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Series Foreword

Worshipped and cursed. Loved and loathed. Obsessed about the world over. What does it take to become an icon? Regardless of subject, culture, or era, the requisite qualifications are the same: (1) challenge the status quo, (2) influence millions, and (3) impact history.

Using these criteria, ABC-Clio/Greenwood introduces a new reference format and approach to popular culture. Spanning a wide range of subjects, volumes in the Greenwood Icons series provide students and general readers a port of entry into the most fascinating and influential topics of the day. Every title offers an in-depth look at iconic figures, each of which captures the essence of a broad subject. These icons typically embody a group of values, elicit strong reactions, reflect the essence of a particular time and place, and link different traditions and periods. Among those featured are artists and activists, superheroes and spies, inventors and athletes, the legends and mythmakers of entire generations. Yet icons can also come from unexpected places: as the heroine who transcends the pages of a novel or as the revolutionary idea that shatters our previously held beliefs. Whether people, places, or things, such icons serve as a bridge between the past and the present, the canonical and the contemporary. By focusing on icons central to popular culture, this series encourages students to appreciate cultural diversity and critically analyze issues of enduring significance.

Most importantly, these books are as entertaining as they are provocative. Is Disneyland a more influential icon of the American West than Las Vegas? How do ghosts and ghouls reflect our collective psyche? Is Barry Bonds an inspiring or deplorable icon of baseball?

Designed to foster debate, the series serves as a unique resource that is ideal for paper writing or report purposes. Insightful, in-depth entries provide far more information than conventional reference articles but are less intimidating and more accessible than a book-length biography. The most revered and reviled icons of American and world history are brought to life with related sidebars, timelines, fact boxes, and quotations. Authoritative entries are accompanied by bibliographies, making these titles an ideal starting point for further research. Spanning a wide range of popular topics, including business, literature, civil rights, politics, music, and more, books in the series provide fresh insights for the student and popular reader into the power and influence of icons, a topic of as vital interest today as in any previous era.


Preface

Across the globe, people not only know the name Superman, but also Clark Kent. The superhero motif is ubiquitous in advertising, from super plumbers wearing capes to Adam West urging people to rescue their own financial futures by becoming superheroes. Eminem, who repeatedly employs superhero imagery in his lyrics and videos, is just one of many pop culture producers disseminating their fascination with comic book icons across the broader culture. Actor Nicholas Cage even took a stage name for himself after his favorite superhero: Luke Cage, Power Man.

Because generations have thrilled to their exploits, the heroes and villains of American comic books permeate our culture, and even Americans who have never read a comic book have some sense of what these characters represent. The most significant comic book characters, and their creators, do more than simply thrill. They make us consider who we are and who we aspire to be. Some present us with sharp distinctions between good and evil, and urge us to do the right thing. Other characters and creators, targeting a more mature audience, problematize simple distinctions and force us to develop a more nuanced moral compass to deal with the complexity of life.

Icons of the American Comic Book: From Captain America to Wonder Woman explores how these significant characters and creators, these icons of our culture, reflect the American experience out of which they sprang and how they have achieved relevance by adapting to, and perhaps influencing, the evolving American character. A quick review of the table of contents will indicate that the majority of our entries are about iconic comic book characters. Accordingly, the entries are limited to characters that originated in the comic book medium. For example, Conan the Barbarian has appeared in comic books for decades, but he is a product of 1930s pulp magazines and thus not included. The remaining entries are devoted to creators, publishers, titles, or even comic book–related phenomena that have had enduring significance.

What makes a character, creator, or title significant enough to be considered an icon? Certainly, many devoted fans and accolades from the industry and the media are indicators. However, to be considered an icon worthy of inclusion in this work, the character, creator, or title must have had some impact on the broader American culture. One aspect of iconicity that facilitates this impact is that the icon is symbolic; it represents something more than itself (e.g., Spider-Man’s adventures repeatedly reaffirm a belief in the inherent goodness of humanity; Stan Lee’s approach to building a fan base demonstrates the cult of personality). Particularly for those icons developed in underground and alternative comics, the impact might come from challenging the status quo and forcing us to examine the values of our culture.

This reference work presents this information in one hundred substantive and entertaining entries written by leading comics historians and scholars. More than simply character or creator biographies, the entries provide in-depth explorations of the icons as products of and an influence upon American culture. The entries are arranged alphabetically, and each provides a short identification of its subject; a historical overview; a discussion of the topic’s iconicity, including its impact on comics and American culture; and a brief summary. Cross-references between entries are indicated by bold text. The entries cite essential works along with works for further reading, and the book closes with a comprehensive bibliography. For the recommended essential works we have indicated the roles of the creative team with “w” for the writer and “a” for the primary artist, and in some instances have further delineated the art chores with “p” for the pencil artist and “i” for the inker.

The contributors, by necessity, incorporate aspects of their personal reactions to the characters or creators about whom they are writing, but they also consider other perspectives on their subjects, particularly those put forth in the growing body of comics scholarship. Along with the principal entries, we include a number of interesting sidebars. The entries also include cross-references, to help readers locate items of related interest. For several entries we have enlisted the aid of popular comic book creators themselves. Our contributing professionals include: Stephen R. Bissette, Steve Englehart, Danny Fingeroth, Phil Jimenez, Paul Levitz, Trina Robbins, and Mark Waid.

Narrowing the list of potential characters, creators, titles, and miscellany that have become iconic to just one hundred entries was, admittedly, a subjective process. Thus, while it might be argued that a list of comic book icons might include this comic book character or that comic book artist, our selections were based on a perception that the selections had transcended comics alone and left their imprint on the wider culture. Some of these entries certainly enjoyed their heyday well before the current era, while others continue to radiate tremors across the cultural landscape. Informed readers are bound to express some dissent over our selections—either those we included or those we excluded. And while we hope that even the most critical readers will agree that most of these selections are well placed in this collection, we also realize that part of the enjoyment you will derive from this book will be the lively debates it will spark (Why Aquaman and not the Sub-Mariner?).

We owe a debt of gratitude to a number of people who have assisted us in the development of this collection. At ABC-CLIO, we have George Butler, Christian Green, and Barbara Patterson to thank for their guidance as well as Carol Bifulco, Kristine Hunt, and Allison Nadeau for their help. We also thank Tim Stroup, co-founder of Cold Cut Comics Distribution and the Grand Comics Database, and Tommy Cash for assistance with fact-checking. Alissa Armstrong and Desiree Barnes provided capable assistance in collating data. Carl Miller assisted with proofreading.


VOLUME ONE


Adams, Neal

Neal Adams is a comic book artist, publisher, graphic designer, animator, and an advocate for the creative and financial rights of creators. He is most famous for his visual reinvention of Batman and his collaboration with Dennis O’Neil on the 1970s Green Arrow/Green Lantern socially engaged saga in which the two heroes travel through a troubled America. Adams has won many awards and earned other recognition for his work. He won multiple Alley Awards, several Shazam Awards, an Inkpot Award, and was twice named the Eagle Award’s favorite artist, an honor voted him by fans in the United Kingdom. In 1998, he was inducted into the Will Eisner Comic Industry Awards Hall of Fame. A year later, Adams was recognized with the Harvey Award for lifetime achievement, which included induction into the Jack Kirby Hall of Fame.

HISTORY

Adams was born June 6, 1941, on Governors Island (borough of Manhattan) in New York City. He attended the School of Industrial Art (now the High School of Art and Design) in Manhattan. After graduating in 1959, Adams unsuccessfully sought freelance work with DC Comics. He then applied for employment at Archie Comics, where he hoped to obtain work in that company’s new line of superhero comic books, then under the editorship of Joe Simon. In applying for the job Adams submitted a few sample pages of the Fly, a character created for the Archie Adventure Series by Simon and his longtime collaborator, Jack Kirby. He also drew several teen-themed humor samples that were in keeping with Archie Comics’ market niche specialization. Staffers kept the samples and eventually incorporated one of his images into a published story. With Adams’s permission, a panel taken from his samples appeared in Adventures of the Fly #4 (1960). Adams went on to draw and write gags as a regular contributor to Archie’s Joke Book Magazine.
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Early in his career Adams drew interest from outside the comic book industry. In 1959, at the age of 18, he was invited to work as an assistant for Howard Nostrand, for whom he provided backgrounds and some penciling for the syndicated newspaper strip Bat Masterson. Nostrand shared a studio with Elmer “Red” Wexler, a former comic book artist and an established advertising illustrator, who critiqued and mentored Adams. In 1959, Wexler helped the young artist obtain a position at the advertising firm of Johnstone and Cushing, where Adams worked for about a year. In 1962, Adams began a 3-1/2 year stint as the illustrator for the Newspaper Enterprise Association’s (NEA) syndicated strip Ben Casey, featuring a young, idealistic physician based upon the character played by Vince Edwards in the popular ABC medical drama of the same name, which aired from 1961 until 1966. The strip was developed by Jerry Caplin (brother to Al Capp of Li’l Abner fame) writing under the pseudonym Jerry Capp. Ben Casey concluded its run on July 31, 1966, soon after the last new episode of the television series aired on March 21. Typically working as an uncredited ghost artist, Adams also drew other syndicated strips such as The Heart of Juliet Jones, Peter Scratch, and Rip Kirby.

When Joe Kubert left DC in 1967 to collaborate with Robin Moore on the Chicago Tribune’s daily syndicated strip, Tales of the Green Berets, Adams approached the publisher hoping to obtain employment in the wake of Kubert’s departure. In response, he was assigned a few war stories, which supplemented his income from horror comics work for editor Archie Goodwin at Warren Publishing. Eventually, Adams was given more assignments at DC, working initially on The Adventures of Bob Hope and The Adventures of Jerry Lewis. Soon, he was producing covers for DC’s signature superhero titles. Adams went on to establish himself as a major talent with his award-winning work on the Deadman series, which appeared in Strange Adventures #206–#216 from 1967 to 1969. During the 1970s, Adams entered into a groundbreaking collaboration with DC writer Dennis “Denny” O’Neil. One of their projects involved a multi-issue narrative arc in which Justice League colleagues Green Lantern (Hal Jordan) and Green Arrow (Oliver “Ollie” Queen) take an extended road trip together through a troubled American cultural landscape. During the course of this odyssey of personal discovery and sociopolitical engagement, the duo tackle such topical social issues as cults, pollution, poverty, racism, political corruption, and drug addiction. While doing so, the two superheroes give voice to dramatically differing approaches to dealing with America’s social problems. Green Lantern advocates working for change within the established legal and political system, while Green Arrow angrily calls for more radical solutions. This politically charged and socially controversial storyline was a radical departure from DC’s traditionally escapist superhero narratives. Equally innovative was the way in which Green Arrow was reinvented by Adams and O’Neil, rendering him significantly different from the standard squeaky-clean and often bland personalities populating DC’s stable of superheroes. It was this grittier Green Arrow who accompanied Green Lantern during the duo’s epic journey.

A key moment in their joint venture occurs when they discover that Green Arrow’s sidekick and legal ward, Speedy (Roy Harper), is hooked on heroin. The story, entitled “Snowbirds Don’t Fly,” is told in Green Lantern #85–#86 (1971). This narrative broke ground for DC and for the comics industry in general. According to the Comics Code Authority’s (CCA) rules, any depiction of illicit drug use was forbidden. This was true even for storylines that portrayed the selling and use of drugs in a negative light. In broaching this forbidden subject, Adams and O’Neil tapped into topical concern regarding the way that criminal and social pathologies associated with the sale and use of addictive drugs were adversely transforming America’s urban landscape and negatively impacting the nation’s youth. The mental, physical, and social consequences of addiction are graphically and sympathetically depicted. Speedy is shown going through an excruciating cold turkey withdrawal. Another addict dies from an overdose. The story generated much positive attention. Issue #86 included a message from John V. Lindsay, then mayor of New York City, praising the narrative’s anti–drug abuse message. “Snowbirds,” which won the 1971 Shazam Award for Best Individual Story, was not the first story by a major comic book publisher to address drug abuse. It came out a few weeks after Marvel Comics released its own cautionary tale concerning the same subject, “Green Goblin Reborn!” That story, which appeared in The Amazing Spider-Man #96–#98 (1971), was written by Stan Lee in response to a request from the Department of Health, Education, and Welfare that Marvel publish a story condemning drug abuse in one of its popular titles. In spite of the story’s prosocial message, the CCA would not give its approval. Marvel opted to go ahead and publish the issues without the CCA’s stamp of approval. As a result of the positive public response to the Green Arrow/Green Lantern and Spider-Man drug stories, the Comics Code’s prohibition against the depiction of drug abuse was relaxed, which allowed for the development of more storylines focusing upon drug abuse.


GREEN ARROW REIMAGINED

Green Arrow was introduced in More Fun Comics #73 (1941) as a cross between the archer heroes popular at that time (e.g., Robin Hood, the Green Archer) and DC’s own Batman. Green Arrow wore a costume patterned after the Lincoln green outfit traditionally associated with Robin Hood; and, like Robin Hood, he was a skilled archer with a repertoire of trick shots. In common with the Caped Crusader, Green Arrow was wealthy, had a young sidekick, and did not have superpowers per se, but instead possessed hyperdeveloped athletic and martial skills. In addition, the original Green Arrow had his own counterparts to Batman’s ever-growing arsenal of gimmicks, such as the Arrowcar, Arrowcave, Arrowplane, and an Arrowsignal. In Brave and the Bold #85 (1969), Adams gave Green Arrow a new look, drawing him with a Van Dyke beard, a mustache, a fuller head of hair, and a sportier new costume. In Justice League of America #75 (1969), O’Neil followed up with changes in Green Arrow’s psychology and socioeconomic status, giving him a gruffer personality and depriving him of his fortune. This loss rendered the hero sensitive to and angry about the plight of the poor and powerless.



Although the Green Lantern/Green Arrow series won awards and was critically acclaimed, sales were modest. In commenting upon this commercial disappointment, editor Julius “Julie” Schwartz acerbically told American popular culture historian Ron Goulart, “Relevance is dead.” This signaled a reversal in DC’s editorial policy back to its earlier preference for less controversial and socially engaged storylines. Adams and O’Neil had been afforded a great deal of artistic license, in the hopes that they could spark renewed interest in Green Arrow and Green Lantern, and increased sales of the title in which the two appeared, which was being considered for cancellation. Commercial concerns dictated that they be more careful with another DC franchise. Adams also teamed up with O’Neil in a collaboration that redefined the popular and profitable Batman. Adams reinvented the way Batman was rendered visually, creating iconic conventions for depicting him as a brooding shadowy creature of the night that came to define the character, shaping how he is still depicted in comic books, graphic novels, films, and other media. In reinventing Batman’s look, Adams gave him a longer cape that did not hang limply behind him, but moved in an aggressively stylized manner that violated the laws of physics. This darker and more menacing Batman was a far cry from the campy, goody-two-shoes featured a few years earlier on the television show that aired on ABC from 1966 to 1968. The stories that Adams illustrated typically take place within a shadowy, nocturnal world and are populated by damaged and disturbed individuals, both criminals and their victims. The Dark Knight’s pool of adversaries was expanded beyond Batman’s usual rogues’ gallery of psychotic costumed crazies (e.g., the Joker, Penguin, etc.). Together with O’Neil, Adams (along with other illustrators) introduced the supervillain Ra’s al Ghul into the Batman mythology in a complex cycle of stories beginning with “Daughter of the Demon” in Batman #232 (1971). A man of great means, intelligence, and determination, Ra’s is one of Batman’s most formidable foes. Since his introduction, Ra’s al Ghul and the constellation of characters surrounding him have continued to play an important role in the life of Batman in and outside of comic books. His daughter Talia is the mother of Bruce Wayne’s son, Damian, the fifth Robin. In Chris Nolan’s 2005 film, Batman Begins, Ra’s is depicted—in a departure from the DC narrative—as the one who trained Bruce Wayne in the martial arts before he assumed the persona of Batman.

During his career with DC, Adams was in high demand as a cover artist, which made commercial sense given that an Adams cover typically generated increased sales. As a result, his art graced the covers of a wide range of DC titles, from Action Comics to World’s Finest Comics. He produced covers for diverse genres, including horror: Forbidden Tales of Dark Mansion, House of Mystery, House of Secrets, Tales of the Unexpected; novelty: Hot Wheels; romance: Heart Throbs; science fiction: Challengers of the Unknown, Mystery in Space; superheroes: Adventure Comics, Brave and the Bold, Detective Comics, Justice League of America; war: G.I. Combat, Our Fighting Forces; and the Western: Tomahawk. Almost every major and many minor DC characters received an Adams cover treatment, including Batman, Flash, Green Arrow, Green Lantern, Superboy, and Superman.

IMPACT ON COMICS

Adams’s much-imitated visual depictions of superheroes represent a sharp departure from the relatively stiff renderings of such classic comic book artists as Steven J. “Steve” Ditko or Bob Kane. His pencils, characterized by vigorous primary lines and delicate crosshatching, combine the grace and fluidity of Carmine Infantino with the explosive energy of Jack Kirby, without overtly imitating either artist. Adams creates dynamic compositions within panels, and inventively arranges panels within and across pages, with arms, legs, capes, etc. often bursting forth, refusing to be constrained by neatly laid out panel borders. His dramatic use of foreshortening, reminiscent of the work of Renaissance artist Andrea Mantegna, gives Adams’s illustrations a three-dimensional quality, with characters and objects sometimes thrusting through the “fourth wall” traditionally separating comic readers from the page. The world Adams depicts is darkly chiaroscuro, juxtaposing deep shadows with dramatic lighting, providing the perfect shadowy setting for Batman, Deadman, and similar characters. Adams’s grasp of human anatomy exceeds that of most Gold and Silver Age comic book artists. His heroes are well-muscled athletes, but naturally so; they lack the steroid-induced bulk favored by many later comic book artists. They are frequently depicted in exaggerated poses imbued with the same compressed tension epitomized by the Baroque artist Bernini’s sculpture of David.

Adams cites as influences illustrators Bernie Fuchs (who worked in advertising, for magazines, and produced a series of stamps featuring portraits of folk musicians for the U.S. Postal Service), Al Parker (the “Dean of Illustrators,” his work appeared in such magazines as Sports Illustrated and Vogue); and Bob Peak (who produced film posters, magazine covers, and the 1984 Summer and Winter Olympics USPS stamp series). He also points to Mort Drucker (a long-time contributor to Mad magazine), Russ Heath (whose work ranged from DC war comics to Playboy’s Little Annie Fanny) and Joe Kubert (who drew such iconic DC characters as Hawkman, Sgt. Rock, and Tarzan) as inspirations.

Adams’s contributions to the comic book industry are not limited to his work as an artist. He has played a prominent role in promoting the rights of comic book creators. In doing so, he attempted to unionize creative talent during the 1970s. In 1977, Adams helped form the Society of Strip Illustrators, which in 1992 changed its name to the Comics Creators Guild. Adams also played a prominent role in helping the creators of Superman, Jerome “Jerry” Siegel (writer) and Joseph “Joe” Shuster (artist), obtain the creative recognition and financial remuneration they deserved. In 1987, he won a lawsuit petitioning Marvel to return original art to him, Jack Kirby, and others. This win established the right of comic book creators to the financially beneficial ownership of the originals of their work. In a departure from the labor conventions of the comic book industry, Adams approached Marvel in 1969 about freelancing for them even as he continued to produce covers and draw stories for that company’s primary business rival, DC. In doing so, Adams challenged taboos that kept comic book creators from openly working for rival publishers. Welcomed at Marvel, he worked on such titles as X-Men and The Avengers.

IMPACT ON AMERICAN CULTURE

Adams’s creativity has found avenues for expression beyond the comic book industry. During the 1970s, he created cover art for the Ballantine Books paperback series of Edgar Rice Burroughs’s Tarzan novels. In 1971, along with Richard Joseph “Dick” Giordano, Adams established Continuity Studios (originally called Continuity Graphics Associates, and later Continuity Associates). Continuity Studios, which has an office in New York and another (under the name Transcontinuity Studios) in Burbank, California, provides clients with services that range from storyboards and traditional animatics to computerized special effects and full CGI animation. In recent years, Adams has publicly promoted the controversial view that the mass of the Earth is growing, which runs counter to the current consensus of the scientific community. He produced an animated video in support of this theory, excerpts from which are available on YouTube.

SUMMARY

As an artist and an activist, Adams changed the way comics are drawn, the content they include, and the practices associated with their production. His work’s high degree of anatomical precision, its compressed energy, and dynamic composition influenced a generation of comic book artists. In re-inventing Batman, Green Arrow, and Green Lantern he contributed to the introduction of darker, more menacing material and socially relevant content into the narratives of mainstream comic titles, and in doing so played a part in changing the Comics Code. As an activist, Adams helped Siegel and Shuster obtain deserved recognition and compensation for their creation of Superman. He was instrumental in establishing the right of creators to ownership of their original work. And, he paved the way for comic book artists and writers to enjoy the creative freedom and financial benefits of working for multiple publishers simultaneously. Adams continues to remain connected to the comic book industry and its fans through his blog, online sales of original art and other collectables, and appearances at conventions.

See also Batman; Green Lantern/Green Arrow; Siegel, Jerry and Joe Shuster
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Robert Westerfelhaus


American Splendor

From 1976 to 2008, Harvey Pekar in collaboration with dozens of artists—including Robert Crumb, Joe Sacco, Greg Budgett, Gary Dumm, Josh Neufeld, and Dean Haspiel—produced 37 issues of American Splendor, over 1,700 pages of stories illuminating working-class life in Cleveland, Ohio. Pekar, using the pay he earned as a file clerk at a Veterans Administration hospital, self-published the first 15 issues through 1990. Dark Horse Comics then published the next 14 from 1993 to 2002, and Vertigo (a DC Comics imprint) released the last eight issues in two four-issue miniseries from 2006 to 2008.

American Splendor helped shape the autobiographical comic that has become a staple of alternative comics today. Boldly depicting Pekar, his friends, family, and co-workers, blemishes and all, the series served as an antidote to the superhero comics dominating the market. Born out of the underground comic era, American Splendor unflinchingly gave voice to those often shunned or silenced by our society. Minor figures in the drama of American history, perhaps, these characters have been writ large in American Splendor. Against the milieu of an industrial city in decline, their obsessions, foibles, and dreams add rich, textured threads to the cultural tapestry that embodies us.

HISTORY

American Splendor #1, a collection of nine stories “from off the streets of Cleveland,” as the series was subtitled, appeared in 1976. As revealed in the later story “How I Quit Collecting Records and Put Out a Comic Book with the Money I Saved” (2003), Pekar saved up the money he would have spent collecting rare jazz records to self-publish the series. Pekar, the primary character in the series, appears in only one story in the inaugural issue, “A Fantasy,” in which he berates his old friend and underground celebrity R. Crumb into illustrating his stories. The first issue included a vignette offering questionable advice for picking up girls, an account of a summer vacation and doomed romance, and a recollection of the Be-Ins of the 1960s. This issue set the rust-belt city of Cleveland as the backdrop for the series and, even more importantly, established the bland incidents of everyday life as worthy subject matter for comics.
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Born on October 8, 1939, Harvey Pekar was raised in and remained a resident of Cleveland’s blue-collar neighborhoods until his death in 2010. At age 19, Pekar began to publish reviews and articles on jazz, an interest that brought him into contact in the early 1960s with Robert Crumb, who had taken a job in Cleveland with the American Greetings Corporation. After Crumb moved to San Francisco, Pekar kept in touch with him as he gained notoriety in the world of underground culture. When Crumb visited Cleveland in the early 1970s, Pekar shared the stories he had been sketching out with stick-figure illustrations. Impressed, Crumb agreed to illustrate some of them and to show Pekar’s work to other potential artists. Pekar attempted to have these early comics published in underground magazines, but the underground scene had begun to dry up, and he published only a handful of short pieces in Kitchen Sink Press—Bizarre Sex #4 (1975), Snarf #6 (1976), and Comix Book #4 (1976).

The life Pekar experienced and witnessed in Cleveland’s neighborhoods profoundly informed his writing, the street corners and the businesses becoming meaningful characters in themselves, teeming with loss, frustration, and yet holding on to an undying hope for a meaningful existence. Son of Jewish immigrants from Poland—his father ran a grocery store—Pekar first lived in a neighborhood transitioning from predominantly white to mixed race. As these transformations occurred, Pekar recalled, he became a “target of local youths who called him ‘white cracker’ and routinely beat him up. The experience, he later theorized, instilled a profound sense of inferiority” (Grimes, New York Times, 2010). Pekar’s ability to create universal meaning from his experiences made American Splendor a trend-setting series.

Through his appearances on Late Night with David Letterman—and his banishment from the program because of controversial remarks he made during a segment on a 1987 show—American Splendor had a steady if small popular appeal. The comic series, however, was thrust into wider mainstream culture by the film American Splendor released in 2003, starring Paul Giamatti as Harvey Pekar. The film won the Grand Jury Prize for Dramatic Film at the Sundance Film Festival and received the Best Adapted Screenplay award from the Writers Guild of America. It was also nominated for Best Adapted Screenplay at the Academy Awards. As a result, the anthology American Splendor: The Life and Times of Harvey Pekar, published in conjunction with the film, attained greater sales than previous American Splendor publications. Following the author’s death in 2010, several posthumous publications were planned, the legacy of the working man’s curmudgeon now ensured.

IMPACT ON COMICS

Toiling in the shadows of superhero comics, American Splendor is often credited as having revolutionized the autobiographical comic. The series has been noted for Pekar’s ability to capture the nuances of speech of those around him—in fact, some of the stories simply illustrate dialogues Pekar has overheard—for Pekar’s commitment to the accuracy of character and plot details, and for its self-referentiality, self-consciously depicting Pekar’s mundane working life while he pursues a career as a comic artist on the side. In first- or third-person narration, Pekar in American Splendor put a variety of narrative techniques into play, including slice-of-life, personal reflection, anecdote, character study, confessional, philosophical musing, and political rant. Some stories are narrated entirely through captions, some with little or no dialogue, with many silent panels serving as visual punctuation and providing a pictorial cadence. Unlike comics in the superhero genre, many of the stories begin in medias res and end ambiguously, without closure, while some end, especially later in the series, with a punch line or moral.


BEYOND AMERICAN SPLENDOR

Perhaps it was in response to the growing popularity of the graphic novel format that in the last years of his life Harvey Pekar transitioned away from the short stories of American Splendor to longer works. Pekar’s graphic novel The Quitter (2005), with art by Dean Haspiel, was more ambitious in scope than most of his earlier work, but it was still a memoir. In his next efforts Pekar changed his focus from personal history to social history. Macedonia (2007) adapted peace activist Heather Roberson’s account of her travels in Macedonia as she tried to understand the ethnic and political complexities that threatened to engulf the country in civil war. Pekar returned to domestic subjects with graphic histories of political and cultural movements, Students for a Democratic Society (2008), with artist Gary Dumm, and The Beats (2009), with artist Ed Piskor. Studs Terkel’s Working: A Graphic Adaptation (2009) celebrated the working lives of ordinary Americans. Pekar approached these new subjects with the same sensibilities, the same worldview that had been evident in American Splendor—sympathy for those who challenged authority and empathy for those who toiled in obscurity.



Joseph Witek argues that Harvey Pekar’s most significant innovation is that “in the search for an accurate and believable rendering of experience, he is willing to write stories that can be as drab, depressing, and tedious as life itself. Pekar’s aesthetic of aggressively humdrum realism struggles against the tide of decades of comic-book fantasy and escapism” (Witek 1989, 128). He differentiates Pekar’s approaches to autobiography from underground comix because “Pekar’s emphasis on realistically drawn figures and open-ended slice-of-life vignettes makes American Splendor’s tone quite different from the hyperbolic self-dramatization of most personal stories in the undergrounds” (Witek 1989, 128).

As an encyclopedic reader of prose fiction from around the world, Pekar drew more from novelists such as Theodore Dreiser, Stephen Crane, and George Gissing than from the history of comics. American Splendor, Witek asserts, “eschews the neat packaging of traditional plot; his stories often seem to be all middle and no ending. This is hardly startling stuff for prose fiction, but in the traditionally escapist and formulaic medium of sequential art, to imitate Balzac and George Eliot is an avant-garde move” (Witek 1989, 133).

M. Keith Booker contends that as a series of realistic stories of working-class life, American Splendor provides a striking contrast to “most other comics and graphic novels, which have been dominated by stories of superheros and ultranoir crime stories” (2007, 137). Though the series was not widely known until the film American Splendor appeared, it garnered significant critical attention as “a genuine landmark in the history of comics, demonstrating the viability of comics about realistic, everyday topics and paving the way for later authors, such as Daniel Clowes, who have worked in the same vein” (Booker 2007, 137). “For years,” Scott McCloud asserts, “Harvey Pekar’s American Splendor had been a lonely standard bearer for comics autobiography, but suddenly the ‘Alternative’ shelves were swarming with the things—almost enough to constitute a full-fledged genre all their own” (2000, 40).

Comics artists Mary Fleener, author of Life of the Party, and Joe Matt, author of Peepshow, credit Pekar with inspiring their work as well. Matt began doing autobiographical comics “out of a conviction that anyone’s life is equally viable as subject matter. We’re all human beings with common reference points. Pekar’s work, more than anyone’s, made this painfully clear” (Rosenkranz 2011). Charles Hatfield identifies the latter issues of Chester Brown’s Yummy Fur, Ed Brubaker’s Lowlife, Dennis Eichhorn’s Real Stuff, the early issues of Seth’s Palookaville, and other series as being influenced by American Splendor (2005, 110).

IMPACT ON AMERICAN CULTURE

The primary impact the series had on American culture was its championing of the value that all people have worthy stories to tell. American Splendor was inclusive and spoke up for the so-called little man. In stories such as “Emil,” which portrayed the life of one of Pekar’s elderly neighbors, an immigrant from Ukraine; the many stories about his co-workers such as “Pickled Okra (Okry)”; and the stories about Sid and other friends, such as “Guerrilla Theatre July ’74—On the Corner,” Pekar honored their uniqueness. The core American value of hard work also plays out throughout the series. Late in the series, Pekar wrote comics that show he was pleased his persistence and extraordinary effort paid off.

In 2003, a movie adaptation of American Splendor filmed on location in Cleveland and Lakewood, Ohio, directed by Shari Springer Berman and Robert Pulcini, received wide critical acclaim. With Paul Giamatti and Hope Davis in the starring roles, Harvey Pekar and his wife Joyce Brabner also made cameo appearances. M. Keith Booker points out the film has received critical acclaim “for its ability to capture the spirit of the comics on which it is based, and in particular for the way it is able to mimic the ability of comics to blur the boundary between fiction and reality in a highly effective (and very postmodern) way” (2007, 139). The film also blurs the boundary between film and comics when it incorporates captions in comics form as well as reproductions of images from the comic series. “This latter effect is not present in the comics themselves, of course,” Booker argues, “but it is highly in keeping with the way in which the comics challenge conventional cultural boundaries in general” (2007, 139).

The series has inspired a number of theatrical productions, beginning in 1985 in Lancaster, Pennsylvania. A version adapted and directed by Vince Waldron and starring Dan Castellaneta (famous as the voice of Homer Simpson), which ran for a year in 1990–1991, was represented in fictionalized form in the film. Pekar also wrote the libretto for a jazz opera composed by saxophonist Dan Plonsey entitled Leave Me Alone that premiered at Oberlin College in 2009.

Though the series did not gain a large commercial following prior to the film, it acquired many noteworthy fans. Along with eight appearances on Late Night with David Letterman, Pekar appeared on Anthony Bourdain’s series No Reservations on the Travel Channel and Terry Gross’s Fresh Air program on National Public Radio, and his work was featured early in his career in several articles in the Village Voice. The Comics Journal ran two long interviews between Gary Groth and Pekar in 1985 and 1993, and Pekar’s innovations were discussed in Joseph Witek’s Comic Books as History: The Narrative Art of Jack Jackson, Art Spiegelman, and Harvey Pekar (1989). The continuing influence and aesthetic implications of Pekar’s autobiographical focus were a significant thread in Charles Hatfield’s Alternative Comics: An Emerging Literature (2005). In 1987, the first American Splendor anthology won the American Book Award. Harvey Pekar’s death in 2010 was noted in obituaries in newspapers and magazines throughout the world.

American Splendor espoused the rights of the individual over those of society and the government, as exemplified in “Jury Duty,” illustrated by Sue Cavey. In this story, Pekar tells the judge he would be biased against the prosecution because he would not want to find a person guilty who then receives an inappropriate, unjust sentence. Believing the justice system is flawed, Pekar pled to have no part in it. He gets released from jury duty without being selected to serve on any juries.

Throughout the series, Pekar challenged the American value that success is measured by the accumulation of wealth and property. Taking pride in holding down a steady, if “flunky,” job, Pekar believed honesty is more important than material possessions. He had little patience for anyone who was not up front, such as the woman described in “Ripoff Chick,” the story of a former high school classmate, and in “Freddy Visits for the Weekend,” a story about one of his friends, Freddy, whom Pekar deemed a freeloader. Both people take from others and rarely give anything in return.

Ultimately, American Splendor teaches us to respect others as we would want to be respected, not to take anything for granted, and to be consistently honest and open, not denying or making excuses for our faults.

SUMMARY

Harvey Pekar was secure enough to represent himself in a dim light, as misanthropic, miserly, solipsistic, and highly neurotic. His lived experience, mediated through a relentless honesty and clarity, will continue to resonate with readers. Eschewing the pat closure common to mainstream media, where good people win out in the end and everything is resolved, and resisting, for the most part, trite moral commentary, American Splendor will be welcomed by the reading public in the future. Much like that irascible uncle who may at times rub you the wrong way with his idiosyncrasies, American Splendor in the end is wholly deserving of your love.

American Splendor is an important icon in American comics and culture because, as M. Keith Booker puts it, “Pekar may be an intellectual, but he is an organic intellectual who genuinely belongs to the working class, rather than merely sympathizing with it. He observes and comments on working-class life from the inside, not from the perspective of an outside observer” (2007, 142). Booker argues that “American Splendor is the very epitome of the underground comic, and the 2003 film based on it is a quintessential example of the independent film” (2007, 137). American Splendor helped redefine what comics could be. Pekar, who was convinced that comics could do so much more than tell adventure stories, poured his hard-earned time and money into making sure comics would never be the same.
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Aquaman

Aquaman, “The King of the Seven Seas,” is one of the foremost undersea superheroes in comics and has remained a stalwart member of the DC Comics continuity since his debut in More Fun Comics #73 (1941). Over the decades perhaps no other major DC character has appeared in so many titles or undergone so many revisions, reinterpretations, and relaunches. One of only five Golden Age heroes to remain in continuous publication throughout the 1950s, Aquaman’s popularity soared in the Silver Age where he received a new origin and an expanded supporting cast. He was a charter member of the Justice League of America, and his ability as both an air and water breather allowed him to battle evil on both the Earth’s surface and in its vast oceanic expanses. Aquaman has headlined his own titles and several limited series over the years. The hero’s presence has not been contained solely to the comics pages as he has appeared in numerous television programs, video games, and on many toys. Although he has been consistently portrayed in the comics as having innate nobility, Aquaman’s reputation with the general public has been tarnished over the years due to the perception that his “talking to fish” telepathy was a silly superpower. In more recent years, DC Comics has made a concerted effort to rehabilitate their aquatic hero by showcasing him and his supporting cast in some of their most high-profile projects. Throughout most of the decades, Aquaman has been depicted wearing a scaled orange tunic, black swim trunks, and green gloves and leggings. He is often portrayed as carrying a large trident, a three-pronged spear associated in mythology with either Neptune or Poseidon.

HISTORY

Aquaman was the creation of Mort Weisinger (writer) and Paul Norris (artist) who were partly inspired by the success of the Sub-Mariner, another subsea superhero who had debuted in Timely’s Marvel Comics #1 (1939). The Golden Age Aquaman’s true name was never identified. In his first adventure he only revealed himself as the son of a famed undersea explorer who devoted his life to solving the ocean’s secrets. Believing that he had discovered the lost city of Atlantis, the explorer used the sunken kingdom’s books and records to teach his son how to survive at great depths. Aquaman states, “By training and a hundred scientific secrets I became what you see—a human being who lives and thrives under water.” Aquaman’s abilities allowed him to breathe underwater, swim at high speeds, and communicate with all forms of sea life. His base of operations was an ancient temple in Atlantis and his adventures took place on the high seas all around the globe. Aquaman’s adversaries during this era consisted largely of sea-based criminals and modern-day pirates, such as Black Jack. During World War II, many stories involved the hero combating Nazi U-boat commanders and various Axis villains. Although both Weisinger and Norris soon left Aquaman for other assignments, the hero remained unchanged for nearly the next two decades. This lack of true character development and an expanding supporting cast and rogues gallery was largely due to the fact that Aquaman remained a back-up feature throughout the Golden Age of comics. He never appeared on the cover of More Fun Comics or Adventure Comics (where he remained from 1945 to 1961). During the late 1940s and into the 1950s, numerous writers such as Otto Binder, Joe Samachsan, and Manly Wade Wellmen took turns crafting the underwater hero’s stories. Unfortunately, their plots were generally uninspired tales. Comics historian Roy Thomas commented on this era’s Aquaman adventures when he wrote, “Each month he captured smugglers and rescued ships in distress, while lording it over everything in the sea from the sperm whale on down, but the stories could have been published in almost any order, and nobody would have noticed” (Miller 2003, 5–6).

Beginning in 1959, Aquaman was significantly revised along with many other superheroes during the Silver Age of comics. His origin story was retold in Adventure Comics #260 so that it now bore little resemblance to the one published in 1941. Aquaman’s secret identity was now Arthur Curry, the son of a lonely lighthouse keeper and mysterious woman named Atlanna. Tom Curry had rescued her from a stormy sea, and the couple soon married. Their son Arthur is born with the ability to live on both land and sea, and to command sea creatures. On her deathbed, Atlanna reveals she comes from Atlantis and that her son is destined to become “Ruler of the Oceans.” Unlike his Golden Age counterpart, the Silver Age Aquaman possessed a significant weakness—like all Atlanteans he had to come in contact with water at least once per hour or he would perish.
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The most significant aspect of Aquaman’s stories during this period was the expansion of the hero’s cast of supporting allies and adversaries. In a story titled “The Kid from Atlantis” in Adventure Comics #269 (1960), readers were introduced to Aqualad, an orphan named Garth who had been made an outcast by Atlanteans believing his purple eyes made him genetically inferior. He quickly became Aquaman’s protégé as the editors chose to team the pair in the manner of Batman and Robin. Aqualad later became a founding member of the Teen Titans and acquired a girlfriend named Tula, who was called Aquagirl. Mera, the queen of a water-based dimension, was introduced in Aquaman #11 (1963) as a romantic interest for the Sea King. The gorgeous redhead fell in love with Aquaman, and the couple soon married. In Aquaman #23 (1965) their son, Arthur Jr. (nicknamed “Aquababy”), was born. Aquaman was the first Silver Age hero in the DC Comics universe to father a child. Other additions to the supporting cast included Vulko, Aquaman’s Atlantean advisor; Quisp, a water sprite; and Topo, an octopus with human-like intelligence. The hero was often seen riding Storm, an oversized seahorse.

DC Comics editors also chose to have Aquaman interact more directly with their other superheroes. His first crossover with another hero occurred in “The Underwater Archers” in Adventure Comics #267 (1959) when he briefly met Green Arrow. At that point the two had been appearing in stories alongside one another in the comic book for nearly 14 years. Aquaman’s inclusion in the Justice League’s first tale in The Brave and the Bold #28 (1960) cemented his place at the forefront of DC Comics’ roster of superheroes. During the Silver Age, the artists most often associated with Aquaman were Nick Cardy, Jim Aparo, and Ramona Fradon—one of the few women illustrating superhero stories in the era.

The Silver Age further witnessed an increasing number of supervillains who returned repeatedly to confront Aquaman. His main foes included the Fisherman, the Scavenger, and Ocean Master, who was revealed to be Orm Curry, Aquaman’s troubled and jealous half-brother. The most notable member of the rogues gallery was Black Manta. Clad in a dark wetsuit and an ominous-looking metallic helmet with large red eye pieces that allowed him to fire laser beams, the character was one of the first African American supervillains in comics. His main goals were plundering the ocean’s treasures and defeating Aquaman. Introduced in Aquaman #35 (1967), Black Manta had no definitive origin story for decades. In fact, it was not until 1977 that the villain’s racial heritage was revealed. That storyline offered that his motivation to conquer the ocean was so that it could be colonized by blacks, who would be less oppressed underwater than they had been on land. In 1993 and 2003 two more conflicting origins were given for Black Manta. In the first he was a young boy who had been sexually abused on a ship. His hatred for Aquaman was based on his belief that the hero neglected to protect him. The second version of Manta’s origin featured him as an autistic orphan who had been locked up in Gotham’s Arkham Asylum. Both of these origins reflect the dark, gritty tone of many of that era’s superhero storylines. The villain and the Sea King battled repeatedly, with their most notable confrontation occurring in 1977, when Black Manta kidnapped and murdered Aquaman’s infant son. He killed the child by placing him inside a sphere, slowly filling it with air, as Aquababy was unable to breathe outside of water. Upon discovering the death of his infant son, Aquaman nearly killed Black Manta. The death of Arthur Jr. is one of the most significant moments in the Aquaman mythology as it has been often referenced in the succeeding years. Shortly after this storyline, the Aquaman comic book was canceled in 1978.

Following the death of his son, Aquaman gradually became a much darker character, and his stories were notable for their grittier tone. Without a title of his own to headline, the hero was briefly named the leader of a reorganized Justice League. A Martian invasion occurred when many of the team’s members were missing, and Aquaman was forced to lead a depleted roster of heroes. In Justice League of America Annual #2 (1984) he took it upon himself to disband the JLA. He soon re-formed the team, which was now headquartered in Detroit, with a mix of veteran (Zatanna, Elongated Man, and Martian Manhunter) and new (Vixen, Vibe, Gypsy, and Steel) members. Aquaman resigned his leadership position the following year. In 1986 Neal Pozner (writer) and Craig Hamilton (artist) presented a four-issue miniseries that introduced a new blue, camouflaged costume for the hero. It was critically praised, but a proposed follow-up limited series was canceled due to creative differences.


AQUALAD(S)

Just as there have been multiple youths who have assumed the mantle of “Robin, the Boy Wonder,” there have been more than one teenaged crime fighter who has claimed the role of “Aqualad.” The first Aqualad was created by Robert Bernstein (w) and Ramona Fradon (a) for Adventure Comics #269 (1960). Aquaman’s protégé, whose true name was Garth, was an amphibious humanoid whose powers mirrored those of his mentor. Both had the ability to breathe underwater and communicate with sea life. Garth was an orphan exiled from Atlantis because of a superstition involving children born with purple eyes. He was a founding member of the Teen Titans, a superhero group comprised of the sidekicks of members of the Justice League. Throughout much of the character’s history, he appeared as a faithful supporting cast member in the various Aquaman series.

On television he was featured in both the Aquaman and Teen Titan segments of Filmation’s 1967 animated series The Superman/Aquaman Hour of Adventure. He was also a recurring character on the Teen Titans animated series that premiered in 2003. In 1996, Garth discarded the “Aqualad” moniker and became “Tempest.” He also acquired new mystic powers that allowed him to control the temperature of the water and moisture around him. He had a long-lasting romantic relationship with Aquagirl but later married the superheroine Dolphin. He was eventually killed in DC Comics’ 2009–2010 miniseries Blackest Night.

Soon after Garth’s death, an African American teen named Jackson Hyde assumed the “Aqualad” identity. The son of Black Manta, Aquaman’s archnemesis, Hyde has the power of hydrokinesis—the ability to increase the density of water and then manipulate its shape. Another Aqualad appeared on the Young Justice cartoon series as the team’s leader. Kaldur is somewhat similar to Jackson Hyde, but he is an Atlantean whose abilities are channeled through tattoos on his arms. He also has the ability to discharge electricity through his hands.



In 1989, the hero’s origin was revised yet again in Aquaman Special #1 by Robert Loren Fleming (writer) and Keith Giffen and Curt Swan (artists). Now, Aquaman’s true identity is Orin, the son of Queen Atlanna and the wizard Atlan. He was abandoned as a child because of his blond hair by the superstitious undersea dwellers. He grew up as a feral child in the ocean until he was adopted by lighthouse keeper Arthur Curry, Sr. Later, he is made king of the Atlantean city of Poseidonis where he meets and marries Mera. This storyline was continued in a five-issue miniseries by the same creative team in late 1989.

Peter David’s popular Atlantis Chronicles, which premiered in 1990, told the ancient history of the undersea kingdom and revived fan interest in Aquaman. This led to another ongoing series (1991–1992) that depicted Aquaman as serving as Atlantis’s ambassador to the United Nations. Peter David returned to the character again in a 1993 miniseries called Aquaman: Time & Tide, which continued to revise the hero’s origin story. David radically altered the character in 1994’s new ongoing Aquaman title. The clean-cut appearance Arthur Curry had sported since the 1940s was replaced by long hair and a beard. His classic orange and green outfit was shredded in battle. Thereafter, Aquaman went shirtless and later wore gladiatorial garb. Most radically, Aquaman lost his left hand when a villain stole his ability to communicate with sea life and stuck Arthur’s hand into a piranha-infested pool. A now almost-crazed Aquaman attached a harpoon to his arm in place of his missing hand. During these years the hero was often written as an angry warrior king who possessed little sympathy for “surface dwellers.”

Aquaman’s next regular series began in 2003 with writer Rick Veitch attempting to take the character into more mystical territory. The hero’s harpoon-hand was replaced by a new prosthetic hand composed of magical water. The more-familiar classic Aquaman costume and look were later returned as he served as the protector of “Sub Diego,” a portion of San Diego that had plunged into the Pacific Ocean after a massive earthquake. During this period he gained a new female sidekick named Lorena, who soon became the new Aquagirl. In 2006, the series was renamed Aquaman: Sword of Atlantis. After DC’s One Year Later event, the hero lost most of his memory and assumed a new identity called the “Dweller of the Depths.” He mentored a new Aquaman named Arthur Joseph Curry, whose origin echoed the Golden Age version of the character. At the conclusion of this series, the Dweller dissolved into water and his successor essentially retired and has been subsequently ignored.

One of the original character’s highest profile appearances during this period was in Justice, a bimonthly miniseries (2005–2007) from Alex Ross, Jim Krueger, and Doug Braithwaite. It was a modernized interpretation of the Super Friends versus the Legion of Doom from the 1970s Saturday morning cartoon series. Aquaman is captured by Black Manta and both tortured and experimented upon by the android Brainiac before he rallies the other heroes in an effort to rescue his kidnapped son and save the world.

Aquaman was resurrected again in 2009 by writer Geoff Johns in the epic miniseries Blackest Night and its biweekly follow-up Brightest Day. He returned to the classic Silver Age origin of Arthur Curry as the son of a human lighthouse keeper and a woman from Atlantis. Aquaman was portrayed as a powerful and dynamic hero who commanded the respect of everyone in the DC Universe. Johns further revitalized characters like Mera, Black Manta, and a new African American Aqualad (who was Manta’s son) to new prominence. In 2011, Johns and artist Ivan Reis announced they would be creating a new ongoing Aquaman series to capitalize on the hero’s renewed popularity. Furthermore, Johns and artist Jim Lee returned the hero to the Justice League roster that same year as a sign he had been returned to a central position in the DC Comics Universe. Many of these more recent appearances have emphasized environmental issues and Aquaman’s role as the undersea world’s greatest protector.

IMPACT ON COMICS

Despite Aquaman’s long publishing history, his influence on the wider comics industry has been minimal. Perhaps his most iconic contribution has been the role he has played as a charter member of and continuing presence in the Justice League. Imitators of the League, such as Marvel’s Squadron Supreme, are keen to include an aquatic member (in that case a character called the Amphibian) to flesh out their roster. However, there have been few other ripples in the industry emanating from the character. Aquaman is more iconic to the broader culture.

IMPACT ON AMERICAN CULTURE

Aquaman has often appeared in other media forms outside of comics. He was first seen on television on the Superman/Aquaman Hour of Adventure from 1967 to 1968. From 1973 to 1986 he appeared in the various incarnations of Super Friends, a Saturday morning staple. Many of Aquaman’s fans believe that this program led to the negative perception of the hero by the public at large. They claim that the series’s decision to focus almost exclusively on Aquaman’s fish telepathy made the character appear weak and ineffective. The hero has been mocked on a number of television programs, such as Saturday Night Live, Seinfeld, Robot Chicken, and, most infamously, in a 1994 skit on MTV’s The State where he was mercilessly ridiculed by his fellow Super Friends.

A more masculine Aquaman made guest appearances on a variety of animated DC programs in the early 2000s, such as Superman: The Animated Series, Justice League Unlimited, and Young Justice. Perhaps the most successful of these interpretations was in Batman: The Brave and the Bold, where Aquaman was a regular supporting player. This Aquaman, whose appearance is based upon 1960s Hercules actor Steve Reeves, is a bombastic adventurer who spouts his catchphrase (“Outrageous!”) whenever he is surprised. Beginning in 2005, Aquaman was portrayed by actor Alan Ritchson in several episodes of Smallville. This led to the WB television network’s producing a live-action pilot episode for a proposed Aquaman series starring Justin Hartley. In this program, “A.C.” Curry is the lost prince of Atlantis who runs a dive shop, and his human father is a Coast Guard officer. While the pilot was not aired, it later became a popular download on iTunes and was included in several Smallville DVD sets. The character gained even wider exposure via HBO’s series Entourage, which included a story arc involving a fictional Aquaman movie.

Long before there was a “Green Movement,” Aquaman provided a strong voice for ecological issues on the comics pages as he was often portrayed as protecting the environment from menaces like pollution and oil spills. Although his detractors may have labeled him as “silly,” Aquaman’s fans have long recognized him as a superhero with a noble history and an action-packed future.

SUMMARY

Aquaman remains one of the most recognizable heroes in the DC Comics Universe. According to Geoff Johns, “Aquaman lives in such a cool world. Where Green Lantern goes out away from the Earth, Aquaman goes to the depths of the Earth, and there are a lot of things we’ve never explored… . I really want to find Aquaman’s place in the DC Universe, but then also explore what he means within the rest of that world” (Rogers 2011). It appears that Aquaman will continue to remain a strong presence into the new millennium.
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Archie Andrews

Archie Andrews is the idealized American teenage boy, the title character of Archie Comics and the centerpiece of the Archie Comics (originally MLJ Publications) line. Most Archie comics revolve around his life in Riverdale. Riverdale is routinely called “Riverdale, USA,” implying that it is every American town, although many readers infer it has a Midwestern sensibility.

Archie is a high school junior, and has been throughout his career in comics, aside from fantasy stories and parodies in which he assumes other roles and ages. He is well meaning, wholesome, willing to go out of his way to avoid problems (often causing them in the process), and passively involved with two girls, Betty Cooper (middle class, wholesome) and Veronica Lodge (upper class, sophisticated), who vie for his attentions. Archie follows trends to a point. His appearance and manner have reflected social mores while maintaining core ideals.

Archie is a successor to Henry Aldrich and Andy Hardy. However, despite both characters predating the creation of Archie and being very much in the public consciousness, creator John Goldwater denied any connection in a letter to the New York Times on August 21, 1988. The Andy Hardy film series began in 1937. The Henry Aldrich radio shows began in 1939. With Archie first appearing in 1941, a connection seems plausible, though there are differences between the characters. The primary distinction is Archie’s ongoing passive role in the romantic triangle, absent in the other characters.

Two male characters counterbalance Archie. Forsythe P. “Jughead” Jones (named Forsythe van Jones in early episodes of the comic strip) is most often portrayed as a woman-hating cynic with a voracious appetite. In contemporary stories, his misogyny is reduced to a rivalry with Veronica. Reginald “Reggie” Mantle III (originally called “Scotty”) echoes the aristocracy of Veronica. Reggie’s primary goal is to best Archie in obtaining Veronica’s affections.

Archie also has a dog, Hot Dog, a large, very hairy and friendly sheepdog. Archie’s original dog, a girl named Oscar, debuted in two stories in Archie #1, and quietly faded away shortly thereafter, along with her litter of ten puppies.
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HISTORY

Archie has been a spy, a superhero, a restaurant owner, leader of a rock band, a young detective (in the Little Archie stories by Bob Bolling), a college student (in fantasy storylines), and a married man (twice, again in fantasy storylines), but always returns to being a high school junior. He is also a Christian, and has starred in comics devoted to that faith, though this aspect of the character is seldom overtly mentioned in the regular Archie line.

Created by Vic Bloom (writer) and Bob Montana (artist) and John Goldwater (concept), Archibald “Archie” Andrews first appeared as a backup story in Pep Comics #22, December 1941. His nickname “Chick” was quietly dropped in the late 1940s. He was given his own title in winter 1942. The publisher officially changed its name from MLJ Publications (taken from the first names of the owners, Maurice Coyne, Louis Silberkleit, and John L. Goldwater) to Archie

































	Archie

	Archie and Me

	Archie at Riverdale High

	Archie’s Pal, Jughead

	Archie’s Pals & Gals

	Archie’s Rival, Reggie (later titled Reggie and Reggie and Me)

	Archie’s Weird Mysteries

	Betty and Me

	Betty and Veronica

	Everything’s Archie

	Laugh

	Life With Archie

	Little Archie

	Pep

	Veronica
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