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DRAW!
DRAW! is the professional “How-To” mag-
azine on cartooning and animation. Each
issue features in-depth interviews and step-
by-step demonstrations from top comics
professionals. Most issues contain nudity
for figure-drawing instruction; Mature
Readers Only. Edited by MIKE MANLEY.

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

BACK ISSUE
BACK ISSUE celebrates comic books of the
1970s, 1980s, and today through a variety
of recurring (and rotating) departments,
including Pro2Pro interviews (between two
top creators), “Greatest Stories Never
Told”, retrospective articles, and more.
Edited by MICHAEL EURY.

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

ALTER EGO
ALTER EGO, the greatest ‘zine of the ‘60s,
is all-new, focusing on Golden and Silver
Age comics and creators with articles,
interviews and unseen art. Each issue
includes an FCA (Fawcett Collectors of
America) section, Mr. Monster & more.
Edited by ROY THOMAS.

(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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COMIC BOOK CREATOR
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 publish comics,
focusing always on the artists and not the
artifacts, the creators and not the charac-
ters. Edited by JON B. COOKE.

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

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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AGE OF TV HEROES
Examining the history of the live-action television

adventures of everyone’s favorite comic book heroes,
featuring the in-depth stories of the shows’ actors

and behind-the-scenes players!

(192-page FULL-COLOR HARDCOVER) $39.95

HOW TO CREATE
COMICS

FROM SCRIPT TO PRINT

Shows step-by-step how to develop a new comic,
from script and art, to printing and distribution!

(108-page trade paperback with COLOR) $15.95
(Digital Edition) $5.95

LOU SCHEIMER 
CREATING THE FILMATION GENERATION

Biography of the co-founder of Filmation Studios,
which for over 25 years brought the Archies,

Shazam, Isis, He-Man, and others to TV and film!

(288-page trade paperback with COLOR) $29.95
(Digital Edition) $13.95

MODERN MASTERS
SPOTLIGHTING TODAY’S BEST

25+ volumes with in-depth interviews, plus extensive
galleries of rare and unseen art from the artist’s files!

(120-page trade paperbacks with COLOR) $15.95
(Digital Editions) $5.95
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and the Curious Case of theand the Curious Case of the

Even after the team of Joe Simon & Jack Kirby suffered the indignity of being cheated  

out of royalties for their creation of Captain America, insult was added to injury when,  

in 1947, Timely publisher Martin Goodman is publicly given credit for originating the  

“Sentinel of Liberty” by a guy who certainly knew better — Stan Lee!

imultaneous to the appearance of his  
article, “There’s Money in Comics,” in the 

November 1947 issue of Writer’s Digest, Stan Lee’s 
booklet, Secrets Behind the Comics, an inside look 
by the editor and art director of Timely Comics 
on how funnybooks are created, is published by 
Famous Enterprises. Included in the 100-page 
pamphlet is a focus on “exactly how Captain 
America was created.”
     Well, not “exactly.” Bizarrely, Timely publisher 
Martin Goodman is cited as the creator of the 
star-spangled hero and — surprise! — there is 
no mention of Cap’s real creators, Joe Simon 
and Jack Kirby. This revisionism is particularly 
odd because, as any Marvel fan worth his/her 
salt knows, the author of the tract was hired 

in his initial comics job by the 
very same Joe Simon (then 

Timely’s first editor) and Stan 
functioned as a “gofer”  

for both Joe and Jack.
    In 1985, much to Kirby’s chagrin, the Cannon Group lists  
Stan Lee as creator of Captain America in movie trade 
publication advertisements (trumpeting the eventually 
aborted film version).

GEE, BUCKY, 
YOU woulD THINK OUR  

PUBLISHER would STRIVE TO  
BE like “honest ABE” HERE  
and tell the truth, Right? 

LIKE about who created us?

YOU BET, CAP!
YET SOMETIMES that

hasn’t been the case!
BUT EVERY RED-BLOODED,

TRUE PATRIOT KNOWS
we were created

NOT COOL: 

Variety’s Cannes 
film festival 
supplement 
included this ad 
which featured 
an erroneous  
acknowledge-
ment giving  
Stan Lee credit 
for creating  
Captain America.

Left: Relettered detail from Captain America Comics #9 (Dec. 1941).  
Art by Jack Kirby & Joe Simon. ©2013 Marvel Characters, Inc.
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CREATORS

COUNTERFEIT
CREATORS

Secrets Behind the Comics scans courtesy of Javier Hernandez.
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Comic Book Creator: I took 
out the collection of the Kree-
Skrull War [The Avengers #89-97, 
June 1971-March ’72], and I was 
looking at the last chapter John 
Buscema had drawn, lamenting 
that Neal Adams hadn’t been 
able to finish the saga due, 
perhaps, to the urgencies of 

deadlines. I was pondering that 
these high-quality masterpieces 

of comic books are going to be 
perennially in print, and it’s a shame 

that at the time they didn’t see the 
obviously high-quality work as having 

a shelf life. You know, it would have been 
really cool if Neal had been able to complete 

the last chapter.
Alex Ross: Well, you know, you bring up something that 
brings us in conflict with our friend Roy, who, I think, in his intro-
duction to the collection of that era of The Avengers, specifical-
ly says what the circumstances are that led to this, which were 
all scheduling and related to Neal’s late delivery for that work. 
But, given that Roy was editor at the time, if he had to do the 
same circumstance again, he said he would have to. But, then 
again, getting that book out on time was the law of the land at 
that point in history. I mean, not that it’s changed too much since 
then, but it was without allowance back then. There wasn’t any 
wiggle room there. So the way they look at it is like, nope, Neal 
was not worth waiting for given what they were  
facing in the distribution market they were stuck with at the 
time, whereas all of us look at it and go, “Really? You couldn’t 

let this guy finish it, even if it was going to bump it by a matter of 
weeks from its ship date on newsstands?”
CBC: Roy and Neal have different memories of the climax 
of the series. It’s water under the bridge, I know, but it’s 
remarkable there wasn’t a contingency plan to have a fill-in 
issue at the ready considering the epic nature of what was 
seeing print, so it would conclude properly.
Alex: Well, especially when you’re building up to this  
moment that is not just the payoff for the whole thing, but it 
was also, I kind of presume, a fan moment for Neal sort of 
gracing his time going between the different comic univers-
es, hitting everything on a checklist, it was going to lead 
towards him doing the Golden Age characters appearing 
in this salvation moment with [Rick] Jones. And you hate to 
pick upon anything that the great John Buscema ever did, 
but John didn’t have that same love for the material. It didn’t 
mean anything to him, so when he was drawing the stuff, 
yeah, those characters are there, but it was not the moment 
that maybe it was scheduled to be.
CBC: You came up with two extremely iconic images of 
the last decade, the “aughts” I guess we’ll call them: One of 
George W. Bush biting the neck of the Statue of Liberty and 
one of Barack Obama as a super-hero.
Alex: Do those count as iconic? 
CBC: Are they not?
Alex: Oh, I don’t know. That’s kind of an evaluation I can’t 
make for myself, so… you know? If you tell me they’re icon-
ic, I’m glad to hear it. I have to go with what another person’s 
opinion is, so… That’s cool! I’m glad to hear that.
CBC: What possessed you… ?
Alex: Well it was really building off of a relationship with 
The Village Voice. They had contacted me first after the 

More of the Alex Ross Comic Book Creator #1 Interview

Interview conducted by Jon B. Cooke
Transcri�d by Steven E. Tice & Steven �ompson

Photographic Po�rait by Se� Kushner

Above: Alex Ross in 2011 in a 

portrait by Seth Kushner.
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publication of the Mythology art book 
to see if I would do a full-painted cover 
of the pencil sketch we printed of mine 
showing Uncle Sam giving the finger 
which I couldn’t even remember we 
even published in the book but it was 
nice to know it got in there. And that led 
to a full painted cover of that and then 
whatever it was a year or so later… I 
think it was the lead-up to the election of Bush 
vs. Kerry that I did that cover of Bush biting the Statue of Lib-
erty which I believe was a collaboration. I think they had an 
initial idea and it transformed a bit into what it became which 
I was very happy with because it technically doesn’t have 
Bush with cartoonish fangs added in. It’s really just sort of a 
lighting thing that makes it look more menacing than it was 
because the reference I found of him, I was able to mostly 
just cull those details and not really amplify anything too 
much. Later, after that, a less iconic image is the image I did 
for them of Bush and Cheney kissing, which was touching off 
the then very hot topic of gay marriage, which was becom-
ing such a grand issue at that exact time. And then, when it 
came time for the run-up to the 2008 election, it was really 
me on my own, working with Bob Chapman at Graphitti De-
signs to do that [Obama] T-shirt. I had the idea and I wanted 
to do it. I thought it’d be fun and especially take advantage 
of one of his well-sold shirts of my Superman image figuring 
that, how can DC be upset? I’m stealing from myself and it’s 
not going to be Superman’s emblem. We did that and that 

was the most successful T-shirt we’ve ever done. We sold 
sooooo many copies of that Barack Obama T-shirt.[…]
CBC: Did you take heat for those T-shirt images or Voice 
covers?
Alex: I think there was heat there to be felt but I just wasn’t 
the one feeling it because I’m not on the frontlines of getting 
any e-mails related to me. For my Web site, I don’t run that, 
so any kind of negative stuff that might come through… Even 
when I did Uncle Sam with Steve Darnall whatever it was, 15 
years ago, Steve might have seen some negative postings 
and whatnot but since I’m not a technologically adept 
person, I don’t check those things out and I don’t have my 
wife go looking for them for me so I have to go by anything 
that might be reported to me by a friend saying, “Wow, do 
you know how much activity there is out there where people 
hate you?” And certainly you figure if it reaches that kind 
of level then I know something’s gotten stirred up but for 
the most part, nothing like that occurred to me. Just some 
general things. I heard probably the worst of it is people that 
registered through other friends of friends, “Oh, you can’t 
do an image like that of the President!” That was, of course, 
the image of George Bush. But, you had an overwhelming 
majority of people that seemed to feel sympathy for that.
CBC: Any idea how many Obama T-shirts you sold? Would 
Bob know?
Alex: Oh, I think it might have gone into the tens of thou-
sands maybe. I forget. It’s been a number of years. It sold 
very great for the first couple of years and then it’s consis-
tently sold somewhat since then. I’ve never done better than 
that. Previously, probably the most successful shirt before 
that was the George Bush one. Actually, he turned all three 
of the painted covers I did for The Village Voice into T-shirts. 
The nice thing in doing the images for The Voice is that, 

because of the political commentary of them, it was 
something I officially would own. So, 
not really before having a copyright of 
my own on anything, it was an interest-
ing experiment to have that now.
CBC: Were you familiar with Obama, 
being from the Chicago area?
Alex: Only vaguely. Really, when he 
was just a senator, I wasn’t terrifically up 
on him. I think I knew of him probably a 
good three or four years before because 
he started doing the public circuit of doing 
talk shows and things and I saw him in 
those places. If somebody went on The 
Daily Show, that’s probably how I got to 
know who they were in the first place. 
CBC: [Laughter] The Daily Show is the 
filter by which you know your politicians?
Alex: Well, you know, it does that for a 
great many people. In many ways, being a 
Daily Show guest means that you’re capable 

of going on there. Even if you’re of a completely different 
ideology, you’re able to handle it. That’s a good measure of 
somebody, to know that they live up to that challenge. So 
Obama would have been one of those people doing that.
CBC: Was there any thought of doing anything this election 
season?
Alex: A thought, but nothing that was clear to me. Nothing 
that was clear as an image that would be likewise the same 
thing. And of course there’s a sense of not wanting to be too 
aggrandizing in a way of him that it would come off as naïve. 
I think that what people didn’t feel the same way during the 
initial election is that there was no sense of naïveté because 
we didn’t know better. [laughter] There was a sense of, you 
know, we all believed this was going to work out and, to 
whatever degree, that didn’t matter until you actually have 
the person in office. But I would have been happy to do 
something new if an idea really presented itself, if inspiration 
struck. I had inspiration just going back a couple of years 
ago to do a T-shirt that would have been a very right-wing 

Above: Ye Ed just can’t resist 

reproducing the cover art for his 

Comic Book Artist V2 #1 [July 

’03], with Neal Adams’ pencils 

and Alex Ross paints, a dream 

come true for yours truly, who 

became a comics fanatic as a 

kid upon picking up Superman 

#233 [Jan. ’71], mesmerized by 

Neal’s striking orange cover. 

Superman TM & ©2013 DC Comics.
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vilifying shirt where I featured images of Rush Limbaugh and 
Sarah Palin and other commentators as sort of metaphors 
for the Batman rogues gallery with very close-seeming 
costuming added to them. Like treating Rush like he was the 
monocle wearing Penguin and such like that. I think my idea 
was… oh, who was the guy who used to have his own TV 
show on Fox… Ummm… 
CBC: Morton Downey, Jr?
Alex: [Laughter] No, no, no! More recent! The guy who got 
kicked off after a few years.
CBC: Glenn Beck?
Alex: Yeah! Glenn Beck as a Joker-type figure with clown 
makeup painted on him and all that stuff like that.
CBC: Right.
Alex: Sarah Palin becomes like Catwoman and then I was 
sort of reaching for a fourth one so I made Bill O’Reilly a 
Riddler-esque looking figure. Well, anyway, my wife talked 
me out of doing it. Instead of getting more combative, stay 
on the more positive side is more the thought. Also, why give 
more attention to these people? 
CBC: Right. Did you have any sympathies for Occupy Wall 
Street? We haven’t really spoken for print in ten years. How 
do you look at what’s going on in America?
Alex: [Long moan] I don’t know how grand my thought 
process might be on this. You know, it did feel like, in much 
of the last four years that, once you were speaking out about 
more progressive issues, you would be labeled much more 
passionately by other people. We’re in a culture now where 
we’re all being encouraged to really despise each other. In 
such a contrast to the previous decade where, when George 
W. Bush was in office, you could bring up these kinds of 
issues and there was more of a general public perception 
that, yeah, something screwy is going on. But now the tables 
have turned because the left wing got their party in so now 
everything they did was vilified. It hasn’t seemed quite as 
fair from, of course, my perspective. Suddenly the idea of 

being as outspoken wasn’t maybe as encouraged because 
you then begin to realize that a portion of your audience you 
could be relating to, like even with this interview, would be of 
such a different spirit that they’ll then suddenly despise me 
for whatever views I shared in this way.
CBC: You know, it would seem to me that—who am I?—
sitting in the sidelines, I’ve never worked within the industry, 
but it seems to me they very often miss the forest for the 
trees. When Archie Goodwin as an editor, when Harvey 
Kurtzman as an editor, who fostered this environment for 
creative people to come in — and sometimes super-con-
trolling like Harvey, or sometimes just very open like Archie 
— and the work that resulted very often is of such high quali-
ty that it’s always going to have a value, likely always to be in 
print in any number of different formats, consistently making 
money for whoever owns it — Mad comics, for instance. 
Sometimes I wonder whether in mainstream comics, when 
we get exceptional stuff, it’s due to benign neglect. Is there 
too much control coming down from the top?
Alex: Well, I wouldn’t say there’s too many editors in 
comics because I know how understaffed the major com-
panies are. I mean, hell, the one I work for most of the time, 
there’s one editor in the entire company for God knows how 
many books. So editing is a craft and a skill unto itself, so I 
don’t want to confuse what editors can do, and should do, 
with what the problems are. There are too many cooks in 
the kitchen, but that usually goes well above the editorial 
element and into the management up above. There’s more 
of a brain trust occurring within the major companies of a 
very small handful of individuals guiding the entire direction 
for everything, and putting up these barriers. You know: 
“You can’t use this character because he’s locked in over 
here,” or, “We gave you this project, but we’re going to ask 
you to write this storyline to fit this thing we have going on 
over here,” and so on. And there’s a greater marginalization 
of talent, I think, almost than ever before. You can’t do this 

Superman TM & ©2013 DC Comics.

Above: Ye Ed will be forever 

grateful to CBA V2 cover and 

logo design team of Dave 

Bissel and Jim Titus, who also 

merged Neal Adams’ pencils 

and Alex Ross’ paints for what 

was intended to be a two-page 

opening spread of #1’s color 

section. But, because of space 

constraints, ’twas printed 

sideways on a single page. 

well, a quarter of the intended 

size here, but at least the right 

orientation, fellas!
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broad idea you might have with a character here because 
that’ll get somewhat close to the big ambitions that this other 
guy has over here, and even though that guy’s not going to 
get to it for a few years, we’re not going to let you bring back 
the Joker or whoever might be the character property at that 
point. And just the fact that the last ten years of storylines 
have all been so buffeted about by the stunning turns of, you 
know, who’s dead now, or who’s going to be dying, who’s 
breaking up this particular group, or who’s messing up the 
look of this character, and that’s how they’re somehow 
demanding, forcing the remaining comic buyers into buying 
things they otherwise might go, “Oh, okay, status quo. I’m not 
going to buy that right now.”
CBC: Does it really matter that there is, going back to the 
’80s, a John Byrne version of Superman and a Jerry Ordway 
version of Superman, and maybe never the twain shall meet? 
Does continuity have to be the great god? It just seems to be 
so short-sighted.
Alex: Well, I’ve been taught this enough to realize it’s part 
of the ugliness of the world we live in that people aren’t 
going to buy these things in the rabid kind of devotion that 
we’re used to if you don’t have these things seem to sort 
of intertwine, to have a living universe, in a way, and that’s 
something that, as a buyer who only had so many funds 
growing up, I was always used to picking on the key special 
projects, or something that was a unique event book or 
crossover event, but not every character’s main title. And 

the only thing that keeps a lot of those readers on is the 
continuation of drama that pulls you in, not just to the one 
book month to month, but into all books that might tie in to 
that given book. Like, the second or third Superman title. So 
it’s an ugly economic reality of comics that it just can’t be 
broken, because otherwise they’re just not selling the num-
bers they need to, and then they begin to think, “Oh, maybe 
we’ll have to cancel this classic book that is otherwise a big 
part of history.”
CBC: Or go back to #1.
Alex: Or go back to #1, yeah, and show that everything that 
all these craftsmen did for so long is suddenly negated and 
thrown back into history as if it’s nothing but….
CBC: Did you have any idea what the story is with Karen 
Berger? Whether she quit, or whether she’s….
Alex: Oh, she’s gone?
CBC: Yeah, that was the big news of yesterday, but there 
were no details.
Alex: Oh, I didn’t know that. Well, I can’t say it’s a complete 
surprise. I mean, they’ve been marginalizing her as well as 
what Vertigo is has been — But, then again, there’s very 
strong editors and people in charge of Vertigo. I assume 
that Shelly Bond, she’s still there, and she mostly runs that 
ship. But Karen is the founder of that corner of DC, which 
has been a beloved corner, as well as all the projects that 
were under Karen leading up to that were a beloved part of 
publishing. But at a certain point, the heads of everything 
over there have — There’s no great love for that corner of 
DC. That becomes a remnant of a prior era.
CBC: Yeah. Well, one would imagine she could land on her 
feet rather well.
Alex: In comics?
CBC: In publishing somewhere.
Alex: Okay, publishing, probably, but, yeah, I don’t know — 
I mean, not a whole lot of options in comics.
CBC: No, not a whole lot of options in comics. Why don’t 
we, if we can, I think it was almost, it was nine years ago, 
almost ten years when we spoke for Comic Book Artist, 
Volume 2, #1. What’s the last ten years been like for you?
Alex: I fear talking that way because I’m going to be editing 
myself way too much.
CBC: You fear talking? [laughs]
Alex: Well, I hate the idea that I’m going to hold back so 
much of whatever I have to say, so I’m going to parse my 
words so much that I feel like I’m going to be lying to people 
by my sin of omission. So I’ll be speaking broadly—
CBC: You can generalize, right?
Alex: Yeah, I’ll be generalizing, basically. You know, in the 
evolution of the last ten years for me, what it’s meant is going 
from having a regular career path of designing projects I 
wanted to work on, things that were a long-scale ambition, 
things I may have envisioned years before and I finally got 
up to doing, and that would consume all my time. I basically 
graduated from doing only things like that to kind of eventual-
ly opening myself up to whatever came my way, because, if 
you follow what fortune I had from the beginning of the ’90s, 
when I was able to, along with Kurt, sell Marvel on Marvels, 
and then go straight from that to selling DC on, first, Kingdom 
Come, then Uncle Sam, then the series of one-shots that took 
me into the new century, and then the comic book Justice 
was kind of a late-end addition to that plan of saying, “Okay, 
here’s something more like a traditional comic book,” but it 
fit my overall view, long view, of these things that were my 
grandiose ambition in comics of what I thought I should do 
with the majority of my time, with the greatest of my efforts 
being what I could do for interiors. And that came to an 
end with that project, with general fatigue of completion, 
and that for so many years I had postponed various things I 
was invited to be a part of and requested to do work for that 
would have asked a little bit of my time here, a little bit there, 
and I was always — Well, not always, but a good amount of 
the time turning those things down, and now I could finally 
see what it would be like to live in a career that was buffeted 
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about more by just where the wind was blowing, so I was less trying to guide the path 
of the storm and more let my boat get knocked about by it. Good metaphor? So that’s 
what led me to a lot of the projects that people have seen me do a lot of covers for and 
a lot of things I’ve done design and guide work for. Like, for example, the Kirby: Genesis 
series that Kurt and I worked on together was one that I had no expectation of coming 
to pass, and then they emerged. And all of them were things that I was happy to work 
and collaborate on. Nothing was sort of a deficit of, “Boy, I’m ashamed of myself for 
even doing this.” None of these things was far from the respect I would have for the 
projects I cared the most about, it was just trying to open my eyes to recognize, hey, 
you never know, something here might be one of the best things I’ve ever had a chance 
to work with.
CBC: And so has it been satisfying?
Alex: It has been satisfying. I mean, I’m gratified by the time to have also gotten a 
chance to live more of a normal life, because without the time I was putting 
into full interiors on the various projects I did, which 
would generally keep me working a sev-
en-day work week, and much of that time 
when I was working, both when I was single 
and later when I was married, I would be 
working ten-hour days, often. I still work late 
into the night, but I get more time to basically 
live the life that I have wanted to live, that I have 
dreamed of living. So the first 20 years of my ca-
reer were set up, hopefully, for earning the time 
I have now to maybe stop and smell the roses a 
little bit more, not work every weekend anymore.
CBC: The past work that you’ve done, is a lot 
of it in print? Marvels, Kingdom Come, the DC 
one-shots?
Alex: Yeah, to the best of my knowledge, the 
majority of stuff that I did, my lengthiest work on, 
interiors-wise, are all still out there, that people can 
find them in the average book store and find them 
online.
CBC: You obviously get royalties from this, right? Or 
whatever they would call it — incentives.
Alex: Yeah, yeah.
CBC: You do know they’re in print because you get 
a check for it, right? Does a check come for this old work 
every six months, or on a quarterly basis, or is it every year 
so that you, it can help during rough times or whatever?  
It’s just something nice to have? I mean, one of my  
philosophies is always have your work pay you back.
Alex: Yeah, I mean, and certainly that’s been a consistent 
case much with the DC work because they have a very 
responsible accounting structure. They’re very on top of 
that stuff. That’s one of the things the company can still 
boast to people to this day, because the years that were 
put in the infrastructure of the way they ran things over 
there, they’ve got a strong system that monitors that, 
whereas Marvel is, say, a bit more fractious, where you 
just, you might get a check once a year, or every other 
year, depending on what you might have worked on for 
them. And, certainly, lots of things go out of print, so 
just having the trade collection of what you worked 
on once doesn’t mean that always comes to you. I’ve 
been fortunate, though, that a lot of the key projects 
I did work on, something like Marvels, has remained 
out there. It’s something that I take too easily for granted, because plenty 
of people work on astonishing stuff that hits big at a certain time and then peters out 
as far as how often it’s kept in ready supply. You go to an average bookstore, what few 
exist, though, and find, you know, this thing’s still on the shelves. Not everybody gets that 
option, so I can only imagine for guys we’ve known whose careers have been there to 
be on the grind, working on projects for ages, many of their things are barely ever kept in 
print. Some of the greatest creators in comics have barely had any of their work collect-
ed. Or in some case, the collections are only beginning now, after this long.
CBC: Yeah, it certainly is interesting how the volume of reprinted material that’s steadily 
coming out. I was just considering the other day that the DC Archive editions, I remember 
when they started in 1986, 1987, and that they’re still — You know, at a much slower pace 
and everything like that, but that’s a heck of an achievement.
Alex: That actually started in ’87?
CBC: Something like that. [The DC Archives began publication in 1989—Ye Ed.] Or 
maybe that was the Marvel Masterworks, the first one was around then [Marvel Mas-

C
aptain A

m
erica TM

 &
 ©

2013 M
arvel C

haracters, Inc. S
ketch ©

2013 A
lex R

oss.
M

ister M
iracle TM

 &
 ©

2013 D
C

 C
om

ics. S
ketch ©

2013 A
lex R

oss.

TM & ©2013 Marvel Characters, Inc.

TM & ©2013 DC Comics.

COMIC BOOK CREATOR • Spring 2013 • Bonus PDF Edition •  #1 



10

terworks began publication in 1987—Y.E.]. It wasn’t long 
thereafter that the DC Archive editions came out. Anyway, 
that’s quite a library of material that they now have… [Ap-
proximately 217 separate volumes to date—Y.E.]
Alex: Yeah, and I’m one of those crazy fan collectors who 
gets as much of that stuff—
CBC: Oh, really?
Alex: Yeah, I have every edition at least of the Marvel 
Masterworks [Approximately 195 separate volumes to 
date—Y.E.], and I might have missed a few of the DC ones, 
but, yeah, for the most part, I have a complete collection.
CBC: Wow, that’s quite a few books. That fills up a lot of 
space, huh?
Alex: Yeah, yeah. In fact, I just had floor-to-ceiling book-
shelves installed in my home because I needed the space 
with all the [laughs] various books I’ve got, which have  
been piling up for some time, so hopefully I will have licked  
it with this.
CBC: [Discussing the Universe X series] Was it collected?
Alex: Yeah, all the series, making a total of five trade 
paperbacks.
CBC: And how’d they do?
Alex: I believe most of them have been in print for a good 
long time. There may be some of them that are out of print 
currently, but over the last decade they’ve been out there in 
most of the bookstores I’ve seen, so knowing that did get out 
there. I don’t know how much of, say, the second and third 
series was read as much as certainly the first, that was very 
successful. But, oh, well…

CBC: I think you nailed it right there as far as I remember 
my confusion at the series at the time was you did have a lot 
of these spin-offs and one-offs—
Alex: Oh, yeah, and that’s all just, that’s a creative—
CBC: I didn’t know what I had and didn’t have.
Alex: Yeah, that was a creative greed…

CBC: How many creative people are you in touch with — 
writers and artists — you’re in touch with on a regular basis?
Alex: Barely any. Barely any. The friendships I’ve kept for 
a very long time I still have, with writers like Kurt, of course, 
and Paul Dini and I, Steve Darnall, and, of course, Jim 
Krueger. But, for the most part, I’ve learned through the hard 
way that maybe keeping such a tight connection with maybe 
some of the talent that is doing the physical work underneath 
you is not always — It can always lead to some explosion 
of…whatever, blowout. I’m trying to think of some way to 
phrase it that’s—
CBC: Creative differences?
Alex: I don’t know if that’s even it. There’s always a great 
chance for ego conflict, where if I’m giving notes directly to 
an individual that it could be taken poorly, that I might handle 
it poorly, or that you get all manner of disruption based upon 
how something is handled in that delicacy. And I’m not a 
trained editor. I should not be — I’m not a trained art direc-
tor. But if I filter those notes through the person who is the 
facilitator of that, I’ve been able to see how the work does 
get done well, and that’s a lot of what has worked well within 
my time with Dynamite. I’m getting to see any notes I’ve 
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wanted to be implemented be implemented. So I just know 
that there’s, you know, no matter how much other creators 
I’ve gotten to know and be friends with can say they admired 
what my opinion might be, there’s a breaking point. There’s 
always a point you could push too far with it. [laughs]
CBC: Do you suspect that there’s a dynamic that’s taking 
place here because of your success, your marquee, so to 
speak, that that is a part of it? Might there be, for lack of 
a better term, resentments, for instance, or jealousies, or 
envy? I mean, it must be interesting, if you’re now going 
through the process of giving notes, and the notes are going 
through a middle person, and then that person is giving out 
notes, so you can see that you’re getting things accom-
plished, you’re going through, there’s a sense of humility 
there, right? You’re taking your ego out of it, and you want to 
see good work done.
Alex: Oh, I don’t know about — I wouldn’t give myself 
that kind of clout. I don’t think that I’m taking myself out of it 
enough in that sense. I’m—
CBC: But you’re being diplomatic, right?
Alex: Hopefully that’s what finally comes across, but if I 
just get a chance to make a note and it’s been implemented 
by an editor who’s playing the ultimate good cop/bad cop 
and everything — Now, on the one hand, I don’t necessar-
ily appreciate everyone being treated as just a hired gun 
that is not necessarily getting to make their own choices. 
I don’t like that to be happening to me, or for me doing it to 
anybody else. So I’m sensitive to that, as well. I don’t want 
to be party to that occurring to another individual. So I try 
and also be modest in any of the things I might be pushing 
for, but I know when I sit down to go through any amount of 
this communication, sending emails back and forth, that I’m 
ultimately just going straight for whatever my point is, not 
wasting time if I can cut something loose and say, “Look, this 
can fly, but here’s what my real problem is. If you can just 
fix this one thing, this one element is bad enough,” whereas 
not necessarily just grading the entire thing. And I’ve worked 
with people, oh, like, Kurt’s a good one, where, man, when 
you get notes from Kurt, you get notes. And my friend Steve 
Darnall is the same way. Like, he gives some loooong notes 
on stuff, like, “I don’t think this moment is exactly what was 
described.” So I try to look for, like, “Uh, the costume is miss-
ing its gloves at this one shot, here.” That’s what I try to keep 
my comments to. And sometimes you just have to recognize 
that when something isn’t interpreted the way that you could 
have hoped for, that, like, well, they just didn’t get it. Let it go. 
It’s not the end of the world. There are some places that I 
feel it is the end of the world, but I also have to recognize the 
place where I need to keep my greatest criticism would be 
on myself.
CBC: Maybe that is the single most important thing to learn 
in dealing with other people is choosing your battles.
Alex: Exactly.
CBC: Just what is the right time. And raising 
kids, by the way, too. [laughs] Where can one 
be most effective in a situation? And, 

again, and we can edit this out if this is awkward for me 
to be asking you, though, but do you get a sense, I mean, 
you’re, again, you have enormous marquee within the 
comics industry.
Alex: God, I hope so. [laughs] I still need to remain em-
ployed. I’m not independently wealthy yet, to be not working.
CBC: I suspect that any number of artists from the ’70s who 
had some high marquee, they do commission work and they 
get well paid for it. Do you look at that as a possibility for you, 
just to do commissioned work?
Alex: I guess it is. I mean, those offers come in, but the 
thing is that I’m hoping that would remain the furthest outlier 
of survival for me, because I still have the market for original 
art that has been healthy for a good long while, where the 
things I’m commissioned to do one time, for one person, 
there still’s an additional sell-through capability with a 
different entity over here where, again, the price fluctuates 
from the actual initial commission rate to things way above 
anything I imagined. So I’m happy to keep that going for as 
long as possible, and I’m not so directly opposed from ever 
doing commissions, but we generally haven’t had to go into 
that arena yet. And I know that’s been the province of a lot 
of creators that I admire. In some ways I know it’s not that 
they only want to do commissions, but they just don’t like 
maybe the creative directions the companies are in, or those 
companies are not inviting them back to the party. I have 
been invited back to the party in a number of cases, but for 
whatever they want of me, or whatever I think I want to 
do, it doesn’t match up. So I’ve been an obstinate cuss 
when it comes to being part of 
the big publishers as a lot 
of other craftsmen are. That 
doesn’t mean I disregard 
or dislike the work done 
by other people that work 
for them. It just means that 
whatever is right for me 
isn’t matching up, ex-
actly, yet, for what’s 
going on there.

CBC: Well, growing 
up on Marvel…
Alex: Exactly, yeah.
CBC: Are you 
working right now as 
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we’re doing this interview?
Alex: Of course, yeah.
CBC: And what are you doing right 
now?
Alex: I’m painting a cover for Peter 
Cannon, #8, specifically, and in this 
cover it’s sort of making up for the 
prior month where I got to do a nice 
close-up shot of him that I was done 
within about a day. But I’m doing a 
shot of him being attacked by a mob 
of people where all the figures making 
up the cover are somewhere in the neighborhood of, like, 
fifty, all ganging up on him. And this just revolves around a 
bunch of mostly average. They’re not characters in the story, 
they’re a mob. And they completely gather around this figure, 
swarming him, as reflected in the story in the issue, and this 
seemed very appropriate as for relating the content of the 
story, but also for just sort of showing a different kind of spin 
on a cover, that here’s the hero not posing in glory on the 
cover like I often wind up, like most of us wind up doing, but 
instead showing the difficulty. I mean, if anything, it’s much 

more comparable to that classic cover from Green Lantern/
Green Arrow where the three characters are swarmed upon 
by — They’re on that planet where it’s overpopulated?
CBC: Right, right.
Alex: You know the one. So there’s just tons of figures filling 
up the cover, and that’s essentially the same kind of idea at 
play here in my design.
CBC: Wow. That’s a lot of work, huh?
Alex: Well, I’ve got to always — Like, last week I did a 
cover of The Shadow amidst an entire cityscape in New 
York, with every little window painted and indicated, and very 
specific buildings played out, and not just making a bunch of 
crap up. And, in a way, it’s just sort of always remind myself 
how hard some of the stuff is to get done, to never just 
completely turn out covers that only have a single figure and 
no background.
CBC: You know, I just sometimes sit back and marvel in 
gratitude that we lived in a world that had movie serials, and 
that had pulp magazines, and that had 10¢ comic books, 64 
pages, full-color!
Alex: Yeah.
CBC: You know? And then we have all this stuff. Because I 
return to it, and sometimes I used to get in discussions with 
John Morrow in which he would just kind of, exasperated, he 
would say, “It’s just comic books.” But finally he’s starting to 
turn around, going, “Well, it’s comic books!” Like you were 
talking about Chris Ware, and you were talking about Dan 
Clowes, that it truly is an art form.
Alex: Well, the thing is, it can be both things. It can be 
complete tripe — Not tripe, sorry. It can be simple, dispos-
able entertainment that’s as lowest-common-denominator as 
you can imagine, and it can be high-falutin’, self-important 
expressions of intimacy, and depth, and unique understand-
ing of the human condition. It can be all those things.
CBC: Didn’t you do a Humn Torch series? Am I misremem-
bering?
Alex: No, no. Recently, yeah. In the last few years.

CBC: Dynamite, right?
Alex: Uh, well, Dynamite packaged 
The Torch for Marvel, but Marvel 
published it.
CBC: I was curious about that. 
What’s the deal there? Again, that’s 
what it was, that everything took 
place, Dynamite packaged the entire 
thing, or you dealt with Dynamite, 
they had a contract with Marvel?
Alex: That’s right, yeah. Basically, 
before I had finished up all my work 
with, first, Justice, and then the time 
I spent doing covers for Batman, 
Superman, and the Justice Society, 
before I finished up all the run of 
those things I was doing then, Nick 
Barrucci had been working out the 
deal, with my blessing, with Marvel to 
try and get me back with them work-
ing on a brand new series, which I 
had nothing necessarily in my head I 
was trying to door was ambitious to 
try and pitch them, and he had this 
simple idea, which was crossing over 
The Avengers and The Invaders, and 

that that could be a big success, particularly considering 
the enormous success The Avengers had begun enjoying 
in the last ten years. So he got that contract with them. It 
took a couple years to get it all coordinated, just to get it 
signed, and then, yeah, I was effectively working for both 
Marvel and him at the same time, because Tom Brevoort 
edited it, and all the work was commissioned separately 
through Dynamite, and then they were paid later by Marvel. 
It was a really good deal, and it had its extensions going into 
follow-up potential, which then allowed us, from the success 
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of that, to go into The Torch miniseries, which was something 
that I had wanted to work on ever since his previous big 
number anniversary, which was in 1999. Jim Krueger and 
I pitched something back then, and then now here it was 
2009, and for his 70th anniversary, and it just seemed like we 
gotta get this done. This is the right time, we’re reviving him, 
bringing him back into the mainstream of Marvel publishing, 
and he’s their first hero, he should be up front somehow. And 
then the final project we had within that contract was just an 
Invaders reunion series that brought all these guys that had 
been revived, some by others, some by us, we revived Toro 
and Torch, and had all these original five members of the 
Invaders, or the All-Winners Squad, or whatever thing you 
want to note them for being, have them all together in the 
present day.
CBC: “You’ll believe a man can fry?” I don’t know…
Alex: It was one of the only things that made me happy 
with reviving Bucky, because I always thought, like, well, if 
Kirby decided somebody should be dead, you really should 
stick with that. Because if it made sense to him, I wouldn’t 
second guess that guy.
CBC: You know, I talked to Kurt about this last night, and 
it’s one of the sad, eye-opening moments, when I recently 
learned that Carl Burgos was, in the mid-’60s, pushing to gain 
the copyright on the Human Torch, and, perhaps circumstan-
tially, at the same time, Marvel Comics kills the Human Torch 
in Fantastic Four Annual #4, and it was brought out in Marvel 
Comics: The Untold Story by Sean Howe, and it’s just, well, 
how mean? [laughs] For one thing, you’re reintroducing a 
character from the Golden Age so that you can reestablish 
the copyright on him, and then you kill him while the very 
creator who created the first Marvel hero is trying to get the 
trademark or copyright.
Alex: Right, I mean, that was such a weird thing to—
CBC: I read this a number of years later, but nonetheless, it 
was, like, so totally cool that the original Human Torch was 
back — and, wow, you know, the Vision connection Roy sub-
sequently concocted making all these 
continuity connections — and it’s just 
a f*cking business decision.
Alex: Yeah. One of the many rotten 
stories in the history of comics.
CBC: I never quite figured out the 
Human Torch. I mean, for one thing, 
he’s not human, he’s an android. Okay, 
we all know that. But he burns! I mean 
what kind of power is that? [laughs] 
What did you dig about him? I have to 
have a fanboy question like this.
Alex: What did I get off on with him?
CBC: Well, it’s just like, you know, I 
mean, he really must seriously hurt 
the guys he goes after.
Alex: Oh, yeah, yeah. Well, artistical-
ly, what I responded to as a kid, aside 
from, you know, I liked The Fantastic 
Four and everything, but when I saw 
The Invaders, the blank-faced version 
of the Human Torch I thought was so 
unbelievably cool. Now, of course, it’s 
ironic because my entire approach 
is to give him a face, which I do in a 
photonegative approach so it looks 
like he’s lit from within, which to me was just a choice of how 
I’ve got to make use of my painted style to make it some-
how sing in a new way, because if I do the faceless guy, it’s 
like I’m leaving something on the table unrealized. Do you 
know what I mean? So I had to kind of put that love of what 
really turned me on — Because I loved all those charac-
ters from the ’70s who had complete facemasks, starting 
with Spider-Man, going into White Tiger, and the Human 
Fly, you name it, anybody who had that kind of look, like the 
Prowler, I thought was the coolest, most mysterious thing 

in comics, and so his faceless look 
really charged me up and made The 
Invaders one of my favorite books. 
You know, and having a little flaming 
kid sidekick would somehow seem 
absurd, but I’d think, well, the kid’s on 
fire and flying. That’s pretty cool.
CBC: I don’t know. It probably all 
gets back to this reading Steranko’s 
History of Comics and just trying to, 
like, comprehend — No, actually, All 
in Color for a Dime, and reading it, 

and reading the chapter “Okay, Axis, Here We Come,” and 
you’re reading about these characters, and they’re really 
pulpish and viciously brutal. The Timely characters were 
really rather grotesque and extremely violent in their deal-
ings with the bad guys. It was just like, wow, you know, to be 
hit by one of these fireballs, you’re really going to burn to a 
crisp. It’s a horrible way to die for robbing a bank. [laughs]
Alex: Well, let alone what they did on the covers seemed to 
be pretty hard-core, because there’s more than a few Alex 
Schomburg covers that show tremendous death occurring to 

Peter Cannon Thunderbolt TM & ©2013 the estate of Peter A. Morisi.

TM & ©2013 DC Comics.

COMIC BOOK CREATOR • Spring 2013 • Bonus PDF Edition •  #1 



the enemy, let alone the fact that he armed Captain America 
and Bucky. So the whole thing that even I was getting 
resistance on, not internally, but from people that saw it in 
Marvels showing it with Bucky with a machine gun under 
Cap’s arm, like, well, yeah! He had a machine gun a whole lot 
of the time, at least on the covers. And I guess in the comics 
they weren’t fighting the Axis as much as they were doing 
things on the Western front. They were still mostly stateside, 
in their adventures, I believe, isn’t that correct?
CBC: Yeah, right.
Alex: And yet all of the covers immersed us in the actual 
war we were living at that time.
CBC: It’s almost like a separate universe on the covers 

than what was taking 
place on the inside.
Alex: Well, that’s 
what it allows for 
creators in the last 
40 years, including, 
starting with probably 
Roy Thomas and all 
the way up to the 
present, where we’ve 
now crafted this huge 
history of stories that 
took place during the 
war sending these 
guys overseas, but 
the great absurdity 

there, too, is that most of 
these adventures occur in 
Europe, where we were in, 
for how many months were 
the American forces actually 
there? You know? I mean, 
most of America’s involve-
ment was in the Pacific, 
but we don’t see nearly the 
amount of dedicated stories to 
that war because we had less 
intellectual connection to Asia 
and the Pacific. Or certainly 
wars on islands don’t afford 
you the same level of dressing 
up a story as it would be to 
set something in Italy, France, 
or Germany. I only connected 
with the idea that we had all 
these Invaders stories hap-
pening around great, stylish 
castles that Baron Zemo had 
taken over, or whatever.
CBC: Bavarian castles, 
yeah.
Alex: Yeah, I mean, that 

was always my impression of what the war was, and then to 
find out, like, wait a minute, we were only in Europe for how 
long? Oh, my heavens!
CBC: I know. I think of the Sgt. Rock stories, there must be 
three times the amount of Sgt. Rock stories than days that 
we were in the European Theatre—
Alex: I think Sgt. Fury and the Howling Commandos mostly 
was focused on the European War, and it’s like M*A*S*H; 
here’s a television show that lasted longer than the war they 
were documenting. Well, anyway, none of this needs to be 
used. [laughs]
CBC: Joe Simon said about Captain America that they were 
really horror stories starring super-heroes, and as I’m look-
ing through the first ten issues of Captain America Comics, 
that’s true. It’s an interesting approach. It’s not super-heroes 
as much as monsters, really, being fought by super-heroes. 
And horribly disfigured people.
Alex: But that’s also an excuse for the jingoism of a lot of 
those stories, too. It’s like, yeah, they’re monster stories in 
retrospect because their representations a lot of times of 
the Japanese were so outsized in their ridiculousness and 
their racist interpretations that you have to reassess them as 
being something that was not necessarily meant to be real, 
or it wasn’t responding to anything that was true. Does that 
make any sense? Do you know what I mean by that?
CBC: Yeah.
Alex: It’s sort of like, “Oh, we never intended that to be 
what we really thought about the Japanese.”
CBC: Weellll, that doesn’t really hold up very well.
Alex: Well, you know, it’s all part of the same discussion 
that gets into, like, what exactly did Will Eisner mean with—
CBC: I knew you’d bring that up. [Alex laughs] That one 
hurts. That one hurts.
Alex: The thing with him is, I was just thinking, he at least 
owes something for all that time that he did one of the most 
well-illustrated racist caricatures ever done in comics. 
[laughs] It’s almost worse in Eisner’s hands because his art 
was ten times better than the average artist, because when 
he drew, what was his name, Ebony?
CBC: Yeah, Ebony.
Alex: When he drew Ebony, it wasn’t just like the poor 
draftsmanship of like, say, how Steamboat in Captain Marvel 
comics was drawn, but here’s this extremely well-drawn 
caricature, but it’s a cruel caricature, and I would think that 
Will would have had to do something based in the African- 
American community in his many years since I was born that 
he’s done original graphic novels, and I guess he did do this 
one that was based in Africa that he did, I think, somewhere 
about 12 years ago. Are you familiar with that?
CBC: Well, he did a fairy-tale adaptation of a tribal folk 
story that was African.
Alex: Maybe I’m thinking of that. But I thought it was a full 
graphic novel.
CBC: You know what I love? I always get these fanboy 
things, to a certain degree. I remember the absolute plea-
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This spread: Above is Norman 

Rockwell’s charcoal study for 

his abandoned United Nations 

mural. Alex is heavily influnced 

by Rockwell, especially the lat-

ter’s lighting and composition, 

which Alex has incorporated 

into many pieces, most evident 

in the covers for Kingdom 

Come, Justice (trade paperback 

collection covers opposite), and, 

of course, this issue of CBC. 

Alex was celebrated recently by 

the Andy Warhol Museum, in 

Pittsburgh, with a gallery exhibit 

entitled “Heroes & Villains: The 

Comic Book Art of Alex Ross.” 

Alex gifted the museum with 

his portrait of the pop art icon, 

below. Inset right is Andy’s 1981 

take on Superman by Curt Swan 

& Murphy Anderson.
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sure of getting a Kamandi book.
Alex: Uh-huh!
CBC: And to realize that, okay, you got page one full-page splash, then you 
open it up, you’ve got a double-page splash of pages two and three. And 
he did all these pages that were, like, four panels to a page of in-your-face, 
frantic action. I used to tease my brother — because I was the Demon guy 
and he was the Kamandi guy — it would take literally, two-and-half minutes, 
three minutes, to read the entire comic book. You know, we would use a 
stopwatch to see how fast it would to get to the last panel. The Demon was 
always more words. [laughs] So I was one that took a little longer and stuff 
like that. But it was, part of it was the driving force that would just pull you 
into the comic and spit you out right at the end. It was just like, amazing. It 
was an amazing experience and I’ll never forget it. When you channel Kirby, 
you really do get it spot on, it feels right to me. And I’d love to see that splash 
page, double-splash page, four panels, you know. [laughs]
Alex: Well, the problem with me is that I never run out of excuses for 
another splash, or another spread, or layouts that — Because, as a layout 
artist, I am a 100 percent Neal Adams disciple, whether I want to be or not. 
It’s what’s in my bones, so you’ll get those angled panels like Neal did. For 
Kurt the layouts he would get from me for this stuff was never anything he 
envisioned, because he thinks in more of those squares laid across a page, 
the simple horizontal rectangle shapes. That was more akin to the comics 

he grew up with, and I like to think of panels coming across like these little 
miniature paintings, not for the notoriety of it being a painting, but for the 
idea of every single thing being of its own impact and worth, graphically. 
Now, of course, there’s a much more unconscious and simple, direct way 
of that thinking that came through Jack’s hand, where no amount of power 
is diminished by the visual shorthand of the, you know, nine panels a page. 
When it has to come through my hands, because there is a certain deadness 
that can occur through realism, whether it’s mine or just realism in particular. 
It’s almost like you need to add that extra element that’s pushing things out in 
the way that Jack’s simple linework and presentation of reality would do nat-
urally. So he could confine it in a square and it would still be bursting. Every 
figure, every angle, would still be bursting with energy. But if I did the same 
panel one 100 percent realisticly, it’s going to be subdued unless I’m giving 
you that further kind of Neal Adams twist, you know, the worm’s-eye view, or 
bird’s-eye view. There’s so many things that artists like me have learned in 
the last 40 years from the talents like the layout style of John Byrne, George 
Pérez — Hell, I’ll even say, when I was 17 and 20, I was very influenced by 
what Dave McKean did with Black Orchid, Arkham Asylum, layout styles 
that pushed things in directions that weren’t the norm before. And, again, the 
biggest guy will always be, for me, is Neal Adams. Neal Adams is  
some particular mountaintop of excellence and execution that I  
always hold as sacred.
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Inset right: Alex Ross cover for 

the Marvels collection is a hom-

age to John Romita, Sr. (layout) 

and Harry Rosenbaum (paints) 

cover of The Spectacular Spi-

der-Man #1 [July 1968]. Inset  
page opposite: Courtesy of 

Dynamite Entertainment, Alex’s 

cover for Kirby: Genesis #8  

[July 2012] and vignette of 

Brent Anderson’s Samaritan 

from Kurt Busiek’s Astro City.

Astro Citys
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More of the CBC interview on the Art of Writing Comic Books  

and Revitalized Life in the Age of Marvels
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CBC: Can you break down what 
your job is? For instance, how 
do you go about approaching 
a story?
Kurt: Oh, jeez. [laughs] Now 
you’re asking a complicated 
question. There isn’t one 
specific way I’ll approach 
a story. I mea,n a story can 

spark from a whole bunch of 
different places; from seeing 

something and thinking, “Oh, 
you know you could do a story 

about that,” to saying, “Well, we 
haven’t seen this character in a while. 

What would they be up to?” so that 
you’re sort of asking the question, “What 

happens next?”
You know, you could start from setting: “I want to tell a 

jungle story.” You can start from theme: “I want to tell a story 
about the heartbreak of young love,” “I want to tell a story 
about the effects of illusion on people,” or you can simply go, 
“Boy, it’d be nice to tell a story with Ultron.” 

So how I approach a story varies, depending on what 
kind of story it is. Typically, just to go the easy one, if I was 
going to be telling a story, an Avengers story, about Ultron or 
Kang or something, I would go and look at all of the previous 
appearances and say, “This is what they’ve done, what 
would they do next? What’s the next chapter? Given all that 
they’ve learned, given the defeats they’ve suffered, given 
their motivations, the things that drive them, their obses-
sions, what are they going to do next?” Because you don’t 
want to see a character come back and do the same damn 
thing he did last time. But at the same time, you don’t want 
him treated like this is a completely different idea. You know, 
if you’re going to do an Ultron story, it had better be in some 
way about robots and in some way about Ultron’s Oedipal 
obsession, but you try to figure out, how do I take it further? 
Or at least I do. 

In the case of building a story around a theme, I mean, 
the very first issue of Astro City [Kurt Busiek’s Astro City #1, 
Aug. 1995, “In Dreams”] was about — I had originally come 
up with that story because Scott McCloud was challenging 
me to do a 24-hour comic. And I never got around to that, but 
I was thinking, what would I do if I were going to do one? 

I’d been reading this book called Catapult: Harry and I 
Build A Siege Engine, by Jim Paul, which is about a couple of 
guys who got an arts grant to build a catapult and fling large, 
heavy things through the air. So I was thinking about that, 
and thinking about flight, and about what flight would feel 
like. And for this 24-hour comic I was thinking about doing, I 
wanted to do a story about flight and what flight would feel 
like, not simply in a physical way, but in an emotional way. 
Would it be freeing? Would it be exhilarating? And out of that 

built this story about a 
super-hero who could 
fly, but who never had 
time to enjoy it. And 
it developed into this 
theme that turned out 
to be a lot more uni-
versal than I had orig-
inally thought it was, 
which is about doing 
what you love and 
being under so much 
pressure doing it 
that you don’t have 
time to enjoy it, so 
you don’t have time to experience 
it in the way that you love. And there’s a lot of people who — 
you know, work, family, all kinds of things — are in a position 
like that. And so the Samaritan story built around that. I don’t 
know, have I rambled on long enough? Have I answered the 
question, or at least started an answer?
CBC: I guess we’re getting there. [chuckles] I know that it’s 
difficult to quantify, but how much is internal? How much is, 
“Oh, gee whiz, I want to do an Ultron story because Steve 
Englehart did a cool Ultron story.” [Kurt laughs] And yet, you 
did answer. You were talking about the internal pressures 
of life and about doing something that you love, for me to 
switch that a little bit and ask if comic book writing is a labor 
of love for you? Is it a primal desire within you?
Kurt: Well, it’s certainly a labor of love and it’s one that 
can end up under so much pressure that I don’t have time to 
enjoy it, where I’ll take on an assignment because oh, man, 
that’d be so much fun to do, and then it has to be done by 
such-and-such a date and it has to be done under certain 
circumstances. And when I’m actually doing it, I’m trying 
to get it done in order to meet the deadline and I’m not 
necessarily able to have that sense of “Oh, I love this” that I 
imagined when I took on the assignment.

And part of that is if you’re writing three books a month 
and they offer you something else, well, you know, you 
imagined the process of thinking, mulling it over, working out 
a story — but really, if you’re going to fit it in around three 
other monthly assignments, you’re going to be squeezing it in 
where there’s time. [chuckles] You’re just not going to have 
the air there to appreciate the process because you’re going 
to be in a hurry. But yeah, I mean certainly in doing stories, 
sometimes there is a sense of “Man, I really liked what 
Steve Englehart did, or what Roy Thomas did. I want to do 
something like that.” And in the case of doing a Kang story or 
an Ultron story, those are probably two of the Avengers’ top 
three villains, so if you’re writing Avengers, the idea of “Hey, 
let’s do a Kang story, let’s do an Ultron story,” it’s just always 
out there. It’s like doing a Fantastic Four series and thinking, 
“Ah, I should really do a Doctor Doom story.” With me, my 
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particular fannish tendencies also lean toward “Boy, I’d 
really like to bring back Ixar and the Ultroids,” who appeared 
in two issues [The Avengers #36 & 37, Jan. & Feb. 1967] by 
Roy Thomas and Don Heck, or maybe it was Stan even [It 
was Roy — Ye Ed.], and I thought that there were some cool 
ideas there. I talked to Tom Brevoort, the editor of Avengers, 
about bringing them back and he said, “Well, you know, 
you’re working with George Pérez, bringing back someone 
who maybe needs to be buffed up and made to look cooler 
and more modern, you’re working with the perfect guy to do 
it.” And I came up with an idea for the story and then just 
never got around to it. But there’s nobody, nobody out there 
itching to see the return of Ixar and the Ultroids except me, 
so the inspiration for that is I liked reading that story when I 
was younger. I’d like to catch up with those characters and 
see what’s going on. Bringing back Ultron or Kang is more 
like, who are the big, heavy hitters in the Avengers’ rogues’ 
gallery? Can we do anything with them? Because you do a 
good story featuring the A-level villains, that’s going to be a 
crowd pleaser. It’s also going to be fun to do for me because 
I’m part of the crowd, you know. I like a good Ultron story. 
So if I can write one, that’s real good. If you ask me to write 
a good Mr. Sinister story, I won’t have as much of a good 
time because I was never wild about him in the first place. 
So the thrill of doing the story would be much more about 
what I could find to bring to the character and not about any 
fannish memories of “Oh, boy. I loved that Mr. Sinister story 
back when I was however-old” because I don’t have any 

feelings like that.
CBC: What is the difference between playing in other 
company playgrounds? Astro City, obviously some of the 
archetypes are based on well-known characters and yet you 
certainly embraced them and made them your own.
Kurt: I’m sorry, that’s not actually true. I mean what you 
said, actually, I’m not sure it makes grammatical sense. You 
said “archetypes based on well-known characters” and 
that’s not what archetypes are.
CBC: Okay, go ahead.
Kurt: I don’t mean to seem snippish or anything, but 
the Astro City characters are based on archetypes and 
there are other characters who are also based on similar 
archetypes. But what I’ve tried to do on Astro City is I try 
to get underneath the character as a symbol. So I don’t go, 
“Oh, I need a character like Spider-Man.” I go “You know, 
Spider-Man’s kind of a clown hero, always joking, always 
bouncing around. I need a character who fills that kind of 
role who’s a clown hero.” But that’s not looking to recreate 
Spider-Man any more than it is looking to recreate, say, The 
Creeper or The Blue Beetle or anybody else who’s that kind 
of energetic, urban, leapin’-around character. When we 
created Jack-in-the-Box, I mean we literally said, “What’s 
the archetype of this whole class of comic book hero?” And 
it was just like trickster, clown — okay, what can we do 
with clown imagery? A jack-in-the-box is a clown image, a 
jack-in-the-box has springs, a jack-in-the-box can bounce 
around — Jack-in-the-Box, now we’re working on an idea 
that’s as basic and simple as any of the others, but there’s 
no elderly aunt, there’s no radioactive spider, there’s no J. 
Jonah Jameson. The idea was not to treat Spider-Man as an 
archetype, but to say “Spider-Man, The Creeper, characters 
like that, they represent — they are different faces of a par-
ticular archetype. Let’s take that archetype and put our own 
face on it.” I don’t know if that’s really making sense, but a lot 
of times, people will look at Astro City and they’ll say, “Aw, 
you’re just telling Superman stories,” or, “You’re just telling 
Batman or Spider-Man or whatever —” and I’m not. That’s 
not my interest at all. If I wanted to tell Spider-Man stories, 
I’m sure Marvel would let me. I mean I did it for two years in 
Untold Tales of Spider-Man and I’m pretty sure they’d pay me 
to write Spider-Man stories if I wanted to now. But Jack-
in-the-Box, in the example we seemed to have stumbled 
onto, Jack-in-the-Box is a second generation super-hero, a 
character driven by the fact that he grew up fatherless and 
has a son and he doesn’t want his son to grow up father-
less. There’s nothing about Spider-Man in that. So Jack-in-
the-Box owns a business, Jack-in-the-Box is a — I guess 
Spider-Man created his web shooters, so that the fact that 
Jack-in-the-Box builds his own super-powers, you could say 
there’s a connection there, but it’s coincidence. We decided 
that if he’s going to be a clown hero, a jack-in-the-box is a 
nice symbol, a jack-in-the-box is a machine, so how about a 
guy who builds toys, taking those principles of toys and turn-
ing them into super powers? And that’s where the idea came 
that Jack-in-the-Box was a toy manufacturer. So if you see 
that, and I realize I’m sort of nit-picking to some extent, we’re 
not saying, “Let’s start with an existing comic book character 
and do our version.” We’re saying, “What are the arche-
types?” Superman and many other characters fulfill a kind of 
a “savior” archetype; Batman was something that Bob Kane 
and Bill Finger built out of earlier characters like The Shadow 
and The Scarlet Pimpernel, who themselves are built around 
this archetype of the vigilante, the scary guy in the dark. And 
what I did in creating The Confessor wasn’t say, “Oh, I need 
a character like Batman,” but say, “This archetype of the 
scary guy in the dark, there’s another character built on that 
archetype and that’s Dracula.” Now Dracula and Batman 
aren’t remotely the same character, but what if you saw a 
character that seemed to be a nighttime vigilante and he 
turns out to have more in common with Dracula? [chuck-
les] Then we’re building a new character. You know, that’s 
not Batman. There are certainly similarities, but the point 

Above: Alex Ross cover for 

Astro City: Dark Age #1 [2005] 

featuring  Jack-in-the-Box, 

Kurt’s “clown hero.” From the 

original painting, courtesy of 

Heritage Auctions. 
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of creating the character was not to have a Batman-like 
character. The point of creating the character was to have 
the archetype of the nighttime vigilante and have something 
that we could do with that that was different, that was new, 
that was our own thing.
CBC: With the naming of the streets, the naming of any 
number of things within Astro City, you’re acknowledging 
comic book creators. There’s a running subtext about the 
history of comics itself in the series.
Kurt: Yeah, that’s right. Our conceit for building the history 
of Astro City was to imagine that there was a company out 
there called Astro Comics and it had a history not unlike the 
others. So in the 1940s, they were reacting to the same kinds 
of cultural touchstones and imperatives that Marvel Comics 
and DC Comics and other comic book companies were. In 
the 1950s, you know, they were reacting to the Red Scare, 
they were reacting to monster movies. In the 1960s, they 
were reacting to the Summer of Love. Back before there 
were super-heroes, there were pulp-type heroes, there were 
war heroes, and those kinds of shapes and ideas that af-
fected the development of comic book history, they affected 
Astro City history as well. So when we create a character 
who debuted in 1955, we’re not saying, “Well, it happens to 
be 1955, and here’s a character.” We’re saying, “If it was 
1955, and we were creating a comic book character for the 
kind of comic book market and culture that existed back 
in 1955, who would fit that kind of role?” So that’s why, for 
instance, we have a super-hero version of Cleopatra who 
showed up around the time of the Elizabeth Taylor movie. 
Back when that movie happened, Cleopatra showed up in a 
whole bunch of comics and it was because “Hey, Cleopatra’s 
in the public domain, she’s in a big movie, let’s do Cleopatra 
in some stories and maybe we’ll sell a few copies.” And 
I imagined that the editors and creators at Astro Comics 
would go, “Hey, Cleopatra’s going to be a big thing. Let’s 
make her a super-hero.” So I wanted the history of Astro 
City to have the kind of familiarity of its own history that the 
comic book industry as a whole has, as opposed to doing 
something like, say, [the George R.R. Martin-edited super-he-
ro/science-fiction prose anthology series] Wild Cards, which 
says, “We’re going to postulate that there was this event and 
then we’re just going to spring off it in completely different 
ways,” and you end up with something that does not look 
like a traditional super-hero universe because it’s not playing 
off of the same history and the same events. Does that make 
any sense?
CBC: Yes. This summer, I sent you an e-mail, one also sent 
to any number of other comics creators about Jack Kirby 
and how he has been treated. The original pitch was asking 

for contributors to imagine a world where Jack Kirby was 
treated fairly. And you brought up an example that was really 
very much at the beginning of his career. If indeed you’re 
channeling the real history of comic books through Astro 
City, what would be a perfect world for comic books in a 
way? Have you imagined that, like are there other events 
that you could see it being better played out for everybody 
involved, perhaps?
Kurt: Well, I think we’re conflating two different things 
here. Astro City is not intended to be the comic book history 
as it should have happened. I mean Astro City doesn’t even 
get into the idea that if there are fictional creators behind 
these characters — other than Brent, Alex and myself, and 
we’re not usually fictional — how were they treated? We 
can’t really deal with the question of somebody like Kirby 
getting fed up at one company and going over to anoth-
er company for a while because we’ve just got the one 
universe. [chuckles] So we’re not actually treating Astro City 
as an ideal business environment for comic book creation 
over the course of its history; we’re just taking Astro City as 
a super-hero history that played off of American history and 
world history in similar ways to the way other companies did. 

I mean Marvel created S.H.I.E.L.D. in the 1960s as a 
response to The Man From U.N.C.L.E., Wally Wood and the 
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guys at Tower created the T.H.U.N.D.E.R. Agents. Looking at 
that, you’re not saying “S.H.I.E.L.D. exists, therefore there 
should be some parallel to what you’re saying.” There was a 
response to James Bond and The Man From U.N.C.L.E., and 
that response showed up in comics in different ways. So that 
response would show up in Astro City in some way and that’s 
not a question of whether it’s ideal or not. That’s purely a 
matter of those being the cultural triggers at the time. 

You know, there were probably superdogs in Astro City, 
dating back to back when Lassie and Rin Tin Tin were really 
popular because that’s when superdogs started showing up 
in comics as a general thing; because they were popular, 
dogs in the movies and on TV. So comic book companies 
said, “I’m going to latch onto that and we’re going to do 
Krypto and we’re going to do Ace the Bat-Hound and we’re 
going to do Rex, the Wonder Dog.” And those are all DC ex-
amples, but you can probably put together a list of thirty su-
perdogs from the late ‘40s and 1950s that were just reactions 
to the popularity of those characters. That’s just a reflection 
of how popular culture reacts to other popular culture.
CBC: Astro City is owned by you and Alex and Brent, 
correct?
Kurt: Yeah.
CBC: Was that a conscious decision that no one else is 
going to own this but us?
Kurt: Yeah. Especially also going into it, I said to Brent and 
Alex, “Look, this is very, very personal to me and I want to 
make sure that we don’t get into a situation where we do it 

for three years and then Brent says, “Oh, they offered me 
Batman. I want to draw Batman for a while. Goodbye,” and 
now I can’t do it any more. So Brent and Alex each have 
equity in Astro City, but I control it. You know, from the point 
that they stepped in, it was clear that I got to be the Big Dog 
on this one because none of us expected that seventeen, 
eighteen years later, we’d still be working on it.
CBC: How many issues, all told, have there been?
Kurt: Oh, I don’t know. I mean not nearly enough. [mutual 
laughter] But that’s because of illness and stuff like that, 
but who would think that if you start working on a comics 
project in 1995 that you’re still going to be working on it in 
2012? Brent didn’t expect he’d still be working on it, but he’s 
still enjoying it. And Astro City, when it comes out, still sells 
well enough and it makes money and so everybody’s having 
a good enough time to stay, and it’s making money so that we 
can keep doing it. But going into it up front, we didn’t know 
that. 

Backtracking to your question, when I created Astro City, 
what I started with, I built up enough stuff and then went to 
Alex and asked him if he’d be willing to design characters 
for it and the whole ball started rolling. I had been talking to 
Marvel about doing an ongoing Marvels series and the idea 
wasn’t going to be “Here’s the adventures of Phil Sheldon.” 
You know, as far as we were concerned, Phil Sheldon was 
done after the first series. We were talking, we were going 
to do a sequel series, but Phil wasn’t going to be the lead 
character in the sequel. Charles and Royal Williams were 
— and then they turned out to be the leads in Astro City: The 
Dark Age. See, the idea was it was going to deal with Marvel 
history by taking various events and showing you a normal 
person’s eye view of it. Let’s say somebody who is working 
as an emergency room technician on the night the X-Men 
died in Dallas or somebody who is up against Matt Murdock 
in court, and the more we roughed this stuff out, the more I 
realized that this wasn’t going to work.

In the first Marvels, we started to have editorial trouble 
the minute it was clear it was going to be popular. Once 
artwork started to be shown around at conventions and 
people started to get excited about it. Up until that point, it 
was just this four-issue mini-series by some journeyman 
writer who got to do Spider-Man fill-ins every now and then 
and some new artist who was good, but he’d never done 
anything before, really. So when scripts went to editors for 
their input and approval, they just said, “Sure, fine, whatev-
er.” And when it was clear it was going to be popular, then 
they started saying, “Wait, wait, wait, wait, this is going to be 
a thing. I want in on it.” So we started being told, “No, no, J. 
Jonah Jameson could not be around in issue one because 
he’s younger than that.” And I pointed out the math and how 
old Jonah had been established as in the past, how old he 
need to be during that time and I said, “Look, it’s fine. He’s 
this old, therefore he can be that old.” But I was told, “No, 
you can’t do that.” And that’s why J. Jonah Jameson is never 
named in the first issue. We couldn’t take him out because 
it had already been painted. We were working on issue four, 
but we could change the script so that he’s some unnamed 
guy who sure seems like J. Jonah Jameson, and everybody 
who reads the story knows that he’s Jonah, but the editor 
who didn’t want it to be Jonah can say, “Yeah, it’s not really 
him. Look, he’s never named.” That was just one example. 
When we were working on the sequel, there was a scene in 
the first issue where again, the Spider-Man editor told me, 
“Spider-Man wouldn’t do that.” And I said, “Spider-Man did 
it. We’re re-creating a scene from a Gerry Conway-Ross 
Andru issue.” He said, “No, no, you can’t have Spider-Man 
do that. Spider-Man wouldn’t do that.” And I just — I don’t 
know what to say. I was literally showing what happened 
in an actual comic that had been published years ago and 
I was being told, “No, you can’t show that. That would not 
have happened,” even though it actually did. So we had 
to find ways around that sort of thing and I just sat there, 
going, “Doing this sort of thing every month? Needing to get 
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approval from the X-Men office, the Spider-Man office, and 
the Fantastic Four office, and whatever; this is going to be a 
nightmare.”
CBC: Do continuity glitches equate to negative cash flow in 
any way? Or is it just self-justification for editors to hold onto 
their jobs?
Kurt: I don’t — you know… I - I - I, you know… [sighs]
CBC: Speculation? [chuckles]
Kurt: Yeah, I’m sort of at a loss because I’m the guy trying 
to not have there be continuity glitches. [Jon laughs] You 
know, I’m the guy trying to say, “I want the history to be what 
the history was shown to be.” And when I’m told, “No, you 
can’t do that,” then I’m just sort of pounding my head against 
the wall, going, “Why can’t I show what Marvel Comics has 
already shown?” [laughs] You know, these are stories that 
now have been reprinted in Masterworks or Essentials or 
whatever. They hadn’t at that point, not very many of them, 
but there’s a certain amount of protectiveness, I guess, 
where the editor is saying, “I need to protect my charac-
ter. I need to make sure that they are portrayed well.” And 
oftentimes, what that turns into is, “I need to make sure that 
the character, when my character appeared in someone 
else’s book, he’s gotta look good. He can’t make any mis-
takes.” And to me, well, if you’re dealing with Spider-Man, 
that’s what he does. He makes mistakes and he fixes them 
because he’s not Superman. He’s somebody young who’s 
figuring it out as he goes along and he screws up and he 
fixes things. But it seems in some people’s eyes, that it’s 
okay to have a story show your hero screwing up if it’s his 
own book because you’re going to get to show him coming 
through and triumphing in the end. But if it’s somebody else’s 
book, well, they’re not showing a character as a fully-fleshed 
human, they’re just dissing him. They’re just saying, “Look at 
the screw-up,” [chuckles] and I don’t know, in some cases 
— I hate to keep ragging on Spider-Man and Spider-Man 
editors, but there was a point where I was up at the Marvel 
offices, and this was when I guess Byron Preiss was doing 

Spider-Man novels. They had the Marvel novel license and 
they were doing novels and short stories with the Marvel 
characters and the Spider-Man editor told me, “Ha ha, you’ll 
never believe this. I had to just tell the Byron Preiss people 
that no, no, they can’t do that story. Man, it’s just like no, 
Spider-Man doesn’t have radioactive blood. That’s from that 
TV cartoon theme song.” And I said, “But you remember the 
Master Planner Saga? The best Spider-Man story ever? Stan 
Lee and Steve Ditko? Where Aunt May got a blood trans-
fusion from Spider-Man and now she’s dying because his 
blood is radioactive and Spider-Man’s got to get the ISO-36 
back from Doctor Octopus and it’s this whole big thing? Yeah, 
he’s got radioactive blood.” He thought he was protecting 
the character.
CBC: “Not my Spider-Man.” [mutual laughter]
Kurt: Well, he just thought, “Boy, they don’t know any-
thing but the cartoons.” But it turned out, no, that line in 
the cartoon may sound stupid, [Jon laughs] but it’s actually 
based on a story. There is a story that establishes that yes, 
Spider-Man does have radioactive particles in his blood. 
So editing comics is not easy, and editing comics at Marvel 
and DC gets harder and harder every year. I mean I stop and 
think every now and then, I started reading comics in 1974 
and the first comic that I read — aside from just reading the 
comics occasionally when I was younger and then throw-
ing them away — I read Daredevil #120 and that issue had 
a call-back to Daredevil #83 and I thought, “Cool, it’s this 
thing from 40 issues ago and that stuff that happened then 
still matters.” It was maybe four years earlier. Daredevil 
had been bi-monthly for a while so maybe it was five years 
earlier. Nowadays, Daredevil #120 is so far in the past from 
today that it’s farther in the past today than Action Comics #1 
was when I started reading comics. So if you throw around 
casual references now to comics from 1974, 1973, 1968, 
you’re delving back so far into these characters’ history that 
it’s like if I had picked up comics when I was fourteen years 
old and they were making all of these references to World 
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War II stories. The length of time covered and the amount 
of material that’s been covered with two and three and four 
Spider-Man books coming out per month, and all these 
Batman books, the idea that an editor can keep track of it 
all, that an editor can be the authority who can say, “No, no, 
no, Batman has never met Character X,” or, “This partic-
ular piece of information about The Daily Planet can’t be 
contradicted” is just bananas. There’s no way to know all of 
that stuff. And at DC, it’s compounded by the fact that every 
now and then, they blow up their whole history and rebuild it. 
So you don’t know if the history of Wayne Enterprises or the 
genealogy of Clark Kent is the same as it was five years ago. 

So I don’t, for a minute, want to suggest that editing 
comics and trying to keep these gigantic, sprawling uni-
verses straight is easy. But sort of to circle back around to 
the question, I knew I wanted to do stories about this sort of 
thing, and I knew that it would be a nightmare to try to do it 
at Marvel so I said, “Well, why don’t I make up my own city? 
Why don’t I make up my own world, all my own super-heroes 
and I can tell this kind of story? And I don’t have to go to 
anybody and say, ‘Can I tell this story the way I want to? Can 
I present the history accurately?’ Because I’m the only guy 
who gets to decide whether I can tell the story and I make 
up the history. So of course it’ll be accurate.” Naturally, in 
Astro City, I’ve screwed up my own history a few times, but 
at least I did it honestly. At least nobody was telling me, “No, 
no, no, you must contradict that earlier story.” Jumping back 
in time for a minute, before Alex and I did Marvels, I had 
wanted to do stories about what it was like to be an ordinary 
guy in the Marvel Universe. I’d even done a couple of them. 

I did an “Iron Man” short story about a guy who works in 
the Stark Industries motor pool and every couple of months, 
puts in an application for transfer. He wants to be Iron Man. 
And I’d done a story, an Avengers comic back-up story in an 
annual. It was about a kid in Iowa who — the Avengers are 
his greatest heroes and we see what happens on the day the 
Avengers come to town to fight the Sons of the Serpent. It 
turns out his older brother is one of the Sons of the Serpent 
and he’s caught in the middle. 

I had actually talked to a couple of editors about doing a 
series called Marvel Super-Heroes in which “Marvel Super 
Heroes” was a deli in the Baxter Building. [Jon laughs] You 
went in and you got hero sandwiches and in the morning, 
you get your coffee and your bialys or whatever, get a bagel. 
And each story would be a story of somebody who came in 
and interacted with the deli and then went out to their nor-
mal life and dealt with the fact that they had to get to work; 
they had to get somewhere where the Hulk was tearing up 
midtown or they were due in court — you know, here’s your 
Matt Murdock story again — or whatever, and editors just 
laughed at me. And so doing Marvels was a way of doing 
that kind of story that I wanted to do. And if you notice, in 
issue four, one of Phil’s old friends from back in World War 
II, we see that he’s running a deli in the back of the Baxter 
Building called “Iggy’s Super-Heroes.” That’s our nod to that 
series idea I had before. So the idea of doing an ongoing 
Marvel series was a way of saying, “Look, I had wanted to 
do this series before and everybody laughed at me. Now that 
I’ve proved it can work, I could do it,” and then me realizing 
that the editorial difficulty of doing it in an existing universe 
would be so great that I’d be better off making up my own 
world and making up my own place. And once I’d figured out 
enough about it, I called up Alex and asked if he’d do covers 
and character designs and he said, “Sure.” And we started 
shopping it around without an artist attached, other than 
Alex. Our plan was that different artists were going to draw 
different stories, different arcs, and over the course of pitch-
ing it around and talking to different editors, we realized that 
that was just going to be too much of a headache, that even 
though a book like, say, Sandman worked that way, Sandman 
didn’t start out working that way. It just ended up working 
that way as artists left and the book sort of established itself 
as what it was. I ran into Brent at a science-fiction conven-
tion and asked if he’d be interested in drawing one of the 
stories, then I asked if he’d be interested instead of drawing 
a six-parter and then I said, “Well, how would you like to 
draw the whole series?” and he was very accommodating 
and said, “Sure” each time, and that’s how he got into the 
picture. And he and Alex and the guys at Comicraft, they’ve 
been around ever since.
CBC: We were just discussing one of the jobs that the 
Marvel editor has is to keep an eye on this unwieldy, huge 
monstrous decades and decades of continuity. In your 
estimation, is that necessary? Is the thrill that you had in 1974 
of noticing the footnote referencing Daredevil #83, is that still 
necessary? Is that part of the storytelling?
Kurt: Part of the storytelling in Astro City or in just comics 
in general?
CBC: In the Big Two comics, DC and Marvel.
Kurt: They seem to be a lot less interested in that sort of 
thing. But on the other hand, there are times when it comes 
up. For instance, I haven’t read the Avengers Vs. X-Men 
mini-series to see if it’s any good, but I’ve seen commentary 
online that suggests that they’ve established that the earlier 
incarnation of The Phoenix was this Chinese or Japanese 
girl who’s connected to Iron Fist? Am I making any sense? 
Have you read the material?
CBC: No, I haven’t, no.
Kurt: Okay, well, there’s this six-part “Iron Fist” story by 
Chris Claremont and Rudy Nebres that ran in Deadly Hands 
of Kung-Fu back in the ‘70s called “Shall I Love the Bird of 
Fire?” It dealt with this ancient mythic story about this fire-
bird girl who is this red-headed Asian girl and Iron Fist had 
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to protect her. And I don’t remember all of the details, but I 
remember flagging that and talking to Tom Brevoort about 
it and saying this could be an earlier version of Firebird, the 
Avengers character. And the two of them could be tied to-
gether in a way that explores her powers and her history. We 
never got around to doing anything with it. But it seems like 
Brian Bendis or, I don’t know, somebody else — I don’t re-
member who wrote that series, I think they had four different 
writers — somebody said, “Hey, hey, look at this character 
off here in Deadly Hands of Kung-Fu. We could tie this bird 
of fire to the Phoenix legend and get this cool story out of it.” 
So the thrill that I had at noticing that something from four 
years ago, or six years ago or eight years ago, still mattered 
— they’re still doing that, even as recently as the latest big 
crossover. Unless I’m completely wrong, it seems to tie back 
into this six-part story in a Marvel black-and-white kung-fu 
magazine which is, you know, that’s about as obscure as you 
can get. They’re just not treating it as rigidly as they used to. 
So if they wanted to establish — and here we are on Iron 
Fist, still — that there were all of these different Iron Fists in 
the past before Danny Rand? Well, as far as I remember, that 
violates Iron Fist’s continuity because nobody else had de-
feated the dragon and gained the power of the Iron Fist. Dan-
ny Rand was the first and now they’re saying he’s the latest 
in a long line, and they’ve decided to change that. And they 
got a good story out of it, so fine. Back in the ‘70s and ’80s, 
it wouldn’t have happened that way. You wouldn’t have just 
sort of decided “oh, by the way, we’re going to change the 
history of this character and ignore this stuff that’s part of his 
origin story in order to tell this other story.” And these days, 
it’s like, “Well, you know, it’s a good story so we’re shifting 
things around a little bit.” But they do use the past when they 
feel that there’s value in it and they ignore it when they feel 
that there isn’t value in it and things are much, much looser 
and that’s probably an inevitable consequence of the fact 
that we’re 51 years past the debut of The Fantastic Four. And 

dealing with 12 years of backstory is a much, much easier 
thing than dealing with 50 years of backstory. Hell, even by 
the time I was starting to read comics in the early ‘70s, DC 
wasn’t saying that all of those Superman, Wonder Woman, 
and Batman stories had all happened. They were basically 
saying, “Well, the ones that we like, everything from about 
1958 on, that stuff happened. But the stuff before that? Eh, 
maybe it did, maybe it didn’t.” Some of it happened to their 
Earth-2 characters. So they weren’t dealing with, at that 
point, a history that was even 35 years old. They split it in 
half. And nowadays, you’ve just got decades and decades 
and multiple books. It’s just a huge amount of material and 
keeping it all straight and honoring it all, it seems like it must 
— it may not actually be impossible, but it’s close enough to 
impossible that they handle it differently than they did back 
in the ’70s, back when you could fit everything Marvel put 
out into a single bookcase.
CBC: I certainly recall really getting passionate 
about comics in about 1970, 
1971 when DC 
was trying to 
“Marvelize” 
their line, trying 
to get some kind 
of over-arching 
continuity going. 
The Marvel stuff 
always seemed to 
be relatively complex 
and Kirby seemed to 
be a little grotesque 
to me. As a child, for 
whatever reason, my 
older brothers really 
liked Marvel, I stuck 
with DC. But I liked it 

Above: Two pages from the 
Busiek/McCloud collaboration 
“Vanguard,” originally intended 
for the Richard Howell-edit-
ed anthology, Rising Stars, 
a never- published comics 
magazine intended to join 
Howell’s two (shortlived) b-&w 
mags, Fantasy Illustrated and 
Adventure Illustrated (below). 
The pair completed two or three 
chapters before word came that 
the mag was cancelled before 
it was released. Kurt would see 
his reporting published in  
Howell’s Comics Feature 
newszine. Courtesy of KDB.

©
2013 K

urt B
usiek &

 S
cott M

cC
loud.

©
2013 the respective copyright holders.

COMIC BOOK CREATOR • Spring 2013 • Bonus PDF Edition •  #1 



23

when there was this continuity suddenly started creeping into the DC books. 
And then nowadays, it almost seems to be a bane. It almost seems to be 
often — well, now like you’re saying that Marvel is, at times, ignoring any 
sense of continuity and just going for story.
Kurt: It varies. I mean I don’t think there is a single answer to the question. I 
can tell you that having that cross-universe continuity was a great idea when 
it came to making me a comic book fan in the first place, because I was a kid 
who loved series fiction. I’d go through the childrens library and look for any 
author who’d written a lot of books. If they wrote a lot of books, then maybe 
it was a series and that way, if I liked one, I could find out what happened 
next. So I’d read the Danny Dunn books and I’d read the Lloyd Alexander 
books and then I’d read E. Nesbit and Enid Blyton and the Oz books and any 
book that was a series. I’d be attracted to that because then I could see 
what happens to the characters after the story. Particularly something like 
the Oz books where first, you’d have The Wizard of Oz and you had Dorothy; 
and then the second story, The Land of Oz, introduced Ozma, but you didn’t 
have Dorothy in it and then Dorothy comes back and meets the characters 
that you met in other books so you’re seeing characters from different books 
connect up. That was something that I was very, very interested in as a 
reader. So when I stumbled onto this issue of Daredevil, it wasn’t simply 
that there was a reference back to Daredevil #83. That interested me. But 
Daredevil fought Hydra in that issue, as well. It was part one of a four-part 
story and you had all of these new Hydra chiefs of different departments. 
And they were characters who had appeared in other books, in Marvel 
Team-Up, in Sub-Mariner, in various — in The Claws of the Cat. So what 
the book was telling me was this is a series story, but it’s not merely that 
what happened earlier in the series mattered, what happened in whole 
different series mattered. Here’s a guy who fought Spider-Man and now he’s 
fighting Daredevil. Here’s a guy from Thor, here’s this whole thing about this 
S.H.I.E.L.D. series — even the text page was a history of Hydra and even 
that was continued in the next issue. [Jon laughs] So there were references 
to past stories, there was a cliffhanger ending that led you toward the next 
issue, there was a text page that led you to the next issue, there were all 
these connections that said “this isn’t just a series, this is a whole world. 
This sprawls out not just backward and forward, but sideways.” That hooked 
my series-loving heart, really hard. I wanted to find more comics. I wanted 
to find more — I wanted to find Daredevil #83, I wanted to find the issue of 
Strange Tales that introduced these weapons that the Hydra guys used, and I 
wanted to find that issue of Marvel Team-Up and, ahh man, it sent me looking 
for all kinds of stuff. Now there are people who would tell you that that sort 
of thing turns them off, so is having a lot of continuity a good idea or a bad 
idea? Well, when I was 14 years old, it was a great idea for me and it might 
have been a bad idea for you, looking at stuff and going, “This is a lot of 
connections to stuff I haven’t seen. I’ll stick with the DC books where there’s 
continuity, but it’s not quite this sprawly.” These days, I’ve gotta say the fact 
that I am less interested in the big, sprawling universes because they’ve 
been rebooted and tweaked and shifted around so much. I mean, when I 
started reading Daredevil, he was the spiritual descendent of the Stan Lee/
Gene Colan character and a little while later, Frank Miller came along and 
he turned Daredevil into a character who, you know, technically is the same 
guy, but it’s virtually a different series. The spirit of those earlier stories just 
— what Miller did was, he built the series around a whole different spirit — 
and I say “spirit” and I start thinking about his Will Eisner influence and well, 
now we’re sidetracking now on that. But for a while there, I thought of the 
Frank Miller Daredevil as kind of like the Earth-2 Daredevil, that the Lee-Col-
an guy and the Miller guy, they had various amounts of shared history and 
various technical aspects that were the same. But in terms of the spirit of 
the heart of the series, one of them is a gritty crime story and the other one 
is a super-hero farce. The guy that shows up in the Frank Miller stories did 
not have the daffy adventures that the Lee-Colan guy had. So it felt to me like 
somewhere in-between there’s a demarcation point where one series stops 
and it starts in something else. 

And then farther along, the Miller influence slips out and Kevin Smith 
does Daredevil and Brian Bendis does Daredevil and you’ve got this whole 
different sensibility with Daredevil. You’ve gone on so long that it does not 
feel like the guy who was in Daredevil #25 is the same as the guy who was 
in Daredevil #200 is the same as the guy who’s in Daredevil whatever-num-
ber-they’re-up-to-now. They have the same name and they have the same 
powers but really, they have about as much to do with each other as the 
two different Battlestar Galacticas. So the universe as a whole has been 
fragmented by essentially reinventing the characters for whatever the mod-
ern era is. I mean it happens, it’s natural, but somebody who was an X-Men 
fan in 1968, versus somebody who is an X-Men fan now, they’re reacting to 

completely different books. And so it doesn’t feel like a straight progression 
from one to the other anymore and to somebody like me who got very, very 
strongly into the fact that this was a pretty well-knit universe back in the 
1970s now looks at them and goes, “You know, this is a revision of a revision 
of a revision of a revision of what I fell in love with.” And it may be good stuff, 
but it’s not exciting to me because I know there’s another revision coming 
in a few years. And I know that it’s not going to last, it’s not going to feel the 
same. To somebody who’s young and discovering it now, it may be hooking 
them just as hard as it hooked me back then, so they’re not doing something 
wrong by not aiming the books at me. I’m 52 years old. They should not be 
aiming the books at me anyway. [laughs] I should be reading other stuff and 
I am reading other stuff, but the question of continuity, the question of how 
close do you tie these characters to their own history, it starts to just pile up 
too high. 

I mean my sense of who Peter Parker is says that when he was back in 
high school, he wore a yellow sweater vest and a red tie and a blue sports 
jacket. And in these days, if you tell a story of Spider-Man, back in his high 
school years and you dress him like that and say “this happened eight years 
ago,” he looks like some sort of alien being. People didn’t dress like that 
in high school eight years ago. People dressed like that in high school in 
the late 1950s when Steve Ditko’s fashion sense calcified, so you’ve got to 
change it, you know. You’ve got to loosen up, so the Peter Parker of today 
may be more like the guy in the movie. When he was in high school, he 
would have dressed like that, he would have acted like that; that’s not the 
Spider-Man I grew up with, but that’s the Spider-Man that’s probably right for 
today that’s appealing to an audience for today. So which is right? Which is 
wrong? Whatever connects with an audience is right. That’s the way I look 
at it.
CBC: You know, I was also very much into series books. I started out with 
the Tom Sawyers — and yes, there are other sequels and poorly-written 
sequels — [mutual chuckling] oh, God — by Mark Twain. But I loved them as 
a kid. Then I got into the Doctor Dolittle series. In Boy’s Life, there were short 
stories about a trio of time-traveling Boy Scouts that was just great and then 
they made it into books and stuff. And I would ponder at times what is that? 
What is that about series? Why was I so attracted to series? And I wonder 
whether there was a dysfunction to have not wanting characters to go away, 
of wanting this perpetual, never-ending story, and comics fit nicely into that 
yearning. I didn’t want the characters to go away and wanted to fend off 
this sense of loss. I started with DC, and then it was Marvel, it was these 
universes where people didn’t really go away, but then I began appreciating 
stories with beginnings, middles and endings. Super-hero comics didn’t fulfill 
me so much anymore. I wonder if the continuity appeals to something that’s 
common within us fans of needing this “comfort food,” shall we say?
Kurt: Yeah, maybe. Another way I look at it is when I was 14 years old, I re-
ally, really liked Daredevil and the X-Men and Iron Man. But you know, when 
I was a couple years younger than that, I really liked The Hardy Boys. Now 
should there be Hardy Boys comics coming out today, or Hardy Boys novels 
coming out today, that I would want to read? That seems a little ludicrous. 
Like I said, I’m 52 years old. [laughs] If I want to read adventure stories about 
people solving mysteries, I move on to Alistair MacLean and to Michael Con-
nelly and to Robert Parker and all kinds of stuff where it’s aimed at me and 
I let the Hardy Boys fall behind and continue to say something that a 10- or 
12-year-old is going to be thrilled by. And Spider-Man and Superman and so 
forth seem to have become something where there’s this large portion of the 
audience that are in their 30s or 40s or older and they want their childhood 
heroes to be still around and still entertaining them, even though they now 
have an adult sensibility. And the question there becomes well, if you do that, 
are you making these characters into something that will no longer appeal to 
the 10- or 12-year-old who fell in love with them in the first place? If Daredev-
il is a book that is appealing to me as a 50-year-old guy, well, is it going to ap-
peal to today’s 14-year-old or today’s 12-year-old or whatever? And that gets 
into a problem because comics distribution has developed in such a way 
that it’s not as easy as it used to be to reach kids who were the age we were 
when we first started reading comics. So maintaining that existing audience 
is much more important than it was back in Mort Weisinger’s day when you 
assumed that anybody — you know, kids who read superhero comics read 
comics for four years and then they discovered girls, so you could tell the 
same stories over again and you didn’t want to refer to anything too old be-
cause the audience wouldn’t remember that. There was too much turnover, 
and the bulk of the audience had, at any one time, only been around for a 
couple of years. Now the market’s changed and it’s a tough question wheth-
er you want to make the comics appeal to the fans who keep them buying for 
decade after decade after decade or if you want to make the comics appeal 
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to kids and find a way to reach those kids when they’re eight 
years old. It’s not a question with an easy solution.
CBC: Well, arguably, those 14-year-olds are buying movie 
tickets, right? And they’re now beginning to encounter the 
continuity within the motion pictures themselves.
Kurt: [Laughs] I have to laugh there. When they rebooted 
the Spider-Man movies and started off again with this past 
year, I thought it was a wonderful movie, a terrific Spi-
der-Man movie. But I heard people complaining, “How often 
are they gonna just start over again?” And I thought, “Yeah, 
after all, it’s only been ten years since they began the last 
run. How many times has Spider-Man’s origin been retold in 
the comics in that 10-year period? And you’re complaining 
that here in the movies, they’ve done it once?” [laughs] It 
seems like 10 years is plenty enough time to say, “Okay, our 
actors are all ten years older than they were anyway, so 
let’s fall back and start over.” But that’s not even what you’re 
asking about.
CBC: You know, looking at the history of comics, you see 
that super-heroes dominated between ’38 and ’45 and then 
they waned, crime comics came in, horror comics came 
in, romance comics came in and then humor comics came 
in the ’50s and then there’s a resurgence of super-heroes 
that takes place again. And while the sales of comics, it’s 
becoming more of a niche thing. I mean it’s just a precipitous 
drop in sales from 1950 up into the present day. As you know, 
we had many adults reading comics in 1950 and I guess 
there’s nothing but adults right now. Is this preoccupation 

with super-heroes, is it healthy for the system?
Kurt: No, of course not.
CBC: Do you wish that there were more anthology books or 
other genres?
Kurt: I think that… [sighs] well, it’s hard to wish things 
were the way they were in the past because the way they 
were in the past wouldn’t work anyway.
CBC: I think there is a lifespan for a genre, for instance, 
that there is a shelflife.
Kurt: Well, I’m not sure you’re right. For instance, you said 
that in the ’50s, humor comics came in and that’s not true. 
Humor comics were big all through the ’40s as well and 
humor comics were big in the ’50s and humor comics were 
big in the ’60s.
CBC: I meant the satire comics of…
Kurt: Oh, like Mad and that sort of thing.
CBC: Yeah.
Kurt: Okay, I see what you’re saying. But I think I’d still 
quibble with your historical overview a little bit, in that 
super-heroes were a very popular genre in the ’40s, but they 
weren’t the only popular genre. And once you got to the 
mid- to late ’70s, super-heroes had gotten to be the popular 
genre and everything else was kind of hanging on by the 
skin of its teeth, if it was hanging on at all. Romance comics, 
by then, were dead; Western comics were nearly dead; 
horror comics were fading; humor comics, there were many, 
many fewer of them than there had been. But the problem 
isn’t — a lot of people tend to look at it and think that the 
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problem is super-hero comics. If only there were fewer 
super-hero comics, there’d be more room for other things. 
And I think that’s looking at it backwards, because super-he-
roes didn’t push the other genres out. The other genres all 
failed, leaving super-heroes as the last man standing. So the 
problem wasn’t “super-heroes are selling”; the problem was 
“war comics aren’t selling,” “Western comics aren’t selling,” 
“horror comics —” Horror comics actually have been one of 
the more durable genres, but they faded and came back, fad-
ed and came back. So it wasn’t that the super-hero comics 
got real popular and that spelled the end for Patsy Walker. 
Patsy Walker would still be going if people were still buying 
it, but people stopped buying it. The most loyal audience 
was the super-hero audience, and it was super-hero fans 
who built the comic book direct market. So the comic book 

direct market is built on this 
idea that “super-hero fans 
are dedicated and they want 
their comics and we’re going 
to find a way to get them their 
comics more efficiently and 
more dependably.” So it’s no 
surprise that the direct market 
is built around the super-he-
ro fan, and that keeps the 
dynamic of the super-hero 
being the incredibly domi-
nant genre going, that the 
industry is built for that. But 
whenever you get outside 
the traditional direct market 
function — the manga boom 
wasn’t about super-heroes, 
the stuff that’s happening 
now, like the graphic novels 
that are being published by 
book publishers like Scholas-
tic and First Second; those 
aren’t super-heroes. Those 
are reaching out to a different 
audience than the super-hero 
fan and unsurprisingly, the 
stuff that works in those, in 
that way, are not things that 
will primarily appeal to the 
super-hero fan. So genre 
diversity can be done, it’s just 
it’s unlikely to be done by try-
ing to package material that 

is aimed at somebody who isn’t a super-hero fan, in a format 
that dedicated super-hero fans support, and putting it in and 
distributing it into a market that dedicated super-hero fans 
are the primary audience for, and then going, “Why didn’t 
anyone else buy it?” The answer is, “Because you’re not 
reaching them.” 

We are seeing comic book stores open up to other 
genres as we’ve seen the success of Vertigo and the rise of 
companies like Dark Horse and Image, and they’ve gotten 
more and more successful at reaching an audience that 
may have been primarily super-hero once. But the more the 
industry shifts over to a focus on trade paperbacks, the more 
the non-super-hero fan can find stuff that interests them 
that’ll stay in print, that’ll be available, that isn’t a matter of 
finding six or seven comics on the newsstand, if you’re lucky. 
Things are opening up, but they’re opening up due to pub-
lishers and creators responding to market conditions rather 
than wanting to turn back the clock and say, “Things should 
be the way they were in 1960.” Because in 1960, comics 
were failing. They were just failing from a lot higher on the 
hill than they are now. [mutual chuckling] You mentioned 
that the comics sales are much, much lower today than they 
were back in 1950 — and it’s a steady slope down. We look 
at the 1960s as a boom time for comics — you know, DC was 
having the Silver Age and Marvel was coming into its own 
and doing all of this Stan Lee, Jack Kirby, Steve Ditko, all 
the great super-hero stuff — but comic sales were lower by 
the end of the 1960s than they were at the beginning of the 
1960s. So they had found a way, through super-heroes, to 
stave off the decline, but it was still a decline. 
CBC: Yeah, I’ll never forget Joe Orlando telling me an an-
ecdote that between 1969 and ’70, there was just a massive 
drop-off in girl readership. So there was this desperate grab 
through Leave It To Binky and all these Archie rip-off titles 
that Henry Scarpelli drew for DC Comics. And then they went 
into the Gothic romances, just in this “where did they go? 
How do we get them back?” never to return.
Kurt: Mm-mm, yeah. And probably where they went was 
television and romance novels. And if you want to read a 
romance story, and you buy a Harlequin paperback, you’re 
going to get such a better story — it’s not necessarily going 
to be a great story, but it’s going to be so much better than 
all what’s coming out under the title Young Love or Young 
Romance or whatever, back in 1970. The romance comics 
were pretty cool in the 1940s and the first half of the 1950s, 
but by the 1970s, they were crap. So it shouldn’t be surprising 
that nobody wanted to buy those books. They were bad. 
And DC, they tried to catch that humor audience and the girl 
audience with books like Windy and Willy, which was just 
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old Dobie Gillis stories with the characters redrawn a little 
and the names changed.
CBC: With new hair styles, yes.
Kurt: Yeah, and if you’re taking a comic book from 1964, or 
1963 or whatever that was, and you’re saying, “It’s almost 
ten years later and we’re going to sell exactly the same story 
with a little cosmetic difference and gee, it didn’t work? Why 
didn’t it work?” The answer’s not that mysterious. Kids don’t 
care about exactly the same thing. You can’t take a 1962 
story and put the characters in bell-bottoms and tie-dye and 
expect it’s modern now.
CBC: [Chuckles] Such disrespect for the reader. You know, 
I wonder if you can compare the ratings for [Gothic daytime 
TV soap opera] Dark Shadows and girl readership in comics 
and find they all shifted over to watching Barnabas Collins.
Kurt: You might very well be able to do that. I mean one of 
my favorite teen humor comics, one of my absolute favorite 
teenage humor comics is a John Stanley book called Thir-
teen (Going On 18).
CBC: Ah, right, yes.
Kurt: I would show people a cover to one issue, where 
there’s a couple of guys and a couple of girls, they’re in a 
canoe, and somebody’s playing a ukulele and he’s got a 
porkpie hat on. And the joke is they’re about to go over a 
waterfall and they haven’t seen it coming. That’s the visual 
gag on the cover, but you’ve got the ukulele and you’ve got 
the canoe and you’ve got the porkpie hat. What year is it, 
would you say?
CBC: [Laughs] You’re asking me? Nineteen forty-three? I 
don’t know.
Kurt: Yeah, they’re singing “Roll Over, Beethoven.”
CBC: [Still laughing] With a ukulele.
Kurt: It’s 1968 and John Stanley had no idea what teen-
agers do in 1968. And that’s why you’ve got these charac-
ters canoeing with their ukulele and porkpie hat, thinking, 
“That’ll sell the kids today.” The people who did the comics 
didn’t relate to their audience. They weren’t changing. They 
weren’t looking at the changing audience. They were trying 
to do the same thing over and over again, even though kids 
and teenagers went through enormous changes in the ’60s. 
You ended up with material done under the assumption that 
these kids were just like their parents, but they weren’t. So 
it’s not a surprise that lousy romance comics died, or teen 
humor comics that were completely out of touch with what 
kids were interested in at the time. Archie at the time were 
a little smarter about what kids were actually interested in 
than the people at Dell or at DC. So yeah, this was a period 

when DC published Challengers of the Unknown all through 
the ’60s and sales got worse and worse and worse and I 
don’t know if they ever stopped and thought, “How do we 
make this appeal to kids today?” They just thought, “This is 
Challengers. This is how we’ve always done Challengers and 
this is the way we’ll continue to do Challengers. This has got 
to work.” And they watched the sales tail off and tail off and 
tail off until the book was cancelled. I don’t know, I’m kinda 
babbling here, but I think the failure of the non-super-hero 
genre in comics — and for that matter, the slow decline of 
sales, even in the super-hero books — probably has a whole 
lot to do not just with the distribution changes and marketing 
changes and format changes and pricing changes, it also 
had to do with the fact that these middle-aged guys in their 
50s and 60s were trying to do 
comics that would appeal to 
eight-and 10-year-olds, but 
they didn’t think that eight- 
and 10-year-olds were any 
different than they had been 
15 or 20 years before. So 
there was a disconnect and 
a lot of the comics weren’t 
as appealing to the modern 
audience because they 
weren’t aimed at the modern 
audience. They were aimed 
at the editors’ and creators’ 
idea of what kids liked.
CBC: You know, you gotta 
shout out some props to 
Archie Comics, though, for 
staying resilient all these 
years. Any time I stand in line 
at a grocery store and I see 
one of the Archie Comics Di-
gests, maybe the only comic 
book available to mainstream 
audiences. Today they’re 
introducing gay characters 
and they’re sticking with the 
times, and yet the model has 
remained the same since 
1940 or whenever Bob Mon-
tana came up with that stuff, 
and I just had to shout out to 
Victor Gorelick and the guys.
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Kurt: Oh, yeah. Oh, I also think that there’s a real strong 
value in the fact that Archie was their primary business. 
So while guys like Roy Thomas and Len Wein and Julie 
Schwartz were thinking, “How do I sell super-hero comics?” 
the Archie guys had it locked down how to sell teen humor 
comics. And the guys at DC who were doing teen humor 
comics, I don’t think they were thinking much about how 
to sell them. They were thinking more about how to sell 
super-hero comics. And they approached teen humor as 
something they just had to get done and out the door. There 
was a joke back in the ’80s that the way Marvel was assign-
ing their movie adaptation comics was, an editor would just 
throw rocks out of the office door and the first three guys 

who say “Ow!” are the ones 
working on the adaptation. For 
the most part, they didn’t put 
a lot of care into those books. 
They were a sideline, not 
Marvel’s bread and butter. 
And then Dark Horse came 
along and said, “Let’s put 
as much attention and care 
into adapting movies as 
other companies do into 
super-heroes. Let’s make it 
a spotlight thing, let’s make 
it something you can be 
proud of. As opposed to 
Marvel where, if you had 
the license to do a James 
Bond comic, based on a 
movie, you were doing it 
because it’d make some 
money. So it’s handed 
to an editor who isn’t 
interested and he 
hands it to a writer 
who isn’t interested 
and it’s penciled by 
a penciller who isn’t 
interested and inked 
by Vinnie Colletta 
and his background 
guy and it’s crap — 
because nobody 
cares. Or if they 
do care, they don’t 
have the time. So 
when Dark Horse 
came along, it’s 
no wonder that 
their material 

read a hell of a lot better than a lot of the Marvel movie 
adaptations. Now, Marvel had a long run with Star Wars and 
clearly, there were a lot of people along the way who cared 
about that and you had some really good comics. But for 
the most part, if Marvel was doing a movie adaptation, they 
were just trying to get it done. They weren’t trying to make 
it good. [chuckles] The tangent here I went off on was that 
Marvel took care of its main stock in trade and its main stock 
in trade was Spider-Man and the Hulk. And DC took care of 
its main stock in trade and that’s Superman and Batman. The 
Archie guys modernized what they were doing better than 
Marvel modernized Patsy Walker and Millie the Model and 
DC modernized Swing With Scooter because with Archie, 
that was their main thing. And with DC and Marvel, it wasn’t, 
so it didn’t get the full attention, it didn’t get the passion. I 
don’t know, maybe if you were really, really, really passionate 
about A Date With Debbi, you could make it into something 
cool, maybe, but I don’t think they were really trying. They 
were doing formula comics to fill a hole in the schedule.
CBC: They were throwing mud at the wall to see what 
sticks.
Kurt: Yeah.
CBC: That 14-year-old boy, did he realize that? Were the 
credit boxes important to you at the time? Did you realize 
people were making a living at this?
Kurt: Not right away, but it didn’t take all that long. I mean, 
I started reading comics regularly in 1974, and the point at 
which I realized that this was a job, that people did this for 
a living, was probably around 1976. It was a letter column 
in X-Men — I want to say #98, now it might have been #97, 
somewhere around in there — somebody asked a question 
and Chris Claremont talked about his grandfather asking 
him, “Yeah, yeah, Chris, you do the funnybooks, but what 
do you do for a living?” [Jon chuckles] And I read that and 
I went, “Holy cow, this is what he does for a living. This is 
a job. This is something that he does as his job. That must 
be really cool.” And I had, for a long time, I’d wanted to be 
a writer, but I knew that if I wrote a novel, it would be bad 
because anything you’re doing for the first time is bad. [Jon 
chuckles again] So if I spent like a year working on a novel 
and it stank, or I spent a year writing a screenplay that was 
no good, I didn’t think I’d have the intestinal fortitude to get 
up and do another one. You know, it just seemed like such a 
big, forbidding job, particularly since I knew that the first try 
was going to stink. But when I noticed, “Hey, comics. This is 
a job. These things are 17 pages long. If I do a 17-page story 
that stinks… so what?”
CBC: [Chuckles] It’s 17 pages.
Kurt: It’s 17 pages. How long did that take? I’ll do another 
one, I’ll do another one after that, I’ll get better. So at that 
point, I’d gotten Scott McCloud reading comics too and he 
drew pictures, and I was interested in writing, so I said, 
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“Why don’t we do a comic book together? It’ll be fun. I’ll 
write it, and you draw it, and it’ll be a fun thing to do.” And 
Scott was interested in the comics from the stuff he’d been 
reading and he was up for it. And, for some reason, even 
though 17 pages was the standard in comics back then, we 
decided we were going to do a 15-page story — about five 
Marvel heroes fighting five other Marvel heroes in our high 
school and wrecking the place. And so we started doing this 
story, and we really had no idea what we were doing. It had 
no real plot, it was just fighting for no particular reason. And 
by the time we were done with it, we’d worked on it for three 
years. And it was 60 pages long and never did have much of 
a plot, and it kind of ended just by stopping. It wasn’t an end 
in the story, and there wasn’t really a beginning, either. So 
we spent more time on it than I’d have spent if I’d written two 
or three novels. [Jon laughs] But the advantage of it was, we 
were doing it together. So we weren’t alone in a room trying 
to find the energy to continue on with something that stank. 
We were having fun. We were experimenting. The first few 
pages are awful. The last few pages are pretty damn good. 
There’s no plot, but we’d gotten a whole lot better at pacing 
and drawing and telling a story and scripting characters in 
character. So over those three years, we figured out how to 
harness the craft of writing comics and went on to the ques-
tion, “Okay, now that you’ve got some craft, what do you with 
it? How do you tell a story that’s worth telling?” But that’s 
how I got from that Chris Claremont letters page to actually 
figuring out how to do it.
CBC: Was that the next major project, comic book-related 
project, that you did after Battle of Lexington?
Kurt: We did that during Battle of Lexington. But yeah, I 
mean Battle of Lexington was the first thing we started and 
POW! BIFF! POPS! — yeah, that was the title — [Jon chuck-
les] — we did that during our senior year of high school. So 
those were our first two real projects.
CBC: You were hanging around The Million Year Picnic, you 
went to the Prudential — what was that, a Creation Con?
Kurt: You know, if there was a Creation Con back then that 
Wendy Pini and Neal Adams and Jim Steranko were all at, 
then that was it. [laughs] But all I really knew was it was a 
comic book convention, I don’t remember what brand name.
CBC: What was the trajectory for you? You went to college?
Kurt: Yes. Scott and I both went to Syracuse University. He 
went to Syracuse because they had an illustration program 
and by that point, he decided he wanted to be a comic book 
artist. And I went because they had a creative writing pro-
gram and I wanted to write comics. Of course, the year I got 
there was the year they abolished the creative writing major, 
so that plan didn’t work out. I just focused on taking any 
course that I could take that would help me out as a comic 
book writer. I took Playwrighting, I took Creative Writing, I 
took Comparative Mythology, The Bible as Literature, I took a 
class in the Movie Musical because it struck me that movie 
musicals are structured a lot like superhero comics except 
that instead of breaking out into fights, they break out into 
dance numbers. I took a class that turned out to be very, very 
important to me, a class in Magazine Production so I’d know 
what the business issues of actually making magazines 
were like. Anything I could do that I thought would help me 
in my goal, I’d take it. And Scott went through the Illustration 
program. And while we were doing that, Richard Howell and 
Carol Kalish had gotten involved with a small publisher called 
New Media. They published a trade magazine called Comics 
Feature. It was supposed to be sort of like The Comics Jour-
nal, but more upbeat and not quite so elitist. And in addition 
to doing Comics Feature, they were going to do a comics an-
thology series. There was one called Fantasy Illustrated and 
there was one called Adventure Illustrated. And as far as I 
know, only one issue came out of each, maybe two issues 
of the Adventure and one of Fantasy, I’m not sure. And they 
were going to do a comics anthology called Rising Stars that 
featured new talent that hadn’t broken in at the major com-
panies yet. So Scott and I were doing a project for that and 

Richard and I were cooking 
up a project to do for that 
and that’s something we 
were working on. And it 
turns out that my writing 
at that time seemed to fall 
into a pattern. The Battle 
of Lexington was a bunch 
of Marvel super-heroes 
showing up and fighting 
at our high school. When 
we were asked to do a 
comic for the Boston 
Pops, it was a bunch of 
super-heroes coming 
to Boston to save the 
Boston Pops. And 
when it was “let’s do 
a super-hero comic 
for this Rising Stars 
magazine,” here we 
are at Syracuse, 
so of course what 
we decided was, 
“Okay, let’s do a 
group of super-he-
roes, kids going to 
Syracuse who get 
powers and now 
they’re super-he-
roes at Syracuse 
University and 
we can have all 
the fights like 
there and there, 
and they can jump over that building.” 
I was in something of a rut there, I guess. 
[Jon chuckles] But we did a couple, three 
chapters of a super-hero series called 
“Vanguard” and before the Rising Stars 
magazine got going, it got scrapped 
and so that stuff never got published. 
But that was another way of practicing 
comics. We were practicing. Now that 
wasn’t — back on The Battle of Lex-
ington, we were drawing on notebook 
paper — well, not notebook paper, but 
plain old drawing paper and lettering 
in pencil and so forth. For Rising 
Stars, we had Richard as editor and 
Richard was telling us, “No, no, no, 
you use india ink, you use Wind-
sor-Newton brushes, you letter 
with an Ames Lettering Guide, this 
is how it works,” and so-and-so. 
We were learning the craft from 
somebody who knew it better 
than we did. And in-between, I’m 
leaving out one comic that we 
did. We did a comic called Once 
More With Feeling that was like 
a 24-page story of a champi-
on of Life and a champion of 
Death fighting in a science-fiction scenario, but it 
actually holds together better than a lot of other stuff we did 
back then. We did it with the idea that we could maybe sell 
it to Epic Illustrated. And again, it was not drawn on Bristol 
board, it was all drawn and inked with Pilot Razorpoint pens. 
The lettering was terrible but you know, it was a complete 
story that wasn’t about pre-existing characters fighting for 
no reason. A big step forward for us.
CBC: You mentioned a class that you took, a magazine 
production class.
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Kurt: Yeah.
CBC: You said it was practical information that 
you were able to use.
Kurt: Well, the real key thing for that class 
that was important to me was a term paper. 
We had to interview the publisher of a nation-
al magazine, get certain information, write 
up a paper about it. And because I was so 
focused on comics, I wanted to do something 
with a comics focus. “National magazine” 
was defined by circulation, an ad circulation 
of such-and-such a number. And I looked 
up DC Comics and said, “Well, there’s no 
single DC Comic that sells as many copies 
as what would count as a national mag-
azine by these things, but they don’t sell 
ads in Superman, they don’t sell ads in 
Batman. They sell ads in DC Comics as a 
whole, the same ads in all of them. And 
if you lump them all together, man, the 
circulation, the ad circulation’s really 
high.” So I convinced my teachers to 
let me consider DC Comics a national 
magazine and instead of interviewing 
the publisher, who would have at that 
time been Jenette Kahn, I wanted to 
interview the editor-in-chief, Dick 

Giordano. So I called DC and explained 
that I wanted to do this for a term paper and 
they said okay. So Thanksgiving break of my 
senior year, I took the bus from Syracuse 
down to New York City and interviewed Dick 
for the term paper. I asked him questions 
about ad sales and all this other crap that I 
had no real interest in — he probably didn’t 
either. And at the end of the interview, I told 
him that when I got out of college, I wanted 
to be a comic book writer, and he invited 
me to send him some sample scripts. 
So that was the big thing — it wasn’t 
really the term paper. I do think the class 
was useful to me because it made me 
think about what the guy on the other 
side of the desk needs. You know, the 
editor isn’t going to publish your story 
because you really, really want to write 
a story. The editor’s going to publish 
your story because you’re offering 
something that he needs in order to 
fill his schedule, to fill his comics, 
to make his business work, so that 
was a very useful outcome of that 
class. But much more important 
was that Dick invited me to send 
him some samples. So I went back 
to Syracuse and during spring 

break of my senior year, I took the entire week 
and wrote four sample scripts. I wrote a Flash script, I wrote 
a “Superman, The In-Between Years” backup script, an 
eight-page story, I wrote a “Supergirl” script for the series, 
back when it was running in Superman Family, during the 
period when she was a soap opera actress, and I wrote a 
Brave and the Bold script, teaming up Batman and Green 
Lantern. Three of those scripts were my best shot at writing 
like Cary Bates and the other was my best shot at writing 
like, I guess, Bob Haney. And I sent them to Dick and Dick 
didn’t have time to read them. I’m not sure he expected that 
I’d actually send him anything, but I kept calling and telling 
his assistant, “These samples were requested, these sam-
ples were requested.” And finally, Dick must have looked at 
the scripts enough to say, “Well, they’re in English, [mutual 
laughter] they’re not in crayon, they make enough sense to 
me.” He passed them out to the editors of the books they 

were written for. So Julie Schwartz got the two Super-scripts 
and Ernie Colon got the Flash script, and Len Wein got the 
Brave and the Bold script. Len never read the Brave and the 
Bold script. I’m not really all that surprised — at the time, 
The Brave and the Bold was about six or seven issues away 
from being canceled so I think he was pretty sure he wasn’t 
going to buy it. And Julie passed the two Super-scripts to his 
assistant, E. Nelson Bridwell, and Ernie Cólon read the Flash 
script. And when I finished my last day of finals, it was like 
a week and a half until graduation, but I didn’t stick around. 
Scott and I just headed down to New York, started looking 
for an apartment, and I went up to DC and made appoint-
ments to talk to the editors who’d looked at my scripts. 
Nelson Bridwell told me that my scripts were perfectly pro-
fessional, but… and the “but” part was the “Supergirl” I’d 
written for Superman Family, for Supergirl as a soap opera 
actress — Superman Family was cancelled and they were 
bringing Supergirl out in her own new series where she was 
a college student in Chicago, so my script was useless. And 
the “Superman, The In-Between Years” story, Nelson liked it 
reasonably well, but the “Superman, The In-Between Years” 
back-up series had been cancelled. So neither script was 
viable. But because Nelson thought my scripts were clearly 
professional writing, Julie asked me to come up with a 
bunch of springboards for Superboy fill-ins. And I went away 
and I came back with like 16 different Superboy spring-
boards and he didn’t like any of them. Instead, he said, “Go 
to lunch and come back,” and when I came back from lunch, 
he’d typed up a plot outline for a Superboy story and he said, 
“Here, 15 pages. Start writing the script, bring it in in a few 
days and we’ll go over it.” So it was his plot and I wrote up 
about six pages of it and brought it in and showed it to him. 
And one of the things he said — actually, this was about 
my samples — was about the script format I was using. I 
was doing two columns on a page with the panel descrip-
tions on the left and then the dialogue, and so forth, on the 
right, which involved a whole lot of moving the typewriter 
around and lining things up. But that was what Richard had 
sketched out for me, and he said he’d seen it in a Wonder 
Woman script Julie had shown him at a convention. And 
Julie said, “The first question I’ve got for you is, why are you 
writing scripts in a silly-ass format like this?” [Jon chuckles] 
And I said, “Well, I was shown that and told it was the format 
you used.” And he said, “Nah, it’s the dumbest thing I’ve ever 
seen.” And he showed me what a script should look like and 
I wrote stuff after that in the actual Julie Schwartz format. 
Digression over. 

Anyway, I brought in six pages of script for this story and 
Julie read through it and said, “Ahh, this doesn’t work at 
all,” and he pointed out one reason or another that it didn’t 
work. He said, “I’ll tell you one thing: You’re cramming way 
too much stuff in here.” I said, “Julie, it’s your plot. You said 
I had 15 pages to fit it in and I’m trying to fit it all in.” He said, 
“You should tell me you need two parts for it.” [laughs] And 
I’m thinking, “I’ve never sold a comic book story in my life 
and you’re telling me I should tell Julie Freakin’ Schwartz, 
‘No, you plotted too much? [mutual laughter] Give me more 
room?’” I was way too timid to say that and so I said, “I’m 
sorry,” and I never did sell anything to Julie. But at the same 
time I was going to meet with Julie, I was also going in to 
meet with Ernie Cólon. Ernie liked my Flash script, but he 
said, “I don’t need a Flash script. Cary Bates has been writ-
ing this series for 13 years,” or whatever it was at this point, 
“he’s not going to be stopping any time soon and we don’t 
need the fill-ins. But I also edit Green Lantern and we have 
a back-up series in Green Lantern called ‘Tales of the Green 
Lantern Corps,’ which is short stories about other Green 
Lanterns. We don’t have one steady, regular team on that 
so that’s open to scripts. Why don’t you come up with some 
‘Green Lantern Corps’ ideas?” So I went away and I came 
back with like 18 ‘Green Lantern Corps’ springboards and 
he liked one of them. And he said, “Go ahead, write this one 
up.” And so I got that assignment on a Thursday and college 
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graduation was that 
Sunday, so I had my 
first professional 
assignment before I 
actually graduated 
from college, even 
though I skipped the 
ceremony. [Jon chuckles] But I 
wrote it up — it was a seven-page 
Green Lantern story and I wrote 
it up and I brought it in to him, to 
Ernie, on a day I went in to the city 
with Richard Howell, who was 
also showing his work around and 
trying to get assignments. And 
Ernie liked it and he said, “You got 
any ideas about who should draw 
this?” And I said, “Well, my friend 
Richard is showing samples.” 
And so Ernie looked at Richard’s 
samples and said, “Okay, you 
got the job.” So my first major 
professional assignment was also 
Richard’s first major professional 

assignment, which was nice. But that was my first profes-
sional script and I should probably stop talking and let you 
ask another question.
CBC: [Chuckles] Did you have relatives, even ancestors, 
who were creative?
Kurt: I don’t think so. My family runs to doctors and 
teachers. In my father’s immediate family, there were seven 
kids and there were like three of them were teachers — four 
of them were teachers? One of them was a doctor and my 
father was a computer industry executive. So he was kind 
of the black sheep of the family. [Jon laughs] But even going 
back up to the St. Louis branch of the family, which I barely 
knew anything about, there’s a lot of doctors and teachers in 

that branch of the family too. Busiek State Forest in Missouri 
is named after a great-uncle of mine who was a well-loved 
pediatrician. But I don’t know of anybody in… yeah, I can’t 
think of anybody who was an actor, a writer, a painter. I may 
well be the first.
CBC: What’s the nationality of the name?
Kurt: It’s a Polish name, but the family was German. What 
I’m told is that “Busiek” was a town in western Poland 
somewhere that had German overlords and my family de-
scends from the overlords. There’s a lot of people out there 
named “Busiek” who spell it differently. There’s the Boston 
Bruins Hockey player, Johnny Bucyk, and I keep running into 
other people named “Busick,” “Busik,” and like that. These 
were people who had a Polish last name and came into the 
United States through Ellis Island, where it got translated into 
English a ton of different ways. But my family is Polish-Ger-
man on my paternal grandfather’s side and British on my pa-
ternal grandmother’s side, although British a long way in the 
past. We go back — her family goes back to the early 1800s 
in the United States, maybe farther. On my mother’s side, 
it’s almost the same thing. My grandmother, my maternal 
grandmother, her ancestors are German. She was a Rommel 
and was actually related to [WWII German Field Marshal] Er-
win Rommel. And my maternal grandfather, his ancestry was 
British so I’m sort of British and German on both sides.
CBC: And how many siblings do you have?
Kurt: I have four sisters — two older, two younger — no 
brothers.
CBC: And were you vocal about that’s what you wanted to 
do with your life, you wanted a career, you wanted to go to 
college and graduate and start writing comics?
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Kurt: Yeah, once I 
knew that I wanted to do 
it, then yeah, I was not 
shy about saying so. And 
my father didn’t think much 
of that idea. But my mother 
was very supportive. Her 
feeling was, anything that 
we wanted to do, if we 
worked hard at it, we could 
accomplish it. So she was 
supportive of whatever we 
wanted to do. My father, when 
he and my mom got married, 
they were living in a trailer. He 
worked his way up from being a 
refrigerator repairman to a vice 
presidency at Digital Equipment 
Corporation. He had a very, 
very strong work ethic, rooted in 
the fact that he was born at the 
height of the Depression. So his 
sense of things wasn’t that you 
picked a career based on what you 
wanted to do. His sense was you picked a career on what’ll 
make you money, what’ll give you security. And since he 
was successful in the computer industry, he wanted me to 
learn computer programming, get into the computer industry. 
It was something he understood. There was money in it. 
But I wanted to be a comics writer and he wasn’t… like I 
said, he wasn’t very supportive of it. It wasn’t until I’d been 
writing comics for a couple of years and I was struggling — I 
wasn’t making a good living by any means yet — but he was 
interviewing for a new executive assistant and one of the 
guys he interviewed for the job said, “By the way, are you 
related to Kurt Busiek, the writer?” My dad was startled that 
somebody else had heard of me and he called me up and 
asked me to send him some comics I’d written. So I sent 
him a bunch of what I’d written at that point and a couple 
of weeks later, for whatever reason, I was talking to his 
secretary on the phone and I asked her if she knew, had 
he read any of the comics? And she said, “No, I don’t think 
so, but they’re all on the coffee table in his office.” [mutual 
chuckling] So he was showing them off. “This is my son, 
the writer.”
CBC: Beforehand, did you have these practical discus-
sions? Did your father try to talk sense into you? And 
did you have any ammo that you could throw back at 
him, that “yeah, there’s money to be made here” or was 
there no communication?
Kurt: Oh no, I had no ammo whatsoever. [Jon laughs] I 
mean, I didn’t have terribly realistic career goals. At one 
point, I wanted to be in the Air Force. I wanted to fly planes 
and since I wore glasses, that wasn’t going to happen. And 
I wanted to be a writer, but I didn’t know what I wanted to 
write until I stumbled onto comics. And one of the worst mo-
ments of this whole conflict over what I was going to do was 
when I got my SAT scores. I did pretty well on the SATs. I got 
somewhere around 700 in English which is a nice score, but I 
got an 800 in Math, which was perfect. So that was just more 
ammunition for my dad, that I needed to go into a technical 
field, not a creative field. There’s no money in writing funny-
books, was pretty much how he looked at it. There’s money 
in machines. And I guess I was just mule-stubborn because 
— well, I was interested in computer programming in junior 
high and high school. But the thing is, learning to program 
the computer is like learning to be a tightrope walker. You’re 
learning to do all of these wonderful, cool things with great 
agility and then one summer, I was an assistant programmer 
at Digital. My father got it for me as a summer job and, holy 
cow, it was the most boring job ever! All they wanted was 
the same file-handling program written and rewritten and re-
written and rewritten to handle different files and to put data 

out in different charts. So it’s kind of like you go to school 
and learn how to be an acrobat, and then you get hired as 
a crossing guard. And back then, I read some statistics that 
said the computer programming was the most-often quit job 
in the United States. Not that people would quit being a pro-
grammer, but they’d quit the job that they were doing and go 
work someplace else as a computer programmer because 
then they’d get to write a different kind of program. And 
when they got fed up writing the two or three programs that 
company needed over and over, [chuckles] they’d quit and 
go to some other programming company, and so there was 
some question about whether people like this would ever 
get vested in pensions, but then the whole industry changed 
in the ’80s and ’90s anyway so the stuff that I was reading 
about back then didn’t really apply. But I just wasn’t going 
to do it. I didn’t take any computer courses in college. I was 
not interested and didn’t do anything to prepare a fallback 
position. I was going to be a comic book writer and it was 
the only thing that I was focused on. My dad was determined 
that I should have better options. But the minute that he was 
outside, out of the room, I wasn’t paying any attention to him.
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interviews with GIL KANE, BARRY
WINDSOR-SMITH, JIM STARLIN, STEVE
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Unknown Marvels, the real origin of the
New X-Men, Everett tribute cover by GIL
KANE, and more!
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#3: ADAMS AT MARVEL
NEAL ADAMS interview about his work at
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AVENGERS to X-MEN, unpublished Adams
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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
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

#5: MORE DC 1967-74
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 ARAGONÉS, 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: MORE 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 P.R. 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

THE ORIGINAL GOES DIGITAL!

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

TwoMorrows Publishing
10407 Bedfordtown Drive
Raleigh, NC 27614 USA • 919-449-0344 
E-mail: store@twomorrowspubs.com

Order online at www.twomorrows.com

Go online for
an ULTIMATE

BUNDLE
with all 

print issues
HALF-PRICE!



#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
COLÓN, 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! COLÓN 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 MARVEL
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
COLÓN, 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 ROMITAs!

(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 JOSÉ
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 BODÉ!

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

#25: ALAN MOORE 
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 III & NOWLAN!

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

COMIC BOOK ARTIST:
SPECIAL EDITION #1

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



Subscribe at www.twomorrows.com
4 issues: $40 US, $54 Canada, $60 elsewhere 

Includes the DOUBLE-SIZE SUMMER SPECIAL!

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.

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 • Ships Nov. 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 • Ships August 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 • Ships Feb. 2015

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

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

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 #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

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 NIÑO’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

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 #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
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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 #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
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