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Foreword by Chri stopher Allen  
 

Iôve known Alan David Doane about nine years now. In that time Iôve seen him labeled or accused of 

many things. At times, although I canôt recall him ever asking for it, Iôve come to his defense, and at 

times, not, because weôre all guilty of bad behavior, especially from the relative safety of the keyboard. 

Alan is an agent provocateur , and while he may not write something always looking for a well-

reasoned rebuttal, heôs certainly looking for a reaction. In other words, Alan wants to engage with the 

reader. He wants him or her to feel his passion. For most of his online writing, that passion has been 

focused on the medium of comics. His writing often carries such a fury to it that people remember 

that more than the positive, and yet I have rarely seen anyone else write with such enthusiasm and 

love for a book or creator. If a creatorôs work speaks to him, that creator will have no greater 

supporter than Alan. Even at his most vociferous and dug-in, this is a guy whoôs eternally curious 

about the possibiliti es comics offer. Itôs this curiosity and need to engage that finds its greatest 

expression in this volume. 

 

The first and most obvious aspect of the book to catch my attention is the breadth of work here, the 

varied voices. From a peerless artcomix cartoonist such as Seth to genre stylist Brian Michael Bendis, 

caught at this point beginning the move from creator -owned crime stories to being one of the prime 

architects of Marvelôs superhero universe in the Aughts. Theyôre here, as well as Kurt Busiek, Chester 

Brown, Mark Waid, Erik Larsen, and many others.  

 

That brings up another quality of the book I find fascinating ðthe way it catches the comics creators, 

from the early to mid -2000s, at certain distinct points in their careers. Sure, Peter Bagge and some 

others donôt seem to be doing anything all that different here in 2009 than they were in 2004 or 

whenever, but the aforementioned Bendis, and Ed Brubaker, have seen their popularity and 

opportunities expand, along with the inevitable critical backlash increa sed popularity brings. Erik 

Larsen went from a splitting time between Marvel work -for-hire and his own creator-owned stuff, to 

concentrating only on his Savage Dragon  and becoming Image publisher. And then there is the 

poignancy of an interview with the la te, much-missed Mike Wieringo, as well as examples that would 

be heartbreaking if they werenôt so commonplace, where a creator speaks with great enthusiasm and 

hope about upcoming work that proves unsuccessful. Very publicly, Barbara Kesel and Ron Marz, 

here interviewed about the then-new comics company CrossGen Entertainment theyôd joined, saw 

their dreams shattered. In a much less public way, I had my own hopes dashed when I was hired to 

write a superhero comic for a start-up publisher, only to see them fold their tent before a single issue 

was published. I only mention my own story because Alan was nice enough to include a short 

interview he conducted with me for Newsarama.com as Appendix One of this book. Better yet, he 

asked if I wanted to delete the question about the then-upcoming comic in question, and we came up 

with the idea of just replacing that with more of a ñwhat happened to that comic?ò 

 

To be honest, as closely as Iôve followed my friend Alanôs writing over the years, enough time had 

passed since most of these interviews were conducted that Iôd forgotten just how many cool people 

there were, and this isnôt even all of them. Iôm impressed by all the ñgetsò here, but more than that, 

Iôm impressed by the quality of the discourse. As I was reading an early draft, Alan asked if he should 



 

 

cut this person, or this anecdote, and I told him I really liked it the way it was. If he had been 

interviewing Peter Bagge for a magazine, even a magazine known for in-depth interviews like The 

Comics Journal , Alan still may have found some of his own anecdotes and revelations about his 

family edited. But to me, that stuff is some of the best material, because it really emphasizes that this 

book is just what it says it is, conversations. Of course, the subjects are the more important part, but 

interviews inevitably reflect the personality of the interviewer, especially here, where in all or almost 

all the cases, Alan chose these people to interview. So while the book has the benefit of having lots of 

talented and famous or semi-famous people in it, itôs still every bit as personal as Alanôs prior two 

books, or his blog, or anything else he writes. Is a retailer like Jim Crocker or Robert Scott, or a 

relatively unknown cartoonist like L. Nichols, any less important tha n Mark Waid or Charles Burns? 

No, because Alanôs approach is the same with all of them: Letôs talk about something we both love, 

comics, and letôs talk about it honestly and with passion. It comes back to that interview with Alan in 

Appendix Two, where he says that if youôre not doing it with passion, why fucking bother? 

 

I consider myself fortunate to have met Alan when I did. I think both of us would laugh at the notion 

of him being a role model, but in terms of writing I still find him an inspiration. It ôs funny; for the first 

few years of CBG, I was reading tons of comics, keeping up on as much of the superhero stuff as I 

could and all the latest daily news and gossip. When you read this, Iôll be forty, and today after work I 

went in a comic shop for the first time in probably two years, looking for DCôs Wednesday Comics and 

maybe some stuff for my kids, and I was bewildered by much of the stuff I saw on the shelves, just 

how much ugly junk was being pumped out and how few beautiful objects there were to entice me. 

And writing that, yes, I do feel like an old fart, especially looking up from my computer to shelves of 

old fart comics collections like Walt and Skeezix  and Terry and the Pirates . But I follow Alanôs 

lead. I still keep my eyes and ears open for the vital and new and different, and when I write about 

something, itôs with passion, or why fucking bother? 

 

Hereôs hoping Alan continues to bother, and with the passion I know he has for the medium of 

comics, I donôt think thereôs much to worry about. 

 

Christopher Allen  

August, 2009 

 

(Christopher Allen is the Captain America to Comic Book Galaxyôs Avengers; he wasnôt there on Day 

One, but so distinguished himself with his skill and leadership (and constant whining about the 

noble boy sidekick he lost in World War II) that people forget he replaced The Incredible Hulk with in 

the first few issues. He (Chris, not The Incredible Hulk) has written for The Comics Journal , 

Kevin Smith's Movie Poop Shoot, NinthArt and PopImage; he was also the Features Editor of 

Comic Foundry and was one of the judges of the 2006 Will Eisner Comic Industry Awards. 

Christopher Allen has two children , lives in San Diego, California, and blogs at 

www.chrisallenonline.com .) 

 

 

 

 



 

 

Introduction  by Alan David Doane  
 

Comic Book Galaxy has been many things since its inception in the late summer of 2000. It started 

with my idea of gathering together the very best writers about comics that I could find and putting 

them all in one place; starting with seven or so contributors, the site has over the years expanded and 

contracted numerous times (more like a universe than a galaxy, I admit), and it currently serves 

mainly as host to the comics blog Iôve written since 2002. But one thing has remained constant in that 

time, and thatôs the ability the site has given me to exercise the deep curiosity I have about every 

aspect of the artform and industry of comics. Here in my third eBook, Iôm compiling almost all of the 

interviews Iôve done over the years as the prime outlet for that curiosity.  

 

Compilin g this project, thinking about a ll the cartoonists, writers, artists, editors and retailers I have 

interviewed over the past ten years Iôve been writing about comics, really made me realize how 

extraordinarily lucky I have been. I have gotten to talk about  comics with dozens of people whose 

work I have ever respected and loved in the 37 years (and countingé) that I have been reading 

comics. Itôs been a pleasure and a privilege to take down this small part of the grand oral history of 

comics, to pick the brains of my heroes, and to learn more about the artform and industry of comics 

than I could have ever imagined possible at the age of 6, back in 1972, recovering from having my 

tonsils out in an upstate New York hospital, when my mom brought me my first -ever stack of comics 

that led to a lifetime interest and obsession. And even more gratifying is the fact that, over these years, 

thereôs been an audience interested in reading these pieces. So, whether youôre new to all or most of 

this material, or youôre experiencing it again in this form after reading it online , thank you for your 

interest, thank you for your feedback, and thank you for making it all seem like itôs worth all the time 

and energy it takes to make something like this happen. 

 

Thanks to everyone who made these interviews possible, most especially Eric Reynolds, Peggy Burns, 

Milo George, Alex Bialy, Matt Brady, Michael Doran, Jason Brice, Chris Hunter, Mike Rhode, and 

obviously, the interview subjects themselves. Thanks for friendship, guidance and wisdom to Rob 

Vollmar, d. emerson eddy, Renée French, Brian Florence, Jason Marcy, Neilalien, Johanna Draper 

Carlson, and Bruce Baugh. My undying gratitude to Eric Reynolds at Fantagraphics and Brett 

Warnock and Chris Staros at Top Shelf for their support in ways large and small over lo, these many 

years. Big thanks to Milo George for giving me my first shot in the pages of The Comics Journal , 

and to Dirk Deppey, Michael Dean, Kim Thompson and Gary Groth for letting me pl ay in that 

sandbox from time to time in the years that followed , literally a dream come true for me. 

 

Special thanks for Christopher Allen for his help in putting this project together, his editing and 

suggestions, for being my very best friend on the comics internet, and for putting up with me for all 

these years.  

 

As I was writing this introduction  at my desk in our family living room, I paused and leaned back 

from the keyboard, doing some math in my head. My son noticed and asked me, ñTired of writing?ò 

 

Not so far. 



 

 

 

Peter Bagge , 10 March 2000  

 

Peter Bagge is one of the most prominent 

alternative comics talents ever. His Neat Stuff , 

Hate  and The Bradleys  comics combine manic 

energy with an unusually firm commitment to 

storytelling.  

Alan David Doane: Te ll us a little bit about 

your background, how you got into 

cartooning?  

 

Peter Bagge:  Well, that would go back more than 

20 years, I drew comics of course when I was a kid. 

Then I enrolled in art school, and tried a little bit 

of everything. Didn't enjoy do ing anything except 

for cartoons, so I dropped out of art school and 

concentrated on doing comics full time. After a few 

years I started doing well enough that I was able to 

quit my day job. 

 

Where did you go to art school?  

 

The School of Visual Arts in New York City. I'm New York born and raised. 

 

And that was a discouraging experience in terms of cartooning?  

 

It was mixed. It got me into the city, it got me out of my nowhere hometown, and I met my wife there, 

made a few friends. Overall it was a waste of money that I couldn't afford to spend, and just being in 

New York City and by making some new connections at the school, I befriended some cartoonists 

outside of school. I would just simply go to their house and pick their brains for free. For example Ar t 

Spiegleman. I could have stayed in school and had Art Spiegleman as a teacher and sit there amongst 

30 other students and pay through the nose for the experience, or I could knock on his door and bug 

him face to face myself for free. (Laughs). So I opted for the latter.  

 

That must have given you some extraordinary insight into the workings of the business.  

 

He was a terrific answer-man, knew everything about comics. I also befriended these guys that did a 

magazine called "Punks." It was the first fan magazine of the whole Punk movement, which was 

actually run by a bunch of cartoonists. I made a lot of contacts through them. 

 

You mention that you ended up quitting your day job to go to comics, just out of 

curiosity what was the day job?  



 

 

Oh, I had like 16 of them (laughs), y'know, just one idiotic retail job after another. The last one was a 

bookstore, just worked at a bookstore for a couple years. 

 

In my experience there's nothing that's going to send you into a solitary career like 

cartooning more than work ing in retail.  

 

(Laughs). Right, right, dealing with the public.  

 

Was Hate the first comic book of your own that you did?  

 

No, around 1985 I started doing a comic book called Neat Stuff , which was my first solo comic. Also 

at that time I was the managing editor of a comic book anthology called Weirdo , which was Robert 

Crumb's magazine, so I got to work with Robert Crumb, too, which was terrific. Back in the mid -ó80s I 

started my own solo comic book, then around 1990 I switched to Hate , which was my own decision, 

because the other comic book, Neat Stuff , was doing pretty well. But I just had this idea for Hate, so 

I made the switch, and the rest is history. 

 

How would you characterize what Hate allowed you to do that Neat Stuff wouldn't?  

 

What Hate was all about basically, I zeroed in on one character. Neat Stuff  was like a one-man 

anthology. I worked with all different kinds of characters, and one group of characters was the 

Bradley family, which was a semi-autobiographical -satirical -suburban-dysfunctional family. And they 

had a teenage son named Buddy Bradley, who was becoming more and more the focus of the whole 

series, mainly because he was the most autobiographical. So what I did with Hate  was I just aged him 

a few years, moved him out of the house, so there was a young single guy, a 20-something "slacker," 

even though back in 1990 that term didn't exist yet (chuckles), and just made every story basically 

follow his foibles. And " Neat Stuff " sounded too positive. I wanted a more angst-ridden name like 

"Hate ." It's nice and short, made for a nice short, snappy little logo; it's easy to remember. So it's for 

reasons like that that I made the switch. 

 

Hate was pretty successful in terms of being a non -mainstream comic book, what was 

your experience when it firs t came out, was it immediately apparent it was going to be a 

hit?  

 

Well again, the title I was doing before was doing a little bit better all the time, but yeah, things took 

quite a big jump as soon as I started doing Hate . And I wish I knew why. I don't know why it 

suddenly just caught on so quickly. I guess people like a comic book that zeroes more in on one 

character and it's easier to describe, and easier to remember a name like Hate , just all of those 

reasons. For some reason it just clicked, and it just kept selling better and better, until it reached the 

point where it was the best selling alternative comic book. Although you have to make it clear to the 

audience that's not saying much (laughs), it still sold like one-tenth of what Superman  was selling at 

the time. 

 

Which of course is selling about one -one -hundredth of what it was selling fifty years 



 

 

ago.  

 

Right (laughs). 

 

Did the success of Hate take your career or your life into any unexpected places?  

 

Yes. Back in the '80s it was still a real struggle for me, my wife was still working and still making a lot 

more money than me, I just always thought it was always gonna be a real struggle. At that point, back  

then, my only hope and dream was to be able to make at least a comfortable living doing comics. And 

Hate certainly made that possible, Hate  wound up selling more than I ever thought a black-and-

white underground comic book by me would ever sell. And yeah, it did open up at least a lot of other 

possibilities. For example, I started talking to a lot of Hollywood people about doing a movie or a TV 

show, things like that, which still comes up all the time. It's a bit of a double -edged sword (laughs) 

since obviously in all these years there still hasn't been a Hate  movie or a Hate  TV show, but I'm still 

in contact with these people and still have deals coming and then dying all the time. 

 

And yet in light of the success of TV shows like The Simpsons  and King of the Hill , it's 

difficult to imagine that, done right, a Hate  or Buddy Bradley cartoon wouldn't be 

enormously successful.  

 

Right. No, I think it would do great. And actually I've gotten pretty close twice. Once with MTV, and 

then last year I went through the whole development process with HBO. But it's a crap shoot in a lot 

of ways, there's just so many shows, including cartoon shows, that are in development. There's a 98 

percent failure rate once you start working on developing a TV show, because all of these networks 

and cable stations have so much in development that it's just a matter of luck whether your show's 

gonna be able to squeeze its way all the way through the funnel or not. Plus another thing too is I 

don't live in Los Angeles, I can't schmooze 24 hours a day, (laughs) like I probably should be doing if I 

was that determined to get a TV show. 

 

You mention The Bradleys being autobiographical; there are some extraordinary things 

that happen in the series, I'm thinking especially for example, of the guy who ended up 

killing himself accidentally.  

 

Mm -hmm. 

 

How  much of that came from real life? Or did you find that the story really was 

branching off into non -biographical areas?  

 

Almost everything that happens in Hate is based on true stories. Either something that happened to 

me, or something that happened to somebody I know, with some fiction thrown in to glue it all 

together. The last several issues of Hate , which a lot of readers thought was getting pretty grim, and 

which it was...was pretty much inspired by me having to go back to my hometown to attend a couple 

of funerals. I hadn't been there in a while. My father died, and then my older brother passed away 

recently. So, twice I had to go back, and saw a lot of my old buddies, and they pretty much were the 



 

 

inspiration for Buddy Bradley's friends. They never l eft their hometown, and they just have all these 

ridiculous little semi -legal or blatantly illegal scams going...it was just ridiculous (laughs). I just 

couldn't believe that they got themselves stuck in this weird little trap, and then from my vantage 

point can't see the forest for the trees. 

 

That's the thing, there are these people leading these, to quote somebody, "lives of quiet 

desperation é"  

 

Yes (laughs). 

 

But for some reason completely unaware of a simple enough option like, oh, I dunno --

move . 

 

Right. Yeah. And to me, they all resent me because of the fact that I got out of town, and I'm doing 

something creative, and relatively exciting. To them, that's all "luck," like I'm "lucky." Of course, luck 

had nothing to do with it. I just moved (laughs). I was willing to starve, you know? 

 

Have they read the comic?  

 

A few of them have seen it. I don't think any of them make a point of going out to the comics shops 

and getting it. That's the problem, as you probably know, with comics it takes a certain amount of 

dedication. You really have to be passionate about the format. 

 

That mindset fascinates me. You're got a comic book about these people, inspired by, or 

whatever. It sounds  like  it sticks pretty close to the details in some regards, and yet the 

subjects  donôt read the stories they inspired. I don't understand that.  

 

Yeah, that's-- like, where I live now, I have a nine year old daughter and occasionally I'll write a story 

or for some special assignment I'll do a true life story that would actually star some of her friends and 

her friends parents. I did a story once about how one time her and her friends and a bunch of the 

parents, we all took them to see a Spice Girls concert, and I did a comic strip about it. There's my 

daughter and her friends and all her friends parents, and I told them "I did this strip and you're all in 

it." And they go "Oh, that's nice."  And I showed it to them, and all they want me to do is with my 

finger point out exactly where they are. (Laughs) they don't even want to sit and read the whole thing, 

"Just show me where I am." 

 

That's something I guess. Are we going to be seeing any more of the Bradleys in the 

future or are you pretty well done with that?  

 

I can't really see, at least any time soon, doing Buddy Bradley or the Bradleys in comic book form 

again. As you know the comic book business is in horrible shape. I've actually even made some other 

proposals to Fantagraphics and to DC, the two companies I was last working with, where they even 

turned me down (laughs). Li ke all of a sudden I'm a risk. While at the same time I still have all these 

possible development deals with production companies to make not only--there's a Hate movie 



 

 

possibility, and a Yeah! TV show deal that I have. Plus I've been talking with an awful lot of people 

about doing a web TV show. And even if these things don't pan out I'm making good money just with 

the development fees. It's almost like I'm in the business now of not making TV shows (laughs). 

Which pays great, so I'm having a hard time turning my back on the money that I'm making, plus 

freelance illustration stuff. So right now I have to say I'm concentrating more on getting a web TV 

show going than doing a new comic book. So if you see the Bradleys again hopefully it'll be on 

television. 

 

H opefully they'll be moving in some way.  

 

Right. And a few things that are for real, Adobe's web site, starting in April I'm gonna have a little 

animated cartoon show on that, it's gonna be bi-weekly, it's gonna be these old characters of mine 

who are also very autobiographical. So lots of things along that line. 

 

I wanted to ask you, some of the enormous talent that's been published by 

Fantagraphics, Crumb, and the Hernandez brothers, Dan Clowes  -- 

 

Chris Ware... 

 

How does it feel to be among, I don't mean this in a negative way, but it really is kind of 

an elite.  

 

You just named all of my all-time favorite cartoonists, so of course I'm very proud to be a part of that, 

and still am part of that company at some level, and I just thought they were just doing t errific stuff. 

Them along with another company called Drawn and Quarterly, whose lineup I like a lot. It's no 

coincidence that they were publishing such good stuff because back in the early ó80s not only the 

mainstream publishing companies but even some of the smaller start-up companies back then 

seemed to operate more from sort of a mainstream mode, where they still wanted you to do some kind 

of a genre, they still tried to, even if they let you retain the rights to your creations, they still had 

certain expectations. Whereas Fantagraphics, while they have suggestions and opinions, they pretty 

much, once they agree to let you do your own comic book, they let you do whatever you want. You can 

pick the format, the title, it can be about whatever you want it t o be, they give you total creative 

freedom, absolute total creative freedom. And they've landed flat on their faces more often than not, 

but some people just couldn't deliver with that much freedom.  

 

I would have to say I'd rather read a failure created un der those circumstances than a 

success created generally under 90 percent of the work -for hire.  

 

Right (laughs). 

 

Really, seriously, I think the failures are going to be more interesting than the huge 

commercial successes.  

 

Right, no, of course, I agree with you. So some people under those circumstances, myself included, 



 

 

and of course the Hernandez brothers, and Dan Clowes and Chris Ware, they just absolutely 

flourished.  

 

Dan Clowes being an example, too  -- I don't think anybody that picked up the first fou r 

or five issues of Eightball would have been able to predict the direction that he's taken it 

in today, and yet  --  I certainly don't object to it. It's much different than it was in its 

early incarnation, but it's still riveting.  

 

Right. And now he's actually right at this moment as we speak making a Ghost World  movie. So that's 

a first. Like, of all the titles they've had that have been optioned, which have been many, this is the 

first time I can think of where one of them is actually going to be made int o something. 

 

Yes, in fact, that movie is the reason why my interview with him has been put off 

(laughs).  

 

Just as well, I guess he'll have a lot more to tell you once he's done. 

 

This is true. While we're talking about Dan, can we talk a little bit about the Hateball 

tour that you guys did? What was the experience of that like?  

 

It was fun. It was incredibly brief, mainly because of me, because I had a three-year-old daughter at 

home, I just didn't want to spend that much time on the road pretending to be a rock star. It was very 

funny, because it was almost promoted like we were rock stars, even though we were just a couple of 

cartoonist -squares. So it was very funny for us, two guys who are used to being wallflowers, who were 

always ignored all our lives, to go from place to place and have people going crazy, and just getting so 

much press. We loved it on the one hand, but we also made a real effort not to let it go to our heads. 

We kept laughing about it, because it just seemed so unreal, at the time. It seemed very unreal, you 

know (laughs). Of course, now everybody's like sick of us. Now when I do a signing maybe three 

people show up (laughs). 

 

That speaks more about the promotions department of whatever it is you're signing  

than the actual quality of yo ur work.  

 

(Laughs) Yeah, well, plus anybody who wanted my autograph, they must have gotten it on that stupid 

tour.  

 

Going back to Hate for a minute, the format of that and the style in which you were 

producing it changed over the run of the title, what was  the reaction of the public to 

that, do you think it was a good idea going from just being a one man show to having 

collaborators and going from black and white to color?  

 

Yeah, I definitely think it was a good idea. I'm glad I started it the way I did. It 's not like I wish it was 

in color the whole time. When I started it out I actually wanted it to look like just your typical, old, 

underground comic book. The Freak Brothers-type comic books and early Crumb comics that were 



 

 

published on toilet paper. I rea lly wanted it to look like that. But I also had always wanted to do a full -

color comic. But as long as my titles were struggling, sales-wise, that just wasn't economically feasible. 

But then once Hate  was selling enough that it was economically possible to make it in full -color I was 

like, "What the heck, let's make it color." But yeah, I deliberately made a lot of changes to go along 

 

with that. I started working with an inker for various reasons, and it changed the whole feel and tone 

of the comic book. I could understand why some people like the old ones better, but I just wanted to 

try something different anyway. It's almost like it became a different comic book. The mood and feel 

and pacing of the stories, they all changed quite a bit. 

 

For the better o r for the worse?  

 

I think for the better, in that I think Hate  would have gotten a bit boring and redundant if I'd kept it 

black and white. I felt like I simply needed to make a change, I thought that the last couple of black 

and white comics, I saw a certain repetitiveness creeping up. So I wanted to try a whole new different 

approach that actually allowed me to tell more involved stories, for technical reasons that the casual 

reader couldn't pick up on. The stories did get a lot more detailed and heavy; there was a lot more 

story in the color Hate s than there were in the old black and white ones. 

 

Was that just a consequence of you having more time because you weren't doing the 

inking?  

 

No, it actually was because, believe it or not, I had a three-tiered, I had a standard format in the black 

and white ones where each page was broken up into three tiers, and when I switched to color it broke 

up into four tiers. And even though there was a lot less cross-hatching, it actually became denser. 

There was just a lot more going on per page, so I was able to fit in more detailed stories with more 

complex storylines than there were in the earlier issues. 

 

You mention Yeah!, which is published by DC, you're working with Gilbert Hernandez 

on it, how'd that come about?  

 

That came about simply because right at the time that I decided to end Hate  at #30 a year or two 

years ago, I got a phone call from an editor at DC, who just asked me if I'd wanna try doing a title for 

them. And originally they wanted me to come up with something for their Vertigo line, which is their, 

kinda like, Goth -kooky-spooky adult line. But I couldn't come up with anything that would fit into 

that. But I mentioned the idea Yeah! . And how Yeah!  came about, it's about an all-girl rock band. 

And part of  the reason I wanted to do that was because at the time my daughter was seven, and she of 

course couldn't get into Hate  at all. She kept bugging me to do a comic that a little girl would want to 

read. So it's kind of like she threw the gauntlet down. I was like, "All right," (laughs). So I pitched this 

idea of doing this, you know, it's like a cross between the Spice Girls and Josie and the Pussycats . 

And I pitched it to DC and they said "Sure, we'll give it a try, why not?" Something DC made clear to 

me right off the bat was they did not want me to draw it. Even though my comic sold fine...  

 

"We love your work, but..." (La ughs).  



 

 

 

Yeah, well, they said right off the bat, that that cartoony drawing of mine just doesn't fall into the DC 

Universe at all. 

 

That seems kind of a short -sighted attitude.  

 

Well, at least they made that clear from the start. The other thing too is that, whatever I did for them, 

it had to be monthly. And I'm not a fast artist at all, so there's no way I could have drawn the thing. It 

made me think about what I could do with another artist, and since I wanted to have kind of an 

Archie  feel to it, I figur ed one of the Hernandez [brothers] would be perfect to draw it, and Gilbert 

agreed to do it. And I was real happy with it, I thought it was hilarious, but unfortunately it sold 

horribly for two reasons. One is, little kids just simply don't go into comics shops anymore, and 

especially little girls (laughs). So the target audience just didn't see it. The second problem too, is I 

just assumed that my old Hate  fans and Gilbert's Love and Rockets  fans would just automatically 

like it, just because we're doing it, but they hated it, for the most part.  

 

Neither fish nor fo w l, right?  

 

Yeah, yeah. The thing just tanked. I mean, there were some people that loved it, but for the most part 

we just couldn't deliver like we thought we could. #8  just came out and the next issue, #9, is gonna be 

the last one. We're negotiating, of all people, with Will Smith's production company to make a TV 

show out of it. 

 

That's terrific.  

 

It'd be funny if, here it was the worst selling comic in DC history and it'd be funny if it became 

(laughs) a successful television show. 

 

I've become aware --  my daughter is six, and I have a son who's four  -- one of my 

ongoing concerns, you say young girls don't come in comics shops, well obviously mine 

does. But one of the problems is, if this was a regular monthly book with a two -dollar 

price tag, I have a real hard time buying something for my daughter that's two dollars 

knowing it's probably gonna get ripped to shreds within an hour.  

 

Oh. (laughs). 

 

This is my sort of ongoing crusade, that these co mpanies need to really re -think the 

format that they're putting these things in to. And also the promotion angle of it  --  

frankly I really hadn't even heard about Yeah! until it had been canceled.  

 

Right. 

 

And again, if I am gonna buy a book for my daughte r, something that obviously is aimed 

at her like that, would be something that would get lapped right up, I never even saw it 



 

 

in a comics shop. I just don't understand why they go to the expense to create these 

things, then under -promote them, over -price t hem in terms of the marketplace as it 

exists, it seems like they just don't get it.  

 

No, they were charging two-ninety -five for Yeah! . 

 

That's insane.  

 

Yeah, no, it was totally insane. And when I complained about it they'd say "Well, even at $2.95 we're 

losing money on it." But when you sit down and do the numbers, they're losing money on every single 

one of their comics. 

 

I can envision buying a comic for my daughter that has, say, four, five, six issues worth 

of material in it that's three or four bucks, that's got a heavy enough cover that it's 

gonna withstand the abuse of a six and four -year -old. But to toss her one of these little 

pamphlets that's just made to be shredded, it makes me despair for the future of this 

artform. I've been reading comics sinc e 1972, and it seems to me we're at a time now 

where it's never been closer to just complete disinterest on the part of the public at 

large.  

 

For whatever reason, the cost of printing anything is just huge, unless you can print in the millions, 

and you just can't sell millions or hundreds of thousands of comic books, so you just can't bring the 

price down to a reasonable level like it was when we were kids. At the same time too, how can you 

possibly compete with all this electronic media, which is for free,  as far as the kid's concerned. You 

turn on the TV, you turn on the computer, and you see stuff that is like comics, only it moves around, 

you don't have to make struggle of reading it, stuff is moving, and it's for absolutely free. So how can 

you compete, at least as far as a kid is concerned. 

 

 The artform of comics is too engaging not to survive if you promote it correctly. But 

there's got to be a value for the dollar. The average comic book, if you hand it to a kid 

they're going to be done with it in te n minutes.  

 

Yeah. 

 

If you're expecting to charge three bucks for that when they can rent a video game they 

can play all weekend for that same three bucks, it's definitely a losing proposition right 

out of the gate.  

 

Yeah, it certainly is. 

 

So, you mention the web comics, do you think that might be a solution?  

 

Yes. Well, already, just simply working on it, I hope it lasts, but right out of the gate I'm making more 

money off of it than I can off a comic book whether it's work for hire or my own thing. So just to 



 

 

simply work on it, try it out, people are throwing an awful lot of money my way (laughs). I had one 

thing, so far I had one comics feature that appeared on the web. It was on this satirical website called 

Suck, and I did a feature for them. They sent me to an infomercial convention where they gave out the 

Oscars for best infomercials. So I did an illustrated feature for that. And I just got bombarded with 

more mail than I've ever gotten in my life. Because way more people are seeing it than have ever seen  

 

a single issue of my comic book. I got so much enthusiastic mail for it, and I've got a lot of mail from 

people who were or are big fans of mine but they haven't seen my comics for years, and for obvious 

reasons. They're in their 30s now, they no longer live right above the comics shop, they're somewhere 

out in the suburbs, they've got a mortgage, they've got families, and the last thing they have time for is 

to drive downtown, pay for parking to go into a comics shop that might or might not be all sold out of 

the latest issue of my comic. 

 

So, here they turn on the computer, which they have to turn on every day whether it's at work or at 

home, and then for absolutely free just sitting there in their basement or sitting there in their cubicle 

they can see stuff by me. They didn't have to go out of their way, they didn't have to pay any money. 

And meanwhile, that web site's paying me really good money. So yes, I do think the web is (laughs), it 

not only will, I think it already is, making comic books pretty much obsolete. Except that people do, 

there is that visceral element of holding a comic book, especially if you grew up reading comics, 

there's a love for that medium, that there's always gonna be a small amount of people who are just 

very attached to it and who love it. It's certainly not a viable, relevant artform like it used to be. I think 

it will simply remain something that caters to a very small group with very specific tastes. It's gone the 

way of poetry, what can I tell you? 

 

Maybe the paper comic books'll end up becoming sort of the portable, archi ve version 

of the web comics, where the stuff that you do on the Internet is eventually reprinted in 

the comics.  

 

Yes, absolutely, absolutely, that at least makes it economically worthwhile for someone like me. 

 

And it almost would be roughly analogous to how comic books got their start except it 

would be the web stuff instead of the Sunday funnies.  

 

Exactly. 

 

 

 

 

 

 



 

 

Tom Beland , 10 March 2004  

One of the biggest success stories of the past few 

years in the world of independent comics has been 

Tom Beland's True Story, Swear to God . 

Unapologetically romantic, funny as hell and a joy 

to look at, Beland's comic book manages to appeal 

to a wide variety of readers by telling an intensely 

personal story  that celebrates the joys and wonders 

of a romantic relationship without sacrificing the 

truth of what itôs like to try to make your life work, 

entangled  with the needs and wants of another 

human being .  

 

Alan David Doane: As an autobiographical 

cartoonis t, how do the people in your life 

react to being depicted in your work?  

 

Tom Beland:  It's funny...the people who you'd 

think would be the most interested in this stuff, 

family and friends, are the ones who don't know 

what issue I'm on, or that there's a trade paperback 

or anything. When they FIND OUT, they're very 

supportive, but otherwise, they don't go looking for 

it. Which is weird, because these are the people who 

saw you drawing at the dinner as a kid and talked about how cool it would be to you to be a cartoonist 

one day. Then when it happens it's "oh, you've got a book out..?" [Laughs]. I compare this to the last 

Lord of the Rings  film, where the hobbits save the world and are riding into the Shire, all decked-out 

in their hero bling and looking all p roud...and to the older hobbit sweeping his porch, he looks at the 

four heroes and has this "aaahhhh those fucking kids are back" attitude. I nearly DIED when I saw 

this, because whenever I go back to Napa Valley (my Shire) I have to admit that I always expect people 

to be jacked about me coming home and wanting to see my work...and it never happens. It totally puts 

you back into reality. They also think that the Eisner awards are in honor of Michael Eisner. 

YeeEEeeg. But when they DO find out a book is out, they're very cool about everything. My brother 

Joe is a great supporter. 

 

True Story, Swear to God seems to have achieved universal acclaim...how has the 

book's success affected your life and your approach to your cartooning?  

 

I think that it's allowed m e to meet people I'd normally be way too shy to say hello to. In San Diego 

last year, I had Wil Wheaton come to my table and hang out there for a bit and I was like, "You're 

Wesley Crusher!!" I'm a Trek fan, so this was very cool. I mean, this guy's hanging at my table and 

telling me he wants to do what I do...and HE'S BEAMED DOWN! Who else do you know that has 

BEAMED DOWN? When Kurt Busiek walks over to say hello, it fucking blows my mind. Every time. 



 

 

Doing a panel discussion with Craig Thompson was a big thrill for me. Paige Braddock is great to 

panel with too.  But the absolute highlight for me was meeting Sal Buscema. Huge fan. Gigantic fan. I 

thought he cranked out more comics in the '70s than anyone when I was a kid. He was all over the 

Marvel books. I jumped from my seat, said hello and had a picture taken with him. I totally geeked -

out. The photo is hanging in my office. 

The bizarre thing of the success is when other artists bring their portfolios for me to review. My style 

isn't in super -heroes, so I'm not exactly the place to go for advice. But I'll look at it and tell them if the 

anatomy is weak or they need to work on their perspective and backgrounds. 

 

Do you have any ambitions in comics beyond TSSTG?  

 

There's a project I'm really trying to get to that was written by Neil Kleid about a robotic boy on a 

quest. It's a great story and I'm sketching during my free time on it. I'm also working on a side 

TSSTG project titled CLIB'S BOY  about my childhood leading up to my parents' death while I was a 

senior in high school. There's a lot of comedy, but also a lot of emotional pages that are very difficult, 

yet therapeutic at the same time. 

 

You uprooted your life in the U.S. and moved to Puerto Rico to be with the woman you 

love -- tell me what that change h as been like.  

 

Best decision I ever made. Period. It allowed me to cut loose the anchor that familiarity can bind you 

to. I was able to live in a new place and take chances with my work. I hope that makes sense. 

Sometimes, your family, friends and co-workers only remind you of what you haven't achieved in life. 

The focus is more about "you should've tried this" or "why haven't you done that?" and when you 

leave that atmosphere, you begin to get it done. At least that's how it was done for me. 

 

Lily.  Jesus, where do you really begin with her? She's the one who told me to make my comic strip 

ózines and when I told her I didn't know how to do that, she told me to go learn how. I did and then 

BOOM, we got an IGNATZ nomination for Best New Zine. When it came to printing my first comic 

book, again, I didn't know how to do it and she told me to just give it a shot. I did and then BOOM, 

Eisner nominations. Everything...EVERYTHING I've achieved in this business is because she told me 

to get off my ass and try. 

 

I f you have a person in your life that wants you to succeed, you have to listen to them. I don't care if 

you're depressed, can't draw cars, no one else is buying your work, whatever...that one person believes 

in you. They want to see you do the best you can do...and the one thing you should focus on is making 

them proud they believed in you. It's that easy. 

 

[Belandôs self-publishing imprint] Clib's Boy is a one -man show so far. Tell me about 

the hazards and advantages you see in self -publishing.  

 

Hmmmmm. ..okay. Issue #1 is the easiest thing to publish. I don't care HOW MUCH blood, sweat and 

tears went into completing it. It's the easiest book to publish. It's new. It's your first work. There's 



 

 

energy to burn in that issue and it's great to see it hit the stands and see people buying it in 

conventions. But then you never see issue #2. The writer's still working on the story... even after a 

year. The artist is dragging his ass or doesn't like the next script and wants to have a bigger say in the 

plotline. It 's evolved into a job. And if you're doing both, it's a huge load. By issue #3, the drive is hard 

to maintain. Sales aren't the same as Batman, so you get bummed out and want to quit. 

 

The thing that you have to do in self-

publishing is get the work done. 

Period. Get it done. 

Getitdonegetitdonegetitdone. 

Because issue #1 looks retarded 

sitting by itself after a year and a half. 

Any reader you obtained has moved 

on. There are lots of other great books 

on the rack and if you can't  

get the job done, they'll move on. 

They don't want to know what the 

excuses are...especially if they keep 

piling up.  And this is what you've 

always wanted to do! Never, ever 

underestimate that...doing what you 

want to do. Quit putting everything 

off and get it done. This can also be 

said for the bigger publishers. How 

anyone can invest in a Kevin Smith 

comic book these days is baffling. He 

never finishes what he starts, but when it's announced he's writing a series, everyone's all 

ZIPPIDYDOODAH!! And when he's on Leno, he's going on about his love of comics. But how many 

series has he finished? Good lord. He gets issue #1 and #2 out, then he pulls a Nightcrawler act and 

BAMFS out of the schedule. Do a completed series, THEN solicit it THEN get it out. Kevin should 

know better and so should Marvel.  

 

Brian Bendis writes a BILLION titles a month and they hit the stands when expected. If not, he's right 

there to tell you why and it's there a short time later. Look at his workload, the quality of his stories 

and give props to making his deadlines. He's Stan Freakin' Lee. So get the work done. Get the books 

out. A page a day. That's what Terry Moore told me. That's what I do. The advantage is you're the 

boss. You decide how it reads and how it looks. 

 

But because of that, you make sure that the buyer is going to like this book. Make the book, wait a day, 

then reread it from a BUYERS point of view. Here's the thing: someone goes to the store on a 

Wednesday and they have twenty bucks. They buy their Spidey books, Fantastic Four , Batman , 

Powers , Gotham Central , Promethea , New X -Men  and that leaves them about three bucks left. 

Out of all...ALL the remaining comics on the rack, this person can only afford ONE BOOK. So you 

have to make them want to give up Runaways , Rose and Thorn , Arrowsmith , Bone  or any 



 

 

other impossibly cool book and buy yours. 

 

If after reading your book again, you see flaws the reader will see...you have to fix it. You have to be 

totally honest with yourself on your work. You have to know it's worth if before they do.  

 

I have to say, Alan, that there's something else that sucks about self-publishing. You make a book, call 

it " Super Hero Happy Hour "...it's a hit...you're on a roll...and then you get a legal notice from 

Marvel and DC saying that they own the rights to the term "Super-Hero" and now they want you to 

change your name to "Hero Happy Hour ." I've never seen a more asinine thing in my life than this. 

Buying the trademark on this term does absolutely fucking nothing to help comics. Nothing. It's 

nothing more than a way to bully the smaller indie publishers. And then they won't even comment on 

it...but will go on and on about how their companies are "indie friendly." It's a load of crap and I'm 

embarrassed for Marvel AND DC for doing something so ridiculous. They should focus their attention 

on getting books out on time and getting their talent to complete mini -series that are a year late. 

 

When you're a small press publisher, you don't have the money to take on larger publishers and so 

you're forced to change the name of your book because of two moronic publishing companies can't 

find any other way to ruin the industry. There was nothing positive to come out of owning a 

trademark on such a general term.  That's why I love APE and SPX and MOCCA. The big companies 

aren't there and it's the real deal. People making their own comics because they LOVE COMICS. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

Brian Michael Bendis , 01 February 2000  

 

Brian Michael Bendis  has written seemingly every Marvel title for the past few years, but at the 

time of this interview I  mainly knew him from Imageôs Sam and Twitch , and a Daredevil story 

arc that was planned at that time to be illustrated by David Mack for the Marvel Knights line.  Little 

did we know how much more Marvel work would follow . Bendis has become a mainstay of the 

companyôs superhero comics, but after a decade of reading his comics, I still look the most fondly on 

Fortune and Glory , published by 

Oni Press and detailing an early 

attempt at getting a movie made from 

one of his comics.  

 

Alan David Doane: It's difficult to 

know how to credit you, you're a 

writer and an artist and now a 

filmmaker, and there's really a lot 

that I want to talk to you about. It 

seems like the last week or so it's 

been very hard to read any kind of 

a pres s release that hasn't had 

your name included in it.   

 

Brian Michael Bendis : I know, isn't 

it disgusting? It really is, I'm gonna go 

crawl under a rock and you'll see me in 

the spring. 

 

Basically, I've got a checklist of 

things I want to ask you about 

here,  if I forget about anything 

and you want to plug something, 

just let me know.  

 

Okay. 

 

I first became aware of your work 

through Fortune and Glory, 

subtitled A True Hollywood Comic 

Book Story...  

 

Yes. 

 

The tale of how one of your comics got optioned to be a  movie in Hollywood. Before we 



 

 

get into the actual movie tale, tell us a little bit about the genesis of the comic.  

 

The genesis of the comic came from what was a -- I'm from Cleveland, I don't live in L.A., and I don't 

have a lot to do with the Hollywood system. And after some good fortune where one of my books got 

some nice, decent, mainstream media press, like in Spin Magazine  and such -- 

 

Now, which one was that?  

 

Jinx  and Goldfish  both. They sort of came out within a year of each other and people were talking 

about them in the same breath. They're my first crime novels, and people were liking them and being 

very nice about them and they were getting some nice press and what happened was, after the press 

came, Hollywood came calling and I was getting a myriad of bizarre phone calls, and half-offers and 

interesting notions and eventually actually, Miramax Films did option the work, and the process of 

the whole situation to Miramax was just filled with nonsense and silliness...the best part, of course, 

was Miramax, who has been very good to me, but all the people in between who were trying to get to 

it. It was fascinating and silly  -- it was just ridiculous phone calls, and ridiculous meetings and the  

whole process got me so many anecdotes. I mean, literally 150 pages worth of cartoon anecdotes. I 

said, you know, it'd be a waste to take this material and waste it. 

 

One of the best scenes in Fortune and Glory is when those phone calls start rolling in. 

Tell us a little bit about what it was like the first time you picked up the phone and 

somebody that you had never heard of was telling you how great you were.  

 

Well yeah, it's almost like that scene in The Big Picture where that agent says to Kevin Bacon, "You're 

a genius, I haven't read your work but I'm never wrong." It's the same thing, I mean, they call you up, 

they've not read your work but they're telling you how much they love you and how much money 

everyone's gonna make and what a genius you are and then they realize they haven't even read the 

book. They literally give you a ten-minute speech about how they're the perfect place for you to be, 

and then "Could you send us a copy?" 

 

So it's as flattering as it is insulting?  

 

No, it's not flattering at all, it's ridiculous, it's nothing, it's air, it's eth er. It's just nonsense. 

 

Okay, so it's just insulting.  

 

It takes a while for you to figure it out. At the time you go, "Hey, look who's calling!" Because I 

remember when no one was calling, and what that felt like. But they were ridiculous phone calls, and 

literally everything in that book is true. That's the funny part;  I wasn't padding it for a gag. 

 

The thing that really struck me about it is, reading Fortune and Glory cold for the first 

time, not really having an awareness of your work, every single mom ent in  the book has 

the ring of truth.  

 



 

 

Yeah, I wasn't patting myself on the back, and I wasn't going for the cheap gags. I was just trying to 

relate the information. Because the other funny part of it was, the readers of my books, which are a 

very nice group of people, every time I meet them, any e-mail I get, if they hear there's a Hollywood 

connection to your book, they always want to hear about that. That's very interesting to everybody. 

And I realized it is interesting to a lot of people. It would be i nteresting to me. If someone sat down 

and told me this story, I would be fascinated. So I thought, okay, that'll be my next book. 

 

At what point in the process did you realize rather than making a movie here, possibly 

I'm gonna end up making a comic book a bout trying to make a movie?  

 

It's funny, in the middle of what will be the third issue of the comic, the end of the comic, I had 

already decided to do the comic book of it. And I was really hoping by the end of the time that it takes 

to make this comic that I would have a happy ending, which was very Hollywood of me. So it's hard to 

say, I did decide that--you know what's funny? A development executive at Disney and I were having a 

nice, friendly chat and I was telling him some of the nonsense meetings I had had, and he was 

laughing hysterically, and he said "There's your movie!" And I said, "There's my comic, that's what 

that is."  

Fortune and Glory is not something just for comic book fans, it's not just for people that 

want to know behind -the -scenes music  stuff; there's such a truth that you bring out in 

just what it's like to get close to making your dreams come true.  

 

Honestly, this is one of those things where I can't say that I was so aware that this was going to 

resonate so well for people. I really didn't know. You put stuff out that's of interest to you. You think 

you've got a good yarn to tell and you tell it. I'm very surprised how well this has been received. 

 

So now the irony is, that it turns out you are making a movie.  

 

Yeah, it is, and still with Miramax. Our book Torso , which is based on the Torso Killer murders of the 

1930s and Elliot Ness's chase of them... 

 

It's a true story, right?  

 

It's a true story. Here in Cleveland, it's one of Cleveland's dark secrets. After the Untouchables (era), 

Elliot Ness actually moved to Cleveland and was running the police force, where he did most of his 

most amazing stuff. And it was there that he was faced with the work of the first serial killer that ever 

worked on American soil, and was called the Torso Killer. And at the time, it was the hugest deal. It 

was as huge as Jack the Ripper. And it was one of those things that people sort of forgot about. It 

didn't sort of hold up to the test of time. But the story, on every level, is totally fascinating. And we'r e 

working on the script now for Miramax and Todd McFarlane, and McFarlane Entertainment is 

producing it. It's been pretty pleasant. And Miramax is happy because they're the heroes of my book. 

 

How did you get involved with (McFarlane's) production company?  

 



 

 

Honestly, I've been at Image for a few years, and he's one of the co-founders of Image Comics, but I 

had no communication with him, he had no knowledge of me, and literally out of the blue one day a 

couple of years ago he called me up. He had just read Goldfish , and just said "I want to be in 

business with you." And he made some outlandish promises, and I went, "Yeah, okay." And literally 

he has held up to every single one, it's amazing. He said "I'm gonna make a movie with you." Well, 

we're making a movie! 

 

It was just announced that you're going to be doing a Daredevil series...  

 

Yeah, I'm doing a little arc on Daredevil , which is one of Marvel's highest selling books. It's kind of a 

very nice place to be, I'm sort of right in between Kevin Smith's run and Bob Gale's run. And I'm 

working on it with a good friend of mine, David 

Mack. I've already finished that, I did that in 

secret over the last six months. I'm very, very 

psyched for people to see that later in the year. 

 

Would you like to give us a hint as to what 

the story might entail?  

 

The story is being tailored for David Mack's 

artwork, that's all I'm gonna say. You have to 

announce these things so early, that by the time 

people read it they've already decided what it will 

be. Sort of like when Star Wars came out, people 

already decided what they thought it should be, 

so when it comes out no matter what it is it's not 

good enough. 

 

Well, you've got to admit they were right 

about Jar Jar Binks.  

 

Oh, yeah, they were right about that, but you 

know what I 'm talking about; hype is a killer. I 

liked when The Matrix  came out, there wasn't -- 

people weren't all focused on it. Just put it out, 

and let people go "wow," you know? 

 

What else have you got coming up?  

 

Monthly I write Sam and Twitch  for McFarlane Ent ertainment. They gave me a monthly crime 

comic just to go nuts on, and it's a dream job. Creatively it's such a good experience, there's no 

rewriting, there's no editorial interference...  

 

That's an interesting case, too, because historically, I don't thin k I'm revealing any 



 

 

secrets to say that Spawn books haven't exactly been critically acclaimed, and yet, 

pretty much universally your work on Sam and Twitch is being praised.  

 

And again, it's one of those situations where this is a book where absolutely no one expected a thing 

from. A knock -off book of Spawn , no one thinks a thing of. And so, it was fun for like a year ahead of 

time to have seen the artwork, which I don't do, but to know the artwork's killer, to be proud of the 

story, and just to like, let i t come out. And people are all like, "Hey, you don't suck!" It's kind of nice.  

 

What is the angle you come at those characters from?  

 

I literally write them as human as possible. I don't do any Abbott  and Costello nonsense. More times 

than not, in Spawn  they're comic relief. I absolutely removed that element from their dynamic.  

 

I was wondering, did you feel constrained by the previous --I almost hesitate to use the 

word "continuity" of the characters?  

 

No, no, you know, that's one of the things he explained he really had no interest in us continuing 

along those lines. That he'd done that already, and that he as a publisher is trying to mature his 

product and he literally hired people he thought who could deliver the goods. And he wanted one of 

his books to be like a hard-boiled crime comic that felt like Goldfish , and he said "Let's get that guy!" 

I gotta tell you, it's been very pleasant. I have a lot of friends that work at Marvel and DC on some 

really high profile books, and there's constant rewriting behi nd the scenes without anyone--they 

rewrite the person's stuff without telling them, and they don't take their name off it, it's not very 

creatively conducive. None of that happens. (McFarlane's) very, very creator-friendly because he is, in 

fact, a comic book artist. So why would he treat comic artists badly? 

 

It seems to me one of the things that is hurting mainstream comics right now is this 

sort of return to the Mort Weisenger days of the editor sort of guiding the story, which 

we've seen in X -Men, Spide r -Man, Superman --most of the major, major titles from the 

Big Two seem to be  -- 

 

It's funny, because I've, like, avoided it. I think it's always sort of been there, I just think you're 

hearing about it a lot more because what you've got now is creators like myself and David Mack who 

decided not to pursue mainstream work as a way to pay the rent, and instead focused on creator-

owned books they owned outright. There was no editorial supervision, for better or worse. So you got 

guys like us who did our own thing and now Marvel and DC come lookin' for us to do our little, give 

them the Bart on Fink  feeling, right? And then, on the other hand you've got these other guys who've 

been trying, "All I want to write is Cape and Boots -Man ," and they get to do it, and it's not the 

dream job that they imagined in their head, which was to have this creative freedom to just do your 

thing. So, the two worlds are clashing; it's the creator-owned guys who have a lot of freedom because 

we're used to it and demand it and get it. And then these other guys who don't get it, and find out that 

other people get it and get upset. And start yelling on the Internet, "They rewrote me!"  

 

The Internet seems to have had sort of a mini -revolution on comics in the last couple of 



 

 

years, what do you think  -- 

 

Well, I like it because up until very recently, I was strictly an in dependent comic book artist. That 

means I'm working in a black and white medium, and it's very, very hard to get your book on the 

shelves in most stores. It doesn't mean there isn't interest in it, it's just harder to convince a retailer 

that it's worth th em spending their non-refundable money on your book. And with the web site and 

message boards and Internet sites it's much easier to get your book into their hands. Anyone around 

the world who's heard about it and wants it. And this is a very hungry audience that will do anything 

to get the book, and I appreciate that so much. On that level it's very good. The other thing comics has 

that a lot of other mediums have, except for maybe like country music, is a lot of accessibility for fans 

to get to the creators. There's a lot of chit chat amongst the two, if you want to talk to literally anyone 

in comics you pretty much can. At least the nice guys (laughs). 

 

And that, historically, has not been the case.  

 

At conventions it's always been the case. I mean, you never see a Rock and Roll music convention 

where all the rock stars are out and you can get their picture signed. 

 

But when you think about the pre -EC days in the ó40s and ó50s when it was just sort of 

assumed by the readers that these things just appeared out of the ether, that there was 

no human being involved.  

 

Yeah, and most of the time there wasn't even credits in the comic. It's much different now, it's sort of 

accumulating. It happened in the '80s with people like Frank Miller and Chaykin and other pe ople, 

like, make a real name for themselves. It's such an identifiable name that people seek out that name. 

Stan Lee did it, I mean, Stan Lee's name was all over the place. And it sort of accumulated with the 

height of the Image craziness in the early '90s where they brought the Rock star status of a comic  

 

book artist to the highest level, and with that came the highest bunch of nuttiness, too, which they all 

admit to. Everything's sort of calmed down a little, but more times than not it's the creator tha t is as 

important a property as something like Spider -Man  or Batman . Sometimes who's writing Batman  

is much more interesting to the general comic book audience than just Batman . And that's what 

Daredevil 's been going through lately with these killer writer s that they've had on it, Bob Gale wrote 

Back to the Future, he's writing comics, Kevin Smith, independent filmmaker. It's not just the 

character, it's who's doing it. That's what you get. 

 

Can we talk a little bit about your background? How is it that you  found yourself 

working in comics?  

 

I always wanted to do it. I was doing it since I was a wee little kid. I was, like, publishing my own 

books in third grade. Bad ones, but nonetheless...I read them as a kid, mostly superhero comics, and 

just as I said, I so badly wanted to be George Pérez, I so badly -- to me this guy was like a rock star, 

he's Bruce Springsteen. I'm reading his stuff every week, I'm like, oh my God, I love this, I want to be 

this guy. And you just start practicing and practicing and prac ticing. But for me, as I got older, I lost a 



 

 

little bit of the superhero edge. There wasn't as much interest to me as just telling interest stories 

were. And crime fiction became a genre that I have a great affection for, and a talent for, and an 

understanding of. And I went to the Institute of Art here in Cleveland, which is sort of a fancy, fine 

arts school which would have nothing to do with comics and were quite annoyed by my existence and 

a couple of my friends, all of which broke into comics and are successful. But we all had a hard time in 

class. But I did train, and I broke into comics while I was in college, I did a couple of self-published 

books for Caliber Press, which is a lot of my friends like David Mack and Mark Andreyko, have all 

moved on from. We all met there at Caliber and after a couple of years there, after I sort of like found 

my voice or like the beginning of the road to where my voice would be, I moved on to Image where 

I've been ever since. 

 

How do you reconcile the sort of doom -and -gloom predictions of many people that the 

industry is in its death knells with the seeming boom for someone like yourself who is 

really a hot property at a number of different companies?  

 

You know what, the comics market overall is down, and a lot of it has to do with the major companies 

not coming to grips with the fact that kids aren't reading comics anymore. You go to comics shows, 

you go to comic book stores, you don't see one kid in there. Kids are playing video games. If I was a 

kid, and I could be Spider-Man instead of reading Spider -Man , I would be playing video games too! 

So comic books should be, and the more successful ones are, tailored to adult, or young adult, 

audiences. These are people that have an appreciation for the artform, and don't want to be talked 

down to. 

 

But how do they develop that appreciation if they don't develop the language skills of 

reading them as kids?  

 

Some do, some don't. I have a lot of fans that just got into it because they weren't getting what they 

wanted from film or from music, it's just a way to tell a story that people either glom on to or they 

don't. I know a lot of people who didn't get into comics until college. They just didn't understand how 

varied the medium could be. If you see a lot of superhero comics and superheroes are of no interest to 

you when you're a kid, and then you get into college, and your roommate's got a bunch of Peter Bagge 

Hate! comics laying around, and you read them and go "I love this! I really love -- are there more of 

these?" And you find out there are forty titles that are of equal interest and merit, and then you've got 

yourself a comic reader. Almost everyone I've talked to -- Sam and Twitch  is not for children. It's 

not being marketed toward whatever the predetermined age of the Spawn  audience is. It's being 

written for adults. It's a crime book. It's not a, "here, let's talk down to people" kind of thing. And I'm 

writing a book I would like to see, and I think if more people just wrote books that they would want to 

see and stop trying to second-guess what the audience for Cape and Boots -Man  is, then it would be 

easier for people to be proud of being a comic book reader. It's still got that, what do you call it? 

 

Stench?  

 

Yeah, it's got a stench about it. (ADD laughs). And it's funny because no matter how many great 

comics are put out a year, and really the last couple of years have been, as far as quality goes, quite 



 

 

phenomenal, really have for a medium that's sort of in a sales slump, the quality is way high. And one 

of the reasons is when the going gets tough, a lot of people scamper. So you have a lot of lesser talents 

who were just in it for the buck running away, but the people who were very passionate about the 

medium, they stick to their guns. So you got rid of a lot of crappy artists and writers, and a lot of good 

ones that stuck around. Because they're not gonna let the market determine their value. 

 

I think two of the most amazing books I've come across in the last couple of months, 

both were from Oni. Fortune a nd Glory, and also Greg Rucka's Whiteout.  

 

Greg Rucka's fantastic. Absolutely. Here's a guy -- you know, it's not good marketing sense for a 

novelist to be making comics. This guy loves comics. And he wants to tell stories, and it's a great way 

to do it.  

 

Whiteout should be collected in some sort of either digest or inexpensive graphic novel 

format and be available in the checkout aisle of your Price Chopper, or whatever.  

 

One of the reasons I went with Oni for my Hollywood book, my usual home is Image, number one I 

had a very nice relationship with those people and I believe very much in their company and they 

were very successful in doing some stuff that people said would not work. It was very obvious to those 

who read stuff outside the industry that Clerks would work as a comic book, and that Greg Rucka's 

work would work as a comic book. Also when I do Fortune and Glory , the obvious independent 

film/comic book connection made it very easy for people to understand what my point of view was 

going to be for Fortune and Glory . And the other thing was that Oni's got a very strong intention of 

getting their comic books into bookstores and not into the Humor section which drives me insane. 

You know, that gutter for all comic books? 

 

Every time I see a graphic nove l in between Dave Barry and Andy Rooney, it's like 

fingernails across the chalkboard.  

 

Robert Crumb next to Wonder Woman  -- drives me insane. And you know how many times some 

grandmother goes in and buys someone a present and they get them the wrong comic because she 

doesn't know the difference between Robert Crumb and Wonder Woman . So it's really funny 

because locally I've had Borders put Jinx  and Goldfish  in the crime section, after explaining to them 

at great length why it doesn't belong in the humor section.  

 

Now, how do they do there? Do the people find them?  

 

Guess what? They're all gone, every single copy. Gone. The random, casual crime fiction reader who 

just goes into bookstores on a Friday night looking for a thrill is gonna pick it up and go "hmm. " 

They're buying it because they weren't embarrassed to find it in the humor section next to, you know, 

Krazy K at  or whatever it is. That's one of the things about my relationship with Todd McFarlane is, 

I'm one little guy trying to push people into feelin g this way. Here's a guy who not only agrees with all 

these things we've talked about, but he's got the money and resources behind him to actually do it. 

And I'll hold on to that coattail. It's a very positive thing.  



 

 

Chester Brown , 24  February, 2004  

 

One of the best and most unique graphic novels of 2003 -- or any year, for that matter -- was Louis 

Riel . Chester Brown's insightful biography of one of 

Canada's most iconoclastic historical figures was 

also a huge leap forward for Brown, and for comics 

as an artform.  

 

M any of your earlier works focused primarily 

on stories from your own life, 

autobiographical stories. What did you learn 

from autobiographical cartooning and what 

caused you to shift gears into this latest 

mode?  

 

I learned that when you do stories about your own 

life, the people around you get mad at you for 

depicting them wrong. So, doing someone else's life is 

safer...they tend to think that I've gotten certain 

details wrong and don't like the clothes I have them 

wearing or the opinions I have them proclaiming or 

whatever... 

 

Louis Riel is a key figure in Canadian history, 

but most Americans, I don't think, will be too 

familiar with him. Can you tell me a little 

about what attracted you to him as a subject?  

 

Well, when I began the project, politically, I was an anarchist, and so I was attracted to the story of 

someone who had tried to, or who had led two rebellions against the Canadian government. That was 

probably the primary attraction, although, also I've had an interest in issues about m ental health and 

schizophrenia. My mother was a schizophrenic and so the whole part of the story that dealt with Riel's 

own craziness and his incarceration in a mental institution, that part appealed to me, too. I felt that 

I'd be able to do something interesting with that. He considered himself a prophet. He called himself 

the "Prophet of The New World" and he basically tried to setup his own new religion. And that had 

people thinking he was crazy. 

 

You had to compress certain events and characters in tell ing this story...tell me why 

that was necessary and what kind of judgment calls you found yourself making in the 

process.  

 

It was necessary because I wanted to limit myself to about two hundred pages and comics need more 

space than prose does. You know, in prose, you can describe something quickly in a sentence, but if 



 

 

you're to depict what happens in that sentence, it might take a page or more. So, to really tell a 

biography fully, you'd need maybe, like, a thousand pages to tell it rather than the two hundred that I 

gave myself, but I wanted to limit myself to around two hundred pages because I knew that it would 

take a while to do even that much because comics are kind of time consuming; it took me about five 

years to do the project as it was and if I'd have done a thousand pages, it would have been that much 

longer, so, yeah, I needed to kind of compress events and combine characters and all that kind of 

stuff...  

 

The book was originally serialized in pamphlet form as a series of ten comic books 

before, u ltimately, being collected in this hardcover graphic novel. Since the book holds 

together so well as a single lengthy work, how do you feel about serializing it? Would 

you follow that format again?  

 

I originally wrote out a script for the book beforehand a nd I thought it was going to work well as just a 

single work and I didn't really want to serialize it in comic book form. That was done at my publisher's 

suggestion because it did help finance the project as it went along, 

but, probably my next work I'm no t going to serialize beforehand, I'm 

just going to release it as a graphic novel and that'll be the first that 

the public sees of it. 

 

This project took a long time to do and it may be some time 

before your next graphic novel appears...how does a 

cartoonist support himself in these periods, when you're 

working on these really lengthy works and you don't have 

regular work appearing on a regular basis in the 

meantime?  

 

I do get royalties from my older books, the money still does come in 

from that and  sometimes from unusual sources, like foreign editions  and that kind of thing. And, also, 

while doing the book, I did get a grant from the Canadian government, so that helped, too. I think this 

might have been the first graphic novel that did get a grant from the Canada Council For The Arts, but 

it kind of opened a door there because now they have an official category in their grant system for 

graphic novels. 

 

 

 

 

 

 

 

 

 

 

 



 

 

Ed Brubaker, 27 J anuary 2004 / 13 August 2006  

 

Ed Brubaker has writ ten some of the most involving and entertaining comics Iôve read in the past 

ten years, including Sleeper, Gotham Central, Catwoman  and his current crime title  for 

Marvel/Icon, Criminal . The latter comic so impressed me that it prompted me to launch a 

dedicated blog, which you can find at criminalcomic.blogspot.com. In 2009 , Brubakerôs neo-noir 

film Angel of Death was released on DVD. This interview combines two discussions I had with 

Brub aker, in 2004 and 2006.  

 

Alan David Doane: Your career began largely with independent, often autobiographical 

comics far removed from the harrowing, superpowered paranoia of Sleeper. Track the 

evolution of your career from then to 

now.   

Ed Brubaker : It's not that easy to do, 

really. I started out wanting to be a 

cartoonist,  and spent most of my twenties 

doing that, working on Lowlife , which was 

very personal. During that time, though, I 

started writing comics for friends to  draw, as 

well, because I'd always been more 

comfortable as a writer than an artist. I'm a 

very slow artist, and rarely pleased with my 

own work. So being a cartoonist was sort of 

about finding stories I felt were worth the  

time it would take me to draw them. I rarely 

if ever told anecdotes, like a lot of autobio 

comics did, because it seemed pointless to 

spend six months drawing an anecdote.  

 

The more I wrote stories for other artists, the 

more ideas for stories I got that I would 

never want or even be able to draw on my 

own. Then Eric Shanower got me into 

Vertigo in the mid -ó90s, which was my first 

real paying gig, and I had fun doing it. This 

led to more offers of writing work from  DC, 

and as I was getting into my early 30s, and 

getting sick of being dirt  poor, it was nice to 

be able to earn money doing something I 

was good at and enjoyed. And this, of course, 

has led to some screenwriting and opened 

other doors for me as a writer in other fields that I'm just beginning to explore.  

 



 

 

Part of being able to have a career as a writer for comics and the biggest departure from the early part 

of my comics career, of course, is that I no longer dismiss genre work as automatically bad. I like a lot 

of crime fiction and some sci-fi, and I think in my 20s, when I was at the height of  my art-fagginess, I 

felt guilty for liking stuff like that. As I got older,  I just stopped feeling that way. I love Philip K. Dick 

and Ross Macdonald's writing just as much as Milan Kundera or Raymond Carver's, and sometimes 

more, because they're less pretentious. 

 

Readi ng some older Wildcats issues recently, I was struck by how  much the art of Sean 

Phillips has changed. He was an incredible artist  then but his work with you on Sleeper 

far transcends the high standard  he set back then. What do you feel he brings to the 

cr eative  partnership?  

 

Sean brings a depth of understanding and subtlety to what we do. He knows how to draw facial 

expressions that make you sympathize with the characters on the page, and he knows how to establish 

mood. One of the hardest parts of working in comics as a writer is finding an artist who understands 

what you're trying to get across. Sean does, as do several other artists I've worked with. And he's fast 

as hell, which is rare, too.  

 

What's the best thing, for you, about your current working  re lationship with 

DC/Wildstorm?  

 

I guess the stability. Knowing there's paying work available to me, usually work I enjoy. It's allowed 

me to buy a house and support a family. That's pretty nice. 

 

What's the worst?  

 

That's a hard one. I suppose I'd like a bit more marketing support for my  work. I seem to write some 

of their best reviewed and most award-nominated  work, but they don't seem to push it very much 

sometimes. A lot of this is changing, of course, with the success of the Sleeper  TPB and how much 

more mainstream mags like Wizard are writing about my work lately. Of course, as I've said before, 

they will never push any of our work as much as we'd like them to. 

 

If you could do one thing to improve the comics industry, what would  it be?  

 

That's easy, I'd cancel three quarters of the mainstream superhero books and publish a lot of different 

genres like the publishers did in the ó50s when superhero comics stopped selling. I think we're just 

slicing the pie into  more pieces every year, and while there are some good superhero books out there, 

there's simply too many to fit on the average comic store's shelves, so is it any wonder a lot of good 

ones don't get stocked? I don't know if this would work, because the Direct Market is such a disaster 

anyway, but I th ink it would be nice to see a more diverse offering in stores. Or maybe we should just 

make the whole market returnable. That would be great, because then retailers wouldn't have to rely 

on subscriptions from  their customers and could afford to stock a wider variety of material in  their 

stores. I know there are economic reasons this doesn't happen, but I think it's criminal that this is the 

only entertainment industry that puts  all the risk on the retailer, not the publisher.  



 

 

I know from reading A Complete Lowlife that you may have (allegedly!) committed a 

crime or two yourself in your wayward youth. Certainly your portrait of an 

underground criminal organization in Sleeper was one of the most compelling and 

convincing in the history of comics. What so fasci nates you about the criminal world?  

 

I don't know, for sure. I grew up on military bases during the early part of my life, so maybe there's 

something subconscious about seeing this other world, that's so outside what I was raised in. But part 

of it, I'm su re, comes from my teens and early 20s, where I was basically, a lowlife, and knew a lot of 

small time druggies and criminals, and got a few distinct and memorable experiences with some more 

serious criminals and spent some time in jail. I don't want to be a part of that world, believe me, but 

it's a lot of fun to write about. I always want to write about the criminals who, as far as their morality 

goes, they steal, or kill, but they're good people somehow anyway. That's an interesting dichotomy, I 

think.  

 

You spent a long time writing mostly for DC/Vertigo before moving to Marvel on such 

titles as Captain America, Daredevil and the forthcoming Criminal (among 

others)...what can you tell me about how different it is to work for these two giant 

comics compani es? 

 

Well, I think my experiences at DC really taught me a 

lot of things that have made my experiences at Marvel 

better, honestly. I know what it feels like to be in the 

trenches on a few monthlies, and I know how to deal 

with editors and letterers and the  whole system. So, I 

think, because Marvel doesn't need to hold my hand, 

I've had a great time there. But this is not to be a 

knock on DC. I was always treated very well there, for 

the most part. 

 

The main difference, looking at it, is that working at 

Marvel, I've just cut loose on the books more, because 

of the things I learned at DC. So I feel like I came in 

fully -developed and ready to go, and Marvel has 

allowed me to do that, to great success for me and 

them. 

 

Sleeper seemed to go far into the extremes of 

human behaviour --  lust, greed, murder, 

betrayal. I'd expect we'll see more of the same 

in Criminal, but short of duplicating "The 

Sleeper Formula" (for lack of a better term), how will Criminal be different?  

 

Criminal  is casting a much wider net, in a way. Sleeper  was very much about one man and the 

elaborate trap he was in, and Criminal is about a bunch of different people who all live outside the 


