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Iõve been attending comic book conventions since the late 1970s. The first one I can remember was in 

Oakland in 1987. When I say I remember, itõs not like I can draw from memory a picture of what it was 

like to be there, but I can remember the boxes. There were a couple of dealers who had row upon row 

of comic boxes listed at 3-for-a-dollar. I think my Dad let me get five dollars worth. I ended up with a 

bunch of checker-board bordered Justice League of America comics. I would go back several times. Met 

and chatted with Julie Schwartz at one. Had a long conversation with a young lady named Chelsea that 

ended up with the two of us going out for noodles and then never seeing each other again. I can re-

member sitting down at a table with issues of Savage Dragon, Capt. Carrot & His Amazing Zoo Crew, and 

Whoõs Who. Itõs where I met Greg Pak, Gene Yeung, the teams behind Supernatural Law and The 77. Itõs 

where I first chatted with Phil Foglio. Itõs where I bought my copy of The Killing Joke, the first edition, 

one of my favorite comics and one that I still have in near-pristine condition to this day.  
 Whatõs interesting is that I fell in with a wild bunch of comics podcasters: Fanboy Planet. Derek 

McCaw (and if I ever build a statue to any human, it will be to Derek), Ric Bretschneider, Lon Lopez 

(who I went to High School with!) and Nate Costa were all on the ôcast and I was a semi-regular. I used 

to pop by to talk about wrestling, but since we were recording in a comic shop, I would pick up comics 

and talk about them too. It was great because Derek knows everything about comics. He and Randy 

Smith are the two most comic-aware humans I am aware of. These were excellent episodes, sometimes 

two hours long, where comics was the main focus at a time when comics were going through another 

fascinating period of change. It was the tail end of 1990s boom periodõs stars and the rise of folks like 

Fiona Staples and Matt Fraction. I specifically remember the episode where we discussed the death of 

Mike Wieringo, one-half of my all-time favorite team, Waid-Wieringo (who made The Flash into my fa-

vorite comic of the 1990s) and about the comics that I loved as a kid whose creators were passing 

away, like Johnny Hart of The Wizard of Id and B.C.. 
  Going over the episodes, including the ones Iõm not on, made me realise that one area of comic 

culture, and perhaps the connective tissue of it, is talking about comics.  

 Which brings me to Comic Book: The Movie.  
 If ever there was a movie that saw the future better than 

Comic Book: The Movie, well, it might be The Truman Show, but it 

saw exactly what was about to explode with the Marvel Cine-

matic Universe. Directed by Mark Hamill (Star Wars, Batman: The 

Animated Series) itõs a look at two comic book fans who go to 

San Diego Comic Con as a part of a promotion of an upcoming 

comic book release.  

 But really, itõs a love letter to comics and comics culture. 
 They shot it half-guerilla style, which was cool, and they 

had dozens of cameos from important comic and comic-adjacent 

folks. Itõs an incredible document of what Comic Con was like in 

the 2000-2005 time frame, before the explosionéwell, before 

the third or fourth explosion that led it to being one of the cra-

ziest places on Earth that it has been for the last decade+. This is 

a document of Comic Book Culture as opposed to Comic Books 

themselves.  
 Now, hereõs the thing, the big thing as far as Iõm con-

cerned; it all starts with a zine, a fictional zine, but a zine none-
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theless.  
 The story is that two kids started a zine Long Ago called Once Upon a Dime. The pair grow up, but 

theyõre still in the world of comics, and they go to Comic Con. Thereõs a comic book movie thatõs about 

to come out, Commander Courage, and the PR team wants him to put his stamp on approving it to get the 

fandom excited about it. The zine is the reason for the whole thing.  
 And, in a strange twist, I was a part of it. Derek edited a site of what was supposed to be the 

ôarchivesõ of Once Upon a Dime and I wrote a couple of pieces for it. Fake Comics History, and one of the 

kinds of articles I always enjoy writing. These were pieces that attempted to be a part of what we saw as 

Comic Book Culture in the past, and I love the idea of creating pasts that donõt exist only to approach it 

like they did.  
 Comics zines are awesome and have just about always been a part of my life. I can remember 

things like Alter Ego and Comics Journal, not to mention things like All in Color for a Dime which was delight-

ful. These represent another snapshot, though in print. There are entire comic series that only exist as 

announcements in trades and in the hands of archives of creators. I love going through old issues of Com-

ics Journal and see what was almost and ended up not at all. 
 We did two issues dealing with Heroes Unlimited/Merry Marvel Fanzine that was the project of the 

legendary Anthony Roche. That was a rare artifact of Comics Fanzine culture, and one that feels like a 

milestone. Iõm glad James and I got be involved in doing the final issue of Heroes Unlimited. 
 And, of course, we saw the rise of 

Comic boards over the last, oh, fifty years. It 

really began with the old USENET groups, start-

ing in the late 1970s and really coming into full 

flower in the 1980s. I remember going to 

alt.comics and reading (and while at Emerson, 

printing on the library printer!) posts from it, 
carrying ôem back to my dorm and reading, 

reading, reading. Alt.comics.fandom was even 

more frequent for me. I remember a couple of 

other early sites, but it was FanboyPlanet, with 

itõs multi-focus on Pop Culture, that drew me 

in. There were others. 411 and Ainõt It Cool 

News were regular sites for me at times, and 

then there was a great site Comics Worth 

Reading that I went to a lot.  
 So yeah, I grew up steeped in comic 

book culture as much as in comics themselves. 

My kids are kinda on the opposite trajectory, as 

they are constantly reading my comics, far 

more than I did my Dadõs, but theyõve only 

been to one comic convention.  

 Maybe Iõm slacking as a parenté 

 



I cannot remember when I fell in love with Blacksad, but I remember 

the moment that I spoke to Lynda Rucker about it, as she too was a 

huge Blacksad fan, the comic is a compelling read, and is incredible, 

and does what comics do best, take brilliant imagination and add it to 
w o n d e r f u l  a r t ,  t o  c r e a t e  a  g r e a t  s t o r y .  

 With Juan Díaz Canales and Juanjo Guarnido from Spain, 

and in the case of Blacksad readers have had a set of amazing sto-

ries over 25 years, starting with Blacksad and continuing through 

Arctic Nation, Red Soul, Silent Hell, Amarillo and They All Fall 

Down Part 1 & 2.  

 The first story introduces John Blacksad with an aspect that is 

utterly distinct. The anthropomorphic tradition is brilliantly utilised, 

with Blacksad portrayed as a cat, bruisers as a rhino and a bear, vil-

lains as reptiles and amphibians and animals such as rats. Women 

are not quite as strongly animalistic looking and possess an exquisite 

beauty capturing their femininity very strongly. It is clever in its depic-

tion, animal types fitting into tropes: police officers are often canine, 

so, dogs and foxes, and a boxer is a gorilla. The choices here are not 

arbitrary; there is thought to all aspects of the comic. There's the moment in the iguana pub for instance where a 

mongoose walks into a bar of lizards and crocodiles, and one grabs him and yanks out a bit of furé òYou're in 

the wrong hole paló.  

 The setting is 1950s New York, and the architecture, vehicles, fashion and feel are impeccable.  The story 

is a fine example of comic art influenced by film noir, exquisitely painted in a crisp fine line with watercolours de-

ployed to match the situationñshadow, muted, deep or beautifully bright complementing the story.  

 The is the criminal element, the crime story, that has some in shadow and others in light. The portrayal of 

the main villain in the first story of Blacksad is brilliantly done, playing on that theme, and we're in a city where 

immediately we find that corruption, a cynical system  and a helpful and unhelpful moral flexibility and ambiguity 

exists.  

 Into this canvas we have comics' finest hardboiled detectives, encompassing the elements that make great 

hardboiled fiction compelling, battling the violence of criminality while concurrently fighting their own inner 

thoughts, darkness, doubts, or self pity. The focus is our detective, and there are often chinks of light in the dark-

ness. While tragedy occurs, the stories are not noir fiction in the sense that our protagonists fall and suffer, where 

their sense of right and wrong becomes so entangled in their situation that a pessimistic and brutal end is inevita-

ble. With Blacksad, thankfully, there is often hope coming through the sadness, bittersweet perhaps but trium-

phant even after the saddest moments of reflection.   

 Blacksad takes some of the finest elements of noir fiction, hardboiled stories and film noir and uses the 

artistic possibilities of comics to their fullest. Those possibilities, realised,  are so beautifully portrayed by the artist, 

reflecting on such human themes as interactions, love, loss, jealousy, relationships, morals, right and wrong, and 

adding in the chase of the the procedural, the hunt, the detective, creating a space and dynamic with the animal 

species that allows for broader consideration of human issues and the political, corruption, race and racism, class 

and systematic issues, within societal structures. 

 It really is quite brilliant. 
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 From the first story released in 2000, we feel empathy for John Blacksad as he is challenged by quite a 

traumatic situation. Blacksad has inner horrors and doubts, and suffers trauma both physical and mental. He can 

be brutal in his actions, often in self defence. There is not the outward unacceptable aggression, no deep personal 

self-hatred, that bends the mental understanding of what should be right and wrong. There is no descent into a 

controlling sociopathy, or psychotic behavior; if anything, this is what Blacksad has to fight against.  

 The comic has become huge internationally, translated now into dozens of language. The stories are well 

read and loved, but there are some amazing publications, for instance the Blacksad Sketch Files, is a wonderful 

publication from 2005, that looks at the process and art from the first story, including pre-production art and in-

terviews with Canales and Guarnido. In Multi-BD in Brussells, one is confronted with dozens of prints, of many siz-

es, many signed, statues, and portfollioõs, all Blacksad and the assortment of wonderful characters from that world. 

Bernard and Phillipe, were really lovely on my last visit there and I was so impressed with the and very affordable 

signed items available. 

  I was fortunate enough to be asked by John Freeman, if I would interview Juanjo for Down the Tubes when 

he was a guest in 2024 at the Lakes International Comics Art Festival in Bowness on Lake Windemere, and he 

was very kind and genrous with his time, and just so friendly. Lynda E. Rucker helped with the editing of this inter-

view, so many thanks to her and John for their help.  

 

James (JB) Thank you Juanjo for 

speaking with us. To start at the be-

ginning, were you friends with Juan 

Díaz Canales? Did he have the idea of 

Blacksad?  Can you tell me about how 

the comic came about?  

 

Juanjo (JG) : Yes, we were friends. We 
started working together on an animation 

in this Madrid studio in 1990, and when we 

met, we got along instantly. We were a 

small group of youngsters. We followed 

the training and it was a great experience 

for all of us. Most of us are still friends to-

day and we were both very fond of comics, 

which we shared immediately. 

  I saw him as an artist because he is 

an artistñhe draws very well but he has 

potential for writing and we showed each 

other comics, the short stories we had 

drawn for ourselves and because we were 

trying to show them to the publishers in 

Spain at that time, I saw his scripts, which 

were great. 

 A couple of years later, when I was 

about to move to France to work for Dis-

ney, he first showed me and talked to me 

about the stories about this character.  

 He had invented a cat detective in a 

fable-like world where the characters are 

animals. 

And I said òoh, that sounds goodó and I saw 

the stories and  immediately, I was, ahhhhh,  

why didn't didn't I have this idea? This is 

fantastic, that's a perfect comic for me. At 

the time,  



 I kept that to myself and sometime later, he told me we should do a comic.  

 Well, we we always wanted to do something together but maybe a short story. We had a project-

ed seven page story that was very interesting, but not very ambitious. It was just for the heck of it, for the 

pleasure of doing something together.  

 Then he told me out of the blue that we should do a real project,  We should do a a book, a 

whole book and I say no no you're crazy, we are both working. I was in France and he was in Spain, he 

was trying to build a whole studio, and I was working full time with Disney. I thought that it would be im-

possible but he convinced me .He knows how to work his way with with me, clearly!  

 But at the time, I thought it sounded crazy for me to take on such an enterprise. I thought that to 

do a book at this time would be crazy. Like very, very crazy, time consuming and energy consuming.  

 And I thought and said òOkay, but it has to be Blacksadó and he said òWhat? Are you sureó and I 

was as sure as I lived and he said, well, let me think about it. He thought about it like two hours and he 

said, listen, I think this is a great idea. Let's go. And here we are. 

 

JB. The anthropomorphic idea was brilliant. Did you 
like drawing animals?  

 

JG: Always. I grew up reading Disney, watching Disney car-

toons, all the Carl Barks stories, Donald and Uncle 

Scrooge, the nephews and Mickey, Goofy and other animal 

characters, that were anthropomorphic, and also the Euro-

pean comic books. Anything with animal characters really 

caught my interest.  

 I loved Richard Scarry, and there was this great Illus-

trator in Spain who did things in a similar way, but Spanish 

and different, and I loved that. So so so so beautiful. I love 

all that.  

 I love throwing animals in complicated situations 

with a lot of characters, telling the stories with the details. I 

loved all the all this stuff, and my own comics that I drew as 

a child, I invented stories, and I would lay them down like 

comics and sometimes I would even staple them to have a 

whole magazine.  

 

JB  Your animals are very realistic?  

 At that time, it was only cartoony drawing and very clumsy because I was a child, I was six seven, 

eight, but  I was already doing all this and my drawing evolved and I grew up and I was more in search of 

an accurateness and volume, a realistic effect, lighting, not so much colour. The colour came after I went 

to Fine Arts school, when I started to understand its importance. Then my experience at Disney was of 

course crucial. 

 

JB That's really helpful, it helps to understand because there's such a strong level of detail to 

your animals. The faces seem very important to you, the emotion, the reaction ñdo you 

spend a lot of time thinking about how the faces will look?  

 

JG:  I don't think about it. It's just self-evident. In my youth. the the comics I preferred were the ones in 

which the facial expressions were strong. We had this artist in Spain, Alfonso Font, and the facial expres-

sions of his characters were unbelievable. So expressive.  Then I discovered European cartoon characters, 

I always loved the ones with the most funny expressions. When I discovered Asterix, I was  òOh my 

God!ó That was like a a slap in the faceña face-turning slap!  

 It was not only the facial expressions. The body language and all that is so important to the story. 

Those are storytelling elements.  



JB: Blacksad is influenced by film noir. It's a very cinematic feel. Were there actual films or a 

particular aspect that you were influenced by?  

 

JG: Yes, totally, the film noir of the thirties and forties. There's a span between The Public Enemy with 

James Cagney and Jean Harlow in 1931, through to Anatomy of a Murder in 1959, American-produced and 

directed by Otto Preminger.  Anatomy of a Murder and all that black and white beautiful amazing collection 

of movies is my main inspiration. Then there are  some colored films near the end, and you can't ignore 

North by Northwest, set in Indiana and South Dakota and so many amazing scenes.  I've copied from from 

settings and camera angles.  

 

JB  Fans recognise that, do you spend a little bit of time having fun with that?  

 

JG: Fans get those references, which makes me very happy, and of course, it's always, 

effective.  When that the readers come to you and tells you this is from this movie, it's a huge satisfaction 

to see that that you send this message in a bottle into the sea and it arrives into to the hands of readers, 

to the destination, and  they catch all the small messages, all the references. That's great. 

 

JB:  And this it's not just films. There's often fictional 

crime references as well, and references to art. Do 

you enjoy that?  

 

JG:  I do. When we have four musicians, in New Orleans and 

there is a donkey, a cat, a dog, a rooster, and the turtle in a 

Norman Rockwell style, it's a reference to the Norman Rock-

well painting.  

 We have so many references here and there. Anytime 

you put your work out there, you put your heart into it, and 

the work goes out there and reaches people and you are get-

ting in touch with them, and with small details it goes a little 

further, it goes a little deeper. That's fantastic, it's like shaking 

hands, like saying I got you with those details.   

 

JB: The architecture, the vehicles, the clothing, the 

fashion of 1950õs New York, these are obviously very 

important to you to get right. Do you spend a lot of 

time researching?  

 

JG: That's a lot of work. Yeah, that's a lot of research, of 

course. In fact, in the beginning, it was hellish to do that. It 

was very, very difficult to find all the references because It's 

not like right now with the internet. You find anything you 

want now, anything that's being photographed but I'm very 

careful to not use anybody's work without permission. But 

you have all the reference you need and the pictures of the places on Google Earth. You can go even into 

one precise street in New York and see what exactly is the angle and how other building appears.  

 I like that. I like this research work very much, but when I first started, you had to actually buy 

books, buy picture books, photograph books from the early early decades of the twentieth century. 

 Today, I use a lot of my own of my own research and my own photographic research and my own 

photographs, because I went for the first time to  New York when I was 22, right, in 1992 and I took 

some pictures but not so much because I wasn't working on Blacksad yet.  

 I would some years laterñI have taken hundreds, thousands of pictures even, but at the time, 

when it wasn't digital photographs, it was very expensive to develop photos.  



 I found when I was working on the first Blacksad that there was an important moment. It was 

amazing. I am going through a Bernice Abbot book of New York photos in the 1930s and  there near Ma-

cy's there is a photograph and in the background is The Empire State Building.  It's in the background and 

I say to myself, òWait a secondó and I go to my own pictures from 1997, from  my second  trip, and I got 

many picture from that second trip. And I think òWait a minute, I've seen this placeó  and I had the same 

picture, with the same angle. I was standing at maybe a one yard radius of where the photographer was 

standing. Exactly the same place and it hadn't changed at all, the buildings were exactly the same. 

 From then I developed this thing where I walk through New York. I love walking in New York. I'm 

going to spend a month there from next week. I go every year if I can spend three, four, or six weeks 

there.  

 I can walk through New York and and forget all the modern buildings. I like them too, but I can 

see it as if it  was in 1940s and  in the 50s.  

 

JB  Jaunjoõs passion comes through here (a note to readers, 

so far, Juanjoõs ednthuasiam, passion and energy is incredi-

ble and infectious. Here is someone who is smiling, yet 

thoughtfully intense about what they do. His wonderful 

positivity may not come through in words alone) thank 

you, you share that with us and it becomes infectious. Is 

there a particular year that you have chosen?  

 

JG:  It's in the 1950s and we even take some elements from the 

from the 60s at some points. We placed the story somewhere in 

the first half of the, of the 50s, but it's all it's a bit tricky and we take 

a lot of liberties creatively and artistic license in covering the whole 

decade. We are in the 50s, the cars are the cars from the 50s. The 

people, the fashion,  is the fashion of the 50s and so on. I think it 

works like like that and people accept the small liberties that we 

take once in a while. 

 

 

JB: Did you read American comics as well? Your layouts are traditional. Like, were there any 

American comics that influenced you?  

 

JG:  Yes, many influences. But for that particular field, actually, my main influence is the years of doing lay-

outs in animation. When I was hired as a layout artist, I was laying out The Hunchback of Notre Dame, 

the Goofy movie and Mickey's Runaway Brain. Then I asked for training on character animation because 

that was the thing that was dear to my heart. I always wanted to do the animation thing, it was just magic 

for me when I was a childñall the Disney animation shorts and and feature moviesñso yes, a magical as-

pect.  

 

 I've always been attracted to or interested in drawing. It's not even it's an understatement to say 

it's part my life. It's part of me, in the  DNA probably, totally part of my of my soul and who I am. I know 

today that once  I won't be able to to draw, I will die, I will die of self combustion or something. I would 

just drop right there because it's who I am and who I have always been. 

 My first contact with American comics was Spiderman. This guy from my school had a Spanish edi-

tion, and I was told that it was about òa sorcerer who pulls spiders from his veins.ó Oh, that's scary I 

thought. I want to see it, where is it? 

 It had nothing to do with what he told me, what is this? This is just a young guy, gets bitten by  a 

spider and then, oh my God, he has powers.  This is amazing! This is fantastic! 

 I felt completely in love with Peter Parker and ever since heõs always been my favorite character in 

in American comics and then I discovered more, of course, all the other superheroes and then later the 



classics. I have some comic art but I'm mostly a collector of American classic illustration. 

 

JB Do you have a particular illustrator you really enjoy?  

 

JG: Yes. Well many. Coby Whitmore, and I have several illustrations by Bernie Fuchs who did the portrait 

of Kennedy, and I have a several by Oliver Hurst, one of my favorites. 

 And Charles Dana Gibson, I have one. I have many beautiful pieces, but one was sold to me by 

Julie Major as we have  common acquaintances. I have one piece, one of the best of my collection, the last 

drawing on the Mr. Pipp series. It's the one where he's holding his grandson and granddaughter. It's so 

beautiful. 

 

JB: And Rockwell? Have you been to the Rockwell Museum?  

 

JG  No, because I've never been to Stockbridge, but I have gone to several exhibitions, I have taken trains 

and I have traveled to see Rockwell's exhibitions, and the last one was three or four years ago in France. 
It was in Caen, at the Debarkment Memorial and it  was a huge, beautiful amazing, Rockwell exhibition. 

The best I've seen so far.  

 

JB: New York of course is a very Marvel setting. Your passion for the city comes across. 

Were there any other influences?  

 

JG I think probably New York is like a best friend. Actually with Blacksad  the fact that I had to research 

so much, that I had to get into all of New York, into the mid-century New York, I became more fascinat-

ed and this added to my passion. I love to take pictures, and some pictures virtually do not change and 

that is very nice, but I also have to update.  

 I've become more and more passionate, and something changes when I visit New York.  

 I love the city. My first time in 1992, I was totally fascinated,  but I was young, and it was a bit 

scary. I was intimidated by the city and at the time it was a bit dangerous. It wasn't like later, or now, and 

at some point, probably 2010, when I went to my first Comic-Con in New York, I started really to to be 

deeply deeply fond of the city and started enjoying it. I started to I love it more, feeling deeply about the 

city and fitting in and feeling that it is the place where I am at home.  

 No, it's not. No, no, maybe I'm lyingñit's a place where I feel best, where I feel happier. I don't 

feel home because I know I'm a stranger over there. It's incredible. I feel so happy there and so excited by 

everything and so energized.  I've had some energizing experiences in New York that are really something 

else, but I've been to other places. I've been to LA and  San Francisco,  I'm very fond of the Bay Area 
there. I went to the to the Big Wow Festival in San Jose with my friend Steve and it was great. I've trav-

eled to  the national parks in America. I've been to a Charlotte convention and to New Orleans. New 

Orleans is another beautiful experience.  

 

JB it is clear you really like many places in the United States. New Orleans is another inspi-

rational source for you that comes across in the comic doesn't it?  

 

JG New Orleans, yes. yes, that's totally true. I went to New Orleans and I wasn't expecting what I found.  

 I had already started my work on the  book and I started over because I realized that I was draw-

ing a city that wasn't it at all, not by any chance similar to what it was. I was doing something totally differ-
ent, invented, a city that had no soul, or or interest. I love the city so much that I spent the following year 

making a book for other people to know and love New Orleans.  

 

JB Blacksad has become hugely popular in English reading -places, it has travelled  across 

from European comics, not unlike the success that Hugo Pratt had with Corto Maltese and 

Mobius has had, which is uncommon. How do you feel when your work on Blacksad is con-



sidered like this, and the popularity of the comic? (To readers, I have obviously surprised 

Juanjo with this question, and comparison, and his humility here, one can see how honoured 

he is, so delighted in the success, but grateful.)  

 

JG The success? I'm thrilled, right? I'm thrilled. But 

it's hard to believe because I don't have an expla-

nation. I just acknowledge it with thanks, that 

Blacksad is one of the  European comics that has a 

huge success in the English-speaking market. Of 

course we had Persepolis. Blacksad has reached a 

large public, and I don't know why, I don't have an 

explanation, I just have to watch and acknowledge 

it and and be utterly happy about it.  

 Blacksad is a charismatic character, but it's 

on another level, surprising,  but so, so pleasant,  

 

JB: Politics comes through. While it's a hard

-boiled, detective story,with positivity and 

optimism there is also a harder politics too, 

racism, class. Do you like the hints, gently 

emphasizing the reflection on of our own 

world? Do you like it when readers are 

forced to think a little bit?  

  

JG:  Yes I do,  Juan is  usually responsible because 

he decides what appears in the stories  and when  

I have an idea to put in the story we come togeth-

er and  we discuss it. Of course, he has the last 

word on that, he has to validate and approve everything. There is no reason to not include interesting and 

important themes in a mainstream comic book. It's there for the mainstream public and and it's entertain-

ing, and it has to be entertaining and good quality and accessible, The drawing style is  big for me, for the 

public, but that doesn't mean that we can't talk about important matters.  

 A couple of times I have had to tell him maybe thatñthere's always a political stance but let's may-

be do it a different way,  I have been moderating voice sometimes.   

 

JB Subtlety and nuance works well though?  

 

JG Yes, yes, that's what I think. I think it works always better. 

 

 

JB finally, are we allowed to know what you're working on at the moment? Is there any fu-

ture Blacksad plans? 

 

JG: Yes of course, we're going to continue and we have plans for the next couple of Blacksad books but 

before that I am starting to work on a on another book with Alain Ayroles who I did òLes Indes 

Fourbesó (2019) with. It was  success and people asked us , òAre you gonna work together again?ó  And 

when we were signing and we would look at each other and said òYeah. Oh, what do you think? Yeah. 

Why not. Why not?ó It went well, so, why not do it again?  

 

 At some point, he told me about an idea that he had written a treatment for and he explained it, 

and he sent me the pitch for the project,.. and I was silent for less than half an hour. I was, òOkay let's do 

it.ó I mean, it was immediate, so we started on that a couple of years ago. We started the intro, the first 



act, which is huge and important, and it went wonderfully, but he has to write  the rest of the book. So 

because of that, right now, we don't know if it's gonna be a 100 or 200 page book. He knows the story, 

but we don't know how the storyboard is gonna go and how many panels.  

 This will be another book like the òLes Indes Fourbesó, a big book, a one shot book, which is great 
for the for the public because they have a long reading experience and a very nice book with a lot of pic-

tures and and a very interesting story. I hope people will like this story too because I think it's fantastic,  

 Juan is  working on Corte Maltese now, but he takes some time to write his ideas and he collects 

them and gets them together, ready for working, and I know it is not yet written but we have many ideas 

in in the back of our minds. 

 

 The interview ended there, and I noted that like other readers, who savor the work that is Blacksad, I will 

have to be patient, but that patience is well rewarded, with such quality stories. I was grateful to Jaunjo for sharing 

so much, he was open, effusive about comics and art, and a delight to engage and chat with, his enthusiasm and 

love was infectious, and he was so good humoured, which I hope comes across.  

 

 



Fantastique, ph®nom®nal, magnifique, mais cõest aussi la plus grande exposition de bandes dessin®es de 

tous les temps. 

 With Comics on Every Floor, the 

Centre Pompidou set down an incredible 

challenge to all cultural centers, galleries, 

and museums worldwide, this is how to 

celebrate comics. With this fabulous selec-

tion of work, so many key works, and the 

number and breath of art, with considera-

ble appreciation and sharing of the under-

standing of comics, they have thrown the 

gauntlet down, pushing hard to present 

one of the greatest comic art exhibitions 

of our time.   

 The Pompidou Centre is a huge 

building, six floors, with a footprint of 

180m by 110m ð an incredible artistic and 

cultural center. I had not truly appreciated 

how large it was, and as one comes up the 

series of external escalators in the famous 

glass tubes outside the building, with all the 

utilities exposed, incredible views of Paris 

become visible. This building is vast. I re-

mind myself not to get too excited; comics 

have not always had the treatment that I 

would hope for, but the French have a 

wonderful reputation when it comes to 

the appreciation of the Ninth Art, bandes 

dessinées.  

 I have traveled on four trains to get 

here, and pushed hard to be as early as 

possible. Although, as I arrive, delicately dressed Parisians, obviously impressed, are leaving the Press 

event that morning, their stylish scarves and jackets an odd juxtaposition to my Star Wars Jacket and 

Miles Morales shirt. I enter, and am directed by a pleasant phalanx of security straight to the top of the 

building. The famous glass tubes on the exterior lead me to the exhibition on the sixth floor, ôComics, 

1964 to 2024.õ How have they used the 7,000 square metres of space up there, I wonder as I go past oth-

er comic-orientated exhibitions, all coordinated so that the Centre has ô6 floors of Comics.õ The view is 

impressive, and the glass tunnel leads me to an airy queuing hall with a massive image in the doorway.  

 I walk into a large hall. It is impressive, eminently functional, and smartly designed, welcoming. The 

lighting works to the benefit of the large murals, which replicate the images on display as part of the ex-

hibit; they are so large next to the magazines which sit with them. It all feels immediately inviting yet dis-

tinctly different. This one hall, representing counterculture comics, is bigger than many exhibitions I have 

been to. 
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 The monthly magazine Hara-Kiri was created by 

François Cavanna and Georges Bernier in 1960. Cavanna had 

been in a forced labour programme in Germany during the 

war, and Georges Bernier served in the Indochina War. The 

magazine set out to challenge the conformist Gaullist France 

with satire, cynicism, and pokey provocation. Next, I am sud-

denly confronted by art by Gébe, a Robert Crumb Arcade cov-

er, followed by more Crumb. There is a clear statement being 

made here about the high calibre of these works. The glass 

case next to this has work by Jay Lynch, S Clay Wilson and two 

pieces by Gilbert Shelto: a page of Fat Freddyõs Cat and an origi-

nal illustration for a Fabulous Furry Freak Brothers t-shirt. 

 The 1962 adventures of Barbarella, published initially by 

Jean-Claude Forest and subsequently collected by Éric Losfeld, 

stands in comparison to the Japanese avant-garde monthly Ga-

ro, launched in 1964, and Crumbõs Zap Comix. The French Ba-

zooka graphic workshops, which were aligned with the punk 

movement and produced avant garde work in fanzines, get a 

fabulous mural and magazines treatment, along with an abun-

dance of original art. I see three pieces by Art Spiegelman 

work including ôComics as a Medium for Self-Expression,õ from 

the cover of PRINT Magazine in 1981. There are over 50 origi-

nal pieces of art on display in this hall alone, and there are 12 

halls. The pace will ease off, I expect.  

 Humour awaits and as I leave Hall 1 for the second 
smaller space of hall 2, I turn upon four pages of Asterix in Bel-

gium by Albert Uderzo. It is so cleanly drawn, so beautiful, cap-

turing all the actions that readers of the greatest Gaul would 

immediately recognise. I wonder if there will be a boar, or the 

inevitable flying Roman. With over 393 million Asterix books 

sold, translated into 111 languages, these original pages are a 

delight to consider. The high calibre continues with four pages 

of Lucky Luke by Morris, three pages by Harvey Kurtzman, fol-

lowed by Gotlib. The art has been hung beautifully, wired to 

the ceiling and the floor, giving a sense of space, with the art 

floating at eye level.  

 Next are two Calvin and Hobbes cartoons by Bill Wat-

terson, on loan from the Ohio State Universityõs Billy Ireland 

Cartoon Library and Museum, which is incredible to see up 

close, larger in its original form. In juxtaposition on the side of 

these two cartoons are two Snoopy pieces by Charles M 

Schulz, which are astounding to see. One is of Snoopy playing 

baseball and the other is of him in his Sopwith Camel, taking off 

and fighting against the Red Baron. Both are absolutely classic 

pieces to have here on view. 

 The smaller space has been utilised brilliantly and clev-

erly; there are over 50 pieces of art. At this point I am consid-

erably overwhelmed and I know it. 

 The whole floor is exciting; walls have projections, im-

ages, and film, colour fills the neutral spaces. As I move into the 

Fright section, the neutral walls are suddenly darkest black, and 

I am confronted by a full wall of Hideshi Hino art. I had thought 

I would keep track of how many pieces of art are on display, 

but I give up. I want to concentrate on the art, which is horrific 



and beautifully brilliant, reflecting his experience of 

growing up with the knowledge and shadow of the 

atomic bombings. His colour work is equally stunning.  

 I am taken with the wall of work by Anke 
Feuchtenberger. Later, Bernie Wrightsonõs Franken-

stein, or The Modern Prometheus, contrasts with a Walk-

ing Dead image by Charlie Adlard and Tomb of Dracula 

by Gene Colan. Daniel Clowesõ colour work on Like a 

Velvet Glove Cast in Iron, Charles Burnsõ El Borbah and 

Black Hole, and Emil Ferrisõ Ghastly cover are just some 

of the stunning works in this section. 

 From the nightmares of Fright I walk into 

Dreams. The walls go from black to a deep blue, and 

I am taken by the work of Julie Doucet. There is 

enough on display to give the viewer a deep under-

standing and appreciation. 

 The next two sections flow quite beautifully. 

The Passage of Time and Personal Stories tell more 

intimate and thoughtful tales. I find that Jiro 

Taniguchiõs three pieces are nicely contrasted with 

Yu Takitaõs three colour and three black and white 

pieces. The selection of Chris Ware art, none of 

which are small pieces to begin with, are both intimi-

dating and impressive. It was quite amazing to see 

the original art for Building Stories, which I often feel 

is the successor of the well loved Acme Novelty Li-

brary. These, taken along with the rest of the exhib-

its, longer just communicate the fun of different for-

mats, but create stories, constructing floors and win-

dows into lives as we view the panels voyeuristically.  

 While the Chris Ware work was really amaz-

ing to see, it only accentuates the brilliance of other 

works in these sections, especially Anna Sommerõs 

work and Joanna Hellgrenõs Frances. Andr¯ Juillardõs 

colour pieces draw one around to see the projection 
of art. It all works so smoothly, and this introduction 

to the work of the artists is balanced by the real ef-

fort to share the breath of work in every section. 

The variety of selections is sufficient to inspire ap-

preciation and entice the viewer, but also leave one 

yearning to finish the stories that these beautiful pag-

es come from. 

 The following section focuses on ôColour, 

Black and White.õ The wall didactic mentions how, in 

1975, Mïbius revived direct colour with his fantasti-

cal epic Arzach, which was followed by the Green 

Hand by Nicole Claveloux. Next, one is confronted 

by three pieces of Frank Miller art, huge splash pages 

from Sin City The Big Fat Kill, next to two pages of 

Mike Mignola art, Hellboy Seed of Destruction and Hell-

boy Storm and the Fury, the 12th volume in France.  

 Three pages from Corto Maltese follow, which 

are absolutely stunning to see up close. The fine 

lines, action, excitement, and adventure is all cap-


