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elcome to our frenetic fourth issue. But before we
begin…

Have you ever noticed how good this magazine looks? I know
I have. You know why it does? It’s because of the stellar work
done by our ace designer: Mr. Chris Day.

Chris is, issue after issue, able to take the raw material that
I supply him with and put it through his creative imagination so
that Write Now! comes out looking as good as it possibly can.
Chris will often find illustrations to perfectly complement the
articles and interviews. He regularly makes suggestions that
are incorporated into an issue and, even if I decide I want
something other than what he’s suggested, he always adds
something to my idea that I never would have envisioned.

Chris also designs other fine TwoMorrows mags, and he runs a
terrific Harlan Ellison website. It’s at www.sequentialellison.com.
Putting this magazine out is a lot of work. Without Chris it’d be a
hundred times harder, and nowhere near as much fun. Thanks,
Mr. Day.

So, here we are at issue #4. As you’ve already seen, we
have a sensational, new American Flagg! cover by his creator,
the inimitable Howard Chaykin. Thanks, Howard!

Inside, as always, we have some super-cool Nuts & Bolts
lessons and tips on how to make your writing better.

• First, we’ve got TV and comics material from Mr.
Chaykin, himself There’s some Flash, some Mutant
X, and some step-by-steps on how he creates comics
stories. Howard’s one of the most distinctive voices to
ever come down the comics and TV pikes. Observe
and learn.

• Fabian Nicieza also has granted us a boatload of his
writing. You get to peer inside his brain—as messy as
that may sound—as he shows us how a story goes
from premise to plot to script—and more!

• Longtime collaborators Tom DeFalco and Ron Frenz
show how to tell a complete comics story in FIVE
PAGES! It’s got all the elements a compelling story
needs—and, of course, hoo-hah action as you like it.
These guys are masters of the craft, as the Mr. Right
story they present for us will show.

• Steven Grant is back with another eye-opening article,
this one about how to maneuver your way through the
business end of Hollywood.

• Hollywood’s own Paul Dini shares a script for one of
his own groovy characters, Jingle Belle, daughter of
Santa Claus. It’s imagination unleashed for your
benefit!

• And there’re more of Dennis O’Neil’s class notes, as
he instructs his students in what makes a story in
comics and out.

Then, sharing more wisdom, we have our “lessons disguised
as interviews.” Check out this line-up:

• For starters, we have an interview with Howard
Chaykin himself, giving his views on the ins and outs
of comics and TV as only Howard can. You may not
like everything he says—but it’ll sure give you
something to think about.

• Fabian Nicieza started out as a (non-editorial) staffer
at Marvel, hoping for a break. With hard work and a
head full of ideas, Fabe was soon the top-selling writer
in the industry, writing such titles as New Warriors, X-
Men, and Thunderbolts. Read what he has to say
about those years—and how it led to what he’s doing
today in comics and in other media.

• Best known for his work on the Batman and Batman
Beyond animated series, Paul Dini does distinctive
comics writing, both mainstream and independent.
He’s passionate and articulate and has a lot to tell—
and teach—about how he makes his own way in
comics and in Hollywood.

• Plus, we have the conclusions to our interviews with
Dennis O’Neil and Kurt Busiek. If you thought what
they said last issue was intriguing, check them out
this time around. They’ve saved the best for last—as
great storytellers always do.

Next issue, we have our awe-inspiring interview with Will
Eisner. Will talks about comics past, comics present and
comics future. When he speaks, you listen. Ditto for Spider-
Man’s J. Michael Straczynski, who’ll be interviewed by Jim
Salicrup. Then, there’s an in-depth interview with Batman
Group Editor Bob Schreck, an eye-opening talk with Dark
Horse’s Senior Editor Diana Schutz, and an insightful yack-fest
with Platinum Studios’ head, Scott Mitchell Rosenberg.

There’ll be more Nut & Bolts from Fabian, Paul Dini, Joey
Cavalieri (whose excellent “Writer’s Block” article in DFWN #3
unblocked writers all over the globe!) and Dennis O’Neil, and
from the some surprise teachers.

And I haven’t forgotten about the new special feature we
promised, but it’s gonna start in issue #6, not #5. It needed
some more time to ferment, but it will be truly worth the wait.

That’s it for now.
Write Away!

Danny Fingeroth
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Message from Danny Fingeroth, editor
READ Now!
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DANNY FINGEROTH: I’m
speaking with Howard Chaykin,
who’s out in his Los Angeles
home/studio. Let’s star t with
a little bit of history. You’ve
always said that Gil Kane,
was a great influence on you.
Besides Gil, was there
anybody—any teachers or
family members—who were
instrumental in your
becoming a professional
creative person?

HOWARD CHAYKIN: My
mother died never
having any real idea
what I did for a
living. And comics

were never a part
of anybody
in my
family’s

lives, so, naturally, the
creative impulse was
never there. I wasn’t
actively discouraged,
nor was I in any way
encouraged. Comics
were regarded as
frivolous and stupid,
and frankly, I don’t
think anyone in my
family ever really
made the leap to see
the difference between
reading them and doing
them.
DF: What kind of work were they involved in, your family?
HC: Back then, we ran a union on my mother’s side. My father
was a low-life.
DF: “Ran a union” in what sense? What union?
HC: A trade and craft union.
DF: Okay. What kind of stuff did you watch or read as a kid?
HC: At which part of being a kid? Being a kid in comic books
lasts an awfully long time.
DF: Give as much of a progression as you want to give. What
switched that possibility on in your brain? How does it go
from, “These comic books are interesting,” to “this is what I
want to do for a career”?
HC: I was obsessed with comic books from very early on. My
vocabulary expanded exponentially with the arrival of comics in
my life. I was an early reader, so I was reading on a fairly high
level as a kid, and comics helped that—sort of “Dick, Jane”
and the “invulnerable.” I was also obsessed with television and
movies. The crappier the better.
DF: Action, comedy...?
HC: Both. And war pictures. I was never a horror fan. I never
much liked monster movies because I was a chickensh*t. But I
loved war movies, musicals, westerns, comedies, crime.
DF: And you were a big science fiction reader.
HC: Yeah, until a point in my early twenties when I realized that
it had really lost its appeal to me.
DF: Because...?
HC: Mostly because I felt that it wasn’t really about much other
than itself. I still write it, because there is a market for it and
because I do this for a living. But I don’t much read it. I will
occasionally dip my toe in, but I am woefully undereducated in
terms of the guys who came into the field in the past thirty
years.
DF: Who would you name as your big science fiction influences?

Chaykin All Over

oward Chaykin has been an influential figure in the
world of comics and television for a good long while
now. Starting with such characters as Cody Starbuck

and Dominic Fortune, and illustrating the comics adaptation
of an obscure science fiction film called Star Wars well
before the movie was released, Chaykin truly found his voice
with American Flagg! Groundbreaking in a multiplicity of
ways—subject matter, page design, dialogue usage, among

them—Flagg! established the Chaykin brand.
From there, he continued to leave his

mark with such works as Blackhawk,
Black Kiss and The Shadow, and,
currently, on American Century and
Mighty Love. In television, he has

served on staff on The Flash, Viper,
Earth: Final Conflict and

Mutant X, bringing his
unique vision to those series.

Howard always tells it like
he sees it, which generally
involves stripping emperors
of their clothes. In this

interview, he’s as frank
and to the point. Read

on and learn. —DF

H

Ruben Flagg, star of Chaykin’s American Flagg!
[©2003 Howard Chaykin, Inc. & First Comics, Inc.]

Howard Chaykin in 1986.

Interview conducted via telephone December 23, 2002 by Danny Fingeroth
Transcribed by Steven Tice / Edited by Danny Fingeroth / Copy-edited by Howard Chaykin

The HOWARD CHAYKIN
Interview
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HC: Alfred Bester.
Chip Delany. Michael
Moorcock. Robert
Heinlein, just
because he created
every boy’s dream of
a perfectly ordered,
fascist universe.
DF: [laughs] What
more could you
ask?
HC: Those were the
guys. The usual
suspects.
DF: And were the
Marvel comics
important to you?
You don’t seem to
have much of the
influence of, say,
Stan Lee in your
work.
HC: I was at
summer camp the
year the Marvel
explosion happened.
And I was unpre-
pared for it. I was a

real DC fan. I became a big Marvel fan, I loved the stuff, I loved
what Stan was doing, I really dug it. I collected everything. But
at a certain point, I lost my interest in that stuff, too. And
Marvel’s not very interested in me.
DF: Well, you’ve done most of your work at DC, I guess. You
did apprentice work as opposed to art school or college. Talk
a little bit about that, why you went that road as opposed to
the more traditional one.
HC: I’m a terrible student. Always have been. I’m pathetic at
academic pursuits, I really suck.
DF: But it’s clear you’re quite intelligent.
HC: Compared to what? I’m not all that interested in academic
pursuits. I was an oaf. And I regret it deeply, but it’s too late
now, regardless of what they tell you. So I ended up appren-
ticing to comics’ other great autodidact, Gil Kane. He had an
eighth grade education, but he was the best-read man I knew.
He made a lot of excuses for himself, but that’s just who he
was. I learned a great deal from Gil.
DF: It’s an amazing story. His assistant died and you read
about it and called him.
HC: I heard that his assistant had died in his sleep. He was 21
years old.
DF: Oh my God.
HC: And I called Gil and offered my services.
DF: You were living in Brooklyn at that point?
HC: Queens.
DF: Did he live near you?
HC: No, he lived in Manhattan. He lived on 63rd and 2nd in an
archetypal, grown-up guy apartment.
DF: Was he married at that point?
HC: Divorced—between engagements.
DF: From what I’ve read, it sounds like he was your role
model. Did you learn about writing and storytelling from
working with him?

HC: No, actually, he mostly taught me about Gene Kelly and
Rita Hayworth. He taught me antagonism and questioning.
DF: Can you give a little more detail on that?
HC: I’ve always been naturally hostile, and so was he. I got a
lot out of learning to be argumentative with him—a debating
club sensibility. And I got turned on to some interesting artists
that I’d never heard of before. A lot of the French guys,
paperback illustrators, guys who were of interest to him, and so
on.
DF: Were you studying with Gil Kane, or were you just
hanging out?
HC: I was his gofer—a total loser.
DF: And then you apprenticed for Neal Adams?
HC: I worked with Neal, I worked with Gray Morrow, and with
Wally Wood.
DF: That must have been a trip.
HC: It was toward the end of Woody’s stay on Earth. He was a
curious, complex and interesting figure.
DF: Now the guys that you came up with, Walt Simonson,
Mike Kaluta... thematically, I’d say, these are guys from
outside New York—who were not Jews. [Howard laughs] Was
the fact that you are a New York Jewish guy... how did you fit
in with that crowd, what was the chemistry there?
HC: Well, there weren’t a lot of New Yorkers in this group, the
guys of that generation in comics. Larry Hama, Ralph Reese,
Frank Brunner. Most of the guys were guys from the Southeast.
Like Simonson, like Kaluta, like Bernie Wrightson. I was the
Jew from New York.
DF: Were you the New York insider who showed them the
ropes in town?
HC: They were all older than I was, and they were all already
comfortable with the ropes in the world. I just basically hung
around. I was also the least of them. My skills at the time were
the most underdeveloped. I really didn’t get any good until I
was much older than that.
DF: Did you meet them hanging around the DC office?
HC: Yeah. I hung around at the DC office.
DF: Now, that seems to be an entirely different school than,
say, the Steve Englehart/Steve Gerber school of ’70s guys.
HC: Well, Gerber and Englehart were writers. And, frankly, for
the most part, we weren’t very interested in what they were
doing. Well, I shouldn’t say “we,” let me personalize it. I
wasn’t. Steve Englehart lived I don’t know where. I didn’t know
Gerber very well. I hung out with the artists. But even then, I
believed, as I believe now, that the artist is responsible for the
bulk of the writing in the book anyway.
DF: So you’re hanging around with these guys, you’re getting
assignments. What was your first assignment, your first ar t
assignment?
HC: Love comics. I did mostly fillers. Just stuff to get in the
door.
DF: The Scorpion, was that fur ther along?
HC: That was way later, when I was already getting sucked into
the morass of the business.
DF: Was that your Atlas character?
HC: Yeah, it was.
DF: Now, in every interview I’ve read with you, you talk about
what a party animal you were in the ’70s, and no doubt that
was true, but you also did produce an awful lot of work.
HC: I was incredibly disciplined. And I got out a lot. Unlike a lot
of my peers, I never took for granted the fact that I had a
career. I believed that my responsibility to my career was

The cover to the Howard Chaykin/Byron Preiss adaptation
of Alfred Bester’s The Stars My Destination. The first part
was originally published in 1979 and it was reprinted,
along with the never printed second half, by Epic Comics
in 1992. [©2003 Byron Preiss Visual Publications, Inc.]



important.
DF: So were you incredibly disciplined, incredibly fast?
HC: Both. And sloppy! Now, of course, I’m much more anal-
retentive. I’m a great believer in polish, polish, and polish. So
to a certain extent, the work I do in television and as a writer
in comics is very much a reflection of that evolving ethic as a
writer. Because I believe that first drafts are bullsh*t, and that
after a first draft, you’ve got a responsibility to actually get
what you really meant out there.
DF: In ar t as well as in writing?
HC: Oh, absolutely! My stuff goes through an enormous
polishing process.
DF: In the ’70s, how many hours were you at the board,
would you estimate?
HC: I couldn’t begin to tell you.
DF: I mean, were you a nine-to-five guy...?
HC: Hardly. I didn’t see much of the sun at all. I would work
seven days a week, six to eight hours a day. And the rest of the
time, because I was single most of the ’70s, I got out and
drank and went to the bars. It worked for me.
DF: And you lived in Manhattan at the time?
HC: I moved to the city in the early ’70s. I’d been living in
Queens in a building full of other cartoonists. Wrightson was
there, Al Milgrom, Simonson, Elliot Maggin. A bunch of guys. I
never had a roommate. I always lived alone. I cherish my
privacy, and my time.
DF: But you’ve been married—
HC: I married early and often.
DF: Let’s talk about the archetypal Chaykin hero.
HC: The standard Chaykin hero is dark-eyed, dark-haired, and
Jewish.
DF: He looks like you, basically, an idealized version of you.
HC: No. He looks like a cross between Rod Steiger and Robert
Downey, Jr.
DF: Which point in Rod Steiger’s career are we talking about?
HC: A young Rod Steiger! If you think of Rod Steiger playing
Marty or Judd in Oklahoma, crossed with Robert Downey, Jr.,
you get a pretty good mix of me.
DF: As I’ve been reading your comics to research this
interview, I kept thinking, “These guys all look very similar,
and they all look like Howard.”
HC: Well, they don’t look like me, but there is a certain arche-
typal quality. Heroes for me are dark-haired, dark-eyed, snotty
whippersnappers, that kind of thing.
DF: The dark-haired, dark-eyed thing worked for Superman.
HC: Batman, too.
DF: That’s true. It’s interesting that this is the type you keep
coming back to. I can’t be the first person to notice this.
HC: Comics are a visual shorthand in a lot of ways, and it’s an
aspect of the shorthand.
DF: At a certain point, there star ted being a high sexual
content in your work.
HC: I was a horny guy in my early days. I was never particularly
interested in power, but I certainly was interested in sex. And
that was that.
DF: Did you think it would get your work noticed more? Was
it a commercial decision, or just what you wanted to draw?
HC: No, I just had a fun time drawing sex. It worked, and I had
a good time!
DF: It shows! But at the time, there wasn’t much else like
that around.
HC: It was an opportunity for me to carve a niche.

DF: I know that you write comics scripts both for other
people to draw and for yourself. Do you approach those
scripts the same way, or do you write differently for yourself?
HC: Pretty much the same, although there are things that I
would draw that I would never ask other people to draw just
because I don’t believe they’re as interested in those choices
as I am.
DF: A comics script of yours that you sent me was formatted
like a movie script. Is that how you do all your comics writing?
HC: I tend to write in screenplay format. I believe in a lot of
description. Not anywhere nearly as much as Alan Moore, for
example.
DF: “And the light bulb is a General Electric sixty watter.”
HC: Yeah, “make sure the tungsten vibrates.” I like details.
DF: And you’re a full script guy, not a Marvel style [plot first]
guy.
HC: Plotting then allowing the artist to dictate the storytelling
tends to be sloppy and lazy. Frankly, there aren’t a lot of artists
now that have a strong understanding of narrative. There are
rules, there’s a language, and there’s a vocabulary. They’re not
readers. They didn’t grow up with the idea of reading as a
primary tool. They grew up receiving as opposed to reading,
and they’re post-analytical—more interested in sensation than
sensitivity.
DF: But you would think they would have the four-act TV
structure tattooed into their brains from watching so much TV.

CHAYKIN | 5

A Dominic Fortune splash from the Marvel Hulk Magazine #21. Script by Denny O’Neil
with story and art by Howard Chaykin. [©2003 Marvel Characters, Inc.]
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Howard’s script, thumbnail sketches
and art from the Mighty Love
graphic novel. We see the script for
the end of page 18, then the script
and art for pages 19 & 20. This is full-
script method (action and dialogue
written at the same time).

The numbers on the script each
correspond to a number that would
have been indicated on a copy of the
art to tell the letterer where to put
captions, balloons and sound effects.

Howard, like many people who write
for comics as well as for television and
movies, uses screenplay format to
write the script. While this format is
standard—and required—for film and
TV, it’s just one of many formats
comics writers use.



DANNY FINGEROTH: I’m talking with Paul Dini, multi-talented
writer, producer, and bon vivant.
PAUL DINI: Well, yes.
DF: This interview is for Write Now!, so the emphasis is on
who Paul Dini is and how he came to be, and how you, the
reader, can grow up to be Paul Dini.
PD: Oh God, no. Mamas, don’t let your babies grow up to be
Paul Dini [Danny laughs]—to paraphrase an old country song.
DF: Those country songs seem to play a big part in your
background and your work. Now, you grew up in Texas?
PD: No, I didn’t.
DF: You didn’t? I’m gonna fire my research staff. As soon as I
get one.
PD: No, I grew up in California. But a huge chunk of my family
lives in Texas.
DF: Ah, I see.
PD: I’m a native mutant Texan.
DF: So you’re a native Los Angeleno?
PD: Native Californian. I grew up in sort of a weird triangle
between San Francisco, Lake Tahoe, and Carmel, in places my
family lived at various points, or where I lived. I spent summers
at Lake Tahoe and other parts of Nevada, and I went to school

near Monterey.
DF: And where’d you go to high school, to
college?

PD: High school, I actually went to a boys’
boarding school in Pebble Beach, California. The

experience there I used in
my very first job for Oni

as a two-part story
called “The Honor
Rollers,” which was
about these jaded,
rich, spoiled brats at a
prep school very much

like the one I attended. I
wasn’t one of the kids

depicted, but I always thought
that if I continued the series, I’d

throw in a version of myself. This
kind of innocent, mystified by these

hedonistic, little bastards.
DF: Why did your parents send you

to boys’ boarding school?
PD: [In parents’ voice] “He turned

thirteen and the boy went bad.” No, I
wasn’t a bad kid, it’s just like, “Oh, he’s

doing badly in school, but the teachers say
he’s bright, so let’s find a place for him to be.”

So rather than me being held back and going to
remedial class and just being frustrated, they sent

me there. I would pass all these intelligence tests and
creativity tests, yet I was doing math at a chimpanzee

A Man for All Media

Paul Dini, surrounded by some of the many characters he’s worked on. Art by J. Bone.
[Art ©2003 J. Bone; Zatanna, Batman TM & ©2003 DC Comics; Daffy Duck, Marvin Martin
©2003 Warner Bros.; Jingle Belle and Mutant, Texas characters TM & ©2003 Paul Dini.]

aul Dini is an Emmy Award-winning writer and producer
(The New Batman/Superman Adventures and Batman
Beyond). In comics, he is the author of works such as

Batman: Mad Love, and giant-sized painted (by Alex Ross)
projects including Superman: Peace on Earth, JLA: Secret
Origins and the upcoming JLA: Liberty and Justice, as well
as the creator-owned series Jingle Belle and Mutant, Texas.
Paul has also collaborated with designer Chip Kidd on
Batman Animated for HarperCollins, documenting the
creation and unique visual styling of the groundbreaking TV
series. Paul lives in Los Angeles and is currently at work on a
number of television, movie, and comics-related projects—
many of which he talks about in this very interview.

Paul is constantly in demand, constantly productive, and
has some very informative and engrossing thoughts on what
he writes, and on how and why he writes what he does the
way he does. I think you’ll have a lot of fun reading this
interview. I know I had a blast conducting it.

—DF

Conducted February 24, 2003 by Danny Fingeroth
Transcribed by Steven Tice / Copy-edited by Paul Dini

P

The PAUL DINI
Interview
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level. And my teachers said, “Well, he needs to be somewhere,
but obviously not in the public school system, where he’s a
danger to himself and others.” So the folks shipped me off
south to Old Bob Louie, AKA The Robert Louis Stevenson
School. The first year was absolute hell, but after that I enjoyed
it very much. It was just weird being away from home and being
with all these strange characters. I was going on an art schol-
arship, which is odd, because I draw so rarely now.
DF: From immersing myself in “Dini-ania,” or however one
would refer to the works and times of Paul Dini, I really
thought, “Oh, this guy’s from Texas,” because everything in
the material refers to Texas. So somewhere that Texas
thing—at least in the mythology as projected into the world
of Paul Dini—really is strong.
PD: I grew up on a weird diet of ’50s lounge/bachelor pad
music, because my dad was a singer and that was his music.
He was the opening act for Tony Bennett at the end of the ’50s
and early ’60s. So I grew up listening to a lot of Frank Sinatra,
big bands, some jazz and the crooners, like Eddie Fisher and
Bing Crosby. And my mother just listened to country music. So
musically I’m equally at home in the ultra-lounge as I am in the
bunkhouse. We grew up, my brothers and sister and I, in a kind
of rural pocket of Northern California, not far from San
Francisco, but there were a lot of good country stations on the
radio then. I started off listening to a lot of country music and I
really loved it. I love the old performers, beginning of course
with Bob Wills and the Texas Playboys, Spade Cooley, Milton
Brown, and vocal groups like the Sons of the Pioneers, and
then Johnny Cash, Buck Owens and Willie Nelson, and then
stretching up into some of the classic and modern-day rocka-
billy stuff. And it just is a big part of my work and my writing
and my mindset. I’m listening to a great band even as we
speak called The Hot Club of Cowtown, a latter-day Western
swing band, that does a lot of bluegrass and old Texas
Playboys numbers.
DF: And the Hot Club, of course, is a reference to the classic
1920s and 1930s Django Reinhardt and Stephan Grappelli
jazz band of The Hot Club of Paris.
PD: Yup!
DF: That’s very funny.

PD: We would spend every summer at a friend’s ranch in
Nevada, and I had a lot of family down in Texas, so we were
always going down there to visit and just ramble around. So all
that Western imagery just got naturally stuck in my mindset.
DF: I’ll tell you, it got so much on my mindset that my first
few questions are: “What was it like growing up in Texas and
how did it affect your work?”
PD: Well, I don’t know about growing up in Texas, but going
there now is pretty good. I was just on the phone with my
cousin David. He’s in town visiting. I’m going to go down there
in a few months, probably for Easter, and we were making
plans: “Oh, yeah, we’re gonna drive around, get barbecue,
listen to music and drink tequila.” Boy I’ll tell ya, the fun never
ends with the Dini clan. It’s sort of the place I run to to take
my mind off of things, whereas my understanding is that
everybody in Texas is trying to get out of there. But I kind of
like it.
DF: Well, wherever you’re from, usually you want to get out of
it at least for some period of time.
PD: Yeah, that’s true.
DF: So your dad opened for Tony Bennett. What is your dad’s
name?
PD: Bob Dini.
DF: Did he put any albums out?
PD: No, but he did a bunch of singles. You can sometimes find
them on eBay or in old record stores. He was a singer in the
’50s until, I don’t know, his last record came out in the late
’60s, a Christmas song which I will probably work into one of
the Jingle Belle stories some day. The more kids showed up in
the family, the more he decided he was going to get out of the
recording thing. So he got into advertising and things like that,
other ways that he could use his creativity. He’s a very creative
man.
DF: He was in advertising as a copywriter?
PD: As a writer, sort of an idea man, and he had his own
agency for a while.
DF: Did your mom do anything like that?
PD: No, she basically ran the house for a number of years.
Later on she would work part-time in dad’s company, and after
that she got a job managing a series of bookstores and gift

From Paul Dini’s “The Honor Rollers” in Oni Double Feature #12. Art by Tom Fowler. [©2003 Paul Dini.]
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Notice how Paul “tells” a lot more of the story to the artist and
editor than we see or read explicitly in the finished story. Many
writers do this to convey to the other members of the creative
team the sense of what they want the art and other visual
elements to express, as much as the specific action that needs to
be depicted to tell the story.
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s we said last issue: “For over 20 years, writer and
editor Dennis O’Neil put the ‘dark’ in Dark Knight and
was the guiding force behind the Batman mythos. He

has been called a living legend, a master of the comics form
and the dean of American comics writers. He prefers to think
of himself as, simply, ‘a working, professional storyteller.’”

We said a lot of other cool stuff about Denny then, too, but
you’ll just have to dig out your copy of DFWN #3 (or buy a
copy!) to see it. The above gives you the basic idea.

Only one thing: If Denny is the Dean of American comics
writers… who’s the Jerry?

Anyway, read and learn as we continue our interview with
Mr. O.

—DF

DANNY FINGEROTH: Tell me about the teaching you have
done both as an editor and actually as a teacher. You seem
to enjoy that. I can’t imagine that it pays very much, so what
is it that you like about that? What does it feed in your soul?
DENNY O’NEIL: Part of it is histrionics. I did a lot of acting as a
kid and there is an element of that.
Good teachers are good speakers,
generally. I like communicating what I
know. Marifran has been a teacher for
over 40 years and knew she was
going to be a teacher from 5th grade
on. She had a hunch that I would like
teaching, and by coincidence, a short
time after that realization on her part,
Howard Cruse was quitting his SVA gig
and offered to recommend me for it. I
found that I really did like teaching. I
did it for about nine months right out
of the Navy. I was a substitute
teacher. At that time all you needed
was a B.A. There are people that
really like teaching, and I think that I
am one of them. This current teaching
gig here at DC expires in February,
and I’m wondering what will happen
next year. How do I feed my teaching
jones after February?
DF: You’ve taught at colleges where
people are aspiring to become
comics pros and want to learn from
your experience and knowledge. But
you also teach at DC. You come in
every week and teach younger
editors. What’s that like?
DO: It’s the best teaching gig imagi-

nable. I don’t
have to grade. I
don’t have to
look at papers.
I don’t have to
take atten-
dance. I have to
prepare
lectures, but I
have a lot of
notes from
previous
lectures. I’m
going to teach
editing in a few
months.
DF: You’re now teaching writing?
DO: And general story structure. And I even did three weeks on
the mythological aspects of comics.
DF: I’d love to see the notes.

DO: I can give them to you. I’m going
to teach editing next, and I’ve never
done that before. That’s terra
incognita. This is dream gig. I spend
a couple hours Wednesday after-
noons assembling notes, usually
from some other lectures given here
and there, and come in on Thursday
morning at 11 and do the class and
go home. At SVA (School of Visual
Arts) there was that awful process of
grading, which all teachers have to
do, and I wonder: How do you grade
something like this, where talent is a
part of it? I am loathe to admit it,
because every semester you have
kids that are conscientious, and they
are paying attention, and they are
taking notes and they ask good
questions, but you look at their work
and it’s never going to happen for
them.

It’s pretty amazing altogether that
comics skills are now—and have
been for a while—taught in colleges.
This is a great country because I,
who got a D– in math and flunked
algebra in high school, am standing
in front of a class at the
Massachusetts Institute of

Interviewed in person by Danny Fingeroth August 22, 2002
Edited by Danny Fingeroth / Copy-edited by Dennis O’Neil
Transcription by the LongBox.com Staff & Danny Fingeroth
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STILL Not The Last...

The cover to the final issue of Azrael: Agent of the Bat.
Art by Mike Zeck and Jerry Ordway. [©2003 DC Comics.]
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Technology. One of the big, surprising changes is that MIT has
a pop art/pop culture department and teach comic books.
Mike Uslan [producer of the Batman movies and now
licensing exec at CrossGen Comics. —DF.] taught a comic
book course at Indiana 25 or 30 years ago, and that was the
first. I was aware that educational institutions were paying
attention a little bit. Every once in a while, someone who was
writing a thesis would ask me for an interview or some advice,
but I didn’t know that we had gotten that respectable. When
you talk about the majors, in the last 25 years that’s probably
the biggest one. Those older guys didn’t admit that they were
comic book writers. When I came into the business, a lot of
them would dodge around what they did for a living if a civilian
asked. It was somehow shameful, and now it’s cool to be a
comic book writer. When I first went out to Hollywood looking
for a TV job, I was told to emphasize the science fiction stories
I published and to not say much about the comics. But now,
Larry tells me that, as the son of a comic book writer, people
are often very interested in that.
DF: Tell me about the Hollywood thing. You’ve done some TV
and some movie work. Would you like to have done more? Did
you go out there and get a bad taste from it? Talk about that
and how someone’s comic skills could be applied to that world.
DO: I would not turn down any television work that was
honorable. I like working in the form, I just didn’t want to go
after it and you have to do that. I went out to Hollywood when
they were doing the Captain Marvel and Isis TV shows. I guess
it was Harlan Ellison who was going to get me in to see that
producer in the early to mid-’80s. The guy was polite but clearly
not interested. Then I went out a few years later, again at
Harlan’s behest, to talk to the producers of Logan’s Run. That

time I got lucky and I got an assignment and I did it. I know it
was shot but I’ve never seen it. My father-in-law saw it, so we
know it exists. That was really pretty good, to on your first try
end up writing a network show. I was told that they could get
me additional work. But it would have meant relocating to L.A.,
and I had a sense that it would mean five times a week going
schmoozing and talking to producers and story editors and
selling myself. And that’s the single thing that I’m worst at. As I
was talking about before, I was brought up to believe that a
decent man doesn’t call attention to himself.

I do like the TV script form, although I’ve had horrible
moments when I saw what my script ended up as. But
everyone who has worked in television has that story to tell in
one form or another. If you’re Steven Bocchco, Aaron Sorkin or
someone like that, David Kelley, then television is a wonderful
medium. It’s maybe the best medium for telling human stories.
DF: It’s got much in common with comics in that it’s a serial
form that aggregates on itself.
DO: More than that, it’s generally not about who the star is or
what the special effects are. They don’t have the budget for
big special effects, so they have to focus on real human
problems. I think the guys I mentioned do excellent work every
week. Real problems which they realize in very literate and
well-acted scripts. I know a woman who was a regular on the
West Wing, and she then took a job with another show,
because West Wing wasn’t able to guarantee her that she’d
be on every week, and she would be a star on the show she
went to. But she would have loved to spend the rest of her life
acting on the West Wing if she could, because it was so
literate and so honest and the people making it are so good
at what they do. TV’s a great medium if you get to the place

where you have enough clout to get your story on the
screen. Some of my experiences have been where, say,
an actor wants to show that he can do accents or do
schtick, so he does that. Someone who worked on a
show that I brushed up against had a situation where
he was instructed to open on a shot of a young woman
in a bikini so that he had to set the scene at a
swimming pool. In another instance, I saw a show and
the same young woman removed her sweatshirt in the
middle of a scene, and I asked the writer why she did
that. He said that someone in a position of authority
on the show thought that if you had a woman who
looks like that, you have to do it. TV and film writers
can really have their work murdered. If you belong to
the Writer’s Guild, and I do, the producers have an
obligation to show you the script that they are going to
shoot in time for you to take your name off it if you
want to. That’s a real benefit that the union has
gotten. So if the fact that what has come in is so
different than what I wrote, I don’t have to take
credit—or blame—for it.
DF: Is there anything coming out, or that you are
working on, for TV?
DO: I was associated with a kid’s show called Captain
Lightning and then, because of tax and other financial
considerations, it got moved to Canada, and the
producer, who was a friend, was not able to use any US
writers. He asked me for a recommendation for a
British or Canadian writer and I was able to put him and
Alan Grant together. May 3rd, the day I saw the Spider-
Man movie, that producer and I went to it together andFrom Green Lantern/Green Arrow #77. Written by Dennis O’Neil

with art by Neal Adams. [©2003 DC Comics.]
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Think a complete super-hero adventure
can’t be told in five pages anymore?
Longtime collaborators Tom DeFalco and
Ron Frenz (and inker Sal Buscema) say
you’re wrong.

On this page we have the plot for “Mr. Right Battles
the Paper Bag Bandits,” which appeared as a flip
feature in The M@n #1. The plot, written by Tom,
was the result of a telephone conference between
him and Ron.

Mr. Right is a REGISTERED TRADEMARK
of Tom DeFalco and Ron Frenz and has
been registered in the US Patent and
Trademark Office.
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[Kurt and Peter were talking about Kurt’s decision to move
out west, possibly jeopardizing his contacts with his East
Coast editors….]
PETER SANDERSON: Networking has gotten harder now that
the comics industry is spread all over the country.
KURT BUSIEK: Mmm-hmm. But luckily everything worked out.
It’s not as if all the projects made it into print, but I at least got
paid for the Final Fantasy stuff, and the Wizard’s Tale stuff
that disappeared when Eclipse went bankrupt, and we were
able to get the art back years later and bring it to Homage. But
when I went full-time freelance in 1990, my fear was I would lie
awake at night trying to figure out how to pay the mortgage.
And instead, I would lie awake at night trying to figure out how I
was going to meet all these damn deadlines. [laughter] So
since those days—that’s now twelve years ago—I have always
had enough work to keep me busy. So full-time freelancing has
worked out this time around.
PS: Looking back, do you feel you were naive about the
comics industry when you star ted out?
KB: Oh, completely and utterly. I had no idea what I was doing,
business-wise. Actually, it was fairly smart of me to notice that
there was supposed to be a new regular writer on Power
Man/Iron Fist and that his first issue just kept getting delayed
and delayed, and to see an opportunity there and go after it.
That was market analysis. Instead of trying to figure out what
book I really wanted to write, I looked around for what book
needed writers.

What I should have done at the point I was the regular writer
on Power/Fist was, I should have used the fact I was there in
New York and coming in to talk to Denny every couple of weeks
as a starting point for talking to other writers, for pitching to
other editors, pitching fill-ins for other books. Instead what I did
was I said, thank God, I’ve got a steady income, I can move out
of this expensive city. And I moved away so that I had this one
assignment, this one contact with the company, and no avenue
to pick up other work. When I ultimately lost the Power/Fist
assignment I hadn’t used that time and I hadn’t used that work
to build something that I could go on to other assignments
from. I didn’t really have a sense of how the office politics
worked, or even whether people were reading the stories I was
writing in Power Man. I was just kind of stumbling along as
best I could, going through whatever door looked like it was

open at the moment.
Nowadays I think I’ve got a much better idea of how the

business is working and where the opportunities are for the
kind of thing I want to do. And I’m much more focused on the
question of what’s the best kind of job for me to pursue, what’s
the best kind of opportunity to look for, as opposed to, “Give
me work; I’ll write anything!”

With Power/Fist I had actually written a review of Jo Duffy’s
run on the book just a couple of months before I first pitched
for it. What I said at the time, finishing up the review, was that
Jo had a unique understanding of these characters and their
relationship, and her approach to the book, combining drama
and humor is so strong. She’s eventually going to leave, but I
sure as hell wouldn’t want to be the writer who replaces her,

ontinuing (from last issue) Peter Sanderson’s discussion
with Kurt Busiek. If we have to remind you that Kurt is
the creator of Astro City, Shock rockets, Superstar, The

Power Company, and Thunderbolts, as well as the writer of
Marvels—no, you’re right, we don’t have to. Just read on and
enjoy.

—DF

Interview by Peter Sanderson on December 19, 2002
Edited by Danny Fingeroth / Copy-edited by Kurt Busiek

More of... Astro City’s Marvel

Kurt Busiek’s
Peter Sanderson’s

C
Danny Fingeroth’s Write Now! Interview

The splash to Avengers Vol. 3 #4 by Kurt Busiek with art by George Pérez & Al Vey.
[©2003 Marvel Characters, Inc.]
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because I would have no idea what I was doing with the book.
Naturally, that became my first regular assignment [laughter]
and I was the first regular writer on the book after Jo. And it
shows in the book itself. The first six or seven issues of
Power/Fist I wrote, I’m me being Jo Duffy just as hard as I
possibly can. And toward the end of my run I’m figuring out
what I would do with these characters, with these theories from
my own storytelling ideas as opposed to trying to figure out
what Jo would have done with them next. But unfortunately I
didn’t last long enough on the book to really implement any of
those ideas.
PS: Moving to a different topic, how has the comics audience
changed over 20 years? How have writing and characteri-
zation styles changed over that time?
KB: Well, that’s a couple of different questions. It’s peculiar. On
the one hand, the audience is a lot smaller, but on the other,
the kind of material that’s being published is a lot broader.
There’s a lot more variety in comics publishing today than there
was in 1982. Back then, things like Nexus and American Flagg
were alternative books that were majorly different from the
mainstream. Today either one of those books could be
published by Marvel or DC. And while they were certainly very
good, very well done books, they were adventure books starring
[laughter] heroic lead white male characters. The idea of the
kind of books that we see from Vertigo these days, or the stuff
that’s being published by Dark Horse, or a lot of books that are
coming out of Image, these would have been complete pipe
dreams back then, stuff that you could not imagine being out
there on the stands. So it’s a much smaller audience that’s
supporting, at least to some degree, a wider variety of
material. And they want a more sophisticated approach.
There’re complaints on some fronts, and I can sympathize with
them, that if Marvel’s publishing a Hulk series that ten-year-
olds can’t enjoy, something is terribly wrong. But at the same
time, you’ve got to face the fact that the ten-year-olds aren’t
coming into the comic book stores and buying the comics. And
while that’s a problem that certainly needs to be addressed, if
you’re selling these comics to 25- and 30-year-olds, you might
as well make them comics that they’ll enjoy.

In the twenty years that I’ve been in the business, we’ve
been through a period where the fact that the Marvel Universe
was a big, sprawling interrelated place was enormously
important, to the point where DC did Crisis on Infinite Earths
in order to make their line far more closely integrated, and far

more like the Marvel Universe. And it did phenomenal things
for their sales.

Well, nowadays, having the books tied together in a tight
universe is actually viewed as a bad thing, to the point that
the readers that we have now are resistant to the idea of
cross-book connections pushing them to buy books that they
would be otherwise uninterested in. So they resist exactly the
sort of thing that were successful editorial approaches fifteen
years ago.

But at the same time, comic book fans want stories about
the characters they like and they want those stories to matter.
Over and over again when I talk about a new project, I’m
asked, “Will this story have repercussions for the character?”
My feeling generally is your first question should be, “Is it going
to be a good story or is it going to be a bad story?” Because if
it’s going to be a bad story, you don’t want it to have repercus-
sions [laughter] for the characters. You want to be able to
forget about it. If it’s a good story, great. If it’s a good story, do
a sequel, do more.

But I think that a big change—and I’m being sort of negative
about the industry here—but I think back in 1984, let’s say,
comic book fans were interested in the universes, were inter-
ested in the characters, and were looking for reasons to buy
more books, more stories, more places they could explore. The
idea was: spin this character off into a mini-series; let’s see
that event spill off into the other books; let’s see more, wider,
bigger. These days, I get the sense that a lot of comic book
readers are looking for reasons to not buy books.

The audience today has both a lot of loyalty to the characters
that they’ve followed over the years, but they also have a lot of
fatigue. Instead of defining a good story as a story that excites
them, they define a good story as a story that has “historical
significance” to the ongoing story of this character. A story in
which Peter Parker gets married, divorced, hired, fired, his
powers change, his costume changes—these would be lasting
changes—are more important than an exciting Spider-Man
story that doesn’t actually have repercussions. It’s as if these
fans are viewing themselves as scholars, observers of history,
and they need to know the high points, regardless of whether
or not they actually enjoy the stories.

This is certainly a sour view of it. But I’m always happiest
when I can surprise the reader, when I can do something
whether it’s Marvels or Astro City, that people will read and
they’ll be surprised by it and they’ll talk it up with their friends.

Or whether it’s something like
Thunderbolts, where we can just pull
the rug out from under their expecta-
tions and just blow their minds.

But I find that fans, at least the
vocal fans, seem far more interested in
the maintenance of the universe and
the idea of whether the stories being
told are stories they need to read, as
opposed to whether they’re stories
they want to read.
PS: It bothered me that during your
long “Kang War” storyline in
Avengers, the whole world was
thrown into chaos, yet it didn’t affect
the other Marvel titles.
KB: We heard a lot of reactions like
that, and we did make reference to it
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From the Busiek-scripted Power Man and Iron Fist #92, with art by Denys Cowan & Mel Candido .
[©2003 Marvel Characters, Inc.]
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DANNY FINGEROTH: Maybe this will be the interview that
sets Fabian’s career back on the superstar track.
FABIAN NICIEZA: No, this is a type of interview you haven’t
done yet. The interview with a has-been.
DF: But you’ve only been a has-been for, like, two weeks, right?
FN: Six, I think.
DF: So Fabian is a rookie has-been.
FN: I am. I have not been a has-been for long. I think. [laughs]
Apparently, I’m looking forward to a long career of being a has-
been! [laughs]
DF: Fabian, of course, is known as the original writer of the
New Warriors, which was a groundbreaking comic.
FN: It broke ground?
DF: It broke ground. It was water-breaking, also, that’s why
they’re the NEW Warriors. [Fabian laughs] But there was a
comic that everybody made fun of before they saw it. I
believe there was even a gag ad inside Marvel that had
pictures of the New Warriors, and the tag-line was, “Marvel
Comics. If you didn’t buy them, we couldn’t make them.” Did
you write that one?
FN: No, I didn’t do that one, actually. I do remember that at a
distributors’ meeting Carol Kalish was calling them “Young
Avengers.” She actually said, “Sort of like Police Academy is,
but for super-heroes.” I was sitting in the room cringing. Let’s

just say Marvel wasn’t doing us any favors, but we always knew
what we were doing.
DF: So Fabe, as far as I know about your secret origin, you
came to Marvel by way of the book publishing industry, right?
FN: Yeah. Berkley Publishing.
DF: And did you always want to write?
FN: Since I was a kid. I would tell stories to all my friends, oral
stories, when I was twelve or so—probably bored them to
tears—and I would also write on my own, loose-leaf paper and
pencil, longhand. I realized when I was about thirteen or
fourteen that all the men or women who were on the backs of
dust jackets in books were all really old. They all looked like
they were at least thir ty! That was when I first began to under-
stand that you don’t just become a writer when you get out of

abian Nicieza started in comics as a staffer in Marvel’s
promotions department. While there, he parlayed
proximity and talent into a few breaks writing comics

stories. In short order, he became known as the voice of
angry youth, at least in the stories he wrote. He minded a
vein of teen angst to which he lent his own intensity. The
New Warriors became his laboratory in which to try out new
ideas. “All they want to do is change the world,” was the
Warriors’ slogan. It could just as easily have been Fabian’s.
Always the loyal opposition, with emphasis on both words,
Fabe was determined to drag comics kicking and screaming
into the modern world. The critical and sales success of his
work speaks to the passion and intelligence—as well as
talent—that he brought to his cause.

From New Warriors, Fabe went to the X-Men books,
setting new sales records, even for that high-selling line, and
was also a staff editor at Marvel for several years.

After Marvel, Fabian went on to become the Editor-in-Chief
and Publisher of Acclaim Comics, learning yet more about the
business aspects of publishing, electronic media, and doing
the Hollywood thing on Acclaim’s behalf.

Today, Fabian is still a prolific writer, in comics and other
media. And he’s no less passionate about things. Read on,
and see how Fabe uses that passion to make his projects and
his career move along on the fast track. —DF

Interviewed conducted in person December 11, 2002 by Danny Fingeroth
Transcribed by Steven Tice / Edited by Danny Fingeroth / Copy-edited by Fabian Nicieza
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The FABIAN NICIEZA

A team is formed. From New Warriors #1. Written by Fabian Nicieza with art
by Mark Bagley and Al Williamson. [©2003 Marvel Characters, Inc.]
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high school, or even college. You actually gotta work before you
get to that point.

So I went to college to get a degree in Public Relations and
Advertising, hoping to find a job that would allow me to write. It
happened to be Berkley Publishing, which was a real good
place with great people. But anyone who’s worked in publishing
in New York knows that the salaries they pay are barely enough
to exist on, so there’s a lot of moving around and jockeying for
advancement. I was at Berkley for two years—’83 to ’85—
when a friend of a friend told me of a job opening at Marvel.
Besides the fact I wanted to work at Marvel, the job was paying
$5,000 more than I was earning, which in entry-level
publishing, is like a million real dollars. I interviewed for the job
and I got it.
DF: The funniest thing I always find with interviews is when
people I talk to say this really incredible stuff and don’t even
realize it. You were driven enough and had a plan in high
school and college that you then followed. A lot of people,
especially a lot of writers and liberal ar ts majors, don’t. Was
there encouragement from your family, creatively?
FN: Very much so, but not necessarily as a career path. My
Dad’s an engineer, but he’s also very artistic. He’s a math guy,
but he also did clay sculptures and clown-face drawings. But to
him, that wasn’t suitable for a career. His own creative
endeavor—a bone china factory had failed, so I think he
wanted something more stable for me.

You can imagine how excited he was to find out that I was
looking for a job in the communications field, which back in the
early ’80s didn’t really mean much. But my ultimate goal, as I
told him, was to be a writer. Yeah, he was very excited about
that. [Note: Fabian is being VERY sarcastic here.—DF] And he
said, “Don’t you want to be an engineer?” And I said, “Dad, I
can’t even do basic math, how
am I gonna be an engineer?”
DF: Your family came from
Argentina, right?
FN: Yes.
DF: Did your dad have that
whole immigrant thing, come
to America and strike it rich
or whatever?
FN: I think he came to reclaim
a life for himself and his
family. After his business had
failed in Argentina, he felt it
wasn’t a country that would
support his dreams. I was
four years old when I came
here, so I’ve basically been
here my whole life. I didn’t
even really learn to respect
how enormous and difficult a
life change that was for him
and my Mom until I was older.
DF: I have a feeling you were
probably like this as a child,
though. Very driven.
FN: Yeah, I was. Now that I
have my own kids and I see
the differences in them, and
I’m of the opinion that a lot of
it is genetics, inherited

biochemistry.
DF: They have pills for that now. [laughter]
FN: I know. Believe me, when I was younger, I probably could
have used some! My brother was very calm, very mild-
mannered and easy-going. I was a psycho.
DF: Was he your older brother?
FN: My older brother, Mariano. Sweet as pie. I was a lunatic. I
would have fits of anger and fury because I had all this crap
inside of me, that the only way I knew how to express was
through physical explosions. Whether I was playing sports or
whatever, I used to have some pretty manic fits.

I have two kids now, and my oldest daughter is very much
like my brother and my wife. Very calm, very shy, really. And my
youngest is like I was. Exactly like I was. We often lift the hair
up on the back of her head to see if the three sixes have
appeared yet. [laughter]

Very, very few people had the fire, the pilot light set on as
high as I did.
DF: How did you fix on comics as a thing to focus that drive
on?
FN: I loved comics. I read comics growing up. They taught me
how to read and write English. I never got left back a grade or
anything, and neither did my brother. We picked up English so
quickly because of comics. But my original “life plan” was to
write books. That’s what I always “planned” to do.
DF: Fiction?
FN: Yes. But if you check out the New York Times Jobs
section, you won’t see any ads that say “Novelist Wanted.”
I just looked today! Just doesn’t work that way! [laughter]
DF: And if they do, they usually say, “must work for free in
the beginning.”
FN: Exactly. I think if I’d stayed at Berkley Publishing,

Firestorm and Speedball in action from New Warriors #40. Art by Darick Robertson & Larry Mahlstedt.
[©2003 Marvel Characters, Inc.]
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Fabian writes both full script (action and dialogue written at the same
time) and Marvel style (plot first). Here, we get a look at his working
method for a plot first story, in this case for Thunderbolts #34. For this
story, a synopsis (or outline) actually came before the plot. The story
synopsis will generally go back and forth between the writer and editor
until they agree on the story to be told.

[©2003 Marvel Characters, Inc.]

Once the synopsis is approved, a
detailed plot is written. Taking a
cue from TV writers, Fabian has
listed the characters and settings
that will appear in the story. This
makes finding reference for the
artist easier.
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Comics Into Film:

When you see Marvel cutting film deals right and left, DC
heroes plastered across the small screen, and Ghost World,
Men in Black and Road to Perdition in theaters, when every
interview you read with a comics writer partly involves this or
that inroad into other media, when independent comics like
Creature Tech and 30 Days of Night are reported as being
optioned for huge amounts of money, there’s no doubting the
hypnotic attraction Hollywood now has on comics. The money,
the glamour, the sense that everyone in the world wants to be
a part of it—let’s face it, Hollywood sounds like everything
comics aren’t. Comics writers (and artists) break down into
roughly two groups: those who want a piece of it, and those
who want it but think it’s jejune to say they do.

It’s no secret most comics companies now keep an eye on
Hollywood sales when considering properties to publish. A
successful film can increase public awareness of a property,
increase licensing opportunities and revenues and raise the
profile (not to mention boost the egos) of the
company. Companies like Dark Horse and DC are intimately
connected to Hollywood now. In the structure of the AOL/Time-
Warner corporation, DC Comics Inc. is a subsidiary of Warners,
the film/TV studio, and one of its prime functions, from a
corporate standpoint, is to generate new licenses for media
exploitation. Dark Horse successfully generated its own
production company, Dark Horse Entertainment, which
produced films based on Dark Horse properties, like The Mask
and Timecop, and is now producing Mike Mignola’s Hellboy.

If comics publishers are viewing Hollywood as a resource for

money and promotion, why shouldn’t you?
Two facts: 1) It’s hard to make a lot of money doing

comics. 2) It’s hard to make a lot of money in
Hollywood. Certainly there’s money to be made in both places,
but in both places you have to be both lucky and smart.

There’s not a lot you can do about luck, except to be aware
of opportunities and have the courage to act when they present
themselves. Smart is something anyone can work on, but it
starts with setting aside preconceptions of how Hollywood
works and dealing with reality.

According to Ford Lytle Gilmore, who recently opened a
management/production company, Illuminati Entertainment,
following a career as both a comics writer (Thundercats) and in
film production, the biggest misconceptions about Hollywood
are “that no one reads, all they care about is the bottom line,
and no one respects comics/everyone thinks it’s all about
spandex/everyone thinks comics are just for kids. Sure, there
are people who fit the jokey stereotype, but there are also a lot
of people in
Hollywood who were
reading comics during
the boom years and
are receptive to
them—even some
who are championing
the medium.”

“Hollywood’s a
small town,” says
Mason Novick of
Benderspink, a
management/
production company
that produced films
like American Pie and
The Ring, and is
working with comics
writers like Garth
Ennis. “There are
twelve studios and
fewer than 100 good
production
companies.”
Production companies
line up what’s known
as “the package”—
property, writer,
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by Steven Grantteven Grant has been a professional comics writer for 25
years. Best known for his work on the Punisher and his
own Whisper, Steven has written X-Men and Spider-

Man stories, and comics adventures of WWF wrestlers.
He’s also a widely-read internet columnist, with his

Permanent Damage column on the Comic Book Resources
website (www.comicbookresources.com) eagerly read by fans
and pros alike.

His current and upcoming projects include a western
graphic novel, Red Sunset; a crime graphic novel,
Videoactive, and the return of Whisper in Day X (all from
AiT/Planet Lar), the mini-series My Flesh Is Cool and
Sacrilege from Avatar Press, and a collection of his former
internet column, Master of the Obvious.

As a published writer and creator of “properties,” Steven
has had his brushes with the Hollywood entertainment
machine. Here, he takes what he—and others, from various
parts of the that machine—have learned about how (and how
not) to deal with TV and movie folk and shares it with you.

—DF

S

The promotional poster for the upcoming Hellboy movie,
featuring art by the character’s creator Mike Mignola.
[©2003 Revolution Studios.]
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