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 The idea for Art Ducko came to me last February. I was between classes, with about 40 min-
utes of time to kill, and so I started browsing the magazine rack outside of PLC.  But nothing popped 
out at me.  I wasn’t in the mood to read the latest campus news from the Emerald, or the in-depth 
human interest stories of Ethos, or any pages of text in general.  I realized I wanted to read some 
cartoons. Each publication had the occasional panel tied to the story with which it shared the page, 
but I wanted more. I figured that there should be a student magazine completely devoted to comics 
for students like me – the perfect vehicle to fill-up a short space of time in an otherwise crowded day.  
So I went on a long walk thinking about this comics magazine.  I got so lost in the thought that I was 
late to my next class.
 If my experience making this magazine has a common theme it would be surprise. When I first 
proposed the idea to the head of the comics minor, Ben “Sugar Daddy” Saunders, I was surprised 
how much enthusiasm he had for the idea.  When we started recruiting students to join and work on 
the publication I was surprised how many people turned up.  When we were coming up with a name 
for the magazine and I jokingly said in a moment of brainstorming, “what if we called it Art Ducko?” 
I was surprised that the name caught on (In my mind it was just a silly pun). From first discussing the 
notion to soliciting content to our first Artist Writer Meet and Greet I have been pleasantly surprised 
at every turn.
 So: it’s been almost one year since I first had the idea for a cartoon magazine and now one year 
later you are holding the premier issue of Art Ducko in your hands. I would like to thank the Com-
ics and Cartoon Studies minor, the English department, the UO Cultural Forum, and my wonderful 
team of editors and contributors who made this all happen.
 We here at Art Ducko want to be more than a comics magazine. We want to foster a strong 
comics culture at the university, have meaningful discussions about comics, and comic oriented 
events.  We want the Cartoon and Comics program to be a reason people flock to this school. If you 
want to be part of growing this culture or would like to write a letter to the editor then email us at 
uocomics@gmail.com and let your speech bubble be heard. 

A Note from the editor

Alex Milshtein
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G E O R G E 
HeRRIMAN’S 
KRAZY KAT

granddaughter in a heartfelt letter after 
the artist died. In Disney’s early cartoons, 
Mickey Mouse bears more than a passing 
resemblance to Herriman’s own abrasive 
mouse, Ignatz. The Looney Tunes char-
acters Wile E. Coyote and Road Runner 
are in part a tribute to Herriman’s two 
most iconic characters, Krazy Kat and Ig-
natz. Cartoonists such as Charles Schulz, 
Bill Watterson, Art Spiegelman, and Will 
Eisner cite Krazy Kat as a formative influ-
ence, and tributes to the artist have ap-
peared in comic strips ranging from Cal-
vin and Hobbes and Pogo to Mutts and 
even Garfield. Director Quentin Tarantino 
is a Krazy Kat fan: in the climactic scene of 
Tarantino’s Pulp Fiction, the actor Samuel 
L. Jackson wears a t-shirt bearing a Her-
riman sketch of Krazy, Ignatz, and Officer 
Pupp. Pablo Picasso may be Herriman’s 
most famous fan of all; while living in Par-
is, he purportedly read Krazy Kat strips ev-
ery week with the author Gertrude Stein. 
Krazy Kat has inspired a novel, critically 
acclaimed works of poetry, and even a jazz 
ballet, maintaining a clear cultural pres-
ence even today.
 Even so, Herriman’s lack of renown 
remains unsurprising, as he was not par-
ticularly well known in his own time. In a 
tale which sadly seems to apply to many 
of the comics greats, Herriman’s work was 
perhaps most marginalized when the art-
ist was at the height of his talent. The more 
creative ground Krazy Kat broke, the more 
“bizarre” or “confusing” it was deemed by 
Herriman’s contemporaries. Such claims 
were hard to deny, as even the basic prem-
ise of Krazy Kat is indisputably outland-
ish. This central theme can be reduced to 
a love triangle featuring the strip’s three 

 When George Herriman’s comic strip 
Krazy Kat (1913-1944) first appeared in 
newspapers, it generated a lot of strong 
opinions. The average newspaper reader 
seemed to think that Krazy Kat was over-
ly highbrow and confusing, while elitist 
readers considered comic strips a lowbrow 
art form. Many comics fans complained 
that the strip was too complicated or con-
voluted, even though the strip repeated 
the same plot almost daily for over thir-
ty years. Now even Herriman’s personal 
life creates controversy; recently certain 
scholars have claimed that Herriman was 
the first successful black cartoonist, while 
others deny that Herriman was black at 
all. Modern readers either hate or love 
Herriman’s work, views towards Krazy 
Kat almost always falling at extremes. It 
takes some determination to sift through 
all of the beliefs swirling around Krazy Kat 
in order to enjoy the strip on its own mer-
its, but in the end such effort is greatly re-
warded.
 Krazy Kat doesn’t get a lot of rec-
ognition today, but its artistic influence 
remains substantial. Walt Disney was a 
great admirer of Herriman’s work, and 
expressed his condolences to Herriman’s 

Zane Mowry
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those who stick with Krazy Kat soon find 
that things are not as odd and confusing 
as they first appear. Instead, Krazy Kat‘s 
repetitious plot delights with its endless 
variations and surprises, fostering creativ-
ity in simplicity. The changing landscape 
focuses the reader’s attention upon the dy-
namic between the characters in the strip, 
lending Krazy Kat the uncrowded design of 
a minimalist stage production and there-
by reducing the strip’s action to its essen-
tial elements. And instead of becoming a 
distraction, the Kat’s ambiguous gender 
highlights the very confusion caused by 
preconceived notions of sex and gender 
roles in real life. The idiosyncrasies of Kra-
zy Kat are an important part of its appeal, 
while the supposed “challenge” that Krazy 
Kat presents to readers is vastly overrated.
 Even if Krazy Kat is not particular-
ly challenging to read, it still offers plen-
ty of intellectual fodder, and Krazy Kat’s 
ambiguous gender is only the beginning of 
a series of profound explorations of iden-
tity and individuality that surround Her-
riman’s work. For instance, Krazy has an 
extremely distinct accent that would seem 
to mark the Kat out as a foreigner, yet 
Krazy’s odd vernacular cannot be traced 
to any particular group or nation. In fact, 
Herriman’s Kat is gendered, yet gender-
less; “raced,” yet race-less; and even loved, 
yet hated in the same moment via Ignatz’s 
brick. Herriman encapsulates what seem 
to be diametrically opposed binaries with-
in a single individual, tearing down com-
monly-held notions about race and gender 
in the process. In doing so, he forces his 
readers to view his characters as individ-
uals rather than as members of a partic-
ular group. This is distinct from common 

major players. The titular Krazy Kat is in 
love with Ignatz Mouse; however, Ignatz 
spurns Krazy’s attentions, and throws a 
brick at the Kat in each strip in a malevo-
lent and oft-successful attempt to strike it 
in the head. Inexplicably, Krazy interprets 
this as a sign of the mouse’s affections, and 
only falls deeper in love each time Ignatz 
hits him with the brick. Meanwhile, police 
dog Officer Pupp bears an unrequited love 
for Krazy, and attempts to thwart Ignatz’s 
schemes by carting him off to the Coconi-
no County jail. 

 This strange little love triangle only 
marks the beginning of the bizarreness. 
Krazy Kat is ambiguously gendered, some-
times appearing to be male, sometimes 
female, and sometimes of no sex at all. 
Additionally, the landscape of Krazy Kat 
is in a constant state of flux, changing its 
form in almost every panel. Meanwhile, 
the brick-bashing love triangle is the ba-
sis for the vast majority of the strips drawn 
for a comic that ran for over thirty years. 
Such peculiarities can intimidate new 
readers and perhaps entirely discourag-
es some from ever reading the comic. But 
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at all, citing questionable practices by cen-
sus-takers at the time of Herriman’s birth; 
however, recent evidence showing that all 
of Herriman’s relatives were also listed 
as “mulatto” would belie this claim. Oth-
ers assert that Herriman was deeply tor-
mented by his decision to pass for white, 
and that his work reflects this distress; this 
claim is hard to either prove or disprove, 
but it does lead to many interesting read-
ings of Krazy Kat. What is certainly clear is 
that Herriman was deeply concerned with 
issues of identity and being, and that his 
work explores these topics magnificently.
Krazy Kat only becomes more fascinat-
ing, rewarding, and enjoyable with fur-
ther knowledge about the comic. But the 
strip is perhaps best enjoyed on its own 
terms. Delightful supporting characters 
like Mock Duck, Don Coyote, Mrs. Quack-
Wakk, and Joe Stork add entirely new di-
mensions to Krazy Kat, while the setting of 
Coconino County has its own strong per-
sonality, Herriman redeploying the weird, 
almost alien monoliths of his beloved 
Desert Southwest to great effect. Krazy 
Kat consistently elevates the familiar to 
the sublime, and thereby truly deserves a 
place among the great artistic works of the 
twentieth century. 

conceptions of post-racial identity, where 
skin tones merge and accents disappear; 
instead, Herriman retains racial signifiers 
in his work while disallowing any firm re-
al-world associations with these signifiers. 
Such explorations are especially relevant 
in an age where those who would like to 
maintain cultural forms of identity often 
clash with those who would like to move 
“beyond” race and gender completely.
 Herriman’s experiments with iden-
tity also cast an intriguing light upon his 
own life. Herriman was born in New Or-
leans to Creole parents and listed as “mu-
latto” on a government census. Ten years 
after his birth, Herriman’s family moved 
to Los Angeles, probably to escape rapidly 
increasing racial tension in Louisiana. It 
seems that the family was able to “pass” 
for white in California, thereby avoiding 
racial discrimination. Confusion regard-
ing this move and Herriman’s heritage has 
led to much debate. Some scholars like to 
claim Herriman was the first successful 
black cartoonist, which may be true in a 
purely physiological sense; however, Her-
riman did not identify as black, and in fact 
nobody was aware of Herriman’s Creole 
heritage until almost thirty years after his 
death. Some deny that Herriman was black 
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Art Ducko: First of all, thank you very 
much for agreeing to do this. I know you’re 
a busy man.

Mike AllreD: Thank you for caring [laughs]. 
Thank you for your interest.

AD: Who are some of your major influenc-
es who got you into comics?

MA: Well, my older brother is the reason why I 
even know what a comic book is. Growing up, the 
house was full of comics, and it was all because of 
Lee.  And so, him being my big brother, the stuff 
he was interested in made an impression on me. 
And he had great tastes, so a lot of the artists that 
are considered legends now were just there. Art-
ists like Jack Kirby and Alex Toth, and Joe Kubert 
and Jim Steranko, Barry Windsor-Smith—I was 
just really fortunate that all this quality, classic, 
timeless work was surrounding me as I was grow-
ing up.

AD: What are some of your favorite comics 
from your own career?

MA: Personal favorites of my own? [Laughs.] All 
of them, really. The reason I do them is because 
I enjoy them; otherwise I would quit doing them. 
Of course, what means the most to me is Mad-
man. He’s kind of become my alter ego, and he’s 
been the vehicle through which I can tell more 
personal stories—which is strange, because he’s 
a reanimated corpse who’s surrounded by robots 
and aliens and mutants. A lot of personal stuff is 
filtered through Frank Einstein. And Red Rocket 
7—being a huge fan of music and rock and roll, 
and to be able to tell the history of rock and roll 
through the eyes of an alien clone—is something 
I’m really proud of. And then the writers I’ve been 
able to work with actually have made it, in some 

ways, more gratifying. It’s certainly more chal-
lenging, but it’s also more gratifying, ultimately, 
because I’m working inside of somebody else’s 
head. If I had to pick a favorite, today I would pick 
Silver Surfer because it’s where all my energy and 
enthusiasm is focused, and of course that focus 
always changes. I just did a Madman 3D Special, 
and when we did that it came out even better than 
I thought it would and it became my favorite book 
ever. So what’s always most important to me is 
what I’m currently working on or what I’m about 
to work on. I really want whatever is contempo-
rary in my life to be the most important thing I’ve 
ever done. I can appreciate the milestones and 
progressions of the past, but the day that some-
thing I’ve done a long time ago is my favorite will 
be a very depressing day. I really want to always 
be excited about what’s happening now.

AD: That’s great to hear. Do the experienc-
es of working with different writers vary? 
Like how does working with Neil Gaiman 
compare to Peter Milligan, for example?

MA: They definitely vary. With Neil Gaiman, for 
instance, it was the first time I read a script that 
read like a personal letter to me. That really sur-
prised and impressed me. It wasn’t just a generic 
script. As he’s writing it, he’s calling me by name 
and suggesting things that he feels I might have 
strengths towards and things like that. That was 
really impressive because when you’re starting in 
the business you think that there are very strict 
formats and certain rules to follow, and you want 
to make sure you do it right so that your editors 
don’t think you’re an amateur. And reading a script 
that just had this very casual, but very intelligent, 
air about it… what it taught me very early on is 
that there are no rules, and what’s most import-
ant for any scriptwriter is to just communicate the 
story as best you can. To think that there are rules 

INSIDE THE HEAD OF A MADMAN
Louis Cicalese        An interview with Michael Allred
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that are going to inhibit you and be very stiff . . . 
it’s very liberating to know that those rules don’t 
exist. So it’s fun when I’m working with these dif-
ferent writers, and I’ve been really lucky—I’ve re-
ally worked with the best people in the business. 
And of course there’re very similar ways of writing 
a comic book—you know there’s that page-panel 
format—but then to see the subtle differences in 
how someone will communicate their ideas . . . 
most famous is how Alan Moore will pretty much 
write a novel in a panel description. Now, that’s 
great, but it can also be intimidating, and it can 
be confusing. There’s only so much you can put 
into a panel, and ultimately what Alan Moore is 
trying to do is, again, communicate as best he can 
what he wants in the panel, but it doesn’t mean, 
necessarily, that all that detail has to be there. He 
just wants to make sure that the artist he’s work-
ing with is very clear on the mood and setting and 
tone, and so he provides all this lush, descriptive 
text. Another writer might just have one sentence 
stating the location, and then leave it to the artist 
to fill it in. And both ways work brilliantly. Ulti-
mately, you’re going to be judged by the idea, so 
a great writer can have a great idea and commu-
nicate it in six words or in six paragraphs. And, 
personally, I prefer the six words because I think 
there’s more clarity and it’s more efficient, espe-
cially in a collaboration. And it’s also the way I 
write my own stuff because I know what’s in my 
head, so when I’m writing a script for myself it’s 
pretty much just a shorthand outline because I 
already know what I want. And, mostly, I try to 
put the dialogue down on the script so I can make 
sure it speaks naturally, and I won’t pressure 
myself because sometime when I’m drawing it, I 
want the dialogue to feel more natural and not 
be locked into it so I can improvise the dialogue 
rather than have very specific words that I need 
to stick with in the script. So some writers will 
be very clear about their dialogue, and others will 
change it after they’ve seen what I’ve drawn. And 
so, it’s all very loose and natural and flexible and 
organic. So there are a lot of similarities, but after 
a while you definitely start to notice very specific 
characteristics of each writer and how they differ 
from each other.

AD: When you’re starting a new project 
and looking for collaborators, do you typ-
ically get together with a writer first and 
come up with an idea, or do editors pair 
you together, or does it vary?

MA: It varies. With iZombie, Chris Roberson had 
the general idea of the series, which I liked, and 
he had been talking with Shelly Bond, the editor 
at Vertigo, and when she was asking about the 
art, he said, “I’d like to work with someone like 
Mike Allred.” And she said, “Why don’t we ask 
him?” and they did. What was great about it was 
I liked the initial concept, but I also had my own 
contribution, which he liked, and so there was a 
really great back-and-forth. With no exception, 
with every writer I’ve worked with I’ve always felt 
like my input was welcome. No one has been so 
precious about their idea or their script that they 
aren’t also willing and interested to hear what I 
would like to do with the idea, or expand upon 
the idea, or enhance or clarify it. Those are the 
best relationships, the ones where you’re not feel-
ing like you’re stepping on each other’s toes. And 
if you have an idea, and your collaborator rejects 
it, you’re not going to feel offended that they re-
jected that particular idea. There have been some 
things that have been in scripts that I didn’t care 
for or I wanted to change, and I’ve been encour-
aged to make those criticisms, and vice versa, 
and I’ve had an idea that’s been shot down, but 
that’s the collaborative process. You end up lift-
ing each other up, if it’s clicking.  Like right now, 
I just feel like Dan Slott and I…our chemistry is 
just perfect. We’re just providing each other an 
incredible amount of fuel, and we’re having the 
best time.

AD: Yeah, I’ve really been loving Silver 
Surfer so far.

MA: Thanks. I’m so excited about it and where 
we’re going with it. I’m very happy.



30

AD: Do you have any favorite comics com-
ing out right now by other creators?

MA: Archer Coe is a book that Jamie Rich wrote 
this year, which I really loved. I love Mark Waid 
and Chris Samnee’s Daredevil. And an Italian 
artist named Paolo Leandri did a series called 
Nightworld, with Adam McGovern, who scripted 
it, and it’s just crazy weird cool. I really loved that 
book. There’s lots of stuff.

AD: Do you have specific art tools that you 
really like to use? 

MA: Oh yeah, I’ll try new stuff all the time. I’m 
always looking for better tools. I have bags and 
boxes full of art supplies that I’ve tried and didn’t 
like. I’m always eager to try to grow and progress. 
Having said that, over the last couple of years 
it’s really boiled down to very consistent tools. I 
use a twist-erase clicker pencil, and I like nice, 
soft lead, like either an HB or classic #2-style 
lead, or 2B and softer lead because I like smudg-
ing the graphite and getting extra textures. But 
I don’t like sharpening a pencil, and with these 
clicker pencils I can get a sharp enough point just 
by using it. I don’t see myself ever using anoth-
er pencil. I’ll often use a kneaded eraser because 
it doesn’t leave a lot of eraser debris afterwards, 
and it’s therapeutic to stretch and pull. And after 
that I ink with Windsor & Newton brushes, Se-
ries 7. I’ve tried other brushes and nothing has 
come close to having the consistent quality of the 
Windsor & Newton Series 7 brushes. And I gener-
ally use a #1, and sometimes a #2. #3 is a little too 
big. For ink I generally use Higgins Black Magic 
mixed with Speedball Super Black. Higgins Black 
Magic tends to be a little bit watery, and Speed-
ball Super Black is thick. Mixing them together, 
for me, creates the perfect ink. And I can vary 
the consistency by just adding a little bit more of 
one or the other, so I get a nice, rich, controllable 
black ink. And that’s really what my toolbox boils 
down to. Those have been my consistent go-tos 
for over ten years. Oh, and for markers, I should 
say, sometimes it’s nice to just break out a pen 
and fix something or do some detail. And gener-

ally I like to ink everything with a brush, but Dar-
wyn Cooke turned me onto these PITT Pens by 
Faber-Castell. And markers in the past . . . they 
say that they’re permanent ink, but they’ll fade. 
So there’s original art of mine that I’ll see again 
and the ink is faded. It’s ridiculous. I have yet to 
see these PITT Pens fade. 

AD: There are always lots of people who 
have hopes of going into the comics busi-
ness. Do you have any advice for them?

MA: The best advice I can give is to always do it 
because you enjoy it, and do everything you can to 
maintain that enjoyment, that passion. I strongly 
believe that talent is merely a very enthusiastic 
interest in something, and I’ve noticed people, 
when they first started out, whose stuff doesn’t 
look very good. But they have such a passion for 
it that they keep doing it, and the more they do it 
the better they get at it, and the better they get at 
it the more their passion for it increases because 
you enjoy it more as you’re improving. And so it’s 
this beautiful cycle of progression as your affec-
tion for what you’re doing increases the quality of 
your work, which is what people call talent.

Madman original character by Michael Allred
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Get involved with Art ducko
If you are interested in having work published in Art Ducko magazine, contact us at:

 UOComics@gmail.com

Find us online for events and other news 

ArtDuckoMagazine Art_Ducko ArtDuckoMagazine
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