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Preface

I never intended to write about comics. Certainly not write over one thousand articles 
about comics. I was a writer at CBR. Only a few years ago there was less coverage of 
comics in the mainstream press, which meant that sites like CBR were the place to run 
lengthy profiles, fawning press releases, previews, and everything in between. 

When Al Williamson died in 2010 I wrote about his life and work and reached out to a 
few people to talk about Williamson. One of the people I spoke with was Tom DeFalco, 
the writer and former Editor in Chief of Marvel. We had a short conversation and he had 
some nice stories about Williamson, but he also said that he hoped we wouldnʼt just 
wait until people died to write about them.

In many regards I was the worst person to conduct these interviews. I didnʼt really read 
comics as a kid. Iʼm not a fan of superhero comics. I was speaking with creators whose 
work for the most part Iʼd never read and had no nostalgic or sentimental attachment to. 
Maybe in another regard that makes me a good person to do this. I came at this from 
the point of view of someone who was a reader, who studied art, and was accustomed 
to thinking about work in terms of a creator, in terms of a vision, in terms of how it 
related to a body of work and changed over time.

So I asked about other things besides working with this person or that particular issue. I 
asked Joe Simon about Damon Runyon and cigars, talked about watercolors with Nick 
Cardy, asked Sal Buscema about acting on stage. I suppose that someone could argue 
itʼs because I donʼt have enough to say about the comics, but I think that the comics 
came from an individual and exist in an artistic and cultural context. Talking about that is 
not a distraction from talking about the comics – that is the comics.

Thereʼs not a lot that connects these people other than working in comics, but almost all 
of them all ended up making comic books by accident or happenstance. It wasnʼt 
something they sought. They certainly didnʼt attend college or graduate school to make 
comic books, as people my age have. In most regards they were artists who saw 
themselves as commercial artists. As John Romita, Jr. described Al Williamson and 
others of that generation:

“They were a little bit more modest about their talents because it was more of a 
business to them. The job was not so much a glory job, it was a job to make ends meet. 
They didnʼt think they were that spectacular. They were great artists. They should have 
been as cocky as anybody and they werenʼt.”

This is true, but in each interview here, I heard these artists pushing against what they 
were assigned, the jobs they could get, what was expected. They had ambitions and 
interests often far beyond the work they did. Some of them succeeded in different ways; 
some did not. 



Reading these interviews to assemble this, I was reminded of my grandfather. Born in 
1918, he passed away in 2001. He dropped out of high school during the Depression to 
work, fought in the European theater during WWII. He was smart and hard working, but 
that never meant successful or wealthy. He was also a product of his time. There were 
times I could see a similar energy that he had, that same generosity of spirit, in some of 
the people I talked with. I looked to them and some of their work to help explain what 
they had gone through, how they saw the world, and I suppose that this knowledge has 
helped me to understand myself and the world more generally.

All of that was unconscious of course. But reading them in one sitting, I donʼt think about 
Batman or whoever, but my grandfather. Maybe thatʼs why some people donʼt like the 
work I do.

These articles were published between 2010 and 2016 and usually tied to a book 
release, often collections of older work. Most were conducted over the phone and I think 
the ones that were done over e-mail are pretty obvious. Some of the people I talked with 
are no longer with us. And sadly, many of the works in progress they discussed in the 
interviews never saw print. 



Spotlight on Joe Simon

Originally published July 2011

The occasion for the interview was the publication of My Life in Comics, Joe Simonʼs 
memoir, from Titan Books, which was behind the Simon and Kirby Library, remastered 
and recolored collections of a lot of work that had never been reprinted. The first book 
which collected their superhero work has come out and featured some really interesting 
work both from a story perspective and from a design perspective. Titan published a 
paperback collection of all the Fighting American stories in 2011 and since then have 
published Crime, Science Fiction, and Horror compilations.

Simon is a fascinating figure for so many reason. He was one of the few creative figures 
who was also a good businessman. He kept a lot of copyrights and sued companies. 
Also, he teamed up with a young Jack Kirby. The two did great work together. Reading 
through the collections of their work from before and after World War II, itʼs clearly a 
step above what was coming out at that time. Stuntman is one that still stands out in my 
mind. A lot of it is of course dated, and talking with Simon about Damon Runyon in the 
interview, it was a reminder about the style and approach to fiction and melodrama and 
style that was around them when they made these comics.

And yes, I did go and read some Damon Runyon in addition to the biography, in addition 
to all the Simon and Kirby comics I could get my hands on. Most people probably regard 
this level of preparation as slightly crazy. I can understand. If I consider how much I got 
paid for this – and most articles – then it seems especially crazy. Itʼs just the way that I 
could do it. Some of it is insecurity. I donʼt have an English degree, I donʼt have a 
masters degree, I havenʼt been reading comics obsessively for my entire life, so when I 
write about something, I want to know what Iʼm talking about.

I had been trying to interview Simon for a few years. Steve Saffel, who was editing the 
collections, spoke to me in 2009 about the project and Simonʼs legacy, and helped set 
up this interview. Simon later appeared at the New York Comic Con that fall, less than 
two months before his death in December, where Saffel interviewed Simon before a 
standing room only crowd. 

Original Article:

By any way of looking at it, Joe Simon is one of the living legends of the comics 
industry. He was one half of “Simon-Kirby” one of the great partnerships in comics. With 
his friend and colleague, the late Jack Kirby, they created one character after another, 
revamped existing properties for publishers, jumping from one genre to another, always 
looking for a new challenge and outlet for their considerable talents. In addition to 
Captain America, The Shield, The Fly and Fighting American, they created titles such as 



Boysʼ Ranch, The Newsboy Legion, Boy Commandos, and launched anthology titles 
including Young Romance, Black Magic and Justice Traps the Guilty.

On his own Mr. Simon did a lot of commercial and advertising work, started the humor 
magazine Sick, authored the book The Comic Book Makers, and developed and 
packaged books for many comic publishers. He also created two books for DC, Brother 
Power The Geek and Prez, which became cult favorites and which resurfaced in the 
nineties at DCʼs Vertigo imprint.

Mr. Simon has also been a champion of creators rights and ownership, possessing the 
copyrights of much of his work. Mr. Simon sued Marvel over the rights to the character 
Captain America years ago, and as part of their agreement, the comics carry the credit 
“created by Joe Simon and Jack Kirby.”

Mr. Simonʼs memoir My Life in Comics has just been released by Titan Books, the 
publisher behind the Eisner-nominated Simon and Kirby Library, which has just released 
a paperback volume collecting Fighting American. CBR News spoke with the 
nonagenarian creator over e-mail.

What made you decide to write a memoir and why was now a good time for it?

About 20 years ago I did a book of stories from my career, called The Comic Book 
Makers, which I worked on with my son Jim. But I had never done a true autobiography 
that covered my entire life—at least up to now. And I still had a lot of stories I had never 
told, such as my first encounter with a true patriot, and the secret origin of the Red 
Skull. Since The Comic Book Makers, a lot had transpired, including my most recent 
court adventures with Marvel. So as I approached my 100th birthday, this seemed like 
the perfect timing.

In the book you mentioned Damon Runyon, who you met when you were a young 
man and you were both covering the boxer Max Baer. Was Runyon an influence 
on your comics work? I think The Newsboy Legion, for example, feels very 
Runyon-esque.

Absolutely! He influenced me tremendously, and had done so even before I met him. 
The Newsboy Legion was a direct reflection of my own experiences as a newsboy, 
combined with the wonderful stories Runyon had written. Later features, such as The 
Vagabond Prince and Kid Adonis, were even more an homage to Runyon.

Another Runyon-esque project you did, which few people probably know, was 
The Duke of Broadway. Could you talk a little about what this project was and 
where the idea for it came from?

I always loved New York, and Broadway was the best of it. I remember the lights and 
the characters you would see there every night in Times Square, and the late trips we 
describe in the book, going as a group to the pool parlors and bowling alleys. So when I 



was working for Harvey, developing new strips like Stuntman and Boy Explorers, The 
Duke of Broadway let me pay genuine tribute to my favorite author. It was great fun.

Boysʼ Ranch, a series which lasted only a few issues, has become one of the 
most acclaimed and beloved books that you and Jack Kirby did together. Could 
you talk a little about how you worked on the book and the approach of using a 
lot of double page spreads?

That was one of our favorite features—for both Jack and me. We got to develop terrific 
characters and really cut loose on the art. Mort Meskin joined us on the series, and 
turned out some spectacular stories of his own. The double-page spreads were 
something we had begun all the way back in Captain America, and perfected with 
Stuntman. Because of my newspaper training, I realized that where there was a staple, 
that center spread didnʼt need to have gutters in the middle of the artwork. I donʼt think 
anyone had tried it before then, and it gave us tremendous creative freedom. Later, with 
The Fly, I dubbed them “The Wide-Angle Scream.”

Will we be seeing a collection of Boysʼ Ranch and your other Western stories 
soon?

Weʼll see. Iʼd certainly love to do that. But first we need to finish The Simon and Kirby 
Crime which comes out this fall, and a collection of our stories from Black Magic, both 
from Titan. Plus we may have a surprise to announce soon. So weʼve got plenty on our 
plate.

I did want to ask about Stuntman, which I had never heard of until reading the 
recent Titan collections, and it was a revelation, because while itʼs been largely 
forgotten, I think it stands as one of the best works you ever did. For people who 
havenʼt read it, could you talk a little about what it was and what you were doing 
differently in this project?

That was our first superhero after the war, and it was when Al Harvey convinced Jack 
and me to develop features for him. I donʼt know if Jack and I ever worked more closely 
on a series, sitting in the studio until late at night, making sure it was all perfect. The 
idea was a movie stuntman who puts on a costume and defeats wrongdoers, and it was 
such a natural concept that I was surprised no one had ever done it before. But 
Stuntman was defeated by the glut of comics that came after World War II, and the only 
time itʼs ever been collected in its entirety was in The Simon and Kirby Superheroes.

The next book coming out from Titan this fall is, as you mentioned, a collection of 
your crime stories. Do you have any favorite stories from the book?

I loved the ones about the real-life criminals like Al Capone and Ma Barker. Bugsy 
Siegel was a classic! I think Ma Barker was one of Kirbyʼs favorites, too, since he used 
her again at DC in the ʻ70s. By basing the stories on real-life events, we had the 



concept already developed, and could concentrate on making sure all of the action 
made it onto the page.

In the late sixties and early seventies, you did some very interesting books at DC. 
Prez and Brother Power The Geek, which have both become cult favorites. I know 
itʼs been a while but could you talk a little about the origin of both and what you 
wanted to do with them before they were canceled?

Many times over the years Iʼve included current events in the stories, like World War II 
for Captain America, post-war America in Stuntman, and the Cold War in Fighting 
American. By the time I was doing Brother Power, the ʻ60s were in full swing, and I 
wanted to try something new. Plus I was running the gauntlet as the father of teenage 
kids, and saw the whole youth movement through their eyes, as well. So that was great 
material for a new series. 

Prez was the result of a similar mindset, and was influenced by the movie Wild in the 
Streets. I think both series were largely misunderstood, and I canʼt count the number of 
times Iʼve had inquiries about turning Prez into a movie of its own. Maybe now that DC 
is more closely tied to Warner Bros. something like that will happen.

The Titan book reprints of the work that you and Jack Kirby is really amazing. The 
color is striking. Is this how you wanted it to look when you originally worked on 
the pages?

Definitely. When my editor brought me the first copy of The Best of Simon and Kirby, the 
first thing out of my mouth was, “Oh, look at the color!” Itʼs the sort of thing we would 
have loved to have seen in the original comic books, had the printing been better. Harry 
Mendryk has done a wonderful job with the restorations, and I know the production staff 
at Titan has worked hard to support everything heʼs done.

Could you talk a little about your working relationship with Jack Kirby and how it 
varied depending on project?

Jack was one-of-a-kind, and I knew that even before Al Harvey introduced us. As soon 
as we started working together, he and I were determined that when we worked 
together on a story, you wouldnʼt be able to see where one of us left off and the other 
started. We worked so closely together that after the war we moved into the same town 
on Long Island. That way all we had to do was cross the street to get to the otherʼs 
studio. It wasnʼt until the late 1950s, after Mainline, that we started working on separate 
projects, but even then we collaborated on features like The Fly and Private Strong. 
When Jack moved to California, we talked a lot on the phone. First I would talk business 
with Roz, then she would hand me over to Jack so we could reminisce. We were friends 
until he passed away, and I still miss him.

Have you had a chance to see the Captain America movie yet?



Iʼve just seen what everyone else has seen. One of the producers, Stephen Broussard, 
has been keeping me in the loop, and I really appreciate everything heʼs done. Iʼm very 
happy with whatʼs been shown so far, and this time they may have got it right.

I know that youʼre a longtime cigar aficionado. Do you still smoke?

I still smoke at least two cigars a day—they help me relax, especially at night. I have 
friends who also love cigars, and when we get on the phone, thatʼs what we talk about. 
My favorites are Excalibur by Hoyo de Monterrey, from Honduras.



Nick Cardy talks about The Artist at War

Originally published April 2011

I remember coming across a notice online about a book by Nick Cardy that would 
collect the artwork he did while he fought in Europe in WWII. I wasnʼt that familiar with 
Cardyʼs work, but I loved the idea, and the sample images were these beautiful 
watercolors that were rough but so vivid – and so different from the comics artwork that 
he had done. I reached out to his publisher, Renee Witterstaetter, and she and comics 
writer Todd Dezago helped set it up. Thatʼs another thing I noted, that often with a lot of 
older creators thereʼs another comics creator – either someone they got to know or 
someone who lives nearby or who worked with them – who will deal with journalists. 
Sometimes the community comes through in truly inspiring ways.

Cardy is not an artist I knew before I began researching this, but it was hard not to be 
impressed by his body of work. Heʼs known for Aquaman and Teen Titans work, but he 
worked for Will Eisner, he worked at Fiction House, he was an illustrator and drew 
movie posters. Just an amazing career that I barely touched on in our conversation.

In one of those odd moments, I reached out because of the announcement about the 
book, and the interview was included in the book Nick Cardy: The Artist at War, in both 
the original edition by Eva Ink Press and then when it was reprinted by Titan Books. Itʼs 
a beautiful book (and the introductory interview isnʼt bad).

Orginal Article:

Nick Cardy is one of those artists whose name and work are associated with the Silver 
Age of Comics. He drew Aquaman and Teen Titans for a long period of time from the 
early sixties into the seventies. He was also the artist and one of the writers of the short-
lived Western series Bat Lash. In the sixties and seventies, he crafted some of DCʼs 
greatest cover work, and today can still be seen contributing an occasional cover to a 
book like 2008ʼs Teen Titans Lost Annual or 2009ʼs The Spirit #31. This led to his next 
career as a poster artist for films like The Streetfighter with Sonny Chiba, Movie Movie, 
Meatballs 2 and many others.

Mr. Cardy began working in the comics industry when he was still a teenager, working 
for the Eisner/Iger Studio before he was drafted. Heʼs a decorated World War II veteran 
who served in the European theater as an Assistant Tank Driver in the Third Armored 
Division, where among his other commendations, he was awarded two Purple Hearts.

The Artist at War is a collection of sketches that Mr. Cardy made while he was serving in 
the war. He packed multiple pads in his duffel bag before being shipped off to Europe 
and the book reproduces the scenes and impressions he crafted while overseas. Many 



of them are brief moments of calm, and while others are less so, itʼs those odd, quiet 
and funny moments that Mr. Cardy returns to when speaking about the war and his 
experiences there.

Mr. Cardy cited his age at the beginning of our conversation and joked that “if I canʼt 
remember what the hell I had for breakfast in the morning, what is it like when I try to 
remember something that happened sixty or seventy years ago?” Though he claimed 
that recently heʼs begun to feel old, his hearing and memory are excellent and he was 
as fun and charming as an interviewer could hope for. Mr. Cardy took time to speak with 
CBR News about his new book, his time in the service and his long career in comics. 
Weʼre grateful to Renee Witterstaetter and Tom Dezago for their assistance in arranging 
it. What follows is an edited transcript of our conversation.

Your new book, Nick Cardy: The Artist at War is a collection of art you did during 
World War II. How did the book come about?

Well, my agent, weʼve known each other for quite a while, she said, Nick, weʼre going to 
do a book on you. I had a lot of combat sketches from when I was in the service. I 
carried 3” by 5” spiral bound drawing pads in my duffel bag and a watercolor set and a 
larger pad. Whatever I could fit in there. As I went along for those three years I sketched 
and did watercolors. When she saw them, she decided to make a war book out of them. 
I had to go digging through the photographs and I had to write on the back where the 
photographs were done. I wrote a story on some if I had a nice story to go with that 
picture.

During the war, you were originally in the 66th Infantry Division, which was 
nicknamed “The Black Panther Division” and you designed the shoulder patch 
insignia.

They had a contest in the 66th Division for someone to design that and mine was 
accepted. Prior to that I would get up in the morning with the guys and spend some time 
in the field and everything was regimented. When I went to headquarters the general 
congratulated me and they wrote an article about it, and I stayed at headquarters for a 
while. I got up early in the morning and the guys at headquarters were still sleeping 
[laughs] And they had a better cook than we had, so I hung around. I ended up staying 
there because the general wanted his portrait done. 

In the 66th division, one of the fellows that was in the outfit was a bartender that used to 
be at the Stork Club in New York. At the bar I was sitting there and I made sketches of 
all the officers. When a corps general came to visit, he said, whoʼs the artist? They told 
him who I was and he said, I want him in my outfit. So the general and the chief of staff 
decided, weʼll promote him. They were looking to see where they could get that 
promotion from and they finally found an empty spot in the motor pool so they gave me 
the promotion to the motor pool. I went to Texarkana and when I got there the place was 
a mess. They were packing to go overseas to the Pacific. The guy said, who are you? I 
said, Iʼm an artist. He said, can you stencil duffel bags? I said no, I donʼt do stenciling, I 



hire somebody to do it, Iʼm not a letterer. So he said, well, then you can go back, we 
donʼt need you. So I went back and thatʼs a whole other story.

How did you ended up in the European theater and serving as a tank driver?

What happened was when I came back, they had transferred me so I was no longer in 
their company. I was extra and they sent me somewhere else and I went overseas with 
a bunch of other fellows that werenʼt assigned to any other outfits. On the way over I got 
pleurisy and was in the hospital in Southampton [England]. When I got better they 
interviewed me and this man says, I see here that you were in the motor pool, can you 
drive a tank? I said, I canʼt even drive a truck. He said okay and you know when people 
use a stamp in that humorous way. He was pounding paper with a stamp. You are now 
in the Third Armored Division. The stamping sound, I felt like it was the lid to a coffin. 
[laughs] I didnʼt know anything about driving a tank, but they put me in a tank. I was in 
the Third Armored Division and I was an Assistant Tank driver.

What did it mean to be an assistant tank driver?

If the driver has to go to the bathroom, you watch the tank. [laughs] You sit alongside 
him. In the tank you had a large transmission. In car thereʼs a little console in the middle 
and sometimes if you want to get to the side seat, you have to go over that bump to get 
there. These transmissions, you couldnʼt squeeze over. You could see his head. And 
your head is just below where the turret turns. The door over your head had a small 
periscope that when the lid was closed your seat is at the lowest angle so you could see 
through the periscope of whatʼs going on. Then you could lift up the seat when the lid 
was open so your head was above the opening and you could look out. But if the turret 
happens to turn with the gun and itʼs over your latch you couldnʼt get out there or over 
the transmission. It was a little terrifying. They just put me in there. And I was more or 
less a passenger on a sight seeing trip. [laughs] We were a spearhead division and with 
the first army and we went through the Northern part of Europe

There was a lot of mayhem. But when we had a break, Iʼd take my pad out and draw 
what I remembered. I had notes. But it was something. Those are things that I 
remember, but in talking about it, I talk about the light things that happened. I try to lean 
towards that. Sometimes when you tell a war story long enough, it gets bigger. [laughs]

After the war when I was in Paris there was a hospital. They said, oh youʼre an artist, we 
could use you. I said, where the hell were you three years ago?! [laughs] I wound up 
near Versailles. I was stationed there doing drawings. We came home on a freighter. 
They had bunks that were about eight high or six high in the hold of this ship and when 
you wanted to get down you had to walk down these things. [laughs] As we were 
coming across the Atlantic we had these very these storms that were bouncing us up 
and down. All the guys were sick. To make it worse, some of the guys who worked on 
the ship would come around hitting a bell yelling dinner dinner and everybody would 
end up throwing up in the bathroom. When [the storms] finally stopped after a week one 
of the officers said, Nick, can you get a couple of guys and clean up the deck. It was 



very foggy. You couldnʼt see the top of the mast. And so we were there and as we were 
cleaning, the fog started descending and I looked up and there we were right over my 
head was the head of the Statue of Liberty. Talk about a lump in your throat after three 
years.

How many pads and drawings did you make during the war?

There were six pads, 3” x 5”, and there may have been twenty or thirty pages to a book. 
And I did what I call “spit drawings.” [laughs] Let me explain that. I had a watermanʼs 
fountain pen. If you drop water on [the ink], it spreads. So if I drew in ink and wanted a 
little tone on something, I would wet my finger and rub that part that I wanted toned with 
enough spit that it created a gray tone. Well, actually it was a blue tone, because it was 
blue ink, and I had what I called “spit drawings.” [laughs] I mean we didnʼt have water 
around. We were in the middle of no manʼs land. [laughs] I did a lot of those. Sometimes 
I would make little notes and write down, like, this was crimson, or burnt siena, and 
mark the color for the sky. I would make notes in case I wanted to do something with 
that.

They used to have these little cough drop boxes, Sucrets. I soldered a little piece of wire 
with a loop in it so I could hold that box with my thumb through it. I put some watercolors 
in that, as many as I could, and use the lid to blend my watercolors. I would do my 
sketches that way. Some have watercolor and some didnʼt. I went through the war doing 
that sort of thing. 

I like the term spit drawings just because it gets across the atmosphere in which 
you did them.

The spontaneity. Itʼs something thatʼs very quick. 

Do you have any favorite pieces among whatʼs in the book?

I have one thatʼs a watercolor of a tank. A guy is sitting outside [the tank] and in the 
background you can see the red bursts of artillery. Another one is where you could see 
the tank that I was posted in. Youʼre looking at it from across the street to a house thatʼs 
been partially demolished and you can see the bannister going down and no door, no 
windows. That was done in sepia. Thereʼs one I did where an armored truck, this was in 
Arkansas, got stuck in the mud after the rain and weʼre pushing it. When I finished 
pushing it, I couldnʼt find my shoe. My stocking was trailing me, but the mud had sucked 
my shoe off. [laughs]

When you were drafted, you were already working as an artist. Since you started 
as teenager Iʼm guessing youʼre largely self-taught.

I was born in 1920. During the Depression you couldnʼt go to art school because you 
didnʼt have any money and food was very scarce and then it got worse. I used to go to 
public library and look at books. When I was in junior high school, my art teacher gave 



me a book with colored plates. In those days theyʼd have regular pages then on a blank 
page they would take a piece of art that was printed in color and they would tack it very 
lightly on that page in the book. Michelangelo, Da Vinci, Rubens, and all the way up. 
Thatʼs where I got my education. 

When I was in junior high school they wanted me to do a mural. There was two artists, 
one was doing the educational and they gave me the sports. Those murals were later 
printed in a newspaper. They showed the photographs of those two paintings and then 
they had another photograph of some of the paintings I did at the Boys Club. My 
teacher wanted to keep me off the streets. I lived on the East Side of New York City and 
they sent me to the Boys Club on 10th Street. I was having sculpture lessons and art 
lessons and they had a swimming pool. They had me do some murals in empty rooms 
and those were published by a magazine at that time called The Literary Digest. I won a 
lot of awards at the Boys Club and so they pushed me along. 

I was into fine art and then after school there was a job open for a sculptor. Then I got a 
job at an advertising agency. I stayed there for a while. Someone said, why donʼt you 
take this stuff to the Eisner and Iger outfit. They had a bullpen of artists like Lou Fine 
and a few others. I stayed there doing comic books and then when World War II started, 
the guy that was doing Lady Luck with Will Eisner got drafted and I went to work there. 
Now Will Eisner, I called him Bill. Later on, I found out everybody calls him Will. [laughs]

Now when he was drawing The Spirit, at that same time The Saint started in the 
movies. They had a theme song, this guy whistling. Every time when I would come in in 
the morning, there [Eisner] was, whistling this theme from The Saint and I think that he 
had a little of The Saint in The Spirit. Now The Spirit was a supplement that they fit into 
the Sunday newspaper. The majority was The Spirit and then they had Lady Luck, the 
one that I did. Bob Powell had Mr. Mystic. I was there about ʼ40, not even a year, and 
then I went to Fiction House and then into the army. 

Now when you came back from the war, you did a number of things before 
working in comics for a long period of around two decades.

What happened was when I first came out of the army I decided I wasnʼt going into 
comic books, so I started doing a portfolio of illustrations. The magazines used to be full 
of illustrators. Later on photographs replaced them, but I always wanted to be an 
illustrator. I was offered the job of doing the Tarzan daily strip. I was also doing covers 
for various magazines, more or less testing to see how my colors worked. When you do 
an illustration, if you print it as a watercolor or another medium, it doesnʼt always come 
out right. I was experimenting and doing that. The first jobs I did were for DC. They were 
all freelance. I worked for DC and then the money was coming in steady so I stayed 
with them doing freelance work and then I was full time at DC. I did Tomahawk then I 
did Congo Bill and then I went into Aquaman. I did Aquaman for quite a while. Then I 
did Teen Titans. I was doing Teen Titans and then I went to do Bat Lash.

The short-lived but great western series Bat Lash.



I was late because I was starting on Bat Lash so they had Neal Adams pencil a Teen 
Titans story for me and Gil Kane pencil one and I inked them. Carmine [Infantino] and 
all of them helped me out. I did the inking, but I could never just pencil something 
because I would draw a leg and have two or three lines. Sometimes when I inked my 
own stuff I would ink between the lines. Anyone else, they wouldnʼt know what the hell 
to do with it. So when Neal Adams or Gil Kane did womenʼs heads, I would go over their 
pencils but do it as if I were drawing my own heads, because it kept the style the same. 
Because when Neal Adams does a girlʼs head he does it differently than I do it. Same 
with Gil Kane. 

I was getting tired of doing people in long underwear so I did Bat Lash and I had a ball 
with that. Sergio Aragones [laid it out] and then Denny OʼNeil, whoʼs a fantastic writer, 
did the writing. Aragones and Joe Orlando used to work in Mad Magazine and every 
time they met theyʼre patting each other on the back and laughing. Aragones could do 
no wrong and every now and again Orlando would say, why canʼt you be more like him? 
Iʼm like, oh geez. It was like a father going, why canʼt you be more like your big brother? 
[laughs] That didnʼt help matters. 

I think Orlando and Aragones thought I put too much fun in it. They didnʼt want that 
humor [in the book] and I just picked up a magazine and there was an article about 
where Aragones didnʼt like me. Anyway, DC, when they published a new book, they 
would give it a seven month trial. After the seven month trial, they dropped it. At the time 
in Europe, Carmine Infantino said everybody loved it. They couldnʼt get enough of it 
because it came out the same time as the spaghetti westerns. Here in the states it didnʼt 
sell well here because the western genre had started to drop off. They didnʼt have 
Gunsmoke anymore or the others because they were pushing too many of those, so 
they didnʼt have the sales here but in Europe they kept reprinting them.

Then [Carmine] had me do about five hundred covers of all the heroes but then I got 
tired of it. It got boring. It wasnʼt a piece of art anymore. Thatʼs when I went out to 
Marvel and I was experimenting with covers again because I wanted to see what paints 
I could use to get the effect I wanted. Then I did movie posters. Where I was getting 
40-45 dollars a page [in comics] or I donʼt know what it was, I would do a layout for 
Grease or some of these other movies, a charcoal thing almost the size of the posters 
with the characters – not the final – I would get 3,000 dollars for it. 

So what happened was if they want it on the humorous side, you get two or three guys 
that do humorous covers and they let each one of you do one for say five thousand 
dollars each one and if they picked your youʼd get an extra five thousand dollars, which 
was nice. You donʼt turn your nose up at that. But then photography took over. I also did 
portraits and other illustrations. 

Youʼve done so much, but is there anything else you still want to do? Something 
you still want to try?



Nick Cardy:  Well I like to do I do pastels and portraits. In some circles they say that I do 
beautiful women. I figured Iʼd do some watercolors, loose watercolors because 
everything is done by computer now, and Iʼd take those figures and put them in 
watercolors. Very simple, very direct. It would be more powerful. Leave a lot of air 
around it, like vignettes, and they will sparkle by themselves. I figured I canʼt do 
anything because of the copyright. At one point I was thinking about doing these women 
partially nude. Say a girl is sitting at a vanity table and sheʼs combing her hair and in the 
room you can see a chair with something draped over it. It could be Wondergirlʼs 
costume. This woman is in a pond and sheʼs bathing and itʼs night itʼs dark. On the bank 
is the silhouette of a motorcycle and hanging like spanish moss from a tree is lace 
stockings. Maybe I could by with that. 

A lot of these things I put down in a memory pad and I put it in my Vivien Leigh closet. 
When Clark Gable walks out on her [in the movie Gone with the Wind], she says, what 
am I going to do, and he says, honey I donʼt give a damn. Then as she closes the door 
she says, oh well Iʼll worry about it tomorrow. So I have a “Iʼll worry about it tomorrow” 
closet where I keep these ideas. [laughs]



Al Jaffee Talks About His Mad Life

Originally Published September 2010

Iʼve met Al Jaffee a few times over the years and has the chance to interview him twice. 
I spoke with him and Mary-Lou Weisman, the journalist who wrote the biography Al 
Jaffeeʼs Mad Life, and it is an astonishing book. I also stand in awe of Jaffee because 
he has had a life filled with tragedies, but he is also truly an optimistic person. Not in a 
Pollyanna way, but in the sense that he has tried to live his life to the fullest. He has 
taken nothing for granted and thereʼs a comment he made towards the end of our 
conversation which hits me as hard today as it did then, and may be as close to the 
secret of happiness as anything:

“Well, I feel that I have no disappointments. Oh, it would have been nice to have 
become a billionaire just from my writing and drawing. There are lots of things that, if I 
could write the script for my life, I would change, but have I had a happy life? On the 
whole, yes. Have there been tragedies? Yes, there have been tragedies. But it's been a 
full life and I'm still enjoying it.”

Original Article:

By most standards, Al Jaffee is one of the great cartoonists of our time. He was a major 
contributor to Trump and Humbug, two short-lived humor publications edited by Harvey 
Kurtzman, whom Jaffee met in high school, he wrote and illustrated the syndicated 
comic Tall Tales (collected by Abrams in 2008 in a volume introduced by Stephen 
Colbert) and was a long time artist for Timely Comics and Atlas Comics, where he 
worked on many humor comics, including a long run on Patsy Walker.

Most people know Jaffee, however, for his over 50 year career as one of the most 
important members of Mad Magazine's “usual gang of idiots.” Jaffee has contributed 
hundreds of comics to the magazine over the decades, but he is best known for creating 
the magazine's most endearing feature, the fold-in page. Working entirely by hand, 
Jaffee continues to create the fold-in and has composed all but three that have 
appeared in the magazine.

Mary-Lou Weisman is a journalist who met Jaffee when they were neighbors in 
Provincetown, Massachusetts more than thirty years ago. Weisman is the author of 
multiple books and has written for The New York Times, The Atlantic Monthly, The New 
Republic and many other publications. For her, the interest in writing was simply to 
share the story of her friendʼs life, where he lived in Savannah, grew up on a shtetl in 
Lithuania and escaped to New York City before the Nazi invasion, all before turning 
thirteen. The two friends spoke with CBR about the HarperCollins published book, 



which details the amazing story of Jaffee's life and includes numerous original 
illustrations.

Mr. Jaffee, people who have heard you speak on panels and at conventions have 
heard some of the stories recounted in the book, but what made you want to set it  
all down in writing?

Al Jaffee: I had no intention of setting it all down. [Mary-Lou Weisman] were friends, 
and in ordinary conversation, little things would come up. Something about what I did in 
Europe as a child, for example. That intrigued Mary-Lou and she did a short piece which 
was published in an art magazine a couple of years ago. James Sturm read that piece 
and said, “You've got to tell the whole story.” He was interested in the Jewish 
communities of Europe that no longer exist. That's how it came about.

It was Mary-Lou who went to work on it and went to work on me. I suppose if Mary-Lou 
hadn't started this and someone like James Sturm came to me and said, “You really 
ought to do a graphic novel about your life,” I might have, because graphic novels are 
so popular now. It was much easier for me to work with Mary-Lou because she asked 
the right questions and I was able to dig deep into my memory and come up with the 
answers. Some of the answers I probably wouldn't have come up with on my own.

I know you did a lot of research into what happened in Lithuania and what 
happened to Mr. Jaffee's mother, who unlike the rest of the family, did not escape 
before the Nazis invaded.

Mary-Lou Weisman: Initially, that was terra incognita to me. Al has an extraordinary 
ability to recall, maybe not what he did yesterday, but what he did in 1927, he's really 
sharp on. One of the things that became obvious to me is I needed to learn about this 
little town, this shtetl, of three thousand people that he had lived in for six years. He was 
transported from a middle class Twentieth century life in Savannah to a shtetl life, barely  
in the Nineteenth century, in Northeastern Lithuania. I needed to research that. I needed 
to try to find ships manifests of the comings and goings to check on Al's memory.

Then, I needed to find out something that Al has been reluctant to find out all of his life, 
which was the fate of his mother, who refused to be rescued by her husband. She 
turned down the opportunity two times. Al had never wanted to delve into that. Al's 
youngest brother was not rescued until just weeks before the Nazis moved into Zarasai 
and killed every Jew in the place. Al knew that his brother had been rescued, but he 
didn't know how. Through the web, we were actually able to find the ships manifest on 
which his brother is listed.

Do you talk or think about your childhood much?

Jaffee: No, I don't. Very early on, when I realized that I was going to have a very difficult 
experience, being uprooted from my life in Savannah with my whole family, and I was 
going to be shipped off to who knows where with my mother and brothers and leave my 



father behind - at that point, I realized that this family was being torn apart and I had to 
make, not a conscious decision, but I think it was a subconscious decision, that I have 
to survive day to day and just surmount anything that's coming my way. I was only six 
years old when I felt this very strongly. It happened in the railroad station in Hamburg, 
where my brothers were running all over the place and my mother was nowhere to be 
seen. It was at first a very frightening experience, but I think out of it came a survival 
instinct which has served me throughout my life. I really don't look back. I remember. 
There's a momentary twinge, a feeling of loss and pain, but moving on became my 
mantra. I know it's a cliche now, politically and otherwise, but in my case it was the only 
way I could deal with whatever misfortune came my way. And a lot did come my way, 
but I managed to overcome them.

Weisman: I think that, just to add to that, this is how he survived. We talk a lot of 
psycho-babble about abandonment and child abuse and your inner child and all the 
stuff that is the vocabulary of our time. Al doesn't think that way. Al reports his life 
anecdotally. We're talking about a life that is filled with trauma, separation anxiety and 
all that stuff, but that's not how Al sees it. Al sees it as just something to get through and 
keep moving.

One of the things he explained to me early on was a phrase that is common in 
cartooning, "the plausible impossible," which is a kind of stretching of reality. I think it 
was coined by Walt Disney. When Bugs Bunny leaps over a chasm and it's an 
impossible leap, way too wide a leap, he's able to do it by keeping his little legs running 
in mid-air. Al was giving me an education in cartooning and in some of the techniques 
he used. The minute he said that to me, I knew that's a metaphor for how Al survived. 
He just never looked down. If Bugs Bunny never looked down and kept his feet moving, 
he could get across the chasm. If Al Jaffee just kept moving, he could get past one 
nightmare after another. And he did.

It's interesting you say it like that, because many great comedians, comic film 
stars and humor writers had tragic and traumatic childhoods and young 
adulthoods, but they managed to process those experiences very differently than 
most of us do – or could.

Jaffee: I couldn't agree with you more. Their survival mechanism was humor. In many 
cases, tinged with tragedy. I think humor played a very large role in my life because 
ultimately all of our experiences start to be ridiculous in the framework of the millennia 
that the world exists. Everybody has good days and bad days and horrible days, but 
there's also something very funny about our battles with these things. I was able to see 
the humor in my own ridiculous life. It made it very easy for me to see the humor in the 
ridiculous posturing of politicians and religious figures who tell you to do one thing and 
they do the opposite. I have always viewed my life, and everybody else's, with a tinge of 
humor and ridicule.

Weisman: I think that one of the keys that distinguishes Al from other comic/tragic 
humorists is that Al is really a satirist. The fact that he was taken from his home, plunked 



down without language - people were speaking Lithuanian, people were speaking 
Yiddish - he's six years old, plopped down into the nineteenth century. Then he gets 
picked up when he's twelve and plunked back down into New York where he's now 
speaking his native tongue with a Yiddish accent. He's put in the third grade because 
he's been unschooled. That kind of, to use the psycho-babble term, displacement, has 
had a permanent effect on him, and it's both good and bad. It has made him a man 
without a country. He's never ever, ever at home anywhere. Not really. He's not 
comfortable, ever. As a result of that, he sees what we all see through a very different 
lens. He's kind of our man from Mars. Given his artistic talent, you could almost run a 
film of the story of his life backwards and realize, of course, this would make a talented 
artist and an intelligent man into a satirist.

I think an interesting aspect of the book is tracing this satirical, anti-adult sense 
of the world through his life. It's a sensibility that is the sensibility of Mad 
Magazine.

Weisman: I think that is why the book is aptly named Al Jaffee's Mad Life. It was his 
mad life that led him to Mad Magazine.

Jaffee: Not to belabor the point, but I think the thing that makes me laugh is hypocrisy. 
My God, you cannot pick up a newspaper or turn on a show without hearing tons of it. 
People are not honest. There are wonderful people, wonderful teachers and wonderful 
parents and all of that, but you can't just assume that parents are wonderful. Parents 
abuse children. You can't assume that salesmen are honest or that religious figures are 
honorable. The excuse that's given by society generally is that it's one rotten apple. 
Well, from my point of view, and all of these years that I've lived and observed, there are 
a lot of rotten apples. That gives me fodder for pointing up the nonsense and the foibles 
and the ridiculousness of our daily lives. Someone might say that that's a bitter way to 
look at things, but I don't look at it bitterly. I have fun with it.

Your childhood had a lot of sadness, but it also sounds like you had a lot of fun 
and a lot of freedom with a very Tom Sawyer/Huck Finn kind of childhood.

Jaffee: Yes, there was that. As a matter of fact, Mary-Lou and I touched on that 
yesterday. After dwelling for a long time on all the downsides of my life, it just suddenly 
came out of me, “Wait a minute, I don't remember it always being a bad time!” The 
summers were wonderful in Lithuania. You could go swimming and go boating. The 
shtetl was surrounded by lakes and we spent lots and lots of time in the water, but there 
was an undercurrent. You were always being warned, almost like in a fairy tale, we 
would be constantly reminded that you go into the wrong area, a non-Jewish area, 
you're likely to get hit with a rock or otherwise abused. We were aware of that behind 
the scenes problem, but being little kids, you don't think about those things all the time. 
You think about jumping into the water or making a fishing pole.

My brother Harry and I were very inventive. This was a town that had nothing for sale 
for children. I mean, life was hard for everybody. We remembered American toys and 



we would build little cars and airplanes. All kinds of things which fascinated the local 
kids. In winter, there was a lot of sleigh riding and adventuring in the deep snow and 
stuff like that. So there were good times.

Weisman: One of the ways that the bad was transformed into good, really because 
children are so adaptable, is that Al was often neglected by his mother. The neglect took 
the form of failing to feed him. He and his next youngest brother, Harry, a fascinating 
man, would steal fruit from the orchards around town. In order to do that and not be torn 
to bits by the dogs that were guarding the orchards, he and his brother would invent 
fruit-stealing devices. It's this inventiveness, this necessity mothering invention that can 
also be seen as the very beginning of “Al Jaffee's Mad Inventions.”

So much of your work doesn't rely on words. How much of that do you think was 
because, for so much of your childhood, you dealt with the challenge of moving 
between countries and languages.

Jaffee: The main reason why I do a lot of wordless humor is that I think of drawing as a 
language. If you want absolute proof of that, check out Sergio Aragones' work in Mad, 
which has been going on for forty or fifty years and hardly ever has a word in it, but tells 
complete stories. I feel I can do that, too. I broadened my approach to the work and did 
lots of different things, but Sergio and I are on the same page when it comes to telling 
stories with pictures as our language. I love the challenge of that, because to me, it's the 
ultimate artistic expression. I think fine artists feel the same way when they make a 
painting and hang it in a museum. They hope that it speaks to the people who come to 
see it. Some of it, of course, I feel is total goobledygook that no one can understand, but 
a lot of it speaks to a lot of us.

That's the only explanation I can give for why I do wordless humor. I do a lot of it in 
"Mad" as ancillary business. I'll have a scene in which the script explains what's in the 
captions and stuff like that, but then I'll throw in a lot of stuff on the side or in the 
background that I feel, or hope, enhances the experience. Another person who did that 
a lot was my good old friend Will Elder, one of the original artists in Mad Magazine. He 
would just fill every panel with funny stuff going on that's on the side, but always had 
some connection to the main thrust of the story. I don't know if I'm explaining this 
sensibly, but I guess I'll stick to the fact that I feel cartooning is a language, with or 
without words.

A few years ago, you received the Reuben of the Year Award from the National 
Cartoonists Society for your body of work, one of a handful of "Mad Magazine" 
artists who have been so honored with Sergio Aragones and Mort Drucker having 
received it previously. What did such an award mean to you?

Jaffee: It would be wrong for me to say anything other than it's a wonderful thing to 
happen, but philosophically, I'm not a great believer in awards. As a means of telling 
somebody your work is admired, I suppose it's fine. I certainly am very proud that my 
fellow cartoonists chose me for the award that year, and it does mean a lot to me that 



people I admire in my business felt like giving it to me, but I still have to go back and say  
your work is your reward. The appreciation that people show by buying your books or 
magazines or wherever your work appears, that's the award.

I wanted to ask about two people you met in school who have been a big part of 
your life and career – Will Elder, another great cartoonist who worked at Mad 
whom you mentioned earlier, and Harvey Kurtzman.

Jaffee: Yes. Will and I met in junior high school and remained very very close friends. 
He was closer to me than my brothers were. We were very competitive. We were 
constantly arguing about who could draw a cartoon funnier or better, but it was a feeling 
of great love and affection that we had for each other. I regret that he's not around 
anymore because he was very talented and a very nice person.

Harvey Kurtzman. The word genius is something that I dislike because people you 
admire become geniuses; people that you don't admire, don't become geniuses. I think 
Harvey comes as close to being a genius in our business [as possible]. Harvey was a 
very bright, very intelligent guy, but he was particularly adept at creating things in the 
business of publishing. He was a terrific editor. I loved working with Harvey. He was the 
toughest editor I ever worked for. If Harvey looked at something and said, "I think it 
needs to be changed," even though you worked on it for two days, he made you see 
why it needed to be changed. I will always have the highest regard for Harvey 
Kurtzman.

This “Mad Life” of yours, both the book and your own life – I know that you don't 
look back, but I'm curious how you feel about it and what you've accomplished.

Jaffee: Well, I feel that I have no disappointments. Oh, it would have been nice to have 
become a billionaire just from my writing and drawing. There are lots of things that, if I 
could write the script for my life, I would change, but have I had a happy life? On the 
whole, yes. Have there been tragedies? Yes, there have been tragedies. But it's been a 
full life and I'm still enjoying it. If I look back on some of the times that weren't so great, 
now they don't look that bad, because I'm past it. I'm on to something else. The thing is, 
you either live in despondency and relive all the bad stuff that happened to you, or you 
look forward to the next cupcake.

What can we expect to see from you in the next issue of Mad?

Jaffee: In the next issue, you're going to see a fold-in. I can't give away what the fold-in 
is about. From Mad you will also see, in a few months, a four volume box set of all the 
fold-ins that I have done, up to the point of publication. That's well over 400 fold-ins. I 
don't own it, Mad owns it, so I'm not plugging it to make a profit for me. I think that the 
interesting thing about 45 years of fold-ins is that if read carefully, it's sort of a timeline of 
45 years of our lives done in a funny, tricky way. That's about all that I can claim for it.



Mary-Lou, I'm curious - do you have any final thoughts on Mr. Jaffee's life and 
career?

Weisman: He is [Mad] Magazine's oldest and most prodigious contributor. He was there 
from nearly the word “Go.” This experience of working with Al has been very special to 
me, because I started out being interested in this amazing page-turner of a life story and 
I ended up learning a great deal about Mad Magazine and the enormous influence it 
had, just a tremendous influence on American culture. I began to have great respect, 
not just for the man and his life, but for the magazine. When I tell people what I'm doing, 
everybody knows about Mad. Everybody knows Al. I guess my final words on the 
subject are, [readers] think they're going to be reading a book about Al Jaffee's career at 
Mad, and they are, but they're also going to be reading a story of one of the maddest 
lives I've ever heard about. It's really a potent book full of surprises for its readers. It 
certainly was for me.



Mad Artist Al Jaffee Celebrates Turning 95 Years Young

Originally Published April 2016

In my previous conversation with Al Jaffee, I mentioned how he seemed to have the 
secret to happiness. Well, in 2016 he turned 95 and was still working. So clearly heʼs 
doing something right.

We had a short conversation before his birthday party at Sardiʼs in New York City. 
(Which for a non-New Yorker like myself will always be the restaurant with the portraits 
on the walls from The Muppets Take Manhattan). He was there with his wife of many 
years and a whoʼs who of Mad Magazine creators and the New York City comics 
business. A few members of the press were invited to the party and we got to sit down 
with Jaffee for a few minutes before the party. I was touched and honored to be asked.

That year the Mayor of New York declared March 30th to be “Al Jaffee Day” in New York 
City. I think every March 30th should be “Al Jaffee Day.”

Original Article:

Al Jaffee, longtime Mad Magazine contributor and multiple award-winning cartoonist, 
turned 95 years old in March.

To mark his birthday, friends and colleagues gathered to celebrate at New York 
restaurant Sardi's. There were tributes from Mad Editor in Chief John Ficarra, Art 
Director Sam Viviano and others. Sergio Aragones, Stan Lee, and Dan DiDio couldn't 
be there, but through filmed tributes Aragones' respect and admiration for Jaffee came 
through loud and clear, while Lee joked that everywhere he goes people talk about 
Jafee's old Timely comic, Ziggy Pig and Silly Seal.

Jaffee is a man who has received just about every award a cartoonist can receive, 
including the Reuben Award from the National Cartoonists Society, but that night he 
received two additional honors. A representative from Guinness World Records certified 
him with “the longest career as a comics artist,” having worked continuously since 
December 1942. And if that weren't enough, Mayor Bill de Blasio declared March 30 “Al 
Jaffee Day” in New York City.

Before the festivities began, Mr. Jaffee sat down and spoke with CBR News. He 
apologized for his cold, but it was clear that he was thrilled and touched by the 
evening's events. He told us Mad Magazine was always "”ike a family” to him, and it 
was clear that he still feels that way about his friends and colleagues.

First of all, Mr. Jaffee, happy birthday.



Thank you.

Do you feel 95?

If it weren't for this cold, I would say, “No way.” I walk everywhere, I work five or six days 
a week, and I still get plenty of ideas. I won't live long enough to get to all the ideas that 
I've put into files. I think it's very important to work, to have something important to do, 
when you're old. Just sitting around watching television or rocking on a porch is just 
inviting the grim reaper sooner.

You're not interested in retiring, you're keeping busy.

You atrophy. You need to keep your mind active. I like to walk, so my wife and I will go 
have lunch five blocks away so we take a little bit of a walk. When the weather's nice, 
we walk farther, but the wintertime is a little rough on old people.

When you started working at Mad years ago, could you see yourself doing this 
job decades and hundreds of issues later?

That's an interesting question, because it goes to whether I even thought Mad would 
last more than five years. I thought it was a fad. Listen, I created a number of comic 
books that don't exist anymore. Harvey Kurtzman, who created Mad, was really a very, 
very special guy. He was a special talent. I wasn't always crazy about everything he did, 
but the one thing for sure is that he would do something that no one else had done. He 
was just constantly creative -- which was also his downfall. Someone like [Hugh] Hefner 
would come along and blow in his ear. He'd follow Hefner because Hefner would say, 
“You're working for that little cockamamie Mad Magazine and it's on black and white 
newsprint, cheapest stuff around. Come to work for me and we'll create a magazine like 
Playboy, with full color on every page.” Harvey couldn't resist that.

Harvey wasn't a guy to sit on his laurels. He could have stayed with Bill Gaines until 
now. However, I don't know if Mad would have thrived under him. Certain creative 
people like Harvey get bored. The interesting part is a new invention, and then it's just 
labor, slogging magazine to magazine to magazine. He might have given it up no matter 
what, because he always had a new idea. I learned a lot from Harvey, and we were very 
good friends. He wanted me to come to work for Mad at the beginning, but he couldn't 
pay me what I was making at Stan Lee's place. Stan was a great guy, and I didn't want 
to leave Stan.

Speaking of keeping busy, what are you working on now?

Right now, it's a form of retirement in which I just do the fold-ins and occasional special 
thing if I get an idea. I don't wear myself out. I'm satisfied with the fold-ins and I also do 
fold-ins outside of Mad – not for magazines, but for advertising and non-competitive 
stuff.



I'm sure that back in the day when most contributors lived in New York City, you 
would get together a lot more. You used to have parties or go on vacation 
together. An event like this where everyone can get together probably doesn't 
happen as much anymore.

The trips were fantastic. I loved every one of them. Gaines took us to places that I 
would never be able to go to – none of us would be able to go to. African Safari, Tahiti, 
Russia. He loved to travel, and his wife didn't, so he figured out how to do it by inventing 
a bonus for his contributors. I think he had a much better time with the gang than he 
would have if his wife wanted to go on a safari. It was very exciting for all of us.

Gaines also threw a very big Christmas party, either in a restaurant or in his apartment. 
Now when I say apartment, we're talking about a three-bedroom apartment in a luxury 
building on Lexington Avenue. The mirror image apartment of his came on the market, 
and he either bought it or rented it. When he threw a Christmas party, he had it all 
catered, and they were really spectacular parties. The best part was, he walked from 
contributor to contributor and handed them an envelope. Later, when you got a chance 
to look inside, there was your annual bonus. For a lot of people it paid their mortgage 
off. It wasn't a great fortune, but it could be two or three thousand dollars – and I'm 
talking twenty-five, thirty, forty years ago.

You know the phrase – used very often for business purposes – “we're like a family.” 
Most of the time that's bullshit, but in Gaines' case, it really was like a family. He told the 
editors, “I want you to keep every one of our guys busy. Don't tell me that somebody's 
come in with something a little bit better than this guy does. If somebody comes in and 
he's so much better than everybody, hire him, but I'm not replacing Wally Wood or Jack 
Davis or Will Elder or any of the people that have been part of my family.” He was a 
good guy that way.



Jerry Robinson: Ambassador of Comics

Originally published in October 2010

This is an interview that has always stuck with me. In part because like a lot of people I 
did not know who Jerry Robinson was. Artists know, but while many comics fans might 
know he co-created Robin and the Joker and many others, his career was so much 
more. He was a teenager when he started working on Batman with Bob Kane and Bill 
Finger, and his artistry and sense of design helped to define the comic and the 
character. The influence of German Expressionism is clear and there are Batman pages 
he did which could be published today because they quite frankly are that beautiful and 
also that timeless. 

Robinson went on to draw comic strips, cover Broadway for Playbill, to work on a daily 
political cartoon for decades. He wrote two major books about comics. We were talking 
because of the book that was a biography/art monograph published by Abrams Books 
by N.C. Christopher Couch. Honestly this is one of those interviews where I wish I had 
the chance to do it again and dig deeper into Robinsonʼs body of work, and extract more 
stories out of him. As he noted in the interview, he was one of the cartoonists who took 
part in one of the great comics anecdotes of all time – repeated in Jules Feifferʼs book, 
fictionalized in Michael Chabonʼs Pulitzer Prize winning novel – where he and a few 
other cartoonists wrote and drew a 64 page comic in a weekend. 

The article was published in 2010 and Robinson died the following year, never having 
completed the memoir he discussed, which is a shame. He was a man whoʼd done a lot 
and who had a lot of stories.

Original Article:

Jerry Robinson was only seventeen when Bob Kane invited him to work on Batman. 
Over the next few years Robinson co-created Robin and the Joker and though Kane 
created the character it was Robinsonʼs visual take that really established the character, 
drawing from expressionist film and other sources. Since then when artists approach 
Batman, it is Robinsonʼs portrait of the character that they are working from.

Afterwards Robinson spent the next few years working in comics for many different 
publishers, working with established characters, creating his own and increasingly 
writing them himself. Robinson did a lot of illustration work, illustrated the short-lived 
comic strip Jet Scott, which has recently been republished in two volumes by Dark 
Horse. He covered Broadway for Playbill for many years. His comic strips Flubs and 
Fluffs, Still Life and Life with Robinson ran for decades. Heʼs curated exhibitions for 
museums around the world and for the United Nations in conjunctions with various 
summits.



Robinson is also one of the great comics historians. Any list of the great books about 
the medium would have to include Skippy and Percy Crosby, Robinsonʼs look at a now 
forgotten and sadly neglected cartoonist, and Robinsonʼs 1974 book The Comics, a new 
updated version of which will be published by Dark Horse next year. He was also one of 
the key people involved in fighting for the rights and credit of Jerry Siegel and Joe 
Shuster from Warner Brothers and DC Comics.

The new book by N.C. Christopher Couch, Jerry Robinson: Ambassador of Comics, 
covers his long storied career and includes a broad portfolio of his photography, 
illustration and painting in addition to his comic art. The legendary creator spoke with 
CBR over the phone about the book.

Mr. Robinson, I really enjoyed the book. What is it that prompted you to agree to 
this and why now?

I wish I could take credit for it, but I canʼt. The author came to me. He had written on 
comics before and knew of some of the things Iʼd done in my career. He talked me into 
it and took it to Abrams and once they took it I was sold because I consider one of the 
best if not the best art publishers, and I knew of the editor Charles Kochman, who used 
to be an editor at DC Comics. Once he was anxious to do the book, I had no reason not 
to do it. And of course itʼs flattering to have somebody write a book about you and your 
career after 88 years.

Had you ever thought about writing your memoirs?

Yes I did, as a matter of fact. I had started to write my memoirs about three or four years 
ago and then the roof fell in with all these projects. I guess Iʼd written about one hundred 
pages that I set aside. I had several exhibitions come up that I curated and several 
other projects, but I did have in mind to do my memoirs and Iʼm back on it a little bit 
when I have a few days here and there. It will quite different and cover different parts of 
my career that Iʼd like to talk about than this book did. Much more intimate and behind 
the scenes. I have a chapter on my travels through Europe with six cartoonists and a 
model entertaining soldiers. We traveled all over Europe, France, Germany, Italy, Spain 
and North Africa. Then Japan and Korea on another trip. Some of the most hilarious 
things and tragic things happened on these trips, so Iʼm writing a lot about that. It will 
cover entirely different material than the biography did.

One thing that did interest me was the time you spent after Batman and before 
your time on Jet Scott and your other comic strips. I was particularly interested in 
the character London.

I donʼt you know if you read all the history, but we had this extraordinary weekend where 
we published an issue of Daredevil, with a new feature London as well as several other 
new features and we had to do that over a weekend. 



This was due to paper rationing at the time, correct?

Right. The story was first told in Jules Feifferʼs classic book The Great Comic Book 
Heroes. He interviewed me for that book and recounted that story in the book. It was 
also adapted in Kavalier and Clay by Michael Chabon. The story has made the rounds. 
Itʼs a classic story, I guess. 

Charlie Biro the publisher of Daredevil and Crime Doesnʼt Pay, his partner was Bob 
Wood, one of the three Wood Brothers. We were close friends and I did a number of 
projects for them. Charlie called me one day saying that he had this opportunity to put 
out a new issue of Daredevil, but we had to do it over the weekend. I think that phone 
call was probably Thursday night. We had the lead story that Charlie was doing, 
Daredevil. Then we had to do the rest of the 64 pages. I called George Roussos, who 
was my assistant on Batman, doing backgrounds, and roommate at the time Bernie 
Klein who was an amateur boxer in real life and so he did a boxing strip. 

We rented an office which was I think on 53rd Street which is now part of Rockefeller 
Center. At that time we rented two rooms on the top of a walk up and it didnʼt have a 
kitchen but it did have a bath. We got together that Friday and we had to deliver it that 
Monday so we worked literally around the clock. We caught a couple hours sleep here 
and there in shifts. The writers were squatting on the floor. This was the pre-computer 
age. They sat on the floor typing and handing the scripts off. I would literally write a 
page script and then think about the new page while I was drawing the first. Paper was 
rationed at that time so publishers could only publish a percentage of what they had 
published the month or quarter before. There was no carry over, so if you didnʼt use the 
paper allotment in one quarter, you couldnʼt carry it over for a later issue. So when 
Charlie called me up and said, weʼve got this paper, we have to use it up next week, we 
said, what the hell. 

It so happened that that Saturday night was the largest snowstorm in decades in New 
York. The snow drifts went door high. We were up Sunday morning, ravenous to eat 
something. The usual procedure was one of us would run down to the deli and pick up 
coffee and sandwiches to get through the day. That sunday morning we were 
snowbound so we literally drew straws to see who would brave the wild and forage for 
food. My friend Bernie was the unlucky one. He went out probably about 7 in the 
morning and we literally all went down to the front door to dig him a path out to the 
middle of the street. Thatʼs how he was able to trudge to sixth avenue to find something 
open. There wasnʼt much in that area anyway. They were totally unprepared for the 
snow. He was gone for an hour, two hours, three hours. It was after noon. We thought 
he was frozen somewhere. He finally shows up and we were just starving. He had to go 
down to around 14th street or 4th street before he found a bar open. Everything was at 
a standstill in New York. They had fresh eggs. There was a drink where youʼd crack an 
egg, so they had eggs at the bar. He got a dozen raw eggs and the bartender took pity 
on him when he heard what was happening and found two cans of baked beans. That 
was it. He came back with a dozen eggs and two cans of baked beans for starving 



artists. We were delighted to see him and he was a wreck by this point. We realized we 
had nothing to cook the eggs with or heat the bans with. 

We hit on the idea of tearing tiles from the bathroom floor and made a large hot plate on 
the floor out of the tiles and then with matches and paper we heated the tiles and 
cooked the eggs on the tiles. The eggs were pretty messy but we wouldʼve eaten 
anything at that point. And somewhat warmish baked beans, they never got very hot, 
but it was food. Thatʼs how we got through that day until we were able to forage for 
better food. We met the deadline and it was out on the stands within the week. (laughs) 

The epilogue to that story is that many years later I got a call from a South American 
comics historian who taught at the University of Brasilia. I invited him over to my studio 
and I thought we were going to talk about Batman and he said, youʼre the guy who 
created London. That was the first thing that came out of his mouth. I hadnʼt thought 
about that for years. I said yes. I thought it might be something terrible but he said, 
thatʼs a very historical strip. Iʼve documented it. Itʼs the first strip, because of the nature I 
just told you, the first strip that was written drawn and on the stands while the events it 
told were going on. That was early ʼ41, before we got into the war. Pearl Harbor was 
December 6, 1941. 

I was always a political animal. As you might know, part of my career was a political and 
social satirist. For 32 years I had a daily political cartoon. My interest in politics began 
with my family who was interested on a local level. I always had that interest. I followed 
the news avidly, as probably everybody did at the time with the war. I guess I had a 
special urgency about it. When it came to creating my own strip I mainly thought of the 
Blitz in London as a prelude to what everybody feared would be the forthcoming 
invasion of Britain. London under the Blitz was going to be the end of England. At the 
time, Edward R. Murrow, the famed broadcaster, was broadcasting from London during 
the blitz. Everybody listened to his nightly reports. I took my hero, patterned him after 
Ed Murrow he was a reporter and the stories were about London under the blitz. 
Thereʼs a line, London could take it. My hero was named London and personified the 
heroism of the British people and that famous RAF battle over London. That led to 
Churchillʼs most famous line, that never before in history had so many owed so much to 
so few. A reference to the RAF pilots. 

That was the story of London. And what I thought was so great, I was at Columbia 
taking writing classes and I did double duty and handed it in for my creative writing 
class. I tried to get the most out of it.

Did you ever end up graduating from Columbia?

No. After about two and a half years of burning the candle at both ends, classes during 
the day and working at night, or the opposite, I was down to about 89 pounds or 
something. When I started on Batman, I only thought of it as a way of paying my way 
through college so I didnʼt take it that seriously. London was the one thing that pushed 



me over the edge, because I wanted to write and draw my own things, and so I thought 
of it more as a career than when I first started. I finally had to give up one or the other. 

There was a comic strip you illustrated in the nineteen-fifties, Jet Scott, which 
was just republished by Dark Horse in two volumes. It was short-lived, but it feels 
ahead of its time in some ways.

The syndicate put the writer [Sheldon] Stark together with me to collaborate on this new 
feature. We wanted to do an adventure strip, a science fiction strip which was kind of on 
the cutting edge of science fiction. We didnʼt want to do another space thing or Twenty-
Fifth Century Buck Rogers or Flash Gordon. We thought that scifi that was just on the 
cutting edge of what was about to happen would carve out a new niche. He was 
investigating science phenomenon, pioneering new methods and so forth. 

We did very well for two years but the problem was mainly my keeping up. I was still 
doing other work before I started, I had other commitments, so I was burning the candle 
at both ends between all the pencilling and inking and the coloring. Everything but the 
lettering. It was a bigger job, really, than one person could do. I lasted two years and we 
were at the plateau. We had between 75 and 100 papers, and good ones, but at the 
time, it seemed like science fiction had reached its peak. There were several other 
strips, Beyond Mars was one by Lee Elias that was in the competing News. We were in 
the Herald-Tribune in New York who syndicated the feature. That was dropped. I forget 
the other ones. Several science fiction strips folded and we thought well we had 
reached the peak. 

I had to make a decision. I hadnʼt had a day off in two years, literally. If youʼve read it, 
you know how much research there was. Drawing a daily adventure strip is unlike 
Peanuts or something like that. It needs not just an excellent artist, but a lot of time 
drawing. So we decided to end it. I had all this other book work. I was doing a lot of 
book illustration and some other strip work. I canʼt remember, but it wasnʼt more than 
couple months later that the Russians shot off Sputnik. That set off a whole flurry of 
interest in science fiction and space. If we had continued it for just another couple 
months we could have had another couple hundred papers and Iʼd probably still be 
drawing Jet Scott today. [laughs] 

That was one of my great fears. Though I liked doing it, I didnʼt want to do it for the rest 
of my life. There were too many other things I wanted to do, including political cartoons, 
so I was almost fearful that the strip became very successful. At the time that was where 
the money was. You could make many thousands of dollars a week doing a top strip. To 
do a strip that successful, thatʼs not easy to walk away from, so I was almost glad we 
ended the strip. It was all consuming to do that strip every day. Cartoonists who do long 
runs, I donʼt know how they do. 

Dark Horse is also publishing a new edition of your classic history book The 
Comics next year. Itʼs a new edition, is there new material?



Well, thatʼs part of it. I think itʼs one of my best efforts. The original book took three 
years for me to write and research and that took us from 1895 with some pre-history. 
That was definitive book at the time and Iʼve wanted to update it for years, but I never 
had the time to set aside to do it. Now with the computer I can do a lot of research and 
not only research but the writing and rewriting. In the old days I had to do draft after 
draft redoing and cutting and pasting. It was a horrible, particularly for something as 
complicated as history. I wanted to do it but had never pursued it for years and a couple 
years ago they approached me to update it. It was one of the top editors at Dark Horse, 
Diana Schutz. She approached me, so I began to get interested in redoing it and then 
Mike Richardson called. 

Anyway, I set aside the time to do it. The new version took over a year to do. It does 
update it. I start off from where I left off in the seventies and brought it up to 2010. And 
all new art, of course. I did add to a few selected sections in the original version, notably 
my analysis of The Yellow Kid. I now have a greater appreciation for what it did, other 
than to be the first. I expanded the section on African-American artists in the old days. 
And more on women in comics as characters and creators. A few other things. Itʼs about 
120 pages of new color [comics] and I selected every piece. They did a beautiful job. I 
think youʼll be very happy with it. Thereʼs mini-portfolios of Flash Gordon, Prince Valiant, 
Peanuts, some of the classic strips where the art meant so much in color. Itʼll be out in 
the spring. I just got the working copy of it and they did a beautiful design job, very 
careful reproductions. Iʼll be very proud of that when it comes out.

In writing the new edition, what are the recent comics that you really enjoy and 
are there any older strips that you rediscovered?

Yes. I selected five new features that came out since the seventies that I thought made 
an impact and added a new dimension to the newspaper strip. The first was 
Doonesbury. I did cover Doonesbury in the initial book. It was quite new then so I didnʼt 
cover it in much depth, but I saw the potential at the time. Since then I think Doonesbury 
has made an indelible mark on comics. What heʼs done in combining social and political 
satire and the things heʼs pioneered in the strip over the years is astounding. Heʼs the 
only one, I think, in the original version who I wrote extensively about in the new edition. 

Lynn Johnstonʼs For Better or For Worse. I thought she did a very interesting strip and I 
think pioneered new ground with the subjects that she attacked, homosexuality and 
death and many other things. It was very entertaining and she knew how to use the 
medium for storytelling. She did a story thatʼs quite famous, the death of Farley, the dog. 
It reminded me of the adroitness that Caniff used when he killed a famous character off. 
If you remember in Terry and the Pirates, he created a character called Raven Sherman 
and for months he portrayed her in the most sympathetic way where she engaged the 
readerʼs sympathies to heighten the drama when she was killed. Her death and burial in 
the hills of China were so dramatically done. I recounted that in the old version. It 
reminded me of how well Caniff did it, the way she handled that subject.



Mutts by Patrick [McDonnell] obviously had all the great elements of Krazy Kat and the 
great animal strips of the past and he gave his own touch to it. Patrick has done a great 
job.

Calvin and Hobbes was a great strip. I was sorry to see his retirement but I think thatʼs 
whatʼs so great. He said what he wanted to say. Calvin, as I write about it, was indebted 
to an early strip called Barnaby. Barnaby was the invisible godfather for the boy in the 
strip and it reminded me of Calvin and Hobbes. Heʼs also indebted to the famous strip 
Skippy from the twenties. I wrote a biography of Percy Crosby once, the creator of 
Skippy, and some of his themes that ran through Skippy also ran through Calvin and 
Hobbes. The imagination he brought the theme of sledding with Calvin, Skippy did with 
his sled. Youʼll see a lot of things that Crosby did in his strip that Calvin and Hobbes 
took to a new level. I was impressed very much with that strip.

The other one was The Far Side, which again pioneered a new kind of humor but based 
on some of the iconoclastic strips of the past like Milt Gross and Rube Goldberg and 
others. He put entirely his own stamp on the theater of the absurd and it obviously 
struck a chord and now thereʼs at least a dozen or more features that wouldnʼt exist 
today if it wasnʼt for The Far Side.

I did enlarge a section about African-Americans in comics. I put in a new section about a 
great cartoonist, Oliver Harrington. He did wonderful work and I neglected him in the 
first book but I did write a lot [in the new one]. I did write about other black cartoonists 
like Morrie Turner and others in the original version. I should have covered it then but I 
didnʼt, so I hope I make up for it this time. It includes a number of his cartoons in color 
and black and white.

A few years ago you were named A Creative Consultant at DC. What does it entail 
and whatʼs your relationship with them like?

Well, itʼs mostly being on call for special information and things that I have experience 
with. I worked with Paul Levitz and sometimes with some of the editors working on 
different projects. Itʼs not any heavy lifting. [laughs] I donʼt have to go down to the office. 
When they call me, I try to help or give advice whenever I can. Itʼs been not very hard. I 
should have a lot of jobs like that. [laughs]

In the new book, thereʼs a great portfolio of your sketches, your photos, your 
watercolors in the back. We all know some of your work but is there a project or 
even a medium that youʼre really fond of?

Oh, Iʼm so glad you saw that. 

One of my things I like most about the book is that they tried to cover my whole career 
and not just Batman and the comic books, which really was just a portion of it. I spent 
thirty-two years as a political cartoonist appearing every day. That was my longest stint. 



I mean someone gave me the chance to draw a new cartoon every day on a different 
subject. 

My theory is that anybody who is really doing any thoughtful creative job in comic books 
or graphic novels are so schooled in so many different disciplines that theyʼre capable of 
doing other things than what theyʼre doing. Itʼs up to them whether they want to go into 
it. I did. Iʼm glad that they were able to include that. It was part of the reason I agreed to 
do the book, that they include some of my whole career not just what they were doing 
for a popular audience that knew my work through the comics but others who, knew me 
as a political cartoonist and never knew that i did comic books. I did that so often. Iʼd 
give a talk to a lecture somewhere and meet an editor and they knew I did Batman but 
never knew I was the same person. The same held true when I did photography shows 
or other projects and I hope that might encourage other artists to spread their wings.

Is that part of what you want to cover in your memoirs, the time you spent doing 
Still Life and Life with Robinson, and other aspects of your career?

Not so much for that purpose. Iʼm trying to tell stories in my memoirs that werenʼt 
covered in the biography. More personal stories. Little vignettes. I had a meeting at the 
white house supposedly with [Henry] Kissinger. He had asked for an original. Itʼs 
customary when the President or someone of that stature asks for an original you can 
deliver it and get an audience with them so Iʼve met three or four Presidents. In the 
White House, which is always a thrill. So some of those experiences, like spending a 
day with LBJ on his ranch.

I was supposed to meet Kissinger and I was met by General Haig. I donʼt know if you 
remember him. At that time he was Kissingerʼs aide de camp or whatever. I get to his 
office at the appointed time and Iʼm met by Haig who said that heʼs sorry that Kissinger 
couldnʼt meet me in person, but he asked him to do it. They took pictures of me with 
Haig. He said, if you would like to know why Kissinger couldnʼt meet with you today, Iʼll 
tell you, but if I tell you, you canʼt leave the room for forty-five minutes. Well, I had 
nothing better to do for forty-five minutes. [laughs] So he tells me that Kissinger was at 
that time in China on a secret mission to open China to pave the way for Nixonʼs 
meeting with Mao. Which was going to be announced in forty-five minutes to the press, 
so I couldnʼt leave the room. I thought of making a dash for it, but when I saw the MP 
with a gun at the door, I thought better of that. I had this world scoop for forty-five 
minutes and I couldnʼt do anything with it. The reason he didnʼt call off the appointment 
was he didnʼt want anyone to think that he wasnʼt making it for any reason, so nobody 
knew he had flown to China. 

Itʼs the kind of the thing that doesnʼt necessarily appear in a bio. Encounters like that. 
Encounters with my fellow cartoonists. With Bill Holman, who did Smoky Stover, a really 
unforgettable character I spent time traveling all over Europe with. With Tony DePruga, 
with Carmen Infantino. I was commissioned by the UN to do some special exhibitions. 
The first was one for the Earth Summit in Rio de Jenerio. I brought graphic artists from 
around the world. The summit was on the environment so we called it “Our Endangered 



Planet.” I had beautiful graphics that I collected. These were extraordinary experiences 
at these world summits, seeing world leaders up close. I also covered it for a newspaper 
while I was there. These are experiences I can elaborate on in some episodes. I did a 
followup exhibition the following year on Human Rights in Vienna. One on development 
in Cairo. Another on human rights here in New York on the fiftieth anniversary [of the 
founding of the United Nations]. So maybe Iʼll elaborate on some of those experiences 
that were quite different from my art experiences, but all related to my life as a 
cartoonist. Iʼm tentatively calling it Memoirs of a Cartoonist: From Batman to Broadway 
and Beyond.



Spotlight on Sam Glanzman

Originally published December 2014

I first started reading comics in the 1990ʼs, and back before the internet as many people 
remember, it wasnʼt as easy to find information. I discovered Sam Glanzman when he 
was inking Tim Trumanʼs pencils on Jonah Hex, but it was hard to find out more about 
him. In 2011 when I spoke with Joe Kubert, he mentioned Glanzman and I practically 
jumped out of my seat. I had no idea he was still alive, let alone drawing. Kubert 
seemed thrilled that I knew Glanzman and we spoke about him for a few minutes, and 
some of that was in the article included in this book. 

This article came about because of an article in Publishers Weekly about a new edition 
of A Sailorʼs Story. Over the past few years Drew Ford has made an effort to bring 
Glanzmanʼs work back into print. Ford was working with Glanzman and helped to 
arrange for this interview, which may have been the last he ever did. I wonʼt claim that 
itʼs a great interview, but Ford mentioned to me after that he never heard the story about 
why the character in the book was an orphan, even though everything else in it was 
true, and how much it affected Glanzman.

Glanzman passed away in 2017. He never did get to finalize the fourth volume of Attu. 
In a better timeline, Glanzman would have left behind a shelf full of those books, and I 
wonder what would have been if he could have crafted this Valerian-like series over a 
long period of time. Before he died, Glanzman did draw one final four page story about 
the history of the U.S.S. Stevens. Though you can see the difference in his drawing 
style from when he was younger, itʼs still a beautifully drawn, emotional story, that 
Glanzman intended to be his final word.

Original Article:

Sam Glanzman was never the most famous comics artist in the field, but the writer and 
artist was called by the late Joe Kubert “one of the most talented men I know.” Mr. 
Glanzman started working in comics in 1939 for Funnies, Inc. and went onto a long 
career at Dell, Charleton, DC, Marvel and elsewhere. He wrote and drew stories for the 
recent miniseries Joe Kubert Presents and many might remember him for inking Tim 
Truman in a series of Jonah Hex miniseries in the nineties, but for the most part Mr. 
Glanzman hasnʼt been very prolific in recent decades.

That doesnʼt mean he ever stopped working, though. Mr. Glanzman is best known for 
two kinds of books. One is fantasy. His run as an artist on books including Hercules, 
Kona, Monarch of Monster Isle, Tarzan, Marco Polo, Voyage to the Deep – and Attu, 
which he wrote and drew–are among the most visually inventive fantasy adventures in 
comics of that time. The other is for his war stories, which include the highly regarded 



serial The Lonely War of Willie Schultz. As writer and artist he drew a few dozen stories 
about life aboard The U.S.S. Stevens over the years for different publications, based on 
his own experiences serving in the Navy during World War II. Those stories will 
collected for the first time in Fall 2015 by Dover Publications, as part of the companyʼs 
new line of comics.

Dover is launching its comics imprint in April with a new edition of Mr. Glanzmanʼs A 
Sailorʼs Story. Originally published in two volumes by Marvel Comics in the 1980ʼs, this 
volume will feature a forward by Max Brooks, an introduction by Larry Hama, an 
afterward by Chuck Dixon, corrected colors by Frank Cuonzo, and a never before seen 
short story by Mr. Glanzman. When it was originally published, A Sailorʼs Story was 
considered one of the great war comics, and this new edition should solidify Mr. 
Glanzmanʼs reputation as one of the greatest comics figures of his generation. 

For people who donʼt know, or may have forgotten what is A Sailorʼs Story?

Exactly what it says–a story by a sailor. Sights, scenes, actions, and personal 
experiences, true to life. Some names of ship mates may be changed.

Before A Sailor's Story, people likely knew you from the U.S.S. Stevens stories. 
How did you begin telling the U.S.S. Stevens stories?

Iʼm getting too damn old to remember years ago! But I guess most were memories or 
juiced up memories.

What did you want to do differently with A Sailor's Story from what you had been 
doing in the short U.S.S. Stevens stories?

A Sailorʼs Story is TRUE. The other stories were part true and part fiction.

This new edition of A Sailorʼs Story has some new material as well. What is this 
new story?

The new story is actually an old story that never was published. Itʼs called Even Dead 
Birds Have Wings, and was originally created for a future issue of Marvelʼs Savage 
Tales Volume 2, which never came out. So itʼs appearing here in print for the first time. I 
guess you call that “new material.”

To what degree were these stories about life aboard ship about your experiences 
and to what degree were they fictional stories that youʼd researched?

Getting the details right in my stories was very important. I did research for everything.

The only fictional stuff was the names of some of the guys aboard ship. Except for one 
thing – I wasnʼt an orphan. To this day, each night, I pray to God to forgive me for saying 
that. It must have hurt my parents terribly. Mainly my pop, he was a Sergeant in WWI, 



gassed and wounded, a real hero. I wasnʼt an orphan! The truth is, there was a person 
at Marvel who suggested I say it – and they had a big hand in having my story told – or 
not. I didnʼt want to refuse for fear my book would not be published.

You started working in comics in 1939 while you were still a teenager. You were 
working at Funnies, Inc, is that correct? What made you interested in comics?

First question: Correct. 

Second question: Drawing for fun and being paid!

You drew Blue Bolt and Fly-man early in your career, but otherwise you didn't 
draw superheroes. Were you not interested in superheroes? 

I just did the work I was offered and handed it in.

If people know your work they know you for one of two things. One are these war 
stories, which are heavily researched and detailed and realistic. The other is for 
fantasy comics like Attu, Kona, Hercules. What do you like about these two kinds 
of work and for you, is there something that connects them?

I didnʼt have to do much research on A Sailorʼs Story cause I lived it. All the war stories 
were as detailed and realistic as I could remember. Attu, Kona, Hercules, that was fun, 
and of course I did research on how to draw elephants, etc. But otherwise it was pure 
fun. Very different from the war stories.

One comic that stands out during this period is Hercules, which you did with 
writer Joe Gill where you really experimented with your art style and your 
approach.

I was having fun!

You spent many years working for Dell and Charleton on a number of series. Do 
you have a favorite project you worked on during that time?

For Dell, I always loved Kona. I just loved working on those stories. For Charleton, The 
Lonely War of Willy Schultz that I did with writer Will Franz, who created it.

I am curious about Attu, which you wrote and drew. Can you talk a little about 
what the inspiration for these books was. Did you ever plan to do more?

I just often wonder about the stars, other plants, etc. Is there life out there? I finished 
book three, and I am working on book four – if I can stay alive long enough to finish it! It 
should be coming out from Dover.



For people who donʼt know, could you say a little about what the series is? And 
what we can expect to see in the third and fourth books?

Attu is a story about a character I created who travels through time having adventures in 
different moments throughout history and in the future. For the next two books, you will 
have to wait and see if I get them done!

I first was introduced to you and your work fairly late in your career when you 
inked Tim Truman on Jonah Hex back in the 1990ʼs. Had you done a lot of inking 
other artistsʼ work over the years? 

Wow! Man, I loved working with Tim “Timbo” Truman! We met in the nineties. I also 
inked his pencils on Turok back then for Valiant. Other than that, I did some inks on 
Zorro for Topps around that time.

You havenʼt made many new comics in recent years but you did some stories for 
Joe Kubert Presents a couple years ago. How did you end up working on that 
project?

Joe asked me. Joe was a good guy. He even visited me to check out my studio. Come 
to think of it, I donʼt think he visited me as much as he visited my studio!

You worked with Kubert in the past. What was it like working with Kubert and how 
has that changed over the years?

Great! Joe was one fine guy! My world exploded when he died. My older brother died 
the same year. Iʼve had a hard time holding an ink brush in my hand since then. It keeps 
falling outta my hand.

I read somewhere that you were asked to try out for a comic strip many years ago 
which didnʼt happen because of Hagar the Horrible. You werenʼt drawing Hagar, 
were you?

I didnʼt do Hagar. I did one called Sleepy Holler, about three brothers living up in the 
mountains – me, and my two brothers Dave and Lew. I did LOTS of work on that one.  
Even presented it to some outfit for representation. I forget the name. The agents for 
that outfit took Sleepy Holler around to the syndicates with another comic strip, Hagar 
the Horrible. I was told that the owner of one syndicate really loved mine. But, in the 
end, they picked up Hagar. Mine didnʼt sell. I was THIS close!

You mentioned that we should have old–and new–volumes of Attu published and 
it was just announced that the U.S.S. Stevens stories will be collected by Dover 
as well. Iʼd love to see a collection of The Lonely War of Willie Schultz or a few 
other projects of yours.



Well, as you know, A Sailorʼs Story will be coming out from Dover April of 2015.  That 
collects A Sailorʼs Story and A Sailorʼs Story, Book Two: Winds, Dreams and 
Dragons. As for those others, if all goes according to plan, they should also be collected 
sometime VERY soon.



Spotlight on Ramona Fradon

Originally Published September 2013

I got to talk with Ramona Fradon when the book Fairy Tale Comics was published by 
First Second Books. She drew one of the stories in the anthology and Gina Gagliano, 
then the publicist for the imprint, set it up knowing Iʼd want to ask about more than just 
the book.

Comic books have been a medium dominated by men, but one of the women who drew 
them at that time was Fradon. She had a long career drawing superhero comics, she 
took over the comic strip Brenda Starr when creator Dale Messick retired, but she 
always felt that she was best suited for humor work. Since many men in power decided 
that women werenʼt funny and that women couldnʼt draw, and therefore didnʼt need to 
ever look at any work women did, they ended up not hiring women. Funny how that 
worked.

Fradon at one point mentions Marie Severin, and the two are connected by being two of 
the most prominent women in comics during that period. Fradon worked a lot at DC and 
Severin at Marvel, but both were underutilized. Both were great humor artists, but rarely 
were given the opportunity. I like Ramona Fradonʼs work and when I met her, I liked her 
as a person, but I kept thinking about how she had all this talent that had been wasted. 
Many artists had projects they wanted to make that werenʼt commercial or other 
reasons, but for a lot of women and people of color, they struggled to get a seat at the 
table.

Original Article:

Ramona Fradon was name familiar to Silver Age readers. She started working at DC 
Comics in 1951 and is probably best known for her work on the character Aquaman. 
Her personal favorite character, though is one that she co-created, Metamorpho, and 
argues that she was always better suited to telling humor stories than superheroes. Ms. 
Fradon retired from comic books in 1980 and took over drawing the long-running comic 
strip Brenda Starr, which she drew until her retirement in 1995.

Since then, Ms. Fradon has been steadily drawing short stories for various publications, 
making convention appearances and taking commissions. Her new project is Fairy Tale 
Comics. The book, out today from First Second Books, is a collection of stories and a 
followup of sorts to 2011ʼs Nursery Rhyme Comics. Ms. Fradon was kind enough to talk 
with CBR News about her work and career and provided a look at her story from the 
book, which is out in stores today.



How did you end up working on Fairy Tale Comics?

My editor Chris Duffy asked me if I would like to do one and he even gave me my 
choice of stories. 

So it was your idea to tell the story of The Prince and the Tortoise?

Thatʼs the one I chose. We had two versions to work from and, as I recall, we ended up 
taking features from both. Chris did most of the adaptation to make it fit the comic form.

You went to art school and then began working in comics right after. What made 
you first interested in art?

My father was an artist and I grew up drawing so it only seemed natural that I should 
become an artist. Then, after studying art at Parsons School of Design and the New 
York Art Studentsʼ League, I married Dana Fradon, an aspiring New Yorker cartoonist. 
He urged me to try my hand at cartooning and I found I could do it.

Prior to working in comics, had you read many comic books, or just comic 
strips? What did you enjoy?

I never read comic books but I loved the old newspaper strips. Some of my favorites 
were The Phantom (I had a crush on him), Alley Oop, Liʼl Abner, Flash Gordon, Prince 
Valiant, Dick Tracy and Terry and the Pirates. Later on I saw Will Eisnerʼs Spirit and was 
enormously influenced by his drawing.

Do you have any favorite collaborators you worked with in your years working at 
DC?

For most of my time drawing comics I never knew who wrote the scripts I was given. 
The exception was my collaboration with Bob Haney on Metamorpho. That was a real 
meeting of minds. His goofy stories gave me ideas about how the characters should 
look and act, and my goofy pictures gave him new ideas. We laughed a lot while co- 
creating that crazy feature. 

Youʼre associated with a few characters like Metamorpho, who you mentioned, 
and Aquaman. Did you have any favorites?

I loved drawing Plastic Man and, of course, Metamorpho. They allowed me to 
exaggerate and that comes more naturally to me  than drawing super heroes, where 
you have to be so serious. Iʼm afraid I have never been able to take super heroes 
seriously.

Talk a little if you would about Bob Haney and Metamorpho. Where did the 
character come from, what was it like coming up with the characterʼs design and 
what was your favorite part of those stories?



Metamorpho was George Kashdanʼs idea. He had studied science when he was in 
school and he thought of a character made of four elements who could change himself 
into different chemical compounds. He gave Bob Haney the idea and Bob fleshed it out 
brilliantly. I believe George continued to supply the “scientific” details for Bob to use 
throughout the life of the feature.  

Bob and George and I got together to figure out what the character should look like. He 
wasnʼt your average super hero so capes and masks didnʼt suit him. I tried a lot of those 
and finally decided that since he was always changing his shape, clothes would get in 
his way, so I drew him in tights with a body made up of four different colors and textures 
that were supposed to indicate the four elements. From the beginning we had fun 
working on Metamorpho. The characters Bob invented were such deliciously overdrawn 
stereotypes that they were wonderful to design and animate. What I liked most about 
doing that feature was the freedom it gave me to exaggerate and be myself.

If you had preferred, would you rather drawn humor comics than superheroes? 
Do you think your art skills were better suited for humorous stories?

Yes to both questions. Drawing super heroes never came easily to me. I didnʼt have the  
mythic sensibility and could never really take them seriously.

You were working in comics starting in the fifties. What it was like being one of 
only a handful of women.

I believe that Marie Severin and I were the only women drawing super heroes at the 
time. Itʼs funny that she was drawing Sub Mariner while I was drawing Aquaman. People 
always used to ask me if I knew her, but I didnʼt meet her until years later at a 
convention. I didnʼt work in a bullpen like Marie did so, aside from being uncomfortable 
with male fantasies and the violent subject matter, I never really experienced what it 
was like being the only woman working in a manʼs world.

How did you come to take over drawing Brenda Starr in 1980?

When Dale Messick decided to stop drawing the strip, which had a largely female 
following, the Tribune News Syndicate looked for another woman to replace her. The 
late cartoonist, Gil Fox, whose passion it was to discover and encourage talent, called 
me to the editorsʼ attention and they hired me.  

On Brenda Starr you pencilled and inked the strip, while on the comic books you 
sometimes just pencilled. What was different drawing a comic strip as opposed to 
comic books?

I inked Aquaman and all of the short features I worked on, including a number of 
mysteries in the 70ʼs.The main difference between drawing for comics and a newspaper 
strip is that the newspapers never sleep. They demand six dailies and a Sunday every 



week without a break so I never got away from deadlines. Then, too, the format is 
different from a comic page–itʼs more confining–and the drawings are reproduced much 
smaller. Itʼs somewhat discouraging to see all of the work you have done reduced to the 
size of a postage stamp.

I know you worked with a few writers on Brenda Starr, but for the first few years 
Dale Messick continued writing the strip. What was it like working with her?

Dale had always written and drawn Brenda so she never had to deal with a script per 
se. As a result she never gave me one. Instead, I would get a page of her drawings to 
work from which was a bit intimidating.

How did things change later when Linda Sutter and later Mary Schmich took over 
writing the strip?

When Linda and Mary wrote the script I never got one on time. I donʼt think writers like 
to write. I remember taking dictation on the phone from both of them, frantically 
scribbling down the dayʼs  installment so Iʼd have something to work on. I never knew 
what the plots were and since I was doing the Sundays six weeks ahead of the dailies I 
could never remember what Brenda was wearing from one week to the next. I think it 
was a tribute to Brendaʼs enduring appeal that the strip survived our tenure. 

You drew the strip for about fifteen years. What was interesting about the strip 
and what did you enjoy about it?

I always enjoyed drawing Basil St. John and his laboratory and I loved that when he had 
a baby it was born with an eye patch.

Brenda Starr ended two years ago after seven decades. What do you think was 
the reason it lasted so long and why do you think it resonated with so many 
people?

Women loved the strip. I heard from a number of them that Brenda was an inspiration to 
them. One or two prominent women journalists said that they were inspired by Brendaʼs 
example to become reporters. She and Nancy Drew were feminists ahead of their 
times. Brenda had all of the conflicts women relate in both having a career and being a 
wife and mother.

You retired from the strip in 1995 and since then you draw the occasional story. 
What is it that makes you interested in drawing a story nowadays?

Itʼs good to keep your hand in and itʼs still satisfying to me to see my work in print. 

Besides Fairy Tale Comics, is there anything else youʼre drawing or working on 
right now? 



I just finished doing a Mermaid Man story for Sponge Bob Comics. Besides those, I am 
always doing commissions and drawing for conventions. Iʼll be signing with the other 
Fairy Tale Comics contributors at the NYC convention in October.



Spotlight on Joe Kubert

Originally Published May 2011

I feel like Joe Kubert is almost more a brand name or a legend than a cartoonist at this 
point. At least for younger comics fans. 

I avoided his work for most of my life. I did not – not do I continue to – have much 
interest in war comics. Or war movies. War novels. Military history in general, really. I 
have little interest in hearing old men tell me their war stories. What I do find interesting 
is what they mean. Kubert, as I noted in the interview and which he seemed to 
appreciate, drew and approached war stories differently than he did superhero comics 
in some subtle but important ways. And many people who lack that experience donʼt do 
that. One of those examples where the imitators became better known and so we 
assume that the originals were like that as well.

Still, it was odd reading something like Fax From Sarajevo, which he intended to be 
thoughtful and serious, but it was hard to shake that style he had and all the 
associations with it. And so he did something really remarkable afterwards, he changed 
his style, he tried new approaches, and worked on other books differently after that. 
Yossel, while I donʼt think itʼs a great book, it is an old man and accomplished artist 
trying to stretch himself as a storyteller and artist in new ways, and the result is 
something remarkable. How many successful artists try to reinvent themselves late in 
life?

I think that later in life, and perhaps throughout his life really, he struggled to find a way 
to best tell the stories he wanted to tell. When he was younger he was able to find ways 
that worked for him, but later in life as his interests changed, he kept trying to work 
differently. In that regard Kubert remained very punk rock until the end. Maybe he didnʼt 
have the best possible style to tell a story with, but he drew anyway as best he could. 
Because telling the story was what mattered. Thereʼs something we can all admire in 
that.

Kubert is one of those people I would have loved to sat down with again. I wish I had a 
book of interviews with him; he was that kind of person. 

Kubert joked in our conversation that turning 85, his goal was to turn 86. That sadly 
didnʼt happen. He died the following year. The anthology he was assembling came out a 
little after his death in six issues and was then collected as Joe Kubert Presents. The 
book he mentioned working on, the sequel to Jew Gangster, which would be the second 
volume of a trilogy, has never been released.

Original Article:



There are few names in comics as iconic as that of Joe Kubert. 

Part of that is because two of his children, Andy Kubert (Flashpoint, Whatever 
Happened to the Caped Crusader?) and Adam Kubert (Superman: Last Son, 
Astonishing Spider-Man and Wolverine), have been and continue to be two of the 
biggest artists in mainstream comics. Part of it is because of the Kubert School, which 
for thirty-five years has educated a generation of artists who number among the best in 
comics.

None of that would mean anything if Mr. Kubert werenʼt one of the iconic artists of the 
Silver Age, and a a noted writer and editor. His work is closely associated with 
characters like Sgt. Rock, Hawkman and Tor in addition to his work on titles like Tarzan 
and Tales of the Green Berets. More than just the fact that he worked in so many 
genres is the fact that he is a skilled storyteller. His war stories are different from his 
superhero stories which have a different flavor from his adventure tales. While the 
character Sgt. Rock, created by writer Robert Kanigher, has become such an iconic 
character, Mr. Kubert rarely rendered the character in a heroic fashion. Rock was a 
reluctant hero who like many soldiers was defined by his actions.

Over the past two decades, Mr. Kubert has produced an exceptional body of work. Heʼs 
returned to Tor in two miniseries. There was the graphic novel Fax From Sarajevo. In 
the Sgt. Rock books Between a Rock and a Hard Place and The Prophecy, Mr. Kubert 
and his collaborators took the reality of WW II that sat in the background of his earlier 
stories and forced the characters to face the events that they were involved in.

This month DC is publishing the paperback edition of Dong Xoai, which came out in 
hardcover last year, in addition to two older books theyʼre bringing back into print. Jew 
Gangster and Yossel: April 19, 1943 were originally published by ibooks in the last 
decade, about Depression-era New York and the Warsaw Ghetto uprising. CBR News 
reached Mr. Kubert at his drawing table in New Jersey.

What are you doing today, Mr. Kubert?

Well, like most of every day, Iʼm busily working. Iʼm at my drawing table right now as we 
speak and I have about three or four different things that Iʼm working on at the same 
time. 

Is having three or four projects at a time how youʼve pretty much always worked?

Pretty much, yes. I find, for myself, that putting my head into different gears and 
changing from one thing to another, not too quickly, but quickly enough, give me a fresh 
outlook. I find it very helpful for me.

I would imagine thatʼs just the freelancer lifestyle.



I hadnʼt thought of that, but I think itʼs true. It is a freelancerʼs lifestyle. In order to have 
any sort of assurance that youʼre having a steady income, thatʼs the way youʼve got to 
work. 

As I said before, we were hoping to talk just because a number of books are 
coming back into print this month, Yossel and Jew Gangster in addition to a new 
paperback edition of last yearʼs Dong Xoai. What was the impetus for Yossel?

I guess it was something that was festering in the back of my head for a long time. After 
accumulating the stories of what had happened in Europe during the War, I had thought 
quite a bit about the fact that had I been there – had my father and mother not decided 
to come to America when they did – what might have happened. What might I have 
experienced as a result of that. I thought it might make an interesting story. 

Iʼm in the most fortunate position where if an idea of that sort hits me my first worry is 
not so much finding a publisher for it. My first query to myself is, how the hell will I get 
this thing done? And so I sat down and cut out the time to do it, because I felt that it was 
something I just wanted to put down on paper just to see it for myself. I really donʼt think 
that I consider working for an audience. Iʼm in constant hope that whoever reads my 
stuff will find it as interesting as I did in drawing it, but primarily Iʼm doing it for myself. I 
love to draw. I love to tell the stories that are in my head. I love to see them come out in 
a pictorial form, in an illustrated form, just fermenting with those ideas in the back of my 
mind actually seeing them on paper solidifies it for me. Thatʼs my gratification anyhow. 

You were born in Poland. Was the Warsaw Ghetto uprising something that you 
were familiar with?

Youʼve got to remember that during the war, none of us really knew what the heck was 
happening. At the beginning of the war I was thirteen or fourteen years old. During that 
time, people would come from the old country to visit my folks. Some were friends, 
some had been neighbors, just to tell them what was happening in Europe. As a kid I 
was listening with half an ear, noticing every once in a while that one of the people who 
came to the house would have some tattoos of numbers of their arms. Never taking any 
deep notice of it. It was only later on when all these stories were coming together and 
as happened to many many other people, I really came to know the terrible things that 
did happen. Iʼve read a lot. For this book, I researched a lot. I got as many pictures as I 
could of the places that these events happened to make them to make the whole book 
as credibly as I possibly could. 

Yossel, like last yearʼs Dong Xoai, is done in rough pencil, and in Yossel it works 
beautifully because thereʼs something rushed, but essential about the lines.

You nailed it. That was precisely what I tried to do. I did it in pencil because wanted the 
reader to feel like they were looking over my shoulder while I was drawing that stuff as it 
happened. 



Do you enjoy working in pencils rather than the finished work we mostly know 
you for?

No. I try to apply myself and my drawings in the way that I think they would work the 
best in any particular instance. I felt that Dong Xoai worked best that way. I felt that 
Yossel worked best that way. This kid running around the different areas in Poland in the 
ghetto, grabbing any kind of pencil or hunk of paper that he could to do whatever 
drawings that he saw. What would I do under those circumstances? I projected that. Iʼve 
used wash, color, black and white, anything. I would use a garbage can if I felt it would 
do the job properly [laughs] I think that whatever it calls for is what Iʼve tried to use. I 
know it makes it more interesting for me.

In Yossel, more than just looking over the shoulder of you the artist Joe Kubert, it 
felt like something the character was drawing.

Thatʼs precisely what I was trying to do. I tried to get a sense of the horrors that 
occurred at that time. How it would affect a fifteen or sixteen year old like I was at that 
time, still loving to draw, still loving to put down on paper the ideas and feelings that I 
had in my head. I imagined that I would still feel that way, even under those 
circumstances, if for no other reason than to inscribe it in my own mind. That was the 
whole idea behind it. 

Last year in DC Legacies, you drew the death of one of DCʼs iconic characters 
and one of the characters most associated with you, Sgt. Rock. His death and the 
circumstances around it has been mentioned over the years by Robert Kanigher 
and others. How did this tale end up happening?

So far Iʼve done two stories where Sgt Rock has died and what were the results. One 
was done by Len Wein, the one that you saw. I enjoyed doing that. Bob Kanigher, the 
initiator, and actually the creator of the Sgt. Rock character – I just drew whatever he 
described – Bob had always promised that he would kill off Sgt Rock. Almost jokingly he 
said to me he would do then when the series ended. 

The second story the second death of Sgt. Rock was written by Paul Levitz and that 
hasnʼt been published yet. Itʼs going to be in one of the books that Iʼm packaging for DC. 
Itʼs an anthology that will be coming out in six issues Iʼm just finishing off the fourth one 
now and Paul did a story at my request. He did a Sgt. Rock, that was his choice, about 
what happened after he died. And I illustrated that. I had a lot of fun doing that.

Youʼve done a few Sgt. Rock stories in recent years. The Prophecy, which was a 
really interesting one, and then before that A Rock and a Hard Place.

The Prophecy was the one I wrote. The one before that was A Rock and Hard Place, 
which Azzarello wrote. Working with a guy like Azzarello was terrific for me. I had always 



admired him and they asked me if Iʼd to do a book with him and I jumped at it. It was 
great. I thought it was a terrific story that he wrote. 

What is it about the character of Sgt. Rock that keep you returning to him, or is it 
just because people ask?

[laughs] Yes, thatʼs one reason. Thank god. And an important one. Bob Kanigher, who 
was the writer, and as I say the initiator of the character, described and designed 
someone who etched so deeply into my head that I think of him very often as a real 
person. When I put him in the context of different kinds of stories or situations, my first 
question is, how would a normal person react under those circumstances. Which gives 
him even more credibility, I think. Heʼs just a character Iʼm very comfortable with. 

One of the things that stands out is that while Sgt. Rockʼs actions are heroic, you 
take care not to portray him in a heroic fashion, the way you rendered Hawkman 
or Tor or other characters.

I appreciate you noticing that. I find him the kind of guy whoʼs in a situation that heʼs not 
crazy about. He doesnʼt like being in the army. He doesnʼt like being responsible for the 
lives of other people. Yet he does because heʼs been given that responsibility. And so 
he doesnʼt shine as a hero or a big shot. He does what he has to do. That was the 
character that Bob put together and thatʼs what I try to align myself with.

You were drafted and served in the army.

Me and a bunch of other people [laughs]

You served during the Korean War. Did your time in the service have any 
influence on Sgt. Rock?

Everything that you and I or anybody else goes through or experiences has an effect on 
us and we learn something from that, Iʼm sure. I was in the army for two years. I was 
drafted. I did what I was supposed to do. I met guys there who are still my dear friends. 
Even if it doesnʼt involve actually combat, being in the army and doing what the hell you 
have to do you meet people who are in exactly the same kind of situation. Where they 
came from, what they were, what they did before, really doesnʼt matter. Friendships 
have a tendency, I think, to be so binding under those circumstances that it gives you a 
little bit of a true insight into what people are like. 

I guess that follows through to the work that I do. It influences me, Iʼm sure because just 
as anything that we experience influences us in one way or another. It all worked out 
very positive for me. I was drafted, so it wasnʼt something that I walked into or did freely. 
[laughs] I swore that when I got out after the two years that the next time they drafted 
me it would be four guys who would go in. Me and the three guys that would have to 
drag me. [laughs]



I know youʼre involved in the Army publication, PS Magazine. How did that 
happen?

As you probably know, Will [Eisner] started this sixty years ago when he was in the 
Army. He started it because he felt that and was told that these manuals that describe 
how to take care of materials and equipment are never read by the guys. He told his 
commanding officer, look, I can do this stuff so itʼll be interesting, entertaining, and the 
guys will read it not even realizing that theyʼre learning what they need to know. So he 
did that very successfully and itʼs still going on after sixty years. Every five to ten years, 
this contract to do the magazine comes up for bid and about ten years ago, it came up 
for bid again. I knew nothing about this. 

Neal Adams, who happens to be a very dear friend – I donʼt use the term friend loosely, 
believe me, but this guy is a friend – had somebody come to his office looking to hire 
Neal and his outfit to illustrate some stuff so he could put a bid in for PS Magazine. Neal 
told the guy, look, I just canʼt do that. The guy left. Immediately Neal called me. As I 
said, I knew nothing about this. I knew Will had done it for years. I knew Will. He was a 
dear friend. Neal said, I think this might be a good thing for you. Youʼve got people that 
are coming out of school. Youʼve got the know how. Why donʼt you put a bid in? So I did. 
I put the bid in about ten years ago and this was a five year contract and I won that bid. 
Five years later the contract came up again. This time they insisted it be for ten years. 
By the time Iʼm about one hundred twenty five Iʼll complete this damn contract. [laughs] 
It worked out to be a terrific thing. Itʼs been helpful to me, helpful to the school, to the 
young people coming out, who are able to have an intermediate area where they can 
break into the business. Itʼs worked out real well. 

You were hired as an editor at DC by Carmine Infantino in the nineteen-sixties. I 
spoke with Rick Veitch last year and he mentioned that when he was at the Kubert 
school that you would sometimes hire students to illustrate backup stories for 
books you were editing.

I made arrangements with DC so that I could insert a story by some of the students that 
I felt were competent enough in some of the books I was editing.

Itʼs not the same as having the chance to draw short stories for DC books, but 
does overseeing PS serve a similar-ish function for current students and recent 
graduates?

Up to a certain degree it does, but not really. When I was editing the DC books I was 
able to get an entire story for the students to do. For PS, we turn out sixty-four pages a 
month twelve times a year. Most of the books, I think perhaps eighty percent or better, 
are technical works. There are editors down in Redstone Arsenal in Alabama who 
supply all this work to us. They supply us the technical details of the equipment that we 
need to be drawing, but most of the pictures are not in any kind of detailed storyline, but 
rather contain within one or two or three pages of material. Thereʼs not an opportunity 



for any of the students or any of the people who are working for PS Magazine to be able 
to do any kind of extended work. 

It serves several purposes. One is where a young artist coming out of the school can 
actually break in doing some professional work. The other thing is there are young 
people who get their first jobs but are not employed steadily. Here they can make a 
couple of bucks while waiting for that next job to come in. I tell everyone of the students 
that work on PS, I donʼt want you to stay here. I donʼt want you to keep doing this stuff. 
Youʼre way better than doing this second tier material. You can use this when you need 
it, but I want you to get out here, keep on doing your samples and get that job in the 
profession. Itʼs worked out very well that way.

This year youʼre turning 85. The Kubert School is turning 35. Do you have any 
plans to celebrate either milestone?

Well, I plan to reach eighty-six. [laughs] No, I have no defined plans. My two sons Adam 
and Andy, for whom I have an incredible amount of respect and whose work I really 
enjoy, are doing well. They have made me happier than theyʼll ever believe by saying 
they really want to be part of the school and they have been for the last ten years. 
Eventually theyʼll be taking over. As far as I myself am concerned, Iʼm looking forward to 
being less involved with the school and more involved in doing what I really love to do, 
which is sit and draw crazy pictures. 

DC has been releasing a lot of your older work in the Showcase black and white 
volumes in recent years. Did you like how they came out?

Itʼs funny you should ask me because I donʼt like looking at any of my old stuff. I 
shouldnʼt say that I donʼt like what I did, cause that wouldnʼt be true, but I can see so 
many ways that I would have done it differently than I did at that time. I guess thatʼs a 
good thing because hopefully thereʼs growth and change and improvement that comes 
with age and experience. But when you ask me how I like looking at these, I donʼt like 
looking at them. [laughs]

Fair enough. Do you enjoy that theyʼre being reprinted in black and white and 
thatʼs how people are seeing them?

Yes. In a lot of ways I think I prefer it. The stuff that was printed at that time bore no 
resemblance at all to the kind of printing we have today and their color especially was 
really raw at that time. The color was so raw and the paper, the paper stock itself was 
one step above toilet paper and today itʼs completely different. Nobody ever dreamed 
during those years that the quality of comic books would come up to what they are 
today.

What else do you want to do? What are your goals and plans for the future?



Well, Iʼm at my table drawing virtually every day, seven days a week. Itʼs my favorite 
place. Itʼs the place where I enjoy myself the most. I have ideas and thoughts and things 
I want to do. For instance, Jew Gangster. My plan for that is a trilogy rather than just 
one book. I have the second book already written out and broken down, dialogue and 
everything. That was done five years ago. I havenʼt been able to get back into again. As 
long as I can continue sitting at the table and drawing, Iʼm a happy guy.

You mentioned earlier the six issue anthology youʼre in the midst of. Can you talk 
about the book?

I mentioned the anthology book when Paul [Levitz] was still President and Publisher of 
DC. I suggested to him that Iʼd like to do a book that would reflect what I feel comic 
books should look like. I wasnʼt and I still am not too happy about the fact that the books 
look beautiful today -- the artwork is absolutely excellent -- but a lot of them I just canʼt 
read. Theyʼre hard to follow. I think that the storytelling is almost gone. I said, Paul 
rather than talk about it, let me put something together to show you what I mean. My 
intent was to get ahold of guys like Sam Glanzman and other people whose work I 
admire and put out this book. Paul said, go ahead and do it. I said okay. I wonʼt let them 
publish the first one until I have at least four completed. Iʼm just completing the fourth 
one now. Hopefully the first one will be coming out, depending on how their schedules 
run, probably towards the end of this year. 

In addition to that right on my table now I just finished a series of comic books on Sgt. 
Rock. There will be six books and rather than focus on Sgt. Rock, this time Iʼve told the 
stories of how a lot of the Easy guys like Bulldozer and Sure Shot got their names. So 
the stories are about Easy Company rather than specifically Sgt Rock. I finished the 
writing of the sixth book and now Iʼm going to start drawing them. 

You mentioned Sam Glanzman, whoʼs an amazing artist, but we havenʼt seen 
anything from him in years, unfortunately.

Thatʼs exactly the way I felt about it. Hereʼs a guy who, I think, is one of the most 
talented men I know living in Upstate New York. Nobody even knows heʼs alive 
anymore. He is my age. Terrific guy. Terrific artist. And I got ahold of him after I spoke 
with Paul about putting out this anthology. I said, Sam I want you to do this stuff. Youʼre 
sitting up there in the woods doing nothing. Youʼre still doing sketching and things. 
Come back to work. Joe, I canʼt. I said, I wonʼt hear of it. I want you to put this together. 
So he did. He did half a dozen stories on the USS Stevens about his experiences on the 
ship. I colored them myself and I think theyʼre great. Thatʼs the stuff I wanted to show in 
the anthology books.

Just in closing, you awarded the Al Williamson Scholarship at the Kubert School 
the other day. I was wondering if you wanted to talk about Williamson and the role 
he played at the school?



Al was one of the most talented guys. Al taught here at the school for a couple years. I 
had some of the greatest arguments with him that you could think of. [laughs] He was a 
great guy. He had an incredible sense of humor and he was just a nice guy. I met his 
son for the first time when we gave out the scholarship the other day to the person who 
won it here at the school. 

Al and I would discuss in front of the class what our approaches were to drawing for 
comic books. My point has always been, nobody sees your original. Everybody sees the 
printed stuff, so youʼve got to do your drawings but keeping always in mind what itʼs 
going to look like when itʼs printed. Because if you work too fine, if you use too fine a 
line, in your original work itʼs going to break up and look terrible because thatʼs what itʼs 
going to look like in the book. Right, Al, Iʼd say? Heʼd say, no. He said I get too much 
gratification out of doing as fine a line as I possibly can on the originals. I donʼt give a 
damn what they look like when itʼs printed. [laughs] Those were the kinds of things that 
went on at the school. 



Spotlight on Joe Sinnott

Originally Published July 2013

I remember that this interview happened because of Ron Marz. Marz and Sinnottʼs son 
Mark were the people who set this up with my editor, though I jumped at the chance. 
Joe Sinnott is one of the great inkers in the history of comics. At least thatʼs how I 
thought of him before doing this interview. Diving into his career though he was also a 
master at getting likenesses. Back in the day when there were licensed comics 
everywhere, that was a profitable skill and Sinnott drew a lot of comics about real life 
figures. 

Sinnott started his career after serving in WWII attending the Cartoonists and Illustrators 
School, which Burne Hogarth started in New York City, which is now the School of 
Visual Arts. I wonʼt claim itʼs my most rigorous interview, but we had a nice conversation 
about Jack Kirby and John Buscema, Bing Crosby and baseball.

Original Article:

Joe Sinnott is one of the great living legends in comics today. A WW II veteran who 
studied at Burne Hogarthʼs Cartoonists and Illustrators School, Sinnott is perhaps best 
known for his inking work at Marvel Comics over more than sixty years. In fact he still 
hasnʼt stopped as Sinnott has been inking the Sunday page of “The Amazing Spider-
Man” comic strip since he officially “retired” in 1991.

Many artists have cited Sinnott as a master and the Jack Kirby-Joe Sinnott run on 
“Fantastic Four” is considered one of the highlights of the Silver Age of Comics, but 
Sinnott has done a lot more than just ink or work at Marvel. He drew comics for just 
about every company and in every genre for many years and was gifted at depicting 
likenesses. Back when there were a lot of comic book tie-ins, this was an enviable skill 
to have. Sinnott drew a lot of biographic comics for everyone from Babe Ruth to Pope 
John XXIII to The Beatles in addition to album covers, movie posters and much more. 

Last weekend, the Joe Bruno Stadium in Troy, NY held a Super Hero night honoring 
“Joltinʼ Joe Sinnott.” The evening, sponsored by the Albany Comic Con, raised money 
for the Ronald McDonald House and everyone who bought a ticket to that nightʼs game 
received a baseball card of Sinnott, who threw out the first pitch. 

You served in the Navy during World War II and afterwards you studied at the 
Cartoonists and Illustrators School, which later became the School of Visual Arts. 
What was the school like?



It was very interesting, very informative and a lot of fun. It was the first time I ever met a 
cartoonist. Of course today the young guys can go to conventions and meet cartoonists 
first hand and see them draw actually but going down to the Burne Hogarth school and 
seeing Burne Hogarth who of course he was a great Tarzan artist. Occasionally he 
would have some of his friends like Alex Raymond and Milton Caniff come in and give 
chalk talks to us. You can imagine how we students were in awe of Raymond and 
Caniff. These were our idols and to see them up in front of the class drawing on the 
easel was just mind-boggling. Today itʼd be an everyday occurrence but back then it 
was really unique and exciting.

One of the instructors there was Tom Gill, who was very important for your 
career.

Tom Gill was one of the instructors there and other than being a great artist, he was a 
nice man. He gave me my start, no question about it. He liked my work and he asked 
me to come out to his studio on weekends. He lived in Rockville Center and he had a lot 
of accounts. Other than being an instructor at the school he worked on the Lone Ranger 
and other westerns. He has an account at Marvel, well, it was Timely in those days. He 
did so many adventure stories and detective stories. He gave me my start and I learned 
more from Tom than I actually did at the school because I was drawing the actual comic 
books.

Back then you were drawing every kind of story. Did you have a favorite?

I liked to draw all the adventure stories. I loved westerns, of course. I loved the war 
stories we did during the Korean War. If I had to put my finger on one, I loved doing 
biographies. I was fairly good at doing likenesses and some of the other companies saw 
that. Dell, for example, wanted me to do the life of The Beatles in 1964, which I did 
when they first came over to America. I did Twelve OʼClock High. You might remember 
was a great TV show about B-17 bombers. It was patterned after the movie that 
Gregory Peck played in. I had to do likenesses for that story. Treasure Chest used to 
give me all the biographical stories. I did the life of Babe Ruth and the Popes and John 
Kennedy and MacArthur and Eisenhower and the list is endless. I think it was because 
they knew I could do good likenesses and they liked my work on the biographies.

A lot of fans and readers today know you mostly as an inker, but you did a lot of 
work as a penciller.

The first twelve years that I was in comics I penciled and inked my own stories. Most 
artists did at that time. It was in the sixties that Stan thought we could get more work 
done if one person pencilled and the other person inked. He had a problem with Jack 
Kirby. Jack was not a great inker. He couldnʼt really ink his own stuff. He was the 
greatest fantasy artist that ever came down the pipe, but his inking didnʼt look the same 
as when he pencilled it. So Stan asked me if I would ink this story that Jack did and 
Stan loved it so much that he asked me if I would stay on with Jack for a while. He was 
easy to work with. At the beginning some of my own work came through, but then I got 



to doing it just the way Jack had pencilled it. I made it a little slicker, picked it up here 
and there maybe make the girls a little prettier or the men a little handsomer, but Kirby 
didnʼt need too many fixes on his work because he was the best. He was just the 
greatest. Of course John Buscema was the greatest artist we had. No one could draw 
like John. He could draw everything. But Kirby could tell a great story and he was just 
fantastic.

Did you end up mostly inking because you preferred doing that or was that 
simply what you were being offered?

Itʼs because I thought I was doing a favor to Stan and the company but as you probably 
know, we were a very good combination, Jack and I, on the Fantastic Four book. I did 
#5 originally. Jack couldnʼt ink it and Stan asked if I could ink it which I did and then I 
started #6. I did a couple panels, but Treasure Chest had called me a month or so 
before and I committed myself to signing up for a couple of biography books that were 
65 pages long where I was to pencil and ink them. Of course I loved doing biographies 
so I called Stan and told him I wonʼt be able to do the Fantastic Four, I promised 
Treasure Chest I would do a couple of biographies for them. So I was off of the 
Fantastic Four until #44 when Stan called me up again and said we have a problem, 
Iʼve got to get somebody to ink Jackʼs work would you ink another story. Stan loved it 
and said, Joe, will you please stay with us on Jack Kirbyʼs work. We think itʼs a terrific 
combination. So I stayed with them, but I still did work for Treasure Chest. I donʼt know 
how I did it in those days. I still knocked out stories for Dell Comics and a couple others. 
I was a lot younger then in the early sixties. I burned the midnight oil and burned the 
candle at both ends.

You also mentioned that you drew the biography of The Beatles in 1964.

That was for Dell. That was 64 pages and again I did the pencils and the inks on that. I 
think was probably one of the best things that I ever did. I did a lot of things that I 
enjoyed doing, but I did enjoy the Beatles. Again, I was good at likenesses and the 
Beatles were new at the time and they werenʼt too well known so I did knock myself out 
on that 64 page story. I did the 64 pages in a monthʼs time. They wanted the book out 
before the Beatles arrived in America to be on the Ed Sullivan Show so I burned the 
midnight oil to get it done. It was quite successful.

Do you have a favorite Marvel character?

People always ask me that and I always say the Fantastic Four was the first 
superheroes I worked on and I always loved The Thing. He was unique, he was 
different. I also liked drawing Thor. I worked with Jack Kirby on the first couple of Thor 
stories and then Stan wanted me to pencil and ink some Thor, which I did for about five 
issues, and like I said, I was up to my ears in all kinds of work. 

Youʼve been incredibly productive over the years. Why do you think that is?



I would never turn anything down. I was doing record covers and billboards. If someone 
called me I couldnʼt say no to them. I felt I owed them something for being interested 
and liking my work, so I did an awful lot of work especially in the sixties and seventies. 
But I did a lot of work all through my life. I ghosted a lot of people, friends of mine. In 
ʻ58-ʼ59 Vince Colletta called me and everybody was scrounging around looking for work 
and he had an account up at Charleton doing romance books. He would ink them and I 
would pencil them. I worked through Vince because it was his account but he would 
send the scripts to me and I would pencil them, I would mail them back down to him in 
New Jersey and he would ink them. I pencilled 2,700 romance pages. People donʼt 
realize that I did an awful lot of romance pages, too. I was doing this when Stan called 
us back to work after about six months. When I was working for Stan, I was working for 
Dell, and at night time I would do work for Colletta on these romance pages. 

Youʼve also drawn a lot of other things besides comics like album covers and so 
much more. I know that youʼve drawn a number of Bing Crosby covers and 
images.

In fact I just did one this week. Ever since I was twelve years old I was a Bing fan. I 
became a collector. I have everything he ever recorded whether itʼs on record or tape or 
whatever. Iʼve got his old radio shows. People wanted me to draw record covers and 
magazine covers and caricatures. Iʼve done so many things down through my life.

Now youʼre officially retired, but youʼve been inking The Amazing Spider-Man 
comic strip for many years now.

Since 1991. I told Stan that I was burnt out and I wanted to retire. I had worked 45 years 
for him, give or take a year, so he asked me if I would stay on and just ink the Sunday 
page. Iʼve gone through six different pencillers. Alex Saviuk is doing it now and doing a 
fine job. Iʼve been inking Spider-man since 1991, almost 23 years I guess, so Iʼve 
probably done close to a thousand Sunday pages. I just finished yesterday two more 
strips that wonʼt be out until August.

Do you work differently just because the comic strip is so much smaller than a 
comic book page?

I have to use a lot of pen now. For years, especially on the Kirby stuff, I inked probably 
eighty-five percent [with a] brush. I love working with a brush. With the big panels and 
big drawings that Kirby gave me I could do that. With the Spider-man strip, thereʼs six 
panels to every Sunday strip and everything is small. I have to use a lot of pen, but I do 
make the pen look like a brushstroke. Thatʼs no problem for me.

Many artists and inkers have said that after using a brush, they couldnʼt go back 
to using a pen.

Well thereʼs so much you can do with a brush, but a lot of things have changed in brush 
inking in the past 10-15 years. Itʼs hard to find a good brush. I used to use a Winsor 



Newton 7 and it was a great brush but now itʼs terrible. You can barely ink with it. Like I 
said I can get the effect I want with a pen. I use a Hunt 102, thatʼs the nib I use. I can 
get some nice effects with it. The brush is quicker of course. You can cover a larger area 
and it held more ink naturally. With the pen youʼre always dipping it into the bottle. 

Other than Jack Kirby, do you have any favorite artists with whom youʼve worked 
over the years?

Iʼve worked with almost every artist you can think of: Gil Kane, John Romita, Ron Frenz, 
Vince Colletta. I did so much with Walt Simonson. The list is endless, really. You name 
the artist and I worked with him. Thereʼs one artist I wish I could have worked with but 
we never got together. That was John Severin. I always loved his work. 

Now I know that you get enlisted to draw or ink a cover now and again.

My son Mark has a complete list of everything that I ever did in comics and it mind 
boggles me sometimes when I look to see how many covers Iʼve done. All the different 
characters. They used to send me as many covers as I could handle at one time. 
Usually the artist working on the book does the cover but I did so many covers down 
through the years. Itʼs amazing really. 

I did so many covers over the years but actually I prefer just doing the books because 
when youʼre drawing covers you can lose track of what youʼre doing in the books. It sort 
of sidetracks you

Is that because you enjoyed the storytelling aspect of drawing a book as opposed 
to a cover image?

I think so. No question, covers are nice. I like the old days when I did a lot of covers 
back in the fifties. Westerns and war stories and science fiction. I used to love science 
fiction. The fifties were a great time for drawing because the stories were only 5-6 pages 
long. One week youʼd do a western, the next week a war story, the next week horror, 
the next week romance. You never got bored with the stories. They were simple stories 
back then but they were a lot of fun and a lot of good art. The only problem was that you 
probably know that Marvel or Timely in those days didnʼt save the artwork. They burned 
it and tore it up instead of giving it back to the artists. I would have loved some of the 
artwork I did back in those days.

I interviewed Sal Buscama last year and when I asked about his favorite inkers he 
said that you were a master who always made him look good.

I worked a lot with Sal. I worked on The Incredible Hulk and a lot of the Rom books. Sal 
is a great penciler and heʼs also a great inker. He does mostly inking now. He works a 
lot with Ron Frenz, whoʼs a great penciler. Ron is not an inker but he does beautiful 
covers. He and I did so many covers of Fantastic Four, The Mighty Thor and a lot of 
others. I liked working with Ron. His stuff is very clean, simple, well-drawn. Sal was the 



same way. He wasnʼt in a class with his brother John, but he was close. John was the 
best. There was nobody even close to John, but Sal did a great job on so many different 
characters.

I know that youʼre being honored this weekend at the baseball stadium.

Yes, Iʼm supposed to throw out the first ball and they made me a baseball card with me 
batting in my uniform. Theyʼre going to give the cards out to everyone who buys a ticket 
to the ball game. Weʼve had rain as you know for the past two weeks and itʼs supposed 
to rain up until Friday so I hope the rain stops by then. 

Are you a big baseball fan?

Ever since 1936. I rooted for the New York Giants and when they moved to San 
Francisco, I still rooted for them. I live and die with them. They gave me an authentic 
jersey so Iʼm going to wear that at the game and my Giants hat naturally. 

The team in Troy is an Astros affiliate, will they let you wear the Giants jersey?

Well, I donʼt know who theyʼre playing that night. Itʼs a single A team but theyʼre not 
playing a Giants team. But no matter who they play, itʼs going to be interesting.

Thatʼs Saturday and Sunday Iʼm supposed to go somewhere locally and do some 
sketches for the kids. Iʼm always doing that it seems. Theyʼre always asking me to 
exhibit my work and Iʼll do sketches and give out prints at these events. We have a lot of 
events going on around Saugerties. Itʼs a very active little town and they ask me 
occasionally to come help out. Itʼs just amazing what this town does.



Legendary Cartoonist Bob Bolling on Little Archie Going Digital

Originally Published November 2013

I really wanted to interview Bob Bolling. We spoke over e-mail through the publicity 
department at Archie Comics, so itʼs a stilted conversation. I include it here partly out of 
sentimentality, but also the fact that there are far too few interviews with him out in the 
world. I never read his comics until I was an adult, so I didnʼt know that there was such 
a thing as Little Archie until I was an adult. Bollingʼs Little Archie stories are exceptional. 
Theyʼre incredible adventure stories, thoughtful and poignant tales that capture 
childhood, and I wasnʼt expecting to be so bowled over by them. I think theyʼre the best 
comics that Archie has ever published. Bolling is one of the greats and itʼs a shame he 
doesnʼt get more recognition and attention.

Original Article:

Many great artists have worked at Archie Comics, but one of the most talented and 
beloved cartoonists has to be Bob Bolling. Bolling worked at Archie for decades on a 
variety of titles, but he is best known for creating Little Archie and writing and drawing 
the series exclusively from 1957-1965. The cartoonist established himself as a master 
because of the skill with which he moved from slice of life tales to fantastic adventure 
stories involving aliens, monsters and a mad scientist with plans of world domination 
named “Mad Doctor Doom.”

One of his best known and most loved stories is The Long Walk, which was included in 
The Best of Archie Comics collection. In the story, three of Betty's dolls narrate a story 
of how Betty asks Archie to walk her home and he decides to take her on a long, 
harrowing path that ends with him apologizing to Betty and admiring her bravery. It's a 
moving and emotional story that never edges into sentimentality, capturing a sense of 
what it meant to be a child.

Bolling has been retired for many years, though he remains an influence on the many 
cartoonists who have followed him at Archie and across the medium. Love and Rockets 
creators Jaime and Gilbert Hernandez have repeatedly cited him as one of the great 
cartoonists and a major influence on their work. Archie has announced plans for an 
animated project, Itʼs Archie, which features the kids in middle school and draws heavily 
on Bolling's work and designs. On November 15, Archie is releasing a book-length 
digital exclusive collection of Bolling's Little Archie stories from throughout his career, 
and he was kind enough to speak with CBR News about his life and work.
advertising

Mr. Bolling, did you always want to be a cartoonist?



Yes, I always wanted to be a cartoonist. When I was very young, I loved The 
Katzenjammer Kids, then Blondie and Zatara the Magician.

What about Zatara the Magician appealed to you? I've heard from many others 
over the years that they were fans of that comic.

Zatara the Magician's style was appealing to my immature eyes and the plots suited my 
immature mind. They still do.

You worked as an assistant to George Shedd who was working on a daily 
adventure strip, Marlin Keel. What was that like and what did you learn from him 
and from working on the strip?

Working on Marlin Keel was an enormous help. I learned about writing – comedy and 
adventure are quite similar – design, composition and drawing.

In what way do you think that comedy and adventure are similar?

Comedy or adventure you have a story to tell. They're similar as you write about 
character in an unfolding series of events. If it's comedy, these events should be funny 
and surprising.

How did you first start working at Archie?

Doing half-page gags, slowly getting the feel of the Archie image.

Could you talk a little about how you came to create Little Archie? You had a 
really challenging task of talking Bob Montana's designs and really making them 
instantly recognizable, but always making them your own.

At that time, Dennis the Menace was a huge success and all of the Archie artists were 
wondering why we didn't come up with a similar character. So the editor then asked me 
to create Little Archie.

How much oversight or editorial guidance was there when you were making Little 
Archie? I ask because you were writing and drawing, inking and lettering the 
stories and creating new characters.

They gave me leeway and I had occasional help from the editor, Harry Shorten, creator 
of There Oughta Be a Law.

You mentioned that you had leeway with the strip. Was there any concern over 
the fact that some of your stories were fantastic or they were adventure tales and 
different from the typical Archie stories?



I don't know how different my work was. I just didn't want to keep writing the same type 
of story.

Where did the character of Mad Doctor Doom come from?

It came from me realizing that many similar characters had made their mark in comic 
book history.

Did you have a model for what you were trying to do or something you were 
trying to emulate in the Little Archie stories?

No, I just thought of my childhood. I'm still a kid. That helps.

I wanted to ask you about two stories – and I know it was more than fifty years 
ago when you created them, but The Long Walk and Caramel Has a Tale are two 
of the best known and perhaps most loved comics you made. Do you remember 
what it was like working on them and do you have any idea why they connected 
with readers?

I recall The Long Walk even though [it was] done so long ago. The simplicity of it made 
it difficult to write – wanting to show emotion and visual interest. When you write from 
the heart it's bound to connect with a lot of readers.

Could you talk a little about Dexter Taylor? I heard that the two of you were 
roommates before you were working on Little Archie together? Did the two of you 
work together closely during your time on the book?

Yes, Dexter and I were roommates and did work closely together. I roomed with him 
when I first came to New York. Working closely together enabled us to promote story 
variety.

You and Dexter Taylor were mostly making Little Archie just the two of you for 
many years. Were you thinking about, there needs to be a comedic story, a more 
emotional story, an adventure story – that each issue has to have a range of 
different stories?

We tried to keep each issue of Little Archie with a range of story types, i.e. simple every 
day problems to high adventure, all the while trying to be humorous.

Back then you were signing your work and your photograph appeared in some of 
the books. This was unique at the time for Archie and I'm just wondering how that 
happened? Were you conscious of how rare this was at the time?

The editor liked my work but was afraid of losing me. I was always talking about going 
home and going fishing.



Back then, did the artists and writers at Archie know each other and spend time 
together?

Yes, we all knew each other – most of us. When we brought our work in on Friday, 
many of us would have lunch together.

The idea of you and Harry Lucey and Samm Schwartz and Dexter Taylor all having 
lunch together is something many fans would love to sit in on. What would you 
talk about at these lunches?

Our Friday lunches were helpful to me as I would learn what the other artists liked or 
didn't like. It helped form my thinking.

Starting in the late '60s you were moved off of Little Archie and onto other Archie 
titles. I know you were drawing a lot and working from other people's scripts, 
especially Frank Doyle. Did you prefer to draw your own stories?

Both, really. It's relaxing to do someone else's script as no changes were allowed. On 
my own writing I make changes.

In the 1980s you worked on Little Archie, Archie and Me and Sabrina, and did 
some really interesting work that was very different. Your Sabrina in particular 
was different from anything with the character before. Did you approach those 
stories the same way you had in the '50s and '60s? Were you trying to do 
something different?

I really can't recall my '80s story approach. I just tried to be different and interesting.

Do you miss making comics?

Sure, once in a while. Comics were a part of me for so long. Whenever an idea would 
strike me, I would write it down immediately as they can be fleeting. But that doesn't 
occur now.

When you hear cartoonists today who talk about the stories you created and how 
they had an affect on them – Jaime and Gilbert Hernandez have both said that 
you're one of the best storytellers in comics they know – is that flattering, or are 
you confused by that? How do you react to praise like that?

I'm so flattered by peer praise. If they were here now, I'd buy them all a drink. But they'd 
have to leave the tip!



The Spotlight Is On Jules Feiffer

Originally Published July 2010

I love Jules Feiffer and I was so intimidated interviewing him for this article. The man is 
a legend in so many fields. It was one of those, “why is this person even talking to me?” 
moments. I still donʼt know why he did, but Iʼm glad he did. I loved his memoir and so 
many of the things heʼs written and drawn over the years. He continues to try new 
things, create new work, and experiment in new ways. Even in his eighties, heʼs finding 
new thing to do, and pushing himself in new ways. One of our nationʼs great creative 
minds.

Original Article:

An introduction for the legendary Jules Feiffer takes the form of a long list, illustrating a 
career that doesn't simply date back decades, but covers numerous fields as well. 
Feiffer is perhaps best known as the Pulitzer Prize winning cartoonist who worked for 
The Village Voice for more than four decades and was the New York Timesʼ first 
editorial cartoonist. His career in comics began as a teen when he began working for 
the legendary Will Eisner. Feiffer would go onto write many Spirit stories and would 
contribute his own stories to the Sunday paper insert. Feiffer is also the author of The 
Great Comic Book Heroes, a 1965 book that celebrated Golden Age superhero comics.

In addition to writing and illustrating many children's books, among them the 1961 
classic The Phantom Tollbooth which was written by his good friend Norton Juster and 
Which Puppy? written by Feiffer's daughter Kate, which was published last year, Feiffer 
is also the author of two novels. He's the award winning playwright of Little Murders and 
The White House Murder Case among others, and has written screenplays for Popeye, 
I Want To Go Home, and Carnal Knowledge, the last of which garnered him an 
Academy Award nomination.

Feiffer also holds a place as one of the most important comedic voices to emerge in the 
1950's, part of a movement that included Lenny Bruce, Bob Newhart and Nichols and 
May, all of whom contributed towards the reshaping of American humor. And all of this 
says nothing of his role as one of the most important and influential cartoonists of the 
postwar era.

Feiffer's newly released memoir, Backing Into Forward: A Memoir from Random House, 
reveals the deep ambition he's always had, the epigraph of the book reading, “Do not let 
your judges define you.” For Feiffer, that sums up not only his life but what he hopes 
that people take away from it. “Many of us go through life letting others tell us who and 
what we are,” he said, “particularly when we're young. That keeps us from doing things 
that perhaps we were meant to do.”



What led you to write a memoir, and why now?

I'm eighty-one. If not now, when? [Laughs]

Was it a challenge in terms of deciding what to include and what not to? You 
mentioned in the afterward, for example, that your wife didn't want to be in it.

It's like any piece of craft. You can ask that question of a play or of a cartoon. You learn 
what you need to put in and you also learn, even more importantly, what you need to 
take out. And after a while, you basically let the work itself dictate to you what it should 
be. What it wants to be. The work takes over. The story you're telling takes over and it 
becomes very much a straight line. You just have to follow the flow. Even though 
everything in it you're telling is the truth, there are any number of other truths that could 
have gone in but didn't go in. And there are any number of different stories that might 
have worked or might not have. So, so much of it is a part of making these judgements 
and going over them and over them and over them. I must have revised this book six or 
seven times before we got to the form its in now, and always with the goal of making it 
look almost accidental. I mean, the whole tone of it and the writing is to make it seem as 
if I just sat down and started saying this stuff to myself, but there's a lot of effort required 
for that.

Was the rewriting process more about the structure, or was it just a question of 
revision?

No, the rewriting process was more in line with making the prose more vivid and more 
expressive and connecting to the reader viscerally as opposed to simply summarizing 
an experience.

It's touched on in your book but never discussed explicitly, how the Army 
affected your career and your ambitions. You entered the Army wanting to be a 
cartoonist, but you left wanting to be a very different cartoonist with a different 
voice and sensibility.

I came out as a different cartoonist at a different age. McCarthyism was taking root at 
the time that I was drafted and came to full flower in the time I was in the Army. That 
was the suppression of dissent, particularly if you were a liberal or on the left, so we're 
in a position of fighting enemies of freedom while we're denying ourselves freedom. The 
irony and injustice of that struck me so strongly, particularly as a young man. When 
you're young, you want to have a say. I was being told that since my particular say was 
out of fashion, I better shut up about it or I wouldn't get a job or have a career and I 
could get into trouble. All of that moved me in the direction of getting into trouble.

Right after your time in the Army, you created Munro and Boom, and then in the 
late seventies there was Tantrum, but otherwise you haven't done much of what 
we now call graphic novels.



My interest moved more towards theater. I loved doing Tantrum, which I realized, to my 
surprise, was going to be a one shot, because I wanted to write plays. I wanted to have 
people on stage, and I wanted to have them talk and confront each other and deal with 
each other in a way that you couldn't in a comic strip. Or in what we now call a graphic 
novel. That simply was where my interests lay. I wanted to leave my cartooning to the 
six to ten panel form that I was doing every week, and the occasional longer piece. 
Because of the subject matter I wanted to cover, I had to work in a different form. How 
in the world could I have done Carnal Knowledge as a graphic novel? Or Little Murders 
as a graphic novel? It wouldn't have had nearly the effect that either piece had.

One of things I found most fascinating in your memoir were your memories of 
Hugh Hefner and his insight as editor and reader of comics.

That's a surprise to everyone. He was the most sensitive and persuasive cartoon editor 
that I have ever dealt with. Always friendly, always on your side, and as I say in the 
book, never trying to convert me to the Playboy angle or point of view.

You've found those attributes rare amongst editors and publications, then?

[Laughs]

I think that answers that question!

Virtually nonexistent. Except at [The Village] Voice in the early years. The Voice is now 
an editorial paper the way that everything else is. You have to please the Voice editors 
instead of yourself, but Hefner, like the Voice editors when I was starting out, was most 
interested in me getting out my own point of view, not theirs.

How were the Voice editors helpful in terms of helping you find your voice at the 
beginning?

They opened their space to me and said, “Do what you want.” That's plenty of help. In 
those years nobody did that. Today nobody does, really.

To be fair, they also didn't pay you, either.

No, they didn't pay. But for me that was not the point. The point wasn't to make a living, 
the point was to express myself. I figured, as I say in the book, that given a shot at 
expressing myself, everything else would fall into place. It turns out I was right about 
that.

As I was reading up about your career in preparation for this conversation, I came 
across someone who described you as a liberal cartoonist.

I never thought of myself as a liberal cartoonist.



Neither do I. I'm curious how you think of your politics?

I thought of myself as a radical. A political radical on the left. A left liberal, perhaps, but I 
was as critical of liberals [as conservatives], if you read the strips. Liberals were the 
people who told Martin Luther King Jr. not to move so fast. Liberals called King, in the 
early years of the Civil Rights Movement, an extremist, and they were concerned about 
him and that he was hurting the cause of his people. White liberals thought they 
understood what was better for the blacks than King and the members of the Southern 
Christian Leadership Conference. I was not that kind of liberal. Those liberals became 
my target.

The comment struck me because, you may be left of center, but your voice has 
been more contrarian, an opposition position born out of Howard Zinn's famous 
line, “You can't be neutral on a moving train.”

The opposition came naturally. The years of the Civil Rights Movement coincided with 
the years of Vietnam, which was another liberal war. It was the liberals who got us into 
Vietnam. They were also the intellectuals. The Bundys and the Rostows. Not to mention 
the most intellectual of them all, Henry Kissinger, later on. I thought that we were, in 
David Halberstam's phrase, at the mercy of the best and the brightest, and this is what 
they gave us. Why do they expect us to sit still for it? In those years, they did. This is 
when people still trusted government. It's hard to remember anymore. They said, listen 
to your betters. Listen to the experts. The experts knew, you don't. You're in the streets 
protesting because you don't really know what's going on. We know better. Well, it turns 
out the protestors knew better and the protestors were right.

You spent some time working for Will Eisner – did you remain on friendly terms 
with him once that point of your career was finished?

We had an acquaintance with each other. He was by that time up in Florida. He was 
living in White Plains for a while. A couple times a year we'd have dinner or lunch. We 
didn't see much of each other, but were always on good terms.

What was it like working in the Eisner studio?

Like I say in the book, it was a very friendly, collegial atmosphere, all aimed at doing the 
best work possible. It was clear to those of us assisting Eisner that what he was doing 
was unique in comics. We had the admiration for him and awe of him that one would 
have for a man of his ability, and at the same time we had the same critical attitude one 
always has to one's boss. So we were not loathe to talk behind his back, put him down, 
make fun of him, but at the same time, we had enormous respect for him.

You wrote in the book about so many of the people you worked with and on so 
many different projects, but I was disappointed that you didn't write about 
working with Alain Resnais on the film I Want To Go Home.



That's just one of the stories, as I say in the back, I just never got around to. It's a 
wonderful story. Maybe some year I'll write it. He was a sweet and marvelous man. The 
movie didn't turn out that well, but the experience of working with him was quite 
wonderful. He loved comics, he was always generous to me and I had a great time.

Fantagraphics has been reprinting your work, lately. What did you think of them 
and how involved are you in putting the collections together? Do you go back 
and reread everything?

No, I don't. I was most pleased with the ten year collection, The Explainers. I think that 
was the most successful of all of them. It's the intention to continue. I haven't made up 
my mind whether it will or not. I'd like to see them go that way, but I still haven't looked 
at everything in that book. I've lived that past and I've worked in that past and I love a lot 
of the stuff in that past, but I have no need to go back to it with the intensity and time 
you would have to in order to read that book. I've got things I still want to do and that 
would take away from that time.

So, you don't reread or revisit your work, for the most part?

Not that often, no. Most of my old stuff I don't look at.

If I can have a vote, I would love to see the rest of the Voice strips.

I would love to see them done, too. As long as I don't have to work on them. It could not 
possibly be one of my priorities. I'm eighty-one. I only have a limited amount of years to 
go and I would rather deal with my future than my past.

Along that line, we're in a golden age of reprints, and you write in the book about 
the comics you grew up with and loved. Is there anything you've really enjoyed or 
rediscovered recently through the new proliferation of classic comics 
collections?

The reprints of the Walt and Skeezix books were a revelation to me, because when I 
was a kid, I found those daily strips rather boring. They were much too grown up for me, 
and now in my adult years I find that he was writing a novel, and it's remarkably subtle 
in nuance and extraordinary work. The Sunday pages are unrivaled in their pictoral 
beauty.

I know that Fantagraphics is reprinting Roy Crane's Captain Easy starting this 
year.

I think that's great. All of the cartoonists of a certain age know him as a master. I 
certainly do. In particular in the daily strips that Crane paid the most attention to. He 
gave up the Sunday page to Les Turner, who was very good and drew like Crane, but 
he wasn't Roy Crane.



I know you're working on many books right now, including a new one with Norton 
Juster. Can you tell us anything about that?

It's called The Odious Ogre. It's about to go to press, and I think it's probably the best 
piece of children's illustration I've done so far and I'm very pleased that I did it for 
Norton. That was purely by accident. I had a great time. It's only in recent years that I 
started illustrating other people's work. Mostly my daughter Kate. I just did another book 
with her that Candlewick press is putting out.

Your last book with her, Which Puppy?, was done in what seemed like record 
time.

That was because Paula Wiseman, the editor and publisher, said, “We must have this 
book finished before the first hundred days are up.” Which meant I had to have the art 
done by the end of January. I learned this at the beginning of January. [Laughs] I went 
to my summer house on Martha's Vineyard, which is technically heated, but not really. I 
turned up the heat, put on the oven, wore heavy clothes and started working away. The 
library gave me every picture book they had on dogs so I could start learning how to 
draw all these different varieties of dogs. [I was] only five miles from my daughter Kate, 
who was very helpful running errands and doing all the stuff for me that needed to be 
done so I could get the book done. It was a great experience. A lot of fun, but I was cold.

What else are you in the midst of that you can talk about?

I've written my first childrens picture book in a long time, which hasn't been accepted 
yet, so I can't talk about it. I have another idea for a book about humor during the Great 
Depression that I'm pulling together. I want to write another play. I have endless 
deadlines. It's a very busy time. It's great deal of fun to around these times. I'm teaching 
on a regular basis at Stony Brook Southampton every week, a class called Humor and 
Truth, which is a great delight for me.

It began at Dartmouth last summer. They gave me a fellowship and I was teaching twice 
a week, a class that I designed called Graphic Humor in the Twentieth Century. One of 
the classes that got one of the biggest responses was the humor of the Depression 
years. I expanded that talk at Chicago's Humanities festival last September, got a 
wonderful response and figured I'd better do a book on this.

I would be remiss if in the course of our conversation I didn't ask where you think 
we stand politically as a country right now?

I voted quite enthusiastically for Obama. A lot of people got fed up the first year, but it's 
his first year. He passed the health care bill, which I think is quite remarkable. Clinton 
thought he was surrounded by enemies and suffered a lot of self-inflicted wounds, but 
Obama really is surrounded by enemies called the Republican party, who are further 



and further to the right and further and further ridiculous. We'll see how he does. But I 
am a great admirer and I have hope.

In times like these, I suppose that's all any of us can do.

And to keep renewing that hope. There is so much sniping going on. These twenty-four 
hour news cycles give us less news of an interesting and different quality than they give 
us the same stories with the same panels of pundits who are generally as wrong now as 
they were during Vietnam. And like all pundits, the more wrong you are, the more 
promoted in your job you get.

You did a great piece for The Village Voice after the 2008 election – do you have 
plans on doing anything more for the Voice?

I never know. If an idea hits me, I will. [Laughs] I'm not the kind to work with a plan. 
Schedules are very few. I have no sense of organization. Never had any structure and 
discipline is a stranger to me, so it's created many problems in my life. But it's the only 
way I know how to work.

It's worked out well, though!

It's worked out well, but sloppily. And I trust in it.



The Legendary R.O. Blechman on the Beauty of Film and the Graphic Novel

Originally Published January 2016

I donʼt remember the circumstances of the interview at all, but I remember the book. So 
many of his books, really. Blechman is an immense talent in a lot of fields, and Iʼm glad 
heʼs still making books and trying to make films. Hopefully heʼll make a lot more in the 
years to come.

Original Article:

R.O. Blechman has had an extraordinary career. Heʼs a cartoonist, illustrator, animator, 
childrenʼs book author. Heʼs created famous advertising work, directed award winning 
television projects, and ran an animation studio, The Ink Tank, for more than twenty 
years. He was a regular contributor the Harvey Kurtzman-edited publications Humbug 
and Trump. His work has also appeared in The New Yorker, The Atlantic Monthly, 
Harperʼs Bazaar, Story, and other publications. He directed films like Simple Gifts and 
The Soldierʼs Tale. He designed the award-winning title sequence for the legendary 
television miniseries The Life and Adventures of Nicholas Nickleby. Blechman has 
received many awards including the Milton Caniff Lifetime Achievement Award from the 
National Cartoonists Society. Heʼs been inducted into the Art Directors Hall of Fame. 
Heʼs been the subject of a retrospective at the Museum of Modern Art. He also 
published his first graphic novel in 1952. And no, thatʼs not a typo. His first graphic novel 
was published more than 60 years ago.

Blechman turned 85 this year, but he remains energetic and continues to work on new 
projects, with a new book, Amadeo and Maladeo, out from Fantagraphics next year. 
Heʼs also developing a new film that would combine live action and animation. Dover 
has just reissued his first book, The Juggler of Our Lady, a Christmas story that was 
later turned into an award-winning animated short film by Gene Deitch. The new edition 
includes a forward by Jules Feiffer and an introduction by Maurice Sendak. Mr. 
Blechman was kind enough to take the time to discuss the book and his career.

The Juggler of Our Lady came out originally in 1952. I wonder if you could put 
this in some context of your career because people may not know this book, but 
they likely know some of your later work.

I was a student at a college in Ohio and I took a seminar in humor, of all things. 
Interestingly it was taught by a colleague of the film director Luis Bunuel. Also 
interestingly, there were only about seven people in the seminar and one of them was 
William Goldman, the screenwriter. He wrote a short story for the seminar as his term 
paper and got a B minus. I did a graphic novel – although we didnʼt call it that in those 
days – about the fall of Rome. I also got a B minus. We were the only two people to go 



onto professional careers. All those stars with Aʼs and B pluses dropped out along the 
way.

When I graduated I took my portfolio, which mostly consisted on editorial cartoons I did 
for the college newspaper, to various magazines and also to an art studio of a guy who 
did book jackets for Henry Holt. He saw my book and he said this is good, why donʼt 
you show it to an editor I work for. So I did. The editor liked it but said we canʼt really 
publish anything that isnʼt of a seasonal nature. It has to have a hook. So I called a 
friend of mine up and I said, Paul, do you know of any good Christmas stories or Easter 
stories? He said, I know this medieval story called The Juggler of Our Lady. The next 
day I got a copy of it and that evening I think I wrote the book. It was quick. I brought it 
to the editor and he must have been surprised that he saw me again and he liked it.

So the book was published in 1952. There was a lot of back and forth because there 
was a third color, which is the yellow when the Virgin Mary appears. They eventually 
gave me the third color, reluctantly. It did very well. Not in terms of sales but it got a lot 
of press and I did a lot of interviews. I was then drafted into the army because the 
Korean war was going on. Incidentally, the art director who first suggested I go to Henry 
Holt designed the book jacket – which I hated. I was unable to do it because I was in the 
army at the time, even though I saw it when I was in basic training. I said Iʼd like to leave 
basic training because I have to go back to New York and re-do the jacket of a book that 
I had written and drawn. The Lieutenant said, “show it to me.” I did and he said, “whatʼs 
wrong with this?” I said the colors are all wrong and the idea is all wrong, it doesnʼt go 
with the spirit of the book. He said, “it looks all right to me. Soldier, you are in basic 
training in the United States Army. You donʼt have any grounds for leaving.”
In any event thatʼs the back story of it. Itʼs been reprinted a few times. This is the 
second or third reprinting. Whatʼs nice about this version, which is very well done by 
Dover, is that they asked Jules Feiffer to write a forward and they used something that 
Maurice Sendak had already written for an anthology of my work which came out in 
1980.

Iʼm entertained by the idea that if the Lieutenant had hated the book cover, he 
would have found a way to let you go.

[laughs] Not in the United States Army!

Your piece about the fall of Rome, was it a book length piece like The Juggler of 
Our Lady?

Itʼs called Titus Fortunatus, or Why Rome Fell. I had crazy luck. Luck that I did a graphic 
novel before they were ever done, I guess. Thatʼs not quite true. Jules Feiffer says that 
Iʼm the first but I donʼt think thatʼs true at all. Iʼm no historian but there was Lynd Ward– 
although he didnʼt use words– but go back to the 18th and 19th centuries. There was 
Rudophe Topfer who did great graphic novels. There was Milt Gross. In any event itʼs 
irrelevant.



What inspired you to make a book length comic? You grew up in the heyday of 
newspaper comics, but what inspired you to tell these longer stories?

When I was in high school I traveled to Nantucket and I was so excited by it that I did a 
graphic novella all about Nantucket. Iʼll tell you a little anecdote which is kind of wild. I 
had seen the cartoons of Saul Steinberg in the local newspaper, PM. I so loved his stuff 
and I donʼt think he did any work for The New Yorker at that time but I sent him a 24 
page book which I had hand sewn. It was all about why I needed to have any kind of 
drawing that he could possibly send me. I learned later he was getting letters from Jules 
Feiffer, who was not getting any drawings, and John Updike, who got a drawing. I also 
got a drawing, which I still have.

Wow.

Wow is right. Itʼs beautifully drawn. Itʼs inscribed “To R.O. Blechman. Steinberg 1949.” I 
later learned from a guy who wrote a book about Steinberg that he had kept my 24 page 
booklet. I was also told he was something of a pack rat who kept everything. I would 
have liked it if he wasnʼt a pack rat but still kept it.

I think the reason I made comics was because I liked to write as much as draw. ” My 
drawings are nothing to speak of, as you can tell from The Juggler, but the story was 
good. It had an honesty to it and sweetness to it, but not much draftsmanship to speak 
of.

In Jules Feifferʼs forward to the book, he mentions how he first met you, which 
was working on the animated version of The Juggler for Terrytoons Studios.

It has a lovely soundtrack, by the way. The guy did junky stuff for junky films so he must 
have been thrilled to get an assignment for something like this. He did a wonderful 
soundtrack. Iʼve always thought of myself more as a potential filmmaker than a graphic 
artist.

Really?

I think so many graphic novelists are really potential filmmakers. What is the graphic 
novel but a potential storyboard for a film? In any event, I was just the associate director 
on this thing. I would have done things somewhat differently. Jules and I were both 
traveling from Manhattan to New Rochelle, where the studio was located, and we 
became quite close through the years.

Can you talk a little about the making of the film?

I donʼt remember much about it. I donʼt even remember if I did the storyboards. I 
probably did, but not necessarily. The coloring was done with crayons and colored 
pencils and it bothered the hell out of me. It was a very period thing. 1954? 1958? That 
bothered me. But it was an okay film. Again I didnʼt have all that much control over it.



I have an ongoing argument with Gene Deitch, the director. He thought that he had 
proposed Boris Karloff as the voiceover but I know that it was my idea because it was 
not my idea, it was the idea of William Goldman, my former classmate. He said, what 
about Boris Karloff doing the voiceover. Sorry, Gene Deitch. We differ there. But weʼre 
going back more than a half century, so itʼs understandable.

Nowadays people donʼt think that odd because of course Boris Karloff also 
narrated How the Grinch Stole Christmas, but back then was this an unusual 
choice?

Sure it was. He was typecast, but he was a wonderful actor. Do you know the film that I 
directed, [Simple Gifts] which was a retelling of a section of Virginia Woolfʼs Orlando? A 
friend of mine suggested using an English comedienne–as they were called in those 
days – Hermione Gingold. Youʼre probably too young to know who she was, but she 
was known for her comic bits and she was great. When you go against typecasting, you 
can see other things in a personʼs ability that isnʼt well known.

Iʼm working on a storyboard for a film now. God knows if itʼll ever be done, but I like it a 
lot. It involves animation and live action and a crazy mixture of both. I hope to be 
working with Bill Plympton. I just finished a little film with Bill Plympton and weʼll see 
what happens with this one. I feel like I should have been more of a filmmaker than an 
artist/illustrator/graphic novelist/cartoonist, but I took a crazy turn in my life and ended 
up doing what Iʼm doing. I really love doing films more than anything else. My last big 
film was twenty-five or so years ago. A version of Stravinskyʼs LʼHistorie du Soldat. It 
had some very good stuff in it. I had an animation studio for 27 years but about ten 
years ago it folded. Now except for the thing I did recently with Bill Plympton for The 
New York Times, Iʼm quite inactive in terms of film.

Youʼve done so many things in your career. You had your own animation studio 
for decades, you did advertising work, you directed some films, you were making 
comics and illustrations and kids books and adult books. Ho do you think about 
your career?

What do I think of my career? Iʼd rather be doing films. Iʼm 85 years old. I donʼt have 
that much time left, but I still have my energy and Iʼd love to devote that energy to films 
more than books. Books are stillborn films–at least my books.

You would have done things differently if you had to do it again.

I had so many chances to go to Hollywood and make films. I made some bad choices, 
but Iʼm around and Iʼm working on this storyboard and who knows. Right after The 
Soldierʼs Tale I got a telephone call from a lady with a German accent saying that she 
saw the film, liked it very much and wondered whether I would be willing to do a feature 
film of her husbandʼs book. I asked what the book was and she said, Curious George. I 
said I read it to my kids, I love the book. She said, would you be interested in doing it? I 



said no. The reason is after I had done a film of Igor Stravinskyʼs music, was I going to 
make a movie about a monkey? I wish I had. It would have a good film. I really made a 
mistake. I had it in mind to do something either on Voltaireʼs Candide, not the Leonard 
Bernstein version, or The Golden Ass by Apuleius. We all make mistakes. Those were 
mine. I made other mistakes but I wonʼt get into those.

Next year is a busy year for you. You have two books coming out, is that right?

I have two more books coming out. One is called Georgie. Dover is putting that out 
around the end of the year. Itʼs a reissue. It appeared as a short piece in a book that 
Drawn and Quarterly put out in 2009 called Talking Lines with a very nice introduction 
by Seth. Then it was published as a separate book in France and thank god Dover is 
doing it and doing it very well I think.

Then I have another one coming out and this is a great one, I think. Itʼs called Amadeo 
and Maladeo. Itʼs a riff on Mozart if you can imagine anything so quixotic. Thatʼs in full 
color and itʼs being put out by Fantagraphics. They did a beautiful job. That will be 
coming out in February. Itʼs a good story and nicely drawn.

I remember Georgie from your book Talking Lines, which was a great collection of 
your comics work.

That was one of my best books. I really liked that. Chris Oliveros was very, very helpful. 
He was a terrific editor, a good person. Runs a good operation. Iʼm lucky to have 
worked with Drew Ford [at Dover]. It was very adventurous of him to reissue The 
Juggler of Our Lady and to also have taken on Georgie. Also working with the head of 
Fantagraphics, Gary Groth. These are three terrific people to be working with. They 
have and are adding so much to the work.

And after that, hopefully a movie.

Weʼll see. The movie is based on an artist whom very little is known, Ralph Barton. John 
Updike wrote about him and there was a biography that Iʼm using as the basis. A very 
interesting guy and a very good artist. Lost in the cracks of time. 



Spotlight on John Romita, Sr.

Originally Published February 2015

John Romita, Sr. is one of those names in comics, whoʼs almost bigger than the work he 
put down on paper because of his vast influence. But in talking to him I was struck by 
the fact that he doesnʼt consider himself a creator. “I could take somebody elseʼs 
creations and make them better,” he said. Which is an interesting and important 
distinction. One could also argue that he had opportunities to create what he wanted. 
But Romita is one of the few artists here who retired. He said that he can see that heʼs 
not as good as he used to be, not as good as wants to be, so he stopped. The fact that 
was able to retire is enviable, but I was glad that he took time out to talk.

Original Article:

John Romita, Sr. is one of the artists who defined the Silver Age of Comics. He started 
drawing comics while still a teenager, and drew comics for many years before he took 
over The Amazing Spider-Man when Steve Ditko left the book in 1966. His run on the 
comic book stands as one of the most iconic in the history of Marvel Comics. Mr. Romita 
went onto create many of Marvelʼs significant characters including Mary Jane Watson, 
The Kingpin, The Punisher and others. The longtime Art Director at Marvel is also the 
man responsible for one of the most iconic moments in modern American comics–the 
death of Gwen Stacy, for which he remains proud.

Mr. Romitaʼs work on Spider-Man has been highlighted by IDW in an Artists Edition and 
this year the Library of American Comics will be collecting the first few years of Stan Lee 
and John Romitaʼs run of The Amazing Spider-Man syndicated comic strip. Mr. Romita 
just celebrated his 85th birthday and he took time out to speak with CBR News about 
his life and career.

Mr. Romita, people primarily know you for your work at Marvel, but you were 
drawing comics since 1949 and drew a lot of comics including a lot of romance 
comics for many years.

That was my penance. Thatʼs how I get into heaven. [laughs]

[laughs] Could you explain that?

As a guy who wanted to do adventure strips – Tarzan and Flash Gordon and Terry and 
the Pirates – to get into romance was like penance. It was very hard. My first 
assignment I got outside of ghosting was for Famous Funnies to do a love story. I 
sweated through it. I fell asleep on the board three nights in a row. I didnʼt know what 



the hell I was doing. All the girls looked like bony skeleton men. Let me tell you, the guy 
who hired me to do it paid me for it – $200, which was the most money Iʼd ever seen at 
one time – but he never printed it, it was so bad. Thatʼs how I got launched – on a 
disastrous romance strip. I spent seven years at Marvel doing adventure stuff, jungle 
stuff and war and westerns. I was getting pretty good at it but then Marvel closed their 
doors and I was without work. I went to DC and did love stories. I never dreamed it was 
going to last eight years. It was like being in Alcatraz for eight years. [laughs] I used to 
go walking through the bullpen at DC and admiring all the stuff that the adventure artists 
were doing. I was also secretly hoping they were going to ask me to do a Batman fill-in 
or something. Of course that wasnʼt going to happen. After eight years when they closed 
down the romance department I went around hoping that some of the editors might 
have some stuff for me to do in the adventure department, and I got nothing. 
Fortunately I landed at Marvel and the rest is history.

When you started you wanted to do something along the lines of Milton Caniff, 
Noel Sickles, Hal Foster, that school.

Thatʼs what I dreamed of.

You were born in 1930, if I have that right, and there were a number of artists 
around the same age – Joe Kubert, John Buscema, Alex Toth, Al Williamson.

One of the things I regretted was that I wasnʼt born a little earlier so I could be on the 
ground floor in the comics industry. I was in the second wave. Or maybe the third wave. 
I was destined to be a follower because the first wave – the Kirbys, the Bill Everetts, the 
Joe Simons – all those guys were in the first wave and they were breaking new ground. 
Nobody could tell them what was the right way to do things. They just did it the best way 
they could and created an industry. I missed that wave. I would have been older but at 
least I would have been on the ground floor.

You were in the generation after where you were reading the Golden Age of 
comics and then started working in comics at the end of that period or right 
afterwards.

Yeah I always felt like a follower instead of a leader and creator. I was always just 
embellishing somebody elseʼs creations. 

I wanted to ask you about that because youʼve said before that you donʼt 
consider yourself a creator.

Everybody says, oh, donʼt give us that innocent response. Itʼs true. I donʼt. The reason I 
lasted so long and did so well is that I could take somebody elseʼs creations and make 
them better. Thatʼs good enough for me. 



You see what you did on Spider-Man as telling stories, creating and designing 
new characters, but you were doing it in the world and with the characters that 
Stan Lee and Steve Ditko created and established.

Well, I started out ghosting it because that was the tradition. The old timers used to 
have ghosts doing their daily strips and comic books. Bob Kane never did any Batman 
to speak of. The point is that I just felt like a follower, thatʼs all.

You were at Marvel through a lot of changes, to the point where you were working 
at a very different company when you left. Is there something that really stands 
out for you?

We had to buckle under some very severe changes. Iʼll never forget in ʼ67, I think it was, 
when we went to the smaller original artwork page. That was dramatic for me. I was 
used to having plenty of room and suddenly I was working on a smaller scale. I donʼt 
think I was ever the same. I think I would have been a better artist if we stayed at the 
bigger size. 

That was only one of the changes. Every time they changed ownership it was another 
trying period. They would come in and throw absolutely everything out the window and 
start from scratch. It was very hard to hang on after you had worked a certain way for 
years and then bang, youʼre working another way. That was not fun.

I wanted to ask about the syndicated comic strip because you and Stan Lee 
started it in 1977 and you were there through 1980, is that right?

I think the beginning of ʼ81 I was off of it. Four complete years I was on it.

Was doing a comic strip a goal of yours?

Every comic book artist dreamed of being a syndicated strip artist. I used to dream 
about it. My problem was I had a job. I was art director and I had been doing Captain 
America and I didnʼt want to give up that job because, frankly, I didnʼt think the 
newspaper strip would last more than three or four years. Shows you what I know! I was 
very leery of starting it, even though I wanted to do it. At the time newspaper strips were 
dying because there were less newspapers every year. Also adventure strips were 
anathema. I wanted to do it but I did not want to give up my job to do it so I foolishly 
tried to do both. I was splitting my week, killing myself, and not getting much sleep. And 
I didnʼt make much money on it. I told Stan at the beginning, if we keep adding 
newspapers and getting more money out of it, Iʼll stay on it, but if it starts to lose money, 
Iʼm going to quit. He knew that from the beginning. 

Was working in the small size of a daily comic strip a problem for you?

In the newspaper strips it was even worse. The Daily News used to have ten daily strips 
and those were the dream years where Alex Raymond could do beautiful brush strokes 



and fine line technique and you could see eyebrows and eye lashes. When I took over it 
was a disaster because they were reproducing stuff smaller than two inches. I ended up  
having to draw almost a coloring book line to keep it from disappearing altogether on 
the page. I wanted to stay on but they kept making the problem harder and harder for 
us. Stan didnʼt care. He didnʼt care if it was a half inch high – his words were always 
legible. But it gave me less and less space to put my artwork.

Like drawing romance comics, you got your dream job, but it was not how you 
wanted it.

Thatʼs right. It was very difficult. It was very hard. The one thing I didnʼt want to do was 
to short cut. I had a lot of people helping me when I was late. But I never let anything 
out that wasnʼt the way I liked. The reproduction was something else. I couldnʼt control 
how bad it printed in a lot of newspapers, but I turned out the best product I could. 
Thatʼs why I lost a lot of sleep and a lot of money. 

And you never expected that it would be still be going thirty something years 
later.

Itʼs still going strong! Itʼs one of the biggest phenomena that people just donʼt seem to 
pay attention to. Adventure strips were dying for ten years fifteen years before I started 
it and this one has by all means broken the mold. I think itʼs sensational. I said, Iʼm 
getting off before it dies. Shows you what I knew. [laughs]

As you mentioned, you were the Art Director at Marvel for years. How did you end 
up with that job and how did you approach it?

It wasnʼt an art director job at the beginning. When I was a kid starting out, every time I 
went to Marvel Stan would give me a talking to and tell me where I was doing the right 
thing and where I was doing the wrong thing. I got to know everything that he believed 
in that made Marvel Comics so explosively good. I got so well endowed with all that 
philosophy that I used to be able to do it with the other young artists coming in. I 
couldnʼt work at home and produce enough stuff so I asked Stan to give me a drawing 
board up at Marvel. Because I was there everyday, thatʼs how I became the guy who 
took a lot of things off Stanʼs hands. I would talk to the young artists and teach them 
everything that Stan taught me. It was more like I was a lecturer at first. I was lecturing 
young artists on how to do it the Marvel way. Then eventually it turned into being the art 
director because I was doing cover sketches and teaching younger artists. It grew like 
that and I never got an extra penny out of it. I donʼt know what I thought I was doing but 
when I look back I feel like a sucker. [laughs]

Besides Stan Lee, were there other artists and people who fulfilled that role for 
you?

No, there was only Stan. Stan was the guy behind it. Let me tell you, for eight years up 
at DC, I got very little encouragement or information on how to do a better job. There 



was only one editor at DC who did. She was named Phyllis Reed. She was a 
sweetheart. She helped me out and I helped her out. For about five years, I was doing 
all the cover designs for the romance department and she was plotting stories for the 
writers from our cover sketches. We were creating cover sketches in advance of a book 
and then the writers would get a plot based on the cover. She was so good. 

Outside of that all the other editors at DC never gave me a momentʼs time. They would 
take the thing and give me a check and say Iʼll see you in two weeks. They never gave 
any kind of encouragement or information. They were very competitive with each other. 
They didnʼt want to teach an artist and then lose him to some other editor. When I went 
to Stan – every time I was with Stan – I learned something every day. When I would do 
a pencil job, if I didnʼt have much faith in it I would hand it in and invariably Stan would 
make it look like it was a well written and well planned out story. It made me tell people, 
if you want to become an artist, go to work at Marvel. Stan will turn you into a storyteller.

Stan Lee gets a lot of criticism but hearing stories about that period and how 
other editors worked, he stands out in so many ways as a writer and editor.

He would give me a card every month with a name on it. No instructions. He would just 
say, next month a new character, The Kingpin. He would leave it to me. He would never 
second guess me. He would take whatever I designed and never criticized it. He would 
criticize storytelling, but he never criticized my choices. He would accept my ideas 
without any problem. 

When I was there, everybody thought if you could draw well and you could do 
sensational panels, that you were going to be a success. The truth is that no matter how 
good or bad you are as a draftsman, if you canʼt tell a story, you donʼt last in comics. A 
bad story – no matter how beautifully itʼs drawn – makes no sense. Nobody is going to 
read it. About halfway through my stay at Marvel, I realized I was being paid to tell a 
story, not to a drawing. Thatʼs why my stuff is always rather simple and uncomplicated 
compared to a lot of guys.

Iʼve had the opportunity to interview your son and he said that one of his big 
influences as a storyteller was watching old movies with you.

I always told my son, I learned more between the ages of say 8 and 20 from the movies 
about how to tell a story and how to make it satisfying to a viewer than any art school 
could have given me. Of course I also learned because Caniff was a moviemaker on 
paper. Terry and the Pirates was my lighthouse. I used to spend two or three hours on a 
Sunday just looking over Terry and the Pirates. First Iʼd read it then Iʼd look at the 
artwork and then Iʼd read it again. He was teaching me every step of storytelling and 
characterization that I used for the next fifty years.

Iʼve read that you and Stan Lee worked a lot on different kinds of projects over 
the years that never went anywhere.



[laughs] He always wanted to do another syndicated strip while we were doing Spider-
Man. I was working two jobs and he wanted to make time to do another strip. He 
wanted to do a humor strip. I said, Stan, I barely make it through the week now. How the 
hell am I going to do another strip? [laughs] He said, oh, Iʼm sorry, I always forget it 
takes you longer to do a page than it take me to do twenty pages. [laughs] 

We were once approached to do a replacement for Little Annie Fanny. I tried to do one 
that was a little bit raunchy and a little bit sexist and all of that stuff with a lot of nudity. I 
did a sample for the magazine. I tried to be as raunchy as I could and it was never 
enough. I went to Stan and said, you know, Iʼd love to have a big fancy elaborate thing 
like Annie Fanny. It would be prestige. It would be money. But frankly I just canʼt be that 
raunchy and I donʼt want to put my name on something thatʼs what I consider too 
raunchy. It was the only time I ever heard of Stan Lee given up something that would 
have been very good money. He actually said, if you donʼt want to do it, I wonʼt do it 
either. So we passed on it. He was happy with what I submitted. It was raunchy enough 
for him but it wasnʼt raunchy enough for the magazine. [laughs]

I would be remiss if I didnʼt bring up one of the biggest events in the history of 
Marvel Comics, which you were involved with, the Death of Gwen Stacy.

Yes, Iʼm the murderer. [laughs]

The reason I take the credit for it was we were told to kill Aunt May. Gerry Conway and I 
got together for our plot session – we used to get together at his apartment – and he 
said, how are we going to kill Aunt May? I said, if you kill Aunt May, youʼre not going to 
do a damn bit of good to the strip. Itʼll lose one of Peter Parkerʼs hangups. He wonʼt 
have to worry about Aunt May anymore. He wonʼt be treated like a child anymore. If we 
want to make any kind of stir in the monthly line, we have to kill somebody important. 
That means we need to kill Mary Jane or Gwen Stacy. 

The reason I told we should kill Gwen Stacy was Mary Jane was an airheaded comedy 
character at the time. She was there to jazz the place up. She was not his girlfriend. His 
girlfriend was Gwen Stacy. I said, I learned from Milton Caniff. Milton Caniff every three 
or four years killed an important character. I remember as a young boy hearing adults 
saying that did you see that Raven Sherman has been killed in Terry and the Pirates? I 
said to myself, oh my god, grownups are talking about Terry and the Pirates? They 
worried about Raven Sherman. Raven Sherman was Pat Ryanʼs girlfriend in Terry and 
the Pirates. I was an avid reader of Terry and the Pirates. It hurt me, but I didnʼt expect it 
to hurt grownups. That stayed with me. I told Gerry Conway that story and I said, if you 
want to kill somebody, kill somebody important or leave it alone. He said it was a good 
idea. He was all for it because I convinced him, that would get attention. I submit that 
after forty years, I think itʼs still getting attention. [laughs] I think I was right.

Very definitely. But one reason is because she wasnʼt brought back, which isnʼt 
true of many characters who are killed off.



Stan was out of the country when we did that. He accused us of doing it behind his back 
and he wanted us to bring her back. Roy Thomas and I and everybody else in the 
company said, we canʼt do that. It would be an embarrassing silliness to bring her back. 
We talked him into it, but he was very upset. After that, they used to kill people off 
routinely and it was never the same effect the second and third and fourth time.

You killed her, but sheʼs immortal.

I take great pride in that. When people say, did you really want to kill Gwen Stacy? I say, 
she was one of my favorite characters. She was a Ditko character, remember. I created 
Mary Jane but Gwen Stacy was my favorite character and I did that knowing that thatʼs 
how I could get peopleʼs attention.

You drew a variant cover to Superman #34 last year, but we havenʼt seen much 
work from you in recent years. Do you not draw much anymore?

I retired in ʼ96 and I did projects after I retired, but I did not want to do anything on a 
steady basis. I did a couple of short things and Iʼve done some covers down through the 
years, but Iʼve been avoiding that like the plague lately. Now I refuse to do anything. Itʼs 
just too much trouble. It really is. They donʼt look as good as they used to look to me 
and I want to be proud of anything I sketch. Iʼm not going to go in there and do some 
lame sketches just to make people happy.

You can see the difference even if not everyone can.

I can. Believe me, I know when Iʼve missed the boat. [laughs]

Are you happy seeing the Spider-Man strip collected like this, from the publisher 
that also puts out Terry and the Pirates, Scorchy Smith and Flash Gordon, and 
your strip being in that company?

I am very pleased. I get very puffed up with myself. [laughs]



Gahan Wilson Says Nuts to Childhood

Originally Published September 2011

I met Wilson at the MoCCA Festival in New York. We found a spot to chat in an out of 
the way part of the Armory to talk about his work and career and especially Nuts, the 
collection of the comic strip he made for The National Lampoon.

Original Article:

Gahan Wilson is one of a handful of contemporary comics creators who can be 
described as a legend. The octogenarian has been contributing cartoons and prose to 
magazines like Playboy and The New Yorker for decades, and his work was just as 
skilled when he was in his twenties as it is today. Much of his cartooning has been in 
single panel comics, a form that he's certainly a master of, but he's also worked in 
animation, created children's books, comic strips and other projects. Two years ago, 
Fantagraphics published a three-volume hardcover slipcased collection of Wilson's work 
for Playboy magazine. It's an astonishing piece of work, one of the single greatest 
retrospectives of a cartoonist ever produced.

In early October, Fantagraphics releases another collection of Wilson's work which has 
long been out of print. Nuts collects a comic strip that Wilson did for The National 
Lampoon in the 1970s. Centering on an unnamed character, the strip centers on a 
young boy who faces childhood and the wider world, which is as strange and monstrous 
as anything Wilson could invent. An antidote to the nostalgic, saccharine portrait of 
children and childhood that is so often presented in comics, Nuts is familiar to us all, 
and makes us grateful that childhood is behind us. Wilson sat down with CBR and what 
follows is an edited transcript of a much longer conversation held earlier this year.

Your new book, Nuts, collects a comic strip that you did originally for The 
National Lampoon in the 1970s, is that correct?

Yeah, it was The National Lampoon. It was marvelous. I miss that [magazine]. I wish it 
was around, because we could use it now. We had fun being really nasty to silly people. 
I don't know who it was who got the idea, but they thought, let's have comics every 
week. The tail end of the magazine would have, I don't know how many there were, 
around ten strips that various cartoonists would do. They asked me to do something as 
horrible as I possibly could. I toyed with Frankenstein monsters and all that kinds of 
stuff. Suddenly, I saw this little kid, I think it was in Central Park. He was walking along 
with his parents, it was a very busy day and he's trying to cope with it all and take it in. I 
was very touched by him. It reminded me that [childhood] was probably the most difficult 
time you go through, 'cause it's totally incomprehensible, and yet they do they struggle 
through. People treat them like they're teensy weensy, cutesy wootsy, but they're human 



beings. Little, very young, human beings. They're not cutesy wootsy. That's how I hit on 
the Nuts idea, and once I opened the gate, it just poured out of me. Now, 
[Fantagraphics is] going to bring out a book, which is very well done. It's a nice little 
collection, and this will be the whole thing.

Was a full page comic strip what you pitched The National Lampoon?

The idea was, “Would you do a comic strip?” As far as Nuts was concerned, they never 
touched it. They never even discussed it. They just took it and printed it and that was 
that. The only time we would have any kind of pep talk or something would be when 
they wanted it to be worse: “You're being too nice. C'mon, you can really...” They'd just 
egg you on.

The best Nuts comics are funny, but they're also sad.

Well, yeah. What's fascinating about humor is it makes you laugh because it's 
recognition. That's what it is. A good joke alerts you or awakens you to something and 
you laugh. What is funny? It's an awakening, really, and sometimes it's very grim. With 
humor, you can accept things and put yourself in a position where you can really look at 
things which are really intolerable. With humor, you can really observe it. There's been 
no Freud or other thinker of that nature that I know of who's really gone into humor. I 
think it's very funny that they haven't, because it's just an incredible, profound thing. Just 
astonishing. And it's also just terrific therapy. To be in a theater watching a movie, when 
it's working and everybody's laughing, is just magical. I'm awed by it.

There's one strip from Nuts that I remember well, and others have written and 
spoken about it as well: the Christmas one, where the boy gets the toy circus.

And then he's topped totally by this other kid's stuff. That's based on a true, tragic event. 
At the time I realized it was ridiculous, but holy shit. I don't know if I said shit, probably I 
didn't, but that's what I was thinking. I had this great satisfactory thing and I was very 
smug about it. He was a perfectly okay kid, but they were rich as Croesus, these 
people. It was kind of hard to take.

That is a good one. On the whole, [the comic] was mostly autobiographical. It just rolled 
out and it was and continues to be very satisfying to me. It helped me see kids better, 
too. They're just wonderful. The creativity of children is kind of frightening. They all do 
these drawings which are just gorgeous and profound, and they'll do poetry. They're 
brilliant. I think adults have gotten better than they used to be when I was a kid, but 
there is a tendency to squash the children, to make them fit in and to reduce their 
creativity. “That's not the way you do this sort of thing.” “This is the way you do this sort 
of thing.” And that isn't true. There's millions of ways to do it. I can understand if it's 
immoral or harmful or something like that, but they have specific ways that you do or do 
not do art or do this or do that. It's silly, it's stupid and it's crippling. But the kids outwit 
them. They just do it anyhow. I think they're very encouraging because they give you a 



peak at what we could be if we grew up right. I think there's hope for us all, and kids are 
evidence of that.

Do you enjoy the comic strip format? Most of your comics work has been single-
panels.

I loved that. It's just like making a movie. You have the visual and the literary. It has to 
flow. You have to work with this panel to panel approach or deviate [from it] or play with 
the panel structure. It's great fun. Just a lot of fun. And unlike a movie, you do it all 
yourself. Nobody “improves” it for you.

I did one short film which I really liked. I think it was for Universal. It was called Gahan 
Wilson's Diner, and for some reason or another, they let me just do it. They didn't fix it 
up. Spielberg said it was the best animated short he ever saw. That was it. Everything 
else I've done has been "improved" and messed up.

I was complaining about this to some old hand in Hollywood, and he told me a joke: Did 
you hear the one about the three creative guys and a producer in the desert? They're 
lost. They're dying. They've been there for days. They saw, in the distance, a glean and 
crawl towards it. They barely made it and there was a small pool of water. The producer 
got up and unzipped his pants and urinated into it. The creative people said, why did 
you do that? The producer said, well I wanted to make it better. [Laughs] That's the best 
Hollywood story I ever heard.

Fantagraphics released your Playboy collection last year, and it's just gorgeous.

I've never seen anything like it. I was just as delighted with it as I could be. It's just so 
exquisitely produced. Hefner's a magnificent editor and he's very scrupulous about 
things being done right, but it's a magazine. You're working with magazine paper, and 
it's not the best paper in the world. This [book] has got incredible thick, juicy, blindingly-
white paper, and the colors just come zango. It's just a thrill and a half. Just beautifully 
produced. I couldn't be happier. The Fantagraphics people have done such good work. 
They always do it so that that artist, whoever that artist is, can shine. They're very, very 
good.

I spoke with Jules Feiffer when his memoir came out last year, and he said Hefner 
was the smartest editor of comics he's ever run across.

Absolutely. Jules is a very bright guy – really, really bright – and I totally agree with him. 
I had this fascinating sight of [Hefner] in action once – I've seen him in action in all kinds 
of ways, but at this point, [the magazine] hadn't been around all that long, maybe a 
couple years. They had established themselves in this building which was set up so that 
the offices were built against the wall. I would be there because they wanted something 
done, so I'd be there at a drawing board in the center. He'd come down the staircase, 
almost in a kind of meditative trance, no particular expression on his face, and in the 
meantime, all these editors have all this stuff they wanted to show him and they're 



getting it all set up. He'd get to the first door and Hefner would turn and focus with 
incredible attention. He would be really looking. There'd be an intense back and forth, 
and it was awesome. When it was done, he would then turn and go back into this kind 
of meditative blank, and when he got to the next door, same thing. He did a whole circuit 
doing this. I thought this is what Napoleon had to look like. I mean, it was amazing. It 
was eerie. It was awesome. I can't think of the words. [Laughs] He is something else.

Besides Playboy, the other major publication you contribute to is The New Yorker.

That's a whole other kind of operation. It used to be The New Yorker, but then it began 
to get shaky and they began to change the people running it. It's been a little bizarre. It's 
still a magnificent magazine and they have wonderful stuff in it. I'm not knocking it in the 
slightest, but different editors that have come in and each one had radically ideas of 
how you should run it. It's been very interesting to see. I admire the magazine 
enormously. I'm delighted to be associated with it.

You also occasionally contribute covers for The New Yorker.

That is [overseen by] Françoise Mouly, and she's a sweetheart. She has a little trouble 
getting my stuff through, sometimes. I actually sort of dropped [doing covers] for a 
stretch. About two years. It wasn't a rejection or anything, I just faded away from it 
because she would solicit it, and for one thing or another, it wouldn't get through. So I 
thought, well, to hell with it. Then I went, well, to hell with the hell with it. Show a little 
guts, son. [Laughs] So I've started sending things up to her again. She's a first rate 
person.

Is there a chance that one of these years we'll see a collection of the single panel 
comics that you've done for The New Yorker and other publications?

Well, you couldn't top the Playboy books from Fantagraphics. I'll settle for that for the 
time being. Nuts is coming out. They've got some other things they're going to do. I've 
been lucky. I really have nothing to complain about.

I see all these sweet people, talented people. A lot of them strike me as being very 
promising, and I wouldn't be all surprised if they do very well indeed. But for the bulk of 
them, it won't happen, as with any field. I have no complaints of any kind. I do feel quite 
humbled at my good fortune, because you see a lot of these people and it's sad 
because it's not going to work out. You look at their work and you can tell they've 
worked very hard at it and you would like for them to succeed.

Are there any cartoonists in particular whose work you enjoy?

I'd have to make a list. There's a whole bunch of really good people out there doing 
good stuff. One thing about cartoonists, which I find very touching and sweet, is that I've 
never seen a bunch of artists who are less competitive. They just don't think that way. 
The worst bunch, I think, are poets. [Laughs] Individually, the ones I've known are very 



nice people and very brilliant, but God, they're in these bitter contests with other poets. 
The only thing I can figure is that you don't make any money in poetry, so most of them 
become involved in the academic world, which is worse than advertising. Many, many 
years ago, a number of friends who were also artists got involved in teaching art and 
they got into the academic world. I thought it must be interesting. I'll see all these 
intelligent, scholarly, interesting, well-informed people. And again and again, I was 
devastated. All this bickering and petty squabbles. It was just pathetic. I've been in 
advertising and Hollywood, and they do not come close to the vitriol. But with 
cartoonists, it's not there at all. Not a trace. You see somebody new, you encourage 
them. You see someone old, you encourage them.

Another thing which is never brought up or mentioned, but it's very intriguing, forever 
going back to the old days of The New Yorker and through now, as far as women and 
men cartoonists are concerned, there is no problem. None of this bullshit that's been 
plaguing almost every other endeavor or business, this war of the sexes. Not a trace of 
it in cartooning. It just isn't there. It may be because we all have a sense of humor. I 
don't know what it is, but it's very interesting and it's nice.

It's just about the work?

And if anybody talks about anybody else, it's in an encouraging fashion. It's like it would 
never cross their minds. It's kind of mysterious and sort of sweet. I have no explanation 
for it at all, except maybe it's because we all have a sense of humor. That seems 
inadequate, but maybe it's true.

What are you in the midst of now?

For The New Yorker, I started doing covers again and I'm enjoying it. It's always fun, 
whether I sell them or not. I'm fooling around with these anthologies the Fantagraphics 
people are doing. There are some various books at different stages. I did kids books 
way back when, and I've got a whole bunch of them I'm thinking about. There are some 
nice comics in collections that came out and have egged me on to do some more of 
those. Your question is well timed. I'm ending a period of reinvestigating stuff.

So you're not slowing down.

Oh, no. I have no intention of doing that. That's fatal. [Laughs]



Spotlight on Stan Goldberg

Originally published January 2012

I was never a big Archie fan. Maybe I shouldnʼt say that, but I wasnʼt. Iʼm still not, to be 
honest. I admire the greats. Iʼve spent time pouring over how the great Archie artists 
worked. Iʼve talked with a lot of artists who have worked at Archie. But Iʼm not a fan. 
When I have talked with people working at Archie itʼs because of their work, their style, 
and I want to get at that a little more. And Archie has had some great artists working 
there over the years.

Stan Goldberg worked at Archie for decades and he was “the” artist there for a while, 
drawing the major stories, specials, and anniversary issues. Before that he worked at 
Marvel where he ran the color department and drew a lot of teenage romance books. 
Itʼs such a strange career, and a career that lasted a long time. Goldberg died in 2015

Original Article:

Stan Goldberg has been working in comics for more than six decades. Beginning in the 
color department at Timely, Mr. Goldberg worked under Stan Lee and went onto run the 
color department and later work as a freelance colorist for the company, which became 
Marvel. In the early to mid-sixties, Mr. Goldberg created the color schemes for the 
superheroes we know so well today, which were drawn by Jack Kirby, Steve Ditko, Bill 
Everett, Wally Wood, John Buscema and others.

While working as a colorist, Mr. Goldberg was also freelancing as an artist and became 
best known for the teenage romance comics he drew at many companies, most 
prominently Archie Comics, where he worked for forty-one years. During his tenure 
there, Mr. Goldberg illustrated many of the anniversary issues, Archie Meets the 
Punisher, and the Marriage storyline which was collected by Abrams, and was one of 
the last stories Mr. Goldberg drew for the company.

Since then Mr. Goldberg hasnʼt stopped working. In 2011 there was The Simpsons 
Comics #183 for Bongo Comics and a variant cover for FF #1. Shortly after our 
conversation with Mr. Goldberg took place, Papercutz revealed that his next project will 
be The Three Stooges a four issue series which will debut in March.

This year Goldberg will be receiving the Gold Key Award from the National Cartoonists 
Society, an award given out infrequently by the society and whose recipients include 
only a handful of people, among them Hal Foster, Herblock, Milton Caniff, Arnold Roth, 
and Bil Keane. 



I know that youʼre still working on a number of projects but weʼre happy to be 
speaking with you because youʼve had long career in comics.

Iʼm busy doing a lot of new things like most any artist, at least in our field. Look at Joe 
Kubert, doing the best work heʼs ever done. Thereʼs still a few of us around. Itʼs a good 
job and I never take it for granted. The job that Iʼm doing presently is always the job that 
I want to be the best. Then I go on and I forget what I was doing three days ago. 
[laughs] I always say the word job connotes digging a ditch or saving somebodyʼs life, 
but there are other things that fit under the category of jobs. This is something Iʼve been 
doing since I was seven or eight years old, so would you consider that a job?

Thatʼs a good way to think about it. Your most recent project that people read was 
the issue of The Simpsons Comics, #183. How did that happen?

I never met Bill Morrison, but I knew of him. I donʼt remember if I spoke to him or he 
called me up first when he knew that I wasnʼt working for Archie anymore. He wanted to 
do a special book and had a writer put together this whole book about Archie and 
dealing with what I did in Millie the Model and a lot of other things. It was just a great job  
to work on. Theyʼre a good company to work for. It took me a while to get to learn those 
characters. I enjoyed them, but theyʼre so unorthodox I had to change my way of 
thinking. I made copies of all my pencils, I didnʼt ink [the book], but I was curious to find 
out how it would look inked and I was very pleased with it.

Everyone seemed to have fun with the issue.

Yeah, once I got in the swing. I got the whole script and then I would do a couple of 
pages. I still was very unsure of myself and I got to know the art director there and have 
conversations with him. They sent me model sheets, but it wasnʼt enough. You look at 
model sheets and whateverʼs coming off your pencil is sometimes two different things.

That was quite a while ago. It was probably April or May of last year when I did that 
book. We go every year to Mexico for two months and they contacted me on it and I 
said well Iʼll be back at the beginning of April can we hold off [until then] and they said 
sure. I think they sent me some model sheets while I was away and I checked them out 
and did a few little drawings, but nothing of any consequence. I needed a script. Just 
showing the characters individually was of no help. I need a storyline to develop. Once I 
got the script, I canʼt say it came to me immediately. It was a slow process and in the 
end it was good, so I feel I succeeded in that. 

Some projects should not come so easy. Some things just have to be developed. You 
really have to do a lot of thinking and a lot of planning. If youʼre doing just one character 
itʼs no problem, but if you get a twenty-two page story and you have all these characters 
to move around and bounce off each other in all different situations and know how they 
express themselves in each moment, when you feel that comfortable, then you know 
youʼre on the right track.



Earlier this year you also drew a variant FF cover for Marvel.

Yeah that was a freaky thing, but Iʼm glad it turned out well. They called me up and I 
said, youʼve got the wrong guy. They said, no, weʼve got the right guy. I had worked on 
all those early issues and Iʼm still around so they wanted me to do it. I sent a couple 
roughs up to them, they picked one of the roughs out and I really had a lot of fun with 
that. I worked with my buddy Joe Sinnott. Heʼs a great guy, probably the best inker in 
the business. He called me up and said, itʼs a great cover, how should I approach this? I 
said, thatʼs like Norman Rockwell asking, how should I paint this? I said, Joe, I thank 
you for asking me, but whatever you do is going to work out fine. He did a really great 
job on it. It was nice that he asked. 

The first story I ever drew in comicbooks – my job up at Timely was in the color 
department and in the early fifties I was doing little horror stories – was in a book called 
Marvel Tales. I did a little three pager and in that book was an early Joe Sinnott story, 
also. He had this great five pager. Even then he was great. And here we are still, and 
heʼs as good as ever. Right now heʼs semi-retired but he still keeps his hand in it. I think 
he still inks the Spider-man strip but when anything special comes up you can always 
count on Joe to do it and do a magnificent job.

I know that you ran the color department at Timely and then you worked at Timely 
and then Marvel as a freelance colorist for years. You joined the company in 
1949?

I had just turned seventeen when I got a job up there. I was in the color department 
learning that and then a couple years later I was running the department. A good, early 
start. I figured it was a good business to stay in. A lot of highs. A couple lows, but when I 
look back on it, most of them were corrected

You were working there and developed the color schemes for the early Marvel 
heroes in the sixties. What was it like working there at that time. Did Stan Lee and 
Jack Kirby have a lot of input or were you largely working on your own?

In the early days, in the fifties, when I was running the color department, I worked 
directly for Stan. Even when I started, I didnʼt answer to anybody else but Stan. I got to 
know what he liked and what he disliked. I did all the covers all through the fifties. Some 
of those books were 48 pages and some of the schedules were for fifty books a month. 
A lot of material but Stan always wanted me to do the covers. I knew what he liked and 
he left it up to me. I got to know the good printing and the bad printing that we could get. 
In those days any grandiose ideas of what you wanted to put down [on paper] were 
limited. Nine times out of nine times, youʼd never get them in those days. I managed to 
figure out the best way with the limited facilities that we had. 

Fast forward to 1958 when Stan wasnʼt buying any more art. It didnʼt have to do with the 
sales. We lost our distributor. In a short time we found one and there were books all 
ready to go out except they needed color on those books so he called me. I was going 



to change directions a little bit. I went back to art school. I was doing TV storyboards. A 
lot of guys went into the advertising field. But Stan called me so I figured Iʼll keep going 
to school and do these things he wanted. I was single and the money was fine and he 
liked what I did. After a while they were putting out a teenage book and they wanted me 
to do it and that set my career for the next fifty years. 

As far as coloring those books, it was all left up to me, really. If you look at those first 
five years, from 1961 to 1965, thatʼs when I did all the books. Right after that I was just 
doing special books, but those five years I did practically everything. There might have 
been something Marie [Severin] had done, but I did ninety percent of creating all the 
color schemes for the heroes and the villains. If you look at the heroes you can see 
basic colors: reds and blues and a little bit of yellow. The reds and blues were very 
important for the superheroes. You really wanted them to pop out and those were colors 
that I could ensure that I was going to get. Place them in the right spots on the heroes, it 
worked. Jack made it easy. The first [Fantastic Four] didnʼt have any costumes but in 
the second book he put this long underwear on them with the number 4 on the chest 
and I figured just keep them blue. Iʼve never given blue to a villain. Orange was a color 
that we used and The Thing wasnʼt a human being so I could have made him anything, 
but orange was the best color to work with for him. He looked like bricks or earth. I got 
word from Kirby that that worked out fine. 

With Spider-man, thereʼs your red and blue, but even the blue on the early Spider-mans 
was a deeper blue, a blue with a lot of red in it. In those days it had more of a deep 
purple-y blue instead of just a flat blue. 

The villains were green and magenta and burnt umber and gray and everything else 
that went along with deep and dark muddy colors. If they couldnʼt come out that well, it 
was okay, because they were the bad guys. The heroes always got their red, yellows, 
and blues. I could go on with a lot of stories about why I did this and why I did that, but 
never in my wildest dreams did Stan and I imagine that we would talk about this for so 
many years. 

Itʼs interesting hearing you discuss color like that. As a kid I noticed that the Hulk 
had a villain color scheme, which reinforced the idea of him as a monster.

Well thatʼs a takeoff on Sub-Mariner. He was a bad guy and then became a good guy. 
Iʼm almost sure I came up with the idea of green. The jolly green giant was very popular 
in advertising. If Iʼm not mistaken I think the first issue he was in gray and I think that 
was Stanʼs suggestion. I told him itʼs not going to work. He said, give a shot, but then 
we put out just a few books. I donʼt quite remember all those exact things. It doesnʼt 
seem like a thousand years ago, but itʼs been a lot of years.

I never ever thought that would make me as equally well known today in the business 
as drawing teenage humor and romance books which Iʼve been doing for over fifty 
years. A lot of people in the business never even knew that I was involved in that until 
the magazine Alter Ego did a story on me in one of the early issues. Jim Amash really 



played up my involvement in all those superhero books. Jack was coming up with new 
books and Ditko and Don Heck and on and on and on. Daredevil was by Bill Everett and 
Wally Wood. I colored all of them.

How did you start out drawing teen romance and humor books? As you 
mentioned before you were drawing other things earlier in your career.

It was all Stan. It was a Friday. I remember so clearly because if I would have said no or 
if I had not done it, I canʼt imagine what Iʼd be working on today. I was in the office 
bringing some books I had colored. I would come up a few days a week and Stan would 
like me to hang around. We had some good times together. We found time to have 
lunch and take long walks. We became close on a social basis. He came to my wedding 
and we got to know him and Joan quite well. Then other things came in the picture, but 
when I do get to speak to him, we talk about those days. They were truly special times. 
In fact he asked me to send him some things some new stuff Iʼm working on and he 
commented on and we discussed them. He wrote a nice introduction to a hardcover 
book that came out last year called The Best of Stan Goldberg.

That Friday Stan said, Martin – who was the publisher at the time – wants to put out a 
teenage book and I want you to do it. I wanted to do a little bit more of the serious stuff 
but [Stan] said, go home and bring something in to me on Monday. So I brought some 
stuff in. He looked at it and said, youʼre going to do it. Simple as that. The book was 
called Kathy the Teenage Tornado and I did about thirty-five issues of that book.

When I did the first book I had a guy named Chris Rule ink it. He was a staff artist, an 
elderly gentleman who had a very important background in the fine arts, but he took a 
job in the bullpen. I got to know him and he was a nice guy. So he inked the story and 
he knew how to handle his brush and pen and it looked like my drawing. After my first 
ten Kathy books, I thought, well this looks pretty good. Even Stan started complimenting 
me on them. Heʼs the best teacher in the world. Back then Timely they had these bound 
volumes of all their comicbooks. I took those first ten books and they bound those [for 
me]. Iʼm looking at my shelves and thereʼs six shelves with about 180 bound volumes of 
15-20 books in each bound volume. I took the assignment and I enjoyed it and by 
enjoying something, you get results. The rest is history.

You did teenage books at Marvel and DC but most people know you for your work 
at Archie Comics where you worked for about four decades. Thatʼs a long time 
but are there any people or projects that stand out for you in your career?

When I went up to Archie in 1968-69, they already had Dan DeCarlo. I knew Dan fairly 
well when he was up at Marvel. He passed away in 2001. One of the great artists of all 
time. He was one of the guys I looked at when I started working, but it wasnʼt one guy 
that I looked at. There were actually three gentlemen that were drawing in three 
completely different styles but they did lots of teenage comics. Thereʼs Dan DeCarlo, Al 
Hartley and Bob Oksner. I never met Bob but I loved what he did up at DC Comics. Al 
did Patsy Walker and I did some of Patsy Walker also in the early days up at Marvel. 



We worked together. He did a series of books he lined up there was a company called 
Spire Christian Comics and Al did a lot of work for them on their humor and adventure 
and his humor stuff was just as good as his adventure stuff. His style was great. I loved 
his work and was a big fan. 

From those three gentlemen I learned storytelling, I learned how they approached 
things, and itʼs not something that I planned, but what came out of that was a Stan 
Goldberg style. Iʼm not putting myself in the same boat as those three gentlemen. 
Everybodyʼs an individual in this field and each one of those guys were giants. I hope in 
the years that I put in I had a little bit of that glory also and hopefully I still have it. Iʼm 
doing some very interesting work right now and just enjoying it tremendously but outside 
of my particular field naturally the giant of the mall is Jack Kirby. I can name off a couple 
of other gentlemen, one who happened to die at the age of thirty-two, that was Joe 
Maneely, who I knew very well. John Buscema, Joe Kubert, John Romita I enjoy and I 
know quite well. Especially John Buscema, he was my dear friend. We had such a good 
time working on Archie Meets the Punisher. That was a fun book to do.

How did that particular book ever happen because I donʼt think anyone would 
have ever expected that story.

Tom Palmer did the inking and he did a very good job. We had that book completed and 
nobody knew about it. There would have been a second issue but this is when 
Perelman owned Marvel and they went bankrupt. There was a lot of things going on but 
I got paid very well for it. How it was put together, they were thinking of some crazy 
ideas and you always have to be one step ahead. Even at that particular time it was 
pretty avant-garde to put those two together. The Punisher, heʼs not the best guy in the 
world. Heʼs good, but when he kills you he really kills you. When I found out Archie was 
going to be doing a thing with the Punisher, I didnʼt want too much of a violent element 
taking place in these books. In fact I eliminated certain things which I didnʼt want to 
draw. You can put them with the Punisher, but I didnʼt want the character doing some 
violent things in there. 

The last big story you did at Archie was the Marriage storyline. How did that story 
come about and what were your thoughts about it?

We always prepared when the 400th issue was coming out, when the 500th issue was 
coming out, maybe ten issues before that weʼd start thinking about what were we going 
to do. For issue #490-500 I created an Oprah Winfrey-type show in each one of those 
books and in each issue somebody from Archieʼs life goes on this show to say how 
much they love Archie. The teacher, the mother, each book, and at the end of that 
particular episode they would scream how much they hate Archie. But then when we got 
to issue #500 we did it where they all get together and everybody loves Archie. Issue 
#400 was devoted to when Archie was a little kid.

I had never met Michael Uslan, but when he came on the scene, that was the idea. I 
started getting scripts from him. I loved ninety percent of the stuff he was writing. Heʼs a 



good writer. Thereʼs one situation I had to change and I guess he agreed with me. The 
wedding when [Archie] marries Veronica, he had that wedding taking place at the new 
Yankee stadium. First of all, it was in the process of being built at that time. It would 
have not looked nearly as good as if the wedding were taking place at the Lodge Estate. 
At the Lodge Estate you could have helicopters and lines of cars and events inside the 
estate and Josie and the Pussycats entertaining outdoors. Thereʼs a lot of things I could 
draw that would work out better than doing something at the new Yankee Stadium. But 
after that he there was a lot of good stuff and I got to know Michael. It was an idea I had 
no input at all except for that little sequence. The wedding worked out well. It turned out 
to be a big hardcover book which I went all over signing at bookstores.

You mentioned earlier the book that was released by IDW last year, Archie: The 
Best of Stan Goldberg and you were the third artist to be so featured, after The 
Best of Dan DeCarlo book plus the collection of Bob Montanaʼs comic strips. 
What did you think of the book?

Well for Dannyʼs book they went to the very early days of Danny up at Archie. They did 
the same thing with me, but I had some input into my book. Very little. Dannyʼs book 
printed a lot of stuff from the fifties and very early sixties and seventies. I think Dan was 
really rolling in the eighties. For my book they went back to the seventies. I didnʼt know 
who was doing it. I had no control over that at all. I got to know Chris Ryall up at IDW 
and I said, Chris, I would like a little input in this book if itʼs possible. Iʼm going to send 
something to you that if you could include it in the book, I would greatly appreciate it. In 
the book you see the fashion pages that they use, thereʼs about fifteen of them that I 
designed, I pencilled and I inked them. Iʼm a good inker, but I donʼt have the time unless 
Iʼm doing a fashion page. He also did a couple of other things that Iʼm very very happy 
about. I sent him my pencil drawings of all six of the wedding book covers. What you 
see with those six drawings very few people see that artwork of mine. They printed up 
very well and Iʼm proud of those six covers. Thereʼs a nice picture in the back of the 
book with my wife and I and Archie is a little drawing off to the side playing a guitar. 
When the book came out and I saw that picture I was very pleased with what Chris and 
the other people who put the book together did. I would have picked out a lot of different 
stories and Iʼm sure if Danny was alive he would too, but Dan never did a bad job. 

Bob Montana was another boy genius. Those early strips when he was just a young 
guy, boy, could he draw. When you look at it today the style might appear a little bit old 
fashioned, but it doesnʼt bother me one bit. Thereʼs so much life to it. He was good.

Youʼve mentioned a few times in the course of our conversation that youʼre no 
longer working for Archie after many, many years. Itʼs been a little while now, but 
do you want to talk about it?

Well Iʼve been asked this a number of times and let me put it this way, I would still be 
drawing Archie. I know that leaves a door open. It doesnʼt have anything to do with 
money, either. Itʼs kind of strange. 



The six book Wedding series took me quite a few months to complete because I had to 
approach that differently. I couldnʼt think of them as sixteen years old. I did a lot of 
model sheets of how they should look when theyʼre 23 and 24 years old. I would show 
them to my editor and go over them and tell him what Iʼm thinking. Let me put it this 
way, Stan Lee was my editor, and thank god I had him for my first twenty years of my 
life. Doing those books I had to prepare myself. I did half the work that I would normally 
do each day. I have two sons and I would think of when they were sixteen and how they 
looked when they were 23 and 24 and now theyʼre much older and married and have 
children, but I made model sheets of my boys as a way of getting into this. Bob Smith 
had been my inker for the past thirteen years and he did an excellent job. 

Iʼm glad we did it doing the Veronica wedding first because that sets the stage for 
people being very upset with Archie marrying Veronica instead of Betty. People took it to 
heart. Some people were quite upset. I canʼt tell you the letters Iʼve gotten from 
successful writers who grew up reading Archie magazine. Articles about how he should 
have never done this and never done that and it sets a bad example to boys and girls 
that he should go for that type of a girl and on and on and on. Iʼm thinking, itʼs a 
comicbook–no more, no less–with a lot of good art and a lot of good story in there. Iʼm 
proud of those books. And thatʼs the last thing I ever did for them. All my life, the job Iʼm 
working on is the best job, but that particular job was a special one. 

One of the best, I think, was #599 around the time of the fiftieth anniversary of the 
Woodstock Festival. It was a story that dealt with a big music festival being held in 
Riverdale and it was based on the Woodstock Festival and I had so much fun drawing 
that and basing it on the characters who were at Woodstock fifty years ago. 

There are a lot of other issues I can think of offhand, but Iʼll leave it at, I would still be 
working with Archie, but I donʼt want to go into. I know that leaves a lot of things 
hanging. A lot of guys in the industry did some things on my behalf. For forty-one years I 
drew Archie and that was quite a stretch. 

I can understand wanting to leave it hanging and not wanting to say more.

Itʼs an unfortunate situation. People in the industry like what I did and they didnʼt give 
me another teenage book to draw, they gave me other things to draw. When I think 
about it, I succeeded. A lot of the things Iʼve done in the past year were quite different. 
This one Iʼm working on now is a four book series. Iʼm inking it, also.

Iʼm still a fan of this industry. Iʼve been a fan all my life. I still like to look at new stuff 
thatʼs coming out. If thereʼs something I look at and it doesnʼt please me, I just wonʼt 
look at it again. The good stuff still blows my mind. Itʼs a good industry. In a lot of 
respects, itʼs not a good industry, but what industry is? Itʼs just one of those things. You 
try to make the best of it. I was given this talent and a lot of hard work with that little bit 
of talent has let me draw my pictures. Iʼm the toughest critic of my work.



Charles Schulz, Sparky, told me once if youʼre working on something successful, keep it 
looking the same, but make it different. We knew each other for a while. I always 
thought that the strength in my art was the storytelling. One story Iʼm doing for these 
books, sometimes a couple of pages can go by and itʼs basically just talking heads. I 
have to do it in a way that will make it as interesting as possible. I think I succeed most 
of the time. Not 100%, but I try very hard.



Spotlight on Sal Buscema

Originally Published May 2012

I donʼt know that Sal Buscema is anyoneʼs favorite comics artist, I donʼt think anyone 
would argue he was the best, but he was good. Very good. He was prolific in a way that 
seems mind boggling. His older brother John worked as a comics artist for decades and 
remains beloved as one of the greats, but while Sal wasnʼt the draftsman his brother 
was, he was a great storyteller. People remember the energy and the dynamism of his 
art, they remember the stories he told, and while others were flashier, Buscema very 
quietly was busy telling one story after another after another. Heʼs one of the artists who 
defined the Bronze Age of American comics.

Towards the end of the interview I mentioned how in the announcement about the book, 
he was credited as “the legendary Sal Buscema.” He hadnʼt seen that and there was a 
pause at the other end of the phone line. He didnʼt want to respond flippantly, but clearly 
it wasnʼt something he expected. I can only hope that he took it as it was intended, as a 
sign of how so many people in comics feel towards him and his work.

I think of Buscema as the equivalent of a character actor. Talented and recognizable but 
never a star, just someone who did good work, showed up every day, and treated it like 
a job. A job they loved, but they chose it over advertising work or commercial illustration. 
Because they loved storytelling, because they loved comics, they loved the people. 
Hopefully this article, like so many other articles and public events, have shown him that 
the comics community loved him back.

Original Article:

Sal Buscema is a name familiar to just about anyone who read comics during the 
“Bronze Age.” An incredibly prolific artist, Mr. Buscema contributed to the now-legendary 
“Kree-Skrull War” storyline and pencilled long runs on The Incredible Hulk, Thor, 
Captain America, The Defenders, Rom SpaceKnight, The Spectacular Spider-Man and 
many other titles for Marvel. The younger brother of fellow Marvel artist John Buscema, 
he was one of the companyʼs major fill-in artists and was known as “Our Pal Sal” in the 
old Marvel “Bullpen Bulletins.”

In recent years, Mr. Buscema has been working primarily as an inker. Working with 
writer Tom DeFalco and penciler Ron Frenz, he inked a long run on Spider-Girl and The 
Amazing Spider-Girl along with other projects. This year, Mr. Buscema inked the recent 
“G.I. Joe” Annual and is the regular inker for the ongoing Dungeons and Dragons: 
Forgotten Realms comic series. Mr. Buscema is also inking a number of upcoming 
issues of G.I. Joe. When the solicitations were released, IDW credited the artist as “the 



legendary Sal Buscema,” which astonished the septuagenarian artist. CBR News 
reached Mr. Buscema at his home in Virginia.

Youʼre inking the Dungeons and Dragons: Forgotten Realms series and inked the 
recent G.I. Joe annual. How did you first start working at IDW?

I did a cover for them a couple of years ago. Marc DeMatteis was doing some writing for 
them and he asked me if I would be willing to do this cover for one of his books and Joe 
Sinnott was going to be inking it. I did that and the work at Marvel and DC kind of dried 
up. Iʼve been part of a three man team, working with Ron Frenz and Tom DeFalco. 
Weʼve been together for numerous years doing Spider-Girl and several other projects 
for Marvel and for DC. Iʼm supposedly officially retired, but I didnʼt want to stop working. 
I love what I do, so why stop working? If the work is still there and Iʼm still in demand 
then Iʼm going to continue to work for as long as that exists. I called the IDW editor that I 
had worked with–he used to be an editor at Marvel–and I essentially said to him what I 
just said to you. I just want to keep working and I was wondering if IDW would be 
interested in giving me any work. Primarily inking. Thatʼs what I want to do. I guess it 
was maybe a month or so later I got a call from Chris Ryall, whoʼs the editor in chief up 
there. Chris said that he had been a fan of mine for many years. He loved what I do and 
as they say, the rest is history. We hope that the relationship lasts a long, long time. 

For the G.I. Joe annual you recently inked, Ron Frenz penciled one of the stories.

He did a third of what was one story essentially. He did a little more than a third of the 
book and Ron Wagner and Herb Trimpe split the rest of it. I had to ink three different 
guys on that job, which was a little bit of a challenge, but it seemed to work out okay. 
They seemed pleased with the work that everybody did on it.

Youʼve worked with Frenz for a number of years as you mentioned, but have you 
worked with either Larry Hama or Herb Trimpe previously? I know that the three 
of you were all working at Marvel for many years.

I have inked Herb Trimpe on occasion, though not an awful lot. I donʼt believe I ever 
worked with Larry Hama.

You took over penciling The Incredible Hulk from Herb Trimpe, I believe.

Yeah. Herb went onto something else and they called me and asked if I wanted to take 
over the Hulk. That was about hundred fifty years ago. [laughs] It seems like a hundred 
fifty years ago. Anyway when they called and asked me to do it, I jumped at the chance. 
The Hulk is my all-time favorite character. I think I did it for almost ten years. It was a 
labor of love for me. I just loved the character and had the opportunity to work with 
some wonderful writers on it, too.



Talk a little, if you would, about Dungeons and Dragons: Forgotten Realms, 
because the fantasy genre is something a little different from the work for which 
youʼre best known.

Well, inking is inking. Inking different people is always a challenge. Lee Ferguson is a 
very talented guy and Iʼm trying to do a bang up job on it because itʼs a new project. I 
mean, I try to do a bang up job on everything I do, because thatʼs just the way I am. I 
canʼt work any other way. He is obviously a very, very different penciler from Ron Frenz, 
who I have been inking for quite a few years now, and itʼs a challenge to do that. The 
book looks very interesting. I canʼt tell you anything about the story per se because Iʼm 
not privy to it, except for what I see in these pages. Itʼs not necessary for me as an inker 
to know exactly what is going on in every little instance. If it were necessary for me to 
know what was happening in that regard, Iʼm sure Iʼd be told. Inking is just something 
that you do and whoever you ink, you try to do the very best that you can on each 
individual. My personal philosophy is to be as faithful to the penciler as I possibly can 
be. 

You think of inking as something very different from penciling.

Oh my gosh yes. Absolutely. [laughs] Itʼs like night and day. With penciling, youʼre 
creating the story pictorially. You have to be a storyteller. In inking, youʼre primarily 
concerned with the reproduction of the job. As I said in my case, I always try to be 
faithful to the penciler. When I was penciling, which I did for so many years at Marvel, 
and I did not ink my own work, I would always hope that whoever was inking my 
penciling would be very faithful to me. The difference [between penciling and inking] is 
so different. 

The inker doesnʼt have to tell a story in the same way that the penciler does. All the 
inker is doing is finishing what the penciler does. Thatʼs what the inker is, a finisher. 
There was a time many, many years ago when I first started in the business, and even 
before that obviously, the inker was primarily the guy who finished the work, tried to be 
faithful to the penciler, and it was strictly for reproduction purposes. It was line 
reproduction. Of course, itʼs vastly different today. Itʼs not like it was in the old days. 
Inking was, by and large, done by guys who were probably not good enough to be 
pencilers. That was not true in all cases, obviously, but it was true in a lot of cases. Itʼs 
always been my first love. I broke into the business as an inker and I wanted to stay 
there, but when Stan saw my penciling he decided he wanted me to pencil. And when 
Stan wanted you to do something, you did it. [laughs] 

Iʼm just interested in how you think about inking and approach it.

Thereʼs no great mystery to it. I pick up a brush, I dip it into the inkwell. [laughs] I hate to 
be so non-profound, if there is such a term, but thatʼs the mystery of it. When youʼve 
been doing it as long as I have, you can almost do it in your sleep. Thereʼs a little 
hyperbole there, obviously. The challenge is when I have someone different to ink. As I 
said, with Lee, it was a little bit of a challenge because he is so vastly different from Ron 



Frenz. Guys are just different and you have to adapt to the penciler. Hopefully Iʼve done 
that with Lee and hopefully weʼll be turning out a good book together.

What is it about inking that you enjoy?

Itʼs always been my first love. When I was a kid, as you know, my brother John was in 
comics. When he became a freelancer there were always penciled pages all over his 
studio. I would pick up a brush and a bottle of india ink and Iʼd start inking them. I guess 
I developed an ability to do it. It came very naturally to me. I love working with a brush 
and I love the medium of black and white line. Itʼs not easy to do. Itʼs a tremendous 
challenge and itʼs just something that I enjoy thoroughly. 

As I said, when I first applied at Marvel for work, I wanted to do inking. I did a six page 
story that I just made up myself. No dialogue, just told a story pictorially. The character 
was the Hulk, because I was fascinated with that character. When Stan saw it, he 
wanted me to pencil. Now donʼt misunderstand me. Itʼs been a wonderful career being a 
penciler, but Iʼm at a point in my life where I donʼt need that kind of difficulty, and it is 
very difficult being a penciler. Itʼs very difficult telling a story pictorially, especially some 
of the books. The group books are very difficult to do because youʼre dealing with so 
many different characters and you have to capture their personalities and telling the 
story is just not an easy thing to do. Inking is fun. Itʼs not work. It never has been work 
for me. Was it Mark Twain who said, do what you love and youʼll never work a day in 
your life? Thatʼs essentially what inking is for me. 

I bring this up because when people talk about your work–

People talk about my work? [laughs]

You were prolific, but you were also an excellent storyteller.

Thank you. I appreciate that. I think that was my strength. My storytelling is probably 
why I worked so many years for Marvel. If they had their way, I would never have had a 
day off. I insisted on that upon occasion.

When did you start as an artist. As you mentioned, and many people no doubt 
know, your late brother John was an artist.

John was eight years older than I. When I was twelve years old, I think, he got his first 
job at Timely Comics, which then became Marvel. At the age of sixteen I made up some 
comic book samples, penciled and inked them. I took them around. At the there was, a 
little hyperbole here, a comic book company every six blocks in New York. I guess I 
went to every one of them. I was not good enough. I wasnʼt ready. I did not get any work 
so I continued with school. When I graduated from high school, I had the opportunity to 
go to college. I could have gone to Cooper Union in New York, which is a very fine art 
college, but I opted to go right into the business. I started right out of high school as an 
apprentice in a couple of different art studios. Essentially what you did was ran errands 



and erased things and kept things clean and swept and you did the odd jobs that 
nobody wanted to do until you had the opportunity to finally sit at a board and start 
doing some work. Of course you had to have a portfolio to get the job to begin with, so I 
assume they recognized the talent that you had. I was in advertising and graphics for 
about thirteen or fourteen years.

I found out that in the sixties that comic book industry was coming back and I found out 
through John who was still living in New York. I was down here in Virginia. When that 
happened I decided I wanted to take another crack at it because I wanted to do comic 
books. Itʼs just such a fun way to earn a living. I worked for about a year to try to learn 
how to do comic books because I was not a part of that industry. John was doing them 
and I certainly had an insight into doing comic books, but itʼs not an easy craft. Itʼs a 
very, very difficult thing to do and requires a lot of work and diligence and dedication. 
Anyway I worked up those samples at the end of that year and Stan saw them and as 
they say, the rest is history.

Who were some of the artists you were interested in when you were younger?

Well in comics, Hal Foster and Alex Raymond. I was a big fan of Caniff, but I preferred 
the styles of the two that I mentioned before. Some of the great illustrators of the day. 
Robert Fawcett, who Iʼm not sure a lot of people are familiar with, but was probably one 
of the greatest draftsman that this country has ever produced. He did some absolutely 
marvelous story illustrations for the magazines that existed back then like Collierʼs and 
Ladies Home Journal and all the wonderful magazines that are no longer in publication. 
Al Parker. Norman Rockwell was a great favorite of mine. So many of the artists that 
were involved with the Famous Artists School. Of course the great artists of the 
Renaissance. One of my favorites is Rembrandt. Just an absolutely fantastic painter, 
The man was an absolute genius. Da Vinci. Even more than Da Vinci, Michelangelo. 
And in more modern days, one of my favorite artists of all time was John Singer 
Sargent. It was just uncanny what that man could do with paint. Just unbelievable. He 
was truly gifted beyond mortal imagination. I canʼt name everyone but that gives you a 
smattering of who my favorites were and who influenced me a lot.

In comic books, Jack Kirby was, to me, the greatest comic book artist of all time. Joe 
Kubert was another great one. Just marvelous artists. And I was greatly influenced by 
John. Itʼs pretty evident in a lot of the work that I did.

I think so and I canʼt help but think that if you brother was still with us and I put 
that same question to him, he would name many of those artists, Foster and 
Raymond, especially.

Absolutely. He was a great admirer of Hal Foster and Alex Raymond. He liked Caniff 
also but we went more towards the master draftsmen and although Caniffʼs drawing 
was very good it was somewhat stylized whereas Alex Raymond and Hal Foster their 
drawing was extremely realistic and they were both marvelous draftsmen. Thatʼs what 
John and I, and probably everyone else in the business, appreciate.



I did want to talk a little about the years you worked at Marvel. For instance I 
didnʼt realize until the recent collection that you drew part of the Kree-Skrull war 
story.

Oh my gosh. That does go back a few years, doesnʼt it? You probably know more about 
it than I can remember. It was so long ago. So many times in interviews, the interviewer 
will ask me a question about an issue that I did thirty or thirty-five years ago and I have 
absolutely no recollection of it. [laughs] Go ahead, Iʼll do the best I can.

I can imagine. There are pages and sequences that just imprinted themselves on 
our young brains and have stayed with us ever since, but you spend an hour on it 
decades ago.

Maybe less than an hour. [laughs] One of the things that I have been blessed with was I 
always told everybody I wasnʼt a very good artist but I sure was fast. [laughs] I donʼt 
mean to be flip. Thatʼs one of the things that Marvel could always depend upon. 

You mentioned that the Hulk was your favorite character. Why?

Heʼs so different. Heʼs not your normal superhero running around in spandex saving the 
world every month. He was such a fascinating character and the possibilities for the 
character were limitless as far as I was concerned. It was always an adventure. Every 
book I did, I approached it like I was working on it for the first time. That was one of the 
blessings of being able to work with such good writers when I was doing the Hulk. I was 
working with good writers on other books, too, but I was particularly blessed with that 
book. The character was so unique and I really felt that the possibilities for that 
character were truly limitless and he was a lot of fun to draw because he was ticked off 
all the time. [laughs] You could really vent with this guy when you put pencil to paper.

There was a great run of writers working on the book in the course of that 
decade.

When I started Len Wein was the writer if I remember correctly and again Iʼm trusting a 
very faulty memory. Len and I had a really good relationship and we were worked very 
well together.

Roger Stern wrote it for a while. Bill Mantlo worked on it for a long time.

I ended my run on the Hulk when Bill was writing it. There were several in between and 
theyʼre probably going to get really ticked off at me for not remembering who they were. 
I ask for their forgiveness.

You also drew the Hulk in The Defenders for a few years. Like The Hulk, that a 
book that was a little different.



They were supposed to be a very loosely knit group of reluctant characters who really 
didnʼt want to be there, but circumstances brought them together every month. It was 
unique in that fashion, I suppose. Not like the Avengers who were official members of 
this group The Avengers. The Defenders really wanted to be elsewhere, but 
circumstances always brought them together.

Another book you worked on with writer Bill Mantlo was Rom.

I enjoyed Rom a lot. A very funny story about Rom is that, as you know, it was based on 
a Parker Brothers toy. I believe that this is the first time this had ever happened in the 
comic book industry where a major company came to them and asked them to develop 
a comic book based upon, in this case, a toy. Which Marvel did. They were hunting 
around for somebody to do it. Nobody wanted to do it because they said, this guy is a 
walking toaster. We donʼt want to do it because itʼs very uninteresting. They finally called 
me and Iʼve always had the attitude of, take the work when itʼs available. I didnʼt care 
what I was doing as long as I was busy. Obviously I said yes and it turned out to be  a 
pretty successful book. I think I had a five year run on it before I dropped it to go onto 
other projects. It was a very interesting book to do. It had a lot of challenges.

You joked that you donʼt remember all the writers you worked with, but did you 
have much interaction with writers or was most of the interaction through 
editors?

Mostly through the editors. One of the things that I think was a mistake on my part was I 
didnʼt go to the offices in New York as often as I should have. Just to let people know 
what I looked like. [laughs] Or just to fraternize with the people up there. That was 
probably a mistake on my part. 

Funny story about Len Wein. I started The Hulk with Len. He had a habit of being late 
with the plots so he would call me on the phone and he would relate the plot to me over 
the phone. Of course he had this sketch in his mind of what he wanted to do with the 
story, but occasionally–and this didnʼt happen too often because he would usually know 
what he wanted–he would reach a little bit of a snag in the story and he and I would kick 
it back and forth. I would say, well, how about this, and he would say, letʼs go that way 
and so on and so forth. When I said that we had a great relationship and the chemistry 
between us was really good, this is what I was talking about. He communicated the 
plots to me over the phone and I donʼt recall that ever happening with any other writer. It 
may have, but I donʼt recall it. Len worked that way with me all the time and it worked 
out to be a pretty successful run that he and I had. We had a lot of fun together. 

I enjoyed working with Roy Thomas and I learned a lot from Roy. I was starting in the 
business with Roy as my first writer and his plots were fairly tight. He certainly gave you 
a lot of freedom, but he knew very well what he wanted. Back then we were doing it the 
Stan Lee way where [the writer] would have a fairly loose plot and then allow the 
penciler to flesh everything out and turn it into a twenty-two page book. Why that was 
ever abandoned I will never know. It was that system that made Marvel the number one 



comic book company in the world. I loved worked with Marc DeMatteis. Tom DeFalco is 
the consummate professional. I loved working with Tom. I worked with him recently on 
Spider-girl and of course both he and Marc DeMatteis wrote the Spectacular Spider-
Man book that I was fortunate enough to originate back in the seventies. I worked with 
both of them for a time on that book. Again I ask forgiveness of those I worked with that 
I do not mention because my memory is pathetic. [laughs]

As you mentioned, you and Tom DeFalco and Ron Frenz have worked together for 
a number of years on different projects. Why do you think you work so well 
together?

One of the reasons I enjoy working with Ron so much is because heʼs a consummate 
professional, a phenomenal draftsman, a wonderful storyteller and his work is just an 
absolute blast to ink. He puts a tremendous amount of information into every panel that 
he does. I thought I was fast when I was doing penciling, but Iʼm amazed at how fast 
Ron is. He must put in a very long day because itʼs just amazing that he can produce as 
much work with as much detail and as much information as exists in every one of his 
panels and pages and still turn out the work as quickly as he does. Heʼs just a joy to ink. 
Heʼs just a tremendous draftsman and thatʼs one of the things that I mentioned before 
that I really appreciate I love his drawing. He has a great sense of drama. He can be 
comical. He has all the qualities of the great storytellers and you canʼt ask for more than 
that. Heʼs just an absolute blast to ink and I enjoy it thoroughly. He and I are going to be 
doing issue of G.I. Joe together for IDW.

When you were penciling, who were the inkers you enjoyed working with?

Well Joe Sinnott is a master. He made me look good all the time. I was always very 
appreciative of that. One of the guys that I really enjoyed was Bill Sienkiewicz. Bill totally  
overpowered your penciling because his style was just so overpowering, but my gosh, 
what a fantastic talent he is. It was a privilege to have him ink my breakdowns. Again 
Iʼm having problems with memory again. Iʼve been separated from that aspect for so 
many years. The names just donʼt come back that quickly.

I donʼt know if you know this, but all the previews for the books has mentioned 
that they will inked by either “the great Sal Buscema” or “the legendary Sal 
Buscema.”

Wow. Iʼm overwhelmed. Iʼm not being flip. That just boggles the mind. I had no idea I 
was a legend. [laughs] I certainly donʼt consider myself a legend. My gosh. If that helps 
sell a few more books, then fantastic. Go for it.

Just in closing, I read youʼve acted in a number of plays and Iʼve been told that 
you played a fine Tevye in Fiddler on the Roof.

Where did you hear that? [laughs] Yeah. Iʼve done it four different times for four different 
theater groups. Iʼve always had a lot of ham in me. From grammar school, I always 



wanted to be up on the stage performing. I guess it was twenty-five or thirty years ago 
when I decided to take a crack at it. My schedule afforded me the time to devote some 
time to community theater. I auditioned for a role in a play and got the role and just went 
on from there. I did community theater for twenty years or more. It was very funny. I only  
did two straight plays and all the others were musicals. The first musical that I did was 
Fiddler on the Roof. I think it was the third show that I ever auditioned for and I got the 
role of Tevye. I did it three times after that and Iʼve done a whole bunch of other things 
too. I donʼt know how good I was, but I sure did have a lot of fun and met a lot of nice 
people and it was just a wonderful experience all the way around.



Aragones Celebrates Five Decades of Mad-ness

Originally Published January 2011

What is there to say about Sergio Aragones except that he is as funny, as charming, as 
interesting as one might hope for having read his work. 

Aragones is possibly the most recognizable person Iʼve ever interviewed. Even if people 
havenʼt read Mad Magazine in years, or decades, they might know his name. Or if told 
that he drew the Marginals and A Mad Look At features, they will be able to picture his 
artwork and that style he works in, even if they lack the precise language to describe it. 

Original Article:

There are few cartoonists whose work is so beloved and so easily recognized as that of 
Sergio Aragones. For almost fifty years his work has been one of the mainstays of Mad 
Magazine and the two features he is most associated with, “A Mad Look at...” and the 
Marginals, are two of the features that people remember best. His work has been in 
every issue of the magazine except one since issue #76 dated January 1963. Running 
Press has released a new book collecting a selection of his work from Mad in Sergio 
Aragones: Five Decades of His Finest Work.

Mr. Aragones has received just about every award that a cartoonist can win, many more 
than once, including the Reuben of the Year Award from the National Cartoonist Society. 
He is not a man who rests on his laurels. He's currently drawing the latest installment of 
his long-running series Groo the Wanderer, a crossover between his character and 
everyone's second favorite barbarian, Conan. He's also writing and drawing for Bongo 
Comics and contributing to The Simpsons family of comics, in addition to contributing 
work to the Mad animated show currently running on Cartoon Network.

His new project, which was announced just after this interview was conducted, is 
Funnies, an ongoing comic book from Bongo which, in the words of editor Bill Morrison, 
“will just be Sergio doing what he does best; drawing the funniest cartoons in the 
universe!”

Does it feel like it's been five decades that you've been working at Mad Magazine?

No no no. Time flies so fast. You get an idea, you draw and you have a lot of fun doing 
it. It's something that I've been doing all my life. For me it's never been work. It's 
something that comes so natural. When somebody says, it's been five decades, that's 
when you realize that yes, you've been doing it so long.



Mad had been running for about a decade before you started working there. What 
was its reputation back then when you first came across the magazine?

I grew up in Mexico. I was in high school and one day I saw the magazine. One of my 
colleagues had it and I didn't want to return it. I had never seen anything like it. I couldn't 
understand it because I didn't speak any English, but the drawings were amazing. They 
were something I had never seen. I was already drawing cartoons, but to me, they were 
such a discovery. I started getting every issue when it came out and asking everybody 
to help me translate it to find out what it was all about. To me it was one of the biggest 
things that ever happened. I learned more every time an issue came out. It to me was 
just a representation of the best art and the funniest thing I had ever seen in my life.

Was there anyone or anything that stood out to you at that time?

All of it. It was such a together work. The thing that amazed me the most, well, besides 
the people like Mort Drucker, were the caricatures that they were doing, which were 
excellent. The one thing that Mexico had was very good caricaturists. So that didn't 
encourage me as much as, for instance, Bob Clark, George Woodbridge, because of 
the realistic way he drew. I've never seen anything like it. Of course Spy vs Spy. Don 
Martin, which I thought was the craziest thing I have ever seen. And also Al Jaffee's 
deceptively simple cartoons. They looked simple but once you started realizing it, they 
had such expression and such a great sense of humor. So all of them. It was just 
amazing.

You mentioned that you were drawing back then. Was Mad an influence on the 
direction you took?

Mad wasn't an influence then. I was just an admirer. The way that they drew, to me, it 
was impossible to draw like that. I was drawing cartoons without words. I just had such 
a large admiration for everything that was published in Mad. It was not like I wanted to 
draw like that, because it didn't have anything to do with what I was doing. I had never 
seen anything like it. My influences were mostly European: Spanish and French. In 
Europe, in those times, they were doing pantomime cartoons, and in the United States 
there was no use for pantomime cartoons. I never thought I could ever work for "Mad" 
because Mad was a magazine about satire. They were lampooning movies and 
advertising and my cartoons were about just making people laugh without any real 
message behind it.

When I arrived to the United States and I tried to sell my cartoons, everybody said, you 
should go to Mad. In the beginning I didn't understand because I was a fan of Mad. I 
knew their work. I was in admiration and awe of the magazine. To me when they'd say 
that, I thought, you don't know the magazine. The magazine is about satire. So when I 
went to Mad, I went to meet the cartoonists and to find out why everybody was sending 
me there, because maybe I was wrong about something. When I arrived, they looked at 
the cartoons. They put them together in a two-pager and made it relevant. They saw 
cartoons about astronauts and they saw “A Mad Look at the U.S. Space Effort,” which in 



the book is the first one. Then I realized that, yes, when you put cartoons together and 
focus it to a particular subject, it was a comment.

When you were a student at the University of Mexico, you studied pantomime 
under Alejandro Jodorowsky.

Yes. I was studying architecture and I was in the theater group. When Marcel Marceau 
came to Mexico, Alejandro came with him. He is from Chile and his Spanish allowed 
him to stay in Mexico. He opened a pantomime school and eventually he went on to 
make movies and become one of the most important people in the field of literature and 
comics and movies. I was in the theater, not because I wanted to become an actor, but 
that was where all the fun was happening with all the young people. I had loved 
pantomime when I saw it in the theater and in the movies, like Jacques Tati or Marceau 
of course, but I realized that learning pantomime I could apply it to my cartooning. It was 
a way to understand the movements of the body. I asked him if I could join the class 
because I wanted to learn pantomime to apply it to my work and that's how I was part of 
the group.

What do you feel is your strength as a cartoonist? What do you think you do 
well?

Probably simplifying an idea. When you look at the Marginals, they're simplifying a 
subject, a joke, to the simplest way to communicate it. Trying to avoid the unnecessary. 
When I'm doing comics that's a different matter because you want to place the reader in 
a field so you want to put a lot of details so that the man that's reading the comic feels 
he's there. But for humor, less is best. I think that's my strength. The less to express the 
most.

In putting together a book like this, is it a struggle to go through archives and 
decide what should be included?

Yes. It was hard to the point that I told them to do the selections themselves and to let 
me know after. They chose the ones that they thought would make a very interesting 
book and then I eliminated some and added others. To me it's like choosing between 
your babies.

Last year you started contributing to The Simpsons comics.

I've been a fan of The Simpsons from the first time I saw them on TV. When Mad 
Magazine went from monthly to bimonthly, [Bongo] called me and said, “Sergio, you 
have a little more time now, can you work for us on The Simpsons?” I immediately said 
yes because, as I said, I am a real fan of it. I knew the characters like they were my own 
because I've been watching them from the beginning and I've been looking at the 
comics and I thought it was very clever. So I said yes and started working for them and 
it's been very natural. I felt like I belong there. It didn't come hard. What's hard is that 
because the Simpsons universe exists – the house, the factory, the Kwik-e-mart – 



everything is already drawn, so when I'm drawing I have to do it the same way. I cannot 
invent a new Kwik-e-mart or a new house or a new bedroom. It's the research that takes 
the longest time. I have a little leeway with the characters. They have to look like the 
cartoon, but I have can adapt my style to them, but when it comes to the backgrounds 
you have to be accurate. Besides that, it's been great great fun.

Reading Maggie's Crib, it's undeniably you and such fun and it's amazing no one 
ever thought of this idea before.

Well, to me it's such a perfect character. Every time they've done it on TV, Maggie does 
everything very well, but secretly. I wish I had thought of it myself. When they asked me 
if I could do single page for Maggie, which would be silent because she doesn't talk, it 
was a very good venue to work with them. Then if you think of Maggie, you think of Bart 
and Homer and you start thinking of other stories. I just finished one about Maggie 
going to the factory with Homer by accident and that was an eight pager without words.

And you had your head show up on the new season of Futurama.

[Laughs] That was great. I'm the only cartoonist left. They asked me if I could come to 
the studio to do the voice and I said, of course. It was such an honor to be a part of that 
universe of Matt's head and all the other writers and artists. I was very, very happy.

You have a comic series Groo. There have been many miniseries, over a hundred 
issues, but for people who don't know, what is Groo?

When I was a kid I loved comics like any other kid and because I never studied art, I 
considered myself a writer that draws his own stories. To me, drawing was a way to 
convey my own ideas. So I always loved comics and I always wanted to do comics, but 
in the United States there were no humor comics. There were adventure comics, there 
were horror comics, love comics, teenager comics and funny animal comics, but there 
were no humor comics. I thought, well, I cannot do a comic because there's not a 
market for it. It was when I went to Europe for a couple of years and came back I 
realized that in Europe there were a lot of humor comics and there is a market that has 
not been tapped so I started working on creating comics. My problem was, in those 
times, the companies didn't share the copyright with the author and I wanted to own my 
own material.

I have loved always sword and sorcery because they lend themselves to a lot of very 
funny situations. There was nothing in the market like a humorous Conan. [Groo] is 
about a silly barbarian who never thinks. A wandering barbarian that is a very stupid 
individual but very good with a sword and has a dog that is smarter than he is. He is a 
catalyst for conflict. Groo I do with a colleague of mine, Mark Evanier, an excellent 
writer, just amazing. Because of my English, I asked if he could collaborate with me on 
dialogue and the stories and he said yes and we've been working together from the 
beginning. And the team is Stan Sakai, who's a very good author, he does Usagi 
Yojimbo, he still does my lettering when he's not spending his time doing his own 



material, and Tom Luth, who to me is the best colorist in the field. He also colors my 
work in Mad. We've been a team for many many years.

As you said there have been many issues and they've been collected but they're 
not always easy to find. Are there plans for more collections or to release the 
book digitally?

Well, all of my comics have been collected in books, but they sell out very fast. Right 
now a second printing would be hard because the comics are going through a hard 
time, but I'm still working on Groo. Right now I'm doing a crossover between Groo and 
Conan with a very good artist named Tom Yeates. He's drawing the serious Conan and 
I'm drawing Groo and they are meeting in four issues that will be collected in a graphic 
novel. I'm working on the Mad animated show for Warners.

How is the animated show going? When the announcement was first made about 
show, they included the vague statement that your Marginals work would be 
incorporated somehow.

They realized that they wanted new material so they called me and I'm working on new 
material. It's been easy because it's like I'm doing the Marginals. It's a very funny show. 
It's only fifteen minutes but they put so much in it because nowadays it seems like the 
new generation can see more than we could. It is incredible. How can they see that? 
But they do.

One other thing I wanted to ask about, in the introduction of the book, you 
mention the trip to Mexico City made by the staff and about how Bill Gaines used 
to take the freelancers on vacation every year.

Yes. Including the lawyer and the accountant and the editor. We went overseas over 
twenty times. The trips started in 1960 and they stopped when Bill Gaines passed away 
in the eighties. He paid for everything. We went on African safari. We went to Russia. 
We went to all the Scandinavian countries. To Europe many times. Mexico. Tahiti. We 
went to a lot of places and we shared rooms so as roommates I had Jack Davis and 
Jaffee and Martin and Prohihas. They became like family because you knew them so 
well, you even shared a room with them on trips. It was not a group of people working 
for Mad. It was a family working for Mad. The relationship between the artists and the 
writers and everything goes beyond the work. It's a family affair.

I would imagine that's very different now.

What changed wasn't the lack of the trips or the passing of Bill Gaines. What happened 
is before everybody lived in New York because everything that was happening was 
happening in New York. There was no internet or Fedex. Over time, communication 
became easier so everybody started moving. Antonio moved to Florida because his 
family was there. Jack Davis to Georgia because he was from there. Don Martin to 
Florida. Everybody started moving to different places. I'm in California. That separation 



was not by no means a lack of interest, it's because times change. Everybody could 
send their work by mail or other means, so they left. It was not necessary to be in one 
particular place. We still correspond. When I'm in New York I see the people who are in 
New York. We see each other at comic book conventions. Al Jaffee won the National 
Cartoonist Society Reuben Award and we were there. You go to conventions or a 
meeting of the National Cartoonist Society and it's like one of the Mad parties because a 
lot of the guys are there. The friendships continue.

You mentioned Al Jaffee winning the Reuben the other year and you won that 
award years before. Mort Drucker, Jack Davis and others from Mad have won. Do 
you feel that the fact that the National Cartoonists Society has embraced Mad and 
what you did at the magazine is something significant?

I think so. Primarily the National Cartoonist Society was mostly comic strip artists 
because that what was prevalent. The first Reuben, if I'm not mistaken, was won by 
Milton Caniff and then mostly the guys who won it were in comic strips. With time, they 
realized that good artists were doing not only comic strips but they were doing cards 
and they were doing editorial cartooning and other things so they opened to other 
people. At the beginning it was mostly Al Capp and Alex Raymond and Walt Kelly and 
Mort Walker and Schultz. Then it opened and became a place for to the newer guys 
who were doing something besides comic strips. Matt Groening won it. The Mad guys of 
course. Arnold Roth, who's a great cartoonist, won it for illustration. So it opened to new 
people. Will Eisner won the Reuben for comics. I'm in very good company. That was 
probably one of my proudest moments ever in my life, when I won the Reuben.

It's an amazing group of people to be sure, but I would imagine what gives the 
award meaning is that it's voted on by your peers.

Yes. That's it. The vote is by all the cartoonists who decide they like your work that 
much that they give it to you. I won what's called a division award for comic books and 
for humor and other things, but the big one, oh my god. When I won it, that was the first 
time I was nominated. I have gone to the meetings for so many years, from the early 
sixties, and people have been nominated sometimes five or six times, and so I thought, 
well, maybe one day I'll win it. It was extraordinary.

You mentioned a few things you're working on.

What else? Besides Groo, Mad, The Simpsons, and the Mad show I don't have a 
second left in my life. [Laughs.] I'm locked here in my studio most of the time. People 
think, oh my god, that's so much work. What happens is that half of it is writing. The 
writing I do sitting in the garden, under a tree, sipping a nice cup of coffee by the pool. 
You think of ideas. Half of the day I spend with my family and they don't bother me too 
much because they know I'm thinking but they interrupt me for lunch or whatever. It's a 
welcome break.



Then in the evening I sit at my desk and work until very very late hours putting all those 
ideas in order. It's two parts. A lot of people say, you never get any writers block. Of 
course not, because if I get tired of one, I go to the other one. If I'm writing Groo and I 
get tired I think up Simpsons ideas. You never get tired because you change the pace. If 
I get tired of thinking, I start drawing. I never get tired, except my eyes, and then I have 
to go to bed because it's four o'clock in the morning. But it's been a comfortable way to 
do what you love. Many other authors and artists when they do only one thing they can 
get very frustrated because they are entangled with this one character and that can 
become frustrating or stressful. The comic strip guys, they suffer. They have to come up 
with a funny gag every day. I come up with a few a day, but for many things, it's not as 
repetitious.

Mr. Aragones, it's been a great pleasure.

Well thank you very much.

In preparation for this interview, I've mentioned it to other people I know and they 
may not follow comics or have read Mad in years, but they knew your name and 
they could picture the Marginals.

[Laughs.] That feels great. Sitting here, it's a very lonely career. You don't see people. 
You get emails. When you go to the comic book conventions you meet your readers, 
from the comics mostly. Now that I've been doing book signings for the new book then 
you meet another generation of fans of Mad that you rarely meet. The comic strips and 
Mad lack the hardcore fandom that comics have that go to comicbook conventions. 
They love our work but they don't go to places to celebrate except once in a while they 
go to see you sign a book. That's a pleasure when you sign books to meet this group of 
people that have been your fans for decades. People of all ages. People with white hair 
and say, I read you when I was a young man. That makes you realize that I've been 
working for Mad long when you meet readers who come with their grandkids and now 
the grandkids are fans of your work and the grandfather was a reader. That's so terrific. 
It's wonderful finding out that people recognize your work.



Denny O'Neil Travels Back, Looks Forward

Originally Published July 2011

I wrote in the bookʼs introduction that I didnʼt read a lot of comics growing up, and that I 
didnʼt have years or decades of familiarity with a lot of the people I was interviewing. 
Denny OʼNeil is one of those creators whose work I knew. To my mind, heʼs one of the 
best writers in American comic books and heʼs certainly one of the most influential. Heʼs 
one of the key Batman, Green Arrow, Green Lantern, and Iron Man writers. He co-
created Raʼs Al Ghul and Talia, Azrael, Obadiah Stane and many other characters. He 
wrote Superman Vs. Muhammed Ali with his longtime collaborator Neal Adams. He 
wrote Batman: Birth of the Demon, The Shadow, and more books than I can name. I 
remember picking up the first issue of Azrael. The Question, the series he did with artist 
Denys Cowan, is not just one of the best comics of the 1980ʼs, but a unique book that 
stands out in American comics. OʼNeil was also an editor at Marvel and DC for many 
years and seems to have hired or worked with so many writers I know and admire.

Reading this interview for the first time in years all I can think is that itʼs such a wasted 
opportunity. I kept asking questions about the DC Retroactive books, which was the 
reason for the interview, but OʼNeil manages to answer those questions and then take 
the conversation in these far flung interesting directions, which I didnʼt follow up on. 
Directions, I should add, which are far more interesting than simply talking about the 
new releases. I think that reading about those directions that he took my questions 
shows how OʼNeilʼs mind works and why he has always been such an interesting writer.

Original Article:

Denny OʼNeil has been working in comics since the mid-'60s, and within a few years of 
his modest start at Marvel Comics and then Charlton Comics, he was making an 
indelible mark over at DC Comics. There was the acclaimed run of "Green Lantern/
Green Arrow," which addressed social issues such as racism and drug abuse. He 
became one of the most influential writers of Batman and created one of DC's most 
iconic and unique villains, Ra's al Ghul. His run on The Question stands as one of more 
unique superhero titles published by a major company and a cult classic beloved by 
many. O'Neil worked as an editor for many years, including a long run as group editor at 
DC where he oversaw the Batman titles before retiring in 2000.

As part of the DC Retroactive line, Mr. O'Neil is writing two books, Wonder Woman – 
The ʻ70s with artist J. Bone, released last week, and this week's Green Lantern – The 
'70s, drawn by Mike Grell. O'Neil spoke at length with CBR News about his career, 
reinvention, relaunches and his current projects.



We wanted to talk about the DC Retroactive titles that you're writing, and more 
broadly about your perspective on how comics and how characters have 
changed in the time you've been working in comics.

The time I've been working [in comics] is almost 50 years, and the changes have been 
enormous. I'm tempted to say that nothing has changed as much as comic books, until I 
remember home computers and space shuttles and the wristwatch I'm wearing. When I 
was a kid, it would have taken a warehouse full of vacuum tubes to achieve the same 
thing. It's become a very different medium. When I started, part of the attraction for me 
was it was not a respectable business. I had had about zero luck with respectability at 
that point in my life. It was nothing that you got into thinking in terms of a career or 
respectability. There's a movie that Mike Uslan made a couple years ago in which he 
interviewed a bunch of us old fossils, and even Stan Lee admitted that back when he 
started Marvel he would be reluctant at parties to tell people what he did for a living. He 
would say, “I'm in New York publishing,” “I'm in the magazine business,” stuff like that. 
Only when cornered would he admit, “I do comic books,” which he said usually ended 
the conversation.

It was very much the same way with us. There didn't seem to be any future in it. Of 
course there were people who knew that it was an art form. Eisner comes to mind. He 
did all the commercial stuff he had to do to survive, but I don't think he ever questioned 
the validity of the art form. But for most people, including the people in the comic book 
companies, it was birdcage liner. Instantly disposable. I think a lot of people still were 
under the influence of all the witch-hunting that was done at the Kefauver hearings and 
Frederic Wertham's book and the all the editorials that got written about how evil comic 
books were. The people who didn't think they were pernicious and evil, a lot of them, I 
think, thought they were entertainment for idiots. There were a handful of people 
throughout the world who saw the art form. There was a guy named Gilbert Seldes who 
wrote a book titled The Seven Lively Arts, and he has a section in there on comic strips. 
Not comic books, but he accorded them the status of a genuine art, at least in the hands 
of people who were really good at it.

Now, I've spent a certain amount of time with academics. I teach at a major university. 
There are comic book courses in lots of major universities, including MIT. One of my 
main sources of information about what's going on in the business is The New York 
Times, which would not have touched anything to do with comics 15 years ago. Now, 
two or three times a month there will be a major story. We've lectured at the Library of 
Congress and the Smithsonian. My goodness, respectability with a capital R.

How did you end up working on the Retroactive titles?

The same way I end up writing almost anything these days: Somebody asked me to do 
it. An editor at DC, someone I had not worked with and I didn't know, asked if I would do 
the Wonder Woman story. I said yeah because I consider the original Wonder Woman 
run one of the lesser moments of my career. I think we tried something that just flat-out 
didn't work. Gloria Steinem wrote [about it] in Ms. Magazine but was generous enough 



not to use my name. I will grateful to her for that, and all these years later, I can see her 
point. [Editor] Ben [Abernathy] asked me to do a story, and after I thought about it a 
while, I could see a way to have my cake and eat it, too. To get the costumed Wonder 
Woman into the same story with the jumpsuit Wonder Woman and make it a logical 
narrative. I was working on that and signing autographs in Florida when Dan DiDio 
came up and asked if I would also do a Green Lantern/Green Arrow story. It was 
interesting to revisit those characters again. I've done stories about Green Lantern and 
even a whole novel about him and one or two with Green Arrow, but not since the 
second Green Lantern/Green Arrow run with Mike Grell did I do them paired. There was 
no reason not to take those jobs. They were good jobs. I got a chance to revisit the past 
with nothing at stake.

You haven't been involved with the Batman titles in recent years since the 
conclusion of the Azrael monthly series almost a decade ago.

If I were desperate for money, I might ask, but I'm in a really enviable position of being 
able to take the jobs that appeal to me. I don't know how I would handle the current 
editorial situation. I want to emphasize as strongly as I can there's nothing wrong with 
the current editorial situation. I'm not criticizing it. It is just pretty contrary to the way I've 
always worked. I've done any number of Batman stories that are out of continuity, and 
it's fine. Generally the company has treated me very well, and the comic book world has 
treated me very well. There are exceptions. There are bumpy spots in the road now and 
then, but Batman and everything has moved on. I may not have taken it in that direction, 
but when I made the changes that I made, some of the older fans thought that was 
wrong.

The truth is that everything has to evolve or it dies. That's the trick that Julie Schwartz 
taught us. You keep the essence of the character intact. Flash is the fastest guy in the 
world. Green Lantern has this magic/scientific ring. Batman is obsessed because of a 
childhood tragedy. But you have to let everything else change to reflect what's outside 
your window, or the stuff becomes dated and it has nothing to say to contemporary 
readers. The Batman stories that I remember first being exposed to probably were eight 
pages or so. They were probably done by Shelly Moldoff or Dick Sprang. As a kid in St. 
Louis, I loved them, but I don't think any current kid would get much out of them. 
Sometimes the characters just evolve on their own, which I think what mostly happened 
with Superman and Batman. Sometimes you make an editorial decision to nudge that 
process along a little bit. Some of those decisions are right, and some of them are 
wrong. But the change is not only a constant, it's necessary. So yeah, Batman has 
moved past what I did, and that's exactly what should have happened.

How much do you think that the characters and the nature of comics changing 
are just a question of being created in a new context, in a new time?

Roy Thomas and Steve Skeates and I are the one-and-a-half generation comic book 
guys. Silver-plated, maybe. The assumption then was that comic books were a low form 
of entertainment and that they were written for kiddies. We never got stuck with the kind 



of garbage that some children's book writers get stuck with like vocabulary lists and 
things like that, but the assumption was it had to be – especially since the world was still 
under the influence of Wertham and Kefauver and those guys – it had to be squeaky 
clean and wholesome. Whatever that means.

I think the assumption now is unless something is specifically marketed as a kids book, 
that the readers are mature. It's a lot more violent. It is a bit more erotic, though, in 
terms of costumes than any action. The main difference, which is a very mixed blessing, 
is that now serialized stories are the dominant narrative form. When we started, with the 
exception of the stuff that Stan Lee was editing, everything was complete in the issue. 
The way it was explained to me was that the newsstand distribution was so erratic that 
a given reader could not be certain of getting two issues of his favorite title in a row. If 
you start a story in "Detective" #234, in some places #235 would never get on display. I 
suspect it was not very true, but the conventional wisdom was to be complete in the 
issue. Julie Schwartz was making exceptions to that as early as 1960 when once a year 
he would do a crossover between the new Justice League and the old Justice Society. I 
once asked him, “How did you get away with that?” His answer was, in effect, don't ask 
don't tell. He just did it, and nobody ever said anything. In Stan Lee's autobiography he 
said specifically that he didn't want to think of so many plots. He got some synergy 
going that the people doing Marvel movies are doing, I think, a very good job of 
imitating. He was the first to do it consciously.

So it's the subject matter. It is the intended audience. It is probably a much greater 
sophistication in the wordsmithing, though I have problems with what I perceive as a 
lack of structure. The common complaint I hear from people who are not longstanding 
comics fans is they can't get into the stories. That was true of Marifran when we got 
married 22 years ago. She had been a school teacher in a St. Louis suburb, and then 
within a very few months she was living in New York in the comic book world, and we 
were socializing with all the comic book people. She wanted to like the stuff. She took, 
almost more than anyone I've ever met, to the medium of comics immediately. It really 
resonated with her. Her dominant learning mode is visual. She took immediately to it, 
but couldn't quite understand what was going on. And it was crystal clear then 
compared to now.

You have this strange situation in which comic book characters as movie characters are 
more popular than they have ever been, and yet comic books as a publishing 
phenomenon people tell me is still floundering. As it was when I quit my day job 10 
years ago. A few of the franchises make money, but by and large, no. Both Marvel and 
DC are now owned by the movie arm of their respective corporations, which makes 
them R&D divisions to develop film and TV properties. That's a perfectly OK thing for 
them to be, but I think with a little thought and a little discipline you wouldn't scare off so 
many new readers. Comic book fandom is, I think, perceived as a kind of closed club. 
And it is because if you haven't been reading for a long time, it is difficult to find your 
way into the narrative. When I teach comic book writing, I put a fair amount of emphasis 
on structure and how meaning is conveyed not by dialogue, but by plot.



The Retroactive Green Lantern book you're doing is drawn by Mike Grell, with 
whom you've worked before on these characters.

Mike is one of the good guys.

What was it like working together?

I have almost never worked with an artist. Coming off of the way it was done in the '40s, 
I write a script, I hand it to an editor, or in the case of that second Green Lantern/Green 
Arrow run, I think I was the editor, in which case I mail it to the artist and wait for him to 
do his job. Then the editor takes the pencils and hands them to an inker and hands 
them to a letterer and photographically reduces them and gives them to a colorist and 
then mysterious arcane things happen in printing shops and then a few months later 
you have a comic book. I have almost never collaborated in the sense of being in the 
same room and talking about this stuff. The exceptions are some Spider-Man stories 
that I did with Frank Miller where we actually went to lunch once or twice a while or 
walked around Greenwich Village and talked out the story virtually page by page. We 
were very much on the same wavelength back then. That can be a very pleasant thing 
to do, but mostly what I did was close the door behind me and write a script. I didn't see 
the finished product usually until I saw proofs or not until I saw the complete comic 
book.

My sense of Mike's work is that he always served the story. He had an alternative idea 
for the arrangement of scenes in the job we just did together. He suggested it to me, 
and I had what I thought was a pretty strong valid reason for doing it the way I did. I 
explained my reasoning, and that ended it. It was fine with him. He saw a way he 
thought would improve the story, and that's great. And he had the courtesy and the 
professionalism to check with people first. I get upset when the artist changes the story 
without consulting me or the editor. Often in those instances I have never seen the thing 
until it was in print, and I suspect the editors the job probably came in too late for any 
significant changes. That, I think, is a legitimate gripe that I have. But the way Mike did 
it, it's perfect. It's what you should do.

I did want to ask about two characters, one that you reinvented and one that you 
created and has gone on to take a life of his own. First, the one you reinvented, 
the Question.

I have one tiny pang of regret about that series, which overall was the best fun I ever 
had writing comic books. I think everything about it was dead-on, including when it 
ended. We told our story. There was no need to drag it on further. I did take tremendous 
liberties with Steve Ditko's characters. I told the executive who offered me the job that I 
can't do that character. I'm not being judgmental, but it goes so much against what I 
believe to be true, and I would rather not lie. Of course, all fiction is lying, but [I didn't 
want to] present things I don't believe in for money. That's the way you earn the title 
“hack.” The executive in question said, in effect, “Well, do what you want with it.” It was 
a choice between that or Captain Atom, and I have never been comfortable with 



demigods. I gave up Superman after a year or so because it was just so damn hard to 
write. I was doing Batman stories in about three days, and Superman stories took 
weeks. In this case I was given carte blanche.

Len Wein once asked, “If you were going to change it that much, why didn't you just 
create a fresh character?” I think that's a valid question. The only answer I have is it just 
never occurred to me. They said, Captain Atom or The Question. I hadn't done any for 
about six months at that point. These are the two characters that are available. Because 
I've always been more comfortable with human-scale characters, I picked the Question. 
I could not agree with Steve's Ayn Rand-ian politics, and again, I'm not judging. I have to 
keep emphasizing that. It's my disagreement. But I felt strongly enough about it to say I 
can't do that in good conscience. I was sharing an office with Mike Gold, the editor, and 
I had about a six-month lead time. There was no killer deadline pressure. And I went 
ahead and did the stories I would have been writing had I been writing movies or novels 
or television or any other medium. Deep bow and humble apologizes to Steve Ditko. It 
must have boiled him to see that if he did see it. I certainly meant him no disrespect. It 
just didn't occur to me, and it certainly was not on anyone's radar at that time to do 
original characters for Marvel or DC. What was interesting was that walking back from 
dinner one night, I was walking with Paul Levitz, who was at that time the guy in charge 
of the money aspects of publishing. He said, “You used to push the envelope, and then 
for the last seven or eight years you've been doing good solid middle-of-the-road stuff at 
Marvel. Why don't you push the envelope again?” And I thought, “Well, this is 
remarkable. This is a publishing executive telling me I don't have to worry about profit.”

We killed Vic Sage in the first issue. And revived him in the second, but I was being a 
little literary there. It was symbolically, yes, we are killing off the previous version of this 
character. I think I did enough research [for] the way he was revived. I think I had him 
dead for about 10 minutes. I myself was dead for two or three minutes about nine years 
ago. Lying dead on a restroom floor. Once again I wrote something that predicted my 
own life, which is a little spooky.

The editor, Mike Gold, and I, being very much on the same wavelength politically and 
with that much freedom, we were off and running. I think the thing found an audience in 
other countries before this one. When I would go to conventions in Mexico I would see 
collections of The Question that hadn't yet been collected here, so it was getting 
disseminated.

And it was one of the things I used to court Marifran. We were childhood sweethearts 
who didn't see each other for 30 years. She got in touch with me, and on a visit to St. 
Louis I had a date with her and then I sent her the run to that point of The Question so 
she could see what I was up to. And she liked it. So it did help.

For many people, the philosophy, the ideas presented, dealing less with crime 
than with endemic corruption and what that meant, I don't think there's been 
another comic that's dealt with these issues from the big two.



Maybe not. As I said, Mike Gold was the editor, and one of his claims to fame was, 
you're probably way too young to know about this, the Chicago Seven. They were 
seven hippies/yippies who were busted during the Chicago demonstrations at the 
Democratic political convention [in 1968]. It was kind of a gaudy showcase trial. Mike 
Gold, who was a DC editor at the time and my officemate, was part of the group that 
included Abbie Hoffman and Jerry Rubin who were in the Chicago Seven and put on 
trial after demonstrating at the Chicago Democratic convention. Mike was never busted 
or put on trial himself, but he was part of that circle at the time.

The other character I wanted to talk about, who you created, is Ra's al Ghul.

I hear he's going to be in the next movie. My bank account rejoices. [laughs]

That's another way the business has changed. It used to be that we got nothing for the 
use in other media of stuff that we created. Beginning with the TV series that ran on Fox 
[Batman: The Animated Series], if they adapted one of our stories, we got the money 
they would have paid a TV writer for coming up with a plot. For Batman Begins I got a 
very handsome check, nowhere near as handsome as the one that Bob Kane's widow 
got, but given the business' history of really screwing the creative people, that was a 
great big step in the right direction. The following year, Marvel gave me money for 
creating Obadiah Stane. Little by little, justice is beginning to happen.

Ra's is a big character who's really taken on a life of his own, but he's also a very 
different kind of Batman villain.

I thought that was the one totally original thing I'd ever done. It came about because 
Julie [Schwartz] and I decided it was time for a new Batman villain. A major villain. We 
had gone to the well too often with the standard rogues gallery. [Julie] had a name he 
wanted to use, which he said meant “head of the demon,” and my assignment was to go 
home and flesh that out. A lot of comic book characters are created incidentally or 
accidentally. In this case, we actually set out to create a major character, and pretty 
soon into the creating process I saw a chance to ride one of my own big social 
concerns, the environment. So we can make this a good bad guy. I think that he's right 
and Batman's wrong. I just think that his methods are a little questionable. That's how it 
started, and a big bow to Neal Adams, who didn't make it just another guy with a cape 
and a tights and red mask. He thought out what would this guy really look like, and his 
renderings gave him a gravitas that was unlike any other comic book villain ever. I was 
always seeing Talia similarly, not a chorus girl but a statuesque beauty. The art really 
served the story, and if you know ahead of time that you're going to get great art, I think 
it does affect the quality of the writer's work. Neal did not do the first Talia story, which 
was the month before we officially introduced the character, but I knew he was going to 
do the longer story I wrote. To say he did it justice is to understate.

And yes, he did take on something of a life of his own. Later people have changed the 
dynamic of Batman-Talia-Ra's. In my mind it was obvious that the only two people on 
the planet who should unite in matrimony are Batman and Talia. The tragedy is they 



can't because she won't let go of her father, and he won't let go of his obsession with 
lawbreakers. I thought that was one of the things that made it interesting and unique. 
Nothing like that had ever been in comics. As I said, other writers went in different 
directions with it, and God bless them.

You edited Mike Barr and Jerry Bingham's Son of the Demon, where they didn't 
get married but got together and had a son.

[Laughs] That's what I had in mind. And that child of that union is now a character.

Another book that you edited is the Alan Moore and Brian Bolland graphic novel 
The Killing Joke.

It was the first or second day I had the job, and I was handed this script which had been 
in house for a year unedited from a guy I didn't know, Alan Moore. I read it, and if you're 
reading the average comic book script, if you've done it as much as I have, it takes 20 
minutes, half an hour. That took most of an afternoon [laughs], because when Alan 
writes a script, he writes a script. But I remember going to the boss and saying, “Well, 
we either run this as it is, or we give him a kill fee. I think this is brilliant. I think that if 
we're in the business of telling good stories, this is what we ought to be doing. And I 
don't think I ought to edit it to make it conform with continuity niceties.” The boss 
completely agreed. I completely stand by my original decision.

The mistake we made was I thought that the price point would keep it out of the hands 
of kids. What I didn't reckon on was that grandparents knowing Batman from Saturday 
morning cartoons would see this as a little something to give Jimmy when I see him 
after Sunday mass, and it's got a woman having her spine shattered and there's nudity 
and a suggestion of rape. It's strong stuff. Five dollars was serious money back then. 
But I was completely wrong.

I'm curious because from a reader's perspective, it felt like back in the '80s and 
'90s, many one-shots, graphic novels and miniseries weren't designed to be in 
continuity.

Continuity was very much on our radar. I felt that as the Batman editor, it was part of my 
job to maintain story continuity, and I always hated myself when something got past me. 
Continuity is now the absolute ruler. Part of that is because comic book shop owners 
grew up with it, and to them it's the right way to do comics. I think I may have been the 
last editor of a major superhero franchise not to have ever been a fan. The idea of a 
one-issue story is alien to a lot of people, but it was not alien at the time you're talking 
about, though continuity was already a major player. If a piece of continuity was ignored, 
it meant that somebody screwed up.

It was a storytelling tool. It helped suspend disbelief. It helped create illusion of a real 
place and real people. I did not believe that it should ever dominate or that a story 
should be done simply to serve continuity. Something that happened in 1945 in some 



issue of some old comic book didn't make sense, and it has boiled in the soul of some 
fan turned writer and he gets a chance to correct it. That's a fine thing to do, provided 
you don't have to have read the earlier story and provided you get a good story out of it. 
That was always the litmus. But as far as the rest of it went, I felt this is a tool that's in 
our kit and we should not ignore it, but the important thing is to deliver a good narrative, 
not to serve this kind of pseudo-historicity.

I'm not sure how much you know about it, but do you have any thoughts about 
the DC relaunch this fall?

There's a right way and a wrong way to do it, historically. Some of the attempts to 
relaunch characters have not been very successful because only cosmetic changes 
were made. What Julie Schwartz did, not consciously as far as I can tell, he figured out 
what made this character unique and popular in the first place. We leave that intact, but 
does it make any sense for a character called Green Lantern to be wearing a red shirt? 
No it doesn't, so we change the costume. Science fiction was at that time, pre-Harry 
Potter, a more congenial genre than fantasy, so we give him a science-fiction reason for 
being. Having been successful first with the Flash and then with Green Lantern, Julie 
went on and recreated most of the DC pantheon in the same way, and he did it right.

And something that I have to always emphasize is that you can't ignore the commercial 
aspects of it. It is their ball, it is their bat, and their daddy owns the ballpark. It is about 
turning a profit. I had great freedom in editing Batman. For 15 years I think I only heard 
from executives once or twice, but I'm not kidding myself that that was due to my 
dazzlingly brilliant editing. It was because the books were making money. In a way we 
had our cake and ate it. We found ways to tell stories we wanted to tell, but [made] them 
commercial enough to find and even augment the Batman audience. If the new launch 
can do that, they will have succeeded. Of course, people will have complaints. Anybody 
who had their favorite character changed will complain.

For years, Green Lantern as Hal Jordan was a character that seemed to be beloved by 
the fan community, but he wasn't selling very well. So one night after work, Kevin 
Dooley, Eddie Berganza, Archie Goodwin and Mike Carlin and I went to an Italian 
restaurant on 52nd Street, and four hours later we went back to the office and started 
making calls. We had come up with a new Green Lantern. And Kevin, poor Kevin, 
though he was only partially responsible for this heinous deed, got loads of hate mail. 
And sales went up. It was a case of the fans thought that they liked Hal Jordan, just not 
enough to buy enough copies to justify continuing to print it. And the role of Kyle Rayner 
proved to be a very popular character. I always felt when I was doing day-to-day editing, 
I was walking through a mine field. You could never tell how you were going to get in 
trouble. Who was going to be pissed off and know enough about how publishing works 
not to complain to me but to complain to my boss?

You mentioned before that you had just finished a novel. What can you tell us 
about it?



I don't know how to describe it. It came about because about five years ago or so an 
editor who I worked with very successfully when he was at DC -- he edited my first 
Batman novel [1994's Batman: Knightfall] which became a bestseller. Take that, all you 
people back in St. Louis who never thought I'd amount to a hill of beans. I worked with 
him on a Green Lantern novel [2005's Hero's Quest]. He quit DC to go to work for a 
book publisher and suggested I do something about the comic book business. At the 
same time, my son, who is now a middle-aged screenwriter and teaches screenwriting, 
made a similar suggestion.

After a little while, and a number of false starts, I thought I saw a way to do it. Not to 
make it just another story about a drunk – that was me for 10 really bad years – but to 
incorporate that into something that would be about the comic book business. Sort of 
Kavalier and Clay: The Next Generation. It's experimental in a lot of ways. I played with 
structure. I've written ten or eleven novels, but they were always because somebody 
came to me. A guy I knew from Marvel was made the editor of a paperback line and 
said, “Write me a science fiction novel.” All the others have been Batman novelizations 
or stuff involving DC characters. That's a kind of novel writing where it's basically a 
dramatic structure. It gives you a lot more elbow room than writing a play or a comic 
book or a screenplay, but the hero is presented with a problem, hero encounters 
opposition, hero overcomes the problem. Then you figure out how many words they 
want and figure out how to deliver on deadline. I had never written a novel that was 
written the way I thought novels were written when I was a creative writing minor in 
college: starting from scratch, not exactly sure where you're going and basing a lot on 
stuff that that really happened.

I hope we get the chance to read it soon.

Well, thank you. I hope you get a chance to do that. One of the things I'm aware of is 
that I'm 72, and I've had a very, very long run. Apart from a heart attack nine years ago, 
I'm in pretty good shape for an old fart. I just keep wondering how long I'm going to be 
able to keep up this very interesting life I lead. We'll see. It's nothing I have any control 
over.



Spotlight on Herb Trimpe

Originally Published February 2011

I have absolutely no memory of how this article happened. Though in retrospect given 
the sheer number of articles Iʼve written over the years, and the speed at which Iʼve 
written some of them, itʼs striking that I can remember any of them. I think that I did this 
in part because of the GI Joe reprints at IDW, which Trimpe had drawn for Marvel years 
before, but in truth Iʼm only writing that based on what I wrote in the introduction.

Original Article:

Herb Trimpe began working in comics while still a student at New York Cityʼs School for 
Visual Arts, inking and drawing backgrounds for various comics including Boris Karloff 
Thriller the adaptation of the film Journey to the Center of the Earth. After a stint in the 
Air Force, he began a long association with Marvel Comics in 1966, doing production 
work in addition to inking and pencilling various titles.

For much of his career at Marvel Comics, Trimpe was an incredibly successful 
journeyman artist, often producing more than one book per month. He worked on The 
Defenders, Marvel Team-Up, Captain America and Fantastic Four Unlimited. He co-
created the World War I ace Phantom Eagle. He illustrated Godzilla, The Further 
Adventures of Indiana Jones, and the entire run of G.I. Joe: Special Missions, which is 
currently being reprinted by IDW.

Itʼs his long run drawing The Incredible Hulk that most fans remember best. He drew 
almost one hundred issues of the book over a decade, first finishing Marie Severinʼs 
layouts before taking it over as penciler. During this time he drew the first appearance of 
a little-known character named Wolverine.

Since he was fired from Marvel in 1996, Trimpe went back to school and worked for 
many years as a teacher, an experience he wrote about for The New York Times in an 
article titled “Old Superheroes Never Die, They Join the Real World.” He served as a 
chaplain at Ground Zero and wrote a book about the experience. Trimpe has drawn a 
few stories in the past decades, and though he would still love the chance to draw 
Superman, his focus has largely shifted away from comics, he spoke with great 
affection for his many years in the industry and the people in it. Many thanks to Jeff 
Jaworski at comicbook-art.com who helped arrange this interview.

What was it that made you want to be an artist and what was it that specifically 
pushed you towards comics?



Well, when I was a kid I was a big comic strip fan. I did read comics, but I didnʼt buy very 
many. I think the only one I really bought as a young kid were Disney comics. I had a 
couple of cousins who, they werenʼt collectors, but they did buy comic books, and had 
stacks and stacks of them all the time. That was generally my source, but I didnʼt go out 
of my way to read them. One of my cousins lived near the junior high school I was in, he 
was couple years ahead of me in high school, and I would eat lunch at his house and 
we would go through all the comics he had. He always had new ones every week. 

I was very heavily oriented towards DC, although Fawcett was good. I loved the original 
Captain Marvel and Plastic Man. I was never that interested in Batman. I did love 
Superman. Itʼs the one character I wish that I could have gotten to draw as a 
professional, but it would have been a difficult thing to pull off then, and practically 
impossible now. Primarily, I was very interested in comic strips. To me, that was the 
ultimate goal. I never really considered drawing comics, but I did like the idea of being a 
comic strip artist. In those days they had an awful lot of clout and recognition even 
among fine artists and illustrators, whereas comic books were kind of hidden inside 
other books so nobody would know you were reading one. My early stabs at continuity-
type art was coming up with comic strip ideas, which I thought was the most exciting 
way to go. 

You went on to attend the School for Visual Arts in New York in the early sixties 
where you studied under Tom Gill.

Yeah. That was before it was an accredited college. It was more like a trade school. You 
got a certificate of completion, which I never got because I split my course curriculum. 
After two years of painting and illustration, the last year I took cartooning and illustration. 
When I applied, the name of the school was the Cartooning and Illustrators School. C&I, 
they called it. The first year I entered, they changed the name and planned to turn it into 
more fine arts and high level illustration. Some of what they considered lesser forms of 
art were relegated to the windowless basement of the building. My last year in that 
school, all the cartoon and comics and strip classes were taught by one guy, Tom Gill, in 
one room. On 23rd and First Avenue in Manhattan, which was a firetrap of a building to 
begin with, and the only thing lower than us was the boiler room. [laughs] A deep, dark, 
dank place that I donʼt believe even had a stairway going down into it. It had an iron 
rung ladder going down into it. It was a very strange thing. 

Thatʼs where Tom Gill taught strip art, comic art, gag cartooning, political cartooning. We 
had little bits and pieces of just about everything in that class. The summer before, I did 
a ton of comicbook-style artwork. Two or three ten or twelve page stories. Hand lettered 
and all on the old size comic book form which was 14” by 18” or 20.” In other words I did 
my homework in advance to some degree. I was pretty enthusiastic. [laughs] But the 
whole thing was really bizarre considering the place they stuck us. Meanwhile, upstairs 
there was a lot of fine arts and live models. They had an advertising department, too. I 
took some courses in lettering for advertising, which is just nonexistent now because of 
computers. And one practical class in production, where cut and paste really was cut 
and paste. I actually enjoyed that. My first work at Marvel was in the production 



department where we did we put ad pages and letter pages together and cut and paste 
with rubber cement. [laughs] I actually enjoyed that a lot better than the drawing, frankly. 
[laughs] It was more meditative. Itʼs just the opposite of thinking all the time, cause 
when youʼre drawing a book, youʼre thinking. All you do is think. Does this line go here 
or does it go there? Itʼs one decision after another. So I have a fond recollection of doing 
production work.

Back in the day when you were working on books in the “Marvel style” Iʼm sure it 
required even more thinking than working with full scripts.

It was more fun. Not in terms of having a good time, but itʼs much easier, I found. Much 
easier to work from a very loose plot, or even a story conference. I was one of the last 
ones to do conferences with Stan. He did most of the talking. I would jot down notes as 
to how the story was going to go. I never had any serious problems as far as his 
corrections or adjustments went. I think itʼs the way that comics really need to be done. 
Stan was a writer primarily, but he realized that comic books were basically a visual 
medium and it was important that the artist tell the story. This was truly his genius, in my 
opinion. Never mind the creation of the characters with Jack Kirby. His approach to the 
artist being the director and an editor, where you could run with the ball and come up 
with your own ideas, I think, was his genius. Thatʼs really when Marvel took off. When 
they threw the notion of long and complicated scripts out the window. Thereʼs always 
been a little bit of a battle between the writer and artist as to whoʼs in the spotlight. Stan 
placed the artist squarely in the spotlight in terms of the storytelling.

You mentioned that would have story conferences with Stan Lee. What did it 
entail?

Pretty much the only difference between having one with Stan and having one with Roy 
Thomas was with Stan you went into his office, with Roy he came over to your desk. 
[laughs] The whole thing was over in twenty minutes or less. It had a lot to do with, well, 
what happened last issue? Who was the villain? Okay, letʼs see, where is the Hulk? 
Heʼs out in the Western desert. Okay, letʼs see, who havenʼt we used in a while? Weʼd 
pick somebody and then go from there. The ideas would come out and Iʼd be jotting 
down notes, because Stan did most of the talking and I did most of the listening. And 
that would be it. Pretty soon you would have the story, a beginning, middle and end, 
usually ending in huge battle with somebody trying to do something to somebody else in 
a nasty and mean way. My favorite stories with the Hulk had to do with the Microcosm, 
the Jarella universe. I thought they were pretty cool.

When you started out you worked on a lot of Westerns and war comics.

I inked for a while. The inking work ran out on the westerns because I think they were 
making more money from reprints than they were from the originals. Then I got a call 
from Sol Brosdky, who asked do you want to come in and work on staff?  Weʼre buying 
a big photocopy machine and we need somebody to run it. You could work in the 
production department and do some freelance art on the side and I said okay. It was 



$135 bucks a week. This was 1966 and I was fresh out of the Air Force, having spent 
the last year in Vietnam, and I jumped at it. I commuted from Peekskill, NY, which is 
about an hour or so away. It was great. It was a whole lot of fun. The office was just fun. 
The bullpen consisted of me, Marie Severin, Johnny Romita and Tony Mortellaro who 
did some inking but also mostly production. Artists would come in to finish something off 
or pickup work or drop work off. It was very close quarters. Iʼd say there was no more 
than a dozen people in the entire place including Stan and Roy and Flo Steinberg. It 
was a nice place to work. We had a lot of fun. Maybe too much fun. 

Stan always seemed to single me out as the one always talking too much. [laughs] 
Theyʼd be raising hell in there and Stan would say, Trimpe, can you keep it quiet. 
[laughs] Iʼd say, what about these guys? Marieʼs doing the funny pictures, Iʼm just 
laughing. [laughs] One thing about Stan, what you see is what you get. Heʼs not the kind 
of guy that holds a grudge. He doesnʼt really get mad at people. He gets annoyed, but 
he doesnʼt like hold onto it. Heʼs too busy with his comics and his image and talking to 
people and just having a hell of a good time while heʼs doing it. He was jealous of my 
hair, too. At that time he was having hair transplants and he was young, only in his mid-
forties or so, and he was a good looking guy. So heʼs having these hair transplants and I 
had this really dark full head of hair. He said one day, Trimpe, I hate you. [laughs] And 
he took his hand and just rubbed it on the top of my head. [laughs] I was only like 28 at 
the time or something like that. We had a really good time. You couldnʼt have a job that 
was better than what that was.

You mentioned Marie Severin, who was drawing the Hulk before you. When you 
came on the title, was it a big deal?

Well it was in Tales to Astonish and I came in after the time it split and got its own title. I 
think I inked a couple of jobs that [Severin] pencilled and then Stan wanted her to do 
something else. He stuck his head in our working area one day and he asked me if I 
was interested in drawing the Hulk and I said okay. [laughs] I would be on a quota 
system. The quota system that I was on was quite good actually. Letʼs say I was getting 
paid $135 a week and I was getting thirty dollars a page, that would come out to a little 
over four pages a week to justify the salary. Then anything over that I could voucher for 
and get a freelance check as well. There came a point where you could double or triple 
your on-staff income just by handling an extra book. It was very, very good. 

Of course I was intimidated from the time I got in there. I mean Kirby was the king then 
and heʼs the king now, in my opinion. Iʼm surrounded by guys, every one of them could 
draw way better than I could. But I was an excellent storyteller and thatʼs what Stan was 
hiring. Storytellers. I mean he said to me more than one, Trimpe, when are you going to 
learn to draw? [laughs] I always hear from him in funny ways. I did an article for the New 
York Times a while back around 2000.

You wrote a piece about ageism in the comics industry and talking about your 
career change and beginning to teach.



Yeah. I got a Spider-man greeting card from Stan in California. He said, Trimpe, if I had 
known you could write that well, I would have given you stuff to write. [laughs] Iʼm like, 
get out of here. Youʼre so full of shit. [laughs] But heʼs a great guy.

At any rate, when I first started working there, I felt like I had a long way to go to catch 
up with some of the people that were there. After the first few ink jobs I did for Marie, I 
had a full plot and I did about four pages. [Stan] took a look and it was the only time he 
ever had a complaint about anything I did. He said, no no no, Iʼm going to get Frank 
Giacoia to lay this story out and just take a look at what he does. I was a little nervous 
on the next story, but he was pleased. I caught on. [laughs] And from then on there were 
no problems at all. He never had a problem with the way I paced the story or laid the 
story out. The only problem he ever had was a Sub-Mariner/Hulk issue. There was a 
submarine in the story and on the side of the submarine I lettered “Mattel.” He called me 
in his office and said, you canʼt do this. Youʼre giving them thousands of dollars worth of 
free advertising. Donʼt do that anymore. I said, okay, Stan, Iʼm sorry. [laughs]

You said that you liked EC comics. Would you have liked the chance to do work in 
that vein?

What I liked about EC was not necessarily their subject matter, but their style. I mean I 
loved the idea of 5, 7, 8 page stories just put together in a book. Thatʼs the way I saw a 
comic. I saw a comic as a series of short stories, really. I didnʼt see them as any kind of 
epic thing where one strung out into the other and on and on and on it went. The 
problem is that unless you have a serious overall plan, that becomes very confining 
because now you have to adhere to something inside of a box, inside the line, that will 
naturally lead you into a sequel story. I mean the whole Marvel Universe became a 
nightmare. [laughs] You had to check the computer to see who was doing what to who 
before you made a move on a story otherwise youʼre overlapping somewhere. I mean 
god help you, you came up with a villain and it was being used in another book that 
month. Or involved in a series of sequels over a period of time. It was just not a good 
thing. 

So even though the Hulk, for instance, in those times usually picked up from where the 
last issue left off, it nevertheless launched into a different story. For instance, if [one 
issue of] the Hulk ended in the desert, the next issue would probably begin in the 
desert. But it would be an entirely different story from that point on. And thatʼs fine cause 
itʼs a little bit of a challenge, but itʼs also diverse and leaves for a lot of room to work with 
whereas confining yourself to a serial is a tough thing to do. Itʼs not that much fun either. 

You were at Marvel for almost thirty years and Iʼm sure by the end it was a very 
different place from the bullpen you were describing a little while ago.

It was horrible. It was just an entirely different thing. When I started out, it was like a 
mom and pop store. It was run by Stanʼs uncle and comics were only a division of the 
pulp magazines they produced. They werenʼt the company. Magazine Management was 
the company. They produced detective magazines and true romance and adventure 



magazines and stories about true crime stories where would use the people in the office 
in their photos as victims or serial murderers or the policemen that arrested the suspect. 
[laughs] All the stories were completely phony and completely made up. So when 
Magazine Management was sold, Iʼm not sure how, exactly, but Marvel became its own 
entity and it was bought by Cadence Corporation. That was really the beginning of the 
end, although we did benefit quite a bit. Cadence had a pension plan, they covered 
medical and dental and psychiatric. It was a super super health plan if you were raising 
a family. But that was probably the beginning of the end when the bean counters and 
the suits started to control what was going on. 

The way I broke it down was, the first ten years were like dying and going to heaven. 
The middle ten were not comfortable. The last ten years were absolutely miserable. If 
Iʼd had the nerve I wouldʼve quit before it went belly-up, but you had the checks coming 
and youʼve got kids in college and itʼs a very difficult thing to do. When it finally went, I 
was in the second group of a hundred or so that were told there was no more work. I 
was actually glad because I was sick of doing this stuff and I wanted to do something 
else. It was an opportunity for me to go back to school and get all the stuff I needed to 
teach, which I was very interested in at the time. I had done a lot of volunteer work in 
the school systems around the area. As the corporate thinking became more and more 
and more ingrained in the basic business of producing a comic book, it just became less 
and less and less fun. If it wasnʼt for Tom DeFalco, those last five or ten years when he 
was Editor in Chief, I probably wouldnʼt have had any work at all. He was giving me one 
job to do after another just to keep me going until I picked up Fantastic Four Unlimited 
at the end. That kept me going as far as the finances went.

You mentioned Tom DeFalco and Iʼve heard from others that he was a big 
supporter of a lot of artists and veterans of the industry who were still working for 
the company.

His attitude was, itʼs a comic book. Weʼre not building supersonic aircraft here. [laughs] 
When I started working there we were doing seventeen or eighteen titles and several of 
those titles were black and white reprints. When I left, when they went bankrupt, they 
had eighty maybe ninety. A lot of it was aimed at the collector. Multiple variant covers 
and all this other stuff. Spinoffs and spinoffs of spinoffs. Ron Perlman ran the company 
into the ground. Tom was a real supporter and an advocate for the artist. Everybody that 
was working, he tried to keep working. 

You donʼt sell comics like soap or cereal. The soap always stays the same and the 
cereal always stays the same, itʼs just the package that changes to get people to look at 
it and buy it. Comics are different. Itʼs a creative process. Every single issue from one 
month to the next, under every single title, is a process and it needs to have a life to it. If 
the life is snuffed out of it, if that process is not allowed to happen, due to certain 
modern marketing philosophies, then youʼre going to produce a shit product and people 
arenʼt going to buy it by the hundreds of thousands anymore. In the first ten years or so 
when I worked there, if a book went through one or two sales periods and lost money, 



they dropped the book and then theyʼd try something else. Thatʼs a creative process. It 
pumps life into it, because youʼre always coming up with new ideas.

More recently youʼve done some shorter stories. An Incredible Hulk story. 
B.P.R.D. for Dark Horse.

Yeah, I think they like to throw the old guy a crumb once in a while just to see what he 
does. I donʼt know. The attitude of the editorial staff when I talk to people is so much 
more deferential than it was when I left. In those days, towards the end before the 
bankruptcy, the place was like Hitlerʼs bunker. You couldnʼt get ahold of anybody on the 
phone. It was horrible. And well in advance of being terminated I was already working 
on doing something else. I said, Iʼm done with this shit, Iʼm out of here. As it turned out, 
it didnʼt quite work out that way, due to commissions and conventions and things like 
that, which occupy quite a bit of time right now.

Did you enjoy the new stories like The Hulk and B.P.R.D.? You mentioned earlier 
about how youʼre not particularly fond of working with full scripts.

It was hard. I did a story for B.P.R.D. I started to ink it and I just couldnʼt plow through it. 
Iʼd broken the script down into pages and that took several days right there. I penciled it, 
not as tight as I would have if somebody else were going to ink it. I inked the first two 
pages and I just couldnʼt do it anymore. The deadline was running close and so I said, 
can you get somebody else to ink this? Which they did. The pencils were okay, but they 
werenʼt as tight as they should have been for another inker. The inker had to do a little 
bit of catchup to finish those pages, Iʼm sure. It was not a pleasant experience at all. 

Iʼll tell you something, Iʼm sick of doing other peopleʼs ideas. [laughs] I have lots of 
ideas. I acquired a literary agent because of a book I wrote. They said, anything that 
you have, weʼd love to look at it. So right now Iʼm working on another story. Iʼve written a 
pile of short stories over the years as well as this thing Iʼm working on right now. I like it 
better than drawing and itʼs something thatʼs mine. 

So in the next few years we can hopefully look forward to a novel or short story 
collection by Herb Trimpe.

Thatʼs what Iʼm hoping. Itʼs just crazy right now. I have a domestic situation that keeps 
me very very busy. My mom lives with us, sheʼs 92, and that requires some attention 
although she gets around pretty well. My wife works teaching. One of my daughter lives 
close by with two grandchildren. So things keep hopping. Iʼd like to say Iʼm retired, but I 
canʼt afford it. [laughs]

Itʼs good to know things are going fairly well.

I have no complaints. Thereʼs nothing I can complain about at all. Really nothing. Iʼve 
had an awful lot of opportunities to do an awful lot of things. 



Roy Thomas Talks Creating Avengers Villain Ultron and His 50 Years in Comics

Originally Published April 2015

Roy Thomas is one of those comics figures whose name Iʼve known but I didnʼt fully 
appreciate just how much heʼd done until I started to research him. Having said that, 
what I knew was pretty immense. We spoke before the second Avengers movie 
opened. Thomasʼ work was a significant influence on the film, perhaps more than any 
other writer, and so it was nice to hear that he was being flown out for the premiere. The 
fact that it happened around the fiftieth anniversary of his start in comics was one of 
those perfect dovetailing moments. Clearly I had to do the interview, even if our brief 
chat could only scratch the surface of how heʼs spent his life.

Original Article:

This July will mark fifty years working in comics for Roy Thomas, a writer and editor so 
legendary, whose resume cannot be done justice by picking just the highlights.

Thomas succeeded Stan Lee as the Editor in Chief of Marvel Comics. He co-created 
dozens of characters ranging from Ultron and Vision to Ghost Rider and Iron Fist. He 
brought Conan the Barbarian and Star Wars to Marvel Comics, and wrote both. In the 
case of Conan, he not only wrote one of the longest runs by a writer in modern comics, 
he left his mark on the character by adding Red Sonja, inspired by Conan creator 
Robert E. Howard, into the mythos and later writing her adventures. He enjoyed long 
runs on The Avengers, The Invaders, and numerous other Marvel and DC series.

Currently the editor of Alter Ego, Thomas writes the daily Amazing Spider-Man 
newspaper strip and is the author of the recent book, 75 Years of Marvel Comics, 
published by Taschen. The prolific writer spoke with CBR News before leaving his home 
for Los Angeles to attend the premiere of Marvel's Avengers: Age of Ultron, which 
features the debut of two characters he co-created – Ultron and the Vision – and also 
bears some of the sensibility he imbued the series as its writer during the 1960s and 
'70s.

One reason that we're talking is of course because of The Avengers. When you 
took over the book, was John Buscema drawing it?

No, Don Heck was drawing when I came on for the first bunch of issues. He had been 
the second penciler of The Avengers after Kirby. I inherited it when Stan decided to give 
up the book with issue #35. About half a year later or so, John Buscema – who had 
returned to the company fairly recently – came in to spell Don for a few issues so he 
could draw the first "Avengers" annual. Somehow or another, Don never returned to The 
Avengers. He ended up with other assignments but I hung onto John on The Avengers 



as long as I could until Stan decided to take him away from me and give him The Silver 
Surfer or something else.

I had the chance to talk with Sal Buscema a while back and he said that he 
learned a lot from you starting out.

I don't know what he learned from me. [Laughs] He probably learned more from just 
looking at John's stuff, but we worked together pretty well. Sal was a good storyteller – 
and he became an Avengers artist, too. He and John were two of the first three people 
to ever draw Ultron. John was the first and then Barry [Windsor] Smith drew a couple 
issues and Sal was the third, finishing up a story that Barry and I had started. Some of 
their handiwork may be on display in the movie.

I'm glad to hear that they're flying you out. You of course co-created The Vision 
and Ultron, but a lot of what we've come to associate with The Avengers is also 
from your run.

The Vision hasn't been around in the comics for a few years. I don't really follow the 
comics, but has the Vision been in comics much recently? He was very prominent for a 
number of years and became the most popular of the characters in The Avengers who 
didn't have his own series at the time. Then it seemed like he fell out of favor. But the 
movie audience is not the comic book audience, so it doesn't make any difference. To 
the movie audience the Hulk is an integral part of The Avengers. I've never thought of 
him as such. He was in the first three or four issues, but the reality of the movies is quite 
a bit different from the reality of the comics. And of course the reality of the comics is 
whatever you chose to take from fifty or so years of continuity now.

I did want to bring up continuity. I know that one of the original concepts for The 
Vision is that he was created from the body of the original Human Torch.

I think that was actually something Neal Adams wanted to do. It wasn't my concept. 
Neal wanted to send Ant-Man – who hadn't been around The Avengers for ages and not 
as Ant-Man. He said, I'd like to have Ant-Man go inside the Vision and take a look 
around and he said, “We could make some pages out of it.” It was obvious he was 
thinking about something like the movie Fantastic Voyage from a few years earlier. The 
funny thing is that it was the most memorable sequence in the whole Kree-Skrull War, 
but it was really nothing to do with the war. [Laughs] It was just something Neal wanted 
to draw and I figured, why not?

I don't know if he told me this before he drew it or after he drew it, but Neal said, “I had 
this idea that maybe it's the originally Human Torch's android body.” I thought that might 
be fun to do something with. I never got around to it myself because I had to leave the 
book a few issues later when I became editor of the company, but Steve Englehart 
knew about that and he followed through on it later on. These things just build. Neal 
came up with the general idea, I approved it, Englehart worked on it. It was a 
collaboration and just trying to have fun and sell a few comic books.



Fairly or not, I've always associated you as a creator who was really interested in 
continuity.

Very much so.

I think about The Invaders at Marvel, All-Star Squadron and Infinity, Inc. at DC, 
and it felt that you were very consciously crafting this universe and giving the 
universe a sense of history in a way that others were not.

A reader had come up with the name “The Marvel Universe” and Stan latched onto it 
because he was doing it, he just hadn't thought about a name for it. Once you have this 
kind of universe – as opposed to what DC had had before where except for the Justice 
Society or Justice League, every story was its own thing and you were hardly certain if 
they were on the same Earth or not. The Marvel universe, partly by the happy accident 
that Stan was editing everything and writing most of it for some time, ended up having 
this feel – which maybe it wouldn't have had if Stan had only been the editor and not 
also the writer. Once I came aboard you had only eight or ten superhero books but they 
all were kind of part of a world.

Continuity just came naturally to me. If you're trying to get readers to take your world 
seriously, it seems to me that you have to take your world seriously enough that you 
treat it like a real world. Therefore there has to be some continuity. I cannot take 
seriously a universe in which Batman – and maybe this is true with Marvel characters, 
too; I don't know – becomes a rorschach test for whatever writer or artist. One time he's 
fairly well adjusted and in this story he's a raving maniac. They don't even seem like the 
same person to me. I have never been able to get interested in the modern Batman for 
that reason. If they were consistent and he's a raving maniac all the time, I can go with 
that. [Laughs] But I can't go with the fact that every time a writer comes along he puts 
his own spin on it and thinks he has to "redefine" the character. That awful word, 
redefine. As if everybody else before him was a clown who didn't know how to define 
the character.

It may not make any difference nowadays. The modern readers may not care so much 
about continuity. Every year or so it seems like they start everything all over again and 
wipe out continuity. Another awful phrase: “Everything you know about X is wrong.” I just 
get so sick of that.

That's different than tweaking the character, say.

You always have to tweak the character and develop them. Human beings change and 
things happen to them. I'm not saying that once in a while it can't be a good thing to do 
something radical, but it seems to me like it's done almost all the time now. It seems to 
me the exception is the character who is fairly consistent. Of course I'm seeing that from 
a distance because I don't read the comics so much recently. I used to keep up with 
them. After they started the New 52, DC stopped sending them to me. Marvel hasn't 



sent me comics in years. I would keep up with them if they sent them to me, but I just 
feel like if Marvel and DC don't care if I read them, I don't care if I read them.

I wish them well. I love the form. I just don't follow it myself anymore.

Do you have a favorite book that you've written?

I don't know. The one I enjoyed writing the most – maybe not by a huge margin but by a 
little bit – was All-Star Squadron. Second would have been Conan. After that The 
Invaders and The Avengers. Those would be maybe my four favorite books. I have a 
real sentimental fondness for Sub-Mariner but I never thought I did as much with the 
character as I should have.

Conan is one of those characters that really caught on both in and out of comics.

Readers were writing, telling us to do stuff like Burroughs and Sword & Sorcery and 
Tolkien. Stan thought it sounded like a good idea and he left it up to me. We didn't think 
that we could get ahold of Conan, but we stumbled into it. I didn't think I'd write it, but I 
ended up writing it – and I ended up doing up as much of it as anyone else ever did.

You wrote the comic for many years, plus there was Red Sonja and others.

Red Sonja and Kull and Solomon Kane. We had a whole little Robert E. Howard empire 
at Marvel for a little while. Then of course Dark Horse picked it up. Conan was always 
the one that was the most popular but I'm glad to see Sonja is doing well, too. I was 
never as interested in writing Sonja as I was Conan but I'm happy to have had a hand in 
taking that Howard character and making it into a character in Conan's universe.

I'm glad that you mentioned All-Star Squadron because I remember coming 
across it when I was a kid and it wasn't like anything else. There were all these 
characters I didn't know, the period setting was fascinating. There was not 
another book like it.

I never had in mind that it was going to be a huge seller. I would have loved it if it had, 
but I wasn't making a lot of compromises like concentrating on three or four major 
characters. I kept jumping around. I'd write these characters for a while and then I'd 
concentrate on some others. I suppose it's probably amazing that it lasted as long as it 
did. And it would have lasted, if not for that damned Crisis! [Laughs]

It's funny – and you will either find this horrifying or funny – but I think it's a great 
preparation to study World War II and other big historical events because it 
involves this large, sprawling cast of characters in different locations who are 
tangentially related.

I always thought of it as a history or a historical tapestry. It wasn't like The Invaders 
which always had that center of Captain America, Human Torch and Sub-Mariner even 



as other characters came in and out. I could have had that in All-Star Squadron. I had 
that core at the beginning of Liberty Belle, Robot Man, Shining Knight, Johnny Quick. 
Then I made up the Firebrand character and I got permission to bring in Hawkman and 
characters from the Justice Society. Then I quickly got bored with that and I wanted to 
keep those characters around but do something with Superman and Batman once in a 
while. And how could you not use Flash and Green Lantern? How could you not use 
Wonder Woman? Then you find some other minor characters – Tarantula, for example – 
and try to make something out of him. Or make up a few new ones like Amazing Man. It 
was just a challenge to see what I could do.

I never felt like I got much support from DC. I think that they thought it was a weird 
comic book. [Laughs] There were some books the company wasn't as interested in 
doing as some writers and artists were. That's natural because they're in the business to 
make money. What happens to a lot of writers and artists after they're in the field a few 
years, they get tired and they want to do their own thing. Everybody's thing is different. 
Some people's thing will be very personal to them. Mine was All-Star Squadron – to do 
the history of what if there had been superheroes during World War II.

You're being flown out for the premiere of Avengers: Age of Ultron, but I have to 
ask: do you have a cameo in the movie?

No. I would have liked to. I was in touch with [writer/director] Joss Whedon, but I think 
Stan has those sewn up. [Laughs] That's okay. [Whedon] did say there's one little touch, 
that I'm not at liberty to mention, about me in the movie – if it doesn't end up on the 
cutting room floor. I haven't asked if it's still in there. I'll have to wait to see. The cast has 
gotten so large that they need time to deal with the people. You've got all the Avengers 
that were in there last time plus you've got Quicksilver and the Scarlet Witch and I don't 
know what they're going to do about the Vision. They'll do whichever version they want 
of him.

I'm looking forward to seeing it. I was delighted to see that Ultron looks like Ultron. I 
figured maybe they would change him more. Of course he has changed at various times 
– different bodies, the head's changed a little bit – but the general look of him has 
always been the same. I guess that must have struck Joss Whedon the same way. I 
think I would have recognized him right away as something that looked like Ultron even 
if I didn't know who that was. I'm pleased about that.

I know that there's a longer issue of Alter-Ego coming out this fall which will be 
about your fifty years in comics.

Originally the issue that was going to be a little about my fifty years, but I've covered 
that in other interviews. There's more about the '90s. Jim Amash agreed to interview 
me. I had to put it a little later because being crushed with time working on this Stan Lee 
book and various other things. It's not a super giant issue, but it is sixteen pages longer 
than a regular Alter-Ego. We just made the issue a few pages longer in order to 
accommodate everything. There are a couple of other little items along with the 



interview that harken back to that fifty year ago time of the 1960s in New York – which 
as everybody knows now from Mad Men was an interesting time. I could have run into 
Don Draper in a bar or somewhere – I didn't frequent bars – but Bill Everett might have 
run into him. They'd have got along just fine.

What is the Stan Lee book that you mentioned?

Yes, that's for Taschen, whom I did the Marvel book for. I'm writing the text but there will 
be other people working on the pictures and things like that; it's not just my book. It'll be 
a heavily illustrated giant book and will probably come out next year.

Either this year or next year – depending on how you count it – is Stan Lee's 75th year 
in comics. His first story would have been written and come out by the end of 1940, but 
it had a cover date of March 1941. Captain America #3. That technically also makes 
next year the 75th anniversary. Since I can't really finish the book in time to get it out 
this year with all the other stuff I'm doing, it can be next year. I thought it would be nice 
because Taschen had a 75th anniversary book about DC and a 75th anniversary book 
about Marvel so here's a 75th anniversary book about Stan Lee.

What else are you working on?

Well, I still work with Stan on the Spider-Man newspaper strip, which I wish more papers 
carried – because then I'd get a raise. [Laughs] Still going strong after almost forty 
years. Of course I do Alter-Ego. There are a couple of other projects here and there. I'd 
like to get back to developing some comics series of my own, but I've had to put them 
on hold for the last year or so because of the Taschen books. I just can't find any more 
time for creative work. There are occasional somethings here or there like an 
introduction for a Marvel or DC book or to write an 8 or 10-page Red Sonja story. One's 
come out and the other is in the works. That's fun but except for a couple of little things 
like that, it's just ploughing away at this handful of major projects.



Neal Adams Explains his Return to Comics & Why He Left In The First Place

Originally Published July 2016

I love Neal Adams. 

Heʼs a giant, sure. Heʼs the man who made so many amazing comics. Hell I wrote a 
lengthy article about why Superman vs. Muhammed Ali is one of the great comics of all 
time. (And no, I wasnʼt being hyperbolic. I meant it then and I still do.) But this is a man 
who turned 75 and he let me, a kid, spend a few hours in his studio. I got the tour form 
his daughter to see the kind of work they do, to check out the signed boxing gloves from 
Ali, to see the art hanging on the walls. To sit with Adams in the conference room he 
took over as his studio and talk when he should have been drawing. 

Heʼs one of comicsʼ great artist. But more than that, heʼs one of a handful of people who 
have transformed comics. Iʼve interviewed with so many people who have talked about 
Adams and his how he helped so many people over the years, how he would help 
young artists, about his work on behalf of older creators, in fighting for royalties and the 
return of original artwork. 

I interviewed him years before, he and Scott Adams about a PVP Christmas storyline, 
which was insane, and was a great conversation. Thatʼs when I first got to meet and talk 
with Adams daughter Kris, who runs Continuity Studios, and helped arrange this 
interview.

Original Article:

Neal Adams turned 75 last month.

There are few cartoonists alive who are more acclaimed, more influential, and more 
beloved than Adams, who was responsible for the co-creation of Ra's Al Ghul and Talia, 
Man-Bat, revitalizing the Joker, and returning the dark and moody tone to Batman's 
adventures after the end of the Adam West TV show. He and Denny O'Neill had a run 
on Green Lantern/Green Arrow that holds influence over the characters to this day. 
Adams participated in Marvel Comics' iconic Kree/Skrull war storyline, and co-wrote and 
pencilled Superman vs Muhammad Ali.

But despite that impressive resume, what has made Adams so loved by fans and pros 
alike is the work he's done for the comics industry. At Continuity Studios, he's hired and 
mentored dozens of creators, despite taking a decades-long sabbatical from comic 
boom work, and continues to do so to this day. He was at the forefront of the movement 
that pushed DC to return artwork to artists and to pay royalties. He was one of the 
people pushing for credit and a financial settlement with Jerry Siegel and Joe Schuster.



Adams is an opinionated man. I'm sure most art historians would be tempted to strangle 
him as he details why he believes pre-modern art sucks, but to listen to him talk about 
the time we're living in, about how we'll never know what it means to be white and the 
importance of diversity, and more, he sounds like someone half his age or less. As I 
learned while spending a day with him at Continuity Studios headquarters, Adams has 
long been ahead of the curve.

What's a typical day like here at Continuity Studios?

If it's a typical day, it's a boring day, because we do new things all the time. You've seen 
the studio. We have editing rooms. We do motion capture in the next room. We had the 
15th floor here until the advertising agencies caught wind of us and realized that we 
were making too much money. [Laughs] They realized that they could do production in 
the agency where they could control it themselves, which was rough. You may not know 
it, but I disappeared for two or three decades.

You weren't really drawing comics from the late '70s into this century.

I drew covers, and we were publishing for a period of time. I was doing a lot of 
advertising. I was sort of waiting for the industry to catch up to me. The thing about 
advertising is that you make more money. You can put kids through college so they 
don't come out with loans. My kids don't and my grandkids don't, and advertising paid 
for that. Comic books probably wouldn't have. It was a good place to go. You may or 
may not think so and I wouldn't expect anybody to think so. When I was doing comic 
books back in the day, in many ways I was ahead of everybody. We had come through 
a very bad time in comics where the comics code was established and the artists that 
were left were steady, but were not too creative. Your Wally Woods and your Jack 
Davises and your Al Williamsons and Reed Crandalls and all those people who used to 
work for EC were basically thrown out into the streets. Al Williamson became a ghost for 
different comic strip artists. He was the inheritor of the Alex Raymond school, and he 
was the logical inheritor of the Flash Gordon comic strip, and he did not get them 
because people making decisions for those things were stupid. And remain stupid. But it 
doesn't matter anymore because nobody cares about comic strips.

Wally Wood was doing spot illustrations. Jack Davis was doing advertising. Reed 
Crandall became a night watchman. He was semi-rescued from that by Al Williamson 
when Warren began to publish, and he started to do comic book stories again. You had 
good and bad people left over, but as a result you had no new people in the comic book 
business. There was nobody either five years my junior or five years my senior in the 
industry. There are people my age who got into it later, like Jim Steranko and Dennis 
O'Neill – but people my age were not in comics. I came into this business that older 
guys who were sad and depressed and assumed that the industry was going to be out 
of business in a year.

Things were that bad when you started out?



I had turned 18 and I was looking for work, and they turned me away. Joe Simon was 
too nice to allow me to ruin my life doing comic books. He felt it would ruin my life. It 
was sincere. Jack Kirby didn't know, Joe did it on his own. The people at Archie felt 
sorry for me, so I did Archie Joke Pages, but then I did advertising at Johnstone and 
Cushing, I did illustration – and I was paid much more than all the guys who were doing 
comic books were. I was getting $200, $300 a page, sometimes $500 a page, while I 
was paid $32.50 a page for writing, penciling and inking an Archie page. I did other stuff. 
I did design work. I wrote advertising comic magazines – one for the National Guard, 
one for Tintex, a clothing dye, several others. I honed my writing skills doing that. I had 
a syndicated strip before I was 20 years old.

This was Ben Casey.

I did that for three and a half years. In that syndicated strip, I was competing with Stan 
Drake, Dan Barry and the best comic strip guys in the business. For three and a half 
years I would check the dailies every day to see who was better. I busted my ass. And 
while I was doing that, I did advertising work because that strip didn't pay all that well. I 
worked seven days a week, 15 hours a day, and I loved it. I just loved it.

So when I fell back into comic books when the strip ended by mutual consent, it was as 
if I had fallen out of the sky. Who is this guy? He knows about color separations, he 
knows about Zip-A-Tones, he knows about halftone prints, he knows about textures, he 
knows about the various colors we get for our printing. He knows that DC Comics gets 
32 colors and Marvel gets 64 colors. And he doesn't want to be a publisher, he just 
wants to do this stuff. One may easily think that I did comics for a long time, but starting 
with, I guess Elongated Man, and ending with Superman vs. Muhammad Ali, that was 
the beginning and end of my comic book career. From that point on I did advertising.

Now, I have come back to comic books. All those eggs that I laid, all those things that I 
tried to introduce, all those concepts that I fought with the companies about – in a nice 
way, in a friendly way – all those things finally happened. The artwork got returned. I 
convinced DC that they ought to pay royalties. That changed the face of the industry. I 
changed separations. [My daughter] Kris, who you know, was the first person to go to 
Canada to Quebecor. Now suddenly we could get better printing. Kris went up there and 
made the deals and we made product and gave it to DC and Marvel and Valiant and 
said, “You guys want to do this? Here's their card.” We didn't take a commission, we just 
said here's the guy to call. We created a new look for the industry. More young artists 
graduated and came into an industry that was welcoming them and that was looking for 
better artists. Now competition was better. Now I'm swimming in a pool of people who 
are equal to me – if not superior.

Back in the day, really honestly, there was no competition. There was Joe Kubert, who 
was a legend. There was Russ Heath, who's fantastic. There was Mort Drucker, who's 
the best caricaturist in the world. You've got somebody like Will Eisner who changed the 
business, who believed in the greatness of comics. There were some other people like 
Barry Smith and Bernie Wrightson, but not many. They threw away the best artists that 



they had. Alex Toth went to California to work in cartoons and he was brilliant. Now we 
have more of an adult industry with skilled artisans, writers who write in television and 
film as well as comic books, we have a tremendously competitive industry that I'm very 
grateful to be in. I'm having a great time.

Has most of the work that Continuity does is advertising? What exactly do you do 
here?

There are people in the world who think that I'm smart. A guy who runs an amusement 
park ride design company might call and say, we're trying for licenses and we'd like a 
comic book guy who can illustrate and do these designs and then fulfill them. Which is 
what happened. Then the same guy asks, do you know anything about amusement 
park rides? I say, I grew up in Coney Island and I studied engineering. So we bounce 
some ideas back and forth and I started to design rides. I designed the Terminator T2 3-
D ride. I designed much of the Spider-Man ride. In the last year and a half I designed 
seven rides meant for Indonesia. When you say design a ride, you either do the initial 
design, the creation of the ride, and then you possibly do the delineation of the various 
ways it's going to be done. Then they do the engineering, which is a totally different 
thing.

We did comic books for Wendy's. Classic stories like The Snake and the Elephant, 
20,000 Leagues Under the Sea, Peter Pan. They were looking for somebody who could 
do 3-D. I said what if we could do comic books that were in color and they weren't in 3-D 
unless you put on the glasses. They printed 6 million copies of each and gave them out 
at Wendy's. We didn't get a royalty for that, but we got paid very well. There tend to be 
lots of different kinds of projects that come through the studio. Sometimes I direct stuff. 
Sometimes we do CGI. We do a variety of stuff. The advice you give to people is don't 
put a lot of variety in your portfolio. You want your portfolio to be one specific thing 
because that way you'll get that work. We go against that. Everybody in advertising 
knows that I do preproduction, and everybody in comics knows that I do comics. That's 
what they already know. I don't have to sell that. Other people come to me and ask, can 
you do this or can you do that?

Someone like Marvel Comics will ask, can you do a motion comic?

Marvel wanted to do a motion comic. We came to them and said, can we show you 
what we can do? We showed them and they fell off their chairs. We had done what 
amounts to motion comics as animatics for advertising agencies for 30 years. Some of 
them much more sophisticated than others. We showed them this and they asked us if 
we could do a sample of a Frank Miller Wolverine and so we did it and they hired us to 
do X-Men. For what it was, it was stunning. We discovered they had been doing the 
same thing at Marvel for two years and coming up with shit, so they hired us to do it. 
Now during that time other companies began to open up and they went for the second 
book to a company in Canada. Well, the second book was really not very good. They 
had another company do Thor, which had some really good pieces, but they couldn't 
carry through for the whole thing.



Nobody has found a vehicle to properly do it for a commercial project because they're 
not focused on it. If Marvel can make money doing comic books and participating in the 
movies that costs hundreds of millions of dollars and they can make hundreds of 
millions of dollars and then they can do animated specials for $3 million or $4 million 
and sell $10 million worth of product, why do a motion comic? You have to build that 
market. Nobody so far is doing that. There are now various people around the world and 
in the United States who are now contemplating what we've done from the point of view 
of maybe trying to move this forward.

Are you often thinking along those lines, what's next, let's try something new?

The difficulty that I have is that I don't think in the present day. I think in the future. Most 
of the things that I do that I care about are made for the future. Today I'm doing a Harley 
Quinn special. At the same time, I'm bidding on some motion-capture animatics for the 
world market. That's what I'm interested in. I do my Harley Quinn book because I have 
the skills. DC wants me to do something big. That doesn't make any sense to a certain 
extent. What you want to do is take Neal Adams who saved the X-Men from 
cancellation, who saved Green Lantern from cancellation, who saved Batman from 
cancellation, put him on a crappy low-selling title and make it work. That's what I would 
do. But they think, we're paying him this much money so we'll put him on Harley Quinn, 
which is selling well and maybe it'll sell more. That's fine.

Continuity has changed a lot over the years, but fans might remember when you 
used to publish comics. What was the original plan for Continuity Comics?

To make back my $62,000. I had done Ms. Mystic for Pacific Comics, and at that time 
we decided that we would do an anthology magazine called Echo of Futurepast. I 
bought licenses for strips from overseas, I hired people in America to do strips, put 
money I made in advertising into it. We published maybe 10 magazines. There were a 
lot of good things in there. The dealers hated the book because it cost $2.95. [Laughs] 
At a certain point Pacific Comics went under and they owed me $62,000. I thought, how 
do I make back that, maybe if I publish the stuff that I prepared myself? That made me a 
publisher – to try to make back the money that I had lost doing that stuff. It's an awfully 
mundane and terrible reason to publish, I fully admit. We published sporadically until we 
got to Deathwatch 2000, and that did great. At that point, we hit that moment in the 
history of comic books where we had this glut. We lost 1,500 stores that year. I stopped 
and backed away. On the other hand, we were so successful with Deathwatch 2000 that 
we cleared up any debt that we had, which was fantastic.

Earlier when she gave me the tour, Kris [Adams, Neal's daughter] mentioned that 
this room used to be the conference room, and you've taken it over for your 
studio, which is emblematic of how your focus has changed in recent years.



I've always been a freelancer. I never feel comfortable having an office. I feel more 
comfortable camping out somewhere. As long as there's a table. That's all I've ever 
needed.

Have you been exploring a return to publishing?

I'd be insane not to.

You mentioned a few titles, but the one most people probably remember is Bucky 
O'Hare.

[Adams sings some of the theme song] We're trying to do Bucky O'Hare as a feature. 
We've done animation for Bucky O'Hare ourselves. If our finances get together and if 
somebody doesn't buy it, we might do it ourselves. Bucky would make a great feature. 
It's a really good property.

I remember the TV show.

Exactly. The stories were good. I would make the writers write an hour show and then 
edit it down to half an hour so it had a real story, because animation moves fast. I 
wanted the people to see a story happen that has events and results. Not “Fred wants 
to find a rock.” All those shows were appreciated by the audience. They misallocated 
the toys, and because Hasbro dropped the ball, the show was canceled. I mean, 
everybody was making money off Bucky O'Hare except for the toy company. I would go 
to Toys R Us and every Bucky O'Hare is sold, every Dead Eye Duck is sold, every robot 
is sold, every Green Rabbit, but the secondary characters just sat there. They said they 
had millions out there. It was a disaster. The licensing people were suing each other. I'm 
in the middle saying this is a great product. I just didn't believe it. We made so much 
money on that. Unbelievable.

Do you have a favorite Continuity character?

Not really. They're all naked men with lines drawn on their bodies, aren't they?

Some are naked women with lines drawn on them.

True, some are naked women with lines drawn on their bodies, and then you color 
different areas. I'm asked this at comic book conventions all the time. What I generally 
say is that Superman is the creator of the industry. He is the most powerful comic book 
superhero, and even if people create characters who are as powerful, he's still the most 
powerful. Because he's an alien and he was created by two Jewish kids in Cleveland, 
Ohio, and he started an industry. As a response to that, the publishers said do more of 
those. As a result, Bill Finger and Bob Kane created Batman, who was totally derivative. 
Nothing wrong with that. There's nothing new under sun, at least that's what they tell 
me. They created a character who wasn't super in any way. He just is somebody who is 



seeking revenge for his parents' death and he is lucky enough to be perhaps the 
greatest detective in the world and perhaps the greatest athlete in the world by training.
Between them lie all the characters in the comic book business. Those are the two 
bookends that hold the business together. I like them both. I like everything in between. 
I like Captain America because I liked Captain America when I was younger. I loved the 
old Captain Marvel, and I do not understand why Marvel Comics does not turn over the 
rights to Captain Marvel to DC Comics so I can have a Captain Marvel comic book.

You don't call him "Shazam"?

[Adams' expression cannot be summed up succinctly]

Stan Lee stole it out from under DC. Just out of courtesy they should return it. But 
businessmen don't do things like that, and so they suck. Look, lawyers suck and 
businessmen suck. I'm sorry. As much as I'm a businessman, and I have to be a 
businessman, there are moments when I suck. I will have a thought and go, "That really 
sucks. Neal, you're an asshole, don't think like that." But businessmen think that way. 
Nothing is gained by not being kind and courteous. Marvel gets nothing out of Captain 
Marvel that they couldn't out of "Fred" or "Joe." Why don't they return it to DC so at least 
DC can make up for the crap they gave to Fawcett and turn out a Captain Marvel comic 
book? I'd like it. I love Captain Marvel. I'd love to see a Captain Marvel movie. Wouldn't 
that be great?



How Neal Adams Changed the Face of Comics – And Why He's Not Done Yet
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Neal Adams is a controversial figure in the history of comics, but that doesn't make him 
any less admired by fans and pros alike.

In addition to his unassailable resume of work, what has made him so beloved is the 
work he's done for others and for the industry. Through Continuity Studios he's hired 
and mentored dozens of creators, and continues to do so to this day. He was at the 
forefront of the movement that pushed DC Comics to return the artwork of artists and to 
pay royalties, and he was one of the people pushing for credit and a financial settlement 
with Jerry Siegel and Joe Schuster.

Adams' reverence for Superman's co-creators continues to this day, as evidenced by his 
statement that “my Superman is Jerry Siegel and Joe Schuster's Superman” when 
discussing his just-completed miniseries Superman: The Coming of the Supermen.

In the course of our conversation – the second half of a wide-ranging discussion – 
Adams explained why his “favorite Kirby character is Kirby,” how Superman vs 
Muhammed Ali continues to be the comic book work that's had the longest lasting, and 
most gratifying effect on his career, and the reason why he wears ties emblazoned with 
comic book and cartoon characters – especially when conducting business.

Right now on the stands is Superman: The Coming of the Supermen, which 
you've finished.

It was a lot of fun. People were criticizing my Superman for being, like, “my” Superman; 
meanwhile, in the movies they're going further and further away from Superman. I don't 
know. My Superman is Jerry Siegel and Joe Schuster's Superman.

You used the New Gods in Coming of the Supermen, and you're drawing 
Kamandi. Do you have a favorite Jack Kirby character?

They're all great. My favorite Kirby character is Kirby, to be perfectly honest. Jack Kirby 
when he was finally let loose at Marvel. I think Stan [Lee]'s greatest achievement in life 
was unlocking the lock on Jack Kirby. Jack had been bumming around the comic book 
business for ages, doing Space Commandos and all these different types of characters, 
but when he finally got to Marvel and the padlock was opened, he started to do things 
like Thor, and then in the back of Thor he would tell Tales of Asgard. Who the hell could 
do that? Nobody. Stan had to play catch up, because Jack was throwing this at Stan. 



Just unbelievable stuff. Then, when he came over to DC, it was as if he had saved up all 
this creative incredibleness.

When Jack Kirby first did the Silver Surfer, you went, what? That is so dumb. You're 
taking some guy in bathing trunks who surf on the beach at Malibu and turning him into 
this thing. That's ridiculous. But it's not. You just have to put a Jack Kirby hat on, and it 
becomes brilliant. The guy is brilliant. How does he think of this stuff? Who has all these 
technical journals with images of gears and shit that he's able to do so well in these 
double-page spreads of machines that don't exist? The crappy reproduction we had in 
comic books had only 62 lines per inch, so it had the worst reproduction in the world, 
and he did stuff that the comic book business didn't deserve to have. Who would do 
that? Nobody. Nobody in the business did that. I don't even know how he had time to do 
it. He would pencil six pages in a day. Nobody's like that.

This is your second big Superman title – I saw the framed cover and the signed 
boxing gloves in the hall. Superman vs Muhammad Ali sounds like a crazy idea.

It was first proposed by Julie Schwartz and everybody laughed at it – including me.

But you made it work.

It's a classic. You know how many black guys come up to me at comic book conventions 
holding this. Not just black guys, it represents so much to so many people, but black 
people in particular. This was printed by two companies, DC Comics and Whitman did 
another run of it. I don't actually know how many they printed. In so many ways, it was 
significant – tremendously significant. We made a big splash around the world. It was 
Julie's idea, and after I stopped laughing, I became very supportive of it. They were 
going to have Joe Kubert do it. They had Joe draw a cover, but the Ali people didn't like 
it. They thought it was too crude and ugly. It wasn't, it was just done in Joe's style. I 
could do likenesses very well, so to keep what Joe did, I took the layout and I traced 
Superman and Ali and drew them in a more illustrative style, and then I had celebrities 
around the ring watching. If you go to the Joe Kubert School, you can see Joe's cover 
that looks just like my cover, but in Joe's style. I didn't want that to get lost. At that time, I 
made sure everyone knew that.

It was a good idea, but the question was, what was the story? Julie decided on some 
kind of invasion from outer space. Denny began the project, but he had too many other 
things to do and he couldn't finish it. Julie called and said, “Denny's off the book, you're 
going to have to write it.” I used as much of Denny's stuff as I could – he does a good 
job. I got to do things that I never thought I would get to do. I could beat the shit out of 
Superman. I can scream in space. I can reintroduce Superman as a character by giving 
his powers back. I can wax poetic. I can do funny lines, like the reason Superman is 
fighting in his costume is because the differences between Superman and Ali are so 
small, the aliens can't tell them apart. We pulled Ali's own words as much as we could. It 
was tremendously sincere project, and Julie was a gigantic pain in the ass about it, 
which I appreciated because he became a really good editor during that thing.



It was a very sincere project.

Every project I do is sincere. For that reason, I didn't realize how significant it was. You 
cannot possibly know how significant it is, being white. It's as simple as that. I have 
groups of black men and their kids, and they tell me, “I have that at home,” or they bring 
it and it's been read a thousand times. It meant so much. John Stewart was significant, 
but Ali. Remember, America didn't love Ali. Half of American hated Ali, but he was a hero 
to the world.

I don't know if you know, Denny O'Neill and I both had to be approved by the Honorable 
Elijah Muhammad. We had to go out to Chicago to the compound and sit and be 
observed by Elijah Muhammad, who didn't actually talk to us. Apparently, he felt that we 
were not a danger to whatever the hell they were doing, and then we were dismissed 
and took the limo to the gate, which was two miles away. We found out later that we 
were approved. [Laughs]

That was a great project. The point of going to conventions is so people can bring their 
copies to me, to see the looks on their faces, how it means so much. I can't even 
explain it. It's emotional, it's not intellectual. They don't talk about Superman and Spider-
Man or those other things, which were all very good. They remember Superman with a 
black eye, and Ali did it. [Laughs]

Another project from the past is being re-released soon, as Dark Horse has a 
collection of Blood coming out.

With an animated cover. Fully animated. I know I look like a fireman or a police man or 
whatever, but I really am a geek. I know the technology for lenticular lens work, and 
nobody takes advantage of the technology. The people who produce the technology sit 
in utter frustration that nobody takes advantage. What they do is, they have a picture, 
and it turns into another picture, but you can actually do full animation with a lenticular 
lens. You can do up to 32 frames of animation with a lenticular lens. That's a lot of 
animation. Nobody does it. When I went to the lenticular lens guys, they thought they 
were selling me. I said, “Let me explain lenticular lens to you – this is why I want to do 
it.” We started to break it down into how many frames we could do, and they were just 
delighted that somebody understood. That's the other thing – I went away [from comics], 
but I came back with more toys.

Today, you're working on this advertising project involving meerkats.

This is for England. It's for insurance, like how Geiko has a gecko. They're tying them in 
with these Superman and Batman outfits. It's the perfect job for me. We ask for a little 
extra money, and they get a special job. When you're in favor, you get treated well, but I 
get treated especially well because then people get a benefit.

Do you have to fight for these jobs? Is this a challenge?



It's a game I have to play. I try to walk between the raindrops. I'm a target, and I 
understand that. In my science stuff, I'm a target. In everything that I do, I've always 
been a target. I attract too much attention. It wasn't my idea to do 28 covers as an 
homage to Neal Adams. [DC Comics] called me up and said, "We'd like you to do 28 
covers as an homage to a great comic book artist. Sure, who? You." I thought about it 
and I thought, "Well, who else has 28 covers?" It's attention. I get that attention. I can't 
stop doing it. I have fun doing it. Everything is new and crisp and wonderful.
My daughter battled DC Comics over our contract for nearly 3 years, back and forth with 
these lawyers. She would go to these meetings, and we finally ended up with a decent 
contract. The reason we got it was I said, “Look, I've taken the time to take care of 
everybody in the business. All the artwork is returned, everybody is getting royalties, 
we've got better reproduction, all the fights are mostly done, and now we're talking 
about me. You put my name on the front of books and you don't have that right. You 
have the right to reprint my stuff, but if you make a book, Neal Adams Presents Batman, 
that's my name. You can't do that. I'm not going to sue you, but this is bullshit. Let's 
straight talk. You've got characters that appear in movies that I created, and Paul Levitz 
came over and gave me a $100,000 dollar check out of courtesy.”

You say that you have to dodge a lot, but people talk about you in a way they talk 
about few other people in comics.

I get along with everybody. Nobody really crawls under my skin. If they do, we have a 
confrontation and we finish it. There are an awful lot of people out in the shadows that 
have a problem with me, and I know that. I went to a movie last night called Batman and 
Superman or something. [Laughs] I waited until the end because I was told there were 
special thanks to various artists, and my name wasn't up there. Now everybody in the 
world knows the contribution that I made to Batman. There were over twelve people 
named. I don't know why my name isn't up there. Maybe because they don't want to 
give me a royalty? Somebody in the background has something negative to say? I don't 
know, and I don't care. I just can't care. I deal with the people who are straight up with 
me. If anybody confronts me, I say, let's go have a cup of coffee and talk. That's what 
I've always done. That's how I got the original art back. That's how I got royalties for 
artists. By having a conversation and making the either guy see that this was either the 
law or the right thing to do. And those people – Paul Levitz, Jenette Kahn, the guys at 
Marvel – they've remained friends.

You've been doing a lot of conventions recently, and you're spending a lot more 
time and energy working in and looking at comics. You seem very upbeat about 
where things are right now.

This is the greatest time in the history of art. There's never been a time like this. We can 
do anything. We can publish it, and a portion of the population will buy it. So we don't 
have to satisfy everybody, we can satisfy a niche, and they will buy it and love it. It's not 
like rock and roll, it's better. This is only going to get bigger. This is a community of 
people who believes in their community. They have artists, and they have magic – those 



long white boxes of comic books. The ones who are going to focus on the whole 
multimedia thing, they're right and they're wrong at the same time.

Everybody's going to get it and it's just going to get bigger. Forget Halloween: cosplay. 
They can wear anything they want, they can become anything they want. I don't even 
recognize half the characters anymore, and there's nothing wrong with that. They love it. 
It's a creative community, and it's coming out of America and it's going to China and 
Russia and South America and Australia and all of those cultures have something to 
contribute to it as well. It's incredible. This is the greatest cultural explosion in the world. 
People don't recognize because people don't recognize the thing that is happening right 
under their noses. Ever. To expect human beings to recognize a cultural change that's 
happening under their noses is expecting too much of human beings. We don't do that.

No one named the Renaissance until it was over.

Until it was gone. That's just the way it is. But – who cares? It's rock and roll. Leave it up  
to the French to name it. [Laughs]

Do you have a favorite thing of all the things that you do?

My favorite thing is the science. None of this [Adams gestures at artwork] means 
anything. This is what I do. The science is the most important thing. That represents the 
third book of my life. That is so big, so incredible, that it makes all the rest of this stuff 
look like child's play. Look, if I'm wrong, I wasted 35 years of research. If you can prove 
me wrong, then I can drop it and do something else. So prove that I'm wrong. So many 
facts have lined up.

It's like when I have battled the companies on various things, and it seems as though it 
was a battle, but it was never a battle. It was always pre-ordained that I would win. You 
could say, how would you know? Let's take the return of the original art. You have 
copyright law. Copyright law has to do with the right to copy. It has nothing to do with 
owning art. Interestingly enough, there are areas of the law which have to do with 
owning something. It's been codified in more recent times by the sales tax law. So if you 
want to own a right to something in the sales tax law, then you don't pay sales tax. If you 
want to own something, like that piece in a frame – if you were to buy that from me, you 
pay me for it physically, and I would give it to you, but you would not be able to print it. 
No matter what. Ever. Because you didn't buy the right to print it. I couldn't sell the right 
to print it, because the copyright is owned by somebody else. If it was a painting that 
had nothing copyrightable, you would still have to buy the copyright from me.

In conversations with the lawyers at DC and the publishers, I would say, you people 
believe that you own the right to this artwork. We've been through lots of tests – you've 
sold it and withdrawn it – but you haven't codified the fact that you don't own it and it 
belongs to the artists. Although you may have read the copyright law, you haven't read it 
properly. I'll show it to you. It doesn't say anything in there about owning artwork. I also 
have the sales tax law for New York State. Now, you believe that you own that artwork – 



fifty years plus of artwork – although you don't know where it all is. We've come to a 
point where somebody is going to go up to Albany to the sales tax people – they have a 
building up there – and they're going to find an agent who knows something and say, 
there's a company in New York who believes that they own fifty years of artwork, but 
they haven't paid one penny of sales tax on it. “Are you going to do that?” I'm not saying 
that. I'm saying somebody, sooner or later, is going to go to Albany and visit these 
people, and when you press that button, it will never be unpressed. Tax people are not 
like that. They will hound you to your death.

The next week, they started to return artwork. I did my homework, and they didn't.

It all comes down to homework?

Royalties. Another conversation. What you pay is an advance on royalties. “No, we don't 
– we pay a rate.” You can call it what you want, but in book publishing... “Oh, we don't 
publish books, we publish periodicals and magazines.” Okay, I'll be glad to take you 
down to NYU and take you to a course on the publishing of magazines. You can have 
these definitions that you have, but they are not real definitions. I can send you to a 
classroom that will tell you what these things mean.

My question was, how many do you have to sell to make a profit? “We don't know.” Of 
course you do. I know what it is. It costs you so much money to print, it costs you so 
much for paper, for the artist, for the writer, for the editor, for rent. After you pay for all 
those things, then you make a profit. I can tell you what that number is – it's 35,000 
copies. “Well, we expect one comic book that's successful to support two books that 
aren't successful.” Okay, fine – pick a number. It doesn't matter. Make up a number. Say 
it's a hundred thousand copies. Are you going to make money at a 100,000 copies? 
Now, because we're in book publishing, if an artist and a writer get together and they 
make a comic book and it sells half a million copies, do you believe that they deserve a 
royalty? Then our conversation is over and I've won. You've just admitted to me that 
there's a point at which we should receive a royalty. Figure it out. We don't even care 
what the number is. We just want to be paid for what we do. If you say it's 100,000, if 
you say it's 500,000, pay us a royalty after that.

Okay, final question. You're wearing a Spider-Man tie. Is that a sign of a project to 
come? Or do you just have a closet full of comics characters?

Let me tell you something about children and grandchildren. Children and grandchildren 
have no idea what to get dad or grandpa for Christmas or their birthday, so what they 
usually do is, they buy some weird cologne. They have no idea what to get. And the 
truth is, dads really don't want anything. I tell my kids that I love cartoon ties. I do. I 
especially love to go into business meetings with cartoon ties. But you have to hunt for a 
good cartoon tie. You're not going to find it in a regular tie shop, so you have to make an 
effort. I like to be at conventions and the kid goes, “Batman!” I love to have a 
conversation with someone who's serious about his business and he'll be talking about 
percentages and then go, “Is that Taz? I love him!”



Co-President Victor Gorelick Discusses Archie Comics' Past, Present & Future

Originally Published June 2013

Iʼd interviewed a number of Archie Comics artists and writers over the years when I 
asked if Victor Gorelick might be up for talking. Heʼd been working at Archie for more 
than fifty years, one of the few people whoʼd been at Archie – or any comics company – 
for that many years, and gone from an entry level job in production to Editor in Chief 
and Co-President of the company. Though I do wish he would write that memoir, 50 
Shades of Orange...

Original Article:

After starting at the company in the production department in 1958 after he finished high 
school, Victor Gorelick worked his way up through the ranks and is currently the Editor-
in-Chief and Co-President of Archie Comics. Even after all those years, he still edits the 
comics that come out from the company along with overseeing various special projects, 
like the recent The Art of Betty and Veronica book and the upcoming The Art of Archie 
Comics: The Covers hardcover, which comes out this fall.

In recent years, the company has found new life with the introduction of Kevin Keller, 
the Jinx graphic novels, the crossovers with Glee and KISS and the successful 
magazine Life with Archie. And the company has no intent to slow down,with a variety of 
new projects in the works, including the upcoming Afterlife with Archie, a new level of 
effort put into producing graphic novels and moving into digital and a publishing deal 
with Dark Horse to collect the original Archie comic books.

Archie is also making new moves into Hollywood, like the just-announced Archie movie 
and a Sabrina animated series. CBR News recently spoke with Gorelick about 
everything that's happening at Archie, why this is the time to perhaps dial back the 
crossovers and events in favor of simply telling some straightforward Archie tales and 
why he could – but won't – write a memoir titled 50 Shades of Orange.

In the past few years, Archie really seems to be trying to do new things. I'm 
thinking about Kevin Keller, the Jinx graphic novels, some of the crossovers and 
guest stars, bringing the superheroes back.

At Archie, we always try to keep up with the times. Archie's been around for over 
seventy years now, and with every generation, there are new things to put into these 
books, whether it's fashions or new technology. We've always tried to keep up with that 
– I give a lot of credit to our writers and artists. But yes, recently we've come up with 
some new things, a lot of big moves, if you will, with the books. Kevin Keller – 



introducing a gay teenager into the Riverdale family was huge. It was very big and very 
well received.

I think the least noticed aspect of Kevin is that he's an army brat, which adds 
something to the character and the books.

Dan Parent created the character and we were talking about how we wanted to set up 
his family. Even though he's been moving around a lot because his father is an officer in 
the army and he's moving to a lot of different place sit's still pretty wholesome family 
unit. He's been around a lot and experienced a lot of things and it adds a little more 
punch to the character. All the other characters in Archie have lived in Riverdale all their 
lives, their mothers and fathers have, and it's all ho-hum for them – and here's this kid 
who's been around the world, practically. I think that adds something to the overall 
picture with regard to the whole Riverdale universe.

Archie puts out comics monthly, but you've really ramped up producing graphic 
novels and going digital. Jon Goldwater did an interview in which he said that the 
monthly comics donʼt make money.

Well, they're on newsstands, but you just don't see [newsstands] anymore. If you want 
to find Archie comics, you have to go to Barnes and Noble – they carry everything we 
do. You have to give credit for Jon Goldwater for all of these advances in publishing that 
we've been doing at Archie Comics. I think under the old management, they wouldn't 
have gone for doing some of these things and taking that risk: including a gay character 
in the group, having Archie married, doing all these graphic novels and going digital. 
We've had to embrace digital comics, and digital comics have done very well. Every 
month, we're doing better and better. As far as our graphic novels go, we're putting out 
half a dozen or more every month. There's a lot of material.

Archie is putting out graphic novels, but then Dark Horse is publishing the 
original Archie comic books from the beginning and IDW is doing series based 
around individual artists.

The IDW books is a license that was put together quite a few years ago. The ones that 
Dark Horse are doing, those are great books. I think those are really nice books. It's 
preserving the history of Archie, repurposing all our old material, and finding it – which is 
even more difficult. IDW have done, I think, three books on Dan DeCarlo, a couple 
books on Samm Schwartz, Harry Lucey.

There's also the Bob Montana comic strip collections.

The Sunday Strips book is just beautiful. That's a great book. They do a good job. I'm 
doing a book with Craig Yoe, who did the book The Art of Betty and Veronica, which 
seemed to do very well.



Are there any plans for more books focused on different artists like Bob Bolling 
or others?

Bob Bolling was one of the most popular artists at Archie because of his Little Archie 
stories, and we'll definitely do something. We've done a couple trade paperbacks of his 
work. The books that I'm working on with Craig, like the Covers book, it's seventy years 
worth of covers and we wanted to put a variety in there, a lot of different artists' work.

Do you have any favorite artists who you think were good but never quite got 
their due or as much attention as you think they should have?

One of my favorite artists was Samm Schwartz. He was really synonymous with 
Jughead. Jughead is actually one of my favorite characters. I thought Samm's 
storytelling was great – he was a real cartoonist. That's not taking away anything from 
Harry Lucey, who was a great artist, or Dan DeCarlo, but when I read Samm Schwartz's 
stories, he always got a laugh out of me. Sometimes it was nothing to do with the story, 
it was just the way he drew something. He would draw things in the background all the 
time. I remember a story he drew where Jughead is going to an army navy surplus store 
and he had people in the background driving out in tanks, carrying bazookas. [Laughs] 
Crazy things like that. Sometimes what was happening in the background was funnier 
than what was going on in the story. He was one of my favorite artists. He had a really 
good sense of humor.

You mentioned Dan Parent earlier, He seems to have taken on the mantle as the 
most prominent Archie artist today.

Dan Parent and Fernando Ruiz are two of our newer artists. They've been working here 
for about twenty years. [Laughs]

[Dan] is very popular with our readers. He's always been very contemporary. He writes 
and draws most of the stories. He really comes through. He worked on the Glee 
crossover, the KISS crossover. He gets all these tough assignments. Fernando has 
been working on the Life with Archie book – or half of it, anyway. He does a fantastic 
job. We have the Kennedy brothers – they all of a sudden walked in the door and 
everybody loves them on Life with Archie. We've always been fortunate to have some 
really good artists and some dependable artists which is sometimes a hard thing to find.

You recently announced a new series starting in the fall, Afterlife with Archie.

Well, we're certainly going down another road! [Laughs] It's been very well received, 
from what everybody's seen so far. I can't give away the story of the book, but I'll tell 
you, the story, from what I've read so far, it makes the hair on your head stand up.

The writer of that book, Roberto Aguirre-Sacasca, is also writing the just-
announced Archie movie.



That's true. We signed with Warner Brothers to do an Archie movie, and it's probably 
going to come out in 2015. Roberto's writing it and Jason Moore's directing it. I've been 
waiting for this for 54 years. I can't tell you how many times I was told there was going 
to be an Archie movie.

There has also been some movement with Sabrina the Teenage Witch on the 
Hollywood front as well.

The Sabrina animated show is going to happen. The artwork looks really beautiful. And 
thereʼs going to be a live action Sabrina movie, which is going to be great too, I'm sure. 
Everybody likes a witch.

Do you handle these things, or is it stuff other people handle and you get excited 
about it?

Jon Goldwater handles most of that stuff directly. He's very hands on and gets involved. 
He really works -- unlike some other bosses I've had, which I won't mention.

Do you have any plans for Sabrina in the comics right now?

Right now, the only thing we're doing is the graphic novels. There are no plans just yet 
to do a regular series, although somewhere along the line we might do a miniseries.

She was in the KISS crossover.

Yes, she did – and she might be appearing in other places, too. And she's going to be in 
the Afterlife story. How could you have the afterlife if you don't include a witch?

Is there anything happening with Josie and the Pussycats or The Archies?

Jon Goldwater was in the music business before he came to Archie, so he knows a lot 
of people in the music business and goes out to California often. He's always meeting 
with people. That's how we wound up getting this movie. That's how we wound up 
getting the Sabrina animation and Sabrina movie. He handles most of that, and we pat 
him on the back. We get involved at the beginning, where lots of it is just about people 
learning who the characters are and what they're about. I remember when Melissa Joan 
Hart, before they had the Sabrina show on TV, she and her mother were up here. I sat 
with them and went through comic books and they got a sense of what the character is 
about. That's how we get involved at this point. I'm hoping to get a part in the movie and 
start my acting career.

You can be Stan Lee of Archie movies.

You're the fourth person that's said that today. [Laughs] I'd rather be more like Alfred 
Hitchcock, where I'm sitting at the back of the bus or something. Maybe I can get a part 



on The Big Bang Theory. That would be better. They've talked about Life with Archie. 
That was a nice plug.

You've been at Archie for a while.

October 1958

This is a huge question, but what do you think has been the biggest change in the 
company and in comics in that time? What stands out to you?

In comics, the biggest change is the fact that you need to find more outlets. There aren't 
outlets for comics like there were years ago. When I started working, they used to pay 
us based on our circulation and our circulation was almost two million copies a month. 
But how many newsstands do you see? Like I said before, you can find most of our 
books at Barnes and Noble, so you better hope they don't go out of business. We used 
to be in Borders Books, and when they went out of business that was a big hit for a lot 
of comics companies. Comic books are going digital – everybody's going digital with the 
books. People just don't read like they used to. People have Kindles and iPads. I have 
an iPad, but I won't read a book on it. I don't like to read on a computer if it's something 
really long. Finding new outlets for comics, that's a challenge for all publishers, for all 
magazines. There's not as much advertising; the advertisers are saving money on print 
advertising because comics don't have that circulation. Marvel is now all direct and 
aren't on the newsstand at all. Probably DC is going to do that, eventually.

You probably have a lot of good stories, some of which you probably can't repeat.

Yeah, if I write my memoirs, [Laughs] I can do a book called 50 Shades of Orange – but 
I probably wouldn't have a job after it. Over the years, I met a lot of artists, worked with 
a lot of great artists, many of whom are gone now. I worked with Harry Lucey, Dan 
DeCarlo, Samm Schwartz, Bob White – a lot of these artists, you don't even know them 
until the last fifteen, twenty years, but they were all really excellent artists and writers. 
George Gladir probably did the gags for seventy-five percent of the covers in the years 
he was working for the company. A lot of the artists who worked for Archie over the 
years were relatively unknown.

Is that one of the reasons why you do the reprints focusing on individual artists, 
to give them that credit and attention?

We've been doing this for a long time now, giving credit to artists, but there was a time 
when some signed and some wouldn't – I don't know why. Some of these artists, like Bill 
Vigoda, are still unknown. I looked him up on Wikipedia, and all I could find was Abe 
Vigoda, his brother.

You started out in the production department when you started in 1958, which isn't the 
same today as it was then.



That's changed a lot. When I first came here, the pages were huge 12" x 18" pages and 
everything, all the original art, went to the Comic Code Authority. I can tell you stories 
about that. [Laughs] Although we never really had a problem.

I've heard stories about production departments having to redraw panels because 
of cleavage or elements considered too risque.

It happened at the other companies as well. We'd take things to the Comics Code 
Authority, and they used to have an art table set up with supplies so the artists could 
come down and make the corrections right there. At Archie, one of my first jobs – and I 
tell this story a lot – was cleaning up the art on Katy Keene.

This is when cutting and pasting involved actual cutting and pasting.

We used to buy rubber cement by the gallon. If you needed to reduce something, you 
had to send it out to a photostat house. All of the text pages were typeset, but we had to 
send it out to the linotype. The color separations were done by hand. They made zinc 
plates that weighed about a ton at the engraver and they were sent to the printer. The 
printer had to take the zinc plates and create what they called mattes, like a rubber plate 
or something like that, so that they could fit on the printing press cylinders. You only had 
three values to work with colorwise -- you had 25%, 50% and 100%.

In other words, it was a whole other world from today.

I think we still have a gallon of rubber cement somewhere, but I think the people in the 
art department just take it out to sniff it once in a while. [Laughs]

Besides Afterlife with Archie, what's coming up in the comics? Are there any 
other new projects on the horizon?

One of the things that I think we need to do, after doing all these crossovers and all of 
these special events, is to get back to some regular Archie stories. Instead of a 
miniseries, have short stories for a change. You have to get back to basics a little bit.
We get a lot of attention for one book, but it's not an ongoing thing. What keeps Archie 
going is the Archie characters. You're always running a risk when you deal with 
celebrities. You never know. We work so far ahead with these books that we could have 
a celebrity in a book for December, and by the time December comes, you don't know 
what kind of situation the person will be in. The bottom line is, with the comic books, we 
have to produce a good clean image for young readers.

I guess that's the big challenge. How do you keep the books interesting and 
relevant, which I don't say dismissively, but when Archie started there was Andy 
Hardy and Henry Aldrich and movies and radio shows that were similar. Now 
they're gone, and Archie is still around.



First of all, the parents of our readers probably grew up reading Archie comics. They're 
very comfortable with it. They're not afraid to have their kids read an Archie comic book. 
They're not worried. In fact, even we haven't gotten really any flack on Kevin Keller.

I'm glad to hear that, but I'm sure that possibility was in your mind.

We weren't worried about it, but we certainly expected something. We did get a little bit 
of backlash from a few people, but people are overwhelmingly for it. You heard about 
the Life with Archie issue where Kevin got married in that issue and that group 
complained. Toys R Us ignored them, we ignored them, and the book sold out. It wasn't 
Archie Comics that was criticized; it was that organization that was criticized more than 
anything.



An Interview with Tom Palmer

Originally Published October 2015

I have no recollection about the circumstances of this interview, which I conducted for 
The Comics Journal. I feel embarrassed admitting that, but maybe I shouldnʼt after 
having written this many articles. I just remember doing the interview over e-mail and 
that Palmer was incredibly nice. I feel like I keep writing that so many of the people I 
talked with were nice, but they were. They would have to be to be as generous with 
their time as they were with me.

Original Article:

Tom Palmer has been working steadily in comics since 1968 when he pencilled an issue 
of Doctor Strange for Marvel. He inked the next issue of the comic the following month, 
his first collaboration with artist Gene Colan, though the two would go on to work 
together on Daredevil, Tomb of Dracula and other projects. Palmer has worked primarily 
as an inker, mostly for Marvel Comics, sometimes inking many books each month in 
addition to occasionally pencilling comics and outside of comics, doing advertising and 
illustration work. Over the course of more than forty years, Palmer has worked with a 
number of people ranging from John Buscema and Jim Steranko to John Romita Jr. and 
Tom Grummett. His early career was also marked by his relationships and 
collaborations with two EC legends, Wally Wood and Jack Kamen, as he discussed. 
Palmer is part of a generation of comics creators that began working in comics in the 
1960ʼs and continues to do so today and he spoke about this changing comics 
landscape and trying to understand his place in it. 

When you were young, were you always interested in art and want to become an 
artist?

I guess like all kids I liked to draw, and with an older brotherʼs supply of comic books I 
started drawing my interpretation of them early on. I had a problem with one of my hips 
by the third grade and was on crutches for four years after which gave me a lot of time 
to draw. Once I was ambulatory again in my teens I started catching up on my life 
missed during those early years on crutches and spent less time at a drawing board. 
Took art classes in high school, drew and painted for my friends, but didnʼt think of 
pursuing art as a profession. Things changed when I finished high school, I discovered 
a new appreciation for drawing and painting and thought seriously of going to art school.

What kinds of things were you drawing?

In high school I contributed artwork to their magazines and yearbooks, did drawings of 
my friends or just drew memorable situations that we experienced in a cartoon style for 



everyoneʼs amusement, including mine. I think those solitary years I had on crutches 
and drawing all the time became embedded in me and it was there all the time but I 
wasnʼt really aware of it.

Did you go on to art school? 

Yes, I did but not immediately. I first had to find an art school that offered what I was 
looking for, not comic art but drawing and painting, which became something I was 
interested in. I found an entry level position in a studio on Lexington Avenue in New 
York City and took evening classes at SVA (School of Visual Arts). I did everything in the 
studio from picking up work to getting lunch for the crew but no board time and it wore 
thin quickly. The art school wasnʼt working either, great teachers but I was not learning 
anything about painting so I went out for another studio position, freelance this time, and 
a new school.

An artist I met mentioned a well known teacher at the Art Studentʼs League for years 
had started his own school up on 57th Street in Manhattan and suggested I try it out. He 
had the teacher at the Art Studentʼs League years earlier and he was a pretty good 
artist so I gave it a try. The teacher was Frank J. Reilly and his school was named after 
him. I started taking classes and was soon getting a solid instruction in drawing and 
painting.

When you were in school, who were the artists you really liked? What kind of 
work were you interested in?

I liked Norman Rockwellʼs artwork early on but in my teens I started noticing illustrators 
like Jim Bama, Howard Terpning, and Bob Peak, and Frank Reilly introduced me to past 
masters like Dean Cornwell and J.C. Leyendecker. My love of comic books never left 
me though and probably my biggest influences were Wally Wood, Al Williamson, Frank 
Frazetta, and Jack Davis growing up.

What was your first professional job as an artist? How did you get into comics 
after school?

After that short initial studio job on Lexington Avenue while I was going to Frank Reillyʼs 
Art School at night, I picked up a freelance studio position at an advertising studio in 
New York City and my first drawing board position. It just so happened the studio 
illustrator was an ex-EC Comics artist, Jack Kamen, and I was quite elated having such 
luck working at a drawing board next to him. I started doing some line drawings and 
some painting for the accounts they had but learned a great deal more just watching 
Jack working. He was not doing comics anymore, he had stopped years earlier when 
EC Comics ended their line. He was doing line drawings and painting advertising 
artwork for his clientele. He inked his line art exclusively by brush and thatʼs where I 
learned what can be a tricky maneuver starting out!



I wasnʼt making much money at the time and asked Jack if doing comic book artwork 
might help to pick up the cash flow. He wanted me to continue with Frank Reilly at night 
in art school and was afraid if I started doing comic books I would end my schooling so 
he didnʼt encourage me at that time. It wasnʼt much later that Frank Reilly became ill 
and after a short hospital stay passed away. Without him the school closed which pretty 
much ended my art school training. His passing was a big shock to many including 
myself. Great man and teacher.

Jack Kamen relented and decided to see if I could do some comic book work along with 
the freelance advertising art in the studio to make extra money. He called Wally Wood, 
who was living in uptown Manhattan, and asked if he could send someone up to see 
him. I went up to see Woody and showed him my portfolio and he had me pencil a few 
pages  of a Jungle Jim short story which he inked and made his own. My pencils 
disappeared and “Wally Wood” emerged on the pages! He gave my name to Joe 
Orlando who passed it to his friend, Mike Esposito, and he had me do some 
background inking on a DC comic he was working on.

Mike played poker each week with a group of comic book guys and gave my name to 
one of the players, Sol Brodsky, who was the production manager for Marvel at the 
time, and I went up to see him with my work. My first job was pencilling a Doctor 
Strange issue, which was written by Roy Thomas. [Issue #171].

Outside of those couple of pencilled pages for Wally Wood this was the first comic book 
pencilling I had ever done and it must have showed. Dan Adkins did a tremendous job 
inking the issue making me and the book look quite professional. When I returned to 
pencil another issue I was told they had a new penciler and would I like to ink him? I 
had done enough inking for advertising art so I took the opportunity and inked that next 
Doctor Strange issue, #172.

The new penciller was Gene Colan and it was the beginning of a wonderful relationship 
both personal and professional. I worked hard on that first inking assignment and did 
everything I could to turn his illustrative pencils into inked line art for printing. Remember 
using a lot of zip-a-tone to capture all the subtle penciling Gene had done, which he was 
a master of. I soon learned that Gene pencilled quite differently than other pencilers 
using graded pencil tones to render form and shadow and not strictly pencil lines. I 
enjoyed the challenge. Marvel must have liked what I had done and I was asked to 
return for the next issue.

So when you started working in comics you weren't thinking, I want to pencil or I 
want to ink. You were looking for more art work and willing to do whatever?

I was looking for more art work to do but also art that I enjoyed doing, and thinking back 
to my youth, I found drawing those comic books when I was a kid quite gratifying and 
asked Jack Kamen for guidance. I saw him pencil and then ink his advertising work and 
had no preference at that point, it was the drawing that always satisfied and I saw both 
as the same.



Frank Reilly brought a new interest in painting with his teaching and I wanted to pursue 
that more but I was still learning the business and not ready to specialize just yet so 
doing some comic book work looked like fun.

I'm curious, what did you learn from Jack Kamen?

Someone asked that same question a few years ago and my first thought was he 
showed me how to be an artist. We shared similar backgrounds, New York kids who lost 
their dads early on and he took me under his wing so to speak. He had taken classes 
with Harvey Dunn when he was young and I was taking classes with Frank Reilly, the 
connection between those two teachers/artists must have been symbolic to him.

I would watch him lay out an illustration and then do a finish either in line or color and in 
many ways my real art education was in that studio sitting next to him. I was doing 
some painting for advertising at one point and he sponsored me into the Society of 
Illustrators, which he was a member of, and I wasnʼt sure if I was ready. He said that if 
youʼre making a living as a freelance artist and your work was being accepted you 
qualified. It was an honor becoming a member. I also saw how Jack conducted 
business, either on the phone with clients or dragging his ass into the studio in the 
morning after delivering a job he worked most of the night on. That stuck with me to this 
day, delivering on time makes all the difference succeeding in the business.

At this point I think itʼs obvious he was a father figure to me, the dad I didnʼt have 
growing up who showed me how to survive as an adult and an artist.

You mentioned that Jack Kamen always inked with a brush. Were you using a 
brush to ink?

I inked with a dip pen, it was a Hunt 102 Crow Quill, and I used a Koh-i-noor 
Rapidograph pen, which had a one line thickness, to rule straight lines or ellipses with 
guides, a very mechanical line but needed in an advertising art studio. Used a brush to 
fill in black areas but never to strictly ink with, I would paint with a brush but never ink 
with one.

Jack was very particular about his Winsor & Newton Series 7 #2 brushes and once they 
lost a point he would pass them on to me. He would ink straight lines with a brush using 
a bridge he had bought. I was always fascinated how much he did with a brush.

As you said, Gene Colan penciled differently than a lot of other artists. The two of 
you worked together a lot over the years. Why do you think you worked so well 
together? What did you do with his pencils that others did not?

Gene Colan was the first comic book penciller I ever inked, and since I didnʼt have 
anything to compare to, I did my best to interpret his gray tone artwork into line art. I 
would open up his shadows with crosshatching or zip-a-tone screens, something other 



than just black, Gene had a lot going on in his pencils especially the shadows, I just 
brought it out.

You said that being by Wally Wood, your pencils ended up looking like Wally 
Wood. You've always approached each penciler differently.

I suppose I meant that Wally Woodʼs style was so strong he made any pencils he 
worked over look like his work. He had many collaborations with Jack Kirby, who had a 
very recognizable style, and you always knew Wally Wood had inked it making it his 
own. Remember many of his artist friends pencilling for him when the workload was too 
great, artists like Steve Ditko, Al Williamson, and Gil Kane, and although there was an 
awareness of their style it was Wally Woodʼs inks that you saw.

I approached each collaboration I had with the goal of enhancing the pencillerʼs work 
doing my best to keep their style while converting the pencils into line art for printing. I 
probably had the biggest influence on John Buscemaʼs work since he was doing mostly 
breakdowns, loose pencils, rather than tight pencils, and I had to tighten up the art when 
I inked creating a hybrid of styles but you could still recognize John Buscema. If I 
worked with a tight penciller I would try to stay true to his style using brush or pen, or 
whatever else worked, to complement the pencils and add dimension to the finished art. 
Sure many didnʼt realize I had worked on a book without a credit line. I can be 
a chameleon if necessary.

When I did line advertising art I had to keep up with current styles using different tools to 
create a drawing but most times the printing was in halftone and not strictly line like 
comic art. Only in recent years, when comic books became true magazines, can you 
work over pencils with a greater range of options doing finished art. You donʼt need zip-
a-tone anymore to create a halftone, you can use whatever is available on a page and 
itʼs scanned into a digital file for printing.

You started inking John Buscema pretty early in your career. Can you talk a little 
about inking him versus someone like Gene Colan?

I did do some pencilling over Johnʼs breakdowns to loosely find light and shade, he had 
the structure in place and all I needed to complete the page was finishing what he 
started. John Buscema had a grand style that was easily recognizable in itʼs raw form, 
he didnʼt really like doing tight pencils, he found all that miniature a waste of time, but he 
did some fabulous inking of his pencils when he was up for it. Iʼve noticed that whoever 
inked John Buscema left a bit of their style which made for a varied look to his work.
Gene never did breakdowns, I remember John Buscema tried to get him to do them but 
Gene found pleasure creating cinematic tableaus in each panel which made his work so 
distinctive.

John Buscema didnʼt really spot blacks on a page and left that up to the finisher. Gene, 
on the other hand had a lot of blacks in his noir style and those gray areas within the 
blacks were distinctive in his work. Rendering them gave Geneʼs art dimension.



I did want to ask about Tomb of Dracula, which was one of your collaborations 
with Gene Colan. What kept you interested both in working with him and working 
on the book for so long?

Gene was the first penciller I worked over and he was always a delight to work with. He 
pencilled in his own unique style which was cinematic with varying gray values from 
light to dark and the challenge was to convert it all into a line art finish. That process 
was fun to do and never boring. Later on we had the opportunity to do some halftone 
Dracula art for one of Marvelʼs magazines where ink washes were used and that only 
heightened the pleasure working over him with that capability of capturing all his subtle 
shading.

I worked with Gene on a number of books not just Tomb of Dracula and think he 
enjoyed that series most of all. Believe he was at his best on that book and we were 
both saddened when it all ended.

Can you talk a little about how working with Colanʼs ink washes changed what 
you did and how you worked?

To be technically accurate, I didnʼt use ink for the washes, itʼs just a term that is used to 
describe adding halftone to line artwork, I used Winsor & Newton Lamp Black 
watercolor which flows much easier off of a brush and gives richer black halftones. It 
was an extension of the inking process working in the shadows and defining creases or 
folds in clothing, or establishing a light source, a full illustrative style.

Having that halftone available working over Geneʼs pencils only enhanced the art with a  
full range of values, something not attainable with zip-a-tone, which still had to be used 
for a mechanical halftone working in comic books back then. I was working in halftone 
outside of comics so it was pleasurable working with it in the magazines.

Why do you think he was at his best on Tomb of Dracula?

Gene had a stylish cinematic style that just soared with all the atmospheric panels in 
Dracula, only the limited printing available tampered his actual pencils which always 
were a joy to behold. I tried my best to get them delineated on the boards in line but I 
was not usually successful due to the limits of the medium in comic books. Magazines 
could handle the halftone art but not the color, I can only imagine how those pages 
would look today with all the sophisticated printing methods available and excellent 
paper stock.

That short black and white magazine venue came at the end of the long comic book run 
and never quite connected the same with the fans and ended quietly.

Did you enjoy working Tomb of Dracula and do you think that was some of your 
best work? Or some of the best work the two of you did together?



I always enjoyed working with Gene, my first comic book inking was over his pencils 
and I never turned down a chance to work with him, like going home.

Tomb of Dracula was probably the best work we did together, at least from my view, it 
was a comfortable fit for both of us at the time.

How did it work as a inker? Did you drop one assignment off at the Marvel offices 
and pick up another? Who did you mostly deal with? Were you just given 
whatever needed to be inked next?

Early on the pages were hand lettered by a letterer and he, or she, sent you the pages 
by USPS Special Delivery. The penciller usually dropped the pages off at Marvel, they 
made copies of the pages and the writer wrote script for the book from the pencils. The 
pages were sent to the letterer along with the script and then passed on to the inker 
after being lettered. That whole process changed in the 1990ʼs when digital lettering 
began and the pages went straight to the inker, sometimes directly from the penciller, 
and the lettering was added at the end.

You worked with editors and assistant editors on books. There were longer runs on 
books then and you worked with the same people for months and years.

Do you prefer to work with artists over a long period of time?

I donʼt know if prefer is correct, but I have wanted a few collaborations to last longer.

How much do you chose your projects? What makes you interested in inking 
something?

Iʼm strictly work for hire, in either illustration or comic book work.

I enjoy the artistʼs craft, either drawing or painting, as inking is part of creating art, my 
interest is always there. Iʼve never been bored doing artwork, sometimes frazzled when 
deadlines loom, and that covers work in and out of comic books, but there is a 
satisfaction having completed an assignment that makes it all worthwhile.

Do have much interaction with pencilers when youʼre inking over them?

Sometimes, but not always. I worked with John Buscema for a long period and there 
was no interaction regarding the work at hand. We were friends but never discussed 
each otherʼs task working on a book. I assume he would have mentioned anything he 
had a problem with but he didnʼt. I took that as approval for the finished art. He was a 
very talented artist who pencilled quickly after doing layouts on a separate sheet of 
newsprint, light boxing those loose layouts onto bristol in a grand way completing what 
was considered a breakdown but a perfect platform for a finish. What amazed me was 



that I never saw any erasures, his pencil lines were so sure at that point in the process 
he never had to second guess himself producing immaculate pages to work over.
I had a great deal of interaction with Walt Simonson when we worked together and in 
our private lives, we have been friends since the Star Wars days.

I probably had the most interaction with John Romita, Jr. when we were doing Kick Ass 
and Hit-Girl and that would be understandable considering the tight group of people 
working on the books. We had a few editors during the run but the core creative team 
pretty much stayed the same and keeping in contact with each other was essential. 
Everything but the final production getting the books out to the printer was handled 
outside Marvelʼs editorial purview.

Did you have much interaction with pencilers back in the 1960s and 70s when you 
were starting out?

No, not really, everyone had their part to do and Marvelʼs production manager kept 
things moving from pencils to final coloring and you had to meet your deadlines to stay 
in the process with very little external interaction. That did change into the 70ʼs though  
when comic book creators got together more and friendships developed.

There is this idea people have–which may be romantic and/or inaccurate–about 
when almost everyone lived in and around New York and artists interacted more 
and socialized. Did you spend a lot of time socializing with other artists?

New York City was a magnet not only for comic book creators but artists in general, 
most of the publishing was there along with studios and advertising agencies, a very 
fertile ground for creativity in all the arts. There were parties and a visit to Marvel or DC 
on any given day would always include other artists or writers. You had friendships that 
began and for me exist to this day. One editor at Marvel exemplified that spirit at that 
time, Mark Gruenwald. His creative playfulness was legendary in the business and he 
always had a party, large or small, to keep comic book people connected. He was loved 
and admired by everyone who worked or just knew him in the industry and his passing 
August 12th, 1996 at age 43 ended that fun-loving time.

You mentioned that when you and John Buscema hung out, you never talked 
about work. Was that how it was with a lot of artists? Did people just not want to 
talk about work?

I never hung out with John Buscema – besides the age difference, he lived on Long 
Island and I was either in New York or later in northern New Jersey and not in 
the same social circles. We did have phone conversations though and we spoke about 
the business but hardly ever about the work. John had spent a number of years at 
Chaite Studio as an illustrator before returning to the comic field in the 1960ʼs and I 
enjoyed hearing about his adventures while there.



When you started out, could penciler request specific inkers? When did that 
change?

I suppose a penciller could request an inker at any time but you had to have someone 
available to begin with and if they worked well together you had a team. I donʼt think that 
has changed at all.

In recent years you've inked over John Romita Jr. on Kick-Ass and Hit-Girl. What 
are his pencils like and what were the specific challenges inking his work?

It has been a delight working over John. Years had gone by and we never collaborated 
until a Hulk arc a few years back, but we really connected during the Kick-Ass and Hit-
Girl run which ran for a number of years. Johnʼs pencils seem to be effortlessly done 
and when you get into them you discover how much talent and experience is there 
along with a flawless knack for perspective. He also has an incomparable gift for 
storytelling.

I canʼt think of any challenges working over anyone, always found some pleasure and 
satisfaction, usually learning something along the way.

You mentioned that you were work for hire in terms of illustration and comic book 
work. How much illustration work do you do?

For a number of years I spent half of my time doing illustration from line drawings to full 
color paintings and some of that painting spilled over into comics when I did covers for 
Marvel.

When you do advertising work not all of it is that exciting and you do it to service your 
clients but I always enjoyed getting back to comic art which never was boring and fun to 
do. Saw my comic book work as my vacation and grounding in what brought me the 
greatest pleasure. I started out with the dual careers which I think complemented each 
other and helped me grow as an artist over the years.

Advertising illustration has diminished greatly in recent years as well as editorial 
illustration and any artwork outside of comic books I do now is on commission.

Do you have any favorite collaborators you worked with over the years?

Iʼve enjoyed working with everyone, you learn something from each collaboration, if I 
made a list I would leave someone out and feel terrible about it later. Have always had a 
great respect for pencillers, they carry a book, if I screw up their name is before mine 
and I try to do my best for us both.

Is there something you havenʼt done or someone youʼd really liked to work with?



There are many things I havenʼt done, I just havenʼt had the chance to do them yet. Iʼve 
worked with many artists over the years and have unexpectedly discovered many great 
people to collaborate with along the way, rather than pick someone I would prefer to 
wait and see what the future holds.

What are you working now? Or, what are you working on next?

I have a few projects on hold and some Iʼm waiting to see what develops so itʼs too 
soon to discuss. I'm having a website being put together right now and should have it up  
and running by the end of the year. Iʼll have chance to put up other work including what 
Iʼm doing in comics and that looks like it could be a lot of fun.


