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Many Americans remember the 1950s as a 
simpler, happier time: a period of nation-
al unity and prosperity built around “tra-

ditional” family values.  But these feelings of nos-
talgia owe more to TV shows such as Leave It To 
Beaver and Father Knows Best than reality.  In fact, 
the 1950s were marked by racist persecution, Cold 
War paranoia, and an anti-feminist backlash against 
the freedoms women had come to enjoy during the 
World War II era.
 It was also the decade that America declared 
war on comic books. 
 The comic book was an upstart medium in 
those days. Blatantly commercial and sensationalist, 
most comics were just crude, dumb fun.  But the na-
ture of the readership was changing.  During World 
War II, millions of comics had been shipped in care 
packages to troops overseas and many demobbed 
GIs kept up their comic book reading habit after the 
war ended.  Meanwhile, the first generation of comic 
book readers had begun to grow up, and while some 
left the art form behind along with other pastimes 
of childhood, others were looking for stories that 
spoke more directly to their interests as teenagers 
and young adults.  

And as the audience matured, so did the me-
dium.  Interest in superheroes waned, giving way 
to other genres such as Crime, Romance, Westerns, 
and Science Fiction.  Comic book creators grew in 

aesthetic ambition, and pushed to explore more 
sophisticated themes and concepts.  However, no 
rating system existed, and most newsvendors and 
distributors did not distinguish between titles that 
were obviously aimed at young children and those 
aimed at older teens and adults.  At the same time, 
scare-mongering journalists and opportunistic pol-
iticians were fomenting public concerns about the 
negative effects of comic books on young minds; and 
in the early 1950s, anti-comics sentiments rose to 
the level of a full-scale moral panic. 

The opinions of the anti-comics lobby were 
expressed in popular magazines, newspapers, radio 
talk shows, and TV specials — all warning parents 
about the danger that comics posed to their chil-
dren’s moral wellbeing and intellectual develop-
ment. In retrospect, much of the criticism published 
against the comic industry seems as sensationalist 
than material it condemned.  For example, the Sat-
urday Review of Literature published an article en-
titled “The Case Against the Comics” that identified 
the art form as the “marijuana of the nursery; the 
bane of the bassinet; the horror of the house; the 
curse of kids, and a threat to the future”. Under the 
headline of “A National Disgrace”,  published by the 
Chicago Daily News,  journalist and children’s au-
thor Sterling North described comics as: 

“Badly drawn, badly written, and badly 
printed - a strain on the young eyes and young 
nervous systems - the effects of these pulp-pa-
per nightmares is that of a violent stimulant. 
Their crude blacks and reds spoils a tchild’s 
natural sense of colour; their hypodermic in-
jection of sex and murder make the child impa-
tient with better, though quieter, stories. Un-
less we want a coming generation even more 
ferocious than the present one, parents and 
teachers throughout America must band to-
gether to break the ‘comic’ magazine.”

 But the anti-comics movement found it’s 
most articulate champion and figurehead in Dr. 
Fredric Wertham, a prominent New York-based 
psychiatrist. Wertham (pictured right) published 
several articles asserting a direct connection be-
tween comics and juvenile delinquency, going so far 
as to claim that one could not hope to “understand 
present-day juvenile delinquency if you do not take 
into account the pathogenic and pathoplastic influ-
ence of the comic books, that is, the way in which 
they cause trouble or determine the form that trou-
ble takes.”  Comics, he insisted, “immunize a whole 
generation against the recognition of cruelty and 
violence and stimulate unhealthy sexual attitudes: 
sadism, masochism, frigidity.”  

Wertham’s claims were taken seriously, and 
the picture he painted frightened parents every-
where. His opinions were widely promulgated in 
the popular press and in a successful book, melo-
dramatically entitled Seduction of the Innocent 
(1954). Of course, there were a few educators, psy-
chiatrists, and journalists who disputed Wertham’s 
studies; and today it has been established that he 
did not merely overstate his case, but distorted and 
even fabricated his data in the service of his cru-
sade. However, at the time, the damage was done. 

Wertham’s theories would have a profound impact 
on the economic and aesthetic development of the 
comics industry for the next two decades.

As concerns grew, parents and teachers 
joined forces to have comic books banned in schools. 
Several municipalities began proposing legislation 
to limit and impede the distribution of comics.  One 
such law, passed in New York in 1955, decreed that 
selling and distributing comics to minors was a 
criminal offense, punishable by a fine of up to $500 
and/or a year of jail time.   (The law was of course 
ruled unconstitutional — as lawmakers of the time 
must have known it would be — but the fact that 
it could be passed at all indicates that there were 
votes to be found in pandering to the anti-comics 
lobby.)  Other communities took matters into their 
own hands, and went so far as to go door-to-door 
collecting comic books and holding public mass 
burnings as a sign of protest towards the materi-
al being published.  One of the most well-known of 
these burnings was held in Binghamton, New York; 
it was followed by similar comics burnings in Mis-
souri, Chicago, and Vancouver.  Thousands of com-
ics were gathered and destroyed. Finally, in 1954, 
the comics industry found itself under the scruti-
ny of a United States Special Committee headed by 
Senator Estes Kefauver. Publishers were 
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2 “Sterling North, “A National Disgrace,” The Chicago Daily 
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dragged before Senate committees and in-
terrogated like criminals. Dr. Wertham was among 
those called to testify. He repeated his claims that 
comics damaged the ethical development of children 
and predisposed them towards delinquency later 
in life. “If it were my task, Mr. Chairman, to teach 
children delinquency, to tell them how to rape and 
seduce girls, how to hurt people, how to break into 
stores, how to cheat, how to forge, how to do any 
known crime, if it were my task to teach that, I would 
have to enlist the crime comic book industry.”  

In reaction, the beleaguered industry re-
sponded by establishing the Comics Code Authority 
in an attempt self-regulation.  The code restricted 
the topics that could be treated in comics and denied 
distribution to all but the most anodyne material; 
and unlike previous attempts at self-censorship, the 
code was strictly enforced by NYC judge, Charles 
Murphy.  What’s more, comic book wholesalers re-
fused to handle any comic that came to them without 
the CCA’s seal of approval.  As a result, several com-
panies were forced out of business, and the artistic 
development of the medium was hindered (though 
not quite arrested) for many years to come.

No comic book company played a more cen-
tral role in these events than Entertaining Comics — 
better known to fans all over the world as EC. The 
writers and artists at EC fought a subversive war 
against 1950s conservatism in such classic titles as 
Tales from the Crypt, Weird Science, Shock Suspen-
Stories, and Frontline Combat.  They rebuked racists 
and warmongers, critiqued the paranoid state, and 
exposed the dark underside of heterosexual domes-
ticity with tales of jealousy, hypocrisy, and murder. 
They tackled these issues in stories like “The Guilty,” 
in which a bigoted sheriff arrests a black man for the 
murder of a white woman — on the testimony of a 
white man who later turns out to be the killer. (In 
the shocking but all too believable final scene of this 
story the sheriff shoots the accused man in the back 
before claiming he was killed while trying to escape).  
Other stories tackled the specter of McCarthyism, 
the KKK, the death penalty, anti-Semitism, and var-
ious forms of capitalistic exploitation.  

There were also plenty of sensationalist tales 
of a less political kind in the EC canon, such as the 
notorious “Foul Play,” in which a team of baseball 
players takes revenge after one of their own is mur-
dered, dismembering his killer and playing baseball 
with his body parts. Perhaps even more shocking (to 
parents) were the stories in which the antagonists 
get away with their crimes without punishment, as 
is the case in “The Orphan,” in which a little girl 
kills her father and frames her mother so that she 
can live with her aunt.  EC comics were provocative, 
excessive, and sometimes even sadistic — but (un-
like many of their competitors) even their most gro-
tesque material was leavened with a sense of irony.  
Indeed, in 1952 the satirical side of EC was given free 
rein when they launched a humor comic called MAD, 
devoted to parodying the more sanitized pop-cultur-
al products of the era with merciless precision.

Unfortunately, the stories and artwork that 
made EC such a groundbreaking and important 
publisher also made it a target for the anti-comics 
backlash. When Wertham appeared to galvanize and 
channel public disapproval, it was EC that took the 
brunt of criticism. Bill Gaines (pictured above) was 
the only publisher of horror comics who spoke on 
behalf of the genre at Kefauver’s Senate hearings. 

___________________
3.  Dr. Frederic Wertham, qtd. “Afternoon Session: Testimony of 
Dr. Frederic Wertham,” TheComicBooks.com, ed. Jamie Coville, 
http://www.thecomicbooks.com/wertham.html

4. William Gaines, qtd. “Testimony of William Gaines,” 
TheComicBooks.com, ed. Jamie Coville,
 http://www.thecomicbooks.com/gaines.html

As a result, he became the face of the industry at 
the worst possible time.  With a scapegoat so read-
ily available, many of the other comic publishers 
turned their backs on Gaines — even agreeing to ban 
the words “crime,” “horror,” and “terror” from com-
ic book titles, when it was clear that EC that would 
be the company most negatively affected by such a 
move.  Unable to get approval for most of his stories, 
Gaines eventually ceased publishing — with the ex-
ception of Mad, which escaped the restrictions of the 
Comics Code by becoming a magazine.  Mad was the 
only EC title to survive the war on comics; it went 
on to become one of the most successful American 
magazines of the 20th century.

EC’s heyday as a comic book publisher only 
lasted for a short time; but the effect on American 
pop culture is still visible today.  The EC company 
was home to some of the most influential artists in 
the history of American comics, including Wallace 
Wood, whose science fiction tales shaped the young 
imaginations of George Lucas and Steven Spielberg; 
Graham Ingels, whose ghastly drawings fascinated 
future masters of horror such as Stephen King and 
George Romero; and Harvey Kurtzman, an expres-

sive, exuberant cartoonist now widely regarded as 
one of the great American satirists of the 20th centu-
ry. The stories that EC published helped inspire R.L. 
Stine and his series, Goosebumps, which brought 
tales of horror and delight to a whole new genera-
tion. EC even found their way to the TV screen in 
1989 with Tales from the Crypt; most of the episodes 
of the popular horror anthology show were based 
on specific EC stories. The series ran until 1996 and 
helped launch the careers of many celebrities (in-
cluding Brad Pitt, Whoopi Goldberg, and Ewan Mc-
Gregor).  And of course, the influence of EC on later 
comic book creators — from the 1960s underground 
to the contemporary mainstream — was incalcula-
ble. 

Thanks to this network of extended influenc-
es, the creative explosion of EC comics continues to 
reverberate today.  In fact, the rise and fall of the 
company stands as a pivotal story in pop culture his-
tory, as well as one of the most significant episodes 
in comic book history.  

Want to know more?  The Jordan Schnitzer Muse-
um of Art on University of Oregon’s campus is hosting the 
largest exhibition of EC comic art and memorabilia ever 
displayed in an accredited American museum.  The exhibi-
tion, Aliens, Monsters, and Madmen: The Art of EC Comics, 
will be open to student from May 14 to July 10, 2016.  (There 
will also be a reception and party on the evening of Friday, 
May 13th.)  Attend at your own risk — and rediscover the 
achievements of EC comics! 
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Story + Art : Brixton Morley

BOINK

and ruled by-

their population 
concentrated in the capital 
Chajasa on the shores of 

river Thermodon…

Planet Themiskyra, a small satellite out in space

  a peaceful planet dominated by a native race…

Of Amazons

Ha 

Ha h
ah

Hippolyte!

hahahahaaa
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You are one hard 
lady to find first thing in
 the morning, I've been 
looking everywhere!

Alleo I just woke up

You didn’t waste time bumpin’
 into Deia's son...

... you're so old 
fashioned Aello,

Men have just 
as much a right to free 

existence as we do... they are not to
 be rooted in our beds, to the disposal

 of our pleasure.

How many times do I have to remind you? 

I say kill ‘em all
--unless they’re 

well h-

Will that
 attitude 

forever eclipse 
your 

understanding 
from the 

possibilities
 of equality?

You

Betcha'

Then let us change the subject.
 What was that was so important?

Oh yeah,
 the summit is 
meeting half 

an hour early...

huff
huff

Inc
omi

ng 
cal

l

Meanwhile
Incoming call from sir Eurystheus

Incomin
g call 

from si
r Eurys

theus

I hear ya
 annoying

 bitch

We make contact within an hour

How is your ninth 
task coming, Hercules?

BEEP

Return with the belt
 of the Amazon Queen...

And take care, Hercules, 

for they are a cunning 
and warlike race who hate males

If you fail in this challenge, 
then you will never be redeemed

 in the eyes of the gods

I will succeed. 
No matter the cost.
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My people… how glad I am
 to share your joys, and sorrows. 

I hope that we will continue 
to make progress… 

and that our hearts may grow

…huh?

What the- a ship?!

C     a              hR S !vrr
ooo

oo
n

 I told you -
put down the damn 

terrain gauge!

yes, but only 
when we were already

 crashing!

To me!
 We find hippolyte, 

and hope she is generous
 in our quest

...Ever seen a 
pinched off tit before?

a half god?

an amazon?

No need to find me, 
son of Zeus and Alcmene. 

What brings you to our province?
 We need not for men here.

Ours is a peaceful mission, 
made in the name of King Eurystheus.

We come to claim the belt in his honor.

Yet he does not come to win it for himself? 
Strange are the ways of men…

but I will honor your request- 
You may have it, as a token 

of our hospitality and diplomacy.

Yet another watched this scene, 
and saw her Queen surrounded 
by aliens allied to a monstrous 
deformed half god. She saw 

only an attack. Alone, 
she must raise the cry to save 

her sister in arms.
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The Queen is
 being taken!

Aliens with A Half God
 has surrounded her!

Haste to the 
river mouth!

The Queen?!

Who dares!

A man?!

Here?

Before its too late!

The Queen!

Treacherous whores!

It is drowned out by the death 
these hands have wrought

 before me

a wife...
                                                                                       SCREAMING                        chldren...

BLOODIED

I can hear the song of battle
Faintly all around me

The three 
judges of the dead 

                       come before me.

 

                   May the gods mark this injustice.
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Stephan Franck is a director, writer, animator, 
and comics creator. His comics series Silver is a 
crime-noir-meets-vampires adventure. In it, con-
man James Finnigan learns of vampire lord Drah-
Khann’s treasure: a great relic of silver — the metal 
that hurts, yet allures, vampires. Finn aims to steal 
Drah-Khann’s treasure from under his nose, with a 
crew including a psychic boy and a vampire slayer 
proficient with her sword. Silver, in all its black-and-
white, zip-a-tone glory, currently has six issues, col-
lected in two volumes.

Art Ducko: How did Silver start? And why did 
you choose to publish through your own company 
rather than going through a pre-existing indepen-
dent publisher like Image Comics?

Stephan Franck: Silver is a story that I’ve had 
with me for a long time. I had originally conceived 
it as a movie script, but these days it’s a hard road 
for a big movie not based on a pre-existing fran-
chise. Even if a movie sells, the studio develop-
ment process can become very tortuous, as there’s 
no published “canon” to keep everyone on track 
with the original vision.  At the same time, I had 
been longing to get back into comics. I’ve been a 
hard-core comics fan since I could read, and was 
doing comics through college, but then, anima-
tion took over everything, and comics became 
the road not taken. I was missing that art form, 
and began to envision Silver as a graphic novel. I 
have a love for the graphic novel form, works like 
The Dark Knight Returns, or Watchmen, or The 
Long Halloween. Those to me are more than just 
completed arcs in a series. They’re singular piec-
es of art and literature, with great sophistication, 
narrative and thematic integrity, but also with the 
guilty-pleasure factor cranked up to 11. It also be-
came clear that to preserve the autonomy of the 
project, I should publish it myself through Dark 
Planet. We’re talking artistic autonomy of course, 
but also keeping control of the marketing, the 
publishing schedule, steering of the media rights, 
et cetera. It’s probably not the way to go for every-
one, but for someone who has an entrepreneurial 
spirit, it is a great adventure. 

AD: You mentioned wanting to get back into 
comics. What came before Silver?
   
SF: Silver is my first comic done in a profession-
al context. I did a lot of comics in my formative 
years, from early childhood through college, but 

forging silver :
from working in motion to working in pAnels

An Interview with Stephan Franck -  Conducted by Tyler Crissman

that was just me trying to learn the craft. I was 
mainly trying to copy artists I admired. From 
John Romita and Neal Adams when I was a kid, 
to Frank Miller and Howard Chaykin in college. 
Somewhere in there I bought an airbrush to try 
to emulate Richard Corben’s incredible colors. 
Needless to say, it looked nothing like Corben. I 
even had a Ray Moore period where I was trying to 
recreate his kind of 1930’s pulp adventure. I don’t 
think I have any of this early work, and I wish I 
did. Thinking back on it, it sounds like it contained 
most of the influences converging in Silver. But 
from the time I entered Gobelins School of the Im-
age, until 3 years ago, it was all animation.

AD: How was the transition from working in 
animation to working in comics?

SF: To tell the truth, I was a little apprehensive. I 
knew I could handle the storytelling part — that’s 
the easiest part of the process for me — but I was not 
so sure about the illustrative quality. In traditional 
animation, it’s the change between the drawings 
that the eye tracks, not the individual drawings, 
which flash on screen too fast to be actually seen. 
So animation is about encoding your drawing in a 
visual language of shapes that you can track 
well enough to control that flow of change. 
Freeze-frame some of the best classic Dis-
ney films, and you’ll find a lot of odd indi-
vidual drawings. And that’s fine, because 
they’re not meant to be freeze-framed. Sto-
ryboarding is a workshopping process that 
the audience never sees, so everything is in 
short hand. But for comics, not only does a 
drawing need to tell the story, but it needs 
to hold its own as a permanent piece of art. 
Unfortunately, it’s easy to go past illustra-
tive and into decorative — where there’s so 
much detail that the narrative aspect loses 
its momentum and clarity. An animation 
drawing only uses the minimum number of 
lines needed, as every line has to be carried 
through every drawing in the scene. Look 
at a Disney drawing, and you’ll see that you 
can’t remove a single line without losing 
critical information. I tried to use the same 
sense of economy with my illustrative ele-
ments, and hopefully get to a place where 
every line, every black area, every textural 
detail is needed. 

 From the storytelling standpoint, I used 
the same “film language” as for film: Mind the 180 
line, control the horizon from panel to panel, treat 
the angles from panel to panel the same as I would 
from shot to shot, so that it “cuts” well, but most 
importantly, have each shot be from a definite 
point-of-view. What this shot is about and whose 
eyes we’re seeing this through are the key ques-
tions. That doesn’t mean somebody’s literal POV 
(although sometimes it does), but it mostly means 
that the shot always represents someone’s percep-
tion of the moment. I tried to bring the same kind 
of clarity and emotional and sensory effectiveness 
to the page that I would in a film shot. The only 
new dynamic was deciding how much to compress 
or decompress the storytelling.  In the old days, 
masters of compressed storytelling like Jack Kir-
by would deliver a totally satisfying intergalactic 
epic full of human pathos in 18 pages. The style of 
stories we tell now has changed, so you can’t com-
press it that much. Plus, as I mentioned earlier, I 
am a huge fan of graphic novels, like Watchmen, 
that have an incredible immersive quality. So I 
tried to find my own pace. Something that has tex-
tural richness with the world and characters, and 
yet moves at lighting speed when it must.
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AD: You’ve mentioned Jack Kirby and others as 
inspirations. Can you describe the ways in which 
these and other inspirations flow into Silver?

SF: There was a weekly TV show late every Fri-
day night when I was a kid, called Midnight Cin-
ema, that showed black-and-white movies from 
the 1930’s and 40’s. They included sci-fi, horror, 
monsters, pulp-adventure, gangster, and screw-
ball comedy. You had your mix of masterpieces 
from Fritz Lang, Todd Browning, etc; B-movie 
masterpieces like King Kong and Tarzan; and just 
regular B-movies with lost cities in the jungle or 
Chinese secret societies; and the Thin Man series. 

In my mind all that merged into one connected 
black-and-white universe where you would have 
noir gangsters, private eyes and washed-out prize-
fighters in New York City, then hop on a plane, go 
to Africa and find yourself in a lost city that may 
or may not have been Atlantis. And if you stopped 
over in England and got lost around the moor, you 
might find out the hard way that you are in fact 
inside the Bram Stoker or Arthur Conan Doyle 
universe. That world was full of fun and mystery. 
Tales of when the world was a bigger, still undis-
covered place. A pre-Google Earth world, if you 
will. So that world is basically the world of Silver, 
and the black-and-white/zip-a-tone presentation 
of it is meant to connect with the period, and its 
sense of mystery.
 Meanwhile, different comics creators cap-
tured my imagination, and brought their own 
voices to some of those elements. Kirby, for in-
stance, was the king of insane mythologies. Al-
though some consider it one of his lesser works, I 
love The Eternals. In Silver, as I’m tackling Drah-
Khann’s ancient mythology, I’m humbly trying to 
channel some of Kirby’s epicness and insanity. 
Another big influence on me was Will Eisner. The 
noir city stuff in Silver is heavily influenced by The 
Spirit. For example, the way I define the spaces 
by the light and shadows of giant windows, weird 
stairs that go on for miles, and the super dramatic 
angles and points of view are inspired by Eisner’s 
composition. I’m also drawing a lot from his sense 
of character comedy that I find deliciously goofy. 
However, when I try to reconnect with a certain as-
pect of a creator’s work, I make it a point to never 
look at the actual reference. I just try to reconnect 
with my emotional memory of reading or seeing it. 
That way I get the inspiration, but I am not overly 
influenced by it. The last reference I would give is 
Jim Steranko, who blew me away with his use of 
black, especially in his work from the 80’s like his 
Outland adaptation, my favorite movie-to-comic 
adaptation ever. In fact, Finn’s “burglar outfit” is a 
direct homage to Steranko’s Nick Fury outfit. 

“for comics, not only does a drawing 
need to tell the story, but it needs to 

hold its own as a permanent 
piece of art.”

AD: Where did you draw your vampire from? 
How much is from Bram Stoker’s novel, and how 
much is outside information?

SF: I’m basically using well-accepted vampire 
lore, as defined in the original novel. But although 
silver was mentioned by Stoker, it was just in pass-
ing and doesn’t play much of a part in his story. 
It’s in later works like Blade that silver became a 
more prominent motif as “something that burns 
vampires”. However, I gave the vampires a morbid 
fascination with silver, as I thought it made sense 
thematically, and worked perfectly for this story. 

AD: The way you described Silver’s world of mys-
tery, where conmen can run into vampires, is re-
ally cool. But it raises the question: What inspired 
that particular combination?

SF: Regarding inspiration in general, and where 
ideas come from, for me, it has to be an organic 
thing. I really can’t “decide” on ideas before I start. 
I have to sit down at my desk and surrender to the 
process. Hopefully get into a state where I turn on 
the tap, and good stuff comes out, flowing straight 
from my creative unconscious. That being said, 
I love to analyze it afterwards. So in hindsight, I 
think that vampires and conmen are perfect foils, 
as they are thematically very similar. They’re both 
predatory in nature, operate at night, exist on the 
outskirts of society, and don’t engage productive-
ly in emotional relationships like the rest of us. So 
I’m colliding the figuratively soulless with the lit-
erally soulless, and looking at what comes out. As 
the story progresses, this leads to an examination 
of what it means to feel alive. Is it enough just to 
walk around alone against the world? How long 
can you play that game and not feel dead inside? 
So we’ll find that this is actually a redemption-ver-
sus-damnation story. Of course, I’m not going to 
spoil who gets what.

AD: In the creation of Silver, is there anything
you’ve particularly enjoyed, or found challenging?

SF: Anybody working on their craft develops a 
bag of tricks over time. There are types of mo-
ments you know how to do because you’ve done 
them before — in writing, drawing, or storytelling 
in general — and you tend to “like” doing them be-
cause they feel comfortable. But there’s also stuff 
that terrifies you because you’ve never had to deal 
with it. Over the years, when I was storyboard-
ing on movies, there were always a couple of se-
quences that I would definitely not want, and sure 
enough that’s what I would get. I would say, “Give 
me anything but that car chase,” and they would 
look at each other and go, “Oh actually, that’s what 

we have for you...” And each time, the thing I was 
dreading the most ended up being the most fun. 
For instance, I’m now drawing Issue #7, and there 
is a horse chase that I knew was coming, and that 
I have been dreading since I started the series, be-
cause until 3 days ago I didn’t know how to draw a 
horse to save my life. But I had to do it, and now I 
can’t get enough. That has been my experience in 
general, creatively. That’s also how you can sus-
tain a career, because you don’t always get to work 
on projects that at face value cater to your pas-
sions. So you have to find your truth and connect 
creatively with any piece of storytelling you’re in 
charge of. Sometimes you do like the subject mat-
ter, but sometimes you just find some unexpected 
truth. Of course, Silver is a passion project, so I’m 
excited about all of it, even if some of it is challeng-
ing. As for characters, there’s not one character in 
Silver that I don’t have a fondness and empathy 
for. I think I get where they’re all coming from, 
and it’s so much fun to give them a voice.pw

AD: Do you have advice for budding cartoonists?

SF: Ultimately, art needs a point of view, and it 
has to be yours. That being said, you need to com-
municate that point of view on two levels. Level 1 
is clarity: People need to understand what you’re 
trying to communicate. That is not trivial, because 
a professional artist may be asked to communicate

“It’s not enough for the reader to simply understand what 
is going on in the art…It’s about the ability to create moments

 and make the reader experience them immersively.“
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some very fine points of storytelling. Looking 
across at my other screen right now, I see a de-
scription in the script that says, “She looks away 
— she knows he’s right”. Well, that’s a subtle piece 
of information that you need to have the drawing, 
staging and overall storytelling skills to capture, or 
else you can’t tell the story. But then, Level 2 is ef-
fectiveness. It’s not enough for the reader to simply 
understand what is going on in the art; they must 
be made to feel a certain way about it, either on a 
sensory or emotional level. If you’re doing a car 
chase, it’s not enough that the reader understands 
who’s passing who. They also need to get a visceral 
feeling of speed and maybe danger as they read the 
page. It’s about the ability to create moments and 
make the reader experience them immersively.
 So how do you get there? There really is a 
yin and a yang to this. I sometimes see portfolios 
that feel very inspired, and you already sense the 
artist’s voice coming through, but it’s hampered 
by technical limitations that make the art unable 
to communicate its point convincingly. In that 
case, the good news is that the part that’s miss-
ing is the part that one can learn. The artist needs 
to really engage with life-drawing, perspective, et 

cetera, to get to a higher level of draftsmanship. 
Meanwhile, you see other students whose work 
seems overly preoccupied with the technical side. 
You can see that they’re trying so hard to “do it 
right” that they’re completely disconnected from 
their own voice and inspiration. I know exact-
ly how that feels, because I went from being the 
first case to being the second case, and it took me a 
while to get to where technique and creativity feed 
on each other. So I would advise young artists to 
try to work with the best mentors they can find, 
but instead of being paralyzed by the fact that you 
can’t draw like them, be inspired by the honesty 
and earnestness with which they do their thing. 
And then you do yours. Personally, the most inspi-
rational artist I was lucky enough to work with is 
Glen Keane, and he taught me to see what was cool 
in any artwork, focus on that, and go from there. 
It was also important for me to see how hard he 
works, and struggles like anybody else. His trash-
cans were full of perfectly good drawings that just 
weren’t what he was looking for, for that particu-
lar moment. So that’s how I advise to go about it. 
Keep looking for the truth, but make it a conversa-
tion, not a quiz. There are no wrong answers.

...a bittersweet farewell 
to our Graduating Ducks:  

Ruby Lambie, Jalan Ember 
& Louis Cicalese

but first...
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Lauren Bryant

Nate Thomas Summer Nguyen
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