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ters. Edited by JON B. COOKE.
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DRAW!

DRAW! is the professional “How-To" mag-
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by-step demonstrations from top comics
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for figure-drawing instruction; Mature
Readers Only. Edited by MIKE MANLEY.

(84-page FULL-COLOR magazines) $8.95
(Digital Editions) $3.95

JACK KIRBY COLLECTOR
JACK KIRBY COLLECTOR celebrates the
life and career of the “King" of comics
through interviews with Kirby and his con-
temporaries, feature articles, and rare &
unseen Kirby artwork. Now full-color, the
magazine showcases Kirby's art even more
dynamically. Edited by JOHN MORROW.

(100-page FULL-COLOR mag) $10.95
(Digital Editions) $4.95
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AMERICAN COMIC BOOK CHRONICLES:
The 1950s

BILL SCHELLY tackles comics of the Atomic Era of Marilyn Monroe and Elvis!
(240-pages) $40.95 ¢ (Digital Edition) $12.95 ¢ ISBN: 9781605490540

1960-64 and 1965-69
JOHN WELLS covers two volumes on 1960s MARVEL COMICS, Wally
Wood's TOWER COMICS, CHARLTON, BATMAN TV SHOW, and more!

1960-64: (224-pages) $39.95 ¢ (Digital Edition) $11.95
ISBN: 978-1-60549-045-8
1965-69: (288-pages) $41.95 ¢ (Digital Edition) $13.95
ISBN: 9781605490557

The 1970s
JASON SACKS & KEITH DALLAS on comics' emerging Bronze Age!
(240-pages) $40.95 « (Digital Edition) $12.95 ¢ ISBN: 9781605490564

The 1980s
KEITH DALLAS documents comics’ 1980s Reagan years!
(288-pages) $41.95 ¢ (Digital Edition) $13.95  ISBN: 978-1-60549-046-5
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Goming of Age in the New World of Comics

S.C. Ringgenberg shares an interview from 2002 with the comic book master

Below: Ye Ed believes this is a
page of early Joe Kubert artwork
from Harvey's All-New Comics #10
[Sept. 1944] tale “Witches Kill At
Daylight, though the wunderkind
did have another entry in that ish,
“Murder At the Terminal.”
Courtesy of Bill Schelly.

©2013 the respective copyright holder.

Conducted by STEVE RINGGENBERG

S.C. Ringgenberg: Now, you've told this story many
times in the past, but if you wouldn’t mind repeating it for our
readers, talk about how you get into comic books in child-
hood.

Joe Kubert: Well, I'd always read the comic strips in the
newspapers, and | guess that's where it started, because
there were no comic books when | started reading the
cartoons in the newspapers. This was back when | was

a kid. Let's see, | was born in 26, which meant that we're
talking about maybe, 29, when | was three or four years old.
| started drawing when | was two, as soon as | could hold

a pencil. The comic strips in the newspaper [were] Tarzan,

when Foster was doing it, and Alex Raymond'’s Flash Gordon,
and Caniff's Terry and the Pirates. All those strips really kind
of gave me the push, the impetus. They were so great to look
at. That was what | wanted to do.

The drawings | did as a child emulated the muscle guys
and the super-people — Superman and so on. Eventually
comic books came around — | was about 11-, 12 years old
when comic books started to appear. It happened while
I was still going to junior high school. | was probably in
seventh or eighth grade. | was living in Brooklyn at the time
and a friend was related to the people who started the MLJ
Publishing Company, forerunner of Archie Comics. And he
knew the stuff | did, he knew the drawings.

It's a funny thing, when you're a kid and you do drawings,
you're suddenly popular with all the other guys, simply be-
cause to them it's like magic if you can draw a picture. And
so, this friend of mine suggested, “Look, my uncle,” — I think
it was Silberkleit who he was related to — “puts out these
comic books, Joe. Why don't you take your drawings up and
show, and maybe you can get a job up there.”

Now the MLJ Company was situated on Canal Street in
New York. | lived in Brooklyn, in East Flatbush, at the time.
And so | said, “Gee, that sounds great.” | took a bunch of
drawings | did and, of course, | only guessed at what the [a
professional comic book page] looked like. | had never seen
an original drawing. | had no idea of what they looked like.
I'd never seen anything prior to print, and so | put together
a bunch of drawings on whatever paper | had and got on a
subway, which at that time cost a nickel. | was about 11 or 12
at the time.

| went up to the office there; no pre-announcement or
anything, and they were the kindest group of people in the
world. They helped me, people that | met at that time — Mort
Meskin, Harry Shorten, and Charlie Sultan — a whole bunch
people who were working up in the bullpen for MLJ, doing
things like Pep Comics. | met Irv Novick up there at the time.
| met Bob Montana up there at the time, when he had just
started doing “Archie” for the comic books. And they helped
me in every conceivable way: they’d check over my draw-
ings, they'd spend time with me. It was just, you know, it was
great. Here's this obnoxious kid coming up unannounced
kind of barging in and... “l want to show you the stuff I'm
doing.” And they were very, very kind, and that really was
the beginning of it.

S.C: You were working alongside Irv Novick in the ‘60s and
'70s. You knew him a long time.

Joe: Yeah, yeah. And as | said, Irv remembered me as an
11- or 12-year-old the first time | came up to MLJ, and Irv
was one of the guys, he gave me my first lesson in how to
draw a German helmet. But this was the way these guys
were, the friendliest, nicest bunch of people you can think of.
And | feel that they went out of their way to help me, to show
me how to draw correctly. One of the first jobs | did was
inking on Bob Montana’s “Archie,” when he had started that.
Now, letting a kid like me... well, it was just thrilling for me.
And that's the way it got started.

S.C: For how long were you getting little lessons from
people like Irv Novick or Mort Meskin before you actually did
professional work?

Joe: Probably about a year or so, because | got my first
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job, I think, [when] | was about 12 or 12-and-a-half, something like that. And that was when | had
just started high school. While | was attending the High School of Music and Art, probably in the
first year, a friend of mine, Norman Maurer (who was my partner when we were putting out the 3-D
books and so on) and | would go up to all the publishers. We would forget to go to school that day,
and would instead make the rounds of all of the publishers, showing them our stuff. And that'’s the
way we got started.

We picked up a little job here, a little job there, and again, these people were very kind in
showing how to correct our work. But it was kind of a hit-and-miss thing. When we were lucky
enough to be able to speak to an artist or an editor would have time to show us some stuff
(which happened more often than not), that was the way both Norm and | acquired the kind
of knowledge necessary to do this stuff. Because there's no way to learn [on your own] how
to do the kind of drawing necessary to reproduce in comic books, and there’s a special
way of doing that. You can't just do pencil drawings. It's not just a matter of ink drawings.

You couldn’t do dry-brush, especially when | first started because the printing procedures
were so crude compared with what's going on today. Unless the artwork was prepared
properly, half the stuff would not even reproduce, and even at that, when you put color on
top of it, the registers were so far off that you'd have a, you know, yellow and blue, which
would produce green, you would have a half-inch edge or a quarter-inch edge of the color
because the register was so far off, more often than not.

S.C: Did you catch grief from your parents for skipping school?

Joe: 0h, well, I don't think they ever knew. [laughter] The only time they found out was
towards the end of the year, when my teachers would send a note

home, “Joe is doing poorly.” In retrospect, | don't even recall

that they reported the fact that | played hooky more times

than not. | just really don't recall, but | know that when my .

Top: Oldtime Kubert compadre and TKS instructor Bob Bean rendered
this portrait of his friend at work in 2003. Courtesy of Bill Schelly.
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Left: Cover detail from
Bob Bean & Joe Kubert's
Meet Miss Pepper #6
[June 1954], actually the
second (and last) ish.
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Above: The ‘50s comic book team
of Joe Kubert (sitting) and Norman
Maurer in a publicity shot that ap-
peared in their St. John's publica-
tions. Courtesy of Bill Schelly.

Below: Contributor Shaun Clancy
shared a wealth of Kubert art in-
struction items, including this cover
from the ill-fated 1950s course
offered by Joe and Norm.

grades started slipping because | just wasn't in the school,

| got pounced on at that time. And | really had to get to

work. In fact, | did have to lay aside all my carousing into

the publishers’ offices and looking for work. | had to really
buckle down and do my schoolwork, which | did, and | finally
graduated.

S.C: During the summer you were free to pursue the car-
tooning, right?

Joe: Yeah, yeah. And in the summer was when | was able
to pick up the jobs like working up at Will Eisner’s office at
the time that he was doing The Spirit. This, of course, was
prior to the war, prior to Will going into the Army. But the job |
got up at Will's was just erasing other people’s drawings and
cleaning up, sweeping up the place. But, again, it was an
opportunity to learn, to see,
and to find out from the guys
who were the pros, just how
the stuff should be done.
Also, further on, before |
became a senior — | think

I was still a junior in high
school — | was inking on
The Spirit. | was commuting
up to Stamford, Connecticut,
where — this was when Will
was in the Army, actually,

| think was maybe ‘41 or

‘42, something like that —
what's-his-name was doing
the penciling on The Spirit.
S.C: Lou Fine?

Joe: Lou Fine was doing
the penciling, Alex Kotzky
was inking and | was inking,
and we were turning out The
Spirit magazine. But this was
the job | was able to get dur-
ing the summer. So, during
the summer, instead of com-
muting to the High School of
Music and Art, which was
on 135th Street in New York,

| commuted up to Stamford, Connecticut every day.

S.C: Since you were a kid, and the least experienced artist,
what sort of stuff would they have you inking on the strip?
Joe: On The Spirit strip? | guess | was doing everything. |
was doing figures. | was doing the backgrounds. Kotzky may
have been doing the faces. | really don't recall. | dont recall
any kind of a real separation [of labor]. | think we were both
inking the whole thing.

S.C: Were Lou Fine’s pencils tight?

Joe: Oh God, | was such a naive kid at that time that |
wasn't even frightened working over Lou’s pencils. They
were beautiful and | recall he used a mechanical pencil.
And, instead of one simple ling, his work was sketchy. In
other words, you could see the foundation of the drawing,
and then he'd tighten his drawings on top of those founda-
tions. But it's easy to make a mistake and ink the wrong
pencils, which | guess | didn't do too much of because they
didn’t fire me right away.

S.C: Well, in those days, when you were doing assisting like
that, would you bring all the money back to your family, or did
they let you keep some of it?

Joe: That's an interesting question. My parents, of course,
came to the United States. As a matter of fact, | was born

in Poland. | was two months old when my parents brought
me. The way people from the old country lived was... | have
four sisters, incidentally... whenever | or my sisters went out
to work, the money we made went into the pot and the pot-
keeper was my mother. She was the exchequer and none

of us even considered holding any money back from her. |
mean, this was the way it was supposed to be. As a matter
of fact, | never cashed a check of my own until | got married.
Because, as long as | was in the family, as long as | was
with the family, my money went into the pot. And, whenever

| needed anything, whenever | needed any money or if | had
to go out, or whatever it was, if | had to buy a car, | got it from
my mother.

S.C: Joeg, let me backtrack a bit. Now, before you worked
for Eisner, | know you had worked in the Chesler shop.

Joe: Right, but that was not really working. That was the
kindness of Harry Chesler, who allowed me (and, | guess,
several other guys at one time or another [but it was just me]
at this particular time) to come up to his studio. There were
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about a dozen artists up there. He had a stable of these guys
up on 123" Street in Manhattan.

S.C: Was this on the East Side or the West Side?

Joe: This was on the West Side.

S.C: Was Chesler’s studio layout like? Can you describe it?
Joe: [Laughs] It was an old ramshackle building, [/aughter]
a little elevator that shook and creaked up the three stories
that composed the entire building, and you could just about
squeeze one or two guys into that elevator at any given time.
It was the kind of place... | can almost remember the smell
of it. Not that it was a bad smell, but you could smell the
wood, you could smell the ink, you could smell the paper.
Harry wasn't on the same floor. The artists were up on the
third floor. | believe it was on the third floor. Harry himself
was on the second floor. The ground floor, which was the
first floor, | don't recall anything down there at all. That was
where the first landing of the elevator was. But the top floor,
which | think was the third floor, was where the artists were.
All wood; you could feel the boards creak under your feet as
you were walking. It was that kind of a...It was old at that
time, and there like were maybe two or three windows... on
the floor in which the artists worked, where you could look
out on 123" Street, on the main drag.

And there are perhaps apocryphal stories about the
guys, or Harry, himself, when he had trouble paying the
electric hill, asking the guys to plug into the telephone pole
for electricity, to keep the lights on so the guys could see
while they were drawing. | have a feeling— and I've heard
this from several guys who worked for Harry at the time —
that that was really true. That they extended a wire outside
the offices, where the artists worked, and plugged it into the
telephone pole, and that's where, at one time or another, they
derived power to be able to get lights, to be able to continue
drawing.

But, anyhow, what Harry did was allow me, after school
— when school was over at, say, 2:00 or 2:30, he let me
come up to the office, come up to the place where the artists
worked, set up a table for me, gave me a script (that at that
time he had no intention of using) just for me to practice.
And he told the other artists to help me, to correct my work
whenever they’d have a chance, which they did. And that's
what | did while | was going to school. After | got out of
school at 2:00 or 2:30, I'd come over to Harry’s for about two
hours, and I'd get home perhaps 5:00 or 6:00 at night after |
did a bunch of drawing for Harry. And Harry, for that, would
give me five bucks a week, which, at that time, was a hell of
a lot of money for me.

S.C: That seems uncommonly generous considering
Chesler’s reputation.

Joe: Well, I've heard all kinds of stories about, all kinds of
negative stories about Harry, none of which | ever experi-
enced myself. He was the kindest, the nicest guy. In fact, |
bumped into Harry when | started the school here. | dont
know if you'd heard about that.

S.C: No.

Joe: Well, unbeknownst to me, Harry had moved out to
New Jersey and bought a bunch of property here. | hadn't
seen Harry... this was, you know, after high school and after
having worked up at Harry’s place. | was up at the Chesler
studio for one year or so, | started getting work and there
was no reason for me to continue going up to Harry’s. | was
getting work and | was able to do it at home. When | started
the [Kubert] School here, in '76 — which was, | guess,
maybe 25 or 30 years later, we're living here in Dover, and my
wife is at a picture-framing place, getting some stuff framed,
and some man comes over to her, seeing my name on the
package that she picking up, and asks if this Joe Kubert, if
this is an artist. And she said, yes, and this guy say to her,
“Well, I'm Harry Chesler. Joe used to work for me.” And he
followed her home, over to our house, and | recognized him
immediately. This was the same Harry Chesler for whom |
worked 30 or 35 years before. Harry lived in Succasunna,
which is two, three miles west of Dover. Harry had bought

a bunch of property here, when property was really low

in price, and was doing very, very well. He had bought a
bunch of houses and stuff, and was doing very well in the
real estate business. We got together, and when | started
the school, he gave me a lot of advice as to what | should or
shouldn’t do. | remember a terrific Christmas party we had at
the school when the school first opened. We invited all the
guys who had ever worked up at Harry Chesler’s place —
like George Tuska — anybody who was still alive, anyhow.
And we had a great time. Great Christmas party.

S.C: What was Harry Chesler like? What did he look like?
Joe: Harry was a kind of short, stubby guy. He was a dino-
saur. He came originally from the advertising business. He
always wore a fedora hat and had a little half-smoked cigar
in his face all the time. Always wore a suit, tie, jacket and a
vest. And that cigar would roam over his face from one side
of the mouth to the other as he spoke to you. He would hook
his thumbs into his vest as he'd talk to you. He was, as | said,
the prototype of the little advertising executive, little hustler,
that he had had the experience doing. But, as | said before,
he was one of the kindest guys I'd ever met.

S.C: Who was up at the Chesler shop at the time you
started getting lessons and helping out?

Joe: Well, George Tuska, another guy whose name was

Above: Anticipating their co-
creation 3-D comics would be a
selling point for their art instruction
course, Joe and Norm Maurer
promise a three-dimensional com-
ponent to the lessons in this house
ad appearing in their early 1950s
comic books. Courtesy of

Bill Schelly and Shaun Clancy.
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Above: No apologies from Ye Ed
for sharing yet another dazzling im-
age from Bob Bean & Joe Kubert's
adorable Meet Miss Pepper two-
issue series. This is the first ish’s
cover (labeled, for whatever reason,
#5 and dated April 1954). What a
knockout! Umm. .. the cartooning, |
mean! Courtesy of Heritage.

Harry, Rube Moriera, Charlie Sultan....

S.C: /'ve heard the name Charlie Sultan before in other
contexts. What did he do? What was he most known for?
Joe: It's hard to say, because Charlie, | don't think any of
the guys who did the stuff up there did anything that you
might consider notable. Harry [Chesler] packaged comic
books for different publishers. Anybody could say that they
were a publisher as long as they could get a comic book
packaged from Harry. Harry would provide these publishers
with whatever kind of comic book they wanted to put out. If
it was humor, he had a bunch of guys writing and drawing,
and put the whole thing together and he would deliver not
only just the artwork, but also the finished color plates for the
price. These things were, you know, pushed out on factory
style kind of a basis. And the stuff that the guys were turning
out... | mean every one of the artists who worked up there
doubled and tripled in brass. One week they’d be working
on humor, the next week they’d be working on something
that you might call horror or adventure, and the stuff would
be churned out, book after book. And none of them were, |
think, of, you know, of any [nemorable] nature. They were
extremely forgettable material... I'd rather put it that way.
S.C: Would the artists on staff be paid a regular salary?
Joe: Yes. That was the advantage: Harry would pay them
every week. They wouldn't be paid a freelance [page rate].
But | remember stories of some of them, and again, | don’t

know how apocryphal this might be, but I'm told by some

of the guys who worked for Harry, that Harry would, come
payday — | think Irwin Hasen worked for Harry at one time,
but not while | was up there — but they would say, when
they came up to get paid, Harry would say, “How much do
you need this week?” [laughter]

S.C: Did you ever work for Victor Fox?

Joe: No. | may have. | know that | was up to Fox, but | don't
recall having done anything specifically for them. | don't
remember, | really don't remember.

S.C: | know Fox had a reputation for having the best-looking
covers and the worst-looking insides in the business.

Joe: | just don't remember.

S.C: Following your year or so up at Chesler’s shop, where
did you go next?

Joe: From that point on, | kind of worked freelance. | did
work for Jerry Iger up at his place. That must have been a
summer job because it was still while | was going to school.
It must have been after | worked up at Will Eisner’s place
for the summer, and Will might have suggested that | [go
there] because Eisner and Iger had a working arrangement
between the two of them. | don't know exactly what that
was. Will probably recommended that | go up to Jerry after

| left him.

S.C: So, when you were still in high school, you were work-
ing professionally.

Joe: 0Oh, yeah, yeah. For a long time. While | was still in high
school, | was working for All-American Comics. | was doing
“Hawkman” at that time. Shelly Mayer was my editor and |
was doing that for a couple of years before | went out of high
school.

S.C: Do you remember much about [All-American Comics
publisher] Max Gaines?

Joe: Oh, yeah. I met him a couple of times, but you got to
remember that | was still a kid, a very young guy, maybe 15,
16, something like that, and | kind of stayed in the back-
ground. | think | may have met Max Gaines once or twice,
and may have spoken to him maybe that length of time, but
that's about it.

S.C: | know that All-American eventually got absorbed by
DC.

Joe: That's correct.

S.C: Shelly Mayer, now he's a real classic figure in the busi-
ness. How was Shelly to work for as an editor?

Joe: Wonderful. He was probably as close to being a men-
tor for me than anybody | can think of. He was just a terrifi-
cally patient guy and he taught me a hell of a lot. A fact that
might be of interest to you is that DC has just set up a $5,000
scholarship here at the School in Shelly’'s name.

S.C: That’s great! I'm glad to hear that.

Joe: Yeah, yeah.

S.C: When you took over “Hawkman,” you must have been
familiar with Sheldon Moldoff's work preceding you.

Joe: | had seen the work, yeah.

S.C: Did you like Moldoff's approach much?

Joe: Well, Shelly Moldoff had his modus operandi, which
was actually utilizing a lot of [Hal] Foster and [Alex] Ray-
mond’s artwork as a guide to go by. | liked that because it
was similar. | mean it was kind of aping both the artists that |
always admired.

S.C: Did Foster continue to be an inspiration to you?

Joe: Always. Always. When he went on to Prince Valiant,
the stuff only got better. It was terrific. | always loved his
work and still do. | think the older | get the more | come to
appreciate it.

S.C: It really seems like Foster was really the best artist
who ever worked in the medium.

Joe: Well, it's hard to say. To give an accolade like that to
any artist, | think, is difficult because quality is really in the
eye of the beholder. There are some people who would look
at Foster, who would say, “Well, gee, it looks nice, but there
are other artists who are better.” | hesitate to put an appel-
lation like “he’s the best” or “he’s the greatest,” because art
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is really judged by the people who are looking at it. To me,
Foster was terrific, Raymond was fantastic, and Caniff was
just great. All three of these guys worked in different styles.
Their styles were really, really differed greatly, but | appreci-
ated each one of them. They were just beautiful.

S.C: Now, it seemed like, looking at your work, especially
as it went on, that you were influenced by the way that Caniff
spotted his blacks.

Joe: Oh, absolutely. Absolutely. And | think | probably
picked up more from a guy like Lee Elias, who worked very
similar to Caniff's style. When Lee came in and started doing,
| think he was doing “The Flash” at the time, the one thing
that really got me was, | discovered that inking like Caniff
came to me a lot more quickly. It was a lot faster doing that
style of artwork than trying to emulate Foster or Raymond.
And so | adapted, especially when | did “The Flash.” | found
it a heck of a lot easier, and a heck of a lot quicker to do
when | applied myself using more of the Caniff style.

S.C: To speak of layout and storytelling, who do you think
had the biggest influence on your approach to that?

Joe: Probably Shelly Mayer. Shelly Mayer was a proponent
of good storytelling. That, to him, and to me now, are the
most important factors in being a cartoonist. We are com-
municators. We are storytellers, and you can do the most
beautiful drawing in the world as a cartoonist, but if it doesn’t
tell the story, you're not doing your job as a cartoonist. You
may be designing some really nice wallpaper or some great
tapestry, but you're not being a cartoonist. A cartoonistis a
guy who is communicating, trying to put into picture form a
story, a drama, whatever the components of the story is. He's
trying to put that together in a graphic form. And that’s what
| constantly try to do, and that's what | learned from Shelly.
Shelly’s the kind of guy who said, “Well, the characters in the
story have to look like the kind of characters who are doing
what you're having them do. They have to react emotionally,
you have to see it in their faces, you have to see it in the way
they move, and they have to be different-looking.” And all
those things really, they made sense to me. They just made
sense.

S.C: One thing | think is very important in storytelling is
body language.

Joe: Yeah.

S.C: What you were just saying about character reacting to
what the other character is saying.

Joe: Yup, yup. And | was lucky enough when | was working
with Bob Kanigher. And Bob was writing the stories and |
was drawing them, and he paid particular attention to that.
And we've often commented that, when guys are running,
they run differently. They all don't run the same way. When a
guy reacts to whatever position or condition that he's in, he
reacts depending on the kind of person, the kind of charac-
ter he is. And that should show in the way you depict them
graphically.

S.C: Joe, you were too young to serve in the military during
World War Il, right?

Joe: Right.

S.C: What were you doing during the war years?

Joe: Well, that was an advantage for me, | guess, because,
and one of my biggest breaks was one of the worst things
that happened for the rest of the world. But, for me, the war
was terrific, because a lot of the guys who would have taken
up the jobs that | was doing, getting the jobs in with comic
books, were in the Army. They were drafted, they were off,
and so the publishers needed people. Because comic books
were selling like crazy during the war, especially to the
armed forces, and 64-page comics magazines were selling
like they were going out of style.

S.C: So during the war years you were going basically from
being a student and freelancer to then to being a full-time
freelancer at that time. Did you ever consider doing anything
but being a cartoonist?

Joe: No. Never.

S.C: Wow. That must have been cool to know exactly what

you wanted to do from such a young age.

Joe: Well, you know, | never thought about it. | never
considered what | might do otherwise. | guess I've always
felt that if | couldn’t make a living doing cartooning, | could
do anything that | put my mind to. | don't care what the hell it
was, if it was digging ditches or anything. Anything | had to
do, | would do. But, as it worked out, | never had to resort to
anything else because | was always able to make a living do-
ing that which | always wanted to do, which was cartooning.
S.C: Well, during the war years | know the rates weren't
that great. Were you able to make a pretty good living?
Joe: | made a good enough living so that, you know, when

| was single, before | got married, | worked when | felt |
needed dough. | would often afterwards take off or just not
do anything until | felt | needed some more money. It wasn't
as if | was working every day or that | felt | was locked in...
the only times when it perhaps got a little rough was when
there were deadlines on the work that | was doing. And,
invariably, like most of the guys, | would leave everything for
the last day, and have to pull a couple of all-nighters before

| was able to finish the work. But | never thought about that
kind of...you know, we're talking about | was maybe 17-, 18
years old at the time, and nothing in the world bothered me.
Absolutely nothing.

Above: Joe Kubert's dynamic
Viking Prince cover for the last
issue featuring his and Bob
Kanigher's good Prince Jon,
The Brave and the Bold #24
[June—July 1959].
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Above: Joe Kubert's cover art for
the 1990 hardcover collection The
Greatest 1950s Stories Ever Told,
featuring a number of characters
Joe was closely associated with at
various stages of his career with
DC Comics, his main port of call.

S.C: Inthose days, what would you do for fun when you
weren't working?

Joe: 0h God, I've always been into sports a little bit and |
always liked to play ball if | wasn't at home working. I'd get
some basketball games going or be playing football, or things
like that. What else? I'd go into the city. Jeeze, | really don't
remember. And my folks and my sisters... we were pretty
much family-oriented, and a lot of the time, a lot of the spare
time, we'd be spending with family.

S.C: Did you ever hang around much with other cartoonists
that you’d met?

Joe: 0h yeah, but that was later on. | set up a studio when

| first became involved with St. John Publishing, when |

started putting out those books. | had
gotten a studio in New York — this is
before | went into the Army — on Park
Avenue, which sounds great, but it was a
little skinny building amongst all the other
beautiful edifices, and me and Carmine
[Infantino] were up there... a guy by the
name of Hy Rosen and Alex Toth was
working up there a while, a bunch of
guys. And there were a bunch of other
cartoonists who were located close by
and we'd get together very often. But that
didn’t happen until | was, | guess, close
to my 20s.
S.C: Tell me, what was Alex Toth like in
the old days?
Joe: He was a very fastidious, terrific
young guy, who did outstanding work,
who was admired by everybody who saw
him work. He was a good guy, a good kid.
S.C: During the war years and then in
the period following, you were working
for DC during that time, weren't you?
Joe: Yeah.
S.C: Did you have any other accounts?
Joe: 0h, yeah. | used to keep myself
busy and I've told the students here, as
well, that's it's very important for anybody
doing freelance work to make sure that
they're working for at least two or three
other places at the same time, to never
put all of your eggs in one basket, to
always put a couple of your fingers else-
where, justin case one went soft or one
wasn’t doing so well. You could always
kind of push for the others.
S.C: So, tell me about what you were
doing in the post-war years. Which char-
acters and companies were you with?
Joe: 0h God, post-war... Well, the first
company that | became involved with
after | got out of the Army — this is dur-
ing Korea and it's in the early ‘50s — it
was the St. John Publishing Company. |
had done work for them. | had packaged
books for them prior to my going into the
Army. And they were happy to get me
back at the time when | got out, and that
was the time when my buddy Norman
and | formed a partnership and started
putting the books out, and come out with
the 3-D, the 3-D Mighty Mouse comic
book.
But when | started there, the comic

book business was hit by the Kefauver
Hearings [on Juvenile Delinquency,
which blamed comics for adversely
affecting the nation’s youth]. Everything
flattened out and | then went up to DC
and got involved with a lot of the charac-
ters Bob Kanigher, who was the editor at

the time, was writing. That's when “Sgt. Rock” first started.

That was back in the mid-'50s.

S.C: Can you tell me a bit about the three stories you did for

E.C.?7 | know that unlike E.C.’s regular artists, you only did the

three jobs.

Joe: Yeah that's because | don’t think Harvey really liked the

work that | did.

S.C: Really? So, how did you get up to E.C.7

Joe: Well, | knew of the company being around and, as a

matter of fact, during the 3-D days, Willie Elder, one of their

artists, was up at our place when we were putting out the

3-D books, doing the 3-D work, the 3-D kind of work which
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helped E.C. convert some of their books from the '50s into
3-D work. I knew the guys. As a matter of fact, Al Feldstein
and Harvey Kurtzman were graduates of the High School
of Music and Art. Norman and | had gone to there (though
Norm graduated, but | didn’t; | graduated from a school in
New Jersey). Norm’s brother Lenny, who worked with us,
also knew the guys up at E.C. — Kurtzman and all the rest —
and it was just a natural progression for me to go up there
and make the rounds, fleshing out in case stuff would soften
up at St. John's. When St. John’s went down the drain, | had
to set myself up a whole new schedule to work, and one of
the places that | had looked at, one of the places | went to
was E.C.
S.C: And what did you think of the E.C. product?
Joe: | thought they were beautiful. | thought they were
great.
S.C: Was there a particular reason why you worked with
Harvey Kurtzman and not with Al Feldstein?
Joe: Well, not any particular reason, but the stories that |
was doing were probably more suitable for what Harvey was
editing.
S.C: Well, I've seen that during the 50s you did some horror
jobs elsewhere.
Joe: Yeah.
S.C: Ofthe three stories you did for E.C., do you have a
particular favorite?
Joe: | hardly even remember them.
S.C: You did a D-Day story about combat engineers.
Joe: | don't remember that one.
S.C: There was one about John Paul Jones.
Joe: | remember that one.
S.C: And there was the one about pearl divers.
Joe: Yeah, and | remember that. | think the pearl divers
story was the first story | did, if I'm not mistaken.
S.C: Did you find it constricting to work with Kurtzman's
tissue layouts?
Joe: Yes, | did and perhaps that's what showed in the work
that | did. Maybe Harvey felt that he didn’t want to continue
with me. And incidentally, Harvey was a very good and dear
friend of mine. The fact that he didn't feel that my work was
suitable had absolutely nothing to do with our own personal
relationship.
S.C: So even after Harvey said, “We can't use you, Joe,”
you continued to be friends?
Joe: 0Oh, absolutely. Absolutely.
S.C: That'’s nice that you were able to stay friends with him.
A lot of guys might've gotten mad and just walked out.
Joe: Well, I'd been in the business long enough to have
been able to adopt a professional attitude and to recognize
that when is somebody is not happy with my work it has
nothing to do with me, it's just that he doesn't like my work.
And there are others who do like my work and that's fine.
The one who I'm always trying to please with the work I'm
doing is me and if some like it, that's fine, and if some don't
like it, that's fine, too. But it has nothing to do with our per-
sonal relationships.
S.C: How do you think the work you did for E.C. stacks up to
your other output at the time?
Joe: | like the stuff | was doing. | liked the stuff. | try my best
on every job that | do and if | was not satisfied or happy with
the work that I've done, | wouldn’t have handed it in, or |
would have crawled away someplace. But | did the best that
| could. I did the best that | felt that | could at the time.
S.C: It seemed like the war stories you did with Bob Kanigh-
er a little later were less realistic and more character-driven
than Harvey Kurtzman's.
Joe: Well, they were different. As a matter of fact, Bob gave
me a hell of a lot more freedom with the scripts and the work
that | was doing with him than | was able to get working with
Harvey. It felt a lot easier and apparently Bob liked my stuff,
always did, and the more he liked it, the more freedom he
gave me, the more | enjoyed doing it.

It's like | said: not everybody's going to love you in this

world [/aughter] and not everybody's going to love the work
you do. And | accept that.

S.C: When you were working with Kanigher, you said he
gave you a lot of freedom. Would this involve changing
dialogue occasionally?

Joe: Definitely.

S.C: So you would rewrite Bob’s dialogue?

Joe: Oh, | would not rewrite; | might add some stuff. | might
extend some stuff, but the term “rewrite” is like changing the
story. | would never do that. | would never change or alter a
story. But | might add some additional panels; | might script
some panels, condense several panels into one. | might
add a line of dialogue or extend a line of dialogue. Yeah, he
permitted me to do that.

S.C: And would sometimes you’d be drawing a scene and
something might occur to you, like what the characters
would say in that situation, say?

Joe: Yeah, if | felt that it would, by extending it by a couple
of words might fulfill... might be more apt as to what the
character would say... yeah, | would do that. And Bob would
let it stay and giving me that freedom allowed me a lot more
room to put in those things that | felt | could add. Apparently
Bob was pleased. So it worked out well for both of us.

S.C: Having worked with “Sgt. Rock” for so long, can you
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short-short story by Joe Kubert for
the debut issue of his delightful
war-slash-horror comic, Weird \War
Tales [Sept.—0Oct. 1971]. Though he
would turn over editing chores on
the title to Joe Orlando after seven
issues, Kubert's run is superb stuff!

sort of hear his voice in your head when you're reading over
the scripts?

Joe: 0h, yeah. A character like that, after so long, after
adapting to it as long as | have, kind of almost writes itself

in terms of what he would do or what he wouldn’t do under
certain circumstances. Absolutely. His characteristics are
really spelled out very clearly.

S.C: Considering the amount of work you did with Bob
Kanigher, that's probably one of the longest runs on any
character by any artist.

Joe: That's true. If I'm not mistaken, | think it went over 30
years, was published for over 30 years.

S.C: Yeah, you had Rock fighting the war many times longer
than the real war. laughs]

Joe: Several times. [laughs]

S.C: Jog, you've done a lot of war stories. Is there still

any type of war story that you've wanted to do, but haven't
attempted?

Joe: Well, it's funny you should bring that up. It's not one
perhaps that I've wanted to do, but as it’s worked out now
I'm doing another Sgt. Rock book right now that Brian Azza-
rello is writing. It's going to be 120 pages in length. It's going
to be a hardcover. It's going to be over-sized, and I'm just
starting it right now.

S.C: Is the large printing size going to affect how you do the
art, or are you just going to do it standard size?

Joe: | don't think so.

S.C: Jog, you've seen a lot of changes in the way the art
was done, do you prefer doing large-size originals or the 11"
x 17" that's the current standard?

Joe: | don't know. | guess you adapt or you can get accus-
tomed to almost anything. | had always preferred to working
large. | was accustomed to working larger because | could

project and kind of figure out what the stuff is going to look
like when it's reduced in size. The larger size, of course, was
twice-up; the smaller size is about a third-up. You adapt and,
no, I've not found any real difficulty with that.

S.C: Are you able to work faster in the smaller size?

Joe: | don't think so. | was able to work; | was able to work
pretty good, at a pretty good rate, full-size. So | don't think
that the size makes that much difference.

S.C: How do you approach drawing a page. Describe how
you go from blank page to finish.

Joe: Normally, when | read through a script, | will make
some thumbnails, some very rough thumbnail sketches to
see how — not so much for designing the page, but to see
how | want the panel sequence to work, to make sure that
the dramatics are clear and effective, and so I'll make a
small thumbnail sketch per page before | start out, and then |
just get right on to the big paper.

S.C: Okay, well I'm going to fast-forward here: You estab-
lished your school in 1976. When you started, did you ever
think it would still be going 26 years later?

Joe: No. Absolutely not. | think it's amazing to me that it's
lasted and done as well as it has.

S.C: In 26 years, how many students have you turned out?
Joe: 0h God, | don’t know. | don't keep count really.

S.C: Well, what would be a typical class size in a particular
year?

Joe: Well, we usually have anywhere... for the last 20
years or so, we've had a complement of perhaps 150, 200
students per year.

S.C: Didn't you buy an old high school?

Joe: Yeah, we have the old high school here in town. It's the
same school my sons — all my kids, my sons and my daugh-
ter — had attended when they went to high school. And it

11

JOE KUBERT: Creator & Mentor * Comic Book Creator Tribute PDF Extra



was the last place in the world | ever expected to own.

S.C: That must seem odd to your sons to be going there for
your school.

Joe: Yeah, well, both Adam and Andy attended the mansion,
where the art school was at the time. Adam and Andy have
their studios here and they're teaching at the school now, so
they're... itis a little strange, | guess. | think they’ve become
accustomed to it.

S.C: Did you want your sons to become cartoonists, or was
that totally their choice?

Joe: No, no, no. To me, it's just a miracle not only that
they've turned out to be cartoonists, but they've turned out
to be as good as they are. They're terrific. They've gone, at
this stage of the game, for what they're doing. | think they've
gone way beyond anything that I've tried to do at that same
age.

S.C: Do you enjoy working with them?

Joe: Very much so. It's my greatest pleasure. Whenever

| have an opportunity, and whenever it works out that they
want me to do some inking or something where | can help
them out, it's my greatest pleasure.

S.C: Itreally seemed early on that Adam’s work resembled
yours a lot.

Joe: [Laughs] | can't speak to that. | really can't. [laughs] It's
hard for me to say. | can't speak to that. | probably... | guess,
like other artists have influenced me, I'm sure there are a lot
of people, including me, who have influenced both Adam and
Andy.

S.C: Among all the people you've had as students, who
made the biggest impression on you as far as their talent?
Joe: There have been a number of them, and | would hesi-
tate to say for fear that I'm going to leave some names out,
but there’ve been some really terrific guys who have come

out of the school. But what | admire more than anything else
amongst these people, it's probably one of the precepts of
the school itself: the attitudes, their motivation, their com-
plete dedication to what it is that they want to do. And | can't
begin to tell you the problems that a lot of these guys have
with money, with being away from home for the first time, the
kind of pressures that they’re under, doing the kind of work
that they have to do in order to be able to attend the school.
Some are putting in heavy, heavy hours and, because of
money problems, having to work at the same time, which is
really a drain on them. And they've still done it, they've still
worked at it, and still they’'ve come through and done really,
really well. That | admire more than | can tell you.

S.C: | saw from the interview you did that you've taken over
the P*S magazine contract.

Joe: Yep.

S.C: That must be a great training ground for your students.
Joe: It's terrific for the students. But it's really fantastic for
me, especially since Will Eisner is the guy who started the
magazine 50 years ago! Before | had taken the magazine on,
| had spoken to Will about it and | talked to Murphy Ander-
son (who subsequently, after Will, took it over) and it's a big,
big kick working on this stuff, especially after guys like that.
S.C: Now, P*S is a monthly, correct?

Joe: Yes.

S.C: And it's just for military?

Joe: Sixty-four pages a month. | think that you can pick

it up generally. They have a website. Civilians can acquire

it. But essentially it's a manual, a series of stories that tell
the guys in the service how to maintain their vehicles, their
firearms... you know, all the mechanical stuff that they work
with, how to keep them in working order.

S.C: What do you base the stories on? Does the Army send
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you out manuals?

Joe: The Army sends out the material, the initial material.
They have ten editors down in Redstone Arsenal, down in
Alabama, that supply us with the essential material, the in-
formation that they want to disseminate. We, in turn, convert
that into stories, into illustrations, into humorous things that
make it easier and more enjoyable reading for the guys that
they want to disseminate this information to.

S.C: Do you ever take the students out on field trips, like to
Fort Dix to look at tanks or anything?

Joe: No, they supply us with all the reference that we need
in picture form, but the students at the school here do go out
on trips to museums, to Frank Frazetta’s museum here out in
Pennsylvania. That we do. But no, the guys who work on the
Army magazine do not.

S.C: How many students are working on it right now?
Joe: Oh, | don’t know the number off-hand.

S.C: Isitalarge number, or...?
Joe: No, notreally. And none of them are
permitted to work on it if they're not doing well
in school. First priority is what they came here
for and that is to work, to learn through the sub-
jects that, through the ten-course curriculum
that's given here. And, unless they're doing well
in those classes, | don't care how good they
are, they can'tinvolve themselves on anything
outside, with which | have anything to do.
S.C: What do the students do on the maga-
zine? Are they doing pretty much doing every-
thing?
Joe: Yeah, sure. All kinds of different stuff,
penciling, inking, layouts, working on comput-
ers, doing the coloring... everything.
S.C: Do you try to give your students the same
kind of all-around background you acquired?
Joe: That's the whole idea, sure.
S.C: So you expect your students to be half-
way decent letterers, for instance?
Joe: It's got to be that way "else there’s no in-
surance that they’ll be able to make a livelihood
over an extended period of time. But, anyhow,
what we try to do is to give them enough a
varied education so that should any part of the
business slow down, if the publishers have
more pencilers than they know what to do with,
then our graduates can be inking. If the publish-
ers have more inkers, then our graduates can
be penciling and doing layouts. If the publishers
need coloring, if they need more people to work
on computers, if they need lettering, if they
need any of the parts of the business for which
a talent is necessary, that's what we teach
here in the ten-course curriculum. But, most
important, what we do tell our students is, “Hey,
you have to be working on attaining a profes-
sional attitude.” That is, when they come out of
here, they have to know what the business is
about, how to speak to people, how to workin a
professional manner, how to handle deadlines,
which is critical with any guy coming into the
business. That's what we're pushing in the
courses that we give.
S.C: Let me let you wrap up here with one last
question.
Joe: Sure.
S.C: Will the Tex Willer album you did in Italy
be published here in the States in English?
Joe: | hope so. | know thatit's in the pro-
cess of being done right now. | think there’s
publisher that's going to be doing it, but | hate
to say because | don't think it's been a set deal
yet. Leastways, | haven't been told about it, but
| have done four separate covers for the four
chapters that were in that Tex book and that's
so the foreign publishers, there are a number of foreign
publishers that will be publishing it, as well, outside of Italy,
thatis.
S.C: Was it fun getting back in and doing a Western again?
Joe: Yeah, it was. The only bad part about it, the only sad
part about it is that it took me five or six years to do it. | had
told the publisher, Sergio Bonelli, who had the patience of
three saints, that it would take me at least three years to do it
when | accepted the job. Of course, I've been involved with a
lot of stuff and this was 224 pages of material.
S.C: Were you squeezing in the pages when you had time?
Joe: Ohyeah, exactly. And so it took me, under those
circumstances, about five or six years or more to
finish the whole thing.
S.C: Yeah, | look forward to seeing it. Kvm
Joe: It looks pretty good, | think.
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Above: The master proved he could out-macabre even Steve Bissette and Rick Veitch with this horrific Sojourn #2 cover. Original Joe Kubert art scan courtesy of Pete Carlsson and TKS.
Below: Three photos from the 1970s of Joe Kubert instructing his students at the nascent Kubert School. The pic at center includes the renowned artist Al Williamson. Courtesy of PC & TKS.
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More Tribufes in Memory of Joe

Words and pictures from friends, peers, students and fans about the comics master

©2013 Phil Balsman

Richard Arndf

| only met Joe Kubert once,
in 2010. | was impressed by
his willingness to interrupt
his busy schedule for an
interview. As impressive as
his own actual work history
was, equally notable was

his willingness to speak up
for and praise other cre-
ators he'd worked with. Joe
was a man who looked and
moved like a person 20 years
younger and, like any true
artist, he was most excited by
the next project, the next job,
the next day’s work. You can
learn a great deal from a man
like that. The comics field
and his students at the Joe
Kubert School were lucky to
have him.

What Joe did for the world
and comics will be a topic of
discussion for generations
beyond ours. | can only relay
what Joe gave me and, in a
small way, illustrate what an
effect one great person can
have on so many. Without him and his school, | wouldn't
have my career. That's the easy one, the simple one. | also
wouldn’t have my very best friends in the world, people |
met at his school or metin my career, the career that | have
because of all the things he taught me. | met my wife at his
school — | have the life | have because of Joe Kubert and it
is an amazing life. Thank you, Joe. Thank you.

Brian 'Duke’ Boyanski

| had the privilege to meet the Master twice...! The first
time, | was honoured to be a lone guest on the old school
premises in Dover, New Jersey, in late July 1980, where Joe
and Muriel Kubert treated me royally, showing me around,
introducing me to Adam and Andy, who were still in pre-
comic book drawing phases of their lives.

In Joe's studio, | was shown lots of his original draw-
ings... plus he patiently gave me an interview whilst | was
wrote everything down, not having any recording device on
me...! All | can remember going through my head was, “I
have to return here as a student,” and Joe was generous
with his encouragement after seeing the sorry excuses for
my drawings and comics pages that | somehow found the
courage to show him. So, after a whole day spentin Casa
Kubert, | was driven to the bus stop to get my ride back to
New York City, bedazzled with the prospect of studying how
to draw comics soon — but alas, that wasn't supposed to
happen... orwasiit...?!

Seventeen years later, | was living in London as a
struggling comic book artist, full of cocky attitude and frost
in my insecure heart, when Joe honored Ye Olde England
as the main guest of the UK Comic Art Convention, where |
reintroduced myself — and he's remembered me! For the
duration of the UKCAC 1997, Joe had a work shop of sorts
— compressed two-day curriculum demonstrating how his
educational system works and, you've guessed it, | was the
most eager beaver involved and enjoying the next best thing
to being the actual Kubert Student. We talked, he shared the
wisdom, kindness and generosity complimenting my art, and
retelling the story of his and Norm Maurer’s visit to Alex Ray-
mond when they were in high school. | was so light-headed
and honored that | managed to forget | was allowed to take
home Joe's large easel drawings done for the demonstra-
tional purposes! Someone more concentrated, cool-headed
and less starry-eyed is probably still the proud owner of
those beauties.

We have exchanged several “snail-mail” letters and
just a few emails, including one on Facebook. | always felt |
might be imposing, hence my reluctance to pester Joe with
“howdys” and such, just to remain in touch.

I've adored the paper his pencil had touched, the very
comics | was privileged to read and cherish — along with
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those by his prodigiously talented sons, Andy and Adam.
When he passed away, | felt the loss usually experienced
when a family member dies.

As they say, he shall remain most sorely missed. The
comics medium — and a/l of us — owe The Man. Big time.

Emi Yonemura Brown

Working with Joe was a lot more than a job: it was an
education. Before working at Tell-A-Graphics, | had heard
stories in class about how tough Joe was as your boss,
more-so than when he was just your teacher. | was nervous
the first time | had to present a layout to him for editing. |
thought, “Man, is he going to see how novice | really am?
Is this even good enough to show him?” The thing | learned
quickly about Joe is that he never stops being a mentor. |
think teaching came naturally to him because he genuinely
wanted to see you succeed. Every layout you'd bring to Joe
turned into a new lesson. He'd take the time to compliment
your strengths, adjust your weaknesses, and then ask you
how you're doing, how your family is, how your career is
going. “What are you working on now?”

He never stopped encouraging me and always treated
me like he saw something special in me. Joe was like that;
he could inspire with a smile and make you feel like the
whole world was open to you, even if your layout was full of
mistakes or your under-drawing was just plain awful.

At Tell-A-Graphics, | also had the privilege of doing flat
colors under Joe's comic work. When you have to “read”
every line he put down you start to learn the genius in even
the simplest of strokes. There was always something to learn
from Joe, whether it came from him or his work. | was only
at Tell-A-Graphics for half a year, but what | took out of it will
stay with me and encourage me for the rest of my life.

Sgt. Rock, Enemy Ace, Tarzan, Tor, Hawkman... you name it,
he drew it at some pointin a very long and influential career.
But perhaps his greatest contribution was the Joe Kubert
School of Cartoon & Graphic Art, which produced such
talents as Stephen Bissette, Kim DeMulder, Dave Dor-

man, Karl Kesel, Adam & Andy Kubert, Tom Mandrake, Eric
Shanower, Timothy Truman, John Totleben, Rick Veitch, and
Thomas Yeates.

Joe Kubert's art has — and always will be — an inspiration.
But his passion for education gave me an opportunity | will
forever be grateful for. An opportunity to surround myself
with like-minded individuals who have since become friends
and impossibly-talented colleagues. The opportunity to
practice my craft, focus my ambition, and start achieving my
professional goals. | like to think that | could’ve done all of
this on my own, but I'm glad | didn't have to.

Patrick Ford

I was on Cloud Nine when | saw Joe Kubert's Tarzan
previewed in [the fanzine] ERB-dom. Kubert was my favorite
comic hook artist when | was a kid, having been a big fan of
the DC war comics. | actually stopped reading comic books
around 1965 because | became interested in the ERB revival,
read all the Burroughs books, collected Frazetta covers,
subscribed to ERB and Robert E. Howard fanzines, and it
was the Marvel Conan comic book which got me looking at
comics for the fist time in five years, around 1970. The Kubert
Tarzan followed not too much later and | loved it — and still
do love it. Kubert measures up and Tarzan is a pretty intimi-

dating stage. To me the ultimate Tarzan artist will always be
J. Allen St. John, but Kubert doesn’t pale in his shadow, nor
do Foster or Frazetta.

Louvie Joyce

| think my first
encounter with Joe
Kubert's work was

in a Justice League
of America #200
reprint | had when

| was younger (and
still have). Evenin an
issue filled with so
many great artists,
his work stood out to
me, and that image of
Superman and Hawk-
man locked in fierce
battle especially
sticks in my mind.

So much energy and
grace in his linework.

Below: Joe Kubert and Brian
‘Duke’ Boyanski in the summer of
1980. Pic courtesy of Duke.

Thom Buchanan

Camie|BopkCreatoriribute RDFExtra ¢ JOE KUBERT: Creator & Mentor

16

‘UBURYINg WOY] £10Z®


http://www.facebook.com/stephen.bissette.7
http://www.facebook.com/DaveDormanArtist
http://www.facebook.com/DaveDormanArtist
http://www.facebook.com/tom.mandrake
http://www.facebook.com/eric.shanower.7
http://www.facebook.com/eric.shanower.7

Art ©2013 Luie Joyce. Characters TM & © DC Comics.

I read in an article that he started drawing on the side-
walks of New York when he was young, and his neighbors
would buy chalk for him to draw with. That served as the
inspiration for my tribute illustration [seen above], as Joe
himself has served as the inspiration for countless people
since he first put chalk to pavement.

Chris Kainick

It's funny how sometimes you don't realize how much some-
one has impacted your life until you hear of their passing.
This was definitely the case with me regarding Joe Kubert.

Thirty-five years ago, fresh on the heels of its ground-
breaking first year class, | was one of the second-year
students who attended the Joe Kubert School of Cartoon
and Graphic Art. The school was small compared to today’s
incarnation, with something like 25-30 students returning
from the first year, and Joe only accepted around 50 for the
incoming second-year class. The students ran the spectrum
from the intensely-focused-and-disciplined-artist/storyteller
to the recent goofy-high-school-graduate-not-really-know-
ing-what-the-hell-they-wanted. A lot of us fell in between.

| don't need to expound on how amazing the school was,
its atmosphere, its creative energy, etc. Suffice to say, there
was nothing like it at the time. Plenty has been written about

the school over the years. Even if it wasn't your intention, you

were bound to learn some amount of craft there... not only
from Joe and the teachers, but from the other students as
well. Everyone ate, drank, and breathed comic art. The place
swam in it. Those who were there know what I'm talking
about. Their life experience and their art is a little richer for it.

There are many more XQB's than | who have had longer,
deeper, more extended relationships with Joe, and they have
their stories to tell and feelings to share. My relationship with
him was somewhat brief, but what | can tell you about Joe
is that he was no-nonsense. He shot from the hip. You knew
if he liked something or felt it worked... and you knew if he
didn't. He commanded respect, personal and professional.
My personal talks with him were few, but they definitely
left an impression, as I'm sure his conversations did with
the majority of his students. My last talk with Joe is forever
etched in my mind, for it was sad in nature. It was about my
leaving the school and Joe expressed his disappointment.
For a cartoonist... not an easy moment to shake.

Joe opened his unique school and, by doing so, opened
the doors for a tremendous amount of artists who may not
have otherwise had the opportunity, support, and camarade-
rie to develop their skill. If it wasn't for Joe, | wouldn't have
developed my craft or the sense of identity that | have today.
| wouldn't have made the professional friends | have now.
And my youngest daughter wouldn’t have grown up in my
studio to become an accomplished young artist herself. Joe
passed away the day after my daughter left home to attend
Ringling College of Art and Design as an illustration major.
The coincidence of it is not lost on me... and his legacy
seems so much more poignant, his influence so much
more obvious.

You are respected, Joe. | know for a fact that you will be
missed. Thank you.

| once read an interview with Joe where he mentioned that
the way his house was laid out he had to go through his
sons’ bedroom to get to his studio. It was just a little aside
that was part of a longer anecdote, but that detail stuck with
me and became the genesis of this story, written several
years ago, which is not intended in any way to be factual —
it was just a chance for me to imagine living and working in
the Glory Days of comics.

Thanks for sharing your amazing talent with us, Joe. You
will be missed but never forgotten.

Blame It On Errol Flynn

It was almost 9:30 when the front door to the small New
Jersey bungalow swung open and Joe walked in, carrying a
leather art portfolio and a bundle wrapped in brown paper.

“Muriel! I'm home!”

“Quiet. You'll wake the children.” Joe's wife, Muriel,
threw a dishtowel over her shoulder as she walked in from
the kitchen. “You know how hard it is to get them to bed
when you're not here.”

“0h, damn. Sorry. | forgot how late it was.”

With a quick kiss Joe handed his things to Muriel so
he could take off his jacket. “What's in this package?” she
asked.

“They were throwing out a bunch of old art boards at the
office. | thought the boys would get a kick out of looking at
them. Most of ‘em are junk, but there are a few nice Super-
man pages by Curt Swan in there.” Joe headed towards the
kitchen. “What's for dinner? I'm starved.”

“Chicken and dumplings. I've been keeping it warm for
you. | hope the chicken hasn't dried out, it was good when
the boys and | ate.” Muriel hung Joe's jacket in the front
closet before following him. “Why are you so late getting
home?”

“Carmine cornered me on my way out. He needed to vent
and | became his exhaust pipe.”

As they passed through the living room, Joe saw that
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the news was on the television. The big story was Mickey
Mantle's upcoming 2,000" game the coming Saturday. Joe
quickly calculated that he had drawn at least twice that
number of comic book pages in his career. Maybe someday
they would have Joe Kubert Day at Yankee Stadium.

“What was it this time?”

“0h, everyone at the office is going crazy because Stan
Lee’s got a new book over at Marvel with another one of
his weirdo characters that's selling like gangbusters.
‘Spider-Man,’ this one’s called. He's a little nebbish who
gets bitten by a radioactive spider and ends up crawling
up walls and shooting webs out of his ass or something
like that.”

“Joel”

“I'don’t know. All | know is that Weisinger's
driving Carmine up the wall, wanting to
know how we're going to compete with
that, so now Carmine’s driving me up
a wall. Sometimes | wonder if taking
the art director job was a mistake.

When | was just freelancing | didn't
have to deal with all of this crap.”

“The problem is, you took the job and still do
freelance work at night. | keep telling you that you can't
do both.” Joe knew where this line of conversation was
going as he sat down to his dinner. Muriel leaned against the
sink, arms crossed, “I don't know why you stay with these
comic books. You could be making more money in advertis-
ing and you wouldn't have to work 80 hours a week.”

“If  worked in advertising, I'd be drawing packs of
Chesterfields and Pepto-Bismol bottles all day. No thanks, I'd
hang myself inside of a week. By the way, the chicken is not
dry, it's perfect.”

Joe’s compliment temporarily deflected Muriel, who
grabbed her towel, turned with a sigh, and went back to dry-
ing the dishes. Joe went back to his dumplings. He knew she
was right, but he also believed what he had said. He knew
plenty of artists who had been lured into advertising by the
money, only to come back to comics a year or two later.

As his friend and fellow artist Gil Kane always said,
“Blame it on Errol Flynn.” Just about everyone working in
comics at that time had grown up during the Depression, and
they all had fond memories of the times they could scrape
together the money needed to spend a Saturday afternoon at
the cinema. They enjoyed the serialized exploits of cowboys,
interstellar explorers and G-men, but most of all they loved the
swashbuckling features starring screen idols like Errol Flynn.

Every time Gil, Joe and the others put pencil to paper
they were trying to recreate the feelings of wonder and joy
they felt while watching Captain Blood, The Adventures of
Robin Hood, and The Sea Hawk. The fact that Joe was only
12 when he got his first paying job drawing comics made
these childhood connections even stronger.

By the time he was finished with dinner, the tension be-
tween Joe and Muriel was gone. Muriel had no complaints
about Joe as a husband or father. It just upset her to see him
work so hard for so little reward, especially now that two of
their boys, Adam and Andy, were showing an interest and a
talent for drawing comic books themselves. She made Joe a
pot of coffee to fuel his late night work session before going
off to bed.

Joe's studio was in a small room over the garage. Due
to an architectural mystery the Kuberts were never able to
solve, Joe had to go through Adam and Andy's room to get to
it. When he was only doing freelance work, it wasn't a prob-
lem since he worked during the day when the boys were at
school. Now that he had to take the train into Manhattan and
putin a full day at the office, there were many nights when
he didn’t sit down at his drawing board until after the boys
were already asleep.

Tip-toeing into their room, coffee Thermos and portfolio
in hand, Joe looked in on his sons. Andy was the youngest of

the two and took after his father physically. He was short
and stocky and enjoyed playing baseball as much as he
enjoyed comic books. Adam was fairer and slighter, and had
been wearing glasses since he was six. He was the dreamer
of the pair.

On the desk that the boys shared Joe noticed that Andy
had been copying from the anatomy book that Joe had given
them. Both boys impressed him with their desire to learn the

Howard Bender
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Above: Courtesy of Jim Keefe, a
Sunday newspaper Flash Gordon
episode rendered by Joe Kubert.

craft. He tried to give them lessons whenever he could to
help direct their energies, but they managed to fill up reams
of paper with their drawings with or without his guidance.
He felt a swell of pride mixed with a little bit of regret at the
thought of his sons following him into such a demanding
career.

Joe clicked on the big fluorescent light on his drawing
table and sat down with the script he brought home from the
office. The story was about the Viking Prince, a minor char-
acter from one of DC’s older titles that Joe thought had the
potential to become a lead feature. He was a Viking warrior
who had offended the gods by falling in love with a Valkyrie
and was cursed with immortality, thus denying him entry into
Valhalla.

Joe was working with Bob Kanigher, the writer who had
first created the character, and both of them were excited
about the new project. Joe had been building up his morgue
files with Viking reference and had even rented a 16mm print
of The Vikings with Kirk Douglas. He would stop the projector
whenever he found a shot he liked and Muriel would quickly
snap a picture of it before the heat from the bulb melted the
film.

Now, as he read through the script, doodling layouts for
the panels and pages in the margins, he felt his enthusiasm
drop a bit. He thought about all the furor at the office over
the new books Marvel was putting out. Even though Stan
Lee was the same age as Joe and the rest of their contem-
poraries, he seemed to understand what the kids today were
interested in, what scared them, what got them excited. Even
college students were starting to read Marvel books. They
said the stories were “hip” and “cool.”

DC comics had never been hip or cool; they were the
comics that parents felt safe giving their children to read. It
had been a long time since Superman had fought the Nazis
or even a monster from outer space. These days he kept

busy fighting off Lois Lane’s matrimonial advances and tak-
ing care of his stable of super pets. Joe was glad that he’d
never had to draw Beppo, the super chimp.

“Dad?” Lost in his thoughts, Joe didn’t know how long
Andy had been standing in the doorway between the boys’
room and his studio. “Andy, jeez, your mother’s going to kill
both of us if she finds out you're up.”

Andy walked over to his father’s drawing table and into
the light. He was carrying the drawings Joe had seen on the
desk. “l wanted to show you my drawings. | wanted to make
sure you saw them.”

Joe picked Andy up and set him on his lap and then
spread his drawings out on the table. “I saw them on my way
in here. You did a wonderful job. Do you remember some of
the muscle groups | taught you? What's that one called?”

“That's easy, it's the biceps.”

“Okay, Mr. Gray’s Anatomy, how about this one?”

“That's the... pic... pec... pictorial muscle!”

“Pectoral,” Joe corrected him.

Andy knit his brows and repeated the word quietly sev-
eral times. Satisfied with his critique, Andy gathered up his
drawings so he could see what his father was working on.
“What's this, Dad?”

“0h, just a story about a Viking.”

“Is he a good Viking or a bad Viking?”

“He’s a good Viking, a very brave warrior.” Joe had Andy
stand up so that he could take some drawings out of his port-
folio. “Here, you want to see what he's going to look like?”

Andy plopped down onto the floor, cross legged. “Yeah.
Does he have a sword?”

“You bet.” Joe joined Andy on the floor so that he could
spread all of his design sketches out. He had drawings all
of the main characters, including the Norse gods, as well
as some ideas for Viking ships, sea monsters and frost gi-
ants. He went through each one, explaining who everyone
was and how they figured into the stories. Each drawing
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produced more questions from Andy, and soon Joe found
himself retelling the entire origin of Jon, the Viking Prince.

Just as he got to the part about the curse from the gods
Joe noticed that Andy was rubbing his eyes and taking
longer and longer to blink. “Alright, you. I've kept you up long
enough. Time to get you back into bed.”

“But | want to know what happens to Jon, the Viking.”

“Tomorrow. | promise I'll be home for dinner and then |
can tell you and your brother the rest of the story together.”
Joe scooped Andy up off of the floor.

“Promise?”

“Viking's honor.” Andy was already asleep before he
reached the doorway. Joe put him in his bed and tucked him
in. The clock on the wall said it was quarter past one. “Mu-
riel's going to kill me when she finds out about this.”

Joe sat back down at this drawing board, poured himself
a cup of the now lukewarm coffee and got back to work. He
didn’t think about Stan Lee, or Spider-Man, or angry publish-
ers for the rest of the night. He was too busy dreaming about
swashbuckling adventures on the high seas.

Seth Kushner

| had the honor of spending some time with Mr. Kubert back
in 2008 when | traveled out to The Kubert School in Dover,
New Jersey, to take his portrait for my book, Leaping Tall
Buildings: The Origins of American Comics. He was 81 at the
time and sitting over his art table drawing when | arrived at
his office. | took a peek over his shoulder as he rose to greet
me and those famous Kubert lines were unmistakable on
the page. | was nervous, as one might feel when meeting a
legend, but Mr. Kubert put me at ease.

Joe Kubert began working in comics when he was only
12 years old and he continued doing so for the rest of his life,
putting his iconic stamp on such works as “Hawkman,” “Sgt.
Rock,” Tor, and many more. When my Leaping Tall Buildings
partner, Christopher Irving, interviewed Mr. Kubert, he made
the very apt observation that Kubert's recent work did not
look like the work of someone at the end of their career, but
instead he looked to be at the height of his career. This is
clearly evident in his more recent books; Jew Gangster, Fax
from Sarajevo, Yossel and Dong Xoai.

Joe Kubert left on indelible mark on the comics industry
and he will be greatly missed. His legacy lives on through his
sons, Andy and Adam, both successful and talented cartoon-
ists in their own right, as well as through the hundreds of
students he taught at The Kubert School.

Robert Miskovic

| had a unique opportunity to not only to have Joe Kubert as
an instructor, but also a boss and a mentor.

| started working for Joe in the Fall of 1998, my first year
at the Kubert school). | worked my way from the “World of
Cartooning,” making boxes, all the way to Tell-A-Graphics,
where | “flatted” pages for various projects of his. Artisti-
cally, I didn't feel challenged and, after ten plus years of
working for Joe, | resigned in search of becoming a
“real” artist.

It was the 2011 holiday season and this would be the
last time | would see Joe. | stopped by his office for a visit
and he was interested in the fact of whether or not | was
happy with my choice of being a cartoonist. | told him that |
was working a full-time job to pay the bills, but | was doing
a bi-monthly strip that was being published. His response?
“That's great.” Then | added it's only bi-monthly and | don't
get paid for it. Joe then asked, “Are you happy drawing it
anyway?” | said, “Yes.” Joe then looked me in the eye and
smiled, and he said, “That's great. I'm happy for you.” That
was my final lesson learned from Joe: He taught me why he
drew comics — he simply /oved what he was doing.

Kurxo G. Penalla

Joe Kubert left us a huge
legacy in the thousands of
printed pages he produced,
but he also served as a
marvelous example of an
always-challenged artist,
developing and evolving ever
more precise, more impacting
and expressive work through
every decade. In the end, his
seemingly unstoppable pro-
gression was detained only
by his health. Joe's insatiable
ambition, for me, might be
most valuable lesson he has
left for us.
Deeply moved by the
sad news of his passing last
August, | drew two pieces —
one on the very day he died,
the empty Sgt. Rock helmet
and the legend “artist's art-
ist”; another during the week
that followed, with some of
the characters he worked on and some he created, on a
white, nondescript field mourning his passing, yet with the
sergeant stepping forward, toward the empty portion. This
is the one | prefer, as it is more emotional. [Xurxo’s favored
tribute piece appears on pg. 127 of
the CBC #2 print edition.]

Firehair TM & © DC Comics.
Art ©2013 C. Michael Hall.
Colors by Dustin Evans.

C. Michael Hall & Dustin Evans
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Right: For his “World of Cartoon-
ing” correspondence course, Joe
Kubert developed a self-caricature

to light-heartedly introduce prospec-

tive students to the program and to
the Kubert School. Here's one of the
Kubie cartoons, courtesy of Peter
Carlsson and TKS.

It was those hands that really stick in my mind.

As a student back in 1986, | somehow managed to per-
suade my art college that it was imperative | visit America as
research for my third-year thesis on comic art. In all honesty,
it was a flimsy excuse to fly to New York and visit
some friends, but part of the trip included a visit
with Joe Kubert in his Dover, New Jersey school.
It was a hot dusty day and much of itis now lost
to the ravages of time, but a few things do stick
in the mind: My confusion at nobody expecting
me when | turned up at the door; the enormous
Prince Valiant original in the hallway; chatting
with Joe for what felt like hours (a chat ranging
from Raymond vs. Williamson to Hugo Pratt, Vic-
tor De La Fuente, and the great Europeans). But,
more than anything else, it was his hands that
made the biggest impression. Although | towered
over Joe — | was, and still am, somewhat on the
skinny side and clearly someone who had never
done a hard day’s work in his life — by contrast,
Joe was strong, powerfully built, and with enor-
mous hands, which looked like they could crush
rocks — and possibly had.

And that is so clearly reflected in the work
he produced. Be it Tor, Sgt. Rock, Tarzan, “Enemy
Ace,” The Punisher, or any of the many features
he worked, his art was always so powerful — so
vibrant and masculine. His ink lines themselves
were confident, expressive, so utterly alive and
wonderfully descriptive. This wasn't work that
subtly seduced the eye with delicate rendering or finely
wrought details, it jumped off the page and hit you right
between the eyes like no other artist | can think of. Joe's
career must have been the longest in comics history, span-
ning the very earliest days of the sweatshops right up to his
own self-titled comic book from DC, which was still running
after his death. Consequently we all have our own particular
Joe Kubert favorites which have informed our appreciation
and understanding of the art form. For me, it was the more
obscure corners of DC’s mid-"70s output. | was too late for
his “Sgt. Rock,” | knew Kubert more as a cover artist for the
many books he was editing, and there always seemed some-
thing dark, brooding and enticingly oppressive about his
many covers that filled DC house ads. I'm thinking of things
like Ragman, that strangest of ‘70s super-heroes; Rima, the
Jungle Girl; Tor; those gorgeous covers for Unexpected and
House of Mystery; and his Unknown Soldier covers, which
mixed war and horror so thrillingly.

If there’s one image that most wholly encap-
sulates the unique power of his work it is for
me his cover to Star Spangled War Stories

Art ©2013 The Kubert School.

#183. A German soldier calls through an open doorway, “
Colonel... Where are you?” while the Unknown Soldier
lurks in the shadows, a mask hanging limply in his hand,
revealing his hideously shrivelled cadaver-like face. Kubert
was a master of the attention grabbing composition and the
unforgettable concept and this one has stayed with me for
decades. When | first saw the image, it was as a tiny page
filler, probably in an issue of Kamandi (my favorite comic of
the time) and | was both captivated and repulsed. It took me
years to find a copy, by which time it had assumed the status
of a holy grail, and if | could have any single page from his
illustrious career it would have to be this one.

After our meeting, | returned home to the UK and some
months later | had almost forgotten about our chat when
an invitation to study at the school came through the post.
It seemed | was signed up as a first-year student and term
was to startin a few weeks time. | never went. In fact, |
don't think | even replied and, from time to time, | wonder
what would have happened had | flown back to Dover and
studied under the great man. But, by the time the letter came
through, | was already drawing for 2000AD and thought |
knew it all. Almost three decades on, I'm still drawing com-
ics and | still have so much to learn, but the chance to study
with a legend has gone. Joe was a one-off, a unique voice
and a giant of comics, we won't see his like again.

L1. Sedelmaier

| always loved Joe Kubert's art and remember as a kid be-
ing struck by how unique his drawing technique was. The
sketchy energy and dark, adult tone set itself apart from the
majority of comic book artists back then. It reminded me that
there was room for artwork that didn't conform to the in-
dustry’s norm, and Joe's distinct style helped me appreciate
the importance of standing out with a recognizable “stamp”
of your own... After | became involved with the animation
industry | would often get visits from ex-Kubert School stu-
dents who were well prepared after their stint at his school
in Dover, New Jersey. It was a pleasure to finally meet Joe
several years ago and be able to tell him how wonderful |
thought his work was, but also congratulate him on providing
a solid foundation for his animation students!

Gerry Talaoc

Joe Kubert was one of the best when it comes to the field of

comics! His illustrations are the finest in layout and mood,

and the storytelling is easy to understand and memorable.

He is the creator of the Unknown Soldier and, during my time

on the strip, he also did most of the cover designs. He pos-
sessed an amazing talent!

Shannon Wheeler

Kubert is an inspiration. As a kid | copied
his art hoping to someday be half as good
as him. I'm still hoping.

Joc
K%

Upee)
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This page: Chilling Joe Kubert cover for the digest-size
DC Special Blue Ribbon Digest #21 [May ‘82]. All images in
this original art gallery — unless otherwise noted — are
courtesy of Peter Carlsson and the Joe Kubert archives.
Next page: Joe's G.I. Combat #7167 [June ‘73] cover.

TM & © DC Comics.



TM & © DC Comics.
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TM & © DC Comics.

This page: Joe
Kubert cover for From
Beyond the Unknown
#13 [Oct—Nov. '71].



TM & © DC Comics.

This page: Joe
Kubert's Mystery in
Space #111 [Sept.
‘80] cover.



TM & © DC Comics.

This page: This Joe
Kubert cover was
originally intended for
Battle Classics #3, a
casualty of DC's 1978
“implosion,” though
it was reproduced

in Cancelled Comics
Cavalcade.



This page: Breath-
taking Joe Kubert
cover for House of
Mystery #290 [Mar.
‘81] the first issue
to feature the I,
Vampire” series.
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This page and next: for the innovative “enemy PO.V." war
comic book Blitzkrieg, editor Joe Kubert designed the first issue’s
cover, dated Jan—Feb. 1976, and his breakdown sketch is shown
here, with printed cover inset at left. On the next page, courtesy of
Heritage Auctions, is a repro of the original art for the same issue.
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This page: A slight “cheat” for a gallery devoted to Joe Kubert, here is DC art director Carmine Infantino’s sketch for “Enemy Ace” cover on Star Spangled War Stories #7145 [June—July '69],
which was adapted by Joe Kubert for the final printed cover (seen on the next page). Kudos to our pal Pete Carlsson for digging up this treasure! And Godspeed to the late former publisher of DC
Comics, Rouge Enfant, who passed away earlier this year.
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This page: Another example of Joe's work
for the digest-size collections, this one a
colored rough for the wraparound cover of
DC Special Series #18 [Fall ‘79]. Below right
is the printed cover, courtesy of Heritage.
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This page: Whimsical entry for DC Sampler #1 [Nov. ‘83]. On the panel immediately above, that's (from left) editor Murray Boltinoff, artist Sam Glanzman, cover artist/editor Joe Kubert,
artist Frank Redondo and writer Robert Kanigher up against the wall!
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THE ORIGINAL GOES DIGITAL! sue

The forerunner to COMIC BOOK CREATOR, CBA is the 2000-2004 Eisner .

Award winner for BEST COMICS-RELATED MAG! Edited by CBC's JON B. COOKE,

it features in-depth articles, interviews, and unseen art, celebrating the lives and careers of the great comics
artists from the 1970s to today. ALL BACK ISSUES NOW AVAILABLE
AS DIGITAL EDITIONS FOR $3.95 FROM www.twomorrows.com!
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TwoMorrows Publishing

10407 Bedfordtown Drive

Raleigh, NC 27614 USA ¢ 919-449-0344
E-mail: store@twomorrowspubs.com

Order online at www.twomorrows.com

COMIC BOOK ARTIST COLLECTION, VOLUME 3

Reprinting the Eisner Award-winning COMIC BOOK ARTIST #7-8 (spotlighting 1970s
Marvel and 1980s indies), plus over 30 NEW PAGES of features and art! New PAUL
GULACY portfolio, MR. MONSTER scrapbook, the story behind MARVEL VALUE
STAMPS, and more! New MICHAEL T. GILBERT cover!

(224-page trade paperback) $24.95 ¢ ISBN: 9781893905429

#1: DC COMICS 1967-74
Era of “Artist as Editor" at National: New
NEAL ADAMS cover, interviews, art, and
articles with JOE KUBERT, JACK KIRBY,
CARMINE INFANTINO, DICK GIORDANO,
JOE ORLANDO, MIKE SEKOWSKY, ALEX
TOTH, JULIE SCHWARTZ, and many more!
Plus ADAMS thumbnails for a forgotten
Batman story, unseen NICK CARDY pages
from a controversial Teen Titans story,
unpublished TOTH covers, and more!

(80-page magazine) SOLD OUT
(Digital Edition) $3.95

#2: MARVEL 1970-77
STAN LEE AND ROY THOMAS discussion
about Marvel in the 1970s, ROY THOMAS
interview, BILL EVERETT's daughter
WENDY and MIKE FRIEDRICH on Everett,
interviews with GIL KANE, BARRY
WINDSOR-SMITH, JIM STARLIN, STEVE
ENGLEHART, MIKE PLOOG, STERANKO's
Unknown Marvels, the real origin of the
New X-Men, Everett tribute cover by GIL
KANE, and more!

(76-page magazine) SOLD OUT
(Digital Edition) $3.95

#3: ADAMS AT MARVEL
NEAL ADAMS interview about his work at
Marvel Comics in the 1960s from
AVENGERS to X-MEN, unpublished Adams
covers, thumbnail layouts for classic stories,
published pages BEFORE they were inked,
and unused pages from his NEVER-COM-
PLETED X-MEN GRAPHIC NOVEL! Plus
TOM PALMER on the art of inking Neal
Adams, ADAMS’ MARVEL WORK
CHECKLIST, & ADAMS wraparound cover!

(60-page magazine) SOLD OUT
(Digital Edition) $3.95

#4: WARREN PUBLISHING #5: MORE DC 1967-74

Definitive JIM WARREN interview about
publishing EERIE, CREEPY, VAMPIRELLA,
and other fan favorites, in-depth interview
with BERNIE WRIGHTSON with unpub-
lished Warren art, plus unseen art, features
and interviews with FRANK FRAZETTA,
RICHARD CORBEN, AL WILLIAMSON,
JACK DAVIS, ARCHIE GOODWIN, HAR-
VEY KURTZMAN, ALEX NINO, and more!
BERNIE WRIGHTSON cover!

(116-page magazine) SOLD OUT
(Digital Edition) $3.95

More on DC COMICS 1967-74, with art
by and interviews with NICK CARDY, JOE
SIMON, NEAL ADAMS, BERNIE WRIGHT-
SON, MIKE KALUTA, SAM GLANZMAN,
MARV WOLFMAN, IRWIN DONENFELD,
SERGIO ARAGONES, GIL KANE, DENNY
O'NEIL, HOWARD POST, ALEX TOTH on
FRANK ROBBINS, DC Writer's Purge of
1968 by MIKE BARR, JOHN BROOME's
final interview, and more! CARDY cover!

(100-page magazine) SOLD OUT
(Digital Edition) $3.95

#6: MNORE MARVEL '70s

Unpublished and rarely-seen art by, fea-
tures on, and interviews with 1970s
Bullpenners PAUL GULACY, FRANK
BRUNNER, P. CRAIG RUSSELL, MARIE and
JOHN SEVERIN, JOHN ROMITA SR., DAVE
COCKRUM, DON MCGREGOR, DOUG
MOENCH, and others! Plus never-before-
seen pencil pages to an unpublished Master
of Kung-Fu graphic novel by PAUL
GULACY! Cover by FRANK BRUNNER!

(96-page magazine) SOLD OUT
(Digital Edition) $3.95

#7: "70s MARVELMANIA
Featuring '70s Marvel greats PAUL
GULACY, JOHN BYRNE, RICH BUCKLER,
DOUG MOENCH, DAN ADKINS, JIM
MOONEY, STEVE GERBER, FRANK
SPRINGER, and DENIS KITCHEN! Plus: a
rarely-seen Stan Lee PR. chat promoting the
'60s Marvel cartoon shows, the real trials
and tribulations of Comics Distribution, the
true story behind the '70s Kung Fu Craze,
and a new cover by PAUL GULACY!

(128-page magazine) SOLD OUT
(Digital Edition) $3.95

#8: '80s INDEPENDENTS
Major independent creators and their fabu-
lous books from the early days of the Direct
Sales Market! Featured interviews include
STEVE RUDE, HOWARD CHAYKIN, DAVE
STEVENS, JAIME HERNANDEZ, MICHAEL
T. GILBERT, DON SIMPSON, SCOTT
McCLOUD, MIKE BARON, MIKE GRELL,
and more! Plus plenty of rare and unpub-
lished art, and a new STEVE RUDE cover!

(108-page magazine) SOLD OUT
(Digital Edition) $3.95

#9: CHARLTON PART 1
Interviews with Charlton alumni JOE GILL,
DICK GIORDANO, STEVE SKEATES,
DENNIS O'NEIL, ROY THOMAS, PETE
MORISI, JIM APARO, PAT BOYETTE,
FRANK MCLAUGHLIN, SAM GLANZMAN,
plus ALAN MOORE on the Charlton/
Watchmen Connection, DC's planned ALL-
CHARLTON WEEKLY, and more! DICK
GIORDANO cover!

(112-page magazine) SOLD OUT
(Digital Edition) $3.95

#10: WALTER SIMONSON
Career-spanning SIMONSON INTERVIEW,
covering his work from “Manhunter” to
Thor to Orion, JOHN WORKMAN inter-
view, TRINA ROBBINS interview, also Trina,
MARIE SEVERIN and RAMONA FRADON
talk shop about their days in the comics
business, MARIE SEVERIN interview, plus
other great women cartoonists. New
SIMONSON cover!

(112-page magazine) $6.95
(Digital Edition) $3.95

#11: ALEX TOTH AND
SHELLY MAYER

Interviews with ALEX TOTH, Toth tributes
by KUBERT, SIMONSON, JIM LEE,
BOLLAND, GIBBONS and others, TOTH
on continuity art, TOTH checklist, plus
SHELDON MAYER SECTION with a look at
SCRIBBLY, interviews with Mayer's kids
(real-life inspiration for SUGAR & SPIKE),
and more! Covers by TOTH and MAYER!

(108-page magazine) SOLD OUT
(Digital Edition) $3.95

#12: CHARLTON PART 2
CHARLTON COMICS: 1972-1983!
Interviews with Charlton alumni GEORGE
WILDMAN, NICOLA CUTI, JOE STATON,
JOHN BYRNE, TOM SUTTON, MIKE
ZECK, JACK KELLER, PETE MORISI,
WARREN SATTLER, BOB LAYTON, ROGER
STERN, and others, ALEX TOTH, a NEW
E-MAN STRIP by CUTI AND STATON, and
the art of DON NEWTON! STATON cover!

(112-page magazine) $6.95
(Digital Edition) $3.95




#13: MARVEL HORROR
1970s Marvel Horror focus, from Son of
Satan to Ghost Rider! Interviews with ROY
THOMAS, MARV WOLFMAN, GENE
COLAN, TOM PALMER, HERB TRIMPE,
GARY FRIEDRICH, DON PERLIN, TONY
ISABELLA, and PABLOS MARCOS, plus a
Portfolio Section featuring RUSS HEATH,
MIKE PLOOG, DON PERLIN, PABLO
MARCOS, FRED HEMBECK'S DATELINE,
and more! New GENE COLAN cover!

(112-page magazine) SOLD OUT
(Digital Edition) $3.95

#14: TOWER COMICS &
WALLY WOOD

Interviews with Tower and THUNDER
AGENTS alumni WALLACE WOOD, LOU
MOUGIN, SAMM SCHWARTZ, DAN
ADKINS, LEN BROWN, BILL PEARSON,
LARRY IVIE, GEORGE TUSKA, STEVE
SKEATES, and RUSS JONES, TOWER
COMICS CHECKLIST, history of TIPPY
TEEN, 1980s THUNDER AGENTS REVIVAL,
and more! WOOD cover!

(112-page magazine) $6.95
(Digital Edition) $3.95

#15: 1980s VANGUARD
& DAVE STEVENS

Interviews with '80s independent creators
DAVE STEVENS, JAIME, MARIO, AND
GILBERT HERNANDEZ, MATT WAGNER,
DEAN MOTTER, PAUL RIVOCHE, and
SANDY PLUNKETT, plus lots of rare and
unseen art from The Rocketeer, Love &
Rockets, Mr. X, Grendel, other '80s strips,
and more! New cover by STEVENS and the
HERNANDEZ BROS.!

(112-page magazine) $6.95
(Digital Edition) $3.95

#16: ATLAS/SEABOARD
COMICS
'70s ATLAS COMICS HISTORY! Interviews
with JEFF ROVIN, ROY THOMAS, ERNIE
COLON, STEVE MITCHELL, LARRY HAMA,
HOWARD CHAYKIN, SAL AMENDOLA,
JIM CRAIG, RIC MEYERS, and ALAN
KUPPERBERG, Atlas Checklist, HEATH,
WRIGHTSON, SIMONSON, MILGROM,
AUSTIN, WEISS, and STATON discuss their
Atlas work, and more! COLON cover!

(128-page magazine) $6.95
(Digital Edition) $3.95

#17: ARTHUR ADAMS
Discussion with ARTHUR ADAMS about his
career (with an extensive CHECKLIST, and
gobs of rare art), plus GRAY MORROW
tributes from friends and acquaintances and
a MORROW interview, Red Circle Comics
Checklist, interviews with & remembrances
of GEORGE ROUSSOS & GEORGE EVANS,
Gallery of Morrow, Evans, and Roussos art,
EVERETT RAYMOND KINSTLER interview,
and more! New ARTHUR ADAMS cover!

(112-page magazine) SOLD OUT
(Digital Edition) $3.95

#18: 1970s MMARVEL
COSMIC COMICS

Roundtable with JIM STARLIN, ALAN
WEISS and AL MILGROM, interviews with
STEVE ENGLEHART, STEVE LEIALOHA, and
FRANK BRUNNER, art from the lost
WARLOCK #16, plus a FLO STEINBERG
CELEBRATION, with a Flo interview, trib-
utes by HERB TRIMPE, LINDA FITE, BARRY
WINDSOR-SMITH, and others! STARLIN/
MILGROM/WEISS cover!

(104-page magazine) $6.95
(Digital Edition) $3.95

#19: HARVEY COMICS

History of Harvey Comics, from Hot Stuf’,
Casper, and Richie Rich, to Joe Simon’s
“Harvey Thriller" line! Interviews with, art
by, and tributes to JACK KIRBY, STERANKO,
WILL EISNER, AL WILLIAMSON, GIL
KANE, WALLY WOOD, REED CRANDALL,
JOE SIMON, WARREN KREMER, ERNIE
COLON, SID JACOBSON, FRED
RHOADES, and more! New wraparound
MITCH O'CONNELL cover!

(104-page magazine) $6.95
(Digital Edition) $3.95

#20: ROMITAs & KUBERTs
Joint interview between Marvel veteran
and superb Spider-Man artist JOHN
ROMITA, SR. and fan favorite Thor/Hulk
renderer JOHN ROMITA, JR.! On the flip-
side, JOE, ADAM & ANDY KUBERT share
their histories and influences in a special
roundtable conversation! Plus unpublished
and rarely seen artwork, and a visit by the
ladies VIRGINIA and MURIEL! Flip-covers
by the KUBERTs and the ROMITASs!

(104-page magazine) $6.95
(Digital Edition) $3.95

#21: ADAM HUGHES, ALEX
ROSS, & JOHN BUSCEMA

ADAM HUGHES ART ISSUE, with a com-
prehensive interview, unpublished art, &
CHECKLIST! Also, a “Day in the Life" of
ALEX ROSS (with plenty of Ross art)! Plus a
tribute to the life and career of one of
Marvel's greatest artists, JOHN BUSCEMA,
with testimonials from his friends and
peers, art section, and biographical essay.
HUGHES and TOM PALMER flip-covers!

(104-page magazine) SOLD OUT
(Digital Edition) $3.95

#22: GOLD KEY COMICS
Interviews & examinations: RUSS MANNING
& Magnus Robot Fighter, WALLY WOOD &
Total War M.A.R.S. Patrol, Tarzan by JESSE
MARSH, JESSE SANTOS and DON GLUT'S
Dagar and Dr. Spektor, Turok, Son of Stone's
ALBERTO GIOLITTI and PAUL S. NEWMAN,
plus Doctor Solar, Boris Karloff, The Twilight
Zone, and more, including MARK EVANIER
on cartoon comics, and a definitive company
history! New BRUCE TIMM cover!

(122-page magazine) $6.95
(Digital Edition) $3.95

#23: MIKE MIGNOLA
Exhaustive MIGNOLA interview, huge art
gallery (with never-seen art), and compre-
hensive checklist! On the flip-side, a career-
spanning JILL THOMPSON interview, plus
tons of art, and studies of Jill by ALEX
ROSS, STEVE RUDE, P. CRAIG RUSSELL,
and more! Also, interview with JOSE
DELBO, and a talk with author HARLAN
ELLISON on his various forays into comics!
New MIGNOLA HELLBOY cover!

(106-page magazine) $6.95
(Digital Edition) $3.95

#24: NATIONAL
LAMPOON COMICS

GAHAN WILSON and NatLamp art director
MICHAEL GROSS speak, interviews with and

art by NEAL ADAMS, FRANK SPRINGER,
SEAN KELLY, SHARY FLENNEKIN, ED
SUBITSKY, M.K. BROWN, B.K. TAYLOR,
BOBBY LONDON, MICHEL CHOQUETTE,
ALAN KUPPERBERG, and more! Features
new covers by GAHAN WILSON and
MARK BODE!

(122-page magazine) $6.95
(Digital Edition) $3.95

#25: ALAN MIOORE

AND KEVIN NOWLAN
Focus on AMERICA'S BEST COMICS! ALAN
MOORE interview on everything from
SWAMP THING to WATCHMEN to ABC and
beyond! Interviews with KEVIN O'NEILL,
CHRIS SPROUSE, JIM BAIKIE, HILARY
BARTA, SCOTT DUNBIER, TODD KLEIN,
JOSE VILLARRUBIA, and more! Flip-side
spotlight on the amazing KEVIN NOWLAN!
Covers by J.H. WILLIAMS Il & NOWLAN!

(122-page magazine) SOLD OUT
(Digital Edition) $3.95

COMIC BOOK ARTIST:
SPECIAL EDITION i1

Previously available only to CBA subscribers!

Spotlights great DC Comics of the '70s:
Interviews with MARK EVANIER and STEVE
SHERMAN on JACK KIRBY's Fourth World,
ALEX TOTH on his mystery work, NEAL
ADAMS on Superman vs. Muhammad Ali,
RUSS HEATH on Sgt. Rock, BRUCE JONES
discussing BERNIE WRIGHTSON (plus a
WRIGHTSON portfolio), and a BRUCE
TIMM interview, art gallery, and cover!

(76-page Digital Edition) $3.95

COMIC BOOK ARTIST:
SPECIAL EDITION #2

Compiles the new “extras” from CBA
COLLECTION VOL. 1-3: unpublished JACK
KIRBY story, unpublished BERNIE WRIGHT-
SON art, unused JEFF JONES story, ALAN
WEISS interview, examination of STEVE
ENGLEHART and MARSHALL ROGERS'
1970s Batman work, a look at DC's rare
Cancelled Comics Cavalcade, PAUL
GULACY art gallery, Marvel Value Stamp
history, Mr. Monster’s scrapbook, and more!

(112-page Digital Edition) $4.95



Edited by JON B. COOKE, COMIC BOOK CREATOR is the
new voice of the comics medium, devoted to the work and
careers of the men and women who draw, write, edit, and pub-
lish comics—focusing always on the artists and not the artifacts,
the creators and not the characters. It's the follow-up to Jon's
multi-Eisner Award winning COMIC BOOK ARTIST magazine.

Available on the

App Store

0

Subscribe at www.twomorrows.com

4 issues: $40 US, $54 Canada, $60 elsewhere
Includes the DOUBLE-SIZE SUMMER SPECIAL!

LT

COMIC BOOK CREATOR #1
Former COMIC BOOK ARTIST editor JON
B. COOKE returns to TwoMorrows with his
new magazine! #1 features: An investiga-
tion of the treatment JACK KIRBY endured
throughout his career, ALEX ROSS and
KURT BUSIEK interviews, FRANK ROBBINS
spotlight, remembering LES DANIELS, WILL
EISNER's Valentines to his beloved, a talk
between NEAL ADAMS and DENNIS
O'NEIL, new ALEX ROSS cover, and more!

(84-page FULL-COLOR magazine) $8.95
(Digital Edition) $3.95

COMIC BOOK CREATOR #2
JOE KUBERT double-size Summer Special
tribute issue! Comprehensive examinations
of each facet of Joe's career, from Golden
Age artist and 3-D comics pioneer, to top
Tarzan artist, editor, and founder of the
Kubert School. Kubert interviews, rare art
and artifacts, testimonials, remembrances,
portraits, anecdotes, pin-ups and mini-
interviews by faculty, students, fans, friends
and family! Edited by JON B. COOKE.

(164-page FULL-COLOR mag) $17.95
(Digital Edition) $7.95

COMIC BOOK CREATOR #3
NEAL ADAMS vigorously responds to critics
of his BATMAN: ODYSSEY mini-series in an
in-depth interview, with plenty of amazing
artwork! Plus: SEAN HOWE on his hit book
MARVEL COMICS: THE UNTOLD STORY;
MARK WAID interview, part one;
Harbinger writer JOSHUA DYSART; Part
Two of our LES DANIELS remembrance;
classic cover painter EARL NOREM inter-
viewed, a new ADAMS cover, and more!

(84-page FULL-COLOR magazine) $8.95
(Digital Edition) $3.95

COMIC BOOK CREATOR #4
RUSS HEATH career-spanning interview,
essay on Heath's work by S.C. RINGGEN-
BERG (and Heath art gallery), MORT
TODD on working with STEVE DITKO, a
profile of alt cartoonist DAN GOLDMAN,
part two of our MARK WAID interview,
DENYS COWAN on his DJANGO series,
VIC BLOOM and THE SECRET ORIGIN OF
ARCHIE ANDREWS, HEMBECK, new
KEVIN NOWLAN cover!

(84-page FULL-COLOR magazine) $8.95
(Digital Edition) $3.95

COMIC BOOK CREATOR #5
DENIS KITCHEN close-up—from cartoonist,
publisher, author, and art agent, to his
friendships with HARVEY KURTZMAN, R.
CRUMB, WILL EISNER, and many others!
Plus we examine the supreme artistry of
JOHN ROMITA, JR., BILL EVERETT's final
splash, the nefarious backroom dealings of
STOLEN COMIC BOOK ART, and ascend
THE GODS OF MT. OLYMPUS (a ‘70s gem
by ACHZIGER, STATON and WORKMAN)!

(84-page FULL-COLOR magazine) $8.95
(Digital Edition) $3.95 ¢ Ships May 2014

COMIC BOOK CREATOR #6
SWAMPMEN: MUCK-MONSTERS OF THE
COMICS dredges up Swamp Thing, Man-
Thing, Heap, and other creepy man-critters
of the 1970s bayou! Features interviews
with WRIGHTSON, MOORE, PLOOG,
WEIN, BRUNNER, GERBER, BISSETTE,
VEITCH, CONWAY, MAYERIK, ORLANDO,
PASKO, MOONEY, TOTLEBEN, YEATES,
BERGER, SANTOS, USLAN, KALUTA,
THOMAS, and others. FRANK CHO cover!

(192-page paperback with COLOR) $17.95
(Digital Edition) $8.95 e Ships August 2014

COMIC BOOK CREATOR #7
BERNIE WRIGHTSON interview on Swamp
Thing, Warren, The Studio, Frankenstein,
Stephen King, and designs for movies like
Heavy Metal and Ghostbusters, and a
gallery of Wrightson artwork! Plus
writer/editor BRUCE JONES; 20th anniver-
sary of Bart Simpson's Treehouse of Horror
with BILL MORRISON; and interview Wolff
and Byrd, Counselors of the Macabre's
BATTON LASH, and more!

(84-page FULL-COLOR magazine) $8.95
(Digital Edition) $3.95 e Ships Nov. 2014

COMIC BOOK CREATOR #8
MIKE ALLRED and BOB BURDEN cover
and interviews, "Reid Fleming, World's
Toughest Milkman" cartoonist DAVID
BOSWELL interviewed, a chat with RICH
BUCKLER, SR. about everything from
Deathlok to a new career as surrealistic
painter; Tales of the Zombie artist PABLO
MARCOS speaks; Israeli cartoonist RUTU
MODAN; plus an extensive essay on
European Humor Comics!

(84-page FULL-COLOR magazine) $8.95
(Digital Edition) $3.95 e Ships Feb. 2015

TwoMorrows now offers Digital Editions of Jon B. Cooke's COMIC BOOK ARTIST Vol. 2 (the “Top Shelf" issues)

CBA Vol. 2 #1
NEAL ADAMS/ALEX ROSS cover
and interviews with both, history of
“Arcade, The Comics Revue" with
underground legends CRUMB,
SPIEGELMAN, and GRIFFITH,
MICHAEL MOORCOCK on comic
book adaptations of his work,
CRAIG THOMPSON sketchbook,
and more!

(128-page Digital Edition) $5.95

CBA Vol. 2 #2
Exhaustive FRANK CHO interview
and sketchbook gallery, ALEX ROSS
sketchbook section of never-before-
seen pencils, MIKE FRIEDRICH on
the history of Star*Reach, plus
animator J.J. SEDELMAIER on his
Ambiguously Gay Duo and The X-
Presidents cartoons for Saturday
Night Live.

(112-page Digital Edition) $5.95

CBA Vol. 2 #3
Interview with DARWYN COOKE
and a gallery of rarely-seen and
unpublished artwork, a chat with
DC Comics art director MARK
CHIARELLO, an exploration of The
Adventures of Little Archie with cre-
ator BOB BOLLING and artist DEX-
TER TAYLOR, new JAY STEPHENS
sketchbook section, and more!

(112-page Digital Edition) $5.95

CBA Vol. 2 #4
ALEX NINO's first ever full-length
interview and huge gallery of his
artwork, interview with BYRON
PREISS on his career in publishing,
plus the most comprehensive look
ever at the great Filipino comic
book artists (NESTOR REDONDO,
ALFREDO ALCALA, and others), a
STEVE RUDE sketchbook, and more!

(112-page Digital edition) $5.95

CBA Vol. 2 #5
HOWARD CHAYKIN interview and
gallery of unpublished artwork, a
look at the '70s black-&-white mags
published by Skywald, tribute to
Psycho and Nightmare writer/editor
ALAN HEWETSON, LEAH MOORE
& JOHN REPPION on Wild Girl, a
SONNY LIEW sketchbook section,
and more!

(112-page Digital Edition) $5.95

CBA Vol. 2 #6
Double-sized tribute to WILL EISNER!
Over 200 comics luminaries celebrate
his career and impact: SPIEGELMAN,
FEIFFER & McCLOUD on their
friendships with Eisner, testimonials
by ALAN MOORE, NEIL GAIMAN,
STAN LEE, RICHARD CORBEN, JOE
KUBERT, DAVID MAZZUCCHELLI,
JOE SIMON, and others!

(252-page Digital Edition) $9.95
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