this cannot be laid down as a hard-and-fast rule, for
occasionally the cartoonist is endeavoring to present a situation
where the elaboration of the idea is more important than the
action .

There are some comic pages that find favor with both adult
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and children readers. Bringing Up Father is an adult comic,
but the children like it.

McManus knows the game clear

through and never fails to give the people what they want. In
the first place, McManus knows his type intimately. The ludi
crous efforts of the parvenu, society-struck wife, Maggie, to
make the low-brow spouse, Jiggs , prefer the high-brow affairs
among the élite to the doings of his old gang at Dinty Moore's,
in the congenial atmosphere of corned beef and cabbage, is the
basic idea. Around this, many variations are woven .

In such

a country as America, where it is commonly held that the people
go from shirt sleeves to shirt sleeves in three generations, this
is a fine basic idea. It is amusing to all to see the struggle that
ensues in this household, with the aspiring social-climbing wife
endeavoring to lift the resisting husband into a sphere where he
obviously does not fit. Added to this, the rather primitive
method that Maggie has of showing her displeasure, such as the
hurling of vases or mauling him over the head with some near-by
blunt instrument, there is no way for one to miss the point. This
gives this comic the strength of action, so the appeal is strong
to the children as well as to the adult class of readers.

Petey, by Charles A. Voight, is an adult comic of the superior
type. It is equaled by none in the point of draftsmanship . Voight

is a master at drawing attractive femininity and has the dis
tinction of being the only cartoonist who has been able to put
over a successful pretty-girl comic. The American public
seemingly adores to see the heads of beautiful women in poster
fashion on the covers of its popular magazines, but this taste
seemingly does not extend to the comic supplement. Of course,

the reason for this is that there is nothing funny or amusing in
the representation of a beautiful girl . It delights the eye but
does not affect our risibilities. The title of Voight's comic is
Petey, but the beautiful Betty is even more an indispensable
figure, with all her pulchritude and style. Good clean humor
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marks all of Voigt's comic, which is a brilliant example of the
charm of individuality. There are other comics where attrac
tive femininity is a part of its popularity, such as Polly and Her

Pals by Cliff Starrett, but this not so pronounced as in Voight's
creation.

Indeed , there are many other pages of merit, but it is not
within the province of this book to enumerate them and to point
out wherein they have this property of great merit. But it will
be well for the aspiring cartoonist to remember that, while most

comic pages are of the adult variety, they should not be far over
the heads of the more youthful followers.
There are a few cartoonists who cater entirely to the children

in their work, for generally, for the sake of variety, a section will
contain at least one comic that is strictly for the children.
Clean humor and clear-cut drawings are notable features of

Frank King's Gasoline Alley, which combines the adult and
juvenile appeal. He has created in Skeezix, a character who is
in high favor with the children. The love affairs of Unca Walt
are followed by the older readers. The Strip, like others, has
developed into a full-page comic. No cartoonist in the United

States produces a more clear-cut drawing than King, and it
reproduces in a striking way. It is one of the best examples of
a wholesome comic that has a marked juvenile appeal.

The chance for popularizing a comic of this type naturally
is less promising than one which will command the interest of
all classes.

Again, there is an occasional comic page which more or less
confines the action to a single sphere. Barney Google by Billy
de Beck is centered around the race track, where Sparkplug does
his stuff. It is exceptional where a cartoonist can limit his range

to a single sport, or to one sphere, and command a large enough
following to hold a page in the comic supplement against those
whose field is far broader.
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CHAPTER VIII
THE EDITORIAL CARTOON

THE editorial cartoon has undergone a material change in
THE
purpose as well as in general makeup during the last thirty
years. In the old days, the cartoons were drawn with a sting in
them ; for the most part they were conceived with the view of

ridiculing the opposition and of adding to the discomfiture of
those who differed with the editorial policy of the paper. There

was frequently little delicacy on the part of the cartoonist in
labeling those on the other side and in depicting the motives
that stirred them on in their campaigns.
Happily, this style of editorial cartoon has more or less been

replaced by drawings that inform more and ridicule less. The
creators of these cartoons have found that more can be achieved

by a touch of humor or pathos than by pointing the finger of
scorn and ridicule at those who are of a different faith . And ,
with the growing complexity of our social order, the cartoonist
has sought to explain the essentials of an intricate issue by a

simple picture. It is now more a matter of laughing " with ” the
characters presented than " at" them.

There is no sphere in which a good education will prove of
more value than in this branch of cartooning. It requires a wide
and intimate knowledge of politics, economics, national issues,
and international affairs to be able to present the whole story in
one or two pictures. Unless you have an education that will

permit you to know the background , it will be no easy task to
interpret many great issues that vitally affect the welfare of the

people. In these times when Congress spends days in debating
74

HOW TO DRAW CARTOONS
the provisions of a flexible tariff, the country gets aroused over
the wisdom of cutting down the surtax, or some responsible offi.

cial emphasizes the deadening hand on industry that the large
issue of tax -free securities exerts, you can well understand why

the successful cartoonist must have a good education in order to
show why a high tariff protects American labor, how a high
surtax makes a man with money reluctant to invest it in produc
tive enterprises, and how tax- free securities impose a heavier
burden on the average taxpayer by permitting the men with big
incomes to escape paying anything.
It is almost essential to the success of an editorial cartoonist

to have a grasp of the big economic questions of the day, for if
he can present the subject in the proverbial nutshell he can
interest readers in all sections of the country. Then, too, versa
tility is muchly admired. The cartoonist who can treat a wide
range of subjects will have a greater sphere of influence than one

who knows just one line or is conversant within a very narrow
range. As a cartoon is nothing more than a dramatized thought,
you will have to be a sound thinker to get the greatest effect. It
falls to the editorial cartoonist to take a complicated, intricate
situation , and then , by stripping it of all frills and non-essential

trimmings, reduce it to the bare idea that the man in the street
will readily understand at a glance.

We live in a world that is largely run by precedent and tradi
tion. There is force in the idea that what has happened before
will happen again. The belief that you cannot depart from
certain time-honored and revered rules without courting disaster
is widely held. Therefore, it is essential that the cartoonist shall

know what has happened before-history. He must know some
thing of the big moments in the lives of our heroes, because one
of the most effective means of driving home an idea is to show
that it was sponsored by our venerated forebears.

A knowledge of literature, by the same token , will prove help
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ful. Especially in the titles and in the wording of the cartoons
there is great opportunity for the display of a knowledge of the

Bible, Shakspeare, Dickens, and other widely known authors.
In everyday life we see the counterparts of the Prodigal Son,
the boastful Falstaff, or the willing Mr. Barkis. A play on

words or a paraphrased statement of some character who is
universally known is mighty effective at times. By contrasting
what our modern men of affairs do with what our heroes of old

did under nearly the same circumstances, the editorial cartoonist
has a fertile field to work in. This sketchy outline of some of the

possibilities that are suggested by an education will give only
a fragmentary idea of what a rich background means.
Perhaps the most stirring times in the career of an editorial

cartoonist come during the national campaigns for the Presi

dency, when he serves as the spokesman, in a pictorial way, for
the newspaper upon which he is employed . He doubtless is con
scious of the fact that he may exert some influence on the great
mass of voters, deliberating as to how they shall mark their
ballots for the most important office within their gift. In elec

tions of lesser importance, it is within his province to shape the
opinion of the readers and sway their judgment. Obviously, one

must represent the political policies of the paper for which he
works. While a cartoonist might swallow his pride and set
aside his own feelings for those of his employer, it is better to

work for a newspaper whose editorial policies, if they be par
tisan, agree with his own. It is hard to be sincere, otherwise,
for somehow if your heart is not in your work the cartoons reveal
this forced feeling. Imagine the chagrin that a cartoonist, who
believed strongly that a little drink wouldn't do anybody any
harm, would have in being forced to draw day after day cartoons
showing the curse of wine and beer !

To carry conviction, there must be great strength in cartoons
of national importance, with a strong idea and vigorous han
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dling. The idea must be put over in a smashing style. In almost
every big campaign there is a certain idea that just expresses the
national conscience. If the cartoonist can give expression to
that feeling by a happy idea and a buoyant slogan, he may supply
the punch that will mean victory to his standard -bearer. Great

events make great cartoonists ; the world stands ready to applaud
the artist who can reveal what is in the popular mind .

Day-by-day happenings may produce fine ideas and happy
turns of humor, but world catastrophes, momentous disasters,
and the deaths of our great men have been the outlet for some
of the greatest thought. McCutcheon's cartoon on the death of

Pope Leo was widely heralded . It bore no title. There was
just a picture of the earth with crêpe draped around it. The

cartoon was simple and effective. Its simplicity suggested that
the world was too deeply grieved to find words to express its loss.
Ding's cartoon on Roosevelt's passing may well serve as a
model. The spirit of the dead man, his association with the

great outdoors, and the national sense of loss that his death pro
duced were all expressed in The Long Trail, which showed the

Rough Rider turning in his saddle, waving his sombrero in
farewell and following the spirit of the West, represented by the
cowboy, the pioneers in their prairie schooners, and the redskins.
How a cartoonist may seize the fancy of a nation was shown

by Homer Davenport when he created the cartoon , He's Good
Enough for Me, in championing the candidacy of Theodore
Roosevelt. Uncle Sam was pictured with his hand placed

approvingly on Roosevelt's shoulder. It doubtless did much
toward his re-election because the phrase was taken up through

out the country as the keynote idea of the whole campaign.
There was nothing particularly original in the idea ; the picture

was simplicity itself ; but the idea was big and the handling was
strong. It was a pictorial bull's-eye of what the nation was
thinking. Davenport was a notoriously bad draftsman. He
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seemed unable to get the right proportions in his figures. But
how he could draw an elephant ! and what strength he could put
into his work ! Davenport was essentially a political cartoonist.
This was his forte and great was the force that he exerted on the
opinion of the country in his time.

Nowadays, it is within the province of the editorial cartoonist
to indulge in cartoons in the lighter vein . Just as the chuckle

type of comic cartoon has gained favor over the slap-stick strip
with the loud guffaw as the final kick, humorous treatment of

the more serious problems of the day has supplanted, in a meas
ure at least, the more severely conventional cartoons of a decade

ago, when labor was represented by a sinewy man of brawn,
crowned with a paper cap, and capital was depicted as a fat,

pompous individual, sporting the inevitable silk hat, a massive
watch chain, and clothed in the dollar-mark suit.

There is no cartoonist, in my judgment, who is more admir
ably equipped with a mind for treating the serious as well as the
humorous subject than Ding. Although he is particularly a
humorous cartoonist, he is equally as happy in dealing with the
weighty problems of the day. His work is streaked with that
human and homely touch which we say that a man has who loves

folks and knows human nature. Some one has said that Ding's

stage setting is always between the kitchen and the woodshed ;
his situations are familiar to everybody.

There is nothing

cryptic in his ideas, so the point he is seeking to make is familiar
to all classes. The common situations in everyday life are
applicable to big events ; the flair that Ding has for applying
them has made him justly famous.

The name of John T. McCutcheon will go down in the history
of American cartooning as one of the outstanding figures for all
time. For many years he has enjoyed widespread fame, for
McCutcheon has the rarely combined qualities of a deep thinker
and a keen humorist. His style is notable for its vigor. Always
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broad and open in outline style, his drawings lend themselves to
clear-cut reproduction in newspapers. He has been so widely
imitated that there may be said to be a McCutcheon school in

cartooning, for he has exercised a wide influence, as well as being

a source of inspiration in shaping the course of this profession.
McCutcheon can be profound in his thought but airy in his
presentation. He is a master in drawing contrasts or revealing

striking parallels. He was probably the first American car
toonist to use the series idea in cartoon work, and from time to
time introduced other features that later were widely adopted.

McCutcheon can drive an idea home with sledge-hammer
blows, for he is equally as happy in the use of forceful printed
words as in the use of forceful drawings. He is a fine example

of a roundly educated man at work in cartooning. Upon many
occasions he has made drawing incidental to the expression of
his idea, preferring to phrase his thoughts in direct and com
manding sentences.

With an unfailing sense of timeliness, McCutcheon has drawn
cartoons that have been “ pat” with the occasion ; he has expressed

the national consciousness times without number on the big
topics of the day.

His humorous cartoons have been just as

funny as his serious works were strong, for he knows human
nature and can see the funny side of life.
Herbert Johnson has made the meek little man who represents

the common people in all his cartoons known all over the nation.
This affords a good example of how an artist with a lively
imagination can create a figure that will be recognized in any
part of the country. There is probably no one interested in

drawing who is not familiar with the retiring little man with

his childlike hat on a somewhat disheveled head ; his Jeff whis
kers, and his over- large collar encircling a stringy, thin neck.
He is of the meek type, just such a man as one would impose on
without fear of the consequences.
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Johnson is a very fine draftsman . His work is done in wash.

First, he makes a line drawing, just as a cartoonist would if he
were doing it in the more conventional pen-and-ink outline
sketch. Then he goes over it in wash so as to get the various

nuances in shades which give a softer effect. Then, too, a car
toon in wash is more in keeping with the illustration policy of
The Saturday Evening Post.
Bill Ireland, of the Columbus Dispatch, and Carey Orr, of the Chicago
Tribune, are two of the most consistent producers of editorial cartoons that
are noteworthy and widely copied . Both are gifted with a remarkable car
toon sense , being able to sum up patly in a pictorial way the real gist or
point of any public question. Ireland and Orr specialize in straight pen
and-ink cartoons and are both splendid draftsmen. They show how much
punchcan be put into a cartoon of this kind when a big idea has been cor

ralled . Both take rank with the foremost men in their own particular field .

Soykes of the Philadelphia Public Ledger has a vigorous style
and a fine faculty for finding similes to express his ideas. His

cartoons have a lithographic quality, so expertly does he use
He does not hesitate to depart
from visualization to get his effects, but the point of the cartoon

the broad strokes of his crayon.

is always unmistakably clear. Sykes has a keen sense of humor
that imparts a fine flavor to his work.

The crayon style of cartoons permits strong, vigorous treat
ment. Rollin Kirby and John Cassel, of the morning and eve
ning New York World, respectively, are shining examples of
this school. The work of Boardman Robinson and Clive Weed

shows how the crayon may be broadly and effectively handled.
Fitzpatrick, of the St. Louis Post- Dispatch, employs charcoal
in a striking way to present editorial opinion pictorially on the
timely topics of the day. The crayon style seems to be the
modern method of the editorial cartoonist, doubtless because of
the force that can be imparted to a big idea.

There is a fairy, whimsical touch in the work of Winsor Mc
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Cay. He is a marvel in technique, one of the finest draftsmen we
have. There is no one who seems to love perspective as McCay
does, so when his imagination takes one of its unbridled flights
in the land of dreams with Little Nemo, or when it depicts the
dreams of his Rarebit Fiends, his pen responds unfailingly in
conveying the sense of great spaces in the realm of fantasy. His
cartoons show the power of originality, whether in editorial or
in other lines.

The grand old man of cartooning is Frederick Opper - or
F. Opper, as the nestor of our profession prefers to sign his
drawings . He has been drawing steadily for more than forty
years, but has never been left behind in the forward procession.
Opper is foremost a satirist. His work has been a wonderful
example of the ridicule cartoon, fully as effective as the lampoon

ing cartoons of Davenport. He knows the way to get under the
skin ; his has been the art of pictorial sarcasm . Opper handles
his pen

in a way to obtain loose and broad effects. He has al

ways been economical in his lines. Perhaps this accounts, in a
measure at least, for his amazingly prodigious output. It has
seemingly been nothing for Opper to draw a daily cartoon and
turn out a full page depicting the misfortunes of well-meaning
Happy Hooligan, the terrible kick that " Hee Haw and Her
Name Was Maud ” carried in her heels or the doings of that

gallant pair, Alphonse and Gaston.
But Opper has scored notable successes in the field of editorial

cartooning from the trust-busting days when he created Little
Willie and His Papa, showing President McKinley as Little

Willie, walking meekly hand in hand with his nurse, The Trusts,
and Theodore Roosevelt as the incorrigible Teddy, always kick
ing over the bucket , to the more recent times when he pictured
the direful things that would happen to Sam if he joined the
League of Nations and played with those wicked and wily boys,
who lived over the ocean .
81

--

HOW TO DRAW CARTOONS
Opper has created more hits than any other cartoonist, for he

not only has great powers of expression but he never gets over
the head of his public.

T. E. Powers is an editorial cartoonist, whose work is dis
tinctive. Using the pen and ink, he gets the broad effects that
come from his free and open style of drawing. He departs from

visualization and uses pictorial crudity in caricatures to help
put over his ideas.

Comedy and pathos are so closely akin that it is not such a far
stretch from the humorous to the editorial cartoons. So many
of our well-known humorous cartoonists started out in the more

serious field, and later drifted into the other. There are times

when there is just as much genuine satisfaction to be derived
from drawing a serious cartoon that will make people think
as there is in creating a humorous sketch that will make mil
lions chuckle. The greatest thrill that I ever got out of my

cartoons came from the first drawing of mine that ever ap
peared on the first page of a great paper. I never received a

cent of pay for it, but there was a record-breaking dividend in
satisfaction. It happened in the old days when I was doing
odds and ends in the art department of the Globe-Democrat.

At that time, series of sketches showing the events of the week
in pictures were rather popular. Without saying a word to
anyone, for I was not too sure that ultimate success would crown

my early efforts, I drew a strip of pictures presenting what I
thought were the high lights of the week, and sneaked it un

obtrusively on the desk of the managing editor. There never
was a grander or more glorious feeling than mine when I saw

that strip, bearing my name, spread across the first page of the
Globe -Democrat on the memorable day. It was a fine bit of
tonic because it helped to convince me that I need not be a
drudge if I put my heart into my work.
While I never found so much personal satisfaction in the
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making of editorial cartoons as I did in my humorous series,
there were times during my rather extended stay in Chicago
when I thoroughly enjoyed drawing the “ piratical " Mr. Roger
Sullivan and “ his band of cut-throats ' seeking to rob and pillage
Chicago of its public utilities.

Just as the mission of the humorous cartoon is to make people
laugh, the mission of the editorial cartoon is to make people
think , then act. Here is a great field for a dominating mind

inspired to work for the public interest, or for a critical mind to
show up the weak points in actions or proposals that affect the
common welfare.
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CHAPTER IX
THE SPORT CARTOON

s who use toone cartooning.
ING the comic-strip
lend themselve
SPORT
sport as a
artists, readily
Apart from events
field in which to stage their humor, there is a considerable num
ber of the more strictly sport cartoonists. As a general rule, they

do not specialize in any one sport, but produce a daily drawing
about some notable figure in pugilism , baseball, golf, swimming,
racing, or in some other kindred activity.

They are largely dependent upon the events of the day for
their inspiration and material. In this respect they are more
nearly sketch artists than creative cartoonists, but there appears
to be a reasonably large sphere for them to operate in. How
ever, it should not be inferred that there is not a chance for

creative effort or for humorous effects. There is hardly ever a

big sporting event, such as a championship prize fight, an open
golf tournament, or a baseball game in the World Series, that

does not have its humorous angles. The sport cartoonist has an
opportunity to glorify the heroes or reveal the funny things
that he observed during the event.

It would seem that there is a good chance for a newcomer
to break in as a sport cartoonist, because he is able to offer a
newspaper an exclusive feature.

The sport cartoonist can

specialize on local celebrities, picture local events, and make
a more direct appeal to the reader than the cartoonist who works

through a syndicate. The matter resolves itself into a question
of expense, however, for, while the editors doubtless would pre
fer to have a special artist to make their sporting pages more
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appealing, they must consider the cost of the feature. This fac
tor makes it almost impossible for the newspapers in the smaller

towns even to consider it, but the dailies in the larger cities
have added the sport cartoonist to their staffs to a fair extent.
Just as the editorial cartoonist works largely under the direc
tion of those who control the editorial policies, so the sport car

toonist works under the direction of the sports editor, though he
has more latitude. As a rule, the cartoon consists of a series of

drawings dramatizing the most notable achievements of some
athlete in a particular game or during his career. There is a
wide selection for the cartoonist in this sphere, for many are the
events in the life of some of our heroes. The effectiveness of the

cartoon depends largely on how well the artist can choose the
big moments and how strikingly he can express these with the
pen.

Seemingly, the most popular of the sport cartoonists employ
both crayon and pen-and -ink line sketches. The ability to draw
a good likeness of a sporting hero is almost indispensable in
this field . Photographs of the notables are nearly always avail
able to aid the artist in drawing portraits or in catching some
characteristic action, so it is possible to make the busts or pro
files that appear to have been drawn from real life.

The silver-print process is used to a considerable extent by
the sport cartoonist. This consists of making a photograph of a

photograph on a sensitized paper that will take ink or crayon.
The artist works directly over this silver print with either pen,
brush or crayon, thus making an exact likeness almost a certainty.
In this way it is not hard to get a sketch that gives a true and

striking resemblance. What you are seeking is a cartoon that
will move the reader to exclaim, “ That looks like him .” If you
can sketch from life and obtain the same results, it is so much

better because the reader likes to feel that the drawings were

really made from life. In any event, it should be emphasized
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that the ability to make a good likeness is pretty much an essen
tial in this line of work.

The sport cartoon is used to " dress up " the sporting page.
This means that it must be laid out in an artistic way so as to

make the page attractive to the eye. As a general rule, the
sports editor will indicate the space that he desires to give to
the cartoon. This is determined by the style of the makeup and
the stories that are to be featured. There is art in the makeup of
a newspaper, of which the average reader is more or less uncon
scious, but the pages are planned with a view of presenting some
thing easy to look at, with due consideration for balance, variety,
and relief to the eye from the tediousness of unbroken columns of

type. Aside from striving to present the most interesting things

possible in the drawing, the cartoonist must keep in mind this
added requirement ; for, more so than in any other field of car
tooning, it is necessary to draw well, or better than mediocre.

I mentioned the possibility of a sport cartoonist branching out
into the more popular and profitable field of the comic strip or
the comic supplement. Some of the most widely known car
toonists had their beginnings as sport cartoonists. Sidney Smith
drew sport cartoons in Chicago for many years before he created
The Gumps. Mutt and Jeff was developed by Bud Fisher on
the Pacific coast while making a sport cartoon for a San Fran

cisco paper, depicting the efforts of this famous pair to beat the
races. Rube Goldberg started out as a sport cartoonist on the

Coast, but, surprisingly enough, the legend is that he was such
a " failure " that he was fired from the $6 a week job. Where
upon he came to New York and made a howling success that
raised his weekly salary above the thousand-dollar mark. There
probably was never a better sport cartoonist than Jimmy Swin
nerton, who is one of the pioneers in this field as well as in the

comic-strip work . The Days of Real Sport, one of my most

popular series, first appeared when I was doing sport car
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toons for the Chicago Tribune. For years, I sketched scenes
of some cauliflower -eared gent delivering the knockout punch,
graphically drew Ed. Walsh, in a fine burst of speed, twirling
the White Sox to victory, made a cartoon of a husky bowler
scoring a ten strike — or depicted the efforts of A. Piker to pick
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the winning horse at the races. This was one of my earliest
series, which was run during the racing season in Chicago.

Every day A. Piker would select some touted bang-tail to romp
first under the wire, and the cartoon would reflect the varying
fortune that befell him as the result of his bets. During the
course of years, it seems I was called on to cover sporting events
in almost every field . Happily, the richness of this experience
has been helpful in later years.
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It is generally necessary for a sport cartoonist to witness the

event that he is featuring. Therefore, if he is able to write well,

he may profitably set down in words, as well as in pictures, his
impressions. This would appear to be a happy combination of
talents. Tad is perhaps the best-known cartoonist who has
combined the two arts. He is an expert on pugilism and for

years there was not a championship bout that Tad did not cover.
He would go through the training period, using both pen and

typewriter to tell and show the sporting public how the noted

principals were getting along in the squared ring. Bob Edgren
is another who is famous both as a sport writer and as a sport

cartoonist. Hype Igoe finds himself just as much at home,
while Robert Ripley, who works for a big syndicate, combines
the two in the most effective manner.

While I have emphasized the possibility of the local appeal
in sport cartooning, it would be wrong to conclude that the gen
eral appeal is lacking. Interest in baseball, pugilism, racing,

golfing, and in the intercollegiate major sports is nation-wide
and So, if

you can produce a drawing of general interest daily,

there may be a place for it on the sporting pages throughout the

country. Ripley has shown that the sport cartoon can be suc
cessfully syndicated, for his work has appeared daily in many
newspapers for many years. He covers a wide range of ground

in his work, generally writing a brief story to accompany his
drawing. As he must work many days in advance, Ripley can
not depend upon an individual performance for his cartoon .

Therefore, the drawing must cover a general, but timely, subject.
The off season, the period from the Thanksgiving football
games until the opening of spring training in baseball, is the
trying time. Only the " stove league" is in session if we waive
basketball, bowling, and the winter sports. There are many
days during this frozen hiatus when a sport cartoonist has a

tough time trying to rig up a drawing. The sports writers in
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dulge in speculation and forecast, and recount how nobly the
stars won their scars of battle. Doubtless it was on just such a
day that Ripley created his Believe It or Not series, which shows

some unbelievable accomplishment of an athlete, with a brief
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story telling when and where this deed , which strains the read
er's credulity, really occurred.
If you are at all imaginative, it should not be hard to think up
a number of sport cartoons what would appeal to the great army

of fans. There is such a wide range of activity to follow. The
principal figures lend themselves so readily to cartooning

which calls for nothing more than dramatizing the high lights.
It is easy to say " dramatize” the big moments, but it is the most
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difficult part of the work. However, if you can learn how to do
this you are bound to have a larger measure of success. Even
the most dull and phlegmatic things can be dramatized. Per
haps the most notable and widely used example of " dramatiz

ing" is where the maker of any article, seeking to impress one
AND THEN HE TOOK UP GOLF
HE USED
ABED

TO LIE

AND DOZE

(BEFORE HE
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with the volume produced, figures out how long an unbroken
line it would make if laid end to end, or stacked up one on top

of the other. It is impossible to lay down rules for dramatizing
incidents in sport. This must be left to the discretion and judg
ment of the cartoonist. Indeed, if there were rules, it would

be advisable to disregard them, to strive always to create some
thing different and distinctive. I would advise you particularly
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to avoid the “ dummy” sport cartoon, where the hero is pictured
as stiff and as colorless as a wax figure. Get action into the draw

ing, for, if the reader is interested in seeing the likeness of an

athlete, he will be doubly interested in seeing the same person
doing something characteristic or distinctive.
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Use your own ideas. There is a tendency on the part of the

grizzled cartoonist and sports editors to think that there is not
a new idea under the sun. Unfortunately, many would prefer

to have an event handled acceptably in the stereotyped manner
than in a novel way. While you should strive to please those
who are employing you , do not fall under the spell of the pessi

mistic creed and join the ranks of the slavish imitators. If you
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have faith in your own ideas, try them out and seek to get away
from the general run of sport cartoons.

Learn as many of the fine points of the various sports as possi
ble. You will find that this knowledge will help you in pic

turing the “ real kick ," and, should you later branch out into
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the comic field, it will serve you in good stead. However,

do

not mistake the intent of this suggestion, by inferring that it is
desirable to know so much about any sport that only a few ex
perts would be able to appreciate the point. Remember always
that the point should not be made too technical to be understood
by the average reader. The object of learning the finer points
is to make sure that the meaning of the cartoon will be unmis
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takably clear, both to the average reader and to the smaller group
of devotees, usually known as the insiders.
From the standpoint of humor, the sport cartoon offers a fer

tile sphere for presentation that is rich in humor and fun. The
very nature of most games makes them full of twists that may be
drawn in a humorous way — the little slips, bone-head plays,

and funny physical motions and postures. The slap-stick possi
bilities are great. As a usual thing, there is a large crowd in

attendance, and, if anything funny happens, it seldom escapes
the notice of some observant fan who has a sense of humor. For

example, at an Army-Notre Dame football game, the Notre
Dame coach had attempted to turn the tide of battle by running
in a score or so of substitutes. Observing the steady stream, some
spectator yelled , “Why don't you send in the hunchback ? " As
this referred to a notable and current motion picture, “ The

Hunchback of Notre Dame, ” the wise crack brought a roar of
laughter. The inborn tendency of the leather-lunged fan to
show off or to indulge in " wise cracks” frequently produces a
hearty laugh that can be recaptured by the pen and the lines

that are penned beneath the drawings. While the general say
ings of the sport devotees for the most part are horribly trite and
hackneyed, there is an occasional wag who is spontaneous and
clever enough to produce a lively chuckle or a real laugh. The
comments of the spectators and the wise cracks of the fans should
provide something that could be used to good advantage, so
it is a good rule to keep your ears open and listen for these color
ful observations.

My experience in golf has convinced me that there are hun

dreds of good cartoons to be drawn in any field of sport, espe
cially if it is lively and interesting to yourself.
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CHAPTER X
WHERE CAN I SELL MY STUFF ?
OR ,

HOW CAN I GET A NEWSPAPER JOB ?

"HE acclaim of the public is naturally sought by the as
THE
piring cartoonist. But apart from the " grand and glorious
feeling ” that comes from the populace's pat on the back, there
is a rich reward for scoring an outstanding hit. But while the

compensation is generous, to be quite frank, the general public
has an exaggerated idea of what even the most successful car
toonist receives for his work.

But for three or four whose

annual income runs into six digits, there are literally scores of

striving cartoonists who never have to worry about the burden
of a surtax in making out their income-tax returns. I would say

that the average cartoonist, who manages to produce a daily car
toon that is syndicated among a few newspapers, makes more

than a comfortable living. If he has broken into the more se
lect ranks of those who contribute to the comic supplement, it is

likely that he can live a reasonably luxurious life, own a home,
join a country club, drive a high-powered car, and lay aside
funds for future comforts. There are probably ten cartoonists

in the country who earn $50,000 or more every year from their
work.

The editorial cartoonist is not paid so generously because his
work is not so easily syndicated. And naturally, when the com
pensation paid the artist is not distributed among a large number
of papers, it is smaller. With the exception of four or five

nationally known editorial cartoonists, I do not suppose that
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there are ten others in this class who receive an annual return of

more than $ 12,000 annually. The average cartoonist would
be happy indeed to receive this pay. For, on the newspapers
in the smaller cities, the monetary return is patently less than

the great syndicates can afford to pay. A salary of a hundred
dollars a week would be above the level of compensation, if the
profession of cartooning were considered in a national sense.
For art in nearly every branch is notoriously meager in its
monetary return . The salaries paid to those mentioned in the

foregoing class are to those who have arrived not to those who
are seeking to win a place in the world .
But, naturally, one who has striven to perfect his art and de
velop his ideas to the point where he considers them worthy of

publication wonders what he may expect in a material way .

The

first question that suggests itself to the aspiring cartoonist is
how he can make a start. I receive hundreds of letters every

year asking, “ How can I sell my stuff?” or, “ How can I get a

newspaper job ? ” This stern practical question cannot be an
swered by any rule of thumb. It is an individual problem that
must be worked out by the individual—it cannot be solved by

even the most kindly disposed outsider. However, I believe that
some fields are more fertile than others, and think that a certain

course is more likely to produce results than others. Unhappily,
too many of the so -called schools of cartooning have made pre
posterous promises to prospective students. In order to lure

them on to enrolling in their classes, these art diploma mills
have given the cheering assurance that the finished product of

their schools will have no trouble in landing a fat job, with a
big salary, with one of the numberless publications or syndicates
that are pictured as being eager to take on some clever and

original newcomer. These wild claims of positions upon finish
ing the courses are baseless. It is by no means an easy matter
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to get even a minor job in the art department of the average
newspaper, let alone the position of cartoonist.

To my mind, these small and irresponsible schools are a men
ace to student progress. It takes much practice of the skull

and the wrist to forge ahead even moderately in this field . With
very

few exceptions, the men who are now recognized as car

toonists have reached their present positions by keeping everlast
ingly at it and climbing rung by rung up the ladder. But if

cartooning were a profession that the newcomer could step
right into without serving his apprenticeship and time in subor

dinate rôles, it would be unlike the experience of the stripling in
any other field . To think that a student could finish a corre
spondence course in the best of these schools and emerge within

a few weeks as a full -fledged cartoonist, would be just as absurd
as to think that a youngster could take a course in acting by

mail and make his initial appearance on Broadway in a major
rôle alongside Barrymore or Warfield.
The training is too superficial. It is hardly more than kinder
garten class, and those who seek to gain renown in cartooning
should realize that there is a lot more schooling to be had. The

technique, finish , and application so necessary in this work gen
erally come through experience alone.
To my mind, the best school is on a newspaper art staff. There
is no place where a wider range of experience can be obtained.
Too many, falsely wrought into a state of rich expectancy, ex

pect to start right in as an editorial cartoonist, and are un
willing to accept a humble position on an art staff, to grind
along retouching photographs for half-tones, making borders
for news photos, laboring on layouts of pictures producing the
art work for advertisements, and doing the various odds and
ends that must be attended to by the art staff. I have retained

the first drawing I ever made. It was a sketch of a brewery.
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There was a lot of this drudgery before I was fortunate enough
to get out of the primary grade.
To one who has had the vision of seeing his strong cartoons
emblazoned on the front page or his comic strip assigned a place
among the daily creations of the nation's most notable comic
artists, it is not so easy to reconcile himself to plodding away in

an unsung rôle in the background, producing unsigned work or
dashing off a sketch for a department-store advertisement. The
price paid for ultimate glory and fame is not small, yet it seems
to be part of the well -established system that those on the way
up have to pay for experience.

Perhaps I have painted too drab a picture. It should not be
thought that the art department on a newspaper is a dull, prosaic
place of quiet, but deep, suffering. The true artist who takes
the most humble place on an art staff will find ample oppor

tunity in time to display his originality and ability. In the
treatment of every little job here is an opening for the clever
worker. The editors constantly encourage doing something in
a new or different way, although they naturally have formed
certain judgments as to what is the approved method of han

dling certain events and routine matters. But it should be re
membered that the editors are eager to discover new and unique
talent . It
distinction.

gives their papers a wider appeal and a certain
To have developed a nationally known and

widely acclaimed cartoonist is a point of great pride with any
newspaper.

However, there is no demand at this time for the cheap slap
stick comedy type of cartoons. The editors reject this kind of

work without a murmur of regret because the field is already
full to overflowing. There would be no distinction in a news

paper publishing cartoons with the hackneyed slap-stick points
with the swat-em -on- the-dome and plop ! climaxes. Only the

imprudent and undeveloped minds will attempt to foist space
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wasting " comic” stuff on the wary editors to -day. They have
turned down so much of this type of cartoons that they have
won the reputation of being heartless unless there is a marked
element of newness, of originality or cleverness in the work.
There will be always a demand for sparkling ideas. If these

can be expressed by an artist who has an attractive and unique
style, the cartoons will find an ultimate market. It is not possi
ble to say that they will be seized readily, for it takes time to
win the attention of the editors and the syndicate managers.
There is so much stuff of an inferior nature offered them and

they are generally so engrossed in their regular work that there

is a limited amount of time that they can devote to the search
for new talent. But those seeking positions will have no trouble
if they have the right and compelling stuff.

The record of rejections and rebuffs to the beginners may be
such a mental handicap as to discourage any except the stout
hearted.

However, it is comforting to know that the editors

and syndicate managers will welcome with open arms anybody
who has a new line or even a new twist of a real good old idea.

There is a superabundance of the Giddy Gertie and Bessie
Bonehead type of cartoons. The public has enough of the in

anely silly stuff without newcomers seeking to add to it. There
is a difference between silliness and humor, between crude slap
stick buffoonery and comedy. At times, perhaps, the shading
is not too striking, but it is sufficient for the discerning mind to

sense it. Strive for something different from the general run of
trashy stuff that strangely enough manages to creep into some
of the newspapers. Do not pitch your comedy on a low level,
but try for the smart and unique ; for while the inferior car
toons may be run by a few papers, they will not have a broad

popularity. There are many of the Giddy Gertie type that con
tain merit and have a big following but aside from a successful
half-dozen they are a drug on the market.
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There is no royal road to success. Too many beginners have
the mistaken impression that a letter of introduction to the editor
is a sort of back doorway to success. Such a note may pave the
way to a hearing, or perhaps a trial, but " pull" cannot be sub

stituted for merit. The appeal of the work to the public is the
factor that means thumbs up or thumbs down, for no newspaper

can afford to devote its valuable white space to pictorial duds.
As I have said, there is no secret avenue to success in the
world of cartooning. While there are some who get a better or

earlier start through a fortuitous introduction, the man with the
goods will " arrive" if he will persist. It has been my observa
tion that good material will not beg long for position. Before
seeking a job be sure that you have a generous supply of speci
mens of your work . You naturally would expect your prospec

tive employer to want to see what you can do, for he can judge
far more easily from your drawings than from a personal re
cital of your qualities and potential abilities.
An editorial rebuff should not be necessarily regarded as proof
that the work submitted is no good . In the first place, news
papers have a limited amount of space that they may devote to
cartoons and comics. In many cases they are committed to the

utmost and the stuff on hand is fully paid for, so that if any of
these regular features are displaced there would be a double

expense. Thus, in order to get his cartoon published, the new
comer must have something that is far superior to the work

that has been passed upon favorably. The odds are against
you under the most favorable circumstances. In the case of
the syndicate managers, the situation is much the same.

Unless they can place the cartoons with the newspapers, it
would be useless for them to attempt to syndicate them. It is

customary for a syndicate to enter into contracts, running over
a period of months or years, with the various artists, for
competition is keen for the services of the men who have won
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a wide reputation and a big following. With a knowledge of
these facts, there is no reason for the newcomer to feel that a

rejection slip means there is no merit in the work. The only
sensible thing to do is to keep submitting to the heads of the

syndicates, but, at the same time, keep improving your work.
It cannot be too good.

The odds against a newcomer landing a position as an edi
torial cartoonist are considerably less than those ruling against
the aspirant who hopes to put over a comic strip. In the first
place, there is a local demand for a cartoonist who can concen
trate upon local issues and do special work of this type. How
ever, to sell a comic strip to a newspaper the cartoonist must
battle against many handicaps. Due to the development of the
syndicate, a publisher can obtain the strip created by nation
ally famous artists for less than the most meager salary that he
would be required to pay an artist on his own staff. Indeed,
it would cost the average newspaper more for making the cuts

of an original strip than it pays to a syndicate for running the
daily cartoons produced by one of the best-known cartoonists.

The syndicates send out the cartoons several days in advance of
release, in the form of matrixes. These " mats," as they are com
monly called , are nothing more than duplicate impressions of

the original cut, obtained by placing a thick but sensitive piece
of paperboard over the engraving and applying so much pressure
on top of it that the drawing is faithfully impressed on it. The
matrix, being light, may be mailed for a few cents. When the
newspaper desires to reproduce the cartoon, it has a mixture of
hot lead poured over the mat. The molten lead creeps into the

impression. When it hardens, the newspaper has a copy of the
original in type metal. This is much cheaper than engraving,
costing but a few cents. So the ultimate expense of obtaining
a first-class comic strip is not excessive.

The prices that newspapers pay for comic strips vary. The
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syndicates base the rates on per thousands of circulation, but
other considerations enter into the business, so in the long run

it is largely a matter of merchandising. Some of the smaller
dailies get six strips a week for as little as five or six dollars.

In the larger cities, newspapers pay several hundred dollars for
the privilege of running the work of a cartoonist, even though he
is employed directly by a newspaper in another city.
The syndicate is a development of the twentieth century.

While its history is a little vague, James Gordon Bennett, the
publisher of the old New York Herald, is generally regarded as
the first publisher to see its possibilities. Mr. Bennett paid
prodigious sums for new stories. He chartered a steamship to
send a correspondent to the West Indies to get the story of the
eruption of Mount Pelée. He bore the expense of heavy cable

tolls running at the rate of more than a dollar a word to get ex
clusive foreign news. In order to cut down this cost, he con
ceived the idea of offering to sell the story to newspapers in
other cities which were outside of the Herald's primary territory.
Finding the other newspapers ready to purchase these features,
he developed the syndicate to substantial proportions.
In the field of cartooning, William Randolph Hearst did what
Mr. Bennett had done with news features. At first he published
the strips and cartoons that the artists on his own staff had made
in the string of newspapers he owned .

Soon afterward out

side newspapers sought to buy these features because it was
realized that the comics played a large part in building up the
circulation of the Hearst newspapers. The syndicate idea spread
to other great dailies and to associations of newspapers.

A

few syndicates directed by individuals came into being. By
1925 there were at least fifty offering syndicated material to the
newspapers. How far they had extended their sphere may be
indicated by the fact that there was known to be only one daily
IOI
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newspaper in the United States that did not make use of syndi
cated material in some of its pages.

To the outsider there seems to be a magic ring to the very

word " syndicate.” The prominence and earnings that are at
tached to the artist or writer who syndicates his stuff are gen

erally exaggerated . The most popular comic cartoonists suc
ceed in getting contracts extending over a period of years with
a guaranty of a minimum annual salary. If the gross earnings

exceed this figure, there is generally some provision for a shar
ing of the excess return on a percentage basis. However, a con
tract is not the rule. Most of the stuff is accepted by the syn
dicates with an understanding that there will be a splitting of

the gross earnings, the syndicate defraying the expenses for dis

tribution, advertising, and mechanical distribution from its
share.

Of course there is a variation in the respective per

centages given to the syndicate and to the artists, this depending
upon the popularity of the material, the ease with which it can

be sold, and the general demand . The larger syndicates state
that they carry certain features at a loss in order to round out
their service, for the syndicates seek to have features for all de
partments of a newspaper. To get an article or a drawing syn
dicated does not mean that fame and fortune are made, but
nevertheless it does offer these goals to the successful.

While the syndicates are always looking for new features, it
is by no means easy to get a comic strip or a series of humorous
cartoons accepted. There seems to be a sort of underlying irony.

The managers of the syndicates tell the newcomer to " go out
and get a reputation ,” because, unless a cartoonist is well known,

the newspapers will not buy his stuff. The individual publisher
is not at all receptive to the idea of taking on a special comic

artist. In the first place, he can get a nationally known strip for
less than he would have to pay to the untried and unseasoned
newcomer. However, if he should waive this consideration
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and the artist should develop wide popularity, the syndicate

will gobble him up because the syndicate can afford to pay what
would be far beyond the means of the average newspaper pub
lisher. So there is reason for the despair of the newcomer who

is told to " go out and get a reputation .”
There is, happily, more than one way of breaking down these
barriers. It seems to me that the best course for an aspiring

youngster to take is to go to a newspaper in his own community
and try to land a job. At the start, this doubtless will pay a very
modest salary and the work will not be striking in its appeal.

Some of the country's leading cartoonists started on salaries that
are lower than the pay of an office boy in a modern newspaper

office to -day. However, the ambitious artist who has faith in
himself should be resourceful enough to find a way to show his

ability. Once upon a newspaper, it is much easier to gain the
editor's consent to introduce an occasional sport cartoon or a
comic feature than it would be to sell one from the outside.

Here he can learn the mechanical part of cartooning. In al

most any city there comes an opportunity to do caricatures or
sketches of prominent people who participate in some locally
important event such as a trial, a celebration , or some moving in
cident in the life of the community. The Sunday-magazine

pages, the sporting columns, the feature articles and big news
stories — all of these offer possibilities if the aspirant is looking
for them.

The only way to break into a syndicate is literally to “ break
in . ” The only advice that I can give is to keep submitting your
stuff to them so that the managers will be familiar with what

your style and ideas are. Luck doubtless plays a part in it. The
mood that the manager happens to be in may be a big factor. It
is not a very difficult thing to get a hearing. A card sent in to
the directing head of a syndicate generally is sufficient to gain
an audience for the person who has something to offer. Draw
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ings that are mailed in for inspection are usually examined and ,
if the style is attractive and the ideas clever, do not go unnoticed .
While this book is designed primarily to deal with news

paper cartooning, it might be well to refer to the numberless
other publications that use cartoons. These are legion. There
are the humorous organs and other nondescript publications

that seek sketches, illustrations, and other work that is closely
allied to cartooning. Some of these might serve as pot boilers

to succor an ambitious artist while he is perfecting his style and
polishing up his ideas. So there is no reason to be discouraged

if you are sure that you have the goods.
Like all professions, the survival of the fittest rules in car

tooning. The best reach the top, but when they falter there is
always some newcomer waiting to displace them. While I do
not mean to say that the top -notchers produce a knockout each
day, their average must be high or they will lose out. Unless
you feel that there is something distinctive and better in your

work than in that produced by the cartoonist of average ability,
it would not be wise to venture into this profession . There are
already too many applicants for the minor positions of space
filling

Draw what is in your heart to draw. Do not be slavish in
your imitation of others, even if they have been successful with
their type of cartoons. Strive to excel in the line you like best
and then give it your best thought. Keep on drawing day after
day whether you have a position or not, for it is wonderful what
constant practice will do.
The successful cartoonist must keep up to date. He must

know what people are interested in reading. The old truism
that " reading doth make a full man" is no misnomer. Be ob
servant and keep both ears open to hear what people are talking
about. Try to sense what people are even thinking about, for a
knowledge ofwhat is in the human mind is indispensable if you
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are to create cartoons that will sell. Concentrate your whole
effort upon the work and draw , draw , drawl Live in an atmos
phere of drawing and reading. For without enthusiasm and
perseverance there can be no success in this highly competitive
field . But keep submitting your products to the managers of

syndicates, for they are the controllers of destiny, it seems.

1ος

.

CHAPTER XI
THE SYNDICATE

HE cartoonist's valae to-day is based on the syndicate value.
The newspaper, in making its contracts, estimates how much
net revenue it can depend upon by the sale of the cartoonist's
work for simultaneous publication in other newspapers. It
figures how much it can afford to pay on its own account and
then forms its offer.

The syndicate has been a blessing to the profession of car
tooning. But for the system of arranging for the publication of
the cartoon in many papers at the same time, it would be vir

tually impossible for even the more prosperous metropolitan
dailies to pay so handsomely for the work of the more popular
artists. The principal newspaper does not lose much through
the syndicate arrangement because it reserves the rights to the
cartoons in its rightful field ; then, too, the life of a daily paper
is notoriously brief and there is a widespread distaste on the
part of the public for a stale newspaper as old as two or three
days.
This accounts in a large measure for the general terms that
are used in the comic strips and the failure of the cartoonist to
mention any places that would identify the locale of the comic

incidents. The strip must be as pertinent and entertaining in a
hundred cities as it is in New York or Chicago. The papers
that subscribe to your cartoon service will insist on publica
tion on the same day that the strips are run in any city, for they
could not afford to have their readers see the strip in another

daily first. For this reason it is necessary for the cartoonist to keep
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his drawings two or more weeks ahead of the date of release.

After the original drawing is in the hands of the syndicate man
ager, it takes some little time to make the matrixes, to address
them, and to forward them by mail to the newspapers in the
more remote sections of the United States and Canada.
When the cartoons were limited to the circulation of one

paper, the salary was based on what this one paper could afford

to pay. Around 1910, a " big " salary for a cartoonist would have
been around $ 10,000.00. Now it is more than five times that.
There is every indication that the top is yet to be reached,
although the newspapers are showing more resistance to any
increase in the price of the features to them . Some of the
syndicates are selling the same comic strip to as many as two
hundred newspapers. In a few of the foreign countries, the
strips appear with the balloon conversation couched in the for
eign tongues. However, the syndicate realizes little or nothing
from this source, although it seems to have some possibilities.
For these reasons, it is obvious that the cartoonist cannot con

fine his ideas to the policy of any one paper or to devote him
self to exploiting the local taste. He must have regard for the
feelings of the other hundred newspapers. The creators of the
comic strip and the page supplements are not handicapped to
any extent by this situation, but the full strength of the editorial
cartoonist is necessarily limited because of this forced neutrality.
In working for a syndicate, the cartoonist generally does his
work anywhere he pleases. If he can manage to get his stuff far
enough ahead, he can take a trip around the world, go to Florida

for the winter, or travel far into the woods on a hunting trip.
From this standpoint, he is more fortunate than the editorial
cartoonist, who must stick closer to the scene of activities and

get the utmost of profit from timeliness. While the cartoonists
on the smaller newspapers generally do their work at the news

paper plants, it is exceptional for those who have a large string
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of dailies subscribing for their cartoons to labor at a drawing
board in the syndicate offices. For years, nearly all of my car

toons have been drawn in my studio at New Rochelle. So, if you
manage to become a successful cartoonist you may look forward
to comparative freedom as to when and where you are to work.
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CHAPTER XII
THE ROAD TO FAME

F there is a short cut to fame in cartooning, it is unknown to

I the men who have forged their way to the front ranks.

In
deed, it is noteworthy that there should be such marked agree
ment as to the surest means of attaining success. Almost without
exception, the recognized figures in cartooning prescribe steady
and intelligent work as the most certain route leading to this
goal .

Ability, combined with hard work, will win in the long run.
In almost these very words, virtually every one of the nationally

known cartoonists, who were asked to set down rules that if
followed would most likely bring success, defined the primary

requisites. Sensing that they would be accused of uttering a

platitude, most of them readily admitted that the rule was oft
repeated and trite, but they insisted that it nevertheless was true.
Perhaps the rule of starting at the bottom and working up to the

top has lost favor in these progressive times, but the history of
cartooning, even more so than many professions, is just full of
examples of success by dint of unflagging determination and
hard work .

There have been few of the meteoric rises in car

tooning that frequently come to light in other fields.
With the same unanimity, the leading American cartoonists

are agreed that the best opportunity a youngster has of getting a
start lies in obtaining a job, no matter how small or poorly paid,
on a newspaper art staff.

There is inspiration to be had from the experience of those
who have made good in any line of endeavor, for they have ar
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rived at a station that permits them to speak with a full knowl

edge of all the facts. They know the price of success — the quali
ties that one must be endowed with, the inevitable trials that he
must meet, and the most direct route to follow to reach the de

sired goal. It is interesting to know how they made their start,
the factors that they regard as having played the greatest part
in their rise, and what pointers they can give to those who are
hopeful of following in their footsteps.

Hoping that a brief expression of their opinions would be
helpful to the aspiring cartoonist in throwing light on what such
a career offers, I framed a brief questionnaire requesting them
to answer the following queries :

1. What do you consider the greatest contributing factor to
your success ?

2. How much importance do you attach to an art education
where the student intends to adopt cartooning as a profession ?
3. What is your opinion of the average correspondence
school ?

4. How did you get your start ?

5. What general rule or advice would you give to the
beginner ?
In reviewing the responses made to these questions, I have

previously indicated how united the profession is on the major
two points. There is a greater variance of opinion as to the im
portance to be attached to an art education and the value of the

average correspondence school in training one for a career. It
appears, however, that nearly all are agreed that while an art

education is an advantage it is not essential because the idea, and
not the drawing, is the vital element in cartooning.

The greater number of our prominent cartoonists profess that
they know relatively little of the " average correspondence
school.”

Most of them made their bow to the newspaper world

before the advent of mail courses in cartooning ; indeed , many of
IIO
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these men may be regarded as the pioneers in this sphere . Prob
ably many have formed their opinion of them from the adver
tisements and literature that have been broadcast by some of

the fly -by -night schools, which have featured the most ridiculous
promises and framed their appeal with big money-making as
the lure.

While the conscienceless schools deserve this con

tempt, there are a few correspondence schools offering courses
that should enable a student, who is willing to work, to become
grounded in the fundamentals .

In my opinion , a line of distinction must be drawn between
those correspondence schools which are directed by responsible
and experienced men and the others, which blatantly make ex
travagant claims of “ $ 100 a week and upward” upon gradua
tion .

In fairness to the few schools that are making a sincere

effort to teach drawing by mail , I think it ought to be said that
there is no reason why they cannot instruct the person of average

ability in the fundamentals . However, they cannot teach any
one how to think — and I repeat, the idea is the vital spark in

cartooning
The majority of out best-known cartoonists have succeeded in
making a success without having had a course in an art school.
This would seem to answer the question of whether an art edu

cation is a prerequisite ; but it should be remembered that there
are many other ways of acquiring a real art education besides at
tending an art school. It is well within the bounds of reason to
believe that the correspondence schools will be the means of
starting on the way the cartoonists who will attain fame in the
future. For the correspondence school does represent an ad

vance over the old days when there was not even this aid for

the beginner, who wanted to take up such a career. Competi
tion in cartooning is constantly growing keener. The man who
has technique as well as original ideas stands a better chance
of forging ahead than the less-gifted draftsman.
III
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Just how much importance should be attached to these in

tangible attainments is, in the final analysis, a matter of in
dividual opinion. There is probably no better way of indicating
the shades of opinion than to record what the leaders themselves
say. The cartoons that are reproduced in this chapter were
selected by the cartoonists themselves as representative of their
work :

“ DING" ( J. N. Darling )
“ I have answered bushels of letters full of foolish questions
from boys who wanted to know how to become successful car

toonists, but I never expected to hear from Clare Briggs along
that line.

Who knows the answer to such questions ?

I am

sure I don't.

“ The contributing factors to a successful career as a cartoonist

are so varied, and success depends on so many equally important
elements, that I have never yet been able to devise an answer that
was even partially satisfactory to myself, and when I have most

nearly succeeded, according to my own experiences, I glance
down the line of successful cartoonists and find that they are

nearly all exceptions to the rules. Some are tremendously suc
cessful without any art education at all ; some have had all the
education in art that is available and failed ; some have had al

most no schooling in general educational lines and others are
college graduates, and both seem to be equally represented
among the successes and the failures. Some have great natural
talent and others have started with nothing but an ambition and

a great capacity for hard work and are about equally repre
sented in the census of successful cartoonists.

“ The greatest contributing factor to success in my case was
probably the accident of starting to work as a reporter on a paper
that wanted and needed illustrations, cartoons, or anything to
II2
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liven up its newspaper pages .
This fact, coupled with my
having a friendly and sympathetic managing editor, gave me a
real opportunity. I had little else to go on excepting a great en

thusiasm for drawing pictures. During the first years I was in
the newspaper business I had to earn what money I got from

the cashier by doing the work of reporter and threw in my draw
ings for extra measure. Any ambitious young man will realize

that six years is a long time to serve an apprenticeship , so that
I will have to answer Mr. Briggs' first question by saying that
the great factor in my success as a cartoonist was patience to

struggle along on a newspaper that was willing to print my pic
tures while I was learning.

“ As to the importance to be attached to an art education
where the student intends to adopt cartooning as a profession, I
would say a cartoonist cannot have too much education in art.
The better a cartoonist draws, the better he can illustrate his

idea. Many cartoonists have succeeded without it, but I fancy
they would have ranked higher had they had the benefit of a
thorough art education. But all the time I am talking of an
art education I am using a term which is apt to be deceptive.

One may never have attended an art school, and yet may be
very well educated in art, for it is not at all impossible that one
may, through diligent effort, become a very skilled draftsman

without an instructor, though, as a general rule, I think, it may
be set down that much can be gained and much time saved by
having the benefit of a competent master as instructive critic.

“ The correspondence schools are good if nothing better can be
afforded, but the mistake is generally made of believing a cor
respondence course able to make, of average material, a suc
cessful cartoonist. I think this seldom happens.

" I have a standard set of recommendations for beginners
which I have repeated until they are thread bare. Few of the
young men to whom I have given them have had the patience
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to follow them , but those few instances where my advice has
been accepted have , because of the progress they have made,
satisfied me that at least there is some virtue in advice.

“ Don't set out with the idea that being a cartoonist is an easy

job. It is hard. And the drawing is only half of it. The other
half is a capacity for ideas. You might as well try to make
ham and eggs with ham but no eggs as to try to draw cartoons
without a good stock of ideas.
“ The way to learn to draw is to draw and draw until you

draw as freely and easily as you write. And to acquire ideas,
study people and the habits of the world about you. The more

you do of both the better will be your cartoons. Don't worry
about selling your cartoons. There are not half enough good
ones to go around, and if two or three managing editors of
newspapers in a row turn your pictures down, it's a pretty safe
sign that they are not good cartoons. And lastly, you must

like the job so well that you can stand any amount of discourage
ment rather than give up. And sketch ! sketchl sketch ! Always
sketch ."
DONAHEY

“ Sticktuitiveness, combined with hard work, was the greatest
contributing factor in my success.
" One must understand a thing before one plays with it.
Therefore an art education is essential where a student intends

to adopt cartooning as a profession. A correspondence school

can help many young men or women — that is, teach them the
methods to use — but very rarely is it possible to produce an
artist by mail.

" Art school, by absorbing construction and returning it on
paper were the means by which I got my start.

" My advice to a beginner is draw from life, always while
I14
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learning, then play with it if one wishes to. Cartooning is play
ing with a thing you understand more or less. To be a good car

toonist you should be a good draftsman, but, after all, one's
ability to draw only enables one to furnish the little red wagon
that the goods are taken to market in . One must have some
thing to draw about, to fill the little red wagon .”
GOLDBERG

“ The greatest contributing factor to my success, such as it is
( if any ) , has probably been a natural sense of broad comedy
combined with an ambition from my earliest years to draw and
draw and draw.

" I do not attach any great importance to an art education
where the student intends to adopt cartooning as a profession.

I don't think an art education can kill a man's comic technique
in drawing, but, after all, the biggest factor in the success of a
cartoon is the idea and its clear presentation to the reader.

“ While I have never had any contact with correspondence
schools, I cannot say I consider training acquired in this way of
much importance. The big thing is individuality ; and tha
quality depends entirely upon the artist himself. While a cor
respondence school may show him what kinds of

pens and paper

to use and give him a few of the tricks in picturing an idea, his
real development can only come through experience. I think
the best combination of art school, correspondence school, and a

university for a cartoonist is a newspaper office. Get a job on
a newspaper, at nothing a week if necessary,
your way. The rest is up to you.

and

you will be on

" I have been drawing since I was four years old. I developed
a real craving for cartooning in school and college, where I

contributed largely to all the publications. I studied mining
engineering at the University of California to please my parents,
IIS
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but the urge of juggling with pen and ink made me give up a

.

very fine job in the city engineer's office of San Francisco for

a chance on a newspaper at $8 a week. I don't know why the
editor hired me except that I may have looked so sad that he

could not throw me out. When I first inhaled the atmosphere
of that newspaper office I felt at home. Whether I had made

a success or not, I undoubtedly would have stuck to cartooning
for the rest of my life.
1

“ There is no rule or set of rules for success as a cartoonist.

It is a good idea, I believe, to try to analyze a few of the very
successful cartoons and try to work these into your own style

of drawing. The big thing is to make people laugh. A car
toonist must have a thorough knowledge of human nature and
must be able to picture the weaknesses of his fellow human be

ings without being offensive in any way. Cartooning, like but
tonhole-making, pretzel-bending, or umbrella-handle-designing,
depends for its success on two big requisites, namely, ability and
hard work, with hard work covering about 78 per cent of the
total . This is a platitude but nevertheless it is true.”
BUD FISHER

“ 1. I will have to say ‘Ambition.'

“ 2. I will answer, 'Very little except, 'Self-education. I
have never seen an artist educated in model-drawing much of a
success in cartooning. As a professional, I am inclined to think
that most people desiring to be cartoonists attach more im
portance to the drawing than they do to the humor.
" 3. My answer is 'Nil. '

“ 4. By camping on the doorsteps of all the art departments
in San Francisco.

" 5. To practice constantly and remember that humor goes
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further than a pretty drawing as far as cartoonists are con
cerned .”

IRELAND

“ The willingness to work hard, I profess, has been the great
est contributing factor in my success.

“ As to the importance of an art education, I believe that if the
person in question is not born with the ability to draw well, he

will never make good. If he goes into a thorough art educa
tion, he will probably direct his efforts into other fields and will
never return to his original idea of being a cartoonist.

" My opinion of the average correspondence school is similar
to the opinion I hold concerning any commercial institution that
has something for sale. If you shop around and find a corre
spondence school that has something you can use, buy it ; but
generally it won't fit, for the garment is made on an average
form and should be tucked in here and let out there, and gen

erally altered to suit the individual—however, in many cases,
you can use the vest, or probably the buttons.
" How did I get my start ? As a boy of fifteen, I was invited
to draw chalk plates for our local newspaper. I made the chalk

mixture, coated the steel plates, heated the casting box, poured
the molten lead , and then routed out the cooled leaden cast with a

cold chisel, and turned the hunk of lead over to the make-up
man. Three dollars a week was the salary, and I was overpaid .

"My advice to the beginner ? There isn't a really satisfactory
art staff on a newspaper in all America. So, if a man really 'has

the stuff,' he will have no trouble in finding a place to sell it ;
but, by all means, if at the very beginning of his pencil-moving
career he hasn't enough quality in his drawings to make a hard

ened art editor jump out of his chair and his eyes bulge out,
then let the prospective cartoonist turn his endeavors into some
117
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other line. The very best advice I can give the beginner is first

to pick out a man in the cartooning line in whom he has faith,
and then arrange a hearing with this man . Let him be careful

to explain that what he most desires is an honest, candid, frank
expression upon his ability to draw. If the experienced car
toonist then tells the student to stick to the work, let him go

ahead ; but if the man he is submitting his work to tells him to
go into some other line, let the student put the idea of cartoon

ing clear out of his head and immediately lay his plans to take
up some other life work. If the beginner really has enough

ability to make his adviser sit up and take notice, he will know
it instantly, for no man in this work can look upon real merit
without enthusing over it, but let the beginner be careful to
accept an adverse opinion as final."
McCAY

“ The greatest contributing factor to my success was an abso

lute craving to draw pictures all the time. This was in me — I
did not decide that I would draw pictures anywhere and at any
time. I didn't say to myself, ' I must keep in practice or I must
improve my drawing.' I just couldn't stop drawing anything
and everything. I did not do this to amuse some one else or to

show off how good I could draw . I drew alone to please my
self. I never cared at all whether anyone else liked my draw
ings, nor did I get discouraged if I made a bad one. I never

saved my drawings. I would give them away if anybody wanted
them or would throw them away. I drew on fences, blackboards
in school, old scraps of paper, slates, sides of barns—I just

could not stop-like the whistling boy. As I said before, this
was not a set plan to be a great artist. I had no ambition to be

anything — I drew to amuse myself, like the harmonica-playing

kid I used to know who is to-day a great musical director and
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arranger. I do not think I had any more talent for drawing
than other kids had , but I think it was the interest I had in draw

ing and the fun I had in making them that brought out what
perfection I have. I am just as interested to -day in drawing
as I was when I was a kid—and that is some time back - but

much as it might surprise those who know me, I never thought
in my whole life of what I was going to be paid for the draw
ings I was making. I just drew and drew, the pay came auto

matically. I would never be where I am if I had not kept on
drawing all of the time, no matter how much talent I might
have had .

“ The importance of an art education should be important,
of course, but you cannot educate a man in music and make him
a great composer unless he has the feeling of music in him. If
a man or woman have no artistic feeling within, all the art edu

cation in the world will not make artists of either of them, but
they might be better artists than a cartoonist would be who
had been educated in cartooning and had no humor in him. A
cartoonist must act his characters. He must feel within him the

characters he draws. He cannot draw a man laughing unless

he laughs himself. He cannot draw an angry man unless he is
angry himself. By this I mean he must feel the way clear to
his finger tips just as the figure he is making is depicted. A
man might go out and paint a beautiful landscape or a beauti
ful picture of the human figure, but he is copying nature. Men
who paint or draw from life-roses, skies, objects of this and

that, still life, etc.—are merely copying what they see. They
are called artists.

The cartoonist must create, he must see

in his mind a situation , maybe full of life and comedy, maybe
still or dramatic or tragic. He must draw it with all the feel

ing in him — without models or other aids that artists call to
hand.

" I do not know if correspondence schools have done much
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toward making cartoonists or not. If a young person has funny

ideas and can act them in spirit, I do not see why they cannot
be taught to draw them on paper. I was a long time finding
out what kind of board, ink, pens, and other utensils were needed.
重

I did not know that one should draw his cartoons bigger than

they were to be when made into cuts. I did not know about the
quality and quantity of lines for good clear reduction. If the

correspondence schools will teach all these necessary methods
of procedure to one who has the comedy in him , together with
an untiring liking for hard work, then they will make a car
toonist. I do not think they can teach one to be funny or how to
dig up ideas for cartoons, but they can guide one into the way

of handling ideas with pen and ink or with the brush. If one
thinks he has cartoon ability in him, try a correspondence school.

It will come or it will not. If it does not, do not blame the
school. If you are capable, they will start you on your way ;
if you are not capable you have spent a little money finding
it out, which perhaps was worth the outlay, since you might
have wasted lots of time for nothing !
“ Start drawing and do not stop - draw everything you see,
no matter how badly ; don't let some one making fun of you
stop you and do not let praise of your drawings influence you
99,999 times out of 100,000 the people who praise you do not
know what they are talking about. I would rather have some
one say my drawing was bad than have him say it was good .
Every drawing you make is better than the one you made be

fore. Don't take yourself seriously - nor your drawing. The
drawing you think is good to -day may turn out to-morrow to
be so badly done you will be ashamed of yourself for showing it
yesterday. You should never be satisfied. Always try to do

better. Aunt Emma says it's the best she ever saw ; Uncle John
agrees with Mom and Pop that you are wonderful. Smile and
thank them — that's all, but don't believe them. There is a cruel
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editor to come later and slam you, but continue on, if it is in

you — if it is not, quit and get a real job.
“ Cartoons, when published, look like they were easily made.
Some are so simple that they look like the fellow drew them in

a minute or two. Clare Briggs's cartoons look so easy that many
people laugh when they hear that he works hard. But if you
will study his cartoons you will find that his characters are al

most photographic in place and expression. He tells his story
true and he felt every movement, gesture, and expression when
he drew it.

He is the one man that can do so much with so few

lines—but how much care and thought there is back of those
few lines !

The fewer the lines the harder the work.

Those

simple-looking drawings with but a few lines are deception.
There is more work back of them than if they contained a mil
lion pen strokes. The person who can draw a cartoon with a
few lines is the one who works hard. WORK ! WORK ! that's all

there is to cartooning ."
HERSHFIELD

" The greatest contributing factor to what success I have at

tained, was, and still is, the knowledge that the cartoonist is no
smarter than his reader. To say for the reader what the reader

himself thinks is complimentary and usually the healthy view
point.

All readers are humorists at heart, without the car

toonist's privilege ; the cartoonist in a general way is their
spokesman .
" An art education is not essential, but an absolute advantage.
Satire is best when backed with the knowledge of truth.

“ I have no opinion of the average correspondence school. If
anything, it should be a help . Many competent teachers are
employed by these schools.

“ I got my start on the Chicago Daily News, as office boy in
I21
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the art department, at the salary of two and one half dollars
per week .

“ A general good advice for a beginner is immediately to go
in for a good general education. It is of the greatest im
portance. Meet as many of your reading public as possible ;
find the average like and dislike of things in general in life.
You must eventually sell to them, so find out what the mental
state of the mass is. Draw as directly as possible your point.
Don't bother your reader with things beside the point. And

remember, the average reader wants to be taken for a Lady or
Gentleman . ”

HERBERT JOHNSON
" Possibly the greatest contributing factor to any man's suc
cess is the skill with which he uses whatever native capacities
he may have. It is trite to say that hard work did it. Perhaps
there were several factors which contributed equally ; among
these would certainly be unflagging persistence toward a definite
goal. You can't get anywhere if you don't know where you
want to get to.

" The question of how much importance should be attached
to an art education where the student intends to adopt cartoon
ing as a profession brings up the question of what is meant by
cartooning. If caricatures, grotesques, or what we know as
newspaper ' comics' are to be classified as ' cartoons,' then I
should say that an art education would be rather a detriment
than otherwise. This is not a reflection on the art of drawing

comics. It merely means that the effect of an art education is

to make one conscious of imperfections in drawing, composition ,

and technique, which imperfections frequently actually con
tribute materially to the humor and effect of the comic. The
art-school-trained artist is almost unknown in the field of news
122
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paper comics. There are one or two shining exceptions to this
rule.

“ If by ' cartoons' we mean political and social satirical draw
ings of the character of those of Punch or Life, for instance,
then I should say that a rather complete art education is highly
valuable.

“ In theory, the correspondence school is a wonderful in
stitution for the rare individual possessing the ability and the
industry to go through with it. In practice, most correspond
ence schools are inefficiently conducted, grow careless in the
guidance of pupils, and do little more than provide a mass of
written instruction from which it is not easy to glean the valu
able wheat from the chaff.

Doubtless there is honest intention

on the part of the average correspondence school. My im
pression is, however, that most of them are of little value. There

is one correspondence school which has made an elaborate, con
scientious, and intelligent compilation of material for the teach
ing of cartooning by correspondence, and, lacking opportunity
for attendance at a regular art school, it is probably better than

nothing. It is better adapted for those wishing the slight techni
cal training necessary for newspaper comics than for those de
siring to do the other type of cartoons.

“ From my earliest childhood, drawing was the chief inter
est. I could draw before I could read or write. Always I drew

story -telling pictures, usually containing animals. If I drew
a galloping horse, that suggested a cowboy rider who must be

doing something, throwing a rope or shooting pistols, which
called for a target for the rope or pistols, which meant another
animal or another man, who in turn naturally must be fighting
back, etc., etc., and so the story would grow in the picture..

“ The summer before my eighteenth birthday I happened to
be in Denver on a vacation , and out of curiosity called at the
office of the cartoonist , Mr. Wilmarth , of the Denver Republi
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can. Mr. Wilmarth assumed that I was looking for a job and sug
gested that he would like to see some of my stuff. I hurried
out, bought a bottle of ink, a crow-quill pen , and some bristol
board, hurried to my little hotel room, and made some sketches

of my favorite cowboys and horses. It happened that cowboys
and Western subjects were then of great interest to the Denver

public and that the annual carnival season was approaching.
The newspaper needed an assistant cartoonist to make sketches
for the big special numbers to illustrate the features of the

street parades. Western features were prominent in the carni
val entertainment, and so my stuff found a market. Wilmarth

offered me a job at twenty dollars a week. That was big pay
for a boy at that time. I accepted it and remained a couple
of months on the staff of the Republican . I was then fired and
began the second lesson, which consisted in finding another job.

"My advice to the beginner is, decide as early as possible, as
definitely as possible, what you want to do and be. Hold con

stantly this goal before your mind. Regard every opportunity
as a chance toward this end and persist doggedly. Welcome edi
torial advice and assistance until you are able to stand on your
own legs. Avoid cockiness and conceit, but respect your own
talents and believe in your own destiny. Work like the devil
and

pray like a saint."
KING

" Whatever success has come my way seems to be a matter of

slow growth and not due to any single chance or individual
characteristic. Trying to make the best of small opportunities
has done as much for me as any one thing I can put my finger on .

" I think that some sort of an art education is important if a
person intends to be a cartoonist. It is not essential, however.
Many successful cartoonists have had no art training whatever.
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On the other hand, a knowledge of drawing acquired in an
art school is always convenient to possess. It carries the same
advantages as a college education does to a business man. He

may never use directly the knowledge gained in college, but
it helps him to study and see and apply. Working with others
who have similar ambitions is an incentive. I think a year in
a good art school is advisable.
“ I know very little about the average correspondence courses.

If they keep a student interested and working they serve a pur
pose. A good correspondence course should do this. If it fur

nishes criticisms by an experienced man it has a value, especially
if it is the only contact the student has with a man who has been
in the game. It is not to be compared with a resident school,
however.

" My start was a stroke of good fortune. My work, amateur
drawings made in a small town after I had finished high school,
attracted the attention of a traveling man, who introduced me

to an editor in Minneapolis. This eventually led to a job on the
paper, and though I did no cartoon work for a number of years,

it was the entering wedge. It gave me newspaper experience,
which, even more than art training, is always handy for a car
toonist to have had.

“ There is one thing I tell students who want advice about

cartooning ; that is, to carry a paper pad and a pencil and make
sketches of everything - people in every attitude, chairs, ani
mals, boats, buildings, automobiles

literally everything. Make

hundreds and thousands of them. It will help in every way
when they get to doing cartoons. If persisted in they can build
a fine foundation for any sort of cartooning they undertake.

The beginners will find themselves becoming skillful at sug
gesting a face or an attitude directly and simply. They will
forget all the sketches of things they have made, but they will
125
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Get

find many of them coming back when they need them.

some fun out of it and the beginner improves rapidly.
"My advice to the beginner or the advanced student - sketch
everything in sight.”
TAD

" The greatest contributing factor to what success I have made
is, I think, due to hard work. A lot of people will laugh and
say it isn't hard work, but I know that it was and is. I think

an art education, where a student intends to adopt cartooning as
a profession, is very important. Some fellows who can't draw at
all get away with a comic strip, but the best comic artists, such

as McCutcheon , Zim, Briggs, and Swinnerton, know what they
are doing and understand about art. The more of an art edu
cation a man has, the further he can go. Kids just taking up
cartooning might know now, as well as later, that 'there is no

royal road to learning. I don't know much about correspond
ence schools. I never met an artist who was a graduate of one.
They might be all right, but I doubt it.

" I started on the San Francisco Bulletin , making fashion plates
and illustrated headings for stories. I got three bucks a week
and worked from eight in the morning till five at night. Later

on I made some sporting pictures, such as prize - fighters and
prize-fight stuff, baseball games, and race-track scenes. I did
that for about fifteen years.

“ I don't know any rule or advice to beginners except, ' Go to
work and keep at it !' If a fellow has a little bit of talent and
wants to become an artist, he will have to keep on working.”
McCUTCHEON

“ The necessity to work, coupled with the fortunate chance that
I was able to start my working life in the one field which I loved

most, was the greatest contributing factor in my success.
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" My heart and interest were in the work of drawing. In con

sequence of this, the very hard work and close application dur
ing the first few years were pleasant because I was doing what
I liked most to do.

" Perhaps I should add another factor which should not be
ignored . I was born on a farm, lived for some years in a small
village, then lived in a moderate-size Indiana town and then

in a great city. The varied experiences gained in these differ
ent communities undoubtedly broadened my sympathies and un
derstanding of most of the elements that go to make up our
population .

" I've always had a friendly feeling for folks in general and
I hope this has been reflected in my cartoons.
“ An art education is desirable in so far as it teaches the neces

sary fundamentals, such as composition, perspective, and a cer
tain measure of anatomy.

“ There is some danger, in my opinion, of too much art edu
cation as it relates to cartooning. If the student has a native

sense of originality, it is likely to be submerged or standardized
by a too slavish striving for artistic effect. His drawing becomes
a picture and not a cartoon. Many a good cartoon has been
spoiled by over-elaboration.
“ The correspondence school has its value if the beginner con:

scientiously follows the course laid out. Anything that makes
the beginner work is useful. The more he works and tries,
the more he improves. If he does not improve, he will demon
strate the uselessness of continuing in a field for which he is not
fitted .

"Many boys who want to study cartooning are so situated
that they cannot attend an art school. The correspondence
course is the only means of gratifying their desire to study and
learn . If they have latent talent, it will reveal itself in the course

of the first few months of study ; if they have no talent, aptitude,
I 27
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or promise of development, the correspondence school , if a de
cent one, should discourage further efforts and expense on their
part.

"My first published drawings were in a college annual. After

graduating, I went to Chicago and , partly through the help of

a fraternity brother, secured a place on the Morning News,
where my experience on the college annual was of benefit in get
ting started.

" While in college I had studied perspective and other

branches of drawing - mostly from casts. All the figure work
was learned after I started to work professionally.
“ In those days — 1889 — there were not so many newspaper

artists and, the competition not being keen, I was able to sur
vive on the pay roll until I had developed considerably . Mr.

Schmedtgen , in charge of the old Morning News art work,
helped in every way to get me established on my own footing.
" Any general rule or advice to the beginner ? Take the work
seriously and do your very best to improve. Observation has
shown that the men who have been successful have spent years

of hard conscientious work before they arrived.

" It would be unfair to encourage beginners in thinking that
success is quickly or easily achieved . But if the beginner really
loves the work, and his heart is set on following it, then he should
be given his chance to try his luck at it. Hard work doesn't

seem so hard if it's the kind you love to do.
" And the beginner should always remember there will always
be a good opening for the newcomer who arrives with fresh

ness and originality. The beginners of to - day include the men
who will be the successes a few years hence . ”
F. B. OPPER

“Mr. Briggs has asked me to answer five questions for his
book on How to Draw Cartoons. Mr. Briggs and I are learn
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ing how to draw cartoons. We have been at it a good many
years now, but we do not yet know all there is to know about

it. At least, I don't. Perhaps we shall finish our education in
some other world. I will answer the questions, but first I want

to say that in my opinion the most important thing about mak
ing cartoons is not how to draw them, but how to INVENT GOOD

IDEAS for them. A book on this subject would be eagerly bought
by all comic artists and cartoonists.

" The ability to keep myself supplied with suitable subjects
for my pictures was the greatest contributing factor in my
success .

“ Whoever wants to be a cartoonist in these days has got to

begin pretty young. He cannot, therefore, spare much prelimi
nary time for serious art study. If he is very talented he can get

along without it. If he is not very talented he had better not
try to be a cartoonist.

" I do not think much of the correspondence schools. A man
with sufficient ability does not need them. A man without suffi
cient ability cannot be helped by them.

“ I got my start about the same way that every cartoonist and

comic artist gets his start — by submitting samples of my draw
ing and ideas to publishers .

“ As this book is about how to draw cartoons, the only thing
I have to say to beginners is this : Every artist, if he amounts to

anything, has his own way of working. Mr. Briggs has his ; I
have mine. If I recommend my ways to others, they will not
follow it, or if they do they will be only imitators. My advice
is, work in the way that best suits you.”
T. E. POWERS

" A sense of humor combined with plenty of good hard work
was the greatest contributing factor in my success.
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" I regard an art education to be of the greatest importance,
although some few may attain success without it.
“My opinion of the average correspondence school is an utter
waste of time and money.

“ I got my start in this way : After caricaturing my boss, a big
hardware man who caught me in the act and promptly ‘ fired '
me, I decided that my success in this one instance warranted
me in making it my life work and proceeded to do so.
“ My advice to those wishing to become cartoonists would be

first to take a course in some good art school where they may
learn to draw. Injecting humor into it — the cartooning end of
it - may not be so easily learned , however. That quality, or
ability, must be, I believe, inborn but if it fails to develop, the
knowledge of drawing having been acquired may be used in

several other ways — in painting, illustrating, or in architectural
>>

work ."

SYKES

“ Whatever success I have is due solely to study of past car

toonists, hard work and finding similes for the daily happenings
and a very occasional happy thought.
“ Art education is a splendid thing for a would -be cartoon

ist, but not an absolute necessity. My idea of a cartoon being
that the idea is about 65 per cent, interpretation 25 per cent, and
actual rendition the other 10 per cent, so, while 100 per cent is to

be desired, good technique can possibly be dispensed with, while
thought and the ability to make the thought plain cannot be.

However, I strongly advise art education where possible, the
present tendency being to do as little work as can be done and
still pass by the art editors.

“ I know very little of correspondence schools, but think they
are next in importance to personal instruction. However, since
130

-

-

---

THE END OF A BEAUTIFUL FRIENDSHIP

I JUST READ A WHALE

YEAH , I READ THAT,

" IT'S A CORKER !

OF A BOOK CALLED
WHY WE BEHAVE LIKE

HUMAN BEINGS "

IT TAKES MAN

JAPART AND SHOWS
YOU TH WHEELS THAT

TRY ONE OF MY
CIGARS, BILL :
IT'S CALLED TH

EL EXPLODEO

MAKE HIM RUN

IS MAUD A PIP ?
DID YOU SEE MAUD MORON
IN SOUR SIN ? SHE'S
ILL SAY SHE IS !
SAY, JOE , THEY CAN
A PIP ! IM PARTIAL TO
BLONDES ANYWAY
DROWN ALL TH

BRUNETTES S FAR'S

WHY, MAN ; i'VE
SMOKED TH EL EXPLODEO
FOR YEARS ! TH
BEST CIGAR ON
EARTH :

WELL, BILL , I'M GLAD |

IT'S A RELIEF TO FIND

YOU FEEL THAT WAY

ONE MAN WHO USES

ABOUT TH FRENCH DEBT.
I'M WITH YOU - ABSOLUTELY

HIS BEAN ON THAT
PROBLEM

im CON CERNED

So -LONG ,BILL , I'VE GOT
TO GO TO TH ' MEAT MARKET
AN GET SOME TRIPE FOR
DINNER

Copr. 1925 (N. Y. World Press Pub. Co.

TRIPE ? DON'T
TELL ME YOU

Hm !

LIKE TRIPE !

EERSTER ALL

HUH !

|

|

HOW TO DRAW CARTOONS

a cartoonist is dependent upon himself alone for individuality,
any means of development is worth trying, providing the instruc

tion comes from honest and experienced people.
“ I got my start as a cartoonist through sheer luck ! I was

struggling along as an illustrator and happened to have a news
paper job ( art-department stuff) offered me, and then got a
chance at cartoon work ( which I had always studied ) . I have
never been able to quit since then.

“ The only rules I can give are, try and know your subject, be
as good -natured as possible , and do the stuff as well as you know

how. Watch how the others do their work. Art ( and I really
think cartoons come under that head ) is a development and each

man's work should be another layer of brick in the structure.
This doesn't apply to the genius. He needs no instruction . ”
WEBSTER

“ Hard work was the greatest contributing factor to my
success .

“ I believe a good art education , while not strictly essential to

a cartoonist, is nevertheless a great asset. I have heard the argu
ment advanced that too much knowledge of art is detrimental to

a cartoonist. I do not believe good drawing and an under
standing of composition can weaken a cartoon . It has been said
that draftsmanship interferes with humor. A. B. Frost's work

answers this theory. His pictures were just about the funniest
ever drawn in this country, and his draftsmanship and composi

tion were of a high order.
" I do not know anything about the average correspondence
school. The two or three schools I am familiar with seem to be

excellent and their proprietors honestly trying to give the student

his money's worth. I am convinced the correspondence school,
131
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under the proper instructors, is very helpful for beginners who
are unable to attend a resident school.

“ How did I get my start ? I worked on a Denver paper with
out salary, and a short time later went to another paper as sport

cartoonist with salary — that is, in a manner of speaking. The
only advice I can offer is to draw pictures day and night, read
as much as possible, and watch the human race try to adjust itself
to civilization . "
WILLIAMS

" The greatest contributing factor to my success, I think, is
my sincere appreciation of good clean humor well expressed.
“ I consider an art education as a short cut to easier and better

expression of ideas. The problems of anatomy, perspective, and
composition enter into the making of every drawing, no matter
how simple it may be, and the student who has a knowledge of
them has less feeling around to do in trying to tell his story. The
problem is somewhat similar to athletics in college . There may
be a dozen men in a college with a natural gift for running, but
the college maintains a full crew of coaches to train them to run
EASIER and BETTER .

“ The correspondence school is doing a great work in reaching
the student who is unable to get in touch with art schools, art
galleries, and lectures.

“ My start in the newspaper business came about by my finally
landing a job as an illustrator in the art department of the
Chicago Daily News, my ambition at that time being to become
an illustrator of books and magazines. Having a sincere admira
tion and appreciation for the cartoons of Luther Bradley and
John McCutcheon , and having been brought up on the car

toons of Victor Gillam, Grant Hamilton , and Zimmerman in

the political campaigns of my boyhood, I was ready to try my
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hand at it when the opportunity offered . My chance came when
Bradley took a vacation.

“My best advice to the beginner is to learn to draw. Make
sketches. Draw with pencil, charcoal , or paint. Watch the
other fellow's work not so much for the things you like about it,
but look for the mistakes he has made - then don't do it that

way !

“My best general rule is to never let yourself get the idea that
you are 'good. The next step is carelessness, and the next step
the foot slips.
“ The inevitable conclusion to be drawn from a review of

these opinions is : be yourself! If you have a winning per
sonality and you can express it in a new and original way , your

best chance of attaining success or fame lies in having faith
in your own ideas and persevering until your talents are
recognized . ”
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