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o paraphrase the opening of my introduction for 
Marvel Comics in the Early 1960s, welcome to the 

fourth volume in the Marvel Comics Field Guide series 
(the fifth volume if you count the expanded edition of 
the 1970s volume, published in 2021).
	 As I stated there, and will reiterate here, it’s hard 
to believe that it’s now been almost seventeen years 
since the first volume appeared as Marvel Comics in the 
1960s: An Issue by Issue Field Guide 
to a Pop Culture Phenomenon. 
At the time, the kind folks at 
Twomorrows allowed me 
to fulfill a lifelong dream 
of writing a book about 
my favorite comics of 
all time. I would have 
been happy and content if 
that first volume had been 
all there was. But very 
quickly, I was asked to do 
a follow-up volume, Marvel 
Comics in the 1970s, and after 
that, something I’d certainly never planned, Marvel 
Comics in the 1980s. After all that, I think I had every 
right to believe that the market had been flooded with no 
more demand for my work. But I was wrong! 
	 Two years ago, Twomorrows asked me to “fill in 
the gaps” so to speak, with all the comics that were left 
out of that first sixties volume. As it so happened, I had 
those reviews written and ready to go in case I ever 
had the chance to complete my dream project. Thus, 
Marvel Comics in the Early 1960s. But even so, there 
was much too much material to be included in a single 
volume so that the remaining reviews had to be divided 

into two books. Now, with Marvel Comics in the Late 
1960s: A Field Guide to a Pop Culture Phenomenon, 
the work will be completed. The fact that this project 
has extended well beyond that first 1960s volume to 
encompass four more volumes, is (as I stated in my intro 
to the Early 1960s) “a testament to the enduring interest 
in the material covered” by fans who recall the thrill 
of first reading these comics decades ago as well as (I 

hope) new readers who’ve had 
the pleasure of discovering 
them since. 
     That said, even I have to 
admit (though I love them 
every bit as much) that 
most of the contents of 
this new volume may not 
measure up to the issues 
reviewed in the original 
1960s volume. That’s 
because not knowing 

whether there would ever 
be more volumes, that first book 

cherry-picked Marvel’s first decade by spotlighting the 
best and most famous issues of each title: the Galactus 
Trilogy, the Inhumans saga, the Master Planner trilogy, 
the Brotherhood of Evil Mutants maxi-series, first issues, 
first appearances, key crossovers, etc. As a result, this new 
volume and the next comprise all of the issues in-between 
landmark stories and events. These in-between issues 
are no less interesting and fun and well written and 
drawn (and sometimes not so well written and drawn...
even Silver Age Marvel wasn’t perfect; almost, but not 
quite!) and well deserving of their own place in the 
critical spotlight. 
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     As a result of all that, this volume will mark my 
last word on Marvel’s era of the 1960s as it fulfills 
my original intention (formed many decades ago now) 
to write “capsule reviews” of every single Silver Age 
Marvel comic of note, which realistically meant the 
first one hundred issues of the company’s main titles 
including The Amazing Spider-Man, The Fantastic Four, 
The Mighty Thor, The Avengers, The X-Men, Daredevil, 
Tales of Suspense (Iron Man/Captain America), Strange 
Tales (Human Torch/SHIELD/Dr. Strange), and Tales 
to Astonish (Ant-Man/Giant Man/Hulk/Sub-Mariner). 
There would also be a scattering of lesser titles such as 

Sgt. Fury and his Howling Commandos, Captain Marvel 
and Marvel Superheroes, and representative issues 
of Marvel’s pre-hero monster books and westerns, as 
well as solo series such as The Incredible Hulk, The 
Sub-Mariner, and Iron Man that never struck me 
as being anywhere near as good as the others. (My 
apologies to fans who might disagree!) 
     Briefly, the events covered in this volume follow on 
developments in the previous Early 1960s edition that 
began with the appearance of Fantastic Four #1. At 
the time, the company that would eventually come to 
be known as Marvel had been cut back in the number 
of titles it could release with its bread and butter being 
Westerns, fantasy, and teen humor books. The balance, 
however, quickly shifted in favor of a rising interest in 
superheroes which became the focus of Marvel editor 
Stan Lee and his team of top artists consisting of Jack 
Kirby, Steve Ditko, and Don Heck. 
	 Here, we might pause to consider what I’ve called 
the four phases of Marvel’s development. It might be 
advantageous to revisit my definition of the first three 
phases from my introduction in the Early 1960s volume:

     The early years were those that saw the 
introduction of new superheroes by Marvel. 
Where editor/writer Stan Lee still concentrated 
on westerns, humor, and fantasy stories with 
only involvement in the plotting of the superhero 
books (with the exception of the Fantastic Four 
and Hulk) Scripting for the rest was given over 
to brother Larry Lieber and others. These early 
years were years of exploration as Lee with artists 
Jack Kirby, Steve Ditko, and Don Heck haltingly 
explored the new world of superheroes, more or 
less unconsciously shaping them into a new, shared 
universe. By the years of consolidation, a new self-
consciousness had settled in among the creators, 
especially Lee, as the possibilities of a shared 
universe manifested themselves. Heroes resided 
in real world cities with harassment by paparazzi, 
could meet each other and sometimes come to 
blows, and suffered personal foibles that made 
them seem more human and realistic to readers. 
Continued stories were introduced and crossovers 
of heroes between titles. And ubiquitous among 
them all was the art of Jack Kirby (whose primary 
inker in this phase would be Chic Stone) who drew 
the major titles, key stories in others, layouts in still 
more, and most of the covers. All of it leading to 
a still more expansive phase, the grandiose years, 
where horizons for stories and characters would 
balloon beyond the wildest expectations of readers 
(and perhaps even the creators!) 
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By the late 1960s, the random notes on 
upcoming stories and titles that had been 
scattered among various letters pages, had 
matured into a dedicated page given over 
entirely to bullpen news and insider chit chat, 
a more formal checklist of current titles, and 
personal observations by The Man himself. All 
serving to draw Marveldom assembled into a 
more close knit community.



     The Early Years and the Years of Consolidation 
were largely covered in the Early 1960s volume, 
ending just as Marvel was beginning to transition 
into its Grandiose Years—led chiefly by Jack Kirby’s 
evolving art style and with stories that expanded into 
areas of either cosmic significance or (conversely) 
more socially relevant subject matter. It’s this third 
phase that’s covered in Marvel Comics in the Late 
1960s. It ends, in turn, with the transitory period 
between the Grandiose Years and the fourth phase, 
the Twilight Years, marked chiefly by Jack Kirby’s 
imminent withdrawal from the company, editor Stan 
Lee’s seemingly waning interest in his scripting 
chores, the rise of editorial assistant Roy Thomas, the 
expansion of the number of titles Marvel was permitted 
to publish, and the introduction of new artistic talent 
such as Neal Adams, Gil Kane, and Barry Smith.
     As to my reasoning behind how I approached 
writing the capsule reviews, I’ll refer the reader to my 
introductory remarks for the previous volume:
     

     Designed for the casual browser as well as 
those already familiar with its subject, this book 
can be read from the beginning or opened at 
any page for quick reference. What allows such 
versatility is the book’s unique format which 
includes a text divided into easily digestible, 
quick to read “capsule reviews” of hundreds of 
the most important (and a few not so important) 
individual issues of Marvel Comics from the 
1960s. These capsule commentaries not only 
provide brief but succinct roundups of the action 
and significance of the comics discussed, but also 
who wrote and drew them, where those creators 
received their inspiration, what their backgrounds 
were, and where it all fits into the pop culture 
scene of the times…
     The book is also intended to be a kind of 
informal history/handbook for anyone interested 
in finding out more about Marvel Comics and 
the origins of characters that have at last become 
genuine cultural icons.  
     Although it’s not necessary to start reading 
from the beginning to enjoy the book, doing so 
will provide the reader with a better sense of the 
beginnings of Marvel Comics, how it evolved 
under the guidance of Stan Lee, and how it 
became a pop culture phenomenon.

	 Finally, one more excerpt somewhat paraphrased 
from the conclusion of the introduction to Marvel 
Comics in the Early 1960s (simply because I can’t think 
of a better way to put my conclusionary thoughts and 
feelings than the way I did it last time):

   And now, a final word to readers of our earlier 
volumes (and those inspired by this latest volume 
to seek them out): One might look at those earlier 
volumes (Marvel Comics in the 1960s, 1970s, and 
1980s) as a high octane sampling of cherry-picked 
entries that often included the key events and 
continuities, high points, and issues of historical 
importance that extended through the entire decade 
of the 1960s. The entries in Marvel Comics In the 
Late 1960s: An Issue by Issue Field Guide to a 
Pop Culture Phenomenon, like those in Marvel 
Comics in the Early 1960s, are the best of the rest. 
All those issues between the keys and continuities 
that make up the blood and sinews, the expansive 
panorama, of Marvel Comics in its Golden Age. 
No less important or interesting than those covered 
in earlier volumes, these stories also feature the 
best in art and story (and sometimes, the not so 
great) by the same gifted creators featured in the 
earlier volumes, the ones who led the way, or who 
laid the groundwork for the coming Marvel Age of 
Comics. So consider the entries in this volume and 
the last as the ultimate in supplementary material 
that will complete the big picture, or add the 
final pieces to the grand mosaic that was Marvel 
Comics in the 1960s!

     It was always my dream since the earliest of my 
fannish days of the mid-1960s to write a book about 
Marvel Comics. For many decades it remained just 
that, a dream, but a dream I never really stopped 
wondering about. The book I’d intended to write bore 
little resemblance to the volumes Twomorrows ended 
up publishing, but that perhaps turned out for the best, 
with an approach that was somewhat more unique than 
a straight history of the company. And who knows? 
Maybe a more interesting approach.
	 I certainly had fun writing it, as it enabled me to 
take deep dives into the art and stories and characters 
that I’ve loved continuously for almost sixty years now. 
I hope the results prove as entertaining to readers as they 
do to me(whether they agree with my opinions or not!). 
My thanks go out to Twomorrows for giving me the 
opportunity to fulfill my dream, as well as to all those 
readers and fellow Marvel fans for supporting this project.
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Avengers #24
“From the Ashes of Defeat!”; Stan Lee (script); 
Don Heck (pencils); Dick Ayers (inks)

Was this the same Jack Kirby who was drawing all 
those larger than life, grandiose images over in Journey 
Into Mystery and The Fantastic Four? It sure was! 
That was the first thought die-hard Marvelites might 
have considered upon feasting their eyes on this issue's 
throwback cover image by the King himself. Only 
Kirby would have bothered to draw not a dozen but 
two dozen separate figures, all in individualized sets 
of armor, surrounding the four Avengers. No massive 
figures here, but old style, years of consolidation style, 
Jack Kirby/Chic Stone style characters as they prepare 
to overwhelm our heroes. Kirby even showed restraint 
enough to eliminate a background altogether with Stan 
Goldberg opting to leave it all white save for the dim, 
yellow spotlight at the Avengers' feet. Yup. It all added 
up to one of Kirby's most memorable cover designs! It 
was more than enough to tempt the comics rack browser 
to pick up Avengers #24 (Jan. 1966) to find out how 
Captain America and his team mates could get out of 
such an impossible predicament. Unfortunately, they 
don't: scripter Stan Lee has them overpowered and 
captured by Kang's forces. But there's a light at the end 
of the tunnel in the form of a revolt among Kang's army. 
The Avengers side with Kang to preserve the rule of 
Princess Ravonna who's also the apple of Kang's eye. 
They succeed but just as the team is being sent back to 
the present by Kang, Ravonna takes a bullet for him as 
one of the rebels takes a pot shot at him. Did she live or 
die? It wouldn't be until issue #69 before readers found 
out. Talk about your suspense! Meanwhile, this jam 
packed issue was drawn as usual by Don Heck but after 
Wally Wood and John Romita, the return of Dick Ayers 
on the inks was somewhat of a let-down. He does okay, 
but readers had become spoiled. Inking Heck properly 
was no easy task and the search for a perfect match 
would continue...

Tales to Astonish #75
“The End of the Quest!”; Stan Lee (script); 
Gene Colan (pencils); Vince Colletta (inks)
“Not All My Power Can Save me!”; Stan Lee (script); 
Jack Kirby (layouts); Mike Esposito (finishes/inks)

Scripter Stan Lee brings Namor's quest for Neptune's 
Trident to a close in Tales to Astonish #75 (Jan. 1966) 
when the titular god acknowledges that the Sub-Mariner 
made the wise choice of choosing another person's 
welfare over continued search for the trident. To wit: 
Namor chose to abandon the quest to save Lady Dorma 
from the Faceless Ones. In reward, Neptune gives him 
the trident. Racing back to Atlantis, Subby has a twin 
purpose: to overthrew Krang and save a comatose 
Dorma by placing her within the rays of the Revitalizer 
(don't ask!). In the meantime, the art team of penciler 

Gene Colan and inker Vince Colletta continued to 
impress with a pair of full-page splashes and pages filled 
with big, bold panel layouts. Colletta's extensive use of 
cross hatching to delineate Sub-Mariner's musculature 
looks great even as Colan demonstrates a weakness that 
he'd have through most of his career at Marvel, namely 
running out of space and having to crowd the final page 
in a series of small, undersized panels. But there was no 
harm done (Lee found the room to tell his story anyway) 
and readers were rewarded with fast-paced storytelling. 
Meanwhile, Jack Kirby seemed to apply himself a 
bit more in the Hulk feature. He was only doing the 
layouts, but in more than one place his distinctive style 
was obvious, making for a more satisfying reading 
experience for fans who couldn't get enough of the King 
(Mike Esposito's finishes were still largely inadequate, 
though). There was also no end in sight for ole 
Greenskin's ongoing serial as scripter Lee has the Hulk 
travel to Washington to seek help from the president 
to free Rick Jones from prison. There, General Ross 
is ready for him with Bruce Banner's final invention, a 
T(ime)-Ray. Zapped by the ray, the Hulk is transported 
into some indeterminate future era. But judging by the 
dress and weapons of his latest adversaries, it's far in 
the future! 

Daredevil #12
“Sightless, In a Savage Land!”; Stan Lee (script) 
 Jack Kirby (layouts); John Romita (finishes/inks)

Scripter Stan Lee's first tale without Wally Wood as 
artist stumbles out of the box. And unfortunately, the 
uninteresting results would drag on for another two 
issues. This fish-out-of-water tale finds Matt Murdock 
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Poor DC Comics! By the late 1960s, they were 
left in the dust bullpen-wise as Gil Kane, 
their only real action artist, migrated over to 
Marvel joining the likes of Jack Kirby and 
Jim Steranko (seen here in company with Stan 
Lee) Add to them the likes of Steve Ditko, Gene 
Colan, John Buscema, and Don Heck and, well…
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on a cruise ship hijacked by modern day pirates led by 
the Plunderer. Daredevil manages to hold his own with 
the pirates until the Plunderer threatens the hostage 
crew. DD surrenders and discovers that the Plunderer's 
ancient-looking two masted ship actually folds up into 
a sleek modern submarine. Clever, huh? Wrong! Lee 
actually borrowed this twist from an old pulp magazine 
hero called the Skipper who traveled the oceans in 
the same kind of ship. Unfortunately, Lee's failure of 
imagination doesn't stop there. After being taken to the 
Savage Land and an encounter with Ka-Zar (his first 
appearance outside of X-Men #10) readers learned in 
subsequent issues that Ka-Zar is possessed of a fortune 
and a royal title back in merry old England. Sound 
familiar? It should. His background was shamelessly 
lifted from Edgar Rice Burroughs' Tarzan. But then, 
the whole concept of Ka-Zar, back in his original pulp 
magazine appearances in the 1930s, was inspired by 
the king of the jungle. Still, if all that wasn't enough, 
we later learn that the Plunderer is actually Ka-Zar's 
evil brother, setting up yet another opposing set of 
siblings ala Thor and Loki. ho-hum. On top of all 
that, this was a story so out of Daredevil's streets of 
New York bailiwick as to be way off target for the 
character. Unfortunately, readers were doomed to slog 
through three long months of this stuff before the title 
picked up again. It wasn't very promising material for 
a new artist to make his debut but finisher/inker John 
Romita took advantage of it to hone his style to fit into 
the Marvel brand of action storytelling. Lee had only 
recently brought Romita back to the bullpen after an 
exile amid DC comics' romance line and kept him busy 
inking a SHIELD feature pending Daredevil #12 (Jan. 
1966) to become available. Helping him to make the 
transition, Jack Kirby was brought in as usual to do 
the layouts. It helped to open Romita's eyes somewhat 
with page 3 (showing DD getting into costume) as the 
exemplar of what it meant to be a Marvel artist: even 
a character changing his clothes needed to be shown 
in an exciting manner! But Romita was a quick study 
and within a couple of issues, Kirby was gone. The 
overall result here was solid with Romita's romance 
background helpful for quieter moments among the 
supporting cast. Of the action sequences, the best that 
could be said here is that Romita was really good over 
Kirby. But that storyline, blah! The last place DD 
belonged was in the jungle and the sooner Lee got him 
out of it, the better.

Strange Tales #140
“The End of Hydra!”; Stan Lee (script); Jack Kirby 
(layouts); Don Heck (finishes); Joe Sinnott (inks)
“The Pincers of Power!”; Stan Lee (script); 
Steve Ditko (pencils/inks)

Under a wild cover image by Jack Kirby crammed with 
dozens of figures, half of them riding skateboards(!) 
is a Stan Lee scripted story that isn't quite what it's 

title suggests (namely, “The End of Hydra!”)—but 
almost! Inside Tales to Astonish #140 (Jan. 1966), 
Kirby is still doing the layouts but this time Don 
Heck has replaced Joe Sinnott on the pencil finishes 
while Sinnott sticks to the inking. Readers could be 
forgiven if they couldn't keep up with the ever-shifting 
credits here and elsewhere in the Marvel lineup, but 
at least they could count on story quality as the Lee/
Kirby team continue to deliver this time. The final, 
cataclysmic battle between the forces of Hydra and 
SHIELD with Nick Fury(in tandem with the Supreme 
Hydra's traitorous daughter), fighting their way through 
Hydra HQ to link up with the invading SHIELD forces. 
Whew! Meanwhile, Tony Stark pilots the unlikely 
named braino-saur into orbit to defuse Hydra's betatron 
bomb. The dizzying half-page panel depicting the 
braino-saur about to launch is pure Kirby with the 
contraption's design even looking like a brontosaurus! 
But as was said, this wasn't quite the end of Hydra...
that'll come next ish as this one ends with the Supreme 
Hydra about to blow up his HQ along with his own 
daughter! Meanwhile, Lee and artist/plotter Steve 
Ditko have picked up Dr. Strange where they left him 
last issue, namely about to go hand-to-hand with the 
dread Dormammu. Required to fight the lord of the 
dark dimension using the “pincers of power,” Doc 
manages to gain the upper hand in their duel, but just 
as he's on the point of winning, Baron Mordo zaps 
him from behind. The rat! Continued next issue! Fun 
Fact: Was Kirby's use of skateboards in the SHIELD 
story here what gave him the idea to adapt other sports 
equipment for super powered characters? For instance, 
did it inspire him to later create a character that rode 
the spaceways on a surfboard?

Unfortunately, artist Don Heck would lose his 
regular gig on the Avengers in the late sixties 
and began to bounce around among different 
features without the benefit of his own inks. 
Meanwhile, Joe Sinnott’s star would continue 
to rise as his inks over Jack Kirby’s pencils 
impressed fans and pros alike.



Sgt. Fury and His Howling 
Commandos #26
“Dum Dum Does It the Hard Way!”; Stan Lee (script); 
Dick Ayers (pencils); Carl Hubbell (inks)

Penciler Dick Ayers surprises readers again with a great 
cover image for Sgt. Fury and His Howling Commandos 
#26 (Jan. 1966)! Not known for striking artwork, Ayers' 
work was usually serviceable if not downright bland 
(and often awkward but when he set his mind to it). 
But,  likely when he had 
the time, he could really 
deliver the goods. And 
he does so here with a 
nice cover depicting Dum 
Dum Dugan in a life raft 
with fellow soldiers as a 
German battleship bears 
down on them. Portraits 
of Dum Dum's fellow 
Howlers lining a strip on 
the left side of the cover 
are also well done. If 
only he had two or three 
months to do the interiors, 
maybe all of his Sgt. 
Furys could have looked 
this good. Unfortunately, 
he was never given that 
kind of leisure and readers 
had to settle for average 
Ayers' pencils. This time, 
they were inked by Carl 
Hubbell who does a pretty 
good job over Ayers 
and gives his pencils 
much needed detail. 
Hubbell was especially 
fine, eliminating Ayers' 
stoney faces and lending 
them all more emotion 
and expression. If only Hubbell had jumped on the 
book earlier in Ayers' run or stayed on beyond this 
ish, but it was not meant to be as in an issue or twain, 
John Tartaglione would return for the long haul. On 
the scripting front, Stan Lee turns in a superior yarn 
that shines the spotlight on Dum Dum as his plane 
bringing him back from the states is shot down and he 
and the crew are captured by the infamous Sea Shark, a 
battleship commanded by one Vice Admiral Ribbindorf. 
Suffice to say, this story had everything fans of the book 
could want and then some! Fun Fact: Off-and-on guest 
star the Skipper returns for a more or less prominent 
role with Lee having a good time coming up with inter-
service insults the soldiers and sailors exchange before 
joining forces to rescue Dum Dum and the air crew. 
The Skipper proved popular with readers and would 
be awarded his own title in 1968, as well as a name: 
Captain Simon Savage!

Journey Into Mystery #124
“The Grandeur and the Glory!”; Stan Lee (script); 
Jack Kirby (pencils); Vince Colletta (inks)

A whole lot goin' on this ish as the Thor feature 
in Journey Into Mystery #124 (Jan. 1966) marks a 
transition from one extended story-line to another. It 
also marked the transition from the sometimes looser 
inks of Vince Colletta over Jack Kirby's power-packed 
pencils to surer footing. This is where the art team of 
Kirby/Colletta kicks into high gear, thrilling fans at 
the time and establishing them as the Thor visionaries 
to top all others. No one since has even come close 
to matching the “grandeur and the glory” as scripter 
Stan Lee titles this issue's epochal tale. And among the 
elements that went to making this ish so memorable, 
was the scene on page 9 where Don Blake reveals his 
identity as Thor to Jane Foster! Where once such an 
event was deemed big enough to warrant a cover image, 
now, amid so many other things happening, it never 
even got a cover blurb! The revelation, though, doesn't 
go down well in Asgard where big daddy Odin loses 
his cool (“To think that I should ever witness so sordid 
a sight!”) and plans the proper punishment. Back on 
Earth though, Thor decides he can't ignore news reports 
about the Demon's exploits in central Asia and the 
issue ends with their coming face to face. That's when 
Thor recognizes, belatedly, that the Demon's power 
comes from the Norn stone dropped by the Thunder 
God way back in the immediate aftermath of the Trial 
of the Gods. But even as the two square off, back in 
Olympus, readers are reintroduced to Hercules (last 
seen in the Journey Into Mystery Annual #2). Kirby 
does it in spectacular fashion with a half-page full shot 
of Herc jousting with Atlas! “I weary of your never 
ending rivalries...your constant battles in Olympus,” 
says Zeus as he dispatches his son to Earth (“All these 
long centuries, we thought Zeus had forgotten Earth!” 
muses a nearby centaur) on a mission that he never 
gets around to explaining. Finally, perhaps the issue's 
best scene takes place right at the start as Thor stands 
on a busy New York street corner reading the paper. 
A little girl comes up to him and asks him if he's ever 
been to Vietnam where her father is serving. “Yes, my 
dear, I have been to Vietnam and to many other far off 
places and I have met many daddies who are brave, and 
patriotic, just like yours. Next time you write to your 
daddy, tell him that Thor wishes him well, as he fights 
to hold aloft the lamp of liberty!” “How about that?” 
wonders an off-panel bystander. “Those arms of his 
can crush concrete. And yet...” “He's holdin' that kid as 
gently as if she was made outta egg shells!” “What a 
man!” Later, to avoid hurting people in the crowd with 
his swinging hammer, Thor retreats to a nearby office 
building to take the elevator up to the roof. In these 
scenes, Lee has a bit of a field day putting thoughts into 
the minds of passersby: A cop tells Thor he can't swing 
his hammer on his beat; a bank manager thinking about 
hiring a security guard sees Thor and thinks no way 
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flagship titles being 
relegated to such 
war books as Sgt. 
Fury and Capt. 
Savage and the 
lingering westerns.
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they could afford him; a woman in the elevator sees 
his hair and is reminded of a hairdresser's appointment. 
It was all classic Lee/Kirby Marvel magic! And the 
sort of occasional brush with the average citizen that 
fans loved to see. And all enhanced by the Kirby/
Colletta team at the height of their respective powers. 
And speaking of the Kirby/Colletta team, they were 
still on hand for this issue's "Tales of Asgard" back-up, 
as the flying trolls of Queen Ula attack the Asgardian 
argonauts still on their mission for Odin. Yowza!

Patsy and Hedy #104
“No More Tears!”; Roy Thomas (script); Al Hartley 
(pencils); John Tartaglione (inks)

So, Roy Thomas had just passed his writing test and 
was hired by editor Stan Lee as his assistant and 
fledgling scriptwriter. Settled in at the Marvel bullpen 
(actually a tiny space among Martin Goodman's 
publishing offices at 625 Madison Avenue), he 
was immediately given his training wheels with 
assignation to the company's handful of remaining 

romance comics which, by this time, had begun to 
evolve from short, gag-ridden Archie style stories 
to full-length, semi-serious tales of romance and 
friendly rivalry among the female leads. Such was the 
situation when Thomas took over the scripting chores 
on Patsy and Hedy (Career Girls) #104 (Feb. 1966). 
Right off, readers could see the captions and blurbs 
that adorned the cover the same way they did on the 
superhero books. (“You are cordially invited to attend 
Nan's swingin' engagement party...in this issue!”) 
What remained the same though was how our leads 
were dressed. on the cover: red-haired Patsy and black 
tressed Hedy are draped in fashionable evening gowns 
(in contrast to the book's new cast member sporting 
a leather jacket and motorcycle). Inside, some things 
hadn't changed: readers were still encouraged to write 
in with their suggestions for hairdos and clothing 
styles, with which penciler Al Hartley would adorn 
the heroines on pin-up pages scattered throughout. 
The book even boasted a letters page, just as all the 
superhero and western features did by this time! As 
for this issue's tale, Thomas hits the ground running 
about how the girls are offered a new opportunity to 

Though his name is likely unfamiliar to the average fan of 1960s 
super-hero comics, artist Al Hartley was a long time veteran 
before he ever showed up in the Marvel bullpen. In fact, he 
worked for the company when it was still called Atlas drawing 
every kind of story from science fiction to jungle to romance.
     In fact, it was the romance books, or at least those 
Marvel comics aimed primarily at a female readership like 
Millie the Model or Patsy and Hedy that Hartley eventually 
gravitated to.
     Before that, however, Hartley’s working relationship 
with editor Stan Lee, beginning as early as the mid-1950s, 
had already evolved into what would later be called the 
“Marvel method.” That involved a process in which Lee 
would provide a simple plot from which the artist drew the 
completed story. After that, Lee would add captions and 
dialogue as required. Thus the system was already in place 
when the burden of writing all the new super-hero titles 
became too much for Lee to handle.
    According to Hartley, from that beginning, he soon 
graduated to plotting and scripting his own stories for Patsy 
Walker and Patsy and Hedy. He tried editorial assisting for Lee 
for a couple months but it wasn’t the right fit. It was probably 
for the best though, especially for female readers, as Marvel’s 
dramadies remained popular for many years.

Al Hartley
1965



tour the country writing in dispatches about the places they visit. Along 
the way, Thomas picks up the threads of an ongoing relationship for 
Hedy, introduces biker Cord Ryan, and Beach Boys wannabes the Zip 
Tones. Issues immediately prior to this one were already interesting in 
their admittedly simple plots dealing with the two girls' friendly rivalry 

and Thomas manages to keep 
that ball rolling and even adding 
enough to make readers actually 
look forward to what happens next. 
(Roy was no doubt supervised 
closely by Lee but already, his 
own scripting style was apparent; 
he must have impressed Stan, 
because he was quickly shifted 
over to the Sgt. Fury book to 
takeover directly from him) On 
the other hand, Hartley's art is 
barely serviceable here. One can 
only imagine what a John Romita 
or Gene Colan or even Werner 
Roth could have done with the 
material! It's uncertain what 
inker John Tartaglione brought 
to the book but it is interesting to 
consider that at the same time he 
was working here, he was inking 
Dick Ayers over on the decidedly 
different Sgt. Fury! Fun Fact: It's 

also interesting to 
consider that with 
Patsy and Hedy's 
appearance at the 
wedding of Sue 
and Reed Richards 
over in FF Annual 
#3, their adventures 
here have been 
confirmed as being 
part of the Marvel 
superhero universe! 
That reality would 
only be emphasized 

in the twilight years when 
Patsy was transformed into the 
superheroine Hellcat.

Fantasy Masterpieces #1
Stan Lee (script); various artists 
(pencils/inks)

As editor/scripter Stan Lee and 
Marvel began to feel their oats, 
they started to get cocky. After 
feeling out the market for reprints 
first in the annuals and then 
with such collections as Marvel 
Tales and Marvel Collectors 
Item Classics, editorial decided 
to reach even farther back for 
Fantasy Masterpieces #1 (Feb. 
1966). Unlike the earlier reprint 
collections though, Fantasy 
Masterpieces would begin as a 

Patsy and Hedy #104, page 5: Wordiness, as can be readily seen 
here, was somewhat of a trademark for the early scripting efforts 
of newcomer Roy Thomas. Unfortunately, Al Hartley’s art is 
nothing to write home about and so, perhaps needed bolstering 
in characterization and plot. Helping muchly, is Thomas’ feel for 
smooth flowing, natural sounding dialogue that manages to avoid 
the awkward use of hip references that marred similar efforts by 
other publishers.
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regular 12-cent comic and feature reprints of the 
pre-hero Atlas monster stories that Jack Kirby had 
cut his early Marvel teeth on, ghost stories that Don 
Heck had drawn, and the weird little fantasies of 
which Steve Ditko was the master. (Besides all that, 
it was no doubt seen as a win-win for the publisher 
who didn't have to pay the writers or artists anything 
to reprint their material, making whatever was earned 
pure profit.) The issues would be filled out with 
stories by other current Marvel stalwarts such as 
Joe Sinnott and Dick Ayers. Even by. 1966, it was 
believed that many of the company's current crop 
of readers were likely unfamiliar with these early 
tales written and drawn by Lee (aided and abetted 
by brother Larry) and their fave artists. To sweeten 
the deal, the inside front cover featured a soon-
to-be oft reprinted pic of Stan the Man perched on a 
stool complete with short brimmed hat and size ten 
brogans offering long winded run downs of each story 
presented in the issue. The stories themselves lost 
none of their charm over the intervening years and 
piqued the interest of enough readers to keep the title 
going for a number of issues, eventually growing to 
the 25-cent format with the inclusion of Golden Age 
reprints of Captain America—complete with new 
cover images by Cap creator Kirby himself!

Daredevil #13
“The Secret of Ka-Zar's Origin!”; Stan Lee (script); 
Jack Kirby (layouts); John Romita (finishes/inks)

Jack Kirby was still doing the layouts on Daredevil 
#13 (Feb. 1966)...not so anyone could tell! More to the 
point, the artwork this ish seemed more in newcomer 
John Romita's court. Not that Romita ignored what 
Kirby had left for him, but that he was a fast learner 
and began to put more of himself into the work and 
leaving out much of Kirby's layouts (There was far 
more of the King on this issue's iconic cover image 
with DD fairly leaping into the reader's lap!). Inside, 
scripter Stan Lee's story was again so-so as DD 
continued his Hidden Land adventure. There was 
more “Mighty is Ka-Zar, lord of the jungle” stuff, 
as well as the piratical Plunderer. Luckily, though, 
the action moves quickly away from the jungle to 
merry old England where Daredevil (and the readers) 
learned about Ka-Zar's origin. It seemed that Ka-Zar 
and the Plunderer were brothers, the sons of an 
explorer who discovered a mineral with the power to 
destroy anything made of metal by issuing vibrations 
(You guessed it! This mineral has properties the exact 
opposite of the vibranium that absorbs vibrations to be 
found in the Black Panther's Wakanda!). It's the seizure 
of this metal that the Plunderer really wants so he can 
become master of the world. But if readers had their 
fill of this storyline that seemed unsuited to Daredevil, 
they were in for a disappointment. It continued into the 
next issue...hopefully to conclude there!

Tales to Astonish #76
“Uneasy Hangs the Head!”; Stan Lee (script); 
Gene Colan (pencils); Vince Colletta (inks)
“I, Against a World!”; Stan Lee (script); Jack Kirby 
(layouts); Scott Edward (finishes); Mike Esposito (inks)

It had been coming for a while, but editor Stan Lee 
finally transitioned the split book covers to single 
subjects. Some fans had been calling for the change for 
some time and, as the months passed, one image would 
dominate the covers while a second, much smaller 
one would get squeezed in somewhere (usually at the 
bottom). But now, the second image was completely 
gone with covers entirely given over to a single subject. 
To be sure, subjects would alternate between the two 
features every other issue (with the exception of Strange 
Tales, wherein Dr. Strange would be subordinate to 
SHIELD for some months to come) with Tales to 
Astonish #76 (Feb. 1966) dedicated to the Sub-Mariner 

and its Gene Colan 
artwork. Inside finished 
off the serial that began 
with Subby's introduction 
to Astonish. The quest for 
Neptune's trident is over, 
Namor defeats Krang, and 
restores Lady Dorma to 
health via the revitalizer. 
Again, penciler Colan 
lays out the story almost 
exclusively in oversized 
panels (with three full-
pagers!) while Vince 
Colletta knocks himself 
out on the inks—all 
making for a satisfying end 
to the Stan Lee-scripted 
epic. Lee is also on hand 
as usual to script the Hulk 
co-feature as the green 
goliath prepares to face 
off against an army of 
future era soldiers. With 
Jack Kirby still doing the 
layouts, much of his style 
emerges from the Scott 
Edwards finishes and Mike 
Esposito inks particularly 
on the first few pages (that 
Delta missile launcher on 

page 3, panel 1, could only have been dreamed up by 
the King!) Edwards allows Kirby's style to emerge as 
well in later pages especially on page 6, panel 1, with 
its big, half-page image depicting the future soldiers' 
massive fortress. All together, this effort came close 
to satisfying many fans' craving for more Kirby on the 
Hulk! If only this team would stay together long enough 
to do the next installment wherein the Hulk looked to be 
facing off with Thor villain the Executioner! But, who 

Gil Kane, perhaps 
the only artist 
employed by DC 
Comics at the time 
who could adapt 
to the more action 
oriented Marvel 
style, moonlighted 
as “Scott Edwards” 
on the Hulk strip. 
Was anyone fooled?



was this Scott Edwards who did such a good job teasing 
Kirby's style from his layouts? Turns out that was a pen 
name for another DC artist moonlighting for Lee. First, 
there was Colan as Adam Austin, then Mike Esposito as 
Mickey Demeo, and now it was Gil Kane as Edwards! 
Yes, this was officially Kane's first work for Marvel 
after establishing himself as a DC mainstay with his 
work on Green Lantern, The Atom, and Rex the Wonder 
Dog. None of DC's action artists at this time would 
be much good as Marvel illustrators but of them all, 
Kane stood the best chance of making a good fit. He'd 
return to do full pencils on the Hulk a few issues hence 
before vanishing again only to return in full force on the 
Spider-Man book some time after that. In the twilight 
years, he was destined to replace Kirby as Marvel's main 
cover artist and jack-of-all-trades penciling practically 
every kind of subject for the company. 

Tales of Suspense #74
“If This Guilt Be Mine!”; Stan Lee (script); Gene Colan 
(pencils); Gary Michaels (inks)
“The Final Sleep!”; Stan Lee (script); Jack Kirby 
(layouts); George Tuska (finishes/inks)

Gene Colan continued to amaze with the Iron Man 
feature in Tales of Suspense #74 (Feb.. 1966)! The 
opening four and half-pages are pure gold with the 
artist showing off his unique ability to create mood 
and atmosphere as our hero lies near helpless in the 
Black Knight's castle, having exhausted his power. And 
complementing Colan's pencils are the smooth inks of 
Jack Abel, here working under the pseudonym of Gary 
Michaels (Abel was yet another DC employee working 
for editor Stan Lee on the side). As with his concurrent 
Sub-Mariner work, Colan continues to use large sized 

panels to tell Lee's story, throwing in a full pager here 
and there with the feature's knock out panel being the 
first on page 12 showing a shadowy, transformed Happy 
Hogan slinking around Boston's Faneuil Hall! The story 
itself, though well written by Lee, was somewhat less 
interesting than usual for IM in that Happy is changed 
into a colorless brute as a result of being placed under 
Tony Stark's experimental enervation intensifier(It says 
here). Over on Captain America's side of the book, 
finisher/inker George Tuska almost gets Jack Kirby's 
layouts enough to do a big Cap figure on the splash page 
so it kinda looks like the King's work. He manages to 
hold on to that for the first panel on page 2 (and briefly 
again on page 8, panel 4) before losing control for the 
rest of the Lee scripted tale, the second installment of the 
Sleeper saga in which the Red Skull's doomsday weapon 
is unleashed to destroy the world (If Hitler couldn't have 
it, then nobody would!).  Well, at least fans had Kirby's 
full size symbolic cover to drool over! 

Avengers #25
“Enter...Dr. Doom!”; Stan Lee (script); Don Heck 
(pencils); Dick Ayers (inks)

Taking somewhat of a breather between such continued 
stories as the Swordsman and Kang two-parters, scripter 
Stan Lee has our recuperating heroes enjoy a single issue 
story for a change. Consequently, Avengers #25 (Feb. 
1966) opens with Cap's kooky quartet back to normal, 
that is, arguing amongst each other. More particularly, 
Hawkeye finds himself upset that the Scarlet Witch seems 
to have “the big eyes for wing head.” Unable to stand 
it, he makes it as if to leave before being stopped by 
Captain America, who tells him he hasn't been dismissed 
yet. That sets off an argument with Cap giving in and 
letting Hawkeye go. Cap ends up brooding as usual until 
Wanda and Pietro receive a letter from an aunt in Latveria 
(uh oh!). The rest of the team decides to accompany the 
brother and sister to eastern Europe and wouldn't you 
know it? They fall into the clutches of Dr. Doom! Well, 
it was bound to happen. Every Marvel hero sooner or 
later met Dr. Doom and it was about time the Avengers 
did, too. So with the FF sidelined due to international 
ramifications if they interfered, the Avengers were on 
their own. Not to worry, though: they escape and fight 
Doom to a standstill. It was another fun story from Lee 
ably delineated by penciler Don Heck, inked this time 
by Dick Ayers. But the most exciting part of the whole 
issue came in the final panel of the story, wherein the next 
issue blurb announced the return of the Wasp! And with 
the Wasp around, could Giant-Man be far behind? Long 
suffering high-pockets fans, wondering what happened to 
their towering hero since the cancellation of his feature in 
Tales to Astonish, could only hope that his return would 
be of a permanent nature! Fun Fact: On this month's 
Bullpen Bulletins page, Lee explains the secret behind 
the “Marvel method” and the excitement it can generate 
vis a vis “brands X, Y, and Z:” “...all Stan has to do with 
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Also keeping his identity under wraps was 
inker Jack Abel who masqueraded as “Gary 
Michaels” when he partnered with penciler 
Gene Colan for the artist’s revelatory work on 
the Iron Man feature.
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pro's like Jack 'King' Kirby, dazzling Don Heck, and 
darlin' Dick Ayers is give them the germ of an idea, and 
they make up all the details as they go along, drawing and 
plotting out the story. Then, our leader simply takes the 
finished drawings and adds all the dialogue and captions!” 
It sounded simple, but it was the reason artist Wally 
Wood had earlier quit penciling for Marvel believing 
that he was required to do more work than what he was 
being paid for. Perhaps it felt that way coming to the new 
operation cold. But Kirby, Heck, and others didn't seem to 
mind. Perhaps they'd had time to get used to it or accepted 
it as just another way to produce comics. Different 
companies had different styles and “the Marvel method” 
was now Marvel's. 

Sgt. Fury and His Howling 
Commandos #27
“Fury Fights Alone!”; Stan Lee (script); Dick Ayers 
(pencils); John Tartaglione (inks)

Editor/scripter Stan Lee attempts some needed retconning 
in Sgt. Fury and His Howling Commandos #27 (Feb. 
1966) when he addresses the issue of how Fury ended 
up with an eye patch in his present day adventures as 
an agent of SHIELD. In its small way, it was one of the 
reasons why Marvel could so excite readers as opposed 
to what was happening at other publishers. There, each 
title published, often each issue of each title published, 
existed in a universe of its own with little to give a sense 
that things that happened in each happened in the same 
time continuum. Though heroes appeared together in the 
Justice League for instance, there was little sense that 
after they finished their shared adventure and went their 
separate ways, that they did anything on their own until 
the release of the next issue of the JLA. But at Marvel, 
heroes would fight each others' villains and would cross 
over into each others' books. Events (such as the wedding 
of Reed Richards and Susan Storm) that occurred in one 
book had reference or ramifications in the others. Such 
was the case here where Fury sports an eye patch in 
his present day adventures, and because readers whose 
consciousness regarding continuity had been raised, 
“ordered” Lee and penciler Dick ayers to tell the story 
of its origin. Turns out that Fury's eye was injured when 
he failed to throw a German grenade far enough to avoid 
the blast. It didn't seem to slow him down as he ends 
up going after “fatso Goering” himself, the commander 
of the Luftwaffe. Our tale ends back in England where 
readers are told that an operation has saved Fury's sight 
temporarily thus explaining why he had no eye patch 

in his early appearances as a CIA agent in FF #21.  
Presumably, his sight gave out sometime between that 
issue and his appearance in Tales to Astonish #135.

X-Men #17
“...and None Shall Survive!”; Stan Lee (script); Jack 
Kirby (layouts); Werner Roth (finishes); Dick Ayers (inks)

Wow! Jack Kirby really came through with a fantastic 
cover for X-Men #17 (Feb. 1966)! Aided and abetted no 
doubt by colorist Stan Goldberg who (with the approval 
of editor Stan Lee) heightened its dramatic potential by 
deciding to present it using the single color red. Red is the 
color of warning and/or danger and it certainly conveys 
that kind of immediacy here as the issue's unseen menace, 
having obviously defeated the team (in a symbolic group 
shot), prepares to make his identity known, but not to the 
casual viewer, however. The reader of this ish, unless they 
peeked at the last page, would have to read through the 
entire story before finding out the identity of whoever it 
was who could humble the entire X team, including Prof. 
X himself. And when the discovery was made, readers 
were asked by a blurb on the cover: “You must not reveal 
the incredible ending to any living soul!” Well, at this 

Jack Kirby’s stunning cover for X-Men #17 
was made all the more impressive by the 
monochromatic red coloring given it by Stan 
Goldberg (with art director Stan Lee’s blessing) 
Unfortunately, readers of this volume will have 
to take our word about it’s visual impact!



late date, it wouldn't be spilling many beans to say that 
the mystery villain turns out to be Magneto, back from 
being kidnapped by the Stranger in ish #11 and this time, 
he's bigger and badder than ever (as could be seen in the 
fantastic final page wherein layout artist Kirby uses a 
full size splash to increase the impact of the revelation) 
and not encumbered by any lesser “evil mutants” either. 
This time, Magneto flies solo! Adding to the delight of 
this landmark ish (besides the regular scripting by Stan 
Lee), is the fact that Kirby was still doing the layouts 
(as he was doing seemingly everywhere else in these 
months) with newcomer Jay Gavin doing the finishes 
and Dick Ayers on the inks. Gavin, by the way, was 
actually Werner Roth. Yet another DC artist plucked by 
Lee from that company's romance department to try his 
hand with Marvel. Although Ross would peak early, his 
initial efforts on The X-Men would show promise and 
in a few issues, he'd become downright good! For now 
though, like John Romita and others, he was being given 
beginner guidance on the Marvel style by Kirby, who 
managed to give readers some delicious panels where 
his own style emerged more obviously than elsewhere. 
In fact, his style hits the reader right off with this issue's 
opening splash page with its score of figures showing a 

number of different things going on at the same time but 
in general depicting the aftermath of the X-Men's battle 
with the Sentinels. Again, on page 3, panel 1, Kirby's 
style comes out in his depiction of the Sentinels' shattered 
base. Kirby must've had a liking for the Angel because 
he gives him a starring role this ish, beginning with a full 
page actioner of the high flying hero making his way back 
to the group's school. Wow! There, Kirby creates an air 
of menace with a triptych of panels suggesting a villain 
is occupying the school building. Page 8 is an all-Angel 
sequence as Kirby draws him in a number of dramatic 
shots before he's taken down by the villain. Later, on page 
12, Kirby falls back on a trick he liked to use: breaking 
the page down to nine equally sized panels in order to 
show a movement by movement sequence with Cyclops 
battling the unseen enemy. (More famously, Kirby would 
use this same technique in an issue of Suspense with 
Captain America vs. Batroc!) Throughout, Ross manages 
to keep up with Kirby's kinetic pace, and covers for 
him nicely in the quieter moments that Kirby was less 
interested in, making for a really satisfying issue and a 
great follow-up to the Sentinels saga. Yeah, it was still a 
mystery why The X-Men continued to lag behind Marvel's 
other books in popularity. It just didn't make any sense!
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Impressed with newcomer Werner Roth’s ability to draw attractive 
females, editor Stan Lee coaxed publisher Martin Goodman into 
giving the artist a title all his own to be called Lorna of the Jungle.
     Early success however, didn’t save Roth from the ax when 
Goodman downsized his comics operation in the mid-1950s. But his 
facility at depicting pulchritudinous fems served him well yet again. 
Landing on his feet and in the offices of DC comics, his talent was 
recognized by the editors there who immediately assigned him to the 
company’s popular line of romance books.
     Which was where Lee found him in the mid-1960s after Atlas 
changed its name to Marvel and a new line of super-hero titles were 
not only taking off, but proliferating. One of those titles was The 
X-Men, somewhat the orphan of the lineup as both scripter Stan 
Lee and artist Jack Kirby prepared to abandon the feature. Thus, the 
veteran Roth (moonlighting as Jay Gavin) found himself teamed up 
with newcomer Roy Thomas. Unfortunately, Roth struggled to meet 
Kirby’s standard of action and managed to produce only a handful of 
good looking issues. Straight ahead action, it seemed, was not his forte.
     Unlike peers such as John Romita and Gene Colan who’d been 
likewise plucked from DC’s romance titles, Roth returned to the 
competition and found success with Superman’s Girl Friend Lois Lane 
where, teamed with inker Vince Colletta, he managed to give new life 
to the moribund title by giving it a much needed face lift.

Werner Roth



Daredevil #14
“If This Be Justice..!”; Stan Lee (script); John Romita 
(pencils); Frank Giacoia (inks)

The training wheels were off for penciler John Romita 
in Daredevil #14 (March. 1966)! After two issues 
with layouts provided by Jack Kirby helping to give 
the newcomer a sense of how Marvel did things, 
Romita was judged ready to fly on his own (To mix 
a metaphor!). Not that it was ever in doubt, but after 
years of doing romance comics for DC, it might have 
been presumed that he'd grown rusty since the days 
in the 1950s when he drew the short-lived revival of 
Captain America. But Romita signalled his readiness 
to take over the art completely with an exciting 
cover design that had a 
dominating DD figure 
leaping through the air 
toward the Plunderer 
(now sporting one of 
the dullest costumes any 
villain ever wore) situated 
just where it would do 
the most good on comics 
spinner racks! Editor/
scripter Stan Lee could 
hardly contain his joy 
at Romita's successful 
transition, praising him 
in a blurb on this issue's 
letters' page claiming that 
Kirby was satisfied with 
the artist's progress and 
wanted him to take over 
on the Captain America 
feature in Suspense. “...
it's like old times now...
both Jack and Johnny 
are bullpenners from 
way back! Yes sir, there 
are some great days 
a-comin'...!” Inside, 
things were no less exciting as Lee has Daredevil 
battling Plunderer in parallel with courtroom action 
with Foggy and Karen called in by Matt to help 
defend Ka-Zar in the English courts. Add to that, 
some building tension as Foggy struggles with his 
conscience regarding loyalty to his friend and his 
own growing interest in Karen, and you've got some 
territory where Romita already was a past master. 
There was a lot of ground to cover this ish, what with 
the continuing story of Ka-Zar's origin and scheming 
by the Plunderer to seize his title and fortune (not 
to mention the vibranium) so the physical action 
could only be squeezed in a couple of places. With 
the interminable Ka-Zar story finally at an end, Lee 
was ready to really get the DD book in gear with a 
series of stories more in keeping with the big city 
superhero's M.O..

X-Men #18
“If Iceman Should Fail..!”; Stan Lee (script); 
Werner Roth (pencils); Dick Ayers (inks)

Although Jack Kirby drew the cover for X-Men 
#18 (March. 1966), he had no involvement with its 
interior pages. Like John Romita over on Daredevil, 
Werner Roth (or Jay Gavin as he was credited here) 
had been cut loose to fly on his own as penciler of 
the X feature. Perhaps as a safety measure, editor/
scripter Stan Lee retained the services of Dick 
Ayers as inker to provide a suggestion of Kirbyness 
to the proceedings. Like Romita, Roth had spent 
most of his immediate career on DC's romance 
comics and that experience proved a strength in this 

issue's quieter moments, 
such as scenes at the 
hospital where medicos 
try to work on an injured 
Iceman (who somehow 
retains his icy form even 
while unconscious!). 
Roth quickly proves that 
he was more than up 
for the action oriented 
sequences as well, 
drawing a nice looking 
Magneto and using 
bigger, more expansive 
panels for battle scenes. 
Roth even shows some 
layout inventiveness 
by coming up with a 
succession of panels 
showing the passage 
of time, as the high 
altitude balloon in 
which the X-Men are 
held captive descends 
from the edge of the 
atmosphere. Not only 
that, but the artist 

also showed some proclivity in his design 
of scientific machinery, a definite advantage 
for any artist seeking to succeed at Marvel! 
His only slip-up was how he drew the Stranger 
(page 19, panel 4), sort of like one of those cartoon 
depictions of the east wind or something. Oh, well. 
Nobody's perfect! Also, Lee's conclusion to a 
story that began the issue before is no less 
satisfying as Prof. X, captured along with the 
rest of the X-Men, uses his mental powers to 
compel Iceman out of his sick bed and come to 
their rescue. All ends well, of course, as Iceman 
manages to survive his one-on-one fight with 
Magneto, but it was Roth's performance here that 
boded well for the future, beyond Kirby's long 
association with the title.
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Editor Stan Lee had great success pilfering 
artists from rival DC’s stable of romance 
artists. Largely unrecognized and unappreciated 
by the company’s coterie of entrenched editors, 
Gene Colan (left) and Werner Roth (right) 
would shine brightly after graduating to the 
super-hero genre.



Tales to Astonish #77
“To Walk Amongst Men!”; Stan Lee (script); 
Gene Colan (pencils); Vince Colletta (inks)
“Bruce Banner is the Hulk!”; Stan Lee (script); 
Jack Kirby (layouts); John Romita (finishes/inks)

Gene Colan and Vince Colletta, penciler and inker 
respectively, continue to provide the immensely satisfying 
thrills in the Sub-Mariner half of Tales to Astonish #77 
(Mar. 1966) with Colan this time providing three full 
page illos (which seemed to be his M.O. for the Subby 
strip...wonder if he'd been allowed such extravagances 
while doing romance comics at DC? Not!). Meanwhile, 
in a story provided by scripter Stan Lee, the latest serial 
in the Subby series proceeds on two 
tracks: in the foreground is Namor's 
confrontation with surface dwellers drilling 
the ocean floor and causing earthquakes 
that threaten Atlantis; in the background 
is the looming menace of the Behemoth, 
a creature created by Atlantean scientists 
ages before and buried beneath the city 
against an emergency. By the end of the 
chapter, the Behemoth is rising from his 
underground prison and Namor confronts 
drilling project head scientist, Henry 
Pym in a fitting return to the title he once 
headlined as Ant-Man/Giant-Man! (Yay!) 
Also, in a crossover with the next ish of 
Avengers, Janet van Dyne re-assumes her 
role as the Wasp to fly off to seek help 
against the Sub-Mariner...but that would 
be a tale for another time. There was a lot 
going on here; plenty for fans to sink their 
teeth into! Meanwhile, over on the Hulk 
back half, Lee was also scripting, this time 
continuing the Hulk's sojourn in the far 
future and his battle with Thor villain the 
Executioner! Fans lucked out again with 
Jack Kirby still doing the layouts and John 
Romita the finishes and inks preserving 
much of Kirby's verve while keeping the 
imagery pleasing to the discerning eye! 
But the action is just a sideline to the 
story's main drama which focused on Rick 
Jones, who believes Bruce Banner (aka 
the Hulk) died when he was struck by the 
T-ray that actually thrust him into the future. Accused 
of being a traitor to his country by General Ross, Jones 
suffers a crisis of conscience and thinking that revealing 
what he knows would exonerate Banner from suspicion 
of being a traitor as well, tells Major Talbot that Banner 
and the Hulk are the same. Just then, the Hulk is returned 
to the present. Surprise! He's not dead. Has Rick revealed 
his secret for nothing? Stay tuned for the next exciting 
chapter of the ongoing Hulk story! And how! All that and 
one of Kirby's most dramatic cover images illustrating the 
Hulk story. Man o man! Marvelites must have been living 
right at the start of. 1966!

Amazing Spider-Man #34
“The Thrill of the Hunt!”; Stan Lee (script); Steve Ditko 
(pencils/inks)

With the three-part Master Planner epic concluded, 
readers would be forgiven if they thought plotter/
penciler Steve Ditko would give them a chance to 
catch their collective breaths. But they'd be wrong! 
A lot happens in Amazing Spider-Man #34 (March. 
1966), not least including a turning point in the life 
of Peter Parker. But first, some loose ends: Betty 
Brant ignores her subconscious trying to tell her 
that Peter Parker and Spider-Man are one and the 
same and awakens from sleep relieved to discover 

that she was only dreaming. As for 
Peter, he discovers that Aunt May is 
on the mend thanks to the radioactive 
isotope he rescued from Dr. Octopus. 
Catching up on his studies, Peter returns 
to college only to discover that he's 
alienated everyone after ignoring them 
through the Master Planner adventure 
and concern for Aunt May's safety. In 
particular, Gwen Stacy can't see Peter 
for dust. (In a drawing that was out of 
date even in 1966, Ditko draws Gwen 
wearing bobby socks and saddle shoes! 
Oh, well, everyone knows that artistic 
geniuses have their idiosyncrasies!) 
Back on the streets, Kraven begins a 
campaign to blacken Spidey's reputation 
by harassing J. Jonah Jameson while 
dressed as our hero. Spidey goes after 
him and in a typical romp that Ditko 
has by now fully mastered, Spidey 
defeats Kraven while fending off a mob 
of baddies with the action taking place 
in an abandoned building. But though 
Spidey is victorious, his heart's not in it. 
Estranged from Betty Brant due to his 
refusal to come clean with her about his 
secret ID, Peter can't even muster the 
enthusiasm to sell pix of his victory to 
Jameson. Determined to split with Betty 
once and for all, for both their sakes, 
we leave Peter alone in his shadowed 
room wondering if he's a coward for 

not telling her the truth. “I've got to learn to accept 
things as they are. I've got to stop thinking of Betty. 
To me, it must be as though she doesn't exist. It's the 
only way. Because she'd never accept me as Spider-
Man...but Spider-Man I've been, and shall always be...
for as long as I live!” Here, scripter Stan Lee really 
rose to the occasion, perfectly matching his prose 
with Ditko's final three panels of the story, a masterful 
depiction in visual terms of Peter's recognition of 
his fate and the awful realization of what it means 
to have super-powers and the sacrifices it demands. 
Ditko's skill in rendering facial emotion is brought 
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By the time of 
Spider-Man #34, 
artist Steve Ditko 
was likely already 
planning to leave 
Marvel. Over the 
years, his working 
relationship with 
editor Stan Lee had 
become strained to 
the point neither 
creator was talking 
to each other.



home in the sad look on 
Peter's face as he stares 
out his window and then 
the last panel where the 
camera pulls back leaving 
the reader with only the 
silhouette of Peter on the 
other side of his bedroom 
window, all exemplifying 
the lonely burden he must 
carry. Beautiful! Fun 
fact: In 1966, Marvel had 
contracted with Aurora 
Plastics Corp to produce 
plastic model kits for 
a number of its heroes 
including Spider-Man. 
The question is: was the 
image in panel 4, on page 
12 of this issue, showing 
Spidey standing on a 
bannister the inspiration 
for his pose used for the 
model kit? It may very 
well have been since this 
issue's villain, Kraven, 
also appears defeated on 
the base of the model kit!   

Tales of Suspense #75
“The Fury of the Freak!”; Stan Lee (script); 
Gene Colan (pencils); Jack Abel (inks)
“30 Minutes to Live!”; Stan Lee (script); Jack Kirby 
(layouts); Dick Ayers (finishes); John Tartaglione (inks)

Sure, it had a great script from Stan Lee and sure, 
Gene Colan did the pencils, and of course Jack 
Abel was still doing the inks, but even with all that, 
sometimes a story just misses the target. To wit: the 
old plot involving the hero being unable to go full tilt 
against the villain because the villain is a friend who, 
through no fault of his own, has been transformed 
into a monster with no memory of his real self. No 
colorful super-villain. Not even an alien invader or 
subterranean menace. In this variation, Happy Hogan 
is the monster, transformed due to a dose of Tony 

Stark's experimental enervation intensifier. ho-hum. 
That said, if anyone could make such a cliched plot 
seem fresh and exciting, it was Colan! Falling back on 
his expert use of shadow and light, the artist provides 
page after page of dimly lit action as Iron Man tries to 
cope with the Freak, leading him on a chase through 
a sunset world of approaching darkness. Add to that, 
Colan's ability to sculpt realistic looking faces (Sen. 
Byrd, Pepper Potts) and you have some mighty nice 
visuals. Only Colan could've drawn a full-page illo 
as he does on page 8 where the only action is Pepper 
fainting at the approach of the Freak, and make it as 
exciting to look upon as any of the action scenes! 
The downside: this story continues into the next ish. 
Meanwhile, Jack Kirby's style comes through well 
even if he was only doing the finishes on the Captain 
America feature at the back of Tales of Suspense #75 
(March. 1966). Maybe that was because his pencils 
were being finished by Dick Ayers who'd spent 
years inking the King long before Marvel returned to 
superheroes. In any case, the look was returned just 
in time for a Stan Lee scripted tale of espionage as 
Cap stumbles into a SHIELD operation involving a 
substance called Inferno 42 being transported by a 
female agent who'll end up becoming an important 
element in Steve Rogers' life. Another important 
element is the introduction of new Cap villain, Batroc 
the Leaper! Expert at the French fighting style of la 
savatte, the mercenarial Batroc would prove to be 
a perfect foil for the acrobatic Cap (not to mention 
a perfect subject for Kirby's style of balletic action 
art!) And Kirby obviously has fun with the character 
putting more of himself into the art as Batroc and Cap 
tangle for the first time. The only problem with this 
story is that...you guessed it! It's also continued into 
the next issue! Argh!

Avengers #26
“The Voice of the Wasp!”; Stan Lee (script); Don Heck 
(pencils); Frank Giacoia (inks)

Editor/scripter Stan Lee takes a baby step in the 
right direction here in Avengers #26 (March. 1966), 
namely bringing back Giant-Man to the Avengers! 
Ever since being forced out of his regular gig 
in Tales to Astonish, fans had been asking what 
happened to Giant-Man. Sure, he'd quit the Avengers 
along with Thor and Iron Man so he could have 
more time for personal pursuits, but unlike his 
colleagues, he didn't continue to have superheroic 
adventures in his own feature. It was true that by the 
time his feature did peter out, Lee seemed to have 
run out of ideas on how to make a size changing 
hero interesting in his own right. Given that such 
a hero might present creative problems (the key 
word here is “might,” since the Ant-Man/Giant-Man 
combo had many exciting and interesting adventures 
during his long tenure in Astonish), among a 
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By the late sixties, the presence of Marvel 
Comics in the pop culture mainstream was 
gaining momentum. In fact, 1966 proved to be 
a watershed year for the flood of licensing 
agreements that would come in the years ahead. 
Among the first, was a deal struck with Aurora 
Plastics Corporation that saw the introduction 
of model resin kits featuring some of Marvel’s 
top characters including, of course, Spider-Man 
(which this eager fan scooped as soon as he 
laid eyes on it!)



combination of weaker heroes such as an athlete, 
an archer, a speedster, and a probabilities alteress, 
someone with major strength (albeit not Thor-level 
strength) could shine. And shine he would in later 
issues, but for now, Giant-Man was still low profile 
appearing only in the form of scientist Henry Pym 
who, ironically, was currently guest starring in his 
old hang-out in Astonish! There, after surviving an 
attack by the Sub-Mariner at his oceanic drilling 
site, Hank sends the Wasp to the coast to enlist 
the Avengers in heading off the sea prince. On the 
way, she's captured by a roving Attuma, but she 
still manages to send a distress call to the Avengers. 
Meanwhile, Lee continues to develop relationships 
among the team members including this time, 
wherein Hawkeye rebels again and ends up missing 
the distress call. Visually, Don Heck's art continues 
to satisfy with Frank Giacoia's inking seeming to be 
some of the most sympathetic work over the artist's 
pencils yet (Soon, relieved of his Iron Man duties, 
Heck would begin to ink his own work). So, along 
with the possible reintroduction of Giant-Man (and a 
mystery villain that appears in the final panel of the 
story), this issue was another fun entry that lays the 
groundwork for all out action next time!

Sgt. Fury and His Howling 
Commandos #28
“Not a Man Shall Remain Alive!”; Stan Lee (script); 
Dick Ayers (pencils); John Tartaglione (inks)

It had to happen sooner or later. The writing was on 
the wall. Scripting Marvel's entire lineup of superhero 
offerings had become too much for one man. Add to that, 
editorial responsibilities, art directing, and an increasing 
presence away from his Madison Avenue offices, and 
it was obvious that it was too much for even a dynamo 
like Stan Lee to handle. He'd tried to ease the burden 
somewhat already with the abortive attempt to train up 
professional fan Larry Ivie as an assistant and hiring 
fill-in writers like Robert Bernstein and Steve Skeats, 
who didn't work out. Meanwhile, brother Larry Leiber 
was busy writing and penciling the company's remaining 
westerns. What to do? That question was answered one 
day when a youthful Missourian English teacher had 
written to him inviting him out for a drink! Roy Thomas 
had changed his intention about attending Georgetown 
University in New York City when he was offered 
a position as assistant to DC editor Mort Weisinger. 
But after experiencing Weisinger's tyrannical ways, he 
knew he had to get out. And so, taking a writer's test for 
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A mainstay in the comics industry since he dropped out of 
school in the 1940s to work full time in the offices of Atlas 
comics, Frank Giacoia started out as a penciler before finding 

his true calling as an inker for 
Marvel comics in the 1960s.
     Starting out there under the 
pseudonym of Frankie Ray, Giacoia lent his 
bold ink line to all of Marvel’s top artists of the mid 
to late 1960s including work over the pencils of Gene 
Colan, Jack Kirby, and Don Heck.
     Working steadily through the years, he was still on 
board in the 1970s when he came to the rescue of many 
less stellar pencilers such as Ross Andru for whom he 
inked the first appearance of the Punisher in Amazing 
Spider-Man #129.
     In fact, Giacoia made every penciler he worked 
over look even better. Kirby’s art became more 
solid, more 3D in effect, Colan’s art more fluid, 
shaded, and bold, and Heck’s more down to earth 
and accessible to the average fan. The Marvel age 
of comics would have been a poorer place for the 
lack of him.

Frank Giacoia



Lee (scripting four pages from FF Annual #2), he was 
quickly hired as editorial assistant, which meant doing 
anything that needed doing around the office, including 
scripting. Beginning at the bottom, Thomas was assigned 
to script some of Marvel's last remaining romance comics 
including a run on Patsy and Hedy. Doing well there, he 
moved up to the next rung in the ladder with Sgt. Fury, 
a title still somewhat removed from the more front-and-
center superhero books. Although Thomas' debut on 
Fury would only come with the next issue, in scripting 
Sgt. Fury and His Howling 
Commandos #28 (March. 
1966), Lee left Thomas 
with a cliffhanger that 
would end in #29 and mark 
something of a fitting close 
to the book's first era of 
greatness. Setting up the 
plot here, Lee has Hitler 
ordering Baron Strucker 
to seize a town and hold 
everyone in it hostage 
against the surrender 
of partisans fighting in 
the area. Of course, the 
Howlers become involved, 
setting up a climactic 
confrontation between 
Fury and Strucker amid the 
apocalyptic surroundings 
of a town in flames. The 
only thing holding back the 
story from total greatness 
was, again, the overall 
lackluster art of Dick 
Ayers helped slightly by 
the inks of John Targlione 
(One can only imagine 
what Jack Kirby would 
have done with it! That 
said, Ayers did provide yet 
another nice cover image 
to this ish.) But despite 
the artistic drawback, 
Lee manages to include 
some surprising flourishes including the first shadings of 
grey in a Nazi personality as Strucker himself expresses 
pangs of conscience about destroying a whole town and 
acknowledging (if only to himself), Hitler's madness. 
It would've been nice if this kind of nuance could have 
been maintained as the stories moved forward, but it was 
largely overlooked as the Howlers continued their war 
against the Third Reich. Inside joke dept: At one point 
during this issue's mission, Fury says “All we gotta do 
now is find the rest o' the squad, break the back of the 
Kraut occupation here, and make it back ta base in one 
piece! Nuts! Some day I'd like ta meet the creep who 
dreams up these missions!” Was Lee poking a bit of fun 
at himself? Likely!

Tales to Astonish #78
“The Prince and the Puppet!”; Stan Lee (script); 
Gene Colan (pencils); Vince Colletta (inks)
“The Hulk Must Die!”; Stan Lee (script); Jack Kirby 
(layouts); Bill Everett (finishes/inks)

It was another power-packed issue of Astonish with 
both its features providing thrills in story and art. First 
up, as usual, was the Sub-Mariner. There, Gene Colan 
and Vince Colletta were both still on pencils and inks 
respectively with a Lee scripted chapter that picks up 
where it left off the issue before, namely, with the 
re-introduction of Giant-Man to his old bailiwick. (Or 
his alter ego Henry Pym, anyway; but with Pym present, 
could his heroic persona be far behind? Giant-Man fans 
everywhere hoped that was to be the case!) Anyway, 
Namor has dropped into Pym's ocean drilling project 
to put an end to it, but just as things look dire, the sea 
prince stops and walks away headed to New York. 
The Wasp volunteers to fly ahead of him and warn the 
Avengers (continued in this month's Avengers #26, 
natch!). The only drawback is that Namor is under the 
control of a newly costumed Puppet Master (boring!) but 
how else to get him to fight any good guys that might be 
around? Needless to say by this time, the Colan/Colletta 
art team is top-notch and more than holds its own with 
the Jack Kirby layout job that follows in the Hulk 
backup for Tales to Astonish #78 (April. 1966). But 
there was yet another change with the art team there as 
Bill Everett returned to the fold to take over the finishes 
and the inks over Kirby's layouts. As fans recalled, 
Everett was last seen after struggling to finish the first 
issue of Daredevil and was enthusiastically welcomed 
back by Lee in this month's Bullpen Bulletins: “Bill is 
hankering to rejoin the bullpen again on a permanent 
basis and we're all hoping he will. His style is as 
exciting as Kirby's (going some!), as different as 
Ditko's (true), and as unforgettable as (Colan's)!” Be 
that as it may, Everett here proves that while not as 
good as Kane had been in preserving Kirby's style, 
his own layered atop the King's layouts, was quite 
exciting enough! Possibly a better inker than he was 
a penciler, Everett's finishes added a ton of detail as 
well as a certain kind of lushness to Kirby's layouts, 
producing a whole new kind of look for the Hulk. 
Suddenly, the jade giant was as ugly as Lee's prose 
always assured us he was (check out the triptych of 
panels on page 8) and characters like Rick Jones and 
others all wore distinctive facial features that not only 
set them apart but made them look like no one else in 
Marvel's burgeoning universe. Lee's story is no less 
interesting as the military succeeds in capturing the 
Hulk, government employed mad scientist Konrad 
Zaxon suits up in armor the better to siphon off the 
Hulk's bio-energy preparatory to conquering the world 
(you guessed it, Zaxon is a full time nut!), and Rick 
tells Betty Ross Banner's secret. Along with the Sub-
Mariner feature, Astonish continued to add up to a real 
buy for Marvelites everywhere!
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After a couple of 
false starts, editor 
Stan Lee struck 
gold when he hired 
Roy Thomas as his 
editorial assistant 
in 1966. Part of 
Thomas’ duties was 
scripting and after 
getting his feet wet 
on Patsy and Hedy, 
moved up quickly to 
Sgt. Fury and then 
X-Men. He never 
looked back.
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Amazing Spider-Man #35
“The Molten Man Regrets!”; Stan Lee (script); 
Steve Ditko (pencils/inks)

The writing may have been on the wall by the time of 
Amazing Spider-Man #35 (April. 1966) but it was likely 
most readers didn't notice. That was because Steve 
Ditko, who by this time had long become established as 
not only penciler and inker, but plotter as well, showed 
no let-up in the verve by which he choreographed 
Spidey's various battles. That was the case this issue as 
the wall crawler conducted a rematch with the Molten 
Man. On the other hand, Ditko's focus on straight out 
action here with little given over to the soap opera of 
Peter Parker's personal life suggested the artist was 
simply marking time to a planned withdrawal from 
the title in particular, and Marvel in general, in a few 
months' time. That said, he does concede one non-
action scene to fans waiting with bated breath to find 
out what happened next on the domestic scene; that 
is, the ongoing and recently deteriorating relationship 
between Peter Parker and Betty Brant. As if preparing 
to wind up his historic run on the title, Ditko seemed 
to be tying up loose ends by ending the Peter/Betty 
relationship in the only way it could: with a breakup. 
That happened more or less over previous issues or, at 
least, was loudly broadcast. But if some readers were 
still not getting the message, it was hammered home 
this time with a final scene wherein a still hopeful Peter 
discovers that Betty quit her job at the Daily Bugle and 
was replaced by someone else. The only word Peter gets 
of Betty's departure is the return of a framed picture of 
himself given to Betty from happier times. Given word 
that Ned Leeds has left for the west coast, Peter puts 
two and two together and deduces that the pair have 
eloped. “To Betty, forever. Peter,” Peter reads from 
the photograph. “Forever! I wonder when I wrote 
that? Must have been a lifetime ago!” The picture is 
tossed in the trash, the glass shattering over a smiling 
photo of Peter in more innocent times. The final panel 
of the story has a lonely figure of Peter walking away, 
haunted by ghostly images of the past. In a way, 
the scene, despite being deftly scripted by Stan Lee, 
had an air of finality about it; the finality of Ditko's 
pending exit from the book and Marvel comics. Fun 
Fact: Did you know that panel 5, page 8 was taken 
to illustrate one of a line of plastic pillows that were 
sold circa. 1968 by the Massachusetts Arts Co? They 
were part of a wider merchandising push by Marvel 
capitalizing on the company's growing popularity!

Tales of Suspense #76
“Here Lies Hidden...the Unspeakable Ultimo!”; 
Stan Lee (script); Gene Colan (pencils); Jack Abel (inks)

“The Gladiator, the Girl, and the Glory!”; Stan Lee 
(script); John Romita (pencils/inks)

The award-winning creative team of Stan Lee on script, 
Gene Colan on pencils, and Jack Abel on inks continue 
their magic on the Iron Man lead feature in Tales of 
Suspense #76 (April. 1966), this time using a technique 
that would become increasingly common at Marvel, 
albeit mostly those books where Jack Kirby had a hand 
in the plotting: having one story-line end and a new 
one begin within the same story or issue. To wit: Iron 
Man manages to end the threat of the Freak as this 
latest installment begins with Tony Stark's enervation 
intensifier doing its job and changing the Freak back to 
Happy Hogan, now conveniently saddled with amnesia 
(so that he doesn't remember that IM is really his boss 

Tony Stark) But even as 
Happy reclines in the arms 
of fiance Pepper Potts (the 
enervation intensifier not 
only turned Happy back to 
normal, it also improved 
his looks. Thanks, Gene!), 
there's no rest for Stark 
as he's arrested by Sen. 
Byrd then kidnapped by 
the Mandarin's “multi-
dimensional trans-scanner” 
(!) and transported 
instantly to China (Well, 
actually, it took three big, 
diagonal panels for Colan 
to do it on page 8!). There, 
even as the Mandarin 
separates Stark from the 
attache case containing 
his IM armor, the villain 
gloats over his latest 
scheme to conquer the 
world, namely unleashing 
upon it a giant robot called 
Ultimo! Readers hardly 
had a chance to catch their 
collective breaths before 
turning the page and 
dropping into the middle 
of Captain America's own 
ongoing adventure, namely 
dealing with Batroc the 
Leaper while trying to 

catch up with a female SHIELD agent before the Inferno 
42 she's carrying explodes! For the first time since the 
inception of the Cap feature in Suspense, artist Jack 
Kirby was nowhere in sight, having finally given up 
doing the layouts upon the arrival of John Romita. Doing 
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(opposite page) Tales to Astonish #78, page 1: 
With Jack Kirby restricted to layouts on the 
Hulk feature, it was difficult to find an artist 
who was both strong enough to tighten his 
pencils while preserving their inherent verve. 
For a number of issues, editor Stan Lee found 
that man in veteran artist Bill Everett.

John Romita, who’d 
been a mainstay 
at Marvel back in 
its Atlas days, had 
since found himself 
exiled to DC’s 
romance line. He 
was the first artist 
that editor Stan 
Lee rescued from 
that particular fate 
but he wouldn’t 
be the last.



full pencils as well as inking here, Romita turns in an 
okay job (after all, he'd done it before back in the 1950s 
when Cap was briefly revived). Nevertheless, still being 
a newcomer to Marvel's action style, his work here, at 
least in comparison to Kirby (not to mention Colan), is 
still somewhat laid back. It'd still be some months before 
Romita really got the hang of what was needed. Or 
maybe it was just that he found it difficult to warm up to 
the kind of action needed to make the Cap stories work. 
After the star-spangled Avenger was finally awarded his 
own book a couple years hence, Romita again took over 
from Kirby with similar underwhelming results. It wasn't 
until his own personal style had evolved farther that a 
third stint on the character finally gelled helping Romita 
to produce some of the best-looking Cap comics ever. 
For now though, his style fell short of being completely 
satisfying despite a good script from Lee which for 
the first time (and was it coincidental that Kirby was 
absent?) attempted some characterization for the hero in 
the shape of the female SHIELD agent reminding him of 
a girl he'd loved back during WWII, and whom he loses 
again at the end of this story when the unnamed agent 
apparently dies of radiation poisoning.

Daredevil #15
“And Men Shall Call Him...Ox!”; Stan Lee (script); 
John Romita (pencils); Frank Giacoia (inks)

Now this was more like it! Well, almost. Finally free 
of the ill-fitting Ka-Zar plot, scripter Stan Lee brings 
Daredevil home to New York City just in time to face 
off with one of his old time foes. Or is it really the Ox 
he knew from his days with the Fellowship of Fear? 
That's the question as penciler John Romita also returns 
to more familiar territory with plenty of everyday scenes 
among Matt Murdock, Foggy Nelson, and Karen Page 
(including a ratcheting up of the tension between Matt 
and Foggy for Karen's affections) as well as more 
ground level action that begins in state prison. There, the 
Ox has fallen under the sway of cell mate Karl Stragg, a 
mad scientist type who promises to raise his intelligence 
level in return for helping him to break out of prison. 
The Ox complies, but Skragg betrays him by switching 
their minds instead. Now Skragg's more intelligent 
persona occupies the Ox's powerful body while the Ox's 
mind resides in Skragg's more frail frame. But somehow, 
being in a strong body seems to reduce Skragg's 
intelligence as he goes on a rampage, luxuriating in 
his new found strength. That's when DD gets into the 
act. Throughout, Romita shows his increasing skill at 
handling action Marvel style, easing into the use of big 
bold panel layouts. He might have even gone too far 
in lessons learned from Jack Kirby in that he portrays 
the Ox as being too powerful. He doesn't possess super 
strength after all and yet there he is snapping streetlight 
poles in two and crushing cars etc. For his part, Lee 
slips in a plot development wherein Skragg as the Ox, 
dresses up DD in the Ox's clothes in order to frame him 

for his rampage. And the cops take the bait?! Add to the 
unlikelihood of that the fact that the Ox just happens to 
have two sets of exactly identical clothes for himself and 
DD? Not! Still, even with these lapses, Daredevil #15 
(April. 1966) was a giant step back in the right direction, 
following the departure of artist Wally Wood back in 
issue #11 and the subsequent three part Ka-Zar detour. 
And things would only get better from here! 

X-Men #19
“Lo! Now Shall Appear...the Mimic!”; Stan Lee (script); 
Werner Roth (pencils); Dick Ayers (inks)

It was bound to happen sooner or later. Every 
superhero team eventually faced off against a foe who 
combined all of their powers. The Fantastic Four had 
the Super-Skrull; The Avengers had (or would have 
at this point) the Super-Adaptoid; and in X-Men #19 
(April. 1966), Marvel's merry mutants had the Mimic! 
Dreamed up by scripter Stan Lee (for his final direct 
contribution to the book, as next issue would see the 
arrival of Roy Thomas on the scripting chores) the 
Mimic would prove to be one of the most interesting 
additions to the book's lore. However, though Lee 
seems to end the Mimic's career at the end of this 
issue, Thomas would return to the difficult to like 
character in later issues, build on him, and turn him 
into a potentially exciting addition to the X-team mix. 
Here, though, Lee tells a more or less cut and dried 
tale of Calvin Rankin who gained his powers to copy 
the abilities of others in a lab accident. As readers 
would learn later in the story, upon discovering his 
abilities, local residents attacked his father's hidden lab 
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Mind swaps were certainly nothing new under 
the sun, but like the contemporaneous Hammer 
films’ Evil of Frankenstein (1964), scripter 
Stan Lee and penciler John Romita found a way 
to at least make the concept feel like new with 
such stories as that found in Daredevil #15.
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and ended up killing the senior Rankin and burying 
the lab in rubble. Vowing vengeance on the human 
race, Cal schemes to access the buried lab and use 
a machine his father had been working on to make 
his powers permanent (at the moment, his power to 
mimic those of others lasted only while he was in 
their presence). Anyway, through happenstance, Cal 
discovers the identities of the X-Men and, following 
them to their school, he dons his own colorful costume 
and announces his intentions to defeat the team. His 
real plan, though, is to lure them to the buried lab and 
get them to uncover the machine that will make his 
powers permanent., but the opposite happens: Seems 
Rankin Senior wanted to depower his son allowing him 
to lead a normal life. To help that intention along, Prof 
X erases Cal's memories of everything that happened, 
including his knowledge of the X-Men's identities. 
There was a lot of story to cover here and penciler 
Werner Roth does a manful job doing it all. To succeed 
though, he had to jam all of the action into mostly 
smaller panels that were in turn, crowded with the 
story's extensive cast. Besides that, he also had to make 
sure all of Lee's character bits were presented including 
allowance for Cal's abrasive personality (“I've never 
seen such a nasty-tempered specimen,” thinks Marvel 
Girl upon meeting Cal). Yet, at the same time, there 
was something beneath Cal's rough edges that grabbed 
readers, something that Thomas would latch onto and 
explore to good effect in later issues. All in all, this 
was another solid entry in the post-Jack Kirby era and 
another piece to the puzzle of why the X-book never 
totally caught on with Marvelites.

Avengers #27
“Four Against the Floodtide!”; Stan Lee (script); 
Don Heck (pencils); Frank Giacoia (inks)

Behind its action-packed Jack Kirby cover, the insides 
of Avengers #27 (April. 1966) featured a Don Heck 
illustrated story scripted by our Leader, Stan Lee! In 
it, Attuma has captured three of the Avengers and 
plans to turn a wave making machine onto the surface 
world, but Hawkeye arrives in the nick of time and 
helps to turn the tables. Penciler Don Heck really 
comes through this time with a great art job using 
plenty of big, open panels including a half-pager 
on page 11 depicting Hawkeye and Quicksilver's 
one man sub heading directly into the multiple 
arms of a giant octopus! Meanwhile, Frank Giacoia 
does Heck proud on the inks. Strangely, however, 
the issue begins with the mysterious appearance of 
Human Torch villain the Beetle at Avengers HQ. He's 
defeated by Hawkeye but by the end of the issue, 
he's disappeared again along with the Wasp who just 
managed to leave a message for our heroes upon her 
arrival from the pages of Tales to Astonish. What was 
in the message? That would be telling but whatever 
it was, it'd likely have a direct bearing on the biggest 
news in Marveldom (for April. 1966 anyway!) namely 
“the return of Giant-Man” as the next issue blurb 
announced at the bottom of this issue's concluding 
panel! Knowing what the news of high pockets' return 
would mean to old time fans, Lee really trumpets 
the news on the letters' page as well. He knew how 
eagerly anticipated the return of Hank Pym was 
among fandom and Giant-Man's re-emergence into 
the Marvel mainstream would totally energize an 
Avengers book that had slowed down a bit in the 
months since the original team members quit. Giant-
Man's return would mark another turning point in the 
series. From there, things would really take off; first 
under the pen of Lee and then the typewriter of Roy 
Thomas. After that, there'd be no looking back!

Tales to Astonish #79
“When Rises the Behemoth!”; Stan Lee (script); 
Gene Colan (pencils); Bill Everett (inks)
“The Titan and the Torment!”; Stan Lee (script); 
Jack Kirby (layouts); Bill Everett (finishes/inks)

In a major shift, Marvel's number one “double 
feature value” for 12 cents had switched from Tales 
of Suspense (where Jack Kirby had temporarily left 
the Captain America stories [as he had the SHIELD 
feature over in Strange Tales]) to Tales to Astonish 
with its Gene Colan drawn Sub-Mariner lead feature 
and the Kirby/Everett team on the Hulk! In fact, the 
latter art team was heralded in no small way with the 
power packed cover to Tales to Astonish #79 (May. 
1966)! This was the grandiose years writ large as the 
cover shot concentrates on the gigantic forms of Hulk 

Also not new was the concept of the villain 
that possessed all the powers of members of 
a super-hero team. Although DC’s version was 
Amazo (who had powers of all the members 
of the Justice League of America), he was 
hobbled by a silly sounding name, unlike 
those of Marvel’s copycats: Super-Skrull, 
Super-Adaptoid, and the Mimic!



26   Marvel Comics in the Late 1960s

and Hercules in hand-to-hand combat that does what 
Kirby did best, namely seem as though the two would 
fall right off the page! And the insides were hardly 
less impactful as the story begun in the last chapter of 
the Hulk serial ends with Konrad Zaxon becoming the 
victim of the weapon that he'd intended to use on ole 
greenskin. Escaping his military captors, the Hulk goes 
on a mini-rampage, this time ripping up some railroad 
tracks, but these tracks happen to hold the train upon 
which Hercules is riding to a destiny in Hollywood! 
And as any Marvelite knew by now, that was a 
recipe for action! More than any previous finisher 
over Kirby's layouts, Everett not only preserved the 
King's verve, but added 
a ton of himself to the 
proceedings, giving 
characters a three-
dimensional feel while 
throwing in tons of 
detail making the Hulk 
strip visually, one of 
the most distinctive in 
the company's lineup. 
Meanwhile, scripter Stan 
Lee was not sitting on 
his hands, capturing the 
pathos of the Hulk as the 
story ends with Hercules 
none the worse for wear 
heading for fame and 
fortune in Hollywood 
while our hero sulks alone 
in a dank cave: “as the 
slowly mounting ever-
simmering fury rages 
within him, he thinks his 
dark and lonely thoughts, 
one human being, hunted, 
hounded, with all mankind 
against him!” Lee was 
also on hand as usual 
for the issue's lead 
Sub-Mariner feature 
where Gene Colan 
continued to hold sway 
over the penciling. 
Surprisingly, though, 
Vince Colletta (who'd 
been with it since the 
outset in #70) was gone 
and replaced by Everett. 
Here, again, Everett proves to be a good match with yet 
a different penciler; his bold inks matching nicely with 
Colan's shadowy style. Lee's story calls for Namor vs. 
the US Army in New York City and Colan and Everett 
deliver, especially with an in-your-face splash on page 
4. It didn't hurt either that Everett was the creator of 
Sub-Mariner and that this marked his return to the 
character after too long an absence! Stay tuned!

Sgt. Fury and His Howling Commandos 
Special #2
“A Day of Thunder!”; Roy Thomas (script); Dick Ayers 
(pencils); John Tartaglione (inks)

Actually, Sgt. Fury and His Howling Commandos 
Special #2 (1966) was really Sgt. Fury Annual #2, 
but for some reason, a decision was made to change 
Marvel’s Annuals to Specials. Perhaps, as Roy 
Thomas has suggested, representing an intention 
by publisher Martin Goodman to do more than one 
a year if sales warranted. Whatever the case may 
be, this issue still had all the hallmarks of an old 
time Marvel annual, namely a story that contained 
a noteworthy element outside the run of the regular 
monthly title. In the previous Annual #1, Fury and 
his fightin’ fanatics made it through to the Korean 
War (thus obviating any suspense in the regular 
title over who among the Howlers might not make 
it through the Big One). In #3, they’d show up in 
Vietnam. But for this issue, the star attraction are 
the beaches of Normandy where the Howlers come 
ashore ahead of the D-Day invasion force to soften 
up the enemy defenses. Along the way, of course, 
they tear through enemy formations, blow up ammo 
dumps and gun emplacements, and rile up Hitler 
himself (who makes a cameo appearance along with 
General Eisenhower). Meanwhile, jamming all the 
action in the Special into a mere 24 pages, Thomas 
(who took over the scripting of Sgt. Fury only a few 
months before) here, makes sure readers get their 
money’s worth, filling each panel with a cascade of 
wordage, the trademark of his early scripts. But the 
big question was: did the story alter the status quo 
of the regular series with future Howler missions 
to take place post-invasion? According to Thomas, 
his intention was to keep the stories in the regular 
book in a pre-invasion mode...at least while he 
remained the writer. Be that as it may, regular Sgt. 
Fury artist Dick Ayers also does the pencils here 
in the Special, filling the story mostly with talking 
heads punctuated here and there by an exploding 
ammo dump. The combination of art and word heavy 
scripting made for a ponderous pace for what was 
expected to be a fast-moving Howler adventure. 
Unlike earlier annuals however, the lead story is the 
only piece of original content in the issue. The rest is 
filled out with reprints including a regular past issue 
of Sgt. Fury along with the initial installment of his 
present day identity as an Agent of SHIELD from 
Tales to Astonish #135. No pin ups, no diagrams, 
no secrets of the Howlers. It was a portent of what 
future “Specials” would become: all reprint vehicles 
with no original content at all. Bummer.

Amazing Spider-Man #36
“When Falls the Meteor!”; Stan Lee (script); 
Steve Ditko (pencils/inks)

Although penciler 
Bill Everett had a 
golden opportunity 
to join the Marvel 
bullpen in a big 
way with his work 
on Daredevil #1, 
he failed to follow 
up on it. Later, 
he started over 
again as an inker 
for Jack Kirby’s 
Hulk feature 
before graduating 
to pencils on the 
Sub-Mariner, a 
character he created 
back in the 1940s.



of Gwen Stacy when he races off to get into costume so he can tackle 
the Looter) In the meantime, Ditko, as usual, paces the story excellently 
displaying his established mastery of panel-to-panel action and smoothly 
moving events from scene to scene. Lee's scripting, as previously noted, 
is also flawless. For a creative team that had ceased even talking to 
each other, he and Ditko were still operating as a well-oiled machine 
churning out classics till the very end!

Plotter/penciler/inker Steve Ditko 
continued to wind down his stay 
at the House of Ideas with this 
third-to-last installment in his 
groundbreaking run on Spider-Man. 
And though his leavetaking must 
have been on his mind by the time 
he produced Amazing Spider-Man 
#36 (May. 1966), it hardly shows 
as he once again 
comes up with a 
neat little stand-
alone tale with a 
new type villain 
worthy to stand 
beside all the 
others the artist 
had created over 
the years. Sure, 
Lee has some fun 
at the Looter's 
expense (or was it 
the Meteor Man? 
The question would bother fans 
for years), first by giving him 
the goofy sounding sobriquet of 
Norton Fester, then by giving him 
dialogue like this: “Just because I 
flunked science in school doesn't 
mean I can't discover the secret 
of the universe,” muses Fester, 
tapping at a meteor fragment with 
a hammer and chisel. “I've as 
much chance as anyone else. I'll 
just chip away on my own. Maybe 
I'll accidentally stumble over 
something...like Isaac Newton!” 
And to make the point in case any 
readers couldn't figure it out from 
the preceding lines, Lee adds a 
footnote: “You guessed it, friend! 
N.G. F. is a part-time nut!” But 
nut or not, Fester does make an 
accidental discovery, releasing a 
mysterious gas from the meteor 
that grants him super-powers! 
Dressing himself up in a colorful 
costume, he goes to work robbing 
banks and jewelry stores to finance 
his experiments before deciding 
that he needs other meteors to 
tap in case the effects of the gas 
that gave him his powers wear 
off. That's when he runs into our 
friendly neighborhood Spider-Man 
(as Peter Parker continues to have 
problems getting in good with 
his fellow college students, and 
looking like a coward in the eyes 
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Amazing Spider-Man #36, page 2: In the closing days of his 
Marvel tenure, penciler Steve Ditko proved he still had whatever 
magic it was that had enabled him to create possibly the most 
important super-hero character since Superman. Here, with the 
scripting of co-creator Stan Lee, the two men capture the essence 
of the strip: characterization, wonder, and humor.

1966



Strange Tales #144
“The Day of the Druid!”; Stan Lee (script); 
Jack Kirby (layouts); Howard Purcell (finisher); 
Mike Esposito (inks)
“Where Man Hath Never Trod!”; Roy Thomas (script); 
Steve Ditko (pencils/inks)

Now that his new editorial assistant was firmly on 
board, editor Stan Lee wasted no time bringing Roy 
Thomas' scripting skills up to his standard. First 
assigning him to Marvel's remaining romance comics 
where a neophyte, presumably, could do little harm 
if he slipped up, Lee quickly next assigned Thomas 
to Sgt. Fury and last month to the Dr. Strange 
feature (Next month, Thomas would take over The 
X-Men from Lee). To be handed over so quickly to a 
newcomer who'd yet to barely prove his bona fides, 
all three venues must clearly have been considered 
by Lee as Marvel's low-hanging fruit. Although solid, 
both Sgt. Fury and X-Men were the slower sellers in 
the company's lineup while Dr. Strange had never 
been a big draw for Strange Tales. That, and the fact 
that Lee had never been that enamored of the latter 
strip: a creation of Steve Ditko, who also plotted the 
series, Lee had little of himself invested in it and by 
that point in his relationship with the artist, and was 
no longer even in direct communication with him. By 
assigning Thomas as scripter, Lee could have been 
thinking that maybe Ditko might talk to the younger 
man instead. It didn't happen, with the artist remaining 
as uncommunicative as ever. In fact, the irony was, 
Thomas wasn't that interested in Dr. Strange, either! 
However, his scripting on the feature never skipped 
a beat with hardly any difference between his own 
style and Lee's to be noticed. (Unless that only proved 
that Lee was guiding Thomas with a heavy editorial 
hand). Be that as it may, Ditko was still plotting and, in 
Strange Tales #144 (May. 1966), had Strange decoyed 
by Dormammu into the dimension of the tyrannical 
Tazza. Strange went there in search of Clea, the other 
dimensional girl who'd helped him in his recent battle 
with Dormammu. But of course, she wasn't with Tazza 
and so it was another dead end for the mystic mage. Of 
course, Ditko himself, despite plans to leave Marvel, 
was still having fun, coming up with any number 
of cool images for Strange's struggle with Tazza. 
Meanwhile, Lee was still on hand to script the SHIELD 
feature that headed up the issue with Jack Kirby still 
doing the layouts. This time Nick Fury is up against a 
joker calling himself the Druid who, behind a screen 
of mystic fakery, is actually a high tech bad guy out to 
confound SHIELD. This time, it's Howard Purcell on 
the finishes, managing a so-so job not helped by inker 
Mike Esposito. The otherwise ho-hum nature of the 
story is enlightened considerably with the introduction 
of new SHIELD recruit Jasper Sitwell. The straight 
arrow Sitwell would soon prove to be a perfect vehicle 
for Lee's tongue-in-cheek approach to comics when 
things seemed to get too serious.

Tales of Suspense #77
“Ultimo Lives!”; Stan Lee (script); Gene Colan 
(pencils); Jack Abel (inks)
“If a Hostage Should Die!”; Stan Lee (script); Jack Kirby 
(layouts); John Romita (finishes); Frank Giacoia (inks)

Yeah, superhero vs.. robot = boring. superhero vs. 
giant robot = even more boring, and only a step below 
superheroes vs.. aliens or subterranean mole people. 
But Ultimo was on a whole different scale! It's true that 
probably under anyone else's pencil (except maybe Jack 
Kirby's), he still would've been boring (after all, even 
Kirby had his off days, as witness his design for the 
robotic member of the three sleepers in previous issues), 
but Gene Colan transforms something that should have 
been dullsville, into something awesome! Still enhanced 
by the inks of Jack Abel, Colan lets out all the stops in 
Tales of Suspense #77 (May. 1966), beginning with the 
shot on page 4 of Ultimo being birthed and then never 
letting go in succeeding pages, giving some of the earliest 
examples of the type of wild panel layouts that the artist 
would become famous for in coming years. Using his 
layouts to create big, wide angle panels, Colan keeps the 
action moving commensurate with a towering blue robot 
that can shoot death rays from its eyes! And throughout, 
Abel's inks underscore Colan's liberal use of blacks giving 
the whole Stan Lee scripted story a sombre feeling cut 
off from the workaday world of Washington D.C., where 
Sen. Byrd is busy closing down Tony's manufacturing 
plants! It was going to be really tough to follow up this 
act in the Captain America backup feature and, for once, 
that failed to measure up. Sure, Kirby was still doing the 
layouts, but John Romita's work with the finishes was 
just not capturing the in-your-face action it demanded. 
Conversely, he did all right in the character development 

28   Marvel Comics in the Late 1960s

Editor Stan Lee reached way back to recruit 
golden age artist Howard Purcell to help finish 
Jack Kirby’s pencils on the Nick Fury strip 
in Strange #144. Purcell would confirm Lee’s 
instincts after completing a Black Knight solo 
tale in Marvel Super-Heroes #17.



scenes as Cap reminisces about the girl he loved and 
lost during World War II, recollections that leave him 
saddened and lonely in the final panels. Will he ever find 
happiness and fulfillment in a present he still finds alien 
to his own 1940s? Time would tell as things were due to 
pick up in the next ish as Kirby returned to full pencils 
helping Suspense to regain its place as Marvel's best 
double feature value for 12 cents!

Avengers #28
“Among Us Walks...a Goliath!”; Stan Lee (script); 
Don Heck (pencils); Frank Giacoia (inks)

Giant-Man was back in a big way in Avengers #28 (May. 
1966). And how! Readers didn't have to look any farther 
than its spectacular Jack Kirby cover image with Captain 
America and the three other regular Avengers in the 
foreground, dwarfed by an imposing, forced perspective 
up shot of Giant-Man (helped immensely by the graded 
colors of Stan Goldberg). But it was a Giant-Man not 
immediately recognizable by fans who'd been waiting 
patiently for his re-introduction to Marveldom Assembled. 
Sure, editor/scripter Stan Lee's blurb on the cover 
announced “Back at last! Giant-Man!” But what was the 
title scrawled across a banner at the bottom? “Among Us 
Walks...a Goliath!” Was it just hyperbole, or did it auger 
a change in our favorite size-changing hero, as did the 
unfamiliar new costume he wore? It turned out that both 
were right. It wasn't just hyperbole and there were changes 
afoot for Hank Pym. Gone were his old red and purple 
threads with the inexplicable suspenders design and in was 
an impressive new blue and yellow look that emphasized 
his size. Also gone was the Giant-Man code name. From 
now on, Giant-Man was to be known as Goliath, a less 
literal but more evocative name to be sure. The new 
costume was provided by the Scarlet Witch who'd decided 
to use her sewing skills to prepare it against the day when 
Giant-Man would return to the fold. Maybe she didn't 
like that suspenders look either! With Stan Lee still at 
the writing helm, this issue's story picks up on the twin 
mysteries of the missing Wasp and Beetle. Following in 
the Wasp's footsteps, Hank Pym appears at Avengers HQ 
and after proving his bona fides, joins the others as they 
make their way to the lair of new bad guy, the Collector 
who's decided to add superheroes to his collection of 
artifacts (to go with his collection of super-villains such 
as the Beetle, apparently). A battle ensues with penciler 
Don Heck giving much of the spotlight to the new Goliath 
until the Wasp is rescued and the Collector makes his 
getaway. But it wouldn't be a Stan Lee story if it didn't 
end in a twist, with plenty of potential for future angst: 
when he tries to shrink back to normal size, Goliath falls 
unconscious...stuck at ten feet! It was a soul satisfying 
return of a much beloved and missed Giant-Man in a 
new and exciting format. Eventually joining the team 
on a regular basis, his return only boded well for future 
issues and would signal not only the eventual return of 
the other original members, but a more constantly rotating 
membership that would become the hallmark of the team.

X-Men #20
“I, Lucifer...”; Roy Thomas (script); Werner Roth 
(pencils); Dick Ayers (inks)

Still fuming over his defeat by Prof. X and the X-Men 
(back in issue #9), the evil Lucifer returns to strike back 
at his foes this time duping ex X bad guys Unus and the 
Blob into robbing a bank wearing X-Men uniforms, the 
better to pin the blame for their crimes on our heroes. 
Turns out that his manipulation of the bad guys is only 
a dry run for a device that Lucifer intends on using to 
subjugate the entire human race! Taking over the in 
X-Men #20 (May. 1966) from editor Stan Lee, this was 
a pretty ambitious story for new X-scribe, Roy Thomas. 
It was all the more audacious because, besides revealing 
the nature of Lucifer, it also included the story of how 
Prof. X lost the use of his legs. Turns out it happened 
in Xavier's younger days when he operated solo. At the 
time, he'd stumbled upon Lucifer and in the ensuing 
battle, triggered a booby trap wherein a stone block fell 
and crushed his legs. Thomas packed a lot into this tale 
including a sub-plot involving a self-pitying Cyclops' 
unrequited love for Marvel Girl and some early mutant 
resentment by the general public. It also presented a 
lot of ground to cover for penciler Werner Roth who 
nevertheless manages to get it all in, even finding room 
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Editor/scripter Stan Lee, as he often did, drew 
upon Biblical sources (such as the story of 
David and Goliath) in renaming the former 
Giant-Man and reintroducing the character in a 
newer, more dynamic, manner in Avengers #28.



for a full page splash with a forced perspective shot of 
Lucifer's mento-wave beam projector that fairly bursts 
off the page! It was a decent job but Roth (as well as a 
somewhat verbose Thomas) still had a bit of a ways to 
go to reach optimum Marvel madness!

X-Men #21
“From Whence Comes...Dominus?”; Roy Thomas 
(script); Werner Roth (pencils); Dick Ayers (inks)

X-Men #21 (June. 1966) continues the team's battle with 
Lucifer, the other-dimensional villain responsible for 
crippling Prof. X back in his early days. The revelation 
of Lucifer's affiliation with another dimension and its 
plot to take over the Earth was somewhat disappointing. 
In Lucifer's first appearance back in X-Men #9, Stan Lee 
and Jack Kirby had successfully created a genuinely 
intriguing non-mutant character but scripter Roy Thomas 
here manages to erase all that in favor of more prosaic 
origins. Add to that a bunch of boring robot servants and 
you've got a recipe for disappointment. Even Werner 
Roth's art was failing to excite (so soon after showing 
such promise only a few issues back) the result, no 
doubt, not only of having to cram so much story in the 
book's twenty pages, but his habit of trying to squeeze 
every one of the X-Men into practically every panel 
in the story. A full page illo on page 8 is an attempt to 
break up the tedium and widen the scope of the action 
but it ends up looking empty and unnecessary with most 
of its space given over to mostly featureless computer 
controls. Not the greatest outing for Thomas or Roth and 
readers who'd remained faithful to the book might have 
wondered if their faith had been misplaced. Could the 
two neophyte Marvel creators shake out the cobwebs, 
streamline their storytelling, and rescue the title from the 
doldrums? Only the next issue would tell.

Tales to Astonish #80
“To the Death!”; Stan Lee (script); Gene Colan 
(pencils); Dick Ayers (inks)
“They Dwell in the Depths!”; Stan Lee (script); 
Jack Kirby (layouts); Bill Everett (finishes/inks)

“At last it can be told,” declared editor/scripter Stan Lee 
on this month's Bullpen Bulletins page. What could be 
told? Namely the fact that Iron Man and Sub-Mariner 
artist “Adam Austin” was really Gene Colan, news that, 
as Lee conceded up front, likely didn't come as much 
of a surprise to hard core fans since Colan's style was 
totally unique and unmistakable. In fact, it would've 
been shocking if Colan's editors at DC didn't recognize 
his style right off as well but incredibly, probably never 
even looked in Tales to Astonish #80 (June. 1966) or 
various issues of Suspense in order to notice, which 
was likely why the editors there couldn't figure out why 
Marvel was catching up to them in sales (and would 
soon overtake them). To them, Marvel's art, including 

Jack “King” Kirby's, was too ugly to interest readers! 
To them, such tried and true reliables as Curt Swan, 
Kurt Schaffenburger, Joe Kubert, Ross Andru, Ramona 
Fradon, Carmine Infantino, and Murphy Anderson were 
the epitome of what comics should look like. Their dull, 
predictable, but easily understood presentations were 
deemed perfect for the little tykes who read DC's comic 
books (and who were expected to quit before entering 
their teens). Such bombastic fare provided by the likes 
of Jack Kirby or the unattractive people that populated 
Steve Ditko's work, or the wild layouts that Gene Colan 
had suddenly unleashed on his readers, were totally 
inexplicable to the suits at DC. In fact, when other 
companies attempted to emulate Marvel's style, they 
all fell flat on their collective faces, missing entirely 
what really grabbed readers, namely the sophistication 
of character building, the involved plots, taking their 
subjects seriously while poking gentle fun at them when 
things got too heavy (an issue also taken up by Lee on the 
Bullpen Bulletins page). The visual histrionics were only 
icing on the cake. All those attributes were on display in 
this issue beginning with the Colan drawn Sub-Mariner 
story wherein our hero had to face off against the giant 
Behemoth. Increasingly comfortable at Marvel (now that 
he knew the company could provide him with all the work 
he needed and so could go public with his name), Colan 
was really letting loose with his layouts this time, helped 
by the inks of Dick Ayers who does himself proud here. 
The inking was also center stage on the Hulk backup as 
Bill Everett continued to finish Kirby's layouts as scripter 
Lee brings back Tyrannus, last seen way back in The 
Incredible Hulk #5. Seems the old boy needed the Hulk's 
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“At last it can be told!” admitted editor Stan 
Lee in the pages of Tales of Suspense #80; 
namely, that former bullpenner turned full 
time DC romance artist was none other than 
Gene “the Dean” Colan! As if any sharp (and 
not so sharp) eyed fans needed to be told! 
Wonder how many letters to the editor had to 
be suppressed because readers recognized right 
off Colan’s distinctive style?



Amazing Spider-Man #37, page 20: If only editor/scripter Stan 
Lee had strung out the mystery of Norman Osborne and the 
Green Goblin a little while longer, he could have built on the 
idea of who was the greater menace to Spidey, one or the other...
until the surprise revelation that both were one and the same! 
Unfortunately, Lee seemed too impatient for that and chose to 
clear everything up within a couple issues of artist/co-plotter 
Steve Ditko’s departure with #38.

help in fighting off the rival Mole Man for supremacy in Subterranea. As ole 
Greenskin goes into action, the highlight is the robotic “octo-sapien,” surely 
one of Kirby's most outlandish creations and just the sort of thing the DC suits 
might've pointed to as proof that Marvel didn't know what it was doing!

Amazing Spider-Man #37
“Once Upon a Time, There Was 
a Robot...!”; Stan Lee (script); 
Steve Ditko (pencils/inks)

Despite the years of speculation and 
rumors that followed Steve Ditko's 
departure from Marvel, the events 
depicted in Amazing Spider-Man 
#37 (June. 1966) don't seem to line 
up with the belief that Ditko had 
opposed editor/scripter Stan Lee's 
desire to reveal the secret identity 
of the Green Goblin. As plotter for 
the title at least as far back as #25 
(and likely farther back than that), it 
was Ditko who'd quietly introduced 
Norman Osborn as a background 
character at the businessman's club 
that J. Jonah Jameson belonged to. 
As the months passed, the character 
had been given some words to speak 
and then, finally, with this issue, he 
takes center stage as a vengeful Prof. 
Stromm sends different robots after 
him with the intention of destroying 
his company. Seems Stromm 
didn't like being framed by his 
ex-business partner and being sent to 
jail. Wonder why? Anyway, Spidey 

becomes involved 
as he continues to 
keep tabs on the 
mysterious Patch 
even as Osborn, far 
from being grateful 
for Spidey's running 
interference for 
him, becomes angry 
instead. Something 
was definitely up 
with Osborn and it 
wasn't good. In fact, 
the story ends as a 

sniper shoots Stromm and disappears 
from a high window with no possible 
way down. Later, we find Osborn, 
a rifle in his hands, plotting to give 
Spider-Man the same medicine! In 
light of what was revealed only two 
issues later (after Ditko left the book), 
it seems clear that the artist himself 
may have planned to set Osborn 
up as the Green Goblin. Or maybe 
not. Be that as it may, there was no 
diminution in the quality of Ditko's 
art and plotting here with events 
dealing with Patch, Gwen and Flash 
at college, Norman Osborn and son 
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Harry, and J. Jonah Jameson all juggled in such an expert 
way as to keep readers turning pages and eagerly awaiting 
what happened with them next. For any readers not privy 
to the numerous fanzines being cranked off ditto machines 
in basements across the country where such rumors might 
have appeared, there was no hint that the seismic event of 
Ditko's leavetaking was imminent. 

Strange Tales #145
“Lo! The Eggs Shall Hatch!”; Stan Lee (script); Jack 
Kirby (layouts); Don Heck (finishes); Mike Esposito (inks)
“To Catch a Magician!”; Denny O'Neil (script); 
Steve Ditko (pencils/inks)

It was a change of pace story for the Dr. Strange second 
feature in Strange Tales #145 (June. 1966) as plotter/
penciler/inker Steve Ditko has our hero shot by one Mr. 
Rasputin when the villain senses that he's about to lose 
in a mystic combat with the good doctor. But luckily, 
Strange isn't killed and ends up in the hospital where Mr. 
Rasputin dispatches hired thugs to finish him off! As good 
as this little tale was, it was merely a placeholder pending 
next issue's climax to Ditko's stand on the feature, which 
had gone unbroken since issue #110. Strange Tales #146 

would mark the artist's final Dr. Strange story with a 
spectacular Dormammu vs.. Eternity final battle. One 
that, unusually, would not be scripted by Stan Lee but 
neophyte Denny O'Neil who also wrote the words for 
this issue's entry. O'Neil was recruited as a scripter for 
Marvel by editorial assistant Roy Thomas, after having 
made his acquaintance back in Missouri when O'Neil had 
interviewed him for a local newspaper. Passing a writers' 
test, he was hired and immediately assigned to the Dr. 
Strange stories (perhaps evidence of just how little Lee 
cared for the feature, or perhaps his exasperation over 
how Ditko had become increasingly difficult to work 
with). In doing so, O'Neil's script here is as smooth and 
polished and, most importantly, as Lee-like as anyone 
could want, begging the question of just how much Lee's 
editorial hand had had in the final results. Meanwhile, on 
the front half of the book (behind a busy Jack Kirby free-
for-all on the cover) is the end of the Druid as SHIELD 
puts finis to the latest secret cabal to bid for world 
domination. Kirby is still on hand for the layouts, most 
of which are unrecognizable beneath Don Heck's finishes 
(except maybe where Fury faces off for a hand-to-hand 
meeting with the Druid on pages 7-9). The whole Lee-
scripted magilla ends in uncertainty as Fury wonders if 
the “eager beaver” Jasper Sitwell was aiming to take over 

Like Marvel assistant editor Roy Thomas, Denny O’Neil hailed 
from the state of Missouri and began his writing career as a local 
reporter. It was his discovery of the resurgence of comic books at 
the dawn of the silver age that prompted him to write an article 
on the subject through which he came to the attention of Thomas. 
Knowing that editor Stan Lee was looking for more writers, Thomas 
invited O’Neil to try out for the job and in the mid-1960s, he was hired.
     O’Neil most notably filled in for Lee on Dr. Strange and most 
notably on Daredevil #18 but work didn’t seem to pick up. He next 
surfaced at low rent Charlton Comics before migrating to DC with 
editor Dick Giordano. There, O’Neil finally made a splash. Teaming up 
with artist Neal Adams, they revamped Batman from camp to serious 
creature of the night and later co-created a string of “relevant” stories 
for the Green Lantern feature.
     Later, O’Neil rejoined Marvel as an editor and oversaw Frank 
Miller’s takeover of the Daredevil feature. O’Neil eventually took over 
the title himself and managed to create stories and new characters that 
compared well with those of the influential Miller.
     More impressive as an innovator than as a storyteller, O’Neil was 
frequently called upon when a new direction was needed for a failing 
title. Sometimes it worked as it did with Superman, and sometimes it 
didn’t as with the “new” mod Wonder Woman.

Denny O'Neil



his job as SHIELD ramrod. An interesting point as Lee 
would continue to sharpen Sitwell's personality, especially 
after he transferred the character over to Iron Man in 
Suspense, to the point where readers became convinced 
that Boy Scout Sitwell could never take over for the hard 
bitten Fury. But as Lee intended, they had no choice but 
to stick around and find out for sure!

Tales of Suspense #78
“Crescendo!”; Stan Lee (script); Gene Colan (pencils); 
Jack Abel (inks)
“THEM!”; Stan Lee (script); Jack Kiby (penciler); 
Frank Giacoia (inks)

Suspense was back on top! On top of what? On top of 
the greatest double feature value for 12 cents contest, 
that's what! After briefly handing the crown over to Tales 
to Astonish with its Colan drawn Sub-Mariner and Jack 
Kirby/Bill Everett produced Hulk features (both scripted 
by the incomparable Stan Lee of course), it was forced 
to yield again once Tales of Suspense #78 (June. 1966) 
hit the stands! Why? Merely because in addition to its 
continuing incredibleness of the Lee/Colan/Jack Abel Iron 
Man lead feature, it now had the full, undivided services 
of King Kirby on the Captain America back-up, ably 
inked by Frank Giacoia. Wow! Fans must have thought 
they were living right when they picked up this baby 
(after months of watered-down Kirby, who was stuck 
doing only layouts with lesser artists finishing them off 
making for an overall lacklustre product). The change 
was signaled by an in-your-face cover image where Kirby 
spotlights both Captain America and Nick Fury as they're 
split off from each other by a chemical burst from some 
new superpowered menace that only the King could've 
come up with! Inside, the action was no less furious, 
beginning with an opening splash page of a huge Cap 
figure dodging something called “shock rollers!” That's 
followed up with the first meeting of Cap and Fury since 
Sgt. Fury #13 as the SHIELD leader fills Cap in on the 
latest outfit to threaten the free world, namely THEM. 
But just as Fury finishes up, they're attacked by “a walkin' 
test tube” dispatched by THEM to kill our two heroes. 
The Krazy Kirby Kombat that follows is only briefly 
interrupted as the reader is taken to THEM HQ where 
they see dozens of the chemoids being grown artificially 
in a giant solution tank. But the agents of THEM are only 
seen in the identity hiding yellow uniforms that would 
become familiar to readers of a dozen later stories as 
those belonging to AIM (Advanced Idea Mechanics...
and why hasn't some high tech company taken that cool 
acronym as their own name by now?), which would only 
get revealed in subsequent appearances. For now, they 
were just THEM, a league of rogue scientists out to, what 
else? Take over the world! Meanwhile, Cap and Fury find 
a way to overcome their own chemoid and Fury leaves 
Cap with an invitation to look him up, guaranteeing more 
full bore action in issues to come. But the front half of the 
book was nothing to sneeze at, either! There, Iron Man 

was facing off against the Mandarin's volcano sized robot, 
Ultimo, led off by another suitable for framing opening 
splash by Colan and inker Jack Abel. That's followed 
by more action, action, action as IM battles Ultimo and 
escapes the Mandarin back to the good ole US of A all 
courtesy of wide open layouts by Colan. And whoever 
was doing the coloring on the feature deserved a medal. 
Was it still Stan Goldberg? Sure looked like his hand 
on the color wheel as he uses sombre blues and greens 
throughout. Added to Abel's generous use of blacks and 
you've got a moody, atmospheric mini-masterpiece that 
perfectly captures the downbeat nature of a story wherein 
the hero must battle a heart condition on one hand and 
government harassment on the other! Zowee!
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Another beautifully laid out cover design by 
artist Jack Kirby. While keeping this issue’s 
villain somewhat under wraps by facing him 
away from the reader, Kirby manages to 
focus on Suspense #78’s main attraction: 
the initial team-up between old WWII 
buddies Captain America and Nick Fury as 
they share equal portions of an image divided 
by the villain’s attack.



Avengers #29
“This Power Unleashed!”; Stan Lee (script); Don Heck 
(pencils); Frank Giacoia (inks)

Not a dream! Not an imaginary tale! Giant-Man really 
was in Avengers #29 (June. 1966), his second straight 
appearance in the Avengers since #28! Or rather, it was 
Goliath now but any way you cared to see it, Giant-Man 
fans must've been ecstatic at his return with a new 
name and jazzier costume. And was penciler Don Heck 
born to draw the new, improved Goliath or what? 
Aided by inker Frank Giacoia, Heck really delivered 
in his scenes with high pockets starting right off with 
this issue's opening splash page as Quicksilver tries 
desperately to revive the fallen hero, who collapsed 
at the end of the previous ish and became stuck at ten 
feet. Heck continues to dazzle as scripter Stan Lee's 
densely written tale unfolds. Featuring the return 
of the Black Widow, Swordsman, and Power Man, 
plenty of action was guaranteed. For proof, check out 
the dazzling Heck drawn half-page panel on page 12 
with Captain America rocking Power Man back on 
his heels with his shield. No wonder Heck was among 
Marvel's most popular artists at the time! Meanwhile, 
Lee piles on the angst. Besides the usual sniping 
among Cap, Hawkeye, etc, there was the added drama 
of Hawkeye's past relationships with the Widow, as 
well as Swordsman to contend with, and the new 
wrinkle of Goliath being unable to regain his normal 
height on pain of death. Whew! It was plain that with 
the addition of Goliath (and the Wasp), an already 
interesting book could only get better!

Avengers #30
“Frenzy In a Far-Off Land!”; Stan Lee (script); 
Don Heck (pencils); Frank Giacoia (inks)

Scripter Stan Lee splits up the team in Avengers 
#30 (July. 1966) as Goliath, Hawkeye, and the 
Scarlet Witch and brother Quicksilver all go their 
separate ways. But surprisingly for this team, it's 
not because they had a falling out. Goliath travels 
to South America to seek out a Dr. Anton whom 
he believes could help him change his size without 
killing himself; Hawkeye tackles Power Man and the 
Swordsman on his own, due to his continued love for 
the Black Widow; and Scarlet Witch and Quicksilver 
return to their native land hoping to find a way to 
enhance their suddenly fading powers. With the help 
of the Widow, Hawkeye defeats Power Man and the 
Swordsman even as Goliath finds himself battling 
the forces of a lost civilization. It was a good change 
of pace story structure for Lee that gave penciler 
Don Heck plenty of room for big panel action. He 
takes the opportunity and runs with it, highlighting 
Goliath in battle and Hawkeye's one-on-one with 
Power Man and Swordsman. It was another solid, 
fun, fast-moving issue that made the Avengers the 

best selling, offbeat 
title it was. If only 
The X-Men could have 
shared this kind of 
story telling because 
the likelihood was that 
it would've been higher 
up in the Marvel sales 
sweepstakes. But what 
was the deal with this 
issue's cover? It looked 
like it was drawn by 
Jack Kirby but the 
inking was definitely 
off. It seemed to be 
more presentation art than 
a serious attempt at an 
Avengers cover, what with 

Goliath front and center carrying some non-descript 
baddie under one arm. Not exactly what fans had 
come to expect from the King!

Avengers #31
“Never Bug a Giant!”; Stan Lee (script); Don Heck 
(pencils); Frank Giacoia (inks)

You have to hand it to editor/scripter Stan Lee when it 
came to inventing a title for a story! On the one hand, 
he could dip into literature or the Bible and find a bit 
for a title that oozes drama and on the other, could 
draw upon his own imagination for pure whimsy. 
And that's what's going on here in Avengers #31 
(Aug. 1966) with a title like “Never Bug a Giant!” 
And though the title might be whimsical, the story it 
headlines isn't (or at least, not any more whimsical than 
most of Marvel's output was in these years ie never 
taking itself too seriously). Be that as it may, Lee is 
in fine form as he concludes the tale begun last ish 
wherein Goliath travels to South America in search of 
a Dr. Anton, whom he hopes can help cure him of his 
height problem (unable to reduce from ten feet without 
killing himself). Captain America and Hawkeye, along 
with the Wasp, follow Goliath and all are captured by 
the tyrant who rules the hidden civilization. All except 
the Wasp, that is. She proves her worth by helping 
to free them and together, the Avengers destroy the 
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Lost civilizations had become old hat even by 
the time of Avengers #30 but that didn’t mean 
audiences weren’t tired of them! Edgar Rice 
Burroughs alone had spent decades writing 
novels about them including The Return of 
Tarzan (1913) where the ape man discovers 
the golden treasure of Opar, a lost outpost 
of Atlantis.  Decades later, film producers 
borrowed the idea for Tarzan and the Valley of 
Gold (1966) set in Mexico.



cobalt flame with which the tyrant had planned to 
conquer the outside world. It was a pretty much action-
packed story with penciler Don Heck approaching 
the height of his Marvel era powers. Assisted by the 
wonderfully compatible inks of Frank Giacoia, Heck 
provides readers with page after page of visual delight 
starting with this issue's exciting cover image and then 
proceeding to a really nice opening splash panel of 
Cap, Hawkeye, and the Wasp at Avengers mansion. 
Like Heck himself would have done, Giacoia isn't 
bashful about using heavy shadows throughout. As 
for Heck, he continued to lavish attention on Goliath, 
correctly sensing that with his size and adorned in his 
blue and yellow uniform, he immediately becomes the 
focus for colorful action scenes highlighted here on 
page 12 with a big, half-page illo of our hero being 
zapped by the Keeper of the Flame. It was beginning to 
look as though the size changing character would work 
much better as the star of a group than he did as a solo 
hero. The issue ends on an ironic note when Dr. Anton 
tells Goliath that although he can't help him with his 
problem the man who can is...Henry Pym!

X-Men #22
“Divided...We Fall!”; Roy Thomas (script); 
Werner Roth (pencils); Dick Ayers (inks)

Scripter Roy Thomas doesn't do penciler Werner 
Roth any favors in X-Men #22 (July. 1966) when he 
again presents the artist with a story calling for not 
only the five members of the X-Men (plus Prof. X) 
and the Beast and Iceman's girlfriends, but also a 
raft of yesterday's villains including Plantman, the 
Unicorn, the Eel, Porcupine, and the Scarecrow all 
in addition to their leader, Count Nefaria. Whew! As 
readers would recall, Roth had a devil of a time in 
the previous issue trying to squeeze all the X-Men 
into practically every panel of the story; this time, 
he still manages to do the same in about half the 
book (including crowded scenes while the X-Men are 
out on dates) but mercifully, Thomas' script called 
for the individual X-Men to be taken down one at 
a time by their villainous counterparts. That was 
done at the command of Nefaria who thinks he can 
recruit them in his latest plot to kidnap Washington 
D.C. Of course, the X-Men turn him down and all 
the elements are in place for a showdown next ish. 
Artwise, it was becoming obvious that Ayers just 
wasn't a good match for Roth, turning much of his 
work into cartoony unsightliness. Even what should've 
been Roth's strength, coming as he did from DC 
comics' romance titles, was mitigated in the depiction 
of scenes involving the X-Men's private lives. Where 
previous issues had concentrated mostly on action, 
Thomas picked up on some hints left lying around 
by predecessor Stan Lee and began to build on them, 
accentuating Scott Summers' unrequited love for Jean 
Grey with Warren Worthington playing the wild card 

while using Bobby Drake and Hank McCoy's double 
dates with Zelda and Vera and the beatnik scene 
mostly for comic relief. As the previous story-line 
involving Lucifer and this Nefaria two-parter shows, 
it was these scenes of off duty lives that were turning 
out to be the most interesting thing about the X book, 
not the superhero action. Something would need to be 
done about that soon if the book were to overcome its 
status as a marginal seller. Fun Fact: It seemed that 
the beatnik scene that Bobby and Hank frequented 
was falling behind the times. Ever since the Beatles 
invaded America in 1964, rock 'n' roll had become the 
hottest pop culture movement around and the Marvel 
offices were not immune. Take this issue's edition 
of the Bullpen Bulletins, for instance, as editor Lee 
recounts a visit by Peter Asher of the British singing 
duo Peter and Gordon. There, Lee assures readers that 
not only is Peter a Marvel fan and that he wanted to 
sell Marvel comics in a new bookstore he wanted to 
open back in England, but that the Beatles themselves 
were also “merry Marvelites!” To underscore the 
growing popularity of Marvel's product, Lee goes 
on to inform readers that “more than a hundred” 
newspapers across the country as well as radio and 
television have presented articles and interviews with 
Lee himself about the growing Marvel phenomenon. 
Little did Lee know however, that one of those 
interviews appearing in the Jan. 9 edition of the New 
York Herald Tribune involving both he and artist Jack 
Kirby, would lead to resentment on the part of the 
latter and eventually his break from Marvel in 1970.

1966   35

1966

The worlds of comics and pop music came 
together when Marvel artist Jack Kirby and 
Wings front man (and, oh yeah, ex member 
of the Beatles) Paul McCartney met in 1976. 
McCartney, at the time, had included Marvel 
characters in some of his songs. Their meeting 
however, wasn’t anything new as editor Stan 
Lee had also met with various rock royalty 
through the 1960s.



X-Men #23
“To Save a City!”; Roy Thomas (script); Werner Roth 
(pencils); Dick Ayers (inks)

Count Nefaria was up to his old tricks again. Just as 
he framed the Avengers back in Avengers #13, he 
pulls the same stunt with the X-Men in X-Men #23 
(Aug. 1966). This time, he creates images of the 
team as they appear to authorities in Washington, 
D.C. to demand one hundred million dollars in 
ransom for the city, over which Nefaria has thrown 
an impregnable dome. Scripter Roy Thomas 
complicates things further when he has Nefaria's 
henchmen, Scarecrow, Porcupine, Unicorn, 
Plantman, and the Eel plot to steal the money for 
themselves and then betray each other for the same 
reason! Meanwhile, the real X-Men are compelled 
by Nefaria to act as his bag men and end up having 
both the military and civilian crowds chasing after 
them. The whole thing ends up like one of those 
comical football games wherein the “football,” in 
this case, a briefcase holding the cash, is tossed 
from one costumed character to another until a 
disguised Prof. X comes to the rescue with a false 
pair of legs that allow him to walk. Whew! It 
was an okay story, but the way Stan Lee and Jack 
Kirby had originally set X-Men was to place it in 
its own little corner of the Marvel universe; an 
underground strip (so to speak) in which the X-Men 

battled a secret war against evil mutants intent on 
conquering the human race. This story with the 
Maggia's Count Nefaria, regular super-villains, 
and very public action in the nation's capital all 
somehow seemed to go against the grain. The 
sooner the X-Men got back to the war, the better 
it would be for the health of the book. Meanwhile, 
penciler Werner Roth was again saddled with 
cramming a dozen characters in almost every 
panel of the story. What Thomas needed to do was 
slow things down a bit and have the team tackle a 
single villain, if only to give Roth a breather (Was 
that why it seemed that he'd slipped up at some 
point and began drawing the torso section of the 
X-Men's uniforms in a wraparound style instead of 
the “open sides” style designed by Kirby? It wasn't 
an improvement, that's for sure). That slowdown 
would come soon enough with the very next issue, 
one of the highlights in this period of the comic's 
history. A hint of things to come was given at the 
end of this ish when Marvel Girl announces that 
she has to leave the school. Oh, no! How will that 
affect Scott and Warren's rivalry for her affections 
let alone the team's dynamics (Every team needed 
a distaff member, after all)? That development 
would open up an interesting sub-plot for a number 
of issues, even as readers are introduced to the 
menace of the Locust and a way cool cover fitting 
the grandiose years!
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The true unsung heroes of comics are undoubtedly its 
letterers! Traditionally, they labored in obscurity and 
if they did their jobs right, readers were never even 
conscious of their contributions. But if they slipped 
up, were just not at their best on any particular 
day, their failure could stick out like a sore thumb. 
Charged with not only cramming all those little words 
in balloons and captions, but in tracing panel borders, 
designing now classic cover logos and blurbs, and 
inking in those crazy, unique to comics, sound effects. 
And thanks to Marvel editor Stan Lee’s determination to 
give credit where credit was due, Adorable Artie Simek and 
Slammin’ Sammy Rosen (unknown to readers since they began 
working in the industry back in the 1940s) became household 
names with fans, or at least households where Marvel fans 
lived! It was Simek and Rosen’s warm, easy calligraphic style 
that made Marvel comics of the 1960s such an easy, smooth 
read and that made the scripting of writers such as Lee and Roy 
Thomas flow with such distinctive ease.

Artie Simek and Sam Rosen



Strange Tales #147
“The Enemy Within!”; Stan Lee (script); Jack Kirby 
(layouts); Don Heck (finishes); Mike Esposito (inks)
“From the Nameless Nowhere Comes...Kaluu!”; Stan 
Lee/Denny O'Neil (script); Bill Everett (pencils/inks)

For the first time, the lineup in Strange Tales stumbled: 
both features in Strange Tales #147 (Aug. 1966) were 
less than stellar. First up, as usual, was SHIELD: Still 
on duty was Jack Kirby doing layouts with Don Heck 
on finishes. Mike Esposito provides the inking. The 
Kirby style was just about invisible in this Stan Lee 
scripted tale as the agents of AIM go on the attack. 
Ironically, it's in the quieter scenes with talking heads 
that's the more attractive visually than those with 
action. There, Heck falters as if he found them less 
interesting than the talky scenes. He's not helped much 
by Esposito's inks, either. Meanwhile, we have the first 
installment of Dr. Strange without creator Steve Ditko 
at the helm. There, Lee seems to have begun the story 
(credits indicate that he wrote pages 1-5 before going 
on vacation) while neophyte scripter Denny O'Neil 
finished the rest. Judging by the events of this issue, 
it seems as if Lee had intended the story to be a reset 
of sorts, including some by now expected Marvel riffs 
on everyday life and problems. So Strange is seen at 
his neighborhood pharmacy picking up some aspirin 
and “24-hour cold capsules.” We also discover that 
the doctor's tab is in arrears! After foiling a robbery 
and returning home, Strange discovers that the city 
will condemn his building unless he brings it up to 
code. To raise the cash needed to repair his home, 
Strange contacts an agent about doing a magic act in 
night clubs. Hoo, boy! This wasn't your Steve Ditko 
magic meister! But all that is placed in abeyance by the 
looming threat of Kaluu! Taking over for Ditko on the 
art is Bill Everett, who provides both pencils and inks. 
And though Everett was doing excellent work over 
Kirby on the Hulk and Gene Colan on Sub-Mariner in 
Tales to Astonish, he comes up short here. Too down 
to earth and lacking that otherworldly je ne sais quoi, 
Everett's look is stiff and unimaginative and characters' 
faces cartoony, even fey. His Ancient One especially 
is downright weird looking as if he were wrapped in 
an over large sleeping bag instead of monk's robes. 
So, except for the issue's cool Kirby cover, Strange 
Tales #147 must be considered a let down compared 
to previous efforts. How long would it be before it 
bounced back? Who knew? But bounce back it surely 
would if the track record for Marvel's double feature 
books was anything to go by. 

Fantastic Four #54
“Whosoever Finds the Evil Eye!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

After a year-long creative explosion that included 
the Frightful Four, the Inhumans, the Silver Surfer 

and Galactus, and the Black Panther, scripter Stan 
Lee and penciler Jack Kirby finally took a breather 
with Fantastic Four #54 (Sept. 1966). That breather 
is depicted in a literal fashion at the opening of our 
tale wherein readers catch up with their heroes as 
they participate in a friendly baseball game while 
relaxing in Wakanda. Although it's a mystery how 
the other team could even have a chance against 
a team composed of the FF and the Panther who, 
apparently, are allowed to use their powers in 
the game! Lee and Kirby take advantage of the 
downtime to shift the focus to the Hidden Land 
to bring readers up-to-date on doings there since 
Attilan was trapped beneath an impregnable barrier 
by the mad Maximus. Those scenes then offer a 
natural segue back to the FF, where the Torch 
mopes for girlfriend Crystal, who is trapped behind 
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Fantastic Four #54, page 11: Still amidst 
the title’s most fecund period, co-plotters 
Stan Lee and Jack Kirby introduce the one 
shot Prestor John to the Marvel universe 
and an opportunity was missed to make more 
of him a la the High Evolutionary or the 
Watcher. More’s the pity.
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the dome. As the Panther hands out gifts to his 
departing guests, he holds out the best for last: a 
“gyro-cruiser”, a traveling device whose insides 
remain upright no matter how its outside bubble 
is buffeted about (The idea for this device was 
replicated by the 2015 film Jurassic World, only 
there it was called a “gyrosphere” Hmm...). With 
it, the Torch and friend Wyatt Wingfoot set out 
on a journey to find Attilan and somehow reunite 
Johnny and Crystal. But the two no sooner set off, 
than they're swallowed up in a sandstorm and find 
themselves in a cavern wherein the legendary figure 
of Prestor John sits in suspended animation. Here, 
Kirby shows why no one could come even close to 
him in the depiction of lost worlds, with Prestor 
John himself introduced in a huge, half-page illo. 
Kirby then takes the reader on a tour of ancient 
civilizations using quarter-page panels to dazzle 
the eye and stun the senses (No lie!). Soon enough, 
though, the Torch hears of John's weapon, the Evil 
Eye, and decides to use it to try and break through 
the dome over Attilan. There's one catch: when 
Johnny seizes it from John, he leaves before finding 
out that the safety switch was left off, allowing the 
power to build until it explodes in an atomic flash. 
Hoo, boy! Well, when it was all over, the issue 
hardly felt like a breather after all, but hey! This 
was Marvel and this was Stan Lee and Jack Kirby 
at the controls! There was no such thing as a boring 
day in the life (at least not since FF #11) That kind 
of indulgence would have to wait for other creators 
later in the twilight years. As it is, Stan and Jack 
would take more such “breathers” over the next 
few issues as well and by now, if readers didn't 
know what that meant, they were barking up the 
wrong tree! 

Strange Tales #148
“Death Before Dishonor!”; Jack Kirby (script/layouts); 
Don Heck (finishes/inking) 
“The Origin of the Ancient One!”; Denny O'Neil 
(script); Bill Everett (pencils/inks)

“Another mighty Marvel surprise!” That's how 
vacationing editor Stan Lee described the earth-
shattering credit line that revealed King Kirby had 
not only laid out the SHIELD feature in Strange 
Tales #148 (Sept. 1966) as usual, but also scripted it! 
If so, it was likely the best scripting job Jack Kirby 
had ever done (considering the way-out writing he 
did over at DC comics after he left Marvel). So it's 
strongly suspected that Lee took a hand in polishing 
the final script. Be that as it may, the results were 
also as pleasing as usual with SHIELD's war with 
AIM heating up, and concluding with yet another 
cliff hanger as Fury jumps from the heli-carrier to 
escape trial. It was a good installment packed with 
drama, espionage, and characterization rather than 

straight-ahead action. The latter would wait until 
the following ish and “the end of AIM!” Artwise, 
Don Heck's finishes proved a nice match for Kirby's 
layouts with the former including much detail and 
his knack for using blacks on occasion. Nice work. 
The same, unfortunately, couldn't be said for the 
Dr. Strange backup with its Bill Everett pencils and 
inks. While Everett was doing bang-up jobs inking 
over Kirby and Colan elsewhere, his own art fell 
considerably short of fan expectations. The artist's 
imagination seemed to fail him for a character that 
famously relied on rampant creativity. Everett's 
costuming was dull and his faces downright weird. 
He wasn't helped any by a Denny O'Neil story telling 
about the origin of the Ancient One, possibly the 
most boring ever written. Clearly, the more he was 
left to his own devices, the more lost O'Neil became. 
Luckily for Marvelites however, O'Neil quickly 
departed the Marvel stable before reemerging at DC, 
where he got really lucky and ended up teaming with 
artist Neal Adams for a series of beautifully drawn 
but mostly uninteresting Batman epics. 

Daredevil #20
“The Verdict Is Death!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)

Penciler Gene Colan (now under his own name 
rather than his Adam Austin nom de plume) makes 
his debut as regular artist with Daredevil #20 (Sept. 
1966), a run that would extend almost unbroken 
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Judged by his unfettered scripting of such 
titles as Forever People and Jimmy Olsen for 
DC a few years later, it was hard to believe 
that Jack Kirby’s script for Strange #148 
didn’t include an editorial helping hand. Scripts 
for his later work at DC were notable for 
their quirky, individualistic style that many 
fans found off putting.



to the title's one hundredth issue. Replacing John 
Romita on the pencils, Colan hits the ground 
running and proves right off that he was born to 
draw the red garbed hero. With nary a panel wasted, 
he starts the story with action, segueing immediately 
into the large panel format that he'd been 
experimenting with over on both the Iron Man and 
Sub-Mariner. By now fully into the action oriented 
Marvel style, Colan has DD running, jumping, 
leaping, and swinging, keeping everything in motion 
(soon, he'd also develop his strobe effect, using 
multiple images to simulate speed) and culminating 
in a coda of sorts with a small panel at the top 
of page 5 showing a close up of a hand turning a 
key (A panel that editor/scripter Stan Lee would 
one day point out as the kind of crazy thing Colan 
would include challenging the writer's imagination 
to come up with something to say about it)! But the 
real payoff came with the rest of the page: a full-
size splash depicting a group of gunmen barging 
into the home of Matt Murdock. With Murdock a 
willing victim, the gangsters whisk him off to the 
Owl's hideout where the villain wants Murdock 
to defend a Judge Lewis in a mock trial. Seems 
the Owl still resents Lewis for sending him up the 
river and now wants to execute him all legal like. 
Inked by Frank Giacoia, Colan's pencils take on a 
completely different feel from say, the Sub-Mariner, 
while retaining much of the moody atmosphere of 

Jack Abel's inking over on the Iron Man stories. In 
other words, the results are beautiful! And with a 
full-length story to play with (unlike his 12 pagers 
for IM and Subby), Colan could really go to town 
layout-wise with multiple usages of full and half-
page splashes that really open up Lee's storytelling. 
And speaking of Lee, his scripting here is as smooth 
and likeable as ever, making this initial effort by 
the new creative team a sure winner! Fun Fact: 
As announced on this issue's Bullpen Bulletins 
page, Marvelites everywhere were no doubt 
electrified to learn that their favorite heroes would 
be appearing on television as animated cartoons! 
Captain America, Thor, Iron Man, and Sub-Mariner 
would all have their soon to be immortalized 
theme songs. In the Boston area, at least, the show 
was broadcast in the late afternoon with the local 
weatherman dressed as Captain America introducing 
the episodes. Oh, it was heady stuff, all right...until 
fans actually saw the cartoons. Admittedly, seen in 
retrospect, they were the most slavish adaptations 
of the comics in movies or television ever, shot as 
they were directly from the comics themselves. But 
as such, they were also extremely limited in their 
animation with for the most part only characters' 
lips moving with the rest of it done by simply 
moving the camera over the comics illustrations. It 
was hugely disappointing, but at least it was Marvel 
and Marvel on TV!
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By the mid-1960s, the Marvel brand had begun to gain some traction, enough that 
publisher Martin Goodman greenlighted the first Marvel fan 
club, the MMMS (Merry Marvel Marching Society) that in turn 
issued its own swag, some free, but some for sale to members 
only. Soon, however, as the popularity of Marvel’s heroes grew, 
outsiders took notice with the consequent explosion of model 
kits, plastic pillows, and trading cards. But the one with the 
biggest footprint had to be television after rights to the Marvel 
heroes were sold to Gantray-Lawrence Animation which 
proceeded to produce cheap but perhaps the most faithful 
adaptations of the comics to screen ever...because animation 
cels were shot direct from the pages of the comics themselves! 
Premiering in 1966, the shows featured Iron Man, Sub-Mariner, 
Captain America, and the Hulk who were usually introduced 
by a live actor, sometimes in costume himself. The results may 
not have been much to crow about production-wise, but they 
had the distinction of being the first broadcast or film versions 
of the Marvel heroes ever!

Marvel Cartoons



Daredevil #21
“The Trap Is Sprung!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia, Dick Ayers, Bill Everett (inks)

Inked by no less than three artists, Gene Colan's pencils 
for Daredevil #21 (Oct. 1966) hardly suffered at all 
under the varied hands. In fact, dedicated readers might 
have been hard pressed to spot the difference in inking 
styles from page to page of this Stan Lee scripted epic 
conclusion to DD's battle with the Owl begun in the 
previous issue. Suffice it to say, our hero escapes from 
the bird cage trap he was caught in at the end of #20 and 
from there, its action all the way with Daredevil ending 
up atop a giant, runaway mechanical owl as it plummets 
toward the mainland. And all the blind superhero has to 
help him steer the furshlugginer thing is his enhanced 
sense of balance! Breathless readers had to wait till the 
following ish to find out if he survived the oncoming 
crash landing!

Mighty Thor Annual #2
“If Asgard Falls!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

It was a wasted opportunity. By now, at the height of the 
grandiose years, with a number of classic annuals under 
Marvel's belt, fans had come to expect turning point 
events to be highlighted in the once-a-year specials—
events like weddings and team ups and introduction of 
new characters. That was why the Mighty Thor Annual 
#2 (Sept. 1966) came as such a disappointment. Not 
only did it feature just another slugfest (which would've 
been all right if it were on the scale of excitement as 
the previous year's Thor vs. Hercules mash up), but 
a return engagement with possibly scripter Stan Lee 
and penciler Jack Kirby's least inspiring creation: the 
Destroyer. When the muse doesn't strike, there's always 
Loki to fall back on and that's what happens here as 
Loki revives the Destroyer who sets out immediately to 
crash the Tournament of Titans back in Asgard. There, 
for the first time in Thor's current adventures, Hogun, 
Fandral, and Volstagg make the scene and just in time, 
too, as the Destroyer soon shows up to cause trouble 
(As usual, Volstagg provided the laughs as he chooses a 
dwarf to challenge in combat: “Since you alone remain, 
I do not question the will of fate,” declares Volstagg, 
pointing at the little man. “Fearless Volstagg shall not 
shirk the deadly ordeal. I shall challenge you!” “Think 
twice, buffoon,” replies the seemingly harmless looking 
dwarf. “Perhaps there be one yet smaller than I.” 
“Nay! Size means nothing. Big as thou art, I shall fight 
thee!”). And though the story wasn't the greatest, Lee's 
pseudo-Elizabethan prose was up to par and Kirby's 
art (enhanced by Vince Colletta's inks) was even more 
colossal than ever. Taking advantage of the extra pages 
in the 30-page story, Kirby fills it with numerous full 
page splashes, and big half and quarter-page panels filled 
with gods and warriors all clashing in continual combat. 

Kirby's panels dealing with the revival of the Destroyer 
were especially cool and reminiscent of the artist's work 
on the first issue of the Eternals book he'd do upon 
his return to Marvel in the early-to-mid twilight years. 
The rest of the book was rounded out with reprints of 
earlier Thor stories, a disappointment to long time fans 
perhaps who'd been spoiled by earlier annuals that were 
crammed from cover to cover with original material. Oh, 
well. There was always next year.

X-Men #24
“The Plague of...the Locust!”; Roy Thomas (script); 
Werner Roth (penciler); Dick Ayers (inks)

It was a return to near greatness with X-Men #24 (Sept. 
1966) as the talents of scripter Roy Thomas and penciler 
Werner Roth finally began to mesh. Here, Thomas 
laid some soap operatic groundwork that would fuel 
development of the various characters for any number 
of future issues, most especially including Jean Grey's 
departure from Xavier's School for Gifted Youngsters 
for Metro College and complicating her relationship 
with both Scott Summers and Warren Worthington 
(that triangle was made more complicated with the 
introduction here of fellow student Ted Roberts). In 
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Things were getting restless on America’s 
college campuses in the late sixties. Led by 
such groups as the Students for a Democratic 
Society (SDS) and fueled by protest against 
the Vietnam War, youthful complaints soon 
expanded to include civil rights and free 
speech.(opposite page) X-Men #24, page 14: 
Despite sparse backgrounds, penciler Werner 
Roth seemed to be getting the hang of the 
action oriented style of Marvel Comics as 
demonstrated by these uncluttered panels. 
Notice the expansive use of the Locust’s cape in 
panel 3, the better to accentuate the momentum 
of his fall, and the villain’s graceful arm 
movements in panel 4.
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addition, Thomas and Roth also come up with their first 
original super-villain. And not one of those boring alien 
or other dimensional invaders, but an honest to gosh old 
time colorful super-villain. The Locust isn't a mutant, 
but entomologist Dr. August Hopper, who invents a 
device that allows him to grow insects to monstrous 
sizes. His plan is to loose such insects onto mankind 
and then save the day himself to get the credit and earn 
the respect of his peers. To do so, he designs himself an 
insect-like costume (that appears much cooler on this 
issue's nice looking Roth cover; whoever decided to 
leave the foreground figure of the Locust in dark greys 
was a genius!) and goes into action. But the X-Men are 
on the scene and what follows is a fast-moving story 
with a single villain providing a focus that the past few 
issues had lacked. What results is the standard Marvel-
style approach to storytelling with the Jean Grey 
sub-plot percolating in the background even as the X-team 
tackles the bad guy who turns out to be less bad than 
misguided (another traditional Marvel motif). Although 
Roth was still trying to crowd too many figures into his 
panels (this ish featured few, if any, larger sized panels) 
the story still worked much better than the Lucifer or 
Nefaria two-parters that preceded it. This one likely really 
whet readers' appetites for more and more would come 
next ish with the introduction of El Tigre! 

Tales to Astonish #84
“Like a Beast at Bay!”; Stan Lee (script); Gene Colan 
(pencils); Dick Ayers (inks)
“Rampage in the City!”; Stan Lee (script); Bill Everett, 
Jack Kirby, Gene Colan (layouts); Bill Everett, 
Dick Ayers, Paul Reinman, John Romita (finishes/inks)

“Almost the whole blamed bullpen” produced the art 
for the Hulk back-up feature in Tales to Astonish #84 
(Oct. 1966) including Bill Everett, Jack Kirby, Gene 
Colan, Dick Ayers, Paul Reinman, and John Romita. 
Who did what was anybody's guess but the apparent 
breakdown in the creative process hardly slowed editor/
scripter Stan Lee down at all, as a blurb on the story's 
splash page proclaimed: “Unanimously voted the best 
Hulk thriller ever produced by mortal man...!” Did the 
story live up to that boastful blurb? Not quite. Mostly, 
the reader follows the Hulk around New York City as he 
drops into a theater incognito. There, he sees a newsreel 
that brings readers up-to-date about doings in the most 
recent installments. The tale ends with the Hulk escaping 
from the subway only to wonder: “I'm free! Free...to 
do what?” Indeed. Did our man Stan run out of ideas? 
Perish forbid! In the meantime, close examination of the 
story discloses that despite the long list of contributors, 
Bill Everett's hand is most in evidence artwise with 
seemingly little of Kirby's layout magic. Was Kirby 
off it for good? Only time and the next issue would 
tell. Meanwhile, at the front of the book, Gene Colan 
was more firmly at the artistic helm with Dick Ayers 
doing nice work on the shadowy inks as an amnesiac 

Sub-Mariner is convinced by Number One, the leader 
of the evil group called the Secret Empire, that they're 
allies and that Subby must fight the Hulk. Use of the 
Secret Empire was an interesting experiment by scripter 
Lee to inter-mix story elements from the Hulk and 
Subby stories in a non-linear way. Though the Secret 
Empire was present in both, their activities in both were 
on different tracks. That said, Colan's art here is superb 
using his usual over large panels and experimenting 
with the use of blurry FX for a racing Sub-Mariner 
suggesting speed. Another Lee provided curiosity was 
the fact that both the Sub-Mariner and the Hulk, while 
remaining apart in their separate features, end up in 
the same theater at the same time to view the same 
newsreel! In effect, suggesting that the action in the two 
were happening at the exact same time. So even when 
some things fell short (such as the artistic confusion in 
the Hulk stories), there were always things to fascinate 
readers in any Marvel comic!

Amazing Spider-Man #41
“The Horns of the Rhino!”; Stan Lee (script); 
John Romita (pencils); Mike Esposito (inks)

Now that editor/scripter Stan Lee and new penciler 
John Romita cleared the table of a number of the book's 
outstanding plot points involving the Green Goblin, it 
was time to chart a new course for everyone's favorite 
wall crawler. A course that would prove the right 
direction for the book as sales took off even as more 
and more older readers discovered Spider-Man and Lee 
himself began to hit the lecture circuit. In many ways, 
Amazing Spider-Man #41 (Oct. 1966) featured the very 
elements that appealed to Marvel's growing college-
aged readers. Peter Parker was now showing a certain 
maturity in look and demeanor (thanks to John Romita's 

Artist Paul Reinman had been a bullpen 
mainstay since the 1940s and had inked many 
a seminal tale, most notably over Jack Kirby’s 
pencils, since the dawn of the Marvel Age.
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long experience drawing romance comics for DC) as he buys a motorcycle 
to get around town when not web slinging and attends classes at Empire 
State University. There, he catches up to the new cast of characters including 
Gwen Stacy and Harry Osborn and old ones such as Flash Thompson. 
Meanwhile, he meets Betty Brant upon her return to the city. It turns out 
to be an awkward encounter. “What's wrong? What's happened between 
us? We're like two strangers groping for words,” thinks Peter. “All these 
months I thought about her, dreamt about her, longed for her! So, now she's 

returned...and...nothingville!” It's 
with relief that Ned Leeds shows 
up to cut the meeting short and 
Peter hurries off. Again, it was 
Lee clearing the old deadwood of 
the Steve Ditko years to prepare 
the groundwork for a new era in 
the life of the title. That new era is 
signaled in more dramatic fashion 
with the introduction of the Rhino, 
a new super-villain for Spidey to 
tackle, one that proves almost too 
much to handle. The Rhino was 
kind of cool beyond mere strength 
in that no one knew anything about 
him or even if his rhino outfit was 
a costume or his actual hide! Yeah, 

it was tough getting 
used to the fact of 
Ditko's departure, but 
Lee and Romita, as 
demonstrated here, 
made it easy to get 
over the loss. It was 
a different take on 
Spider-Man but not 
so different that the 
transition didn't feel 
like a natural one. 
Thus, readers would 
stick around to see 

how things progressed and to their 
surprise, found that they enjoyed this 
next evolution as much as they did 
the Ditko years.  

Fantastic Four #55
“When Strikes the Silver Surfer!”; 
Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

It was a long climb up to the heights 
of the Galactus trilogy in issues 
48-50 where the entire history of 
comics seemed to peak. From there, 
scripter Stan Lee and penciler Jack 
Kirby, themselves at the height of 
their respective powers, were able to 
maintain the quality as FF plateaued 
and leveled off for a good fifteen or 
so issues before the first suggestion 
of decline set in. They did it starting 
with a series of single-issue stories 
peppered with sub-plots involving 
the trapped Inhumans and the search 
for them by the Human Torch and 
pal Wyatt Wingfoot. But the main 
story in Fantastic Four #55 (Oct. 

Amazing Spider-Man #41, page 15: After somewhat aping departed 
artist Steve Ditko’s style in his first two outings as the new 
artist on the Spider-Man feature, John Romita quickly broke 
away to establish his own take on the character and in the 
process was soon to preside over the strip’s mounting popularity.
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1966) is a real doozy, wherein Kirby goes hog wild 
depicting the Thing and the Silver Surfer going at each 
other with no holds barred! And it all begins with a 
simple jealous rage on the part of the Thing that quickly 
escalates to a battle of near cosmic proportions. “I'm the 
prize chump of all time,” thinks the Thing as the Surfer 
powers up to near infinite levels. “He's turnin' himself 
into a walkin' atom bomb and it's all on account'a me. I 
been so busy havin' a temper tantrum, that I fergot the 
biggest danger of all...he ain't human! He don't even 
know what he's doin'. He can probably blow up this 
whole hunka geography without half tryin'!” The action 
soon moves to the city (amid a neighborhood slated 
for urban renewal, natch!) where Kirby has a field day 
amid crumbling tenements and collapsing buildings 
until the battle peters out with Mr. Fantastic acting as 
peacemaker. Meanwhile, deep in the Himalayas, Johnny 
and Wyatt come across Crystal's pet dog, the teleporting 
Lockjaw. By following the dog on its inter-dimensional 
travels, the two hope to eventually be led inside the 
dome that covers the home of the Inhumans. Yesirree, 
there was no apparent slowdown to the wonderment of 
the high grandiose years as expressed in its number one 
vehicle, The Fantastic Four!

Strange Tales #149
“The End of AIM!”; Denny O'Neil (script); Jack Kirby 
(layouts); Ogden Whitney (finishes/inks)
“If Kaluu Should Triumph!”; Denny O'Neil (script); 
Bill Everett (pencils/inks)

Oh, how the mighty had fallen! Creator Steve Ditko 
had barely been gone a few months and already his 
triumphant march to greatness via the Dr. Strange had 
been reduced to a pale shadow of itself. The less said 
about scripter Denny O'Neil's story concerning Ancient 
One enemy Kaluu the better, and Bill Everett's art here 
is almost as bad. It was painfully apparent that on his 
own, bereft of guidance such as that of Jack Kirby's 
layouts, Everett just didn't have what it took to be a 
crowd pleasing Marvel artist. As the years passed, 
the point would only be driven home as he supplied 
wonderful-looking inks on Kirby and Gene Colan, even 
as he failed with his own pencils when he returned to 
the Sub-Mariner feature later in its Tales to Astonish 
run. It would only be later in the twilight years, when 

he came back to Subby yet again that his work finally 
caught up to his reputation. But here, on Dr. Strange, 
Everett was dreadfully inappropriate. Coupled with 
O'Neil's uninspiring script, something had to be done if 
Strange was to be saved. O'Neil was also on hand for 
this issue's SHIELD entry as Nick Fury and his agents 
battle to finish the evil scientists of AIM. This time, 
Golden Age artist Ogden Whitney does the finishes over 
Kirby's layouts and falls almost as flat as Everett did on 
the Strange half of the issue. Virtually nothing of Kirby's 
influence seems to survive Whitney's finishes leaving 
a bland, dull result that saps whatever drama there 
might have been in the story. Whitney himself arrived 
at Marvel fresh from a multi-year stand drawing the 
adventures of Herbie, “the Fat Fury” for the American 
Comics Group. Needless to say, that experience didn't 
exactly promise great things when he arrived at Marvel. 
Luckily for fans, he was soon relegated to the dying 
Westerns. Even this issue's cover image was messed up. 
It was done by Kirby all right, but what happened to the 
inks? The finishes on the cover's explosions and smoke 
are strictly from hunger. Oh, well. After the double 
whammy offered here, in Strange Tales #149 (Oct. 
1966), there was no place to go but up, right?  

Tales of Suspense #82
“By Force of Arms!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“The Maddening Mystery of the Inconceivable 
Adaptoid!”; Stan Lee (script); Jack Kirby (pencils); 
Frank Giacoia (inks)

Fans were made aware of Jack Kirby's return as 
regular penciler on Captain America in Tales 
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On the surface, artist Ogden Whitney, the 
co-creator of Herbie, the Fat Fury, was an 
odd choice to pair up with Jack Kirby on the 
SHIELD strip. But Whitney did have a long 
credit history covering more serious genres 
such as horror and western.

(opposite page) Fantastic Four #55, page 11: 
Grandiosity writ large! The horizon seemed 
limitless for the FF as scripter Stan Lee and 
penciler Jack Kirby remained at the height of 
their respective powers five issues after the 
end of the Galactus trilogy. Here, Kirby’s panels 
explode with raw, crackling power even as Lee’s 
script keeps the action grounded in reality: 
“Stand still blast ya!” says the Thing as if 
he were a dentist working with a reluctant 
patient. “It’ll only hurt for a minnit!”



of Suspense #82 (Oct. 1966) by its spectacular 
symbolic cover image of our hero besieged by a 
bevy of past villains while the issue's mystery bad 
guy is silhouetted off in a lower corner. The image 
was made all the more striking by its Stan Goldberg 
chosen dominant green coloring with its imagery 
of villains in yellow with dropped holding lines. 
Eager readers must have flipped open the book 
with trembling hands hoping against hope that the 
King was indeed on full pencils and they weren't 
disappointed! Kirby was indeed on full pencils, ably 
delineated by the inks of Frank Giacoia as the Stan 
Lee scripted story opens with a spectacular opening 
splash page depicting the World War II Cap and 
Bucky in full bore action! The splash proved but 
a prelude to a visitation of a number of enemies 
from the dead past including Agent Axis, Warlord 

Fang, and various Nazis before Cap faints from the 
hallucinatory shock. Later, readers are informed 
by a SHIELD field team of the disappearance of 
AIM's last invention hinted at by the coffin shaped 
container from which it was birthed. That creature 
turns out to be an Adaptoid, an android that can 
copy the semblance and powers of anyone it's close 
to which it proceeds to do with Cap by the end of 
this story. For sure, the King was back in full force 
and it'd be a looong wait till issue #83! But hold 
on! Captain America wasn't the only feature in 
Suspense. There was Iron Man, too, at the front of 
the book and there, readers were no less dazzled by 
the opening blows of IM's fight with the new and 
improved Titanium Man! Under Giacoia's inks, Gene 
Colan's pencils take on new heft and weight as Lee's 
script maintains suspense throughout. The fight has 
its ups and downs until finally ending with Pepper 
Potts caught in the Titanium Man's stasis beam. With 
the Red Menace threatening to kill Pepper if Iron 
Man so much as moves, what's a red, white, and blue 
hero to do? Stay tuned till next issue for the answer!  

X-Men #25
“The Power and the Pendant!”; Roy Thomas (script); 
Werner Roth (pencils); Dick Ayers (inks)

The King struck again, gracing the slowly improving 
X-book with yet another classically designed 
cover, this time featuring the story's villain, back 
to the reader, as he gestures menacingly toward 
the charging X-Men with the Angel given pride 
of dramatic place front and center! Add to that, 
coloring by Stan Goldberg with El Tigre's violet 
and orangish-yellow dominant, and you've got one 
heckuva cover image! Inside X-Men #25 (Oct. 1966), 
the Roy Thomas/Werner Roth team continue their 
turnaround with a tale involving South American 
ne'er do well El Tigre and his pair of bolo/machete 
bearing henchmen searching for the pendant of 
Kukulcan to transform its bearer into a living Mayan 
god. Needless to say, our heroes find themselves 
mixed up with the planned theft but fail to stop it, 
with the result that El Tigre is transformed in a near 
full page final panel into a rejuvenated Kukulcan. 
Throughout, Roth's art continues its slow upward 
trajectory with his penchant for crowding too many 
figures in every panel easing off. In fact, he even 
finds room over a couple of pages for some solo 
Angel action. In the meantime, Thomas continues to 
give fans more than their money's worth in the sheer 
amount of verbiage to read, he uses it well both in 
the action sequences as well as the ongoing soap 
opera dealing with Marvel Girl's new college locale 
and her being sought after not only by Cyclops and 
Angel, but new competition in the form of college 
chum Ted Roberts. Consider this ish as solid and 
providing hope for the series' future.
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Tales of Suspense #82: An early instance of 
the use of dropped holding lines, this issue 
sported another cool symbolic cover by the 
King. At the same time, it also gave Kirby 
the chance to bring back some of Cap’s early 
adversaries from the golden age!



X-Men #26
“Holocaust!”; Roy Thomas (script); Werner Roth 
(pencils); Dick Ayers (inks)

Things heat up beyond the X-Men's battle with El 
Tigre last ish (readers will remember that El Tigre was 
transformed into the Mayan god Kukulcan at the end of 
the previous issue). Regarding that development, X-Men 
#26 (Nov. 1966) picks up where the previous ish left 
off, tracking Kukulcan to Central America where the 
villain restores an ancient ruined city and lays plans to, 
what else? Conquer the world! But the real action as 
scripted by Roy Thomas, happens on the personal level. 
There, on the campus of 
Metro College, Jean Grey 
runs into Calvin Rankin, 
formerly the Mimic but 
currently with no memory 
of his short career as 
someone who could copy 
the abilities of anyone 
he's near. Ominously, 
Rankin feels that he 
recognizes Jean from 
somewhere... Meanwhile, 
tension between Cyclops 
and Angel over Jean's 
affections continue to 
roil and when Cyclops 
accidentally strikes the 
Angel with his power 
beam, the latter claims 
it was done on purpose: 
“Because...you love her...
too,” gasps the Angel 
before falling unconscious. 
Now Cyclops is wracked 
not only with guilt but with 
self doubt on the question 
whether he subconsciously 
wanted to hurt the Angel 
or not. It was all good stuff 
and working in the right 
direction to make the X 
book a more interesting 
read than heretofore. For 
his part, penciler Werner 
Roth was still trying to place too many characters in 
every panel but did manage to break free at the climax 
of the story with some large panels featuring mostly the 
Beast and Ice Man, thus opening things up a bit. Not 
only that, but Roth also provided a fine cover image 
colored nicely by Stan Goldberg with its purple shading 
to brown background matching the color scheme of 
Kukulcan's wardrobe. Since the appearance of the 
Locust and Marvel Girl's moving on to Metro College, 
things were looking up for the X book with fans likely 
keeping their fingers crossed that the upward mobility 
would continue...

Tales to Astonish #85
“...and One Shall Die!”; Stan Lee (script); Gene Colan 
(pencils); Bill Everett (inks)
“The Missile and the Monster!”; Stan Lee (script); 
John Buscema (pencils); John Tartaglione (inks)

Reaching back once again to the early days of Marvel 
when the company was still known as Timely, editor 
Stan Lee sought out another Golden Age artist to recruit 
for work with his growing line up of superhero comics. 
Like Jack Kirby, John Romita, and Gene Colan, John 
Buscema began his artistic career at Timely in the late 
1940s before the company's contraction in the following 
decade. In the 1950s, he bounced around different 
comics companies before drifting into advertising, 
where Lee found him when the summons arrived to 
return to the fold. Lee recalled Buscema as one of his 
favorite artists of the period and was happy to have 
an excuse to call him back. It took some cajoling but 
once Buscema arrived, he quickly adapted his realistic 
style to the outsize, exaggerated action that Kirby had 
since popularized. Buscema's first assignment was on 
Strange Tales #150. There, Kirby had done the layouts 
for him to finish as the King had been doing for almost 
every newcomer to the Marvel bullpen. But Buscema, 
having noted Kirby's direction, ignored the layouts and 
proceeded to pace the story himself. His instincts were 
proven correct as can be seen in the Hulk feature for 
Tales to Astonish #85 (Nov. 1966) where Buscema's 
facility with figure work and facial features (the close 
ups of both the Hulk and Bruce Banner's faces as they 
hang onto a runaway missile) combined with action (the 
Hulk's battle with a robot) were immediately apparent. 
Lee's story was a decent one, too, with a sub-plot 
involving Rick Jones merging seamlessly in with that 
of the Hulk’s. Buscema would stay on for another two 
issues and by the end, readers would be saddened to see 
him go. But he wouldn't just disappear! Buscema was 
destined for a long career at Marvel filled with classic 
issues produced under his skilled hand. Meanwhile, 
penciler Gene Colan and inker Bill Everett were still 
teamed on the book's Sub-Mariner lead feature wherein 
Subby, his memory restored, breaks off with the Secret 
Empire's Number One. Here, for some reason, Everett's 
inking falls short, stripping much of Colan's dramatic 
art of its texture and leaving most of the interest on the 
side of the story rather than its art. A rarity for a Colan 
produced instant classic. 

Amazing Spider-Man Special #3
“...to Become an Avenger!”; Stan Lee (script); 
John Romita (pencils); Don Heck (inks)

It was still early in penciler John Romita's tenure on The 
Amazing Spider-Man, so he can be forgiven for turning 
in the somewhat lackluster performance on display in 
the Amazing Spider-Man King Size Special #3 (Nov. 
1966). On the other hand, it might just have been the 
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Marvel’s secret 
weapon: Much of 
Marvel’s success 
from the early 
years to the 
grandiose, was due 
to the coloring 
by Stan Goldberg, 
whose judgment 
and even nuance, 
was key to drawing 
customers’ eyes to 
the product and 
keeping them there.



fact that Spider-Man as a character, never really worked 
well as a team player. That was quickly recognized 
by editor Stan Lee resulting in Spider-Man's omission 
from membership in any super-team for decades, before 
the rule was broken in the late twilight years only to 
prove the rule. Here, however, scripter Lee never had 
any intention of signing up Spidey to the Avengers. 
The story's real purpose was to provide a unique story 
worthy of a Marvel annual. In this case, a crossover 
between Spider-Man and the Avengers guest starring 
the Hulk. (Another special milestone was also included, 
perhaps with Lee not quite realizing it: the reunification 
of the original Avengers with the new Avengers for 
the first time since the original team members retired 
[albeit sans the absent Quicksilver and Scarlet Witch 
who, as Avengers readers would've known, were off to 
Central Europe to find out why their respective powers 
seemed to be diminishing].) The Avengers, seeking 
to increase their ranks, decide to consider Spider-Man 
for membership. To prove his worth, he's given the 
challenge of luring the Hulk to the Avengers for capture. 
But upon finding the Hulk, our hero learns his tragic 
secret and thinking that the Avengers want to turn him 
over to the authorities (they really only wanted to help 
their old teammate), he tells them that he couldn't even 
locate “the green gloop.” It was a fairly slight story 
with most of the interest centered around the bickering 
between the Avengers and Spider-Man with Romita's art 
seeming somewhat half hearted, still finding its footing 
as the artist transitioned from Daredevil to succeeding 
Steve Ditko on Spider-Man. Disappointingly for old 
time fans, the rest of the issue is taken up with reprints 
of Spider-Man #11 and #12. Oh, well. Maybe this 
month's FF annual would prove more satisfying...

Fantastic Four Special #4
“The Torch That Was!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

It was a Marvelite's dream and the perfect subject for 
a special annual event. We speak of the appearance in 
Fantastic Four King Size Special #4 (Nov. 1966) of the 
original Human Torch from the golden era of the 1940s. 
Certainly, the current Human Torch was originally 
conceived as an updated version of the original created 
by Carl Burgos, but the personality created for him by 
Stan Lee and Jack Kirby differentiated him greatly from 
the first. In fact, they made him a far more interesting 
character. But when Lee brought back the Sub-Mariner, 
another Golden Age creation, in the regular Fantastic 
Four comic, it became inevitable that fans began to 
question the whereabouts of the original Torch. And as 
Lee often reminded readers, they were the real bosses 
at Marvel and their wishes were his commands. Thus, 
this special annual where the two Torches meet. The 
immediate cause of the original Torch's return is old 
FF villain the Mad Thinker, who discovers and revives 
the android body with the help of a super computer he 

names Quasimodo. Wasting little time, he orders the 
Torch to find Johnny Storm and begin his attack on 
the FF. Meanwhile, the Human Torch, with the help 
of Lockjaw, has been teleported back home from his 
wanderings in time and space. He immediately takes 
off to try and break through the barrier that surrounds 
Attilan, the city of the Inhumans. But no sooner does he 
appear on the scene, than he's attacked by the original 
Torch. What follows is slam-bang Kirby action as the 
two firebrands clash climaxed in a full page splash 
before the battle moves beneath the earth. Eventually, 
the rest of the FF show up to separate the two just as the 
Thinker warns them that he's booby trapped the original 
Torch. In a final heroic act, the android steps away to 
be consumed by his own flames saving the lives of the 
others. It was a tight, 19-page story that managed to 
bring all of the regular cast together between two covers 
with plenty of action and plot that also answered the 
lingering question of whatever happened to the original 
Human Torch. It was only to be regretted that the rest 
of the book's 72 pages were given over to reprints, 
albeit the great FF/Hulk/Avengers two-parter of the 
years of consolidation, but even that was small comfort 
to fans who'd been weaned on annuals composed of all 
original material. 

Amazing Spider-Man #42
“The Birth of a superhero!”; Stan Lee (script); 

John Romita (pencils/inks)

Continuing his campaign 
to tie up dangling plot 
threads left by the 
departed Steve Ditko, 
editor/scripter Stan Lee 
ends Amazing Spider-Man 
#42 (Nov. 1966) with a 
bombshell: the revelation 
of the mysterious Mary 
Jane Watson. For months, 
plotter/penciler Steve 
Ditko had teased readers 
with the character finding 
ways for she and Peter 
Parker to just miss each 
other when meetings 
were set up by either 
Aunt May or neighbor 
Anna Watson. And when 
Mary Jane did show 
up, her face was always 
obscured, sometimes 
because it was turned 
away and once even 
hidden behind a giant 
sun flower! But did 
anyone really believe, as 
Peter himself suspected, 
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John Romita has 
said that he based 
Mary Jane’s look 
and attitude on 
that of actress Ann 
Margaret but aside 
from their both 
having red hair, the 
resemblance seemed 
slight. Or was it? 
You be the judge!



dome that covers their city and the Human Torch's ongoing attempts 
to find a way inside to reunite with girlfriend Crystal. Whereas the 
Torch and then the Thing had the spotlight in the issues immediately 
preceding Fantastic Four #56 (Nov. 1966), now the Invisible Girl 
enters center stage as Klaw, “the murderous master of sound” returns to 

that any girl being pushed by his 
elderly aunt had to be unattractive? 
Certainly not, after the twin 
reactions of Betty Brant and Liz 
Allen when they first set eyes on 
Mary Jane. In any case, Peter was 
finally cornered this issue when 
Aunt May reminds him of their 
dinner date with the Watsons. 
“I've spent months trying to avoid 
meeting Mrs. Watson's niece,” 
thinks a resigned Peter. “I guess 
I might as well meet her and get 
it over with. She 
may not be as bad 
as I expect...she'll 
probably be worse!” 
So, imagine his 
surprise (and the 
readers') when in 
the final panel of 
the story, Mary Jane 
is finally revealed 
and she's every 
bit as gorgeous as 
former romance 
artist Jazzy Johnny 
Romita could make her! “Face it, 
tiger. You just hit the jackpot!” 
concludes Mary Jane in one of 
the most unforgettable lines of 
dialogue in comic book history. 
In comparison, the main part 
of the story in which Jonah 
Jameson's astronaut son becomes a 
psychologically rattled powerhouse 
due to some space spores he picked 
up on his last mission beyond the 
stratosphere is almost a letdown. 
But don't worry! The Rhino will 
make the scene again next ish 
and readers will learn just how 
different a character Mary Jane 
was. No wallflower, her! 

Fantastic Four #56
“Klaw, the Murderous Master of 
Sound!; Stan Lee (script); Jack 
Kirby (pencils); Joe Sinnott (inks)

Still on hiatus between epics (the 
Galactus trilogy and Cosmic-
powered Dr. Doom), scripter 
Stan Lee and penciler Jack Kirby 
continue their string of single issue 
stories threaded together by sub-
plots involving the Inhumans still 
trapped beneath the impenetrable 
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Fantastic Four #56, page 14: Joe Sinnott’s inks on the crowds 
in panel 4 here, perfectly reflects the glare from the top 
of the Baxter Building in panel 3, casting an ominous pall 
over the city as the FF’s battle with Klaw assumes outsized 
proportions. In a way, as the grandiose years progressed, the 
doings of the FF atop their skyscraper HQ, become increasingly 
remote and mysterious to the average man in the street akin to 
the gods atop Mount Olympus.

1966



avenge himself on the FF who helped defeat him in 
his attack on the Black Panther. But this being the 
grandiose years, Lee and Kirby couldn't leave well 
enough alone. It wasn't enough to have Klaw able to 
create living beings out of solidified sound, now he 
demonstrates a whole range of new powers logically 
derived from his sound-based origins (detailed here 
for the convenience of readers). But that's not all 
that's going on here...not by a long shot! In what will 
prove to be the basis for a number of future stories, 
Lee and Kirby reintroduce the concept of sub-space 
first seen in issue #51. Sub-space would soon be 
renamed the Negative Zone with Mr. Fantastic and the 
Thing here studying it from afar on a huge scanner 
that dominates page 3 in an eye-popping Kirby image. 
The two heroes will be trapped in the sub-space lab 
by Klaw while the villain goes after the Invisible Girl 
caught on the outside. But while Mr. Fantastic and 
the Thing struggle to escape the sound barrier set up 
by Klaw (and wrecking all kinds of Kirby-tech as 
they do), the Invisible Girl holds her own until the 
others finally make their escape. They do so with the 
help of another crazy contraption dreamed up by Mr. 
Fantastic: “a counter sonic harness! “How come ya 
never cook up any gizmos that work better on guys 
who can stretch?” asks the Thing who always seems 
to be the one stuck with the dirty jobs. But whatever 
its name, the harness works and, freed from the lab, 
the Thing arrives just in time to save the Invisible 
Girl and come to grips with Klaw. The resulting clash 
lights up the Baxter Building with “sheer discordant 
vibra energy” that cuts off the city's power, throwing 
New York into darkness. Page 14, panel 5 shows 
the public on the street, fearful, wondering at the 
cataclysmic events with Kirby's pencils, as inked 
by Joe Sinnott, shadowing faces giving visual text 
to the public's fear. Between Kirby's imagery and 
Lee's prose, there's an unmistakable increase in the 
awesomeness of the FF's doings since the Galactus 
trilogy. Nothing they do now is on a small scale. 
Everything is larger than life. Everything is on a 
global scale. In effect, the FF themselves are like 
modern gods on a new, earthly Mount Olympus high 
up in the Baxter Building where remote and isolated, 
their doings remain mostly mysteries to the man on 
the street. But behind the walls of those upper floors, 
our heroes recover from the shock of the Thing's 
attack and Mr. Fantastic receives a special delivery 
from the Black Panther: a pair of vibranium bands 
with which he proceeds to defeat Klaw. “Imagine! 
Lover-boy Reed gittin' into a real clobberin' match 
all by his lonesome,” says the Thing. “It's kind'a like 
the millineeyum!” But as rough as this battle was, 
it'd prove to be only an appetizer for the crisis that 
emerges next issue, one that's hinted at on the last 
page with the appearance of the Silver Surfer framed 
in the sights of someone's binoculars. Someone whose 
identity is quickly revealed in the next issue blurb: 
“Next: Doctor Doom!”

Strange Tales #150
“Hydra Lives!”; Stan Lee (script); Jack Kirby (layouts); 
John Buscema (finishes); Frank Giacoia (inks)
“The Conquest of Kaluu!”; Roy Thomas (script); 
Bill Everett (pencils/inks)

Penciler John Buscema lends a more realistic look to 
the more or less larger-than-life style of Jack Kirby 
who continues to do the layouts for SHIELD in Strange 
Tales #150 (Nov. 1966). Stan Lee is likewise still on the 
scripting keeping this latest resurgence of Hydra going 
in a chapter that was mostly set up for the more slam-
bang doings next ish. Meanwhile, scripter Roy Thomas 
does what he can to keep the Dr. Strange vs. Kaluu 
story from becoming a snoozefest under the unsuitable 
pencils and inks of Bill Everett. Just too cartoony and 
two dimensional, Everett's style here just doesn't do it 
for capturing the phantasmagorical goings on of the Dr. 
Strange feature. But then, creator Steve Ditko was a hard 
act to follow. Maybe an impossible one. 

Tales of Suspense #83
“Victory!”; Stan Lee (script); Gene Colan (pencils); 
Jack Abel (inks)
“Enter...the Tumbler!”; Stan Lee (script); Jack Kirby 
(pencils); Dick Ayers (inks)

Led off with a slam-bang cover by Gene Colan showing 
a triumphant Iron Man socking it to the Titanium Man 
in no uncertain fashion, Tales of Suspense #83 (Nov. 
1966) easily secured its place as one of Marvel's top 

tier books. One of those, 
like the FF or Spider-Man 
or Daredevil or Avengers 
or Thor that promised 
total satisfaction for any 
fan or new reader testing 
the waters at the House 
of Ideas. And it did it in 
spades! The lead Iron Man 
feature started things off 
at the peak of its quality as 
Colan and inker Jack Abel 
concluded the Stan Lee 
scripted story of the return 
of the Titanium Man to 
challenge the values of the 
West. And though nothing 
could ever take away from 
artist Don Heck's similar 
effort when the armored 
foes clashed initially, 
Colan's style and layouts 
couldn't be more pulse-
pounding as Iron Man 
really lets go, culminating 
in a full-page action shot 
followed immediately 
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The topicality of 
Marvel’s comics 
were enhanced 
by the occasional 
appearance of real 
life figures such 
as then-President 
Lyndon B. Johnson.



by a half-page panel of Pres. Lyndon Johnson watching the contest on 
television! “He's like a human fighting machine,” says presidential advisor 
Robert McNamara. “Irresistible, unstoppable, invincible!” Indeed, the irony 
in the Marvel Age was that Iron Man had become the country's sentinel of 
liberty much moreso than the obvious Captain America, whose own battles 
were far less ideological. The story ends in the “Victory” of the title, and 
as Titanium Man is abandoned by his angry Red masters, the readers learn 

that Happy Hogan's full memory has 
returned along with his knowledge 
of Iron Man's secret identity... 
But readers had little chance to 
catch their collective breaths as 
the Captain America feature began 
right afterwards with Jack Kirby 
still doing full pencils. There, the 
action begins immediately with the 
opening splash page as new villain 
the Tumbler crashes into Avengers 
Mansion to make a rep for himself 

by tackling the star-
spangled Avenger. 
But finding Cap 
an easy mark, the 
Tumbler is unaware 
that his intended 
prey is actually the 
Adaptoid who has 
taken on Cap's form. 
In what proved to 
be an unadulterated, 
straight ahead Kirby 
action fest with 
page after page of 

contentious combat (with only a 
brief single page pause to relate 
the origin of the Tumbler), the 
real Cap finally appears to put the 
kibosh on the Tumbler and place 
the now somnolent Adaptoid on ice. 
Man! Not even the most discerning 
Marvelite could've found anything to 
complain about with this incredible 
ish! Not since the old Giant-Man/
Hulk double feature in the early 
years era of Tales to Astonish did 
a combo like Iron Man/Captain 
America deliver the goods like it 
does here! Oh, how sweet it was! 
But how long could it last? Fans 
could only hope it went on forever...  

Daredevil #22
“The Tri-Man Lives!”; Stan Lee 
(script); Gene Colan (pencils); 
Frank Giacoia/Dick Ayers (inks)

It was amazing how quickly penciler 
Gene Colan had so completely taken 
over on Daredevil. Suddenly, no 
one could imagine anyone else more 
fitting for the job than the artist 
whose sprawling, atmospheric style 
seemed such a perfect interpretation 
of the mostly ground level book. 
Following his introduction to 
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Tales of Suspense #83, page 3: Within mere months of his 
arrival on the Marvel scene, former staid romance artist Gene 
Colan’s style exploded in a paroxysm of action! With innovative, 
free style layouts and in your face action that threatened to 
burst the seams of panel borders, he perfectly captured the elan 
of the grandiose years and became a fan favorite.

1966



the feature with the two-part Owl storyline, scripter 
Stan Lee immediately plunged the artist into a series 
of stories that quickly turned the title into one of the 
fastest, smoothest reads in all of Marveldom. And part 
of the reason for that was Lee's choice in bad guys: The 
Masked Marauder made for a great arch villain popping 
up frequently while keeping his identity a secret (much 
like the Green Goblin had kept fans guessing for so 
long over in Spider-Man) while the Gladiator fit the role 
as angry henchman not satisfied in being the smarter 
man's lackey. For Daredevil #22 (Nov. 1966), they 
team up with the object of defeating DD putting them 
in the running for leadership of the Maggia. Their plan 
calls for the defeat of Daredevil, not through any direct 
action by themselves, but at the hands of an android 
called the Tri-Man that shows up at a boxing match 
to challenge Daredevil to a fight. What follows is the 
kind of big panel, widescreen action that Colan was 
rapidly becoming famous for among Marvel aficionados 
climaxed in a full-page splash of DD throwing the 
Tri-Man for a loop. (Earlier, after having DD steer the 
Owl's flying mechanical contraption to safety, Colan uses 
a full page splash just to show Daredevil entering Matt 
Murdock's darkened office; there was no action but only 
Colan could've made such a calm scene look as fantastic 
as he does with its night time shadowing, billowing 
curtains, and dimly lit cityscape outside the window. It 
left plenty of room for Lee to give DD characterization 
as he contemplates revealing his secret identity to Karen 
Page.) Defeating the Tri-Man, Daredevil is prevented 
from enjoying his victory by a sudden announcement 
from the Masked Marauder that unless he surrenders, the 
lives of Karen and Foggy Nelson would be forfeit. But 
how did the Marauder know of DD's association with 
Karen and Foggy? Therein lay a clue to his identity...

Daredevil #23
“DD Goes Wild!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)

The alliance between the Masked Marauder and the 
Gladiator doesn't survive Daredevil #23 (Dec. 1966), 
as our hero is teleported to the Marauder's hideout 
where he proceeds to defeat not only the Gladiator 
but the three goons upon which the android Tri-Man's 
power was based upon. In a fast-moving tale dominated 
completely by action, action, and more action, Stan 
Lee's script joins seamlessly with Gene Colan's pencils 
to create a mini-masterpiece in their Daredevil run. 
With his free use of large panels and frequent full 
page splashes, Colan, in a few short issues, managed 
to eclipse the contributions of every former Daredevil 
artist, including Joe Orlando, John Romita, and even 
Wally Wood! There's even an unexpected denouement 
in that not only is the Marauder defeated (and his 
plan to use the defeat of DD as his entrance card to 
leadership of the Maggia) but the Gladiator refuses 
to finish Daredevil after the latter saves his life from 
a rampaging lion. To top it all off, while the Maggia 
rejects the Marauder, they hire the Gladiator because 
they “like his style!” But the impressiveness of Colan's 
art and plotting skills (inked by Frank Giacoia) can't 
be stressed enough as the artist continued to knock 
Marveldom assembled on its collective heels. His work 
here and on Iron Man was incredible just as his earlier 
art on Sub-Mariner was eye opening to a fandom that 
had perhaps become overly certain that no one could 
ever meet the standards of Marvel style originators 
Jack Kirby, Steve Ditko, and Don Heck. Together with 
John Romita and a soon to impress John Buscema, 
Colan had definitely entered the top ranks of greatest 
comics artists of all time. And he was only getting 
warmed up!

Avengers #34
“The Living Laser!”; Stan Lee (script); Don Heck 
(pencils/inks)

It doesn't get sweeter than this! After his blockbuster 
art job on the previous two issues (featuring the Sons 
of the Serpent), Don Heck returns again this issue 
inking his own pencils! Not only that, but scripter 
Stan Lee, apparently still enamored of the idea 
of re-introducing Giant-Man to the Avengers, again 
gives the character pride of place in a solo matchup 
with newbie baddie, the Living Laser. Thus, the 
highlight of Avengers #34 (Nov. 1966) is Goliath's 
mano a mano battle with the Laser, as Heck unleashes 
his power-packed penciling in a great action 
sequence. Why, oh why, couldn't the old Giant-Man 
in Tales to Astonish have been more like this? If it 
had, Giant-Man would at this time be starring in his 
own book! As it was, fans of ole high pockets were 
simply delighted in his return with a new costume 
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Much like the Maggia bosses meeting to decide 
who should lead them in Daredevil #22-23, 
actual underworld leaders held an historic 
summit at a quiet farmhouse in Appalachin, 
New York in 1957. But unlike their fictional 
counterparts, that gathering was disrupted 
when police and FBI raided it, bagging a 
number of high profile suspects.



and a new name and presented in such a dynamic 
manner. But Goliath's eventual defeat of the Laser is 
only a momentary one as the baddie ends up escaping 
from the rest of the Avengers. And having developed 
a fixation for the beauteous Wasp, the Laser wasn't 
about to let go of his ambitions. Along with an 
upgraded version of his laser weapons, he strikes 
again, this time capturing the balance of the Avengers 
(without Goliath and the still absent Scarlet Witch 
and Quicksilver) including the Wasp. But whatever 
suspense there might've been was eliminated with 
the next issue blurb: “Victory!” But Lee wouldn't 
be around to share in the Avengers' glory. He'd be 
replaced on the scripting chores by protege Roy 
Thomas who'd begin a legendary run that would 
extend unbroken to issue #104.

Avengers #35
“The Light That Failed!”; Roy Thomas (script); 
Don Heck (pencils/inks)

As he'd done with Sgt. Fury and then The X-Men, 
editorial assistant Roy Thomas takes over the 
scripting chores from 
Stan Lee on Avengers 
#35 (Dec. 1966). It 
would prove to be the 
start of a long tenure 
on the book during 
which time, the young 
writer would refashion 
the comic numerous 
times while retaining 
ongoing characterization 
issues pioneered by 
Lee. Hawkeye would 
continue to be the 
team's bete noir, Goliath 
would continue to have 
emotional/psychological 
issues, and Captain 
America would remain 
the old reliable while 
yearning to break out on 
his own with SHIELD. 
Thomas would also 
explore new avenues of 
characterization with the 
most significant romantic 
relationship between the 
Scarlet Witch and the 
robotic Vision, an eventuality that would see the first 
division between Wanda and brother Pietro. Thomas, 
a former English teacher, makes his presence known 
almost immediately with a title for this issue's story 
taken from a Rudyard Kipling novel called The Light 
That Failed, an obvious reference to the ability of 
the Living Laser to harness the power of amplified 

light. Paraphrasing or borrowing whole phrases from 
various literary sources would quickly become a 
Thomas hallmark (one no doubt pioneered by Lee 
himself) and readers were given an early taste of that 
here. The story itself was actually plotted by Lee, one 
that was begun in the previous issue, with Thomas 
mostly providing the script. In it, the Avengers 
follow the Living Laser to South America where the 
villain has absconded with the captive Wasp. In the 
engagement, Goliath shrinks to ant size to help save 
the day and in the process cures himself of being 
stuck at a ten foot size. Artwise, Don Heck once 
again thrills by both penciling and inking his own 
work, something that again works to good effect as 
he spotlights Goliath in much of the action. He does 
such a good job, one has to wonder how bad his Cap 
figure must have been on the cover for editor Lee to 
have it replaced by a too obvious Jack Kirby drawn 
figure lifted from the pages of Tales of Suspense! 
But judging from the impressive nature of the rest 
of the cover, readers could only wonder what could 
possibly have been so bad about Heck's version of 
Captain America?

Tales to Astonish #86
“The Wrath of Warlord Krang!”; Stan Lee (script); 
Jerry Grandenetti (pencils); Bill Everett (inks)
“The Birth of...the Hulk Killer!”; Stan Lee (script); 
John Buscema (pencils); Mike Esposito (inks)

Nothing lasts forever. That was the dictum that fans 
of the Sub-Mariner feature in Tales to Astonish #86 
(Dec. 1966) must have been repeating to themselves 
as they opened up the book only to endure the 
crushing disappointment of finding penciler Gene 
Colan replaced by one Jerry Grandenetti. A Golden 
Age artist who'd spent much of his later career at 
DC comics, drawing mostly for its war titles and 
producing nothing much of note, Grandanetti did 
manage to make his mark with a series of war mag 
covers done in a wash tone or graytone style. The 
results were nothing short of spectacular. Not many 
fans ever collected comics because Grandanetti 
drew a story on the insides, but many scrambled to 
acquire any book that sported one of his graytone 
covers. And with good reason. Still, his work here 
on the Sub-Mariner was up to Grandanetti's low bar. 
Featuring awkward, ugly work, it was far below the 
level of excellence set by Colan. Grandanetti was 
also not well served by inker Bill Everett. Despite 
being the Sub-Mariner's creator back in the 1940s, 
Everett had yet to prove himself as a penciler in 
general during the Marvel Age and in particular, 
as an inker on Subby. For some reason, his work 
here and on Dr. Strange failed to measure up to his 
exciting finishes/inks over Jack Kirby's layouts on 
the Hulk. Go figure. It also didn't help that scripter 
Stan Lee's landlocked plot prevented the use of more 
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Thomas’ English 
teacher bona fides 
often showed in his 
writing for Marvel 
comics through 
story titles and 
other references.



interesting visuals when action was required. Things were decidedly 
improved on the Hulk backup feature however where new penciler John 
Buscema was rapidly adapting himself to the Marvel style (i.e. never-
standing-still) action. Here, Lee's story involves new super-villian the 
Boomerang as he plans for a rematch with the Hulk. But he'll have to 
stand in line as one of the Leader's deadliest androids runs amok and 
ends up flooring the Hulk! What would happen next? Readers had to 
stay tuned till the next ish to find out!

Amazing Spider-Man #43
“Rhino On the Rampage!”; Stan Lee 
(script); John Romita (pencils/inks)

The saga of the Rhino continues 
and concludes in Amazing Spider-
Man #43 (Dec. 1966) in an unusual 
story structure by editor/scripter Stan 
Lee. That is, while the Rhino was 
introduced and defeated by Spider-

Man in issue #41, 
issue #42 featured 
a completely 
unrelated story about 
a transformed John 
Jameson. To be sure, 
#42 did include a 
scene of the Rhino 
in captivity, but it 
wasn't until the issue 
here that his story is 
properly concluded. 
And while the 

Spidey vs. Rhino action is exciting, 
especially choreographed as it was 
by penciler/inker John Romita (who 
further distanced his style from that 
of predecessor Steve Ditko), the 
events in Peter Parker's personal life 
that were the real attention grabber. 
Chief among them being Peter's first 
meeting with Mary Jane Watson at 
the dinner arranged for the two by 
Anna Watson and Aunt May. The 
interlude (one in which Peter berates 
himself for avoiding the vivacious 
Mary Jane for months) is interrupted 
by a news bulletin of the Rhino's 
escape. Wondering how he can get 
away from Mary Jane to fight the 
bad guy, Peter is surprised to find 
out that she's not exactly the wall 
flower type, suggesting the two take 
Peter's motorcycle to get where the 
action is: “Now that's the kind of gal 
friend a busy Spider-Man needs,” 
thinks an approving Peter. Elsewhere, 
Ned Leeds and Betty Brant become 
engaged, Flash Thompson is drafted 
into the Army, Aunt May suffers a 
relapse, and the re-introduction of 
Curt Connors can only mean that the 
Lizard isn't far behind. Whew! It was 
plain that even with the departure of 
Ditko, who'd done the heavy lifting 
plot wise while he was on the book 
Lee had no intention of slowing 
things down now that he was the one 
in the driver's seat!

Amazing Spider-Man #43, page 6: Because you can’t get enough 
of the rampaging Rhino! Editor/scripter Stan Lee shook things 
up a bit in this short run of issues by introducing the Rhino in 
issue #41, skipping the next, and then returning him quickly this 
issue for his final defeat.
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Tales of Suspense #84
“The Other Iron Man!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“The Super-Adaptoid!”; Stan Lee (script); Jack Kirby 
(pencils); Frank Giacoia (inks)

Wow! Tales of Suspense was firmly at the top of the 
Marvel pack with the double barreled Iron Man/Captain 
America features in Tales of Suspense #84 (Dec. 1966)! 
First up, readers were able to drool over the Stan Lee 
scripted, Gene Colan penciled, twelve-page Iron Man 
shocker in which Tony Stark collapses while testifying 
before a Senate committee hearing! To make matters 
worse, when a doctor examines him, he's found to 
be wearing a metal chest plate! The drama here is 
highlighted with a triptych of big, half-page panels by 
Colan filled with crowding bodies and frenzied activity 
around the fallen Stark. Later, when questions arise 
about the possible connection between Stark and Iron 
Man, Happy takes it upon himself to don the armor 
and appear as Iron Man in public while Stark is still 
convalescing. As you'd expect, his inexperience with 
the powerful armor shows as he stumbles and dodges 
around the countryside in more large-sized panels that 
really make the story zip along. But just as he's about to 
return the armor, mission accomplished, he's suddenly 
teleported away by the Mandarin. Hoo, boy! But as 
thoroughly enjoyable and satisfying as the Lee/Colan IM 
feature had been, it's almost put in the shade by the Lee/
Jack Kirby Captain America follow up that rounds out 
the issue. There, inked by Frank Giacoia, Kirby is in top 
grandiose form beginning with an eye-popping opening 
splash featuring the Avengers being led by Cap along 
a tech lined corridor. (And did Goliath ever look more 

powerful or imposing than under the pen of the King?) 
They gather in the room where the Adaptoid is being 
held while little suspecting that the creature is adapting 
himself to all of their powers. The result: the Super-
Adaptoid! Sporting the combined powers of all the 
Avengers, he determines he's now ready for a rematch 
with Cap. And boy! Does Kirby ever go to town with the 
action that follows. Huge, quarter-page panels show Cap 
rocking and socking the Adaptoid with enough force 
that the reader could almost feel the blows. When the 
tale finally ends, the Adaptoid is mistaken in believing 
Cap has been killed and flies off (and to next appear 
in the X-Men). While the battle lasted though, this 
story, combined with the Iron Man lead feature, made 
Suspense #84 one for the ages! Things just couldn't get 
any better than this now, with Marvel at the height of its 
grandiose years. It was pure reader sublimity! 

X-Men #27
“Re-Enter: the Mimic!”; Roy Thomas (script); 
Werner Roth (pencils); Dick Ayers (inks)

Both scripter Roy Thomas and penciler Werner 
Roth were really getting the hang of their respective 
departments by the time of X-Men #27 (Dec. 1966). To 
prove it, we have another jam packed issue with plenty 
of inter-personal action sprinkled throughout; it was the 
leavening needed to keep things interesting, even if the 
menaces the X-Men faced might be sub-par (such as the 
recent Lucifer two-parter). Here, for instance, Cyclops is 
still wracked with guilt over accidentally striking Angel 
with his eye beams, a concern that would plague him 
for months to come. Elsewhere, the Beast and Iceman 
continue their double dating habits with girlfriends Vera 
and Zelda while Marvel Girl's love life is complicated 
by possible feelings for fellow Metro College student 
Ted Roberts. (Luckily however, she makes time to 
redesign the X-Men's uniforms in a slightly more spiffy 
style!) Add on top of all that the return of the Mimic, 
whose memory is restored just in time for the Puppet 
Master to take him over and get him to attack the 
X-Men. There was a lot going on here with Thomas 
not skimping on the details, but Roth comes through, 
especially on the interpersonal characterization scenes. 
(The former romance artist really comes through with 
his depictions of Jean Grey making it plain for all to see 
just why Cyclops and the Angel were competing for her 
affections!) Action scenes seem a little less cluttered than 
in former issues but Roth's look for the Puppet Master 
left something to be desired, but his cover design was a 
perfect combination of action and simplicity, balancing 
the threat of the Mimic with the X-Men on defense. The 
issue ends with a question mark regarding the future 
of the Mimic who'll remain as not only a full fledged 
member of the team, but its leader in future issues. 
Thomas would succeed in making the Mimic a really 
interesting character and it was only to be regretted that 
the new hero didn't stay on on a more permanent basis.
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In a scene familiar to millions of Americans 
on the nightly news, Congressional hearings 
investigating the Vietnam War held in 1966 
and chaired by Sen. J. William Fulbright could 
also have easily convened to question Tony 
Stark about his top secret Iron Man armor!



Amazing Spider-Man #44
“Where Crawls the Lizard!”; Stan Lee (script); 
John Romita (pencils/inks)

Well, if readers had to be subjected to another Lizard 
story at least it was scripted by Stan Lee and penciled 
and inked by John Romita! Of all the clever, wonderful, 
colorful super-villains dreamed up by Lee and Ditko, 
easily the least interesting had been the Lizard. If there 
was one thing less interesting for heroes to fight than 
alien invaders it was mindless monsters and the Lizard 
was both a monster and somewhat mindless. To be 
sure, Spider-Man's relationship with Curt Connors and 
his family was unique in his career. When he was in a 
corner, he could always count on Connors to help in a 
pinch. That was okay, but when the Lizard reared his 
ugly head...not so much. The good thing about Amazing 
Spider-Man #44 (Jan. 1967) was that it featured only 
the second appearance of the Lizard. The bad news was 
that it was a two-parter but, as noted earlier, at least this 
two-parter was done by Lee and Romita at the respective 
heights of their involvement with Spider-Man. That 
meant plenty of drama, plenty of sub-plots (including 
more Mary Jane, more JJJ, more of the gang at the ole 
Silver Spoon, and more Aunt May), and plenty of action 
as Spidey (with one arm in a sling) tackles a resurgent 
Lizard and finishes this first chapter in classic Spidey 
fashion: with a final panel listing all of Peter Parker's 
problems. Fun Fact: A football game between Empire 
State University and Metro College is mentioned along 
with Metro's star player, Whitey Mullins. Famously, 
both the Human Torch and Wyatt Wingfoot attend ESU 
and their game with Metro would be seen in Fantastic 
Four #61! It's a game at which Peter Parker also attends.

Amazing Spider-Man #45
“Spidey Smashes Out!”; Stan Lee (script); John Romita 
(pencils/inks)

Spidey's battle with the Lizard continues in Amazing 
Spider-Man #45 (Feb. 1967) while scripter Stan Lee 
succeeds in making this superhero vs. monster story as 
interesting as he can. Helping to make the pill go down 
easier, Lee sprinkles the tale with Peter Parker sub-plots: 
first he has to explain to the gang at school how he ended 
up with his arm in a sling (he said it was an accident 
with his motorcycle),  and next, he can't make Gwen's 
going away party for Flash due to lack of funds. That's 
when Harry Osborn says he'll put in a good word for 
him with his father, opening up the possibility of future 
complications involving the Green Goblin (and setting 
up the plot for the second issue of the Spectacular 
Spider-Man magazine). On top of all that, there's still a 
concerned Aunt May vacationing in Florida and Frederick 
Foswell still unduly curious about how Peter manages 
to get all those great photos of Spidey. Hoo, boy! If 
anyone thought that after Lee tied up all those loose ends 
left by the departure of Steve Ditko there'd be nothing 

left of interest, they were 
sorely mistaken! Add to 
all that, Spidey's ongoing 
problem of finding the 
Lizard and defeating him 
without hurting Dr. Curt 
Connors, and you've got a 
heady mix of everything 
that was making Spider-
Man Marvel's number one 
seller. Fun Fact: This 
issue's Bullpen Bulletins 
notes that Jack Kirby had 
been guest of honor at a 
comics convention held 
in Manhattan and that 
another con was heavily 
represented by the bullpen 

gang and headlined by Lee himself. It was a far cry 
from that first, early convention held in 1964 where only 
Lee's Gal Friday, Flo Steinberg, represented Marvel in 
an official capacity. In an unofficial capacity, artist Steve 
Ditko was the only creator present. The proliferation of 
comics conventions not only in New York, but around the 
country, was testament to a new popularity for comics in 
general and Marvel in particular. 

Strange Tales #152
“The Power of SHIELD!”; Stan Lee (script); Jack Kirby 
(layouts); Jim Steranko (finishes)
“Into the Dimension of Death!”; Stan Lee (script); 
Bill Everett (pencils/inks)

In a series that was obviously becoming more fantastic 
and even outlandish by the issue, especially with the 
arrival of newcomer Jim Steranko doing the finishes over 
Jack Kirby's layouts, the SHIELD feature in Strange Tales 
#152 (Jan. 1967) was sheer overthetopness! Trapped at 
the controls of a Hydra bomber, Nick Fury realizes that 
the dreaded overkill horn must be on board. And even 
as he's chased down by a SHIELD strato-mine, Fury 
manages to steer the bomber back to Hydra HQ and 
destroy it. With no rest for the weary, Fury next leads a 
SHIELD assault force to rescue Laura Brown from the 
last remnants of Hydra. Whew! And if all that weren't 
enough for any hardened SHIELD fan, Steranko's artistic 
overlay of Kirby's layouts continued to amaze even at this 
early stage: first, by adding incredible detail and second, 
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By the mid-sixties, a fan culture was taking 
firm root and gatherings of comics fans were 
a natural outgrowth of that movement. At 
so-called conventions, not only did the presence 
of pro guests become routine, but professional 
artists often contributed imagery for program 
booklets such as this one sporting art by Wally 
Wood for the 1966 New York Comic Con.



with hints of Steranko's wild imagination. The bombers 
on display on page 2 are like no aeronautical design ever 
seen and a modest use of zipatone on page 3 is only a 
suggestion of the special FX yet to come. His designs for 
the overkill horn and strato-mine and the SHIELD Marine 
Division Pickup No. 7 sub are all out-of-this-world. And 
while his figure work still needed some work, it was 
clear that this new talent (the first of the next generation 
of artists to arrive on the Marvel scene), was going to be 
really fun to watch as the months passed. Unfortunately, 
the same could not be said for veteran artist Bill Everett, 
who continued to struggle with the Dr. Strange backup 
feature. Very dull stuff going on here not helped by 
another evil sibling plot by scripter Stan Lee, in a rare 
fumble for the editor. 

Tales of Suspense #85
“Into the Jaws of Death!”; Stan Lee (script); 
Gene Colan (pencils); Frank Giacoia (inks)
“The Blitzkrieg of Batroc!”; Stan Lee (script); 
Jack Kirby (pencils); Frank Giacoia (inks)

Tales of Suspense continued to give Marvel's top 
books a real run for their money! Not only did Tales 
of Suspense #85 (Jan. 1967) feature another full Jack 
Kirby pencil job on Captain America, but a knockout 
Gene Colan Iron Man lead feature, one that began with 
an eye popping opening splash of the Mandarin zapping 
our helpless hero. Or rather, Happy Hogan in the Iron 
Man armor! (Then again, the Colan cover spotlighting a 

chained Iron Man again being zapped by the Mandarin 
was also an attention grabber!) By now, Stan Lee was 
sculpting his scripting style, streamlining it, cutting 
down on captions, and otherwise succeeding in making 
his comics some of the most easily digestible stories 
in the industry. He was helped in that regard here by 
Colan's continued use of gigantic panels and full bore 
action, with movement that never stopped until the very 
last panel. But if all that greatness wasn't enough for 
the reader, all they had to do was turn the page to have 
his senses assaulted by a full bore Jack Kirby action 
fest as he and Lee waste no time at all picking up Cap 
as he enters a trap set by Hydra. From that opening 
splash page, it's action all the way as Cap goes toe to toe 
with Batroc the Leaper in panel after panel of balletic 
movement that melds perfectly from one to the next. The 
whole thing is topped off first with page 7 that Kirby 
breaks into four quarter-page sized panels featuring Cap 
and Batroc's oversized bodies, blocking them out before 
segueing over to page 8 that Kirby breaks down into a 
nine-panel grid which Lee wisely leaves silent of script. 
There, Kirby does it again, conducting the movements of 
the two battlers in such a way that each follows logically 
into the next. All that's climaxed on page 9 wherein 
the two combatants team up to put an end to the Hydra 
trap and rescue Agent 13. Whew! If nothing else, this 
simple exercise in straight ahead action demonstrated 
in no uncertain terms that Kirby was the undisputed 
King of comics, actioners or otherwise! It also put paid 
to anyone who doubted that the Tales of Suspense title 
deserved to be listed alongside the Fantastic Four, Thor, 
and Spider-Man as Marvel's best titles.

Tales to Astonish #87
“Moment of Truth!”; Stan Lee (script); Bill Everett 
(pencils/inks)
“The Humanoid and the Hero!”; Stan Lee (script); 
John Buscema (pencils); Mike Esposito (inks)

Although editor/scripter Stan Lee gives penciler Bill 
Everett a big welcome back blurb on the first page of 
the Sub-Mariner feature in Tales to Astonish #87 (Jan. 
1967), it's to no avail as Everett's performance here is as 
lackluster as it was on Dr. Strange over in Strange Tales. 
Something was going on with Everett that prevented him 
from showing his work in its best light. His figures were 
chunky and awkward and his storytelling not up to par. 
Not helping him with this issue is the fact that he wasn't 
able to complete all the inking, with almost the entire 
Marvel bullpen rushing in to fill the gap. The Sub-Mariner 
feature had surely fallen onto hard times following Gene 
Colan's triumphant run. Would it ever recover? The irony 
was that it would, but the recovery wouldn't begin in 
earnest until after the character received his own title, a 
title whose first artist would be the one currently penciling 
the Hulk feature at the back of this issue. Namely, John 
Buscema! There, the art would be everything Everett's 
effort wasn't: dynamic and anatomically correct. All a 
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Artist Jim Steranko consciously cultivated 
personal cool to go along with his ground 
breaking pop art style. Comics themselves 
would prove to be too small a pond for the 
restless Steranko who soon published an 
oversized two volume The Steranko History of 
Comics that brought needed attention to the 
mostly forgotten golden age of comics. From 
there, the artist/writer would go on to publish 
Comixscene magazine and later, the long 
running Mediascene/Preview.



reader had to look at was the story's opening splash page 
with its Kirby like, monumental figures of the Hulk and 
his humanoid antagonist in the midst of battle! As always, 
good art inspired scripter Lee as the story really moves 
along with Rick Jones getting involved and introducing 
the new Boomerang along the way. In a bit of a preview 
of things to come, DC artist Gil Kane executed this issue's 
cover. And though the artist's anatomical shortcomings 
were on display, the larger than life figures falling over 
the city with a Stan Goldberg coloring scheme makes it an 
eye catcher.

Daredevil #24
“The Mystery of the Midnight Stalker!”; Stan Lee 
(script); Gene Colan (pencils); Frank Giacoia (inks)

No one hits a thousand and neither it seemed, did 
scripter Stan Lee. Fighting his way free of the Maggia at 
the start of Daredevil #24 (Jan. 1967), Daredevil makes 
his way to England where he discovers that Ka-Zar is 
accused of terrorizing his neighborhood as the “midnight 
stalker.” DD offers his help and after the obligatory 
misunderstanding and fight, the two team up to tackle 
the Plunderer, Ka-Zar's evil brother, and expose him as 
the real terrorizer. Zzzzz. Out of his hidden jungle, 
Ka-Zar was always a snooze when it came to antagonists 
for Marvel's heroes and it was no different here. The only 
real saving grace was Gene Colan's art. Man! If he had 
drawn that earlier three part DD/Ka-Zar meeting back 
in issues #12, 13, and 14, that story might have been 
considered a classic today! As it was, readers had to slog 
through another yarn here with the nowhere Plunderer. 
The good news was that it’d be the last anyone saw 
of him, at least in the Daredevil book. From this point 
forward, it would only be pedal-to-the-metal Lee/Colan 
action, color, humor, and fast forward story telling! 

Mighty Thor #136
“To Become An Immortal!”; Stan Lee (script); 
Jack Kirby (pencils); Vince Colletta (inks)

It had to happen. The Thor/Jane Foster relationship 
was doomed from the start...or at least after it became 
clear that Dr. Don Blake was simply a persona given 
Thor by Odin to play out his punishment on Earth for 
being too brash and impulsive in Asgard. But the way 
scripter Stan Lee and penciler Jack Kirby went about 
solving the problem in Mighty Thor #136 (Jan. 1967) 
was unique and interesting: In order for Thor to wed 
Jane, she first must be made an immortal (never mind 
any theological reservations Jane might have had in 
becoming a “goddess”) and to do that, she had to prove 
her worthiness by passing a test that would measure her 
courage against the Unknown. Unfortunately, or perhaps 
predictably, she's found wanting and Thor is forced to 
save her. Driven half-insane by the sights of Asgard 
(let alone the crazy, hallucinatory nature of Kirby's 

otherworldly vision of the home of the gods), Jane 
rejects the whole thing: “I won't be a goddess! I won't 
stay in Asgard! It's too horrible! Too unendurable! Don't 
you realize how mad it is?” And she's right! On close 
examination, nothing in Asgard makes much sense. But 
be that as it may, big daddy Odin immediately zaps her 
back to Earth, even as Thor cries out in anguish. But all-
wise Odin has other plans for his son. Sending him after 
the Unknown now loose in Asgard, Thor suddenly finds 
himself side-by-side with a beautiful warrior maiden 
named Sif and right quick, he begins to forget all about 
Jane. Meanwhile, back on Earth, Odin has erased Jane's 
memory and set her up as a nurse in a hospital managed 
by Dr. Kincaid who could be the spitting image of Dr. 
Blake. (Or was he really supposed to be Dr. Kildare, a 
popular television show of the same name that starred the 
young, blond haired Richard Chamberlain?) With this ish, 
the Thor feature was primed for a new beginning. Now 
more or less cut off from any Earth bound associations 
(besides his later appearances with the Avengers where 
Thor would deal only tangentially with ordinary humans), 
Thor would see more of a concentration on Asgard and 
Asgardian menaces over Earthly ones. Whether removing 
Thor from the everyday world of the Marvel universe 
was a good idea or not only time (and sales) would tell. 
The new direction however, would make the Tales of 
Asgard backup feature somewhat redundant as there, too, 
adventures were confined to the Asgardian realm. More 
immediately, Odin observes the conclusion of Thor's 
battle with the dragon Fafnir; a battle that ends when 
Fafnir is swallowed up by the earth and from whose 
grave a tender shoot sprouts, foretelling a new flowering 
of the once blasted land of Nastrond!

58   Marvel Comics in the Late 1960s

Was Marvel’s Dr. Don Blake patterned after 
actor Richard Chamberlain who starred as Dr. 
Kildaire on the TV show with the same name 
which coincidentally ran from 1961 to 1966? 
Certainly, it wasn’t the darker, more intense 
Vince Edwards from the Ben Casey show that 
aired in the same years?



X-Men #28
“The Wail of the Banshee!”; Roy Thomas (script); 
Werner Roth (pencils); Dick Ayers (inks)

The fun continues in X-Men #28 (Jan. 1967) (and how 
could it not, with the Mimic now part of the team?) as 
scripter Roy Thomas introduces a new mutant menace, 
the first in quite a number of issues—in fact, the first 
since way back in issue #9! Actually, the Banshee isn't 
exactly a menace (despite his initial tangle with the 
X-Men), but a mutant forced to work for homo superior's 
latest community threat: Factor Three. 
This first mention of Factor Three 
begins a lengthy sub-plot that will 
only come to the fore in later issues. 
Meanwhile, on the face of it, it seems 
that the Banshee is a petty thief that 
the X-Men are determined to stop, but 
the Banshee isn't working alone. In 
partnership with the Ogre (who breaks 
with traditional bad guy physiognomy 
being pudgy rather than muscular) they 
plan to kidnap Prof. X. Their plans 
are foiled by the X-Men, however, 
and it's learned that the Banshee 
was an unwilling partner due to an 
explosive device set in his headband. 
This was another densely plotted 
tale by Thomas with plenty going on 
(including a major goof where he has 
Marvel Girl identify a pair of pliers as 
a screwdriver!) with groundwork laid 
for yet another sub-plot involving Ted 
Roberts' older brother. In addition, 
the relationship between the Mimic 
and the rest of the team continues to 
be a rocky one with the Mimic now 
named as deputy leader. But his ego 
and headstrong nature make for a bad 
fit and the formerly smooth group 
dynamic is constantly on the verge 
of being shattered. Furthermore, 
Cyclops discovers a locked door in the 
basement of the school. What's behind 
it? Ah, that's a sub-plot for another 
time! Throughout, Werner Roth's art 
continues to be serviceable. Not terribly exciting yet, 
but sufficient enough to provide fans with some hope 
of improvement. (His hang dog interpretation of the 
Banshee's face in particular; one suspects that Roth was 
shooting for some kind of ethnically Irish look that largely 
fails.) Overall, the Thomas/Roth team continued to do 
good service on the X book. They managed to maintain 
the title's quality at a certain level, even if that level didn't 
quite reach beyond the bottom of Marvel's lineup. (If one 
counts the half book features in Astonish, Strange, and 
Suspense separately, it certainly beat out the Bill Everett 
Dr. Strange and Sub-Mariner and the upcoming Gil Kane 
Captain America.)

Avengers #36
“The Ultroids Attack!”; Roy Thomas (script); Don Heck 
(pencils/art)

The good news for Avengers #36 (Jan. 1967) was that 
Don Heck was still inking his own pencils. The bad 
news was that scripter Roy Thomas decided to go the 
super computer as villain route rather than introducing 
or re-introducing a colorful super-villain. After 
some bickering between Goliath and Hawkeye over 
admitting the Black Widow as a member of the team, 

the group (including the Widow) fly 
off to Europe in answer to a call for 
help. Turns out the call was a lure 
by a computer going by the name 
of Ixar that wants to siphon the life 
forces of the Avengers to increase 
its own powers. ho-hum. 
In the process, the computer 
manufactures creatures called 
Ultroids. The Ultroids capture the 
Avengers save for Captain America 
and the Black Widow. Continued 
next issue! Thomas does a bang 
up job on the story despite the 
somewhat boring threat of a super-
computer (that Heck does a heck 
of a job making look cool in an 
introductory splash on page 9) 
with an army of mindless androids. 
The story is helped immensely by 
Heck's art where only he seems to 
be able to spot blacks on his own 
work. (His technique works to 
perfection) Heck's only failing here 
is on some of the faces which come 
off as being too broad and plastic 
in places. But in compensation, no 
one did Goliath and Hawkeye better 
at this time than he did! And did 
Thomas revisit the Ultroid moniker 
(as well as Ultrana, an Ultroid that 
impersonates the Scarlet Witch) 
when he later called another 
mechanical Avenger menace 
Ultron? You be the judge!

Avengers #37
“To Conquer a Colossus!”; Roy Thomas (script); 
Don Heck (pencils/inks)

Avengers #37 (Feb. 1967) is the second part of a 
snoozer wherein the Assemblers battle a sentient 
computer intent on siphoning off their powers for itself 
with the ultimate goal of...what else? “supremacy in 
the galaxy!” So, our heroes have been captured by Ixar 
(the sentient computer) but escape thanks to Goliath. 
They're stymied however after Ixar threatens to kill 
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The word “ultra” was 
in the air in the 1960s 
including the introduction 
of such characters 
contemporaneous with 
Avengers #36 as Ultra 
Boy who debuted in 
Superboy #98 in 1962 
and Ultraman who 
likewise debuted on US 
TV stations in 1966.



titles, only Gil Kane might in any way have made an easy transition to 
Marvel. Although his style consisted of anatomically wild figure work and 
sometimes questionable placement of characters within the four borders of 
a panel, his depiction of exaggerated action was just what Marvel's readers 

a human hostage. However, Ixar 
has forgotten the presence of the 
Black Widow who's not an official 
Avenger and so, not bound by the 
team's code against killing. The 
logical Ixar is unable to fathom the 
art of the bluff and so backs off. 
It was an okay yarn that was well-
scripted by Roy Thomas, but it was 
time to move on to more exciting 
super-villains as Hercules makes his 
debut in the next issue. His presence 
on the team would require more 
formidable foes and they wouldn't 
be long in coming. One factor that 
really helped to make this ish more 
palatable was the art by Don Heck, 
for which he both pencils and inks. 
His combination of overlarge panels 
and way-out machinery were more 
than satisfying including Goliath's 
hand-to-hand battle with an 
anthropomorphized 
Ixar! It was only 
to be regretted that 
soon, Heck would 
be off the book even 
if his replacement 
turned out to be 
John Buscema. Fun 
Fact: Although 
this ish sports an 
early cover design 
by Gil Kane, Heck 
had actually drawn 
his own version 
that was ultimately rejected, likely 
because most of the heroes faced 
away from the reader. Nevertheless, 
Heck's version was still the superior 
to Kane's more cartoony characters 
and flat figurework. That, and 
Kane doesn't even give Goliath any 
prominence. Phooey!  

Tales to Astonish #88
“A Stranger Strikes From Space!”; 
Stan Lee (script); Bill Everett 
(pencils/inks)
“Boomerang and the Brute!”; Stan 
Lee (script); Gil Kane (pencils/inks)

Of all the artists working for DC 
(at least outside of its romance 
department, which had already 
been raided by editor Stan Lee 
of its best artists), whether on its 
superhero, war books, or adventure 
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Tales to Astonish #88, page 7: Leaving much to be desired 
anatomically, the action and movement in these panels from 
artist Gil Kane’s first penciling effort at Marvel shows why 
he was the best suited of DC’s super-hero artists to make the 
transition from one company to the other. More mannered DC 
artists such as Curt Swan, John Forte, Wayne Boring, Mike 
Sekowsky, the Bob Kane ghosts, even Carmine Infantino or Joe 
Kubert wouldn’t have cut it without major alterations to their 
approaches to layout and storytelling.



had come to expect from the house that King Kirby 
had helped to build. After testing the waters as an inker 
under the pen name of Scott Edward (where he inked 
Kirby and maybe learned a bit of what was expected 
from a Marvel artist), Kane stepped in penciling and 
inking the Hulk feature in Tales to Astonish #88 (Feb. 
1967) with his real name emblazoned boldly in the 
credits. (Which in itself wasn't his real name: Kane 
was actually born Eli Katz.) Interestingly, he was still 
penciling The Atom and Green Lantern for DC at the 
time so apparently, his moonlighting for Marvel was 
okay with his editors there. That, or his DC bosses 
never looked at Marvel comics, something that Roy 
Thomas has said wasn't beyond the realm of possibility. 
In any case, here was Kane with his first full bore 
Marvel assignment and though his weaknesses were 
apparent (funny looking faces, off-kilter Hulk, and 
strange body types), the energy in his work couldn't 
be denied. His Hulk and bad guy Boomerang were 
always on the move (even when they were standing 
still!) and his panel to panel continuity was smooth, 
effortlessly taking the reader along with him. Coupled 
with Stan Lee's by now diamond polished scripting, it 
made for one of the best Hulk interpretations following 
those of Kirby, Steve Ditko, and John Buscema (in 
that order). Unfortunately, the same couldn't be said 
for Bill Everett's interpretation of the Sub-Mariner 
in this issue's lead feature. There, as Subby fights off 
Attuma and a giant robot, Everett's art was as clunky 
and uninteresting as it was in previous installments. 
What had happened to the artist who first dreamed up 
Namor back in the 1940s and then returned to pencil 
Daredevil #1 and then did such a bang up job finishing 
over Kirby on the Hulk, no one seemed to know. But 
wherever that artist was, readers could only hope he 
returned...and soon! 

Tales of Suspense #86
“Death Duel for the Life of Happy Hogan!”; Stan Lee 
(script); Gene Colan (pencils); Frank Giacoia (inks)
“The Secret!”; Stan Lee (script); Jack Kirby (pencils); 
Frank Giacoia (inks)

And the hits just keep on comin'! At least in terms 
of Tales of Suspense! As with the current run on the 
title, the art combo of Gene Colan on Iron Man and 
Jack Kirby on Captain America continued to thrill and 
amaze, even as Stan Lee's scripting smoothed over any 
hitches in the storytelling. As usual, Tales of Suspense 
#86 (Feb. 1967) begins where last issue's Iron Man 
cliff hanger left off, namely with Happy Hogan having 
been captured by the Mandarin in the belief that he was 
the real shellhead. But when the real deal shows up, it's 
action all the way with Colan pulling out all the stops 
in page after page of inventive panel layouts arranged 
to best display the titanic battle between IM and the 
Mandarin. But Colan didn't do it all alone. He had help 
by way of unsung hero Frank Giacoia who wasn't timid 

about laying down a heavy ink line when needed, one 
that really brought out Colan's bulky figure work. The 
finished product was made all the more realistic and 
intense when Giacoia filled in Colan's shadowy edges, 
making it seem like the whole thing took place in a 
darkened castle at midnight! As a result, the Mandarin 
never looked so menacing and even creepy and Iron 
Man never so solid and three-dimensional. Comics just 
didn't get any better than this...except maybe if they 
were drawn by the King! And such was the case in this 
issue's Captain America backup where penciler Jack 
Kirby (again inked by the indefatigable Giacoia) also 
goes hog wild in depicting ten full pages of straight-
ahead, bludgeoning action as Cap infiltrates a secret 
science city in the heart of Red China to make contact 
with a SHIELD agent and destroy something called a 
Z-ray. In doing so, he goes up against an army of bad 
guys, as well as an array of out-of-this-world gadgetry 
that only Kirby could've dreamed up. There's not much 
more that can be said about Kirby's art in this period 
than to point out that it was at the absolute peak of his 
grandiose style with his version of Cap more gigantic, 
more athletic, more in-your-face than ever before in his 
career. He does it by sticking to big, wide open panels 
with figures often filling them right out to the borders 
leaving precious little room for Lee's clipped, economic 
dialogue. All of it was summed up in a single image, 
namely this issue's cover where Kirby uses visual 
shorthand to encapsulate the action and excitement 
waiting inside. Add to Cap's dominating figure amid a 
clutch of enemy soldiers, coloring in which our hero's 
red, white, and blue stands out in stark contrast to 
the enemy's dull khakis. It was more Stan Goldberg 
magic as he includes subtle gradations of color over 
the figures that scream “instant classic!” worthy of any 
museum wall.
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Captain America wasn’t the only one taking 
on secret oriental bases! In fact it was all 
the rage in the 1960s from James Bond to 
Jonny Quest!
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them to draw), as Thor and Sif are attacked by a horde of trolls climaxing 
on page 7 with a splash introducing new villain Ulik. Drawn in the by now 
patented Kirby grandiose manner, Ulik looked every inch a challenge for 
Thor, something he proceeds to prove in the following pages where Vince 
Colletta shows that he was the only inker who could possibly work over Kirby 
and succeed in capturing the outsized fantasy environment Thor demanded. 
The Kirby/Colletta team continued to amaze in the Tales of Asgard backup 

Mighty Thor #137
“The Thunder God and the Troll!”; 
Stan Lee (script); Jack Kirby 
(pencils); Vince 
Colletta (inks)

Wow! If the cover 
of Mighty Thor #137 
(Feb. 1967) with its 
virtual 3D imagery 
of a battling Thor vs. 
Ulik rendered in all 
its Jack Kirby glory 
didn't instantly grab 
readers, well, they 
either had to be blind 
or brain dead! It was 
hard to believe that even here, at 
the pinnacle of the grandiose years, 
with knock-out Kirby covers like this 
one staring them in their collective 
faces, that there were still comics fans 
out there that never gave Marvel a 
tumble. Yes, believe it or not, there 
were fans of DC's more subdued 
approach to visual presentation that 
emphasized slow-moving Murphy 
Anderson or stiff Curt Swan or slow 
motion Mike Sekowsky art than the 
fast-moving, hurtling action of the 
King and the rest of Marvel's art 
stable. Not to put those other artists 
down, but man! It was like night 
and day with daylight definitely 
favoring Marvel! And it was just as 
good on the inside with an opening 
splash page depicting a full-figured 
(and we don't mean zaftig!) Lady 
Sif showing off her spearthrowing 
form to Thor. The following pages 
are composed mostly of big, quarter-
page sized panels, anathema to DC 
artists (whom, to be fair, only drew 
what their writers’ full scripts told 

1966   63

©
 2

02
5 

M
ar

ve
l C

ha
ra

ct
er

s, 
In

c.

Mighty Thor #137, page 5: The movement and bludgeoning action 
was there, but artist Jack Kirby, unlike Marvel contemporary 
Gene Colan, seemed determined to remain within the confines of 
the four and six panel page which, truth to tell, often seemed to 
be the only things that could contain his brand of grandiosity.

1966

(opposite page) Tales of 
Suspense #86, page 2: Forced 
perspective, reverse and low 
angle shots, alternating panel 
sizes and shapes, grandiose 
figures in practically every 
panel...and all on the same 
page! Artist Gene Colan, 
barely a year after coming 
over to Marvel from DC’s 
romance comics, might even 
have been able to teach King 
Kirby a thing or two!



wherein we learn why Thor's companion Hogun is called 
“the grim.” Turns out it's due to someone named Mogul 
who duly appears in dramatic fashion on page three: 
“Know you Hogun, thy rash challenge hath been heard, 
heard by Mogul, of the Mystic Mountain!” Mogul, with 
his eastern style armor, was like a character out of the 
Arabian Nights, a new area of myth that Kirby would 
explore over the next few issues. Daring Thor and his 
companions to follow him, Mogul departs in style, in the 
hand of a gigantic green genii! For sure, Kirby, Colletta, 
and scripter Stan Lee were firing on all burners at this 
time and on both features in the Thor title. The question 
was: how long could they keep it up?

Mighty Thor #138
“The Flames of Battle!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

The latest Asgardian epic continues in Mighty Thor #138 
(March. 1967) as Thor travels to Earth to rescue Sif, who 
has been kidnapped by the villainous Troll, Ulik. There, 
Thor is himself captured while in the guise of Don Blake 
even as the Troll hordes conduct their initial attack on 
Asgard. But all that is but prelude to a full scale battle as 
the Trolls, under the advisement of Orikal (Oracle...get 
it?) tunnel under Asgard in preparation for a sneak attack. 
Meanwhile, back on Earth, Thor defeats Ulik, frees Sif, 
and travels back to Asgard just in time to join the coming 
fray. Whew! Of course this bare bones summary doesn't 
do justice to Stan Lee's scripting that again captures the 
otherworldly majesty of Asgardian fantasy as well as Jack 
Kirby's grandiose imagery exemplified by his full page 
intro of Orikal followed by Thor's blockbuster battle with 
Ulik. Great stuff! Meanwhile, at the back of the book, 
the grandiosity is again on full display as Thor and the 
Warriors Three tangle with the monstrous Ogur (ogre...
get it?) as they seek the Mystic Mountain, home base 
of the evil Mogul. Here, as usual, inker Vince Colletta 
proves again why he was the best inker over Kirby's 
Thor, perfectly matching the artist's grandiose vision. 
Everything is on a gigantic scale: the action, the story, 
the characters. No one else at this time could possibly 
have captured the spirit of the grandiose years as Colletta, 
excepting the possibility of Bill Everett or Syd Shores. 
Come to think of it, maybe Marvel would have been 
better served if Everett had been inking Thor instead of 
penciling the Sub-Mariner, but be that as it may, with the 
evidence before us here, there was no doubt that Colletta 
was indeed the man of the hour!

Mighty Thor #139
“To Die Like a God!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

Thor's battle with the Rock Trolls continues in Mighty 
Thor #139 (April. 1967) as the thunder god brings the 
battle to the Trolls' own domain. There, he retrieves 

his hammer from Ulik and the two go at it until in 
desperation, the Trolls' ace is played, namely Orikal, who 
turns out to be an alien creature enslaved by the Trolls to 
do their bidding. When Thor frees Orikal from the spells 
that bind him, the alien leaves, taking his powers with 
him, the powers that had energized the Trolls' weapons. 
As a result, the Trolls find themselves unequal to the 
Asgardians and abandon their plan to invade the home 
of the gods. It was another instant classic by scripter 
Stan Lee and penciler Jack Kirby, a story that just 
barrels along with its Kirby grandiosity and Lee verbal 
pageantry. Thor's battle with Ulik fairly jumps off the 
page (readers could almost feel the impact when, on page 
9, panel 3, Thor and Ulik strike each other's hammers in 
an illo expertly inked Vince Colletta!) and the half-page 
illo of Orikal amid his mystic flames is awesomeness 
personified! And yet, all this was just a start. The next 
issue would begin a sequence of stand-alone stories back 
on Earth where Thor reacquaints himself with a number 
of old time, colorful super-villains now reimagined in 
the new grandiose style. All of them were destined to be 
humdingers! Meanwhile, back here in ish #139, the action 
wasn't done as readers moved on to the regular Tales of 
Asgard featurette wherein our heroes learn “The Secret of 
the Mystic Mountain!” Here, Kirby continues to amaze 
as Thor unveils Mogul's capitol city, Zanadu (Xanadu...
get it?) and is attacked by Mogul's green hued Jinni 
Devil. Kirby's art continues to be enhanced like there's no 
tomorrow by Vince Colletta who knocks 'em dead with 
an opening splash page featuring Mogul amid oriental 
splendor and page 2, divided into big, quarter-page panels 
including a fourth panel that's somehow chilling in its 
contrast between the head of the giant Jinni Devil and 
the tiny figures of Mogul and his counselors as they 
stand above it on a slender bridge. It didn't get much 
better than this, folks!
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Scripter Stan Lee and penciler Jack Kirby, who 
by this point shared in the plotting credits, 
drew their inspiration from wherever they 
could find it: Was Orikal in Mighty Thor #138 
based on the Greek Oracle at Delphi? And the 
Mystic Mountain with its Jinni Devil from the 
Arabian Nights?



X-Men #29
“When Titans Clash!”; Roy Thomas (script); 
Werner Roth (pencils); John Tartaglione (inks)

The Roy Thomas/Werner Roth creative team hit its high 
point with X-Men #29 (Feb. 1967). There, the X-Men 
face off against the Super-Adaptoid which Cyclops 
has inadvertently disturbed in its cavern hideaway. A 
running battle ends with the Mimic going head to head 
with the Adaptoid concludes after the Adaptoid tries 
to add the Mimic's power to his own. “My nutty hunch 
paid off,” thinks the Mimic. “Since my own borrowed 
powers are artificial, I guessed he couldn't absorb them 
any more than I could 
mimic his!” Reverting 
to his original form, the 
Adaptoid crashes into a 
frozen lake, vowing that 
“mankind has not heard 
the last of the Adaptoid!” 
It was another well-plotted, 
fast-paced tale by Thomas, 
where Roth seemed to 
finally have freed himself 
from the habit of crowding 
too many figures in a 
single panel. Falling back 
on standard five and six 
panel grids, Roth opens 
up the action while giving 
room for individual 
characters such as Iceman 
and Mimic to shine. In 
particular, Iceman's solo 
action vs. the Adaptoid 
and the Mimic's defeat of 
the same were both well 
handled and exciting to 
read. Meanwhile, Thomas 
didn't forget the character 
building stuff that he'd 
been developing over 
the past several issues 
including further work on 
Cyclops' unrequited love 
for Marvel Girl, one that 
he feels is impossible to 
fulfill due to his inability 
to control his optic blasts. 
Also, the Mimic's attitude 
problem is finally resolved 
here as the chip is knocked off his shoulder after he 
opens himself up to friendship. In addition, one of the 
best scenes in the Thomas/Roth era occurs in the first 
few pages of the story as the X-Men enjoy an ice skating 
session somewhere on the school grounds. Here, Roth's 
years as a romance artist for DC comes in handy as he 
presents one of the title's best day in the life scenes since 
the departure of Stan Lee and Jack Kirby. There was 

one fly in the ointment however: namely the Mimic's 
loss of his powers after the Adaptoid tries to copy his 
abilities. The Mimic had been an intriguing character 
from the start, despite the oft-repeated trope of being 
able to copy the powers of those around him. Even with 
all his rough edges he was made a member of the team 
and even deputy leader, a combination that guaranteed 
lots of friction with the other X-Men. There was tons 
of potential there for many future issues. Unfortunately, 
Thomas chose to cut his career short and even worse, to 
depower him, ensuring his disappearance into the sunset 
and unlikely to be used anywhere else. And as X-Men 
went on, his absence would become even more obvious 
as story telling bogged down and the title itself drifted to 
cancellation levels. With the Cyclops/Angel competition 
for Marvel Girl's affections ended, the Mimic could 
have provided the internal conflict needed to keep the 
team dynamic interesting. But it was not to be. Would 
the continued presence of the Mimic have made any 
difference to declining sales? Who knows? But it'd be 
nice to think it would have!

Amazing Spider-Man #46
“The Sinister Shocker!”; Stan Lee (script); John Romita 
(pencils/inks)

Now this was more like it! After a two-parter with 
the Lizard (heroes vs. barely thinking monsters are 
boring...although it's to be admitted that scripter Stan 
Lee and artist John Romita did a great job making 
something of the situation), focus returned to costumed 
super-villains and for Amazing Spider-Man #46 
(March. 1967), Lee and Romita came up with a doozy! 
Clad in an imaginatively designed quilted costume, the 
Shocker makes the scene committing a refreshingly 
simple bank robbery. In the initial encounter, Spidey 
is taken by surprise by the villain's vibratory powers 
and defeated. But what a way to go! Four pages of 
Romita action spread over a number of big panels 
perfectly showing how the artist had fully adapted 
from the romance comics he'd been doing at DC to 
Marvel's more dynamic way of storytelling. Sure, 
the two tangle again before the issue is over but in 
between, Lee catches up with Peter Parker's personal 
life as Flash Thompson's farewell party looms, Aunt 
May returns from Florida, Patch picks up Peter's 
trail, and Gwen and MJ continue to knock 'em dead: 
“Wow!” thinks Peter as he catches Gwen on the dance 
floor at the Coffee Bean, “Who's that doll dancing over 
th...It's Gwen! I didn't recognize her at first. Look at 
her go!” Then it's round two between Spidey and the 
Shocker and guess who wins? Again, Romita shows 
why fans quickly got over the departure of the beloved 
Steve Ditko with another series of great action panels 
that culminate in something Lee had probably been 
wanting to do for some time; namely move Peter out 
from behind Aunt May's apron strings and into his 
own pad. Following a tearful separation, Peter rides 
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his motorcycle uptown to the expensive apartment 
he'll be sharing with Harry Osborne for some time to 
come. But despite the radical changes, old time fans 
were likely reassured in the story's final panel wherein 
Peter is prevented from complete satisfaction with his 
move brooding instead over his seeming inability to 
be happy. It was another fine issue of Spider-Man, 
one that fell mid-way in Lee and Romita's initial run 
on the title as the new creative team and there was 
no sign as yet of any slow down in story quality. In 
fact, the best was yet to come, as the next half dozen 
issues would prove!

Strange Tales #154
“Beware, the Deadly Dreadnaught!”; Roy Thomas 
(script); Jim Steranko (plot/pencils/inks)
“Clea Must Die!”; Stan Lee (script); Marie Severin 
(pencils/inks)

It'd only been a few issues since Jim Steranko came 
out of nowhere to finish Jack Kirby's layouts with issue 
#151, and here he was in Strange Tales #154 (March. 
1967) already plotting, penciling, and inking the 
SHIELD half of the book. This time, it was scripted by 
Roy Thomas but that would soon change as Steranko 
took over that chore, too, and made it his own. Here, 
Steranko's plotting leaves nothing to complain about as 
Laura Brown, daughter of the now deceased Supreme 
Hydra, is escorted by Agent John Bronson to safety. 
Meanwhile, Nick Fury is attacked by a Hydra robot 
assassin called the Dreadnaught but with the aid of new 
weaponry, the robot is defeated. But wait! Bronson 
turns out to be the Supreme Hydra, a fact contradicted 
by SHIELD computer AUTOFAC that identifies Laura 
as the Hydra leader! What gives? Artwise, Steranko 
supports all these goings-on with an eye-popping array 
of art styles, tricks, and effects, in a combination that 
would rapidly become a hallmark of his style. From 
an opening splash page whose every space is crammed 
with detailed machinery reminiscent of Wally Wood's 
art in his old EC Comics days, to a half-page blueprint 
detailing the layout of the helicarrier, to an in-your-
face splash on page 5 of the Dreadnaught smashing 
through the hull of the helicarrier to attack Fury, to a 
chromatic effect emitted by the Dreadnaught's gamma 
ray device—Steranko made an immediate impression 
on every reader! Also, Thomas comes through with a 
high voltage scripting style that was quickly adopted 
by Steranko as later stories would be told in furious 
here and now fashion with adjectives and superlatives 
flying in every direction. With all that going on, it 
was hard to believe that Thomas and Steranko got it 
all done in only twelve pages! Compared to SHIELD, 
though, the Dr. Strange backup was definitely of lower 
wattage. There, Bill Everett had been replaced on the 
art by Marie Severin but her style was only marginally 
better than Everett's. Her figures were twisted and bent 
as if suffering from polio or some debilitating disease 

and her imagination, at least here, was too literal, 
failing to capture the hallucinogenic past triumphs of 
originator Steve Ditko. And never a fan of the strip 
himself, scripter Stan Lee seemed to hit a trough 
with yet another tale of an evil sibling in the form of 
Dormammu's sister, Umar. Lee does, however, attempt 
to further the relationship between Strange and Clea, 
the girl who had helped him in an earlier battle with 
the lord of the Dark Dimension. Overall though, Dr. 
Strange had hit rock bottom. How long it'd stay there 
only time would tell...

Tales of Suspense #87
“Crisis at the Earth's Core!”; Stan Lee (script); 
Gene Colan (pencils); Frank Giacoia (inks)
“Wanted: Captain America!”; Roy Thomas (script); 
Jack Sparling (pencils); Joe Sinnott (inks)

Nothing lasts forever, especially artist Jack Kirby's 
stands on various Marvel titles. He came and went on 
the earliest Ant-Man/Giant-Man tales, Thor, and the 
Torch. He kicked off the Avengers, Sgt. Fury, and The 
X-Men before leaving them for others to continue. But 
it was his work on Captain America that seemed the 
most consistent with the artist leaving and returning 
on a regular basis all throughout his career at Marvel. 
And such was the case here in Tales of Suspense #87 
(March. 1967), wherein fans who'd been thoroughly 
pleased with the King's art in the past several issues 
(climaxing with the amazing Yashonka story in the 
previous issue), suddenly found him painfully absent 
from this issue. Instead, the perfectly horrid pencils of 
one Jack Sparling met them when they turned the page 
from the latest Iron Man thriller to that of the Star-
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Unfortunately, penciler Jack Sparling made for 
an uncomfortable fit at Marvel. Unlike second 
tier DC alumna such as Gil Kane and Werner 
Roth who both managed to find their niches, 
Sparling’s style proved wholly unfit for the 
company’s growing mood of grandiosity.



Spangled Avenger. Inexplicable as it seems, Sparling 
had been kept busy drawing for a number of different 
companies all through the Golden Age of the 1940s 
well into the 1960s. Bad posturing for his figures 
and goofy facial expressions were his forte, none of 
which was helped with a by-the-numbers plot from 
scripter Roy Thomas involving a villain called the 
Planner and his attempt to steal Cap's shield. Yawn. 
Luckily, however, fans were spared a complete waste 
of their twelve cents by the Iron Man lead feature 
which still sported artwork by Gene Colan and inker 
Frank Giacoia. The latter's inks still lent Colan's work 
an undercurrent of darkness that added a sombre feel 
to the goings on. Those goings on, scripted by Stan 
Lee, included Tony Stark's latest invention, the Earth 
borer which, of course, leads Iron Man underground 
and a confrontation with Marvel's resident under Earth 
monarch, the Mole Man! 

Tales to Astonish #89
“The Prince and the Power!”; Stan Lee (script); 
Bill Everett (pencils/inks)
“...Then, There Shall Come a Stranger!”; Stan Lee 
(script); Gil Kane (pencils/inks)

The glue that kept the tottering Tales to Astonish book 
from complete dissatisfaction was the scripting of Stan 
Lee. Throughout, it's his guiding hand, his experience, 
his smooth through line, and ability to turn a phrase that 
at least keeps both Sub-Mariner and Hulk from being 
unenjoyable. Because what makes a pleasing comic 
book story is its appeal to both the mind and the eye and 
Astonish was failing in that regard with the Sub-Mariner 
in particular and the Hulk somewhat less so. That was 
only due to the fact that the Hulk was being penciled 
and inked by newcomer (to the Marvel bullpen at least) 
Gil Kane. There, the Hulk backup was at least holding 
on under Kane's somewhat eclectic art style, now free 
of needing to follow Jack Kirby's layouts. Quick to 
assert himself, Kane found a way to differentiate his 
work from what he was doing for DC's Green Lantern 
and Atom, which was all to the benefit of Hulk fans. 
Perhaps Kane's familiarity with science fictional themes 
(besides Green Lantern and Atom, he'd cut his eye teeth 
on DC's early SF anthologies such as Mystery in Space) 
allowed him to ease into the proper mindset for a story 
involving the Hulk's encounter with the cosmic-powered 
Stranger (who was originally featured in X-Men #11). 
Kane quickly establishes the Stranger's power with a 
dramatic low angle shot on page 2 before moving on to 
page 6 where he presents readers with their first look at 
his ability to design way out machinery that could give 
even Kirby a run for his money. And though he was still 
having trouble drawing the Hulk's head (it often looked 
lumpy and out of shape), he did manage to capture 
the character's sense of power in such near full-size 
panels as that on page 9. Together with Lee's fast-
moving scripting (not forgetting some character beats 

among Rick Jones, General Ross, and Betty Ross), this 
latest entry in the Hulk serial was not bad at all, in fact, 
it was very satisfying. It was only too bad that the same 
couldn't be said for the Sub-Mariner feature that was 
still the opening act for Tales to Astonish #89 (March. 
1967). Though Lee's script was good, the uninspired 
art by Bill Everett seemed to be a drag on the pacing. 
Everett's figure work was still awkward and his inks 
totally lacked the detailed work he did over Kirby on 
earlier installments of the Hulk. What happened to 
that artist? Where'd he go? Why the change in style? 
Whatever happened to it, its loss really kept Everett's 
work on Subby from being anything more than merely 
serviceable. If something wasn't done quickly, Astonish 
was doomed to a mediocrity no Marvel title deserved.
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Tales to Astonish #89: Gil Kane takes the 
cover spotlight this issue choosing a low 
angle upshot of the Stranger as he zaps ole 
Greenskin. There’s still some residual Jack 
Kirby influence in Kane’s choice of dramatics 
here, but he’d soon move on with his own take 
on exaggerated figures and panel shattering 
action sequences.



X-Men #30
“The Warlock Wakes!”; 
Roy Thomas (script); Jack Sparling 
(pencils); John Tartaglione (inks)

Although artist Jack Kirby returned 
to the book in style doing the cover 
for X-Men #30 (March. 1967), the 
effect was mitigated by having Jack 
Sparling guest pencil its interior 
pages. As he'd done with the Captain 
America feature in this month's 
Tales of Suspense, Sparling ruined 
the issue with his oddball figure 
work and boring action scenes that 
were all overlaid with a distinct lack 
of imagination. To be fair, though, 
the story by Roy Thomas wasn't 
exactly inspired this time out as the 
X-Men are inexplicably attacked by 
a villain calling himself the Warlock 
(but really just the same Merlin that 
Thor tackled way back in JIM # 96) 
who proceeds to play 
magical tricks on 
them. ho-hum. 
Warlock tells the 
X-Men that his 
powers are explained 
by the fact that he's 
a mutant, too, and 
supposedly for that 
reason, feels he has 
a claim on Marvel 
Girl whom he duly 
kidnaps. (And what 
in the world was 
that goofy winged scooter Prof. X 
is flying in the story's final panel?!) 
The whole issue had the feel of 
being a fill-in on the road to the 
team's confrontation with Factor 
Three with Thomas scripting in his 
sleep; but at this point, Factor Three 
couldn't come along fast enough!

Amazing Spider-Man #47
“In the Hands of the Hunter!”
Stan Lee (script); John Romita 
(pencils/inks)

Halfway through their initial 
extended run on the title since the 
departure of co-creator Steve Ditko, 
scripter Stan Lee and penciler John 
Romita had all their ducks in order, 
had eliminated whatever kinks there 
might have been since they first 
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Amazing Spider-Man #47, page 2: The start of one of the most 
memorable three issue sequences in the post-Steve Ditko era of 
Spider-Man, scripter Stan Lee repeats his offbeat on again/off 
again storytelling technique that he used in the earlier Rhino 
storyline. This ish, he brings back Kraven the Hunter, only to drop 
him in issue #48 in favor of the new Vulture. But then, he brings 
them both back together for one of the most satisfying climactic 
issues of the entire Spdey run: namely #49’s team-up of Kraven 
and Vulture vs Spidey! It didn’t get better than this, folks!

teamed up, and were humming like a well oiled machine. Smack dab in the 
middle of that classic early run, Amazing Spider-Man #47 (April. 1967), 
though appearing to be a single issue story, was actually the first in a three-
part sequence that led into the climactic introduction of new Spidey foe, the 
Kingpin in ish #50. In fact, readers might have considered that the sequence, 



made up of three standalone but related stories, was an 
interesting variation on the continued story format that 
Marvel had been pioneering through the grandiose years. 
Lee had flirted with the new “disjointed” continued story 
format with the earlier Rhino storyline in issues #41-43. 
There, the Rhino was introduced in #41, was sidelined 
but not ignored in #42, and returned for a final bout with 
Spidey in #43. Here, Lee begins with a self-contained 
story involving the return of Kraven the Hunter who's 
seeking money owed him by the Green Goblin (in an 
early instance of retro-continuity that didn't happen in 
the regular books but is told now in a current issue) but, 
because of the Goblin's apparent death, decides to lean 
on bagman Norman Osborn instead (unaware, of course, 
that Osborn had once been the Goblin). Kraven is foiled 
in his plan by Spider-Man and escapes. Next issue 
will introduce the new Vulture who seemingly defeats 
Spider-Man, and the sequence will conclude in #49, one 
of the most creatively satisfying issues of the title's first 
one hundred when Spidey defeats both Kraven and the 
Vulture at the same time. Not that this ish is any less 
satisfying than the story's climax! Now at the virtual 
height of his powers, Romita dominates when the action 
starts and only slightly less so during quieter moments 
of characterization (despite not quite getting the look of 
Peter Parker; even Ditko drew a more attractive Peter 
than the former romance artist at this point). Meanwhile, 
Lee's characterization of all the supporting players is 
right on the button with the main event this issue being 
Flash Thompson's draft party. All in all, it was no 
wonder that Spider-Man was quickly outpacing even the 
Fantastic Four in sales and popularity.

Strange Tales #155
“Death Trap!”; Jim Steranko (script/pencils/inks)
“The Fearful Finish!”; Stan Lee (script); Marie Severin 
(pencils/inks)

Scripter/artist Jim Steranko continued to do it all in the 
SHIELD half of Strange Tales #155 (April. 1967), even 
as his astonishing work garnered more and more fans 
to his side. And he deserved whatever attention he was 
getting, proving it with this issue's opening splash page 
showing Nick Fury and fellow agents being levitated 
via “vortex beam” into their Helicarrier headquarters! In 
addition, the panel was liberally sprinkled with textual 
information all topped off with the superlative: “A 
mighty Marvel spine-chilling suspense-charged SUPER-
THRILLER of menace, mayhem, and mystery!” Think 
Steranko was getting the type of Stan Lee hype, right? 
He sure was! More incredibly, the superlatives were 
well earned as Steranko has the helicarrier infiltrated by 
Hydra, even as Fury's closest associates are hypnotized 
to do Hydra's bidding! It all ends with Fury confined to 
quarters by none other than Pres. Lyndon Johnson! Hoo, 
boy! Steranko's inventive layouts and special effects 
were only icing on the cake (including panel 4, page 7 
which, strictly speaking, wasn't a special effect; it was 

Steranko's choice of coloring and the detail of his art 
that made the explosion of autofac look like one!). After 
all that, the Dr. Strange backup was again, a letdown. 
In fact, since the departure of Steve Ditko, Strange had 
been stuck in first gear and would stay that way until 
the arrival of Dan Adkins on the art. Bill Everett had 
been a huge disappointment and Marie Severin's warped, 
even goofy, figure work was woefully inadequate to the 
demands of thefeature. That said, she hadn't been helped 
over the past several issues by Stan Lee's story which 
featured Umar, the more evil sister of Dormammu. ho-
hum. The only good thing about this story sequence was 
the further development of Clea, the girl who helped 
Strange in an earlier battle with Dormammu. It was from 
these early beginnings that she'd become an important 
player down the road when Dr. Strange graduated to his 
own book. But for now, fans had to just muddle through. 

Tales of Suspense #88
“Beyond All Rescue!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“If Bucky Lives!”; Stan Lee (script); Gil Kane 
(pencils/inks)

The Iron Man feature in Tales of Suspense #88 (April. 
1967) is a great read with Stan Lee on the scripting 
chores as usual but the story leaves something to be 
desired. Yes, the Mole Man is a classic Fantastic Four 
villain, and yes, he enjoys the by now standard Marvel 
characterization, and yes, he qualifies as a super-villain 
but his main shtick involving coming from underground 
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Marie Severin began her career in comics as 
a colorist for the old EC comics line in the 
1950s. When she turned up at Marvel in the 
next decade, she at first provided the same 
services, until publisher Martin Goodman 
noticed her art in an article for Esquire 
magazine and asked editor Stan Lee why she 
wasn’t penciling any of their comics? The 
result: her first art assignment on the Dr. 
Strange feature for Strange Tales.



with the backing of his mole-like minions never really 
amounted to much. He was used a couple times by Lee 
and artist Jack Kirby to interesting effect back on the 
FF, but other than that, his appearances were seldom 
very arresting. And he's no more interesting here as 
Iron Man, trapped underground with Pepper Potts, 
has to fight off a typical fire-breathing monster before 
his climactic confrontation with Mole Man, whom he 
defeats by tricking him into overloading an experimental 
boring device causing it to explode. Sound familiar? 
How many times has that old saw been used? Yeah, 
Lee stumbled a bit here but the whole thing still comes 
out smelling like a rose, due mainly to the art of Gene 
Colan, whose art continued to amaze. It was another 
somewhat of a stumble for Lee on the accompanying 
Captain America feature where our hero is fooled 
by a message apparently sent by a still-living Bucky 
Barnes. It was the first time this trope was used by 
Lee, but it wouldn't be the last time Bucky seemingly 
survives WWII. More's the pity. In any case, it's all a 
set-up leading Cap into a trap where he's attacked by 
Power Man and the Swordsman. He defeats them of 
course, only to find out that he's the prisoner of the Red 
Skull! (As will be revealed in the next ish; this one 
simply ends with Cap exclaiming “You!” to a partially 
revealed figure.) Lee's scripting is top-notch despite 
the return of Bucky theme and Kane's artwork is quite 
tolerable especially in the design work for his souped-up 
machinery. He certainly could give even Kirby a run 
for his money in coming up with out-of-this-world 
mechanisms that had the appearance of actually being 
able to operate. His figure work still took some getting 
used to for fans accustomed to more anatomically 
acceptable artistic styles as those belonging to Kirby, 
Colan, Ditko, or Heck. But it was for sure that Kane had 
what it took to be a Marvel artist, far more so than his 
confreres back at the more stodgy DC comics.

Tales to Astonish #90
“To Be Beaten by Byrrah!”; Stan Lee (script); 
Bill Everett (pencils/inks)
“The Abomination!”; Stan Lee (script); Gil Kane 
(pencils/inks)

As it had been in the previous issue, so it was in 
Tales to Astonish #90 (April. 1967), namely, all 
the energy is with the Hulk backup feature rather 
than the visually uninteresting Sub-Mariner lead. 
There, scripter Stan Lee spotlights the return of 
old time Subby villain and evil cousin, Byrrah. 
(You guessed it! This was yet another in a long line 
of evil siblings/cousins a la Loki and Maximus.) 
A leftover from the 1940s editions of Sub-Mariner 
comics, Byrrah should've stayed there. As it was, 
readers were stuck with him for the duration. And 
since the credits this ish read simply “Produced 
with pageantry, presented with pride by Stan Lee 
and Bill Everett” with no designation of who 
came up with what, it's somewhat safe to assume 
that Everett may have had a hand in suggesting 
the return of Byrrah. Be that as it may, the evil 
cousin shows up to rabble rouse and convince the 
Atlantean citizenry to throw over Sub-Mariner 
for him. He succeeds, and when Subby challenges 
him to combat, Byrrah wins by cheating (natch!). 
Lee's scripting is his usual polished self but 
unfortunately, Everett's pencils (as inked by 
himself) still suffered with somewhat pedestrian 
layouts (giving a speech, Byrrah even reads from 
looseleaf notes...at the bottom of the sea yet!), 
cartoony faces, and dull anatomy. (To get an idea 
of how exciting this story could've been, just take 
a gander at this issue's dramatic Jack Kirby cover 
as inked by the incomparable Vince Colletta!) 
By contrast, Gil Kane's pencils and inks on the 
Hulk feature were overwrought and over-the-top. 
Maybe too much so with characters frequently 
conveying emotion by waving around clutching 
hands and standing with their mouths wide open. 
Kane's version of the Hulk also continued to suffer 
from an overly small and deformed head. But all 
that was made up for by the introduction of new 
Hulk arch-villain, the Abomination, who proceeds 
to knock the Hulk silly and kidnap Betty Ross! 
Here, Lee's scripting is much closer to the mark, 
energized no doubt by Kane's bravura performance. 
Fun Fact: Kane's appearance in the Marvel fold 
didn't go unnoticed by more discerning fans who 
immediately recognized his name and style. Among 
those was letter writer Bill Mantlo (who'd turn 
pro in the next decade when he himself joined the 
Bullpen as a Marvel scripter) who rhapsodized over 
Kane's cover for ish #87. Imagine his reaction when 
he learned that Kane took over Hulk in the very 
next issue?
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Post-Star Wars, artist Gil Kane teamed up 
with a succession of writers to produce an 
SF newspaper comic strip called Starhawks. 
The strip didn’t last long, from 1977 to 1981, 
but it did provide Kane with the opportunity 
to demonstrate his ability to come up with 
detailed, out of this world tech...an area in 
which he actually rivaled King Kirby in the mid 
to late sixties!



Avengers #39
“The Torment...and the Triumph!”; Roy Thomas 
(script); Don Heck (pencils); George Roussos (inks)

The Black Widow throughline continues in Avengers 
#39 (April. 1967) as the Assemblers learn that she has 
apparently returned to her communist masters when 
she steals some secret plans. Actually, it was all part 
of her new undercover SHIELD assignment that would 
culminate in a big way in Avengers #43-44. In the 
meantime, the team is attacked by the Mad Thinker, 
out to steal Tony Stark's secrets supposedly kept under 
wraps in the team's mansion. In doing so, the villain 
uses the services of a threesome who came under the 
names of Piledriver, Thunderboot, and Hammerhead. 
But as usual, the Thinker has not taken into account 
the X factor. In this case, the wild card comes in the 
form of Hercules, who rescues the Avengers and helps 
to defeat the Thinker's plans. It was a fun, fast-moving 
story, albeit somewhat in the dull DC comics tradition 
of dividing the team of heroes into separate units before 
uniting them again at the end, but Thomas compensates 
for that with an early example of his interest in matters 
dealing with continuity. Here, he includes a number 
of instances where characters mention other events 
happening in the Marvel universe, including why 
Captain America is not present for the current mission, 
and Hawkeye's past as a villain, as well as the Thinker's 
history as a foe of the Fantastic Four. Page 14 even 
features Hercules singing a song about his mythic 
twelve labors, an early example of Thomas' ability to 
compose ditties that would 
prove useful when he 
wrote scripts for Marvel's 
later Not Brand Echh, 
that included funny lyrics 
to be sung to the tune of 
popular favorites! Also 
not to be overlooked is the 
art by Avengers regular, 
Don Heck. Although fans 
were denied Heck's inks 
over his own pencils this 
time, George Roussos 
does a handy job here 
with a story that provides 
Heck with a tour de force 
that has lots of Goliath 
action!

X-Men #31
“We Must Destroy...the Cobalt Man!”; Roy Thomas 
(script); Werner Roth (pencils); John Tartaglione (inks)

A sub-plot hinted at a couple issues before comes to a 
head in X-Men #31 (April. 1967), when Ted Roberts' 
older brother Ralph appears on the scene. Ralph, it seems, 
is an overachiever and among his other inventions has 
designed a suit of armor based on radioactive cobalt that 
he thinks is superior to that of Iron Man's. Due to an 
earlier knock on the head, as well as exposure to radiation, 
Ted dons the suit and goes off his rocker forcing Scott 
Summers and Jean Grey to take action as Cyclops and 
Marvel Girl, but the Cobalt Man proves too much for 
them and they call in the rest of the team. This issue was 
a welcome relief from #30's fill-in art by Jack Sparling 
and the rushed nature of its Merlin based story by Roy 
Thomas. Here, Werner Roth is back on the pencils and 
though not exactly Jack Kirby, he was a vast improvement 
over Sparling. His action scenes continued to at least 
satisfy the discerning Marvel reader and his handling of 
Thomas' script with its characterization bits among the 
X team players is above par. In fact, it's those character 
bits that are the real attraction this ish, as Thomas moves 
each team member's personal arc forward. In particular, 
the Scott/Jean/Warren knot was finally untangled as 
the Angel bows out of the competition for Jean's favor 
leaving the field open for Scott. Then, without missing 
a beat, Thomas links Warren up with old flame Candy 
Southern who'd prove most durable as a girlfriend, still 
being with him well into the twilight years. Meanwhile, 
Bobby Drake and Hank McCoy are not neglected as 
they meet up with ongoing dates Vera and Zelda. There, 
Thomas again picks up the humor where he left off 
before, namely at the Coffee-a-Go-Go where the couples 
are regaled by the “poetry” of house bard Bernard: “Like, 
life is like a yo-yo...and mankind keeps tying knots in the 
string!” “Isn't he marv, Hank? He's our answer to Bob 
Dylan,” says an enraptured Vera. “Personally, I'm even 
a bit uncertain of the question,” replies Hank. But all's 
well that ends well as the Cobalt Man is kept from doing 
any real harm and Ralph learns a good lesson: “Tony 
Stark was right. Armor like Iron Man's is too powerful, 
too dangerous for most men to handle.” An observation 
that would hold true in the Marvel universe for some time 
until overthrown in the later twilight years. But unable to 
leave well enough alone, Thomas then leaves the question 
of the X-Men's secret identities open as the issue ends 
with a hint that Ted Roberts knows more than he should...

Strange Tales #156
“The Tribunal!”; Jim Steranko (script/pencils/inks)
“Umar Walks the Earth!”; Stan Lee (script); 
Marie Severin (pencils/inks)

The action and special FX were still on hand in 
Strange Tales #156 (May. 1967) as triple-threat 
Jim Steranko continued to wow his growing legion 
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George Roussos had been a penciling mainstay 
before the Marvel age, but then something 
funny happened: like fellow bullpenner Dick 
Ayers, he started doing more inking than 
penciling most notably over early efforts by 
Jack Kirby. Unfortunately, Roussos’ rough 
inking style wasn’t a favorite of fans and he 
was eventually replaced by Chic Stone. Marvel 
would later resurrect him as a colorist.



of fans. This time, agent Bronson kidnaps Laura 
Brown and takes her to Hydra Island for trial as 
a traitor to the organization. Meanwhile, a bomb 
planted in Nick Fury's quarters fails to kill him, 
due to the fact that he was never there! Instead, 
he'd been stowed away on Bronson's ship. But on 
Hydra Island, he's captured and in a spectacular, 
double-page spread closing out the chapter, learns 
that Bronson, leader of Hydra, is actually his old 
enemy from Sgt. Fury days, Baron Wolfgang von 
Strucker! Although Steranko's FX this time were 
more limited, their absence served to highlight 
his own impressive penciling prowess, beginning 
with an opening splash page right out of the '50s 
Wally Wood playbook. And another splash on page 
8 is a vertiginous view of Fury amid a Steranko-
ish expanse of gleaming, striated towers making 
up the futuristic Hydra Island: “...a multiplicity of 
lofty, tapering spires and tenuous conical needles,” 
rhapsodizes Steranko in a purplish style he made 
all his own. “A colossus of steeples and pyramids, 
of turrets, domes and obelisks...like towering 
evil fingers of steel and glass reaching upward as 
if to blot out the very stars above!” By contrast 
with that, the Dr. Strange feature was as dull as 
dishwater. (Sorry Stan!) There, the uninspired Umar 
plot continued to grind on with the uninteresting art 
of Marie Severin still on hand to slow things down 
even more. And no, the introduction of new baddie 
Zom (for whose depiction Severin's imagination 
completely failed) didn't help at all.

Tales of Suspense #89
“The Monstrous Menace of the Mysterious Melter!”; 
Stan Lee (script); Gene Colan (pencils); 
Frank Giacoia (inks)
“Back From the Dead!”; Stan Lee (script); Gil Kane 
(pencils/inks)

Good things don't last forever and, as had become 
the pattern for Marvel's double feature books, 
Tales of Suspense #89 (May. 1967) stumbled after 
a few incredible issues. As usual, the fault lay with 
penciler Jack Kirby who'd left Captain America 
once before returning again in triumph for the 
Super Adaptoid story-line. Now, he was gone again 
(maybe he was busy with the following year's 
annuals?), this time to be replaced by DC alum Gil 
Kane. Now for some things, Kane wasn't too bad. 
His concurrent fill-ins on the Hulk feature in Tales 
to Astonish were at least endurable. But for many 
other things, no worse artist could be found. And in 
particular, his style, filled as it was with deformed 
figure work, clutching fingers, and overwrought 
expressions, was just too jarring on Captain 
America coming as it did on the heels of the King 
himself. (The irony of the whole thing being 
that Kane was actually the DC artist best suited 
at the time for work at the more action-oriented 
Marvel Comics.) It was a huge disappointment, 
despite the entertaining tale concocted by scripter 
Stan Lee featuring the return of the Red Skull. It 
also included the first time that Bucky seemingly 
returns from the dead, a plot element that would 
be repeated ad nauseum over the years. However, 
readers weren't completely disappointed with this 
ish as the regular Iron Man lead feature was better 
than ever! Scripter Lee provides penciler Gene 
Colan with a fun story that reintroduces the Melter, 
one of those colorful super-villains that were all 
the rage back in the years of consolidation. With 
a power that was a natural in opposition to a hero 
encased in a metallic suit of armor, the Melter busts 
out of prison with a jury-rigged melting gun and 
makes a beeline to Stark Industries to force Tony 
into building him a new, miniaturized weapon 
with his miracle transistors. But as usual for many 
a Marvel tale, the real interest is what's happening 
in Stark's personal life. There, Tony finally 
figures out that Pepper Potts' affections are 
primarily reserved for Happy Hogan when she 
runs to him in tearful relief after he survives 
a factory accident. With that realization, Tony 
embarks on a whirlwind tour of the jet set, 
wonderfully encapsulated in a full page montage 
by Colan: “Oh, Tony! You're so utterly wonderful!” 
gushes a flattering debutante. “You're handsome, 
intelligent, wealthy, you've got everything a 
man could wish for.” “Sure, pussycat! You better 
believe it,” replies Tony, fully aware of the irony.
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Steranko’s work on the SHIELD strip was 
heavily influenced by the pop or op art 
movements of the 1960s, including work by 
such designer/artists as Bridget Riley, Victor 
Moscoso, Jasper Johns, Peter Max, Paul Rand, 
and Robert Rauschenberg.



Tales to Astonish #91
“Outside the Gates Waits...Death!”; Stan Lee (script); Bill Everett (pencils); 
Dan Adkins (inks)
“Whosoever Harms the Hulk...”; Stan Lee (script); 
Gil Kane (pencils/inks)

Once more, the attention grabber in 
Tales to Astonish #91 (May. 1967) 
is the Gil Kane penciled and inked 
Hulk feature. There, Kane continued 
to illustrate in his sharp, thin-lined, 
almost shadowless style (a departure 
from his slicker work over at DC 
where he was often inked by Sid 
Greene) and again impressed with 
his design work for out-of-this-

world machinery. 
Meanwhile, Stan 
Lee's script is fluid 
and on point as he 
manages to insert 
some drama and 
characterization into 
what is essentially 
a rematch between 
the Hulk and the 
Abomination. In 
particular, the 
scenes of Rick 
Jones desperately 

trying to reconnect with the Hulk's 
buried humanity are striking and 
even emotionally intense. In short, 
this was another winning entry for 
the Lee/Kane team on the Hulk. By 
contrast, Lee wasn't able to save the 
Sub-Mariner lead feature, even with 
new inker Dan Adkins on board to 
backup Bill Everett's pencils. Still 
saddled with Subby's evil relative, 
Byrrah, the story limps along with 
more tiresome Everett art that just 
wasn't doing it. Would a fresh 
start in the following issue with 
all Adkins art be an improvement? 
Stay tuned. 

Avengers #40
“Suddenly...the Sub-Mariner!”; 
Roy Thomas (script); Don Heck 
(pencils); George Roussos (inks)

Avengers #40 (May. 1967) was to 
be artist Don Heck's last hurrah on 
the title he first took over from Jack 
Kirby way back with issue #9 and 
that he'd been penciling ever since. 
For the most part, his tenure on the 
book had not been disappointing, 
but it all depended on the kind 
of inking he received. His work 
seemed to be less interesting when 
inked by Dick Ayers early on 
(although even then, it was still 
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Tales to Astonish #91, page 2: An artistically busy page by penciler 
Gil Kane whose own inks largely eschewed blacks and shadowing 
opting instead for a cleaner, open style that accentuated details 
such as those for faces and backgrounds. An often unheralded 
editorial skill is in the placement of word balloons in such a way 
that they are both unobtrusive and move the dialogue along in 
a clear and natural manner. Here, scripter/editor Stan Lee, with 
much to say, gives a master class in how it’s done!
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good) and much better under the more compatible inks 
of George Roussos, as can be seen here, but his best 
issues were those he inked himself. Next issue, Heck 
would be replaced by John Buscema as the former 
concentrated on the first Avengers annual. But for 
some reason after that, Heck was never returned to the 
regular book. He'd also draw the second annual down 
the road before taking over the X-Men for a spell. After 
that, it was the Captain Marvel book and later, in an 
ironic twist, he found himself doing the art chores on 
the Sub-Mariner's solo title. But truth to tell, by then, 
his peak had passed. That, however, was a couple 
years away. For now, Heck was still in top form as 
can be seen right here on this issue's cover image (that 
he inked himself). Inside, he hits the ground running 
with the story's opening splash page followed quickly 
by some character building scenes scripted by Roy 
Thomas. Meanwhile, the Sub-Mariner makes the scene 
as the Avengers (plus Hercules) go into action. But this 
time, it's Herc who gets the limelight as he does most 
of the fighting with ole Subby. As usual, Sub-Mariner 
by himself was a tough act to make interesting and 
Thomas is barely able to do it here. To spice things up 
a bit, he threw in the Cosmic Cube and an “amalga-
beast” to keep Goliath and Hawkeye busy. Meanwhile 
the Black Widow sub-plot proceeds apace as she steals 
an Air Force jet as part of her mission for SHIELD...

Daredevil #28
“Thou Shalt Not Covet Thy Neighbor's Planet!”; 
Stan Lee (script); Gene Colan (pencils); Dick Ayers (inks)

Scripter Stan Lee may have stumbled a bit this time 
(before and after Daredevil #28 [May. 1967], he and  
penciler Gene Colan were on a roll, creating one classic 
issue of the title after another, a situation that would go 
on for almost another two years, right until #50 when 
Lee gave up the writing chores on the book), but he 
sure made up for it with a wing doozy of a title! He 
called the story “Thou Shalt Not Covet Thy Neighbor's 
Planet” (a paraphrase of the original Biblical source, 
natch) and there was little doubt any other company 
but Marvel could have come up with one like it during 
those halcyon days! It conveyed just the right meaning 
for this otherwise out of place alien invasion story, 
as well as the tongue-in-cheek attitude effected by 
editor Lee across the Marvel line. Still, the story itself, 
despite being illustrated in Colan's usual high quality 
style, was a misstep for DD. Colorful but low energy 
super-villains combined with street level hoodlums had 
proven the perfect formula for the title and this detour 
into the otherworldly definitely felt out of place. In 
a somewhat ironically humorous tone, Lee has Matt 
Murdock lecturing at a local college about the legal 
implications if aliens ever visited the Earth. By sheer 
coincidence, some aliens do land on campus intending 
on taking over the planet by turning everyone blind. 
In a double coincidence, Matt happens to be blind and 

so, the alien ray doesn't affect his alter ego, allowing 
him to confound the aliens' plans. Colan starts the issue 
off with a nice cover showing DD frozen in a block 
of ice being hauled by a pair of haloed aliens before 
moving on to an opening splash page of Karen Page 
looking none too happy in contrast with a clownish 
“Mike” Murdock juggling in the background. Lee and 
Colan pile on the scene with another where Matt's 
“Mike” persona interrupts a date between Foggy and 
Karen as they clip clop through Central Park in a horse 
drawn buggy. “There's no more room up here,” warns 
the cabbie. “Relax, I'll pay you double fare,” assures 
DD. “All of a sudden there's room!” Then, as DD 
prepares to swing off, the cabbie reminds him “What 
about my fare?” DD's parting shot is “Foggy'll pay 
you. He's loaded!” Dick Ayers' inks are sufficient over 
Colan's pencils but better times were on the horizon. 
And speaking of better times, Marvel was beginning 
to ride high at the start of. 1967 with a note on the 
bullpen page announcing Lee and Chip Goodman, the 
boss' son, making an early trip to Hollywood to consult 
Gantray Lawrence about the Marvel cartoon show. 
That visit would only be a precursor to a more regular 
presence for Marvel in tinseltown later in the twilight 
years. In the meantime, merchandising was also on the 
uptick with a page in every Marvel comic completely 
devoted to it including T-shirts, stationary, and posters 
as well as a coupon to join the “super heroes club” 
which seemed to be another name for the ongoing 
Merry Marvel Marching Society (MMMS) that still 
published the names of new recruits on the bottom of 
the bullpen page.

“Thou shalt not covet they neighbor’s planet” 
may not have been strictly biblical, but maybe 
it should have been considering the number of 
times the Earth has been threatened with alien 
invasion in comics and elsewhere. One of the 
most notorious of which was chronicled in a 
trading card set released by Topps in 1962 
called Mars Attacks! Artists Wally Wood and 
Norman Saunders shared the art credits.
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X-Men #32
“Beware the Juggernaut, My Son!”; Roy Thomas 
(script); Werner Roth (pencils); John Tartaglione (inks)

This must have been the month for clever titles 
at Marvel! First there was Stan Lee's “Thou Shalt 
Not Covet Thy Neighbor's Planet” from Daredevil 
#28 and now, here's scripter Roy Thomas with 
“Beware the Juggernaut, My Son,” for X-Men #32 
(May. 1967). And like Lee's title taken from an 
unimpeachable literary source (the Bible, natch!), 
Thomas paraphrases his from Lewis Carroll's famous 
nonsense poem “Jabberwocky.” Whichever came first, 
the inspiration to quote from the poem or the desire 
to resurrect the X-Men's most powerful foe, it didn't 
matter because the Juggernaut was back. The story 
begins with a nice opening splash by penciler Werner 
Roth with a shadow of the Juggernaut cast on the wall 
of the Coffee-a-Go-Go, foreshadowing the danger 
to come. Inside, the X-Men in their civilian guises 
celebrate Iceman's eighteenth birthday and Thomas 
takes the opportunity to move forward on a number 
of character development fronts, including Bobby and 
main squeeze Zelda, Warren and new girlfriend Candy 
Southern, and the blossoming relationship between 
Scott and Jean. But before any of that can go too far, 
the action begins back at the school, where the team 
discovers that the power is out and the Professor is 
missing. (Unfortunately, Roth misses the opportunity 
for some extended Angel solo action. Oh, well.) After 
some confusion, they're ambushed by the Juggernaut, 
whom the Professor has kept comatose behind that 
locked door that readers were notified about in a past 
issue. Again, Roth manages to entertain with some 
big half-page illos before falling back on his old habit 
of squeezing too many characters in every panel. As 
always, he's strongest in the quieter moments. Still, if 
only for the character building bits, the X book under 
Thomas continued to be of interest despite seeming 
to drift away from the purely mutant sub-culture of 
earlier days. 

X-Men #33
“Into the Crimson Cosmos!”; Roy Thomas (script); 
Werner Roth (pencils); John Tartaglione (inks)

The action from last ish is continued in X-Men #33 
(June. 1967) as the X-Men split up to perform two 
vital tasks in their effort to defeat the Juggernaut. 
Scripter Roy Thomas once again displays his interest in 
continuity by at once hailing back to the origin of the 
Juggernaut from X-Men #12-13 and then fast forwarding 
to the Dr. Strange-verse, where the X-Men learn about 
the Ancient One and his association with the crimson 
gem of Cytorrak, the object that turned ordinary Cain 
Marko into the supernatural Juggernaut. And so, even 
as Cyclops and Marvel Girl enjoy their journey into the 
Crimson Cosmos and a fight with a creature called the 

Outcast, their teammates back in the real world keep the 
Juggernaut busy as he tries to make his way to Factor 
Three. It was a pretty jam-packed issue with the art done 
by Werner Roth nice but ill-served this time by the inks 
of John Tartaglione. Clearly, Roth's layouts were fine, 
especially when he uses big, quarter-page panels, but the 
finished art looks incomplete. Clearly what was needed 
was an inker who was either an artist in his own right 
or fearless in applying more of himself into the work. 
Pages 9 and 10, for instance, look more like coloring 
book art than comic book art. More detail and shading 
(as well as backgrounds) were needed to firm them up. 
It was this slimmed down art that, more than anything 
else, was holding back the X-book from Marvel's top 
tier of titles. Worse yet was this issue's cover by Gil 
Kane which was likely the worst cover art yet in this, the 
Marvel Age of Comics. True, it was rumored to be a last 
minute alteration to satisfy the Comics Code Authority 
(supposedly a depiction of the Outcast was deemed to 
scary) but that hardly excused the huge, ugly clutching 
fingers and an obese-looking Juggernaut that dominates 
the imagery while the stars of the book remain as tiny 
figures or simply representational floating heads. All in 
all, something was needed to really perk up the X book 
and get it back at least to the standard achieved only a 
few issues back during the Locust and Mimic stories. 

Strange Tales 
#157
“Crisis!”; Jim Steranko 
(script/pencils/inks)
“The End of the Ancient 
One!”; Stan Lee (script); 
Marie Severin (pencils); 
Herb Trimpe (inks)

The story was called 
“The End of the Ancient 
One” and if only it had 
been true! For many an 
issue, the Ancient One 
had been a drag on Dr. 
Strange, often acting 
in the role of deus ex 
machina. Unlike Aunt 
May over in Spider-Man 
(another Steve Ditko 
character) whose 
ongoing health issues 
provided added tension 
to underscore the hero's 
long list of problems, 
the Ancient One didn't 
need Strange. His 
wisdom and greater 
powers almost made 
Strange superfluous in 
his own stories. Thus, 
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Herb Trimpe began 
his long career 
at Marvel inking 
Marie Severin first 
on Dr. Strange then 
more memorably 
on the Hulk. Later, 
when the Hulk 
graduated to his 
own title, Trimpe 
would take over 
the art chores and 
remain on the book 
for years.



his seeming death in 
Strange Tales #157 
(June. 1967) came as a 
relief. Unfortunately, 
though it appears the 
Ancient One dies here, 
he really doesn't. But 
for now, Strange is on 
his own battling Zom 
and eventually facing 
a new supernatural 
entity on the order of 
the personification of 
Eternity, this time called 
the Living Tribunal! 
Penciler Marie Severin's 
work this ish was as 
ugly as her past entries 
but she did manage an intriguingly simple design 
for the Tribunal as revealed on the final page of 
this issue's story. Herb Trimpe makes his debut 
in the bullpen inking Severin (but not helping her 
much). Trimpe had just been discharged from the 
Air Force and sought out fellow School of the 
Arts classmate John Verpoorten. He was told that 
Marvel was looking for some office help that would 
also mean some freelance art assignments. He took 
the job and wound up here for his first art job. 
Soon enough, he'd take over the penciling of the 
Hulk from Severin and stay with the character for 
years. But as usual for Strange Tales, the star of 
the book was another newcomer, Jim Steranko, who 
continued to provide full service on the SHIELD 
lead feature including scripting, penciling, and 
inking.  There, his ongoing story has Nick Fury 
a prisoner of the Supreme Hydra, who is now 
revealed as Baron Strucker. Here, the name of the 
game is action, and non-stop action that climaxed 
on page 7 wherein the artist takes a leaf from Jack 
Kirby's book by dividing the page into a nine-
panel grid, showing a step-by-step battle between 
Fury and an assortment of Hydra goons. The whole 
thing is topped by a full-page, monochromed 
effect created by “one of SHIELD's most potent 
weapons,” a hallucination cube! Wow! Stunned 
readers could well have wondered where Steranko 
was coming up with this stuff! The whole thing 
ends on another cliffhanging note as Fury is about 
to be ground to hamburger by Strucker and his 
Satan claw!” Hoo, boy!

Tales of Suspense #90
“The Golden Ghost!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“And Men Shall Call Him Traitor!”; Stan Lee (script); 
Gil Kane (pencils); Joe Sinnott (inks)

As usual, while artist Jack Kirby was absent from Captain 
America, penciler Gene Colan shined all the brighter! 
Stan Lee's script for the latest Iron Man installment called 
for our hero to don his original robotlike armor in order 
to tackle the revived menace of the Melting Man. After 
some preliminaries wherein Stark is left for dead, the 
Melter challenges an army of police outside the factory 
while another army of Stark's girlfriends are held at 
bay outside the plant. Then, amid the chaos, Iron Man 
makes the scene and defeats the Melter. It was another 
thoroughly satisfying actioner by the incomparable team 
of Lee and Colan. In contrast, Lee stumbles with the 
Captain America backup in Tales of Suspense #90 (June. 
1967). There, he sticks readers with the return of the Red 
Skull who off and does the impossible, namely scooping 
out a chunk of Manhattan and lifting it into the air with 
nary any property damage! It was stuff like this that a 
more down-to-Earth Marvel wasn't supposed to be doing. 
That kind of stuff was usually left to the Distinguished 
Competition. In the meantime, Joe Sinnott's inks added 
some weight to Gil Kane's pencils, which were okay 
except for the Red Skull having too big a head for his 
body, something Kane was also having trouble with on 
the Hulk. Although Kane's style seemed too wild and 
uncontrolled to be the perfect kind of Marvel artist, he 
was still the best of the rest that DC comics had to offer 
after editor Lee had recruited all of his old staffers back.   

Tales to Astonish #92
“It Walks Like a Man!”; Stan Lee (script); Dan Adkins 
(pencils/inks)
“Turning Point!”; Stan Lee (script); Marie Severin 
(pencils); Frank Giacoia (inks)

It was likely with a collective sigh of relief that readers 
discovered upon turning back the cover to Tales to 
Astonish #92 (June. 1967) that artist Bill Everett 
was nowhere to be seen on the inside. Instead, he was 
replaced by newcomer and Wally Wood assistant Dan 
Adkins who both penciled and inked the Sub-Mariner 
story here. And what a difference in quality he made! 
Right off, figures are regularly proportioned and of heroic 
stature and women such as the Lady Dorma are attractive 
again. There's definitely some of the Wood influence 
in Adkins' work, but that's not a bad thing as he goes 
to town on page 7 with a full splash depicting Atlantis 
like it had never been seen before. All in all, the quality 
of the artistic presentation was several notches up from 
the Everett issues. Things were looking up for the Sub-
Mariner in a way they hadn't since the departure of Gene 
Colan. And away from the dull Byrrah story-line, Stan 
Lee's script this ish was also much improved involving 

76   Marvel Comics in the Late 1960s

“Jumbo” John Verpoorten, as he was 
affectionately known to fans, joined the 
Marvel bullpen in 1967 as an inker. His 
style was often heavy handed, but somehow 
attractive, especially the few times he worked 
over Jack Kirby’s pencils. Later, he became 
the company’s production manager and traffic 
coordinator, a position he held for many years.



notice and goes into action. As the battle rages between Thor and Replicus, 
Sykes and Chuda have a falling out when the former admits that he plans to 
use Replicus to take over the country. But though he's a crook, Slugger still 
has an affection for the good ole US of A and in a fight with Chuda, ends up 
killing both of them. When the lab explodes, Replicus falls over and his battle 
with Thor is ended, in somewhat of a trite ending to a tale that was mostly 

an awakened It and subsequent 
confusion between Sub-Mariner and 
an American submarine as to who 
was attacking whom, a situation with 
the potential to reignite war between 
Atlantis and the surface world. 
Unfortunately, the same good things 
couldn't be said about the art on the 
Hulk backup feature which continued 
to suffer under the pen of Marie 
Severin. There, despite some helpful 
inks by Frank Giacoia, Severin's work 
still favored disproportionate figures 
and even goofy postures such as the 
one of the Hulk throwing a punch on 
page 7, panel 3. (A style that would 
prove more suitable 
to the upcoming 
Not Brand Echh.) 
Lee's script, setting 
up a confrontation 
next issue between 
the Hulk and 
Silver Surfer, is 
good but without 
decent visuals, it's 
sometimes hard to 
enjoy completely. 

Mighty Thor #141
“The Wrath of Replicus!”; Stan Lee 
(script); Jack Kirby (pencils); 
Vince Colletta (inks)

Amidst Thor's latest sojourn on 
Earth and taking a breather from 
all the fantasy goings on in Asgard, 
readers were treated to a great run 
of single issue stories of which 
Mighty Thor #141 (June. 1967) 
was the centerpiece. Sandwiched 
between Thor's battle with Kang 
and the Growing Man last ish and 
next issue's tangle with the Super-
Skrull, we have here “The Wrath of 
Replicus!” Stan Lee's scripting of 
course, is wonderful, and Jack Kirby's 
pencils are as power packed as ever, 
but the story itself leaves a leeetle bit 
to be desired. That's because it has 
a somewhat familiar plot in which a 
gangster (Slugger Sykes) teams with 
a mad scientist (Chuda) who has 
built a robot he calls Replicus that is 
intended to defeat Thor. Slugger likes 
the machine even more as it goes on 
a campaign of robbery that police 
can't stop. Being on Earth, Thor takes 
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Mighty Thor #141, page 10: Meanwhile, back on the flagship books, 
penciler Jack Kirby was still wowing Marvelites with the kind of 
action only he could deliver. Still inked by Vince Colletta, Kirby 
was most comfortable within the standard six or four panel grid 
format (with the occasional full page splash of course), but the 
energy contained inside those solid panel borders could barely 
have been contained using any other more fluid shape!
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an excuse for Kirby style 
action. Also familiar was 
Slugger's habit of buying 
a gardenia every day from 
Granny Gardenia. But all 
that didn't matter when 
you had Lee's script that 
always lifted even the most 
mundane of stories above 
the norm and made them 
seem fresh and exciting 
and Kirby's art and pacing 
(inked by Vince Colletta) 
that fairly burst off the page 
as antagonists traded a bevy 
of bludgeoning blows! By 
contrast, even though the 
Tales of Asgard backup 
feature seemed to garner more attention from Kirby and 
Colletta and featuring as it did the advent of “Alibar and 
the Forty Demons,” it still took a back seat to the more 
down to Earth goings on in the lead feature. It was a 
dichotomy for sure as the two stories represented the two 
halves of Thor's readership, those who preferred sheer 
fantasy to those whose cup of tea was Earth bound super-
villains. Which would eventually prevail? Only Lee and 
Kirby could tell and as the title continued to unfold, they 
tried to have it both ways!

Avengers #41
“Let Sleeping Dragons Lie!”; Roy Thomas (script); 
John Buscema (pencils); George Roussos (inks)

It represented a sea change, for sure. When John Buscema 
took over the art chores on the Avengers from Don Heck, 
there was definitely a sense that an era was passing. The 
foundational years of Jack Kirby, Steve Ditko, and Don 
Heck were slowly giving way to the peak of the grandiose 
years that would soon enough segue into the early twilight 
period. The transition was marked by the arrival of a 
number of new faces in the bullpen as artists like Gene 
Colan, John Romita, Werner Roth, Jim Steranko, Dan 
Adkins, and John Buscema arrived to ease the burden on 
the veterans. And though no one knew it at the time, not 
even scripter Roy Thomas (and maybe not even editor 
Stan Lee), Buscema's arrival on Avengers #41 (June. 
1967) would become a permanent assignment. Originally, 

he was given the job to give Heck the time to work on the 
upcoming Avengers Annual #1, but for some reason when 
the time came for his return, Lee found other places to 
use Heck and before readers knew it, Buscema became a 
fixture on the regular Avengers title. Not that it was a bad 
thing. No doubt Heck had been at the peak of his powers 
when he left (and he had the fan following to prove it), 
Buscema was no slouch, either. Catching on quickly to 
the new Marvel action style, his first issue here bore the 
marks of a more than successful adaptation. The story by 
Thomas was also a humdinger bringing back as it does 
Diablo and Dragon Man and providing opportunity for 
outsize action for both Goliath and Hercules in tackling 
the fire breathing Dragon Man while their teammates 
faced off against the potion-throwing Diablo. To be sure, 
George Roussos' inking over Buscema was not the best 
of matches, but that would soon be taken care of with the 
arrival of Vince Colletta and later of Tom Palmer. Here, 
Roussos' inks seem to take the edge off of Buscema's 
work, softening it somewhat and robbing it of some of 
its raw energy. But plenty of that energy is on display 
when Buscema has Goliath go into solo action vs. Dragon 
Man on pages 14-17! And how! Nothing on Heck, 
but Buscema's Goliath here comes off as convincingly 
powerful, what with his rippling muscles and correct 
Michaelangeloesque anatomy. If only the artist had been 
on hand for stories like this back when Giant-Man starred 
in Tales to Astonish! But this story was too big to be 
contained in a single issue and continues next ish just 
as the Black Widow sub-plot does. Speaking of which, 
Thomas gives over a number of pages to the Widow's 
ongoing mission for SHIELD, which is obviously shaping 
up to some big, climactic, soul satisfying Avengers 
issues down the road. How can it not as she (and readers) 
are informed of the latest Chicom secret weapon, the 
psychotron! 

Avengers #42
“The Plan...and the Power!”; Roy Thomas (script); 
John Buscema (pencils); George Roussos (inks)

The powerhouse creative team of scripter Roy Thomas 
and penciler John Buscema return for a second outing 
in Avengers #42 (July. 1967) as the team winds up its 
battle with Diablo and the Dragon Man. While Thomas 
provides a script that demonstrated how quickly his style 
was adapting not only to standards set by editor Stan 
Lee, but to the increasingly stripped down style that was 
quickly becoming the norm during the grandiose years, 
while Buscema continued to prove to die hard Don Heck 
fans why he was a worthy successor to his predecessor 
on the art chores. Once again, Thomas provides Goliath 
with a starring role first as he wades in after Diablo and 
then defends the villain against his teammates. But the 
standout action sequences this time around are reserved 
for Hercules' battle with Dragon Man. First, on pages 
9-10 where Buscema widens the scope of the fight with 
big, quarter-page panels (“Naught that lives could have 
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Although Vince Colletta’s reputation has 
suffered in recent years after it was noticed 
that while inking pencilers like Jack Kirby, he 
saved time by leaving out much of what the 
artist had drawn, during Thor’s golden age his 
cross hatched, thin lined style came closest 
to capturing the airy feel of Kirby’s raw, 
unvarnished pencils. A skill appreciated at the 
time by many a fan.



deep red background, all that was notwithstanding the rather gnarled posture 
of a Dr. Strange that was confined to the bottom right of the image. Inside, the 
Tribunal was no less impressive in the handful of shots given him by Severin, 
including a daring page 6 that actually managed to suggest the cosmicism of 
the Dr. Strange originator: artist Steve Ditko. Otherwise, the rest of the art 

survived such a fearful pummeling,” 
declares a confident Hercules just 
before his head is smashed into a 
cliff by Dragon Man. “By the zestful 
zither of Zeus!”), then on page 18 
where the artist takes a full half-page 
illo to show Herc tossing Dragon 
Man around like a rag doll! Even 
inker George Roussos got into the act 
with some nice blacks that really gave 
the illusion of weight and mass to 
Dragon Man, making Herc's throwing 
him around seem actually impressive! 
Finally, Buscema 
was given his first 
chance to draw 
Captain America 
as the Sentinel of 
Liberty makes a 
surprise reappearance 
for a last-minute 
save. With only 
a couple pages, 
Buscema proved that 
he was likely the 
best artist so far in 
this, the Marvel Age 
of Comics, to handle Cap outside of 
Jack Kirby himself. Meanwhile, not 
to forget the ongoing Black Widow 
sub-plot, the Avengers learn that she 
was on a mission for SHIELD for 
the last several issues and that she's 
now a prisoner behind the bamboo 
curtain. What to do? Go on a rescue 
mission, of course, which will lead 
into the first truly out and out classic 
tale produced by the team of Thomas 
and Buscema. After issues #43-44, 
Kirby and Heck's stands on the title 
would be placed permanently in the 
rear view mirror and a string of some 
of the all time best Avengers sagas 
quickly followed!

Strange Tales #158
“Final Encounter!”; Jim Steranko 
(script/pencils/inks)
“The Sands of Death!”; Roy Thomas 
(script); Marie Severin (pencils); 
Herb Trimpe (inks)

The stark simplicity of Marie Sevein's 
design for the Living Tribunal on the 
cover of Strange Tales #158 (July. 
1967) worked in her favor as its 
haloed figure stood out prominently 
against Stan Goldberg's choice of a 
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Avengers #42, page 18: Mere months after returning to the 
Marvel fold, artist John Buscema broke with his Jack Kirby 
provided layouts on the SHIELD strip to bust loose with his own 
brand of action! In the past, the inks of George Roussos didn’t 
prove very satisfying over Kirby’s pencils, but here, over Buscema, 
his rough inks seem to accentuate this mythologically brutish 
battle between Hercules and the Dragon Man.

1967



was Severin's usual disappointing effort. Taking over the 
scripting from Stan Lee, editorial assistant Roy Thomas 
manages to make something of the goings-on with a story 
involving the shearing of Zom's forelock that somehow 
causes the latent mystical powers of average mortals 
to manifest themselves as evil and so, the Tribunal has 
judged the Earth to be unsalvageable. Strange begs to 
correct his mistake and is given some time (as determined 
by a giant hour glass) to save the world. The Strange tale 
as it had developed since the conclusion of the Umar 
story-line had become convoluted under Lee and Thomas 
was only to be admired 
for taking its disparate 
elements and making some 
sense out of them. But the 
fate of the world hangs on 
whether Zom's forelock 
was cut or not? Pretty far 
out! Far out in another 
sense, was the SHIELD 
lead story by triple-threat 
man Jim Steranko (he 
wrote, penciled and inked 
the whole furshlugginer 
thing). There, Nick Fury 
battles the Satan claw 
wearing Baron Strucker 
and defeats him. Then, in 
a double switcheroo, Fury 
impersonates him, gets 
the hordes of Hydra to kill 
their own leader (in the 
belief that he was Fury), 
and escapes with Laura 
Brown even as Hydra Isle 
is destroyed once and for 
all. Yeah, that's all! Once 
again, illustrated with the 
artist's unique, over-the-
top style, Steranko delivers 
another thrilling chapter 
in the SHIELD series. But 
the question remained: 
how could he top this? 
Fun Fact: Marvel comics 
in these years continued 
to penetrate the world 
of pop culture with elements of this issue's Dr. Strange 
story appearing on the cover of rock group Pink Floyd's 
album cover for Saucerful of Secrets! It wasn't the first 
and wouldn't be the last rock and roll album cover to avail 
itself of Marvel imagery.

Tales of Suspense #91
“The Uncanny Challenge of the Crusher!”; Stan Lee 
(script); Gene Colan (pencils); Frank Giacoia (inks)
“The Last Defeat!”; Stan Lee (script); Gil Kane 
(pencils); Joe Sinnott (inks)

Once again, the highlight of Tales of Suspense #91 
(July. 1967) is the lead Iron Man story by scripter 
Stan Lee and penciler Gene Colan. Yeah, this issue's 
villain wasn't exactly hot stuff (a communist nation 
standing in for Cuba produces a serum that can turn 
a person into a human powerhouse, the result of 
which is immediately dispatched to the US to defeat 
freedom's most visible champion, namely ole shell 
head!) but what Colan did with it was (as usual) 
phenomenal! Aided and abetted by inker Frank 
Giacoia, Colan barrels through this single issue story 

like gangbusters! And 
Lee wasn't exactly off his 
game, either, producing 
dialogue that breezes 
the reader along with 
effortless skill, right up to 
the very end of the story 
where he matter of factly 
drops the news of the 
marriage of long running 
supporting characters 
Happy Hogan and Pepper 
Potts! Lee was also on 
hand for this issue's 
Captain America backup 
where his writing skills 
managed to smooth over 
a penciling job by Gil 
Kane and  inked by Joe 
Sinnott. Here, at least, 
Lee manages to dispense 
with the kidnapping of 
New York City by the 
Red Skull and continues 
the story on more credible 
grounds., this time with 
the Skull hypnotizing the 
crew of a nuclear sub in 
order to take it over for 
himself. But Cap manages 
to gain the upper hand 
anyway and the menace 
of the Skull is seemingly 
over for good. It was an 
entertaining story but 
Kane's art just didn't cut it 

for Captain America. What it needed was an injection 
of Jack Kirby style, red, white, and blue action and 
thankfully for fans, the King was warming up in the 
bullpen! Meanwhile, there was all kinds of news 
from hither and yon on this month's Bullpen Bulletins 
page, among which was a Stan's Soapbox that was 
largely given over to MMMS member Mark Evanier 
who lamented the disorganized state of the fan club. 
His suggestion? To create a series of officers for 
the club who'd earn their rank through an ascending 
hierarchy of acronyms from RFO (Real Frantic One) 
given to any purchaser of Marvel comics to MM 
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What this cover image for Pink Floyd’s A 
Saucerful of Secrets (released in 1968) had 
to do with saucers, flying or otherwise, is 
anyone’s guess, but for dyed in the wool 
Marvel fans at the time, any acknowledgment 
of their heroes by wider society was nothing 
less than soul satisfying. Surprisingly, album 
jacket designer Storm Thorgerson, chose a Dr. 
Strange figure drawn by Marie Severin rather 
than Strange creator, Steve Ditko. Go figure!
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(Marvel Maximus). MEO (Marvel's earthbound Odin) 
would be reserved to ole Stan himself. Lee expressed 
enthusiasm for the idea and presented it to Marveldom 
assembled for discussion and debate, the long and 
short of which would see the system adopted (with 
minor changes) and published on every Bullpen Page 
for months to come. It was only the most recent 
example of how Lee related to the company's fans 
giving them real input into the goings on. Evanier 
himself would later become involved in the disastrous 
Marvelmania fan club before joining Jack Kirby as an 
assistant after the artist moved to the West Coast.

Tales to Astonish #93
“The Monarch and the Monster!”; Roy Thomas 
(script); Dan Adkins (pencils/inks)
“He Who Strikes the Silver Surfer!”; 
Stan Lee (script), Marie Severin (pencils); 
Frank Giacoia (inks)

Scripter Roy Thomas had the better of it in Tales 
to Astonish #93 (July. 1967) as he was teamed with 
up and coming artist Dan Adkins. Even better, 
Adkins was also inking himself in a nifty tale that 
included the Sub-Mariner vs. the US Navy in the 
form of a nuclear submarine. Throw the monstrous 
being known only as It into the mix and you have a 
thoroughly entertaining story that allowed plenty of 
scope for Adkins to show off his stuff (that included 
a full page splash at one point). Clearly, the Wally 
Wood trained artist was going to be someone to 
watch! Unfortunately, the same enthusiasm couldn't 
be extended to cover this issue's Hulk backup story 
by Stan Lee. Oh, sure, Lee's scripting was up to 
snuff, but in an historic first encounter between 
the Hulk and the Silver Surfer, it was only to be 
regretted that Jack Kirby couldn't have been drafted 
to handle the art. Instead, readers had to satisfy 
themselves with the less than interesting Marie 
Severin on the pencils. Her work somewhat stiffened 
by the inks of Frank Giacoia, Severin in a couple 
of places manages to at least suggest Kirby (mainly 
on this issue's cover and the story's opening splash 
page) but the rest is just uninspired at best. But 
despite such setbacks, Marvel was marching on. 
This issue's bullpen bulletins page, for instance, 
announces that a deal had been struck to present 
reprints of Marvel comics in England, thanks to that 
country's Oldham Press. And on the domestic front, 
with the demise of Marvel's first attempt to break 
into television via Gantray Lawrence, a new contract 
was signed with the ABC network to air half hour, 
fully animated cartoon shows featuring the Fantastic 
Four and Spider-Man. The FF cartoon in particular 
would be noteworthy for actually adapting stories 
direct from the comics. As Lee celebrated on the 
bullpen page, “Who says this isn't the Marvel Age 
of World Take-Over?”

Sgt. Fury and His Howling 
Commandos #44
“The Howlers’ First Mission!”; Roy Thomas/Gary 
Friedrich (script); John Severin (pencils/inks)

Like Wally Wood before him, editor Stan Lee 
thought enough of artist John Severin to give 
triumphant notice of his arrival in the bullpen on the 
cover of Sgt. Fury and His Howling Commandos #44 
(July. 1967). And the hoopla didn’t stop there: on the 
opening splash page, the credit box is headed by a 
gushing welcome to Severin while the new penciler 
gets another spotlight credit at the foot of the credit 
box! Was all that coverage really necessary? Well, 
since the rather more lackluster Dick Ayers had taken 
over the art duties on the title ever since following 
Jack Kirby’s departure with issue #7, the arrival of 
a new, more accomplished artist could only be an 
improvement. And while Ayers forte might be said 
to have been westerns rather than war, Severin’s past 
experience was more definitely in war comics and so 
likely to be a better fit for Sgt. Fury. In fact, Severin 
had made his reputation as a war artist way back 
in the days of EC comics before migrating over to 
Marvel precursor, Atlas, where he rendered the same 
services (in addition to westerns!). He disappeared 
from regular comics for a time when he worked for 
such humor mags as Mad and Cracked even as he 
dabbled for Marvel on early installments of the Nick 
Fury, Agent of SHIELD feature in Tales to Astonish. 

Detailed in style and meticulous in historical 
accuracy, artist John Severin’s major 
contributions to the Marvel age of comics 
were his pencils on early installments of Nick 
Fury, Agent of SHIELD, and his inks over Dick 
Ayers for Sgt. Fury, Herb Trimpe for the Hulk, 
and sister Marie for King Kull. After leaving 
Marvel for a while, Severin would return in 
the late 1980s to pencil and ink Semper Fi, 
a war comic based on the exploits of the 
US Marine Corps.
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Among the group of new faces that broke into comics in 
the late 1960s, particularly at Marvel, Dan Adkins joined 
Jim Steranko and Barry Smith just as the number of 
titles published by the company 

exploded. Long established 
characters received their own 

books, new horror and romance 
anthologies were launched so there 

was plenty of work both in penciling and 
inking. And inking was how Adkins first broke 

in at Marvel, earned his bona fides, and was eventually 
rewarded with the penciling chores first on Sub-Mariner 
and then on the Dr. Strange feature in the waning issues 
of Strange Tales.
     But by the then, Adkins was not a stranger to the 
industry. Having begun his art career while in the Air 
Force, his early work started to appear in fanzines and 
science fiction magazines before he landed a position as 
assistant to former Daredevil artist Wally Wood. He was 
still there when Wood launched the  T.H.U.N.D.E.R Agents 
for Tower Comics doing both inking and penciling. When 

Tower folded, he made the 
move to Marvel where his clean, sharp, and often 
shadowy style revitalized the Dr. Strange strip. The 
artist said that at first, he was instructed by editor 
Stan Lee to draw the strip the way original artist Steve 
Ditko did. And though he started out that way, he 
soon evolved his own style. A dark, moody style that 
he used in a string of installments in Strange Tales and 
continued into the character’s first solo title.
     Then controversy struck.
     Readers had begun to notice familiar tropes in 
Adkins’ art that they soon identified as “swipes.” 
Although permitted on a limited basis by the unwritten 
code of comics artists, some felt that Adkins had gone 
too far in the lessons learned at the Wood studio. 
The artist himself said that it was the only way he 
could keep up with the workload. Be that as it may, 
his penciling work dwindled and inking assignments 
grew. But that too was a blessing for fans as his lush 
inks enhanced many another penciler including most 
famously, Gil Kane.
     In addition, Adkins own studio sponsored 
assistants became fan favorites after they joined Marvel 

as professionals including Val Mayerik, Paul Gulacy, and Craig Russell, each of 
whom enjoyed Adkins’ sturdy inks at one time or another.

Dan Adkins
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Now, however, he was 
back on a seemingly 
permanent basis as the 
penciler of Sgt. Fury 
(and eventually, as inker 
over Herb Trimpe’s 
Hulk). Unfortunately, 
that duty would only 
be temporary as with 
issue #47, he’d revert 
to simply inker with 
the return of Ayers to 
full pencils. So was the 
hoopla justified? Besides 
the brevity of Severin’s 
stay on full pencils, his 
stiff, overly detailed 
style wasn’t suited for 
superheroes, Marvel’s bread and butter. Certainly, 
as an inker he could be outstanding over others. 
His work over Kirby on SHIELD in Astonish was, 
well, astonishing! And so was his work over sister 
Marie’s pencils on Kull the Conqueror (and how!). 
His inks over Trimpe’s pencils on the Hulk went a 
long way to making that book worthier to look at, 
to say nothing of his inking over Ayers’ pencils on 
upcoming issues of Sgt. Fury and later on Captain 
Savage. With this issue of Sgt. Fury, however, his 
style was on full display with action scenes more 
dynamic than Ayers, his accurate rendering of the 
machines of war, and the detail he placed in uniforms 
and facial expressions all made Severin perfect for 
a war book. That said, the artist had arrived just in 
time to illustrate a key story in the Fury mythos: 
namely the Howlers’ first mission! As noted in the 
credits, Roy Thomas wrote the prologue and epilogue 
with newcomer Gary Friedrich taking over when 
Howler Reb Ralston begins to recount the main 
part of the story. Friedrich submits a seamless job 
here as the writing assignment is passed to him 
from Thomas. As the first mission, it wasn’t much 
different than most other Howler suicide missions 
except readers learn how the unit acquired the name 
“Howlers” (Hint: it derives from the “rebel yell” of 
Civil War fame) as well as how Winston Churchill 
himself rewarded them by naming them after his own 
nation’s elite commando units. All in all, the Sgt. 
Fury title was still going strong for those readers still 
not fully on board superhero express!

X-Men #34
“War...In a World of Darkness!”; Roy Thomas 
(script); Dan Adkins (pencils/inks)

Dan Adkins seemed to be everywhere this month! He 
penciled and inked the Sub-Mariner over in Tales to 
Astonish and now here he was doing the same for X-Men 
#34 (July. 1967). Not that there was any complaining to 
do! As much as readers may have liked Werner Roth's 
efforts on the title, it was a sad fact that the artist had 
peaked some issues back. And because the X title was 
still one of Marvel's bottom feeders, it didn't warrant 
the attention of anyone better than artists such as the 
apparently washed up Jack Sparling. The thinking in 
Marvel's editorial office was likely that if Roth was 
unavailable, then a rookie was good enough to fill in for 
him on the X-Men, thus, the reason we find newcomer 
Dan Adkins on the art here. Luckily, however, there 
was a miscalculation: Adkins may have been a newbie, 
but he was a darn good newbie, instantly vaulting over 
such veterans as Bill Everett, Gil Kane, and Werner 
Roth. A former assistant to Wally Wood, his mentor's 
style was instantly identifiable in Adkins' work, but there 
was nothing wrong with that! If a new artist had to start 
somewhere, it was best to begin by being influenced by 
the likes of Wood or Jack Kirby. Adkins begins here 
with a pretty nice cover before diving inside to produce 
some Wood-based figure drawing. He really opens up 
the story with a drawing of a factory complex that takes 
up half of page 4 before the action moves underground 
as the team goes after subterranean villain, Tyrannus. 
Yeah, boring right? No argument there, as scripter 
Roy Thomas takes readers on one more diversion from 
the looming threat of Factor Three. So, anyway, it's 
dullsville plotwise as the X-Men tackled both Tyrannus 
and the Mole Man plus a giant robot to rescue Ralph 
Roberts. It was only to be regretted that a good up and 
coming artist like Adkins was wasted on this kind of a 
tale. Which was made even less interesting as Thomas 
continued to move the team away from the secret war 
involving mutant related threats. Occasional diversions 
such as the Locust and El Tigre were okay (at least they 
filled the bill as colorful super-villains), but not on a 
regular basis. It was one of the reasons why the X-Men 
continued to flounder, searching for all those Marvel 
fans who were making books like Spider-Man and The 
Fantastic Four best sellers.  

Strange Tales #159
“Spy School!”; Jim Steranko (script/pencils/inks)
“The Evil That Men Do!”; Roy Thomas (script); 
Marie Severin (pencils); Herb Trimpe (inks)

Move over Jack Kirby! Not roughly, but with much 
respect. The reason he needed to make room was 
due to the fact that suddenly there was someone else 
in the bullpen (besides a rising John Buscema) who 
was almost as perfect as he was in depicting Captain 

Voted in as the United Kingdom’s Prime 
Minister just in time to shepherd his people 
through the trials of World War II, Winston 
Churchill was nevertheless a rare commodity 
in the Sgt. Fury strip. But when he did finally 
appear, it was for the important task of giving 
the squad the second half of its name! Wonder 
if he was also in on naming the Maulers?
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America in all his glory: Jim Steranko! In something 
of a reset for the SHIELD series after the end of 
Hydra in the previous issue, Strange Tales #159 
(Aug. 1967) takes readers back to school as Steranko 
reacquaints them with SHIELD's HQ beneath the 
streets of New York. (The one that's accessed 
through a barber shop front, natch.) But before 
giving the two bit tour, Steranko re-introduces the 
players, including Gabe Jones, Dum Dum Dugan, 
Jasper Sitwell, and Nick Fury himself. On hand 
as well is former daughter of the Supreme Hydra, 
Laura Brown, whom Steranko continues to tease as 
a possible romantic interest for Fury. That is, until 
new agent Contessa Valentina Allegro de Fontaine 
is introduced later in the story! But before all of 
that, readers are given some additional biographical 
detail on Fury's life (he grew up on Yancy Street!) 
including the presence of a brother who'll loom 
large after Fury was eventually awarded his own 
title. In the present though, Fury is introduced to 
“the Gaff,” SHIELD's answer to James Bond's Q. 
The Gaff would seemingly replace Tony Stark as the 
organization's chief inventor and be responsible for 
some of the most outre weapons and gadgets that 
were due to crop up as the series unfolded. Artwise, 
Steranko continued to wow fans, beginning with an 
opening splash page using a photo background of 
Times Square (a trick he uses off an on as the story 

unfolds), a near full page illo of Fury's ultra modern 
apartment, and a full page montage of SHIELD 
agents undergoing a variety of outrageous training 
exercises (many of which seem to echo Steranko's 
own career as a former escape artist). But surely, 
the highlight of the whole story was Fury's hand-to-
hand tussle with Captain America, which Steranko 
handles almost as wondrously as the King himself! 
It's here, with Cap's athleticism and exaggeration 
of body movements, that Steranko demonstrates 
his artistic influences from Kirby to Golden Age 
legend Alex Schomburg. All in all, it was another 
great installment  in the series and one that surely 
whetted the appetite of fans for more, more, more 
of Steranko's SHIELD! But pity poor Marie Severin 
who had to follow up such a virtuoso performance. 
Still on the Dr. Strange stories, she was inked here 
by Herb Trimpe. Roy Thomas is still on the scripting 
chores as he winds up leftover plot elements from 
Strange's meeting with the Living Tribunal, namely 
putting the kibosh on the group of awakened mystics 
calling themselves the Circle Sinister. That is, until 
the umpteenth appearance of Baron Mordo. ho-hum. 
Fun Fact: For this issue's SHIELD chapter, editor 
Stan Lee is credited as producer while Steranko is 
given kudos for “script and cinematography.” A 
fitting description for the source of the writer/artist's 
basic influences.

With a background in newspapers, Gary Friedrich was 
more or less prepared when 
friend Roy Thomas, then assistant 
editor at Marvel, suggested he try 
his hand at writing comics. But not 
at Marvel. Moving to New York City, 
Friedrich began his new career at Charlton 
Comics where he ended up scripting the revamped 
Blue Beetle drawn by famed Spider-Man artist, 
Steve Ditko. Soon, however, he found himself 
at Marvel where he began a celebrated run on 
Sgt. Fury and His Howling Commandos as well as 
the short lived Capt. Savage and His Leatherneck 
Raiders. Friedrich worked on many other features 
for Marvel including The Monster of Frankenstein. 
Most notably, however, he co-created an updated 
Ghost Rider who rode a motorcycle rather than 
a horse.

Gary Friedrich
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Sgt. Fury and His Howling Commandos 
#45
“The War Lover!”; Gary Friedrich (script); 
John Severin (pencils/inks)

Scripter Gary Friedrich continues the tradition of over 
writing in Sgt. Fury and His Howling Commandos #45 
(Aug. 1967) in a hard hitting tale about “The War Lover.” 
Somewhat of a variation of the Stan Lee scripted tale told 
back in ish #11 with “The Crackdown of Captain Flint,” 
this issue guest stars one Paul Ryan, a general’s son 
who’s fanatical about combat. Captured by the enemy, the 
Howlers are charged with rescuing him from a German 
POW camp. Only problem is, once rescued, Ryan takes 
every opportunity to tackle the enemy, even at the risk 
of the lives of everyone around him. This leads to a 
number of dramatic moments that include a climactic fist 
fight in an English pub between him and Fury. Friedrich 
succeeds in giving the tale a grittier feel than Lee’s 
version with much room given over to character beats 
among the Howlers and new additions Eric Koenig and 
sister, Ilsa. “The War Lover” is one of a series of stories 
written by Friedrich that earned recognition among fans 
as more realistic, even controversial, takes on the usual 
fantastically impossible missions the Howlers were used 
to getting. And justly so. This time for instance, there’s 
an underlying theme involving the dehumanization of the 
enemy, much as was being charged against US forces 
in Vietnam toward the Viet Cong and the NVA. Adding 
to the grittiness was John Severin’s detailed, scratchy 
style that seemingly left no empty spaces in his crowded 
panels. But his major strength turned out to be in the 
facial expressions given the cast that proved instrumental 
for such intense, character driven stories. All in all, Sgt. 
Fury was not only one of Marvel’s best produced but 
largely unsung products, it was, at the time, probably the 
best war mag in all of comicdom.

Not Brand Echh #1
“The Silver Burper!”; Stan Lee (script); Jack Kirby 
(pencils); Frank Giacoia (inks)
“The Fastest Gums in the West!”; Roy Thomas (script); 
Marie Severin (pencils/inks)
“The Human Scorch vs. the Sunk-Mariner!”; Stan Lee/
Roy Thomas (script); Ross Andru/Bill Everett (pencils); 
Mike Esposito (inks)
“A Day of Blunder!”;Gary Friedrich (script); 
John Severin (pencils/inks)

Looking forward to the day when the company would 
be unleashed from the limited number of titles it was 
allowed to sell by its distributor, Marvel launched Not 
Brand Echh #1 (Aug. 1967). Titled after the teasing name 
by which editor Stan Lee frequently referred to Marvel's 
competitors, the new comic debuted as a regular 12 cents 
title before being expanded to 25 cent size with issue #9. 
Apparently, it was assistant editor Roy Thomas' idea to 
do a parody comic that would target every company that 

published comics equally, but editor Stan Lee decided 
to keep the new mag focused on Marvel's heroes which, 
of course, didn't keep writers from bringing in other 
company's characters to guest star with those of Marvel's. 
The idea for the book actually wasn't terribly original. 
After all, Thomas had surely been familiar with Mad 
magazine which covered much the same ground and 
even more, its original EC incarnation that often did 
parodies on comic strip characters. As a result, the gist 
of Not Brand Echh's parodies would adhere closely to 
the precedent set by those early Mads. And although 
Thomas would be the primary scripter on the series, 

If a single story lampooning Superman back 
in 1953 was enough to launch Mad Magazine 
on a decades long run, why not a whole 
magazine devoted to lampooning super-heroes 
on a regular basis? By this time, an often self 
deprecatory Marvel felt confident enough in 
its hold on readership to poke fun at itself 
(and others!) on a regular basis. Thus, Not 
Brand Echh! Now, with no holds barred, editor 
Stan Lee went wild with cover blurbs often 
jamming Brand Echh with a dozen or more...
even crowding them into the corner ID box!
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Lee himself wrote the lead-off tale here in conjunction with artist Jack Kirby 
and fittingly, they parodied the recent FF story that had Dr. Doom stealing 
the Silver Surfer's powers. Kirby would only be the first of a regular lineup of 
Marvel artists moonlighting for Not Brand Echh and therein lay a conundrum 
for fans: readers had come to love such favorite creators as Kirby and Gene 
Colan and though they liked them everywhere they showed up (for the most 
part), it was disconcerting if not very satisfying to see them more or less 
wasting their time drawing parodies when they could be doing more pages 

of more serious stories set in the 
regular Marvel Universe. For others, 
like John Severin or Bill Everett, the 
wastage didn't seem so acute. In fact, 
one artist who didn't impress on the 
superheroes but found her niche here 
was Marie Severin. With an art style 
of rubbery figure work and strange 
facial expressions, she turned out to 
be perfectly suited to the material. 
It was also not coincidental that 

Severin had already 
established herself 
as an office cut-up 
drawing humorous 
and sometimes 
cutting caricatures 
for the personal 
amusement of 
bullpen members. 
Here, she draws her 
very first tale for 
Not Brand Echh but 
certainly not her last 
with “The Fastest 

Gums in the West,” a parody of 
Marvel's western heroes. Overall, the 
humor in Not Brand Echh was pithy 
and well written, even funny a lot of 
the time, if, that is, the reader was 
familiar with Marvel's characters. 
(“Absolutely the funniest, most 
satirical humor I ever read or wrote,” 
Lee is quoted on the cover, to which 
Thomas replies “Funny, that's 
just what I was gonna say!”) For 
certain, the book was an “insiders'” 
Marvel comic (despite topical 
references everywhere), testifying 
to the company's arrival at a place 
where its characters were familiar 
to enough readers to support such a 
comic even to the point of making 
imaginary mascot, Irving Forbush, 
not only an occasional walk on 
character, but the star of some of 
his own stories. He even makes the 
cover of this first issue as our heroes 
cower in fear and panic at the sight 
of him!

Tales of Suspense #92
“Within the Vastness of Vietnam!”; 
Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“Before My Eyes, Nick Fury Died!”; 
Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)
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Tales of Suspense #92, page 7: Penciler Jack Kirby loads this page 
with the kind of action that got him crowned the king of comics! 
Don’t you love it that by keeping panels 2-5 somewhat sparse it 
gave him time to lavish more attention on panel 1, even to the 
point of giving the floor a checkerboard, barber shop finish? And 
Joe Sinnott’s solid ink lines were nothing to sneeze at either!
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Move over Jim Steranko! Sure, Steranko had just proven 
over in Strange Tales that he was the best choice to 
take the reins over from Jack Kirby if the King was 
unavailable to draw Captain America (and he'd do just 
that after Cap was finally awarded his own title later in 
1969) but let's face it, no one, no one, could draw Captain 
America like Kirby could! And the master proves it 
here, in spades, as he arrives on the scene just in time 
to take over Cap's half of Tales of Suspense #92 (Aug. 
1967) from the less than stellar Gil Kane. And with him 
came a whole new storyline as Nick Fury is apparently 
assassinated by a robotic android. Of course, it was all 
a set up that Cap had blundered into. Agent 13 has been 
infiltrated into AIM and part of her convincing them that 
she was loyal was to provide the target for AIM's robot. 
Now Sharon Carter's life is in danger and Cap will have 
to make amends by rescuing her, thus providing the 
opening for one of the greatest Captain America stories of 
all time! Inked by his FF cohort, Joe Sinnott, Kirby's art 
here is as exquisite as it could possibly be. With liberal 
use of big, quarter-page panels, Kirby doesn't stint on 
the action and perfectly captures the grandiose style right 
on this issue's cover image as Cap bursts in on the AIM 
robot who apparently has just killed Fury! But if all that 
wasn't enough to make this ish a must buy for any Marvel 
fanatic, there was also the lead Iron Man story drawn by 
Gene Colan and inked by Frank Giacoia! As with the Cap 
feature, Stan Lee was doing the scripting as he provides 
one of the best IM stories in a long time, one that would 
equal in interest and excitement the Cap story going on 

in the other half of the book. (You guessed it, Tales of 
Suspense was again at the top of the heap of Marvel's trio 
of split books!) Here, Iron Man travels to Vietnam where 
he's asked to neutralize commie mad scientist Half-Face. 
After breaching the villain's castle and overcoming a 
number of odds, IM still must face whatever secret super 
weapon Half-Face has cooked up. What is it? That'll have 
to wait till next ish! Again, Colan is at the top of his game 
here not only for his IM action but also for his accurate 
depiction of American soldiers and Special Forces, as 
well as a cool shot of Half-Face's castle as it broods atop 
a lonely hill. Nice! Fun Fact: As giddily perfect as this 
issue is, it does come with a flaw. A Marvel trademark, as 
editor Lee was wont to say. It happens on page 9, panel 5 
of the Cap story wherein our battered hero tells the AIM 
robot: “Only one of us is gonna walk out of here, under 
his own steam...” before continuing on to page 10, panel 
1: “...and it won't be me!” But considering how Kirby 
had marked up Cap's face in the first panel, indicating 
how tough a fight he'd been in, the addled hero might be 
forgiven his blunder!

Tales to Astonish #94
“Helpless at the Hands of Dragorr!”; Roy Thomas 
(script); Bill Everett (pencils/inks)
“...to the Beckoning Stars!”; Stan Lee (script); 
Marie Severin (pencils); Herb Trimpe (inks)

Oh, how the mighty had fallen! Aside from high quality 
scripting from Roy Thomas and Stan Lee respectively, 
the Sub-Mariner and Hulk each were accompanied by 
art from Marvel's least interesting pencilers. Where this 
month's Tales of Suspense soared, Tales to Astonish #94 
(Aug. 1967) remained grounded in the art department. 
That said, Everett's hiatus from the Subby feature (spelled 
wonderfully last ish by Dan Adkins, who also did this 
issue's cover) seemed to do him some good. He returned 
with a new spurt of energy that left hints of the artist 
who inked those wonderful installments of the Hulk back 
when Jack Kirby was still doing the layouts. Although 
body language was still awkward, facial features were less 
cartoony and more attention was given to details such as 
the rivets in  metal bomb casings, etc. Everett was helped 
with a more interesting story-line by Thomas, involving 
a revolution on the mythical island of Dragorr. Still, this 
was a long way from Adkins' work on the feature, let 
alone Gene Colan's. Likewise, penciler Marie Severin also 
seemed to have improved her game on the Hulk backup 
with a nice-looking opening splash page and better detail 
and figure work in a story that sees the Hulk going up 
against the High Evolutionary. Though both features still 
lacked the visual delight provided by other artists than 
Everett and Severin, there was evidence of improvement 
here (the good scripting goes without saying), but would 
there be enough time for the artists to complete their 
respective learning curves? By this time, the life spans of 
all three of Marvel's split books were numbered with only 
about a half dozen left before the end...

1967

Of course, the original inspiration for SHIELD’s 
barber shop entrance to its secret headquarters 
was The Man From UNCLE’s innocent looking 
tailor shop. Now imagine this quiet scene from 
the TV show being smashed to smithereens 
by a Kirby style robotic killing machine! By 
1967, the spy craze in general, and The Man 
From UNCLE in particular, were still going 
strong with the new Girl From UNCLE show 
premiering that very year.
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X-Men #35
“Along Came a Spider!”; Roy Thomas (script); 
Werner Roth (pencils); Dan Adkins (inks)

Werner Roth was back at the top of his game in X-Men 
#35 (Aug. 1967), or was it due to the inks of Dan 
Adkins? (A newcomer to the bullpen who seemed to be 
everywhere this month!) Or was it due to a solid story 
by Roy Thomas involving another one of those Marvel 
misunderstandings that end up with the heroes fighting 
each other until calmer heads prevail? Whatever the 
combination, it worked to provide long-suffering X 

fans with a break from the off-and-on nature with an 
installment that was (almost) everything they could have 
hoped for. Almost, because, hey! Jack Kirby or John 
Buscema on the art would have made it perfect, but you 
can't have everything, after all. Anyway, this ish kicks 
off with a really nice cover by Adkins who managed to 
channel both Kirby (on the X figures) and Steve Ditko 
(on the Spider-Man figure). The more than satisfying 
art continued on the inside where Adkins was joined 
by Roth for another lead up chapter in the Factor Three 
sub-plot. (Would it ever mature into the main story-
line? Thomas wasn't telling!) In the meantime, our story 
opens with the re-introduction of the Banshee, who 
manages to warn the X-Men something about a spider 
before being captured by Factor Three. Afterwards, the 
X-Men are led to a deserted mill where they find Spidey 
and automatically associate him with the Banshee's 
warning. (Actually, the “spider” is a Factor Three robot 
which Spidey destroys just prior to the X-Men showing 
up.) A fight ensues, giving Roth and Adkins a chance 
to shine. Though Spider-Man himself is handled a bit 
awkwardly at times, Roth finally manages to break up 
the cast of characters and avoid crowding them all into 
every panel, making for more visually pleasing panel-
to-panel continuity. If only it could've continued like 
this, but Roth's work was scheduled to be interrupted 
with fill-ins over the next several issues (just in time for 
the climactic Factor Three encounter...rats!). When he 
finally returned, whatever fire had been lit under him 
here was extinguished, after which he'd be relegated 
to an “origins of the X-Men” backup feature wherein 
whatever appeal he'd once had as a Marvel artist had 
totally collapsed.

Strange Tales #160
“Project: Blackout Part 1”; Jim Steranko 
(script/pencils/inks)
“If This Planet You Would Save!”; Richard Marais 
(script); Marie Severin (pencils); Herb Trimpe (inks)

Even though his next story-line would be somewhat 
more miss than hit (the return of Marvel's fifties Asian 
bad guy, the Yellow Claw), scripter/penciler/inker Jim 
Steranko still delivers the visual goods for SHIELD in 
Strange Tales #160 (Sept. 1967) From its opening splash 
page, that's a mix of collage and drawings to arresting 
layouts populated with zipatone effects and in-your-
face oversized panels (not to mention guest star Captain 
America), Steranko's fans were surely not disappointed. 
On the other hand, Dr. Strange fans likely were. There, 
Marie Severin was still on the pencils for the master of 
black magic and again inked by Herb Trimpe. In a tale 
picked up from where Roy Thomas left off, bullpen 
newcomer Richard Marais tries to make do with what he 
was given, in which all the world's evil magic is drawn 
into the body of Baron Mordo as part of a plan to get 
rid of it all by Strange. But Strange should have known 
better than to trust the evil baron!

With a dramatic cover like this one with 
Spider-Man front and center (even if his back 
was turned, there would be no mistaking that 
costume!), a bump in sales for X-Men #35 was 
guaranteed! Although Werner Roth was still 
on duty inside, this cover image was the work 
of newcomer Dan Adkins who was obviously 
channeling Steve Ditko for the Spidey figure. 
His positioning of Cyclops is also suspicious, 
but who cared? It all worked to make this 
image one of the best of the mid-range X covers.



Tales of Suspense #93
“The Golden Gladiator and the Giant!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
Into the Jaws of...A.I.M.!”; Stan Lee (script); Jack Kirby (pencils); 
Joe Sinnott (inks)

Which feature to start with? Iron 
Man or Captain America? It was a 
tough choice for readers at the time 
because the creative partnerships of 
both were simply at the tippety top 
of the Marvel pyramid in Tales of 
Suspense #93 (Sept. 1967)! Stan Lee 
and Gene Colan on Iron Man as he 
faces off with a more powerful than 
ever Titanium Man while stuck in a 
madman's castle deep in the jungles 
of Vietnam or the Stan Lee and Jack 
Kirby opus that was set to reveal 
Cap's next classic villain? Which 

should the discerning 
fan read first? Well, 
if they were of an 
orderly mind, they'd 
simply start reading 
after turning over 
the dramatic Colan 
designed cover to 
find out how Iron 
Man gets out of his 
latest dilemma. But 
no sooner than they 
do, they're hit with a 
series of magnificent 

Colan panels, culminating with 
the Titanium Man's blockbuster 
appearance in a full page splash on 
page 3. Wow! As the action unfolds, 
readers are filled in on the origin of 
Half-Face (along the way) and learn 
his diabolical plan to have Titanium 
Man slaughter a nearby village so 
that American bombers can take 
the blame! But if readers thought 
nothing could top the wonderfulness 
of the Lee/Colan Iron Man story 
that leads off this ish, then they 
were sorely mistaken! If anything, 
the Captain America backup was 
even more scrumptious with Jack 
Kirby on the art and inked by his FF 
partner, Joe Sinnott, in a tale that 
continued from the previous issue 
where Cap is on a mission to rescue 
Agent 13 from the clutches of AIM. 
Here, Kirby opens things up with 
a spectacular full-page shot of Cap 
underwater encased in something 
only the King could have come up 
with: a “SHIELD long distance 
mini-cruiser!” Taken prisoner by 
AIM, Cap revives and goes into 
an immediate Kirby free-for-all 
with panel after panel of smashing, 
athletic action even as other panels 

Tales of Suspense #93, page 5: Yes! Iron Man breaks out the 
ole roller skates in this kinetic action page by Gene “the Dean” 
Colan as embellished by Frank Giacoia. Complementing the action 
is scripter Stan Lee’s effortless dialoguing that easily captures 
both the drama of the moment and IM’s desperate plight. The 
combination of both Colan and Lee prevented readers from putting 
this story down,  they were literally compelled to turn the page.
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are furnished with patented Kirby scientific gadgetry. 
To top it all off, readers learn that there's a single 
mastermind behind all the yellow garbed AIM goons, 
someone even they fear: MODOK! “How much longer 
can we live like slaves, serving the one we created?” 
asks one of the renegade scientists. “If only AIM had 
never been reborn. Eternal defeat was better than the 
yoke of MODOK!” So the big question readers were 
left with was: Who's MODOK?” They'd find out soon 
enough, but not here! This story was most definitely, to 
be continued! 

Tales to Astonish #95
“The Power of the Plunderer!”; Roy Thomas/Richard 
Marais (script); Bill Everett (pencils); Vince Colletta 
(inks)
“A World He Never Made!”; 
Stan Lee (script); Marie Severin 
(pencils); Herb Trimpe (inks)

Editor Stan Lee must have been 
feeling his oats (or at least rising sales 
figures) for the two stars of Tales to 
Astonish #95 (Sept. 1967), because 
not only did he tweak the masthead 
(giving the Hulk lead billing), but 
plastered an over-exuberant “Go, 
Go, Go Hulk!” blurb on the cover! 
And truth to tell, although her figure 
work was as awkward and unsettling 
as ever, Marie Severin's image 
(colored by Stan Goldberg) of a red 
colored High Evolutionary within his 
bubble-topped evolvo-ray machine 
against a stark, light yellow to white 
background does manage to capture 
the eye. Inside, her teaming with 
Herb Trimpe on the inks seemed 
to be slightly more attractive than 
usual. Was she finally getting the 
hang of this superhero stuff, or what? 
Her work was further strengthened 
by Lee's story in which the Hulk is 
captured by the High Evolutionary 
and whisked off into space. Why? The 
High Evolutionary wants to evolve 
Bruce Banner “into the type of being 
that will walk the Earth a million 
years from now!” And what would 
that mean for his Hulk persona? Hoo, 
boy! Meanwhile, Bill Everett was 
still on the pencils for the Sub-Mariner lead feature with 
no visible improvement in his art over previous issues. 
Even the inks of Vince Colletta didn't seem to do him 
much good. To be fair, though, the story by Roy Thomas 
with scripting by the fleeting and little known Richard 
Marais wasn't anything to inspire the best in an artist. 
Here, Thomas once again revives the boring Plunderer 

from his literary grave where relieved fans left him 
over in Daredevil. Worse, the story was continued with 
a threat by the creative team to have Subby chase the 
Plunderer into the Savage Land. Oh, the humanities!

Daredevil Special #1
“Electro, and His Emissaries of Evil!”; Stan Lee (script); 
Gene Colan (pencils); John Tartaglione (inks)

It was a return to greatness of sorts, at least in regards 
to the content of Daredevil Special #1 (Sept. 1967). 
That is, after a couple years in which reprints began 
to fill up the pages of Marvel's annuals, the annuals 
this year were filled with new material, a situation 
trumpeted by editor Stan Lee on the cover here with 

a blurb declaring “Not a single 
reprint!” That made this issue a true 
gem for eager fans not even counting 
the fact that not only was regular 
DD script writer Lee on duty here, 
but also regular penciler Gene 
“the Dean” Colan. Thus, fans were 
graced with an expansive, 
39-page lead story wherein five of 
Daredevil's most colorful enemies 
team up to do him in, including Stilt 
Man, Matador, Leap Frog, Gladiator, 
and Electro as the leader of the 
Emissaries of Evil. (Ya gotta hand 
it to Marvel for coming up with the 
jazziest super-villain team names!) 
It was Lee's usual trick for first-time 
annuals, the same that he'd done with 
Spider-Man's first and the upcoming 
Avengers Special. And with 38 pages 
to play with (and not much in the 
way of sub-plots or interpersonal 
characterization used in the regular 
title), Colan really went to town, 
frequently using really big panels 
dotted here and there with full-page 
splashes to show DD in full-bore 
athletic action against his colorful 
foes. Inked by John Tartaglione, 
Colan's pencils turn out to look 
what they look best at, dark and 
shadowy (especially notable in his 
vertiginous night time shots of the 
big city). Really, the only complaint 
anyone might have with this story 
is that there were so many villains 

that not enough time for each one to shine. Storywise, 
it all hangs together with Lee's script as breezy and 
witty as fans would expect by now: “You lousy, loud-
mouthed creep,” shouts a frustrated Leap Frog at DD. 
“Just wait, I'll shut you up for good.” Whereupon he 
slaps DD with a flippered foot. “There! What do you 
say to that?” “Well, if I didn't know better, I'd say 

90   Marvel Comics in the Late 1960s

Rather than original 
content, reprints were 
the order of the day at 
Marvel’s Distinguished 
Competition during the 
1960s. DC used its annuals 
and specials (whose 
numbering sometimes 
followed that of the 
regular monthly titles) 
primarily to feature past 
stories or stories from 
previous decades.



you're a very unfriendly person,” replies DD, completely unphased by the 
blow while returning the favor, in spades! But those 39 story pages weren't 
all! There were also DD fun fact pages including “Inside Daredevil” 
and “blueprint for an all-purpose billy club; “An Explanation” of DD's 
identity as Mike Murdock; pin up pages of Foggy and Karen (signed by 
Karen of course, sigh); and more pin up pages of DD's rogues' gallery. 
Finally, and perhaps best of all, was another annual tradition, the five page 

spoof of how Lee and Colan create 
Daredevil. This time entitled “At 
the Stroke of Midnight” by Lee and 
Colan. All in all, if fans had any 
complaints about this package, 
well, they needed to have their 
heads examined!

Avengers Special #1
“The Monstrous Master Plan of 
the Mandarin!”; Roy Thomas 
(script); Don Heck (pencils); 
George Roussos (inks)

On the heels of the new Daredevil 
Annual (or Special as Marvel was 
calling their annuals this year) came 
the Avengers Special #1 (Sept. 
1967). And like its immediate 
predecessor, it too was hailed as 
having “not a single reprint” with a 
lead story that stretched a massive 49 
pages and the rest filled with extras 
such as pin-up pages, a double-
page cutaway view of Avengers 

mansion, and a two 
column text feature 
detailing the bios 
of scripter Roy 
Thomas and penciler 
Don Heck. Whew! 
And Thomas' story 
did not disappoint, 
beginning with the 
fact that it featured 
the first meeting of 
the current Avengers 
and the original 
Avengers as well as 

the usual team of past super-villains 
ganging up to defeat the Assemblers 
once and for all. This time, the 
super-villain line up included the 
Mandarin, Power Man, Living 
Laser, Swordsman, Enchantress, 
and the Executioner. One drawback 
to Thomas' plot was, again, his 
penchant for dividing the Avengers 
into separate teams and having them 
tackle counterpart villains before 
bringing them all together again 
for a slam-bang finish. This is the 
type of plot set up frequently used 
for DC's Justice League of America 
and pioneered by its precursor, 
the Justice Society of America of 
the 1940s, a team and era beloved 
to Thomas. The problem is that 
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Daredevil Special #1, page 7: As in the precedent set by artist 
Steve Ditko way back in the now classic Spider-Man Annual #1 
(that featured the Sinister Six), not only does this first DD 
annual feature a similar line up of past Daredevil villains (The 
Emissaries of Evil!), but penciler Gene Colan also spotlights them 
in full page splashes suitable for framing!

1967



such a plot denies readers the very reason for picking 
up a team book in the first place, namely seeing their 
favorite heroes intermingling all in one place. Granted, 
the number of heroes and villains here are unwieldy but 
something could have been done to keep them more or 
less together rather than breaking them up into teams. 
That said, it was fun seeing the original team members 
together again and uniting with the newbies. Thomas 
even remembers to include such inconsequential details 
as Goliath's name change not being known by his former 
teammates: “Giant-Man!” gasps Iron Man after first 
setting eyes on the ten foot figure. “The name's Goliath 
now, big boy,” corrects the Wasp. “But you can still call 
me the Wasp!” Meanwhile, Heck's artwork was as good 
as it got without his own inks (George Roussos was on 
hand for that chore) and the expanded story pages gave 
him ample room for the occasional splash page and 
action shots. In particular, his handling of Goliath was 
still top-notch. Unfortunately, a sour note was struck 
with the Mandarin's new skin tight costume which made 
him look like any other mundane super-villain instead 
of the unique mastermind he was. Fun Fact: A strange 
thing happened on page 48, panel 3. There, someone 
in the office must have replaced Heck's art with a stat 
of the Avengers from the Jack Kirby drawn cover of 
Avengers #25 albeit reduced in size. What gave?

X-Men #36
“Mekano Lives!”; Roy Thomas (script); Ross Andru 
(pencils); George Roussos (inks)

There was one last detour from the ongoing Factor Three 
sub-plot in X-Men #36 (Sept. 1967). This time, it was in 
order for the team to raise needed funds to finance a trip 
to Europe to take on Factor Three. But while performing 
for donations in Greenwich Village, the Beast and Iceman 
are implicated in a plot by villain Mekano (sporting an 
exoskeleton) to demolish the local library. Needless to 
say, the X-Men manage to stop him after which he's 
revealed to be rich man's son Tom Regal who'd gone into 
action to grab the attention of a neglectful father. But 
all's well that ends well when a grateful and chastened 
Regal Sr. helps finance the X-Men's trip to Europe. The 
story by scripter Roy Thomas wasn't exactly inspired 
(why Thomas was hitting all the marks on The Avengers 
and not here, despite keeping the X-Men's private 
lives and loves interesting, was a mystery). Maybe the 
overall quality of the art just wasn't doing it for him. 
Sure, Werner Roth could be good at times, but at other 
times, not so much. If that was the case, then surely the 
art in this issue by Ross Andru was even less so. A DC 
comics veteran, Andru had spent most of his time there 
penciling war comics such as Gunner and Sarge and 
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Although Ross Andru is most remembered for his long run 
penciling the Amazing Spider-Man for Marvel in the 1970s, he 

actually began his career back in the 1940s. 
But he truly entered the consciousness of fans 
in the 1950s and early 1960s after he joined DC 
comics. Though he served primarily as an artist 
for the company’s war comics, he was no stranger 
to super-heroes becoming the penciler on the Wonder Woman 
comic for nearly a decade. He was also the primary artist on 
the company’s Metal Men title as well. But in the late 1960s, 
Andru began to branch out. He first appeared at Marvel as a 
potential fill in artist for John Romita on Spider-Man, a character 
he first drew for Marvel Super-Heroes #14. It would prove to be 
an auspicious beginning. Andru also drew a number of issues 
of the X-Men and later Doc Savage. But by then, he’d taken over 
the regular Spider-Man book from Romita where he remained 
for good or ill, for a number of years. But throughout his career, 
Andru’s style was always quirky and unattractive with doubtful 

anatomy and cartoony, masklike faces. His work on Spider-Man was a definite 
step down in quality for a strip that was accustomed to the best and would mark a 
prolonged downturn in the strip’s artistic fortunes.

Ross Andru



top, nightmarish sequences climaxed on page 5 with a big panel 4 showing 
our hero standing while overlooking a body of water with a Saturn-like 
planet accompanied by its several moons, sinking into it. Meanwhile, the 
plot by scripter Raymond Marais finds Strange marooned in an unfamiliar 
dimension along with Victoria Bentley, with whom he defeats a giant ant 

superhero titles like the Metal Men 
and Wonder Woman, none of which 
were improved by his work. Andru 
was another one of those industry 
workhorses whose style never seemed 
to rise above the mediocre. He got the 
stuff in on time and that was the most 
important thing to harried editors. But 
in Andru's case, his work was worse 
than merely mediocre, it was just 
plain ugly. Moreover, so distinctive 
in its ugliness that even heavy inkers 
couldn't disguise the fact. Worse yet 
for Marvel fans, Andru would go 
on later in the twilight years to take 
over the art chores on the Spider-Man 
book from John Romita and making 
for a long, bland, painful run on the 
title. This ugliness can be seen here 
right off on the opening splash page 
with the Beast landing with his feet 
in a bad guy's face. The stiff figures, 
unnatural foreshortening, and two-
dimensional quality of the work is 
just tough to look at. And this awful 
work continues for the following 
twenty pages. It was for sure, the 
X-Men title would never get out of 
Marvel's basement this way! 

Strange Tales #161
“Project Blackout: Part II: The 
Second Doom!”; Jim Steranko 
(script/pencils/inks)
“And a Scourge Shall Come Upon 
You!”; Raymond 
Marais (script); Dan 
Adkins (pencils/inks)

It was Dan Adkins to 
the rescue in Strange 
Tales #161 (Oct. 
1967)!  Last month, 
Adkins seemed 
to be everywhere, 
and this month was 
shaping up to be no 
different as he took 
over the penciling 
chores on Dr. Strange from Marie 
Severin (who, perhaps, found herself 
busy with the new Not Brand Echh 
title). It was a lucky break for fans 
who suffered long enough beneath 
Severin's unattractive figure work. 
And right off, the difference told 
as Adkins immediately launched 
Strange into a series of over-the-
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Strange Tales #161, page 6: One of artist Jim Steranko’s less 
flamboyant pages for the Nick Fury, Agent of SHIELD strip! And 
don’t forget, by this time Steranko was also scripting his SHIELD 
stories choosing the first person this time to heighten the tension 
in Fury’s battle with the Yellow Claw. Although not in Kirby or 
even Gil Kane’s class when it came to designing out of this world 
machinery, Steranko’s shinier, more organic look was still enough 
to dazzle the eye!

1967



before encountering the entity known as Nebulos! Maybe 
it was in contrast with Severin's often unimaginative 
approach that did it, but Adkins' work here is just a 
delight for the eye: even though panel-by-panel, it might 
seem pretty straightforward. But Adkins would remain on 
for the remainder of its Strange Tales run (and beyond) 
and only improved with every installment. While over 
in the SHIELD lead feature, Jim Steranko needed no 
improvement. He was still providing all essential services 
including scripting, penciling, and inking. Here, he 
continues his tale begun in the previous issue with Nick 
Fury and Captain American on the trail of the Yellow 
Claw and throwing in single-page and double-page 
spreads along the way. 

Tales of Suspense #94
“The Tragedy and the Triumph!”; Stan Lee (script); 
Gene Colan (pencils); Dan Adkins (inks)
“If This Be...MODOK!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Oh! Marvel fans must have thought they were living 
right! After all, how could anyone deserve the sheer 
joy of Tales of Suspense #94 (Oct. 1967) that included 
art by Gene Colan on Iron Man and Jack “King” Kirby 
on Captain America, both topped off with scrumptious 
scripting by “the Man” himself, Stan Lee? The answer is, 
no one could possibly be good enough to deserve it but 
Marvel was so magnanimous that it didn't matter! Readers 
had all the great stuff happening here to themselves and 
could only shake their heads in pity for the benighted 
DC, Tower, and/or Gold Key fans who just didn't have 
the wherewithal to appreciate Marvel comics. How else 
to explain why the rest of the world hadn't yet been 
converted? Well, if there was any chance that it could, this 
issue of Suspense was it! Led off with another spectacular 
cover by Kirby at the height of his grandiose powers (and 
colored by the great Stan Goldberg) showing Captain 
America walloping an oversized AIM minion right out 
of the picture frame, the insignificant figure of MODOK 
is almost to be overlooked in the background. But not 
inside! There, MODOK (Mobile Organism Designed 
Only for Killing...ya gotta hand it to scripter Stan Lee 
[or was it Kirby himself?] for coming up with all these 
great acronyms!) makes his dramatic first appearance in 
a big, half-page panel as Cap proceeds to battle his multi-
purpose “mind-beam” in a paroxysm of Kirby inspired 
pandemonium! And the imagery is helped immeasurably 
here by the sharp, clear inks of Joe Sinnott that seem to 
keep every little thing in the sharpest of focus. It's hard 
to believe that so much story and action could be packed 
within a mere 10 pages, and using mostly quarter-page 
and half-page panels at that, but Kirby does it...and how! 
Man, could anything top this? The answer: maybe not, but 
the Iron Man lead feature came awfully close! There, Lee 
is still on the scripting as penciler Gene Colan provides 
the action. Taking a leaf from Kirby's book, Colan lays out 
the story in a series of large-sized panels for the most part 

as Iron Man succeeds in stopping the Titanium Man from 
destroying a Vietnamese village so that it could be blamed 
on American forces. It was all so good, it didn't even 
matter that a story element involving the evil Half-Face 
coming to his senses when he finds out that his family 
lives in the village turns out to be similar to a plot used a 
few years before in Journey Into Mystery #117. Add to all 
this excitement the fact that busy Dan Adkins inks Colan's 
pencils and you've got a near perfect IM installment!

Amazing Spider-Man #53
“Enter: Dr. Octopus!”; Stan Lee (script); John Romita 
(pencils); Mike Esposito (inks)

What do you do to follow up an instant classic like the 
three-part story that introduced the Kingpin and killed 
off Frederick Foswell? You bring back one of the best 
of Spidey's old time villains in the form of Dr. Octopus, 
that's what! Ock was a good choice by editor/scripter Stan 
Lee since not only had fans not seen the good doctor for 
almost three years, but his last appearance in the Master 
Planner saga was a doozy! How to top that as well as the 
Kingpin trilogy would be a tough nut to crack, but Lee 
and penciler John Romita gave it their best shot in a new 
four-parter that begins here in Amazing Spider-Man #53 
(Oct. 1967). Though not quite up to the Kingpin story 
in overall interest, the new Ock series definitely had its 
moments, especially for one Peter Parker as would be 
seen in the next ish. Meanwhile, over here, Ock plots to 
steal the country's latest defense weapon, the nullifier. 
Action, as only Romita could deliver it at this time, 

follows with big, bold panel 
work and a disappointing 
ending for Spidey as Ock 
slips through his fingers. 
As usual, Peter's private 
life doings are easily as 
interesting as the main 
event, including Spidey 
throwing a copy of the 
Daily Bugle into J. Jonah 
Jameson's face; a near 
discovery of Peter's secret 
ID by Prof. Warren; Flash 
Thompson returns on leave 
picking up his teasing 
ways with Peter where he 
left off; Aunt May rents 
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Primarily remembered by fans as the inking 
partner of artist Ross Andru at DC, Mike 
Esposito actually began as a penciler for 
Marvel in the 1950s when it was called Atlas. 
Returning as an inker in the 1960s under the 
pseudonym of Mickey Demeo, he came clean by 
the time he reteamed with Andru on Spider-
Man in the 1970s.



a room; and Peter's first “date” with a voomy Gwen as 
they're chosen by Warren to accompany him to a news 
briefing on the nullifier. This last actually represents the 
earliest installment of Peter and Gwen's long-running 
romantic relationship, one that Lee and Romita would 
develop in fits and starts for the rest of their respective 
stints on the title. One problem with the relationship that 
would emerge was the fact that the two characters go 
from zero to fifty pretty quickly with barely no dating in 
between. Something that could only be seen by a reading 
of the series without the monthly delay between issues. 
Here, Gwen is still enigmatic about her interest in Peter. 
Commenting on Peter's unchanged personality, Flash 
says: “He'll never change! Once an itch, always an itch. 
Right, Gwen?” To which Gwen replies: “Don't ask me, 
gents. I'd rather itch than switch!” 

Amazing Spider-Man #54
“The Tentacles and the Trap!”; Stan Lee (script); 
John Romita (pencils); Mike Esposito (inks)

Amazing Spider-Man #54 (Nov. 1967) was the best 
chapter of the four-part return of Dr. Octopus saga. That 
was due entirely to a stroke of genius on scripter Stan 
Lee's part to have Ock rent a room from Aunt May, thus 
placing Peter Parker/Spider-Man in the awkward and 
helpless position of having to play nice to the villain when 
visiting his aunt or simply stay away, so as not to reveal 
his agitation (the close-up of the look on Peter's face on 
page 8, panel 5 by penciler John Romita is priceless). 
It was a preposterous set-up, an impossible situation, a 
complex conundrum for Spidey as he lingered in the quiet 
Queens neighborhood hoping to catch Ock outside the 
house and spare Aunt May's weak heart a fatal shock. 
That, in turn, sets up the centerpiece of the issue after Ock 
sics the remainder of his Master Planner goons on Spidey. 
What follows is as expertly choreographed and drawn 
donnybrook as ever Jack Kirby or Steve Ditko (when he 
used to have Spidey fight seemingly hundreds of mobsters 
at once)  ever drew. That fight was totally soul satisfying 
for any diehard Spidey fan of the time laced as it also was 
with Lee's expert scripting. But all things must end and so 
did this fight as Spidey spots Aunt May among the crowd 
of curious onlookers (apparently, her heart was stronger 
than anybody thought!) and takes the opportunity to tackle 
Ock while she was out of the house. Big mistake! After 
Ock's rented room is totally trashed, Aunt May walks 
in on the battle and faints dead away, with emphasis on 
dead! Ock makes his getaway while Spidey holds the 
limp form of his aunt in his arms (this scene was used 
as this issue's cover image). Later, after learning she'll 
miraculously pull through the crisis, a raging Peter shakes 
his fist at the long gone Dr. Octopus: “No matter where he 
is, I'll find him. And this time, nothing will stop me from 
ridding the world forever of the menace of Dr. Octopus!” 
Think he meant it? Only the following issue would tell 
and you can bet your sweet bippy that readers would 
endure the long month wait and be there to find out!

Amazing Spider-Man #55
“Doc Ock Wins!”; Stan Lee (script); John Romita 
(pencils); Mike Esposito (inks)

The ongoing Dr. Octopus story-line opens with a 
bang in Amazing Spider-Man #55 (Dec. 1967) as 
an infuriated Spidey goes on a rampage in search 
of his foe. As enrapt readers were sure to recall, 
the previous issue ended with Ock smashing his 
way out of the room he rented from Aunt May. 
That followed a fight with Spidey that ended when 
Aunt May stumbled upon it and immediately lost 
consciousness. That was the last straw for Spider-Man 
who, after making sure Aunt May was taken care 
of, goes in search of Dr. Octopus, ripping up a 
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Eschewing the on again, off again storytelling 
pattern he’d briefly adopted in the months 
preceding Amazing Spider-Man #54, editor/
scripter Stan Lee fell back on the more linear 
multi-part story format beginning with the 
Kingpin trilogy and then here for a long 
running Dr. Octopus epic that would take up 
issues 54-56 and bleed somewhat into #57.



Fantastic Four #68
“His Mission: Destroy the Fantastic Four!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

It was time to catch a breather following the harrowing events of the 
previous two issues' adventure in the Beehive and the introduction of 

number of his past hideouts 
and finding some of the Master 
Planner's men, but not Ock 
himself. Ock finally reemerges 
to once again try and steal the 
top secret nullifier, this time 
succeeding and in a final fight 
with Spidey, turns the machine's 
ray on him, Spidey loses his 
memory and Ock convinces him 
that they're partners in crime! 
Hoo, boy! There was a lot going 
on here in a busy script by Stan 
Lee who seemed to have no 
problem finding twists and 
turns that kept a story going 
into multiple issues. In fact, 
there was so much going on 
here that barely 
a single page is 
given over to Peter 
Parker's personal 
life. This time 
it was a couple 
panels to check in 
on the recovering 
Aunt May, another 
showing Peter 
worrying about the 
damage caused by 
Ock, and only a 
few more featuring 
Mary Jane and Gwen. (Here, 
penciler John Romita seemed 
to slip up slightly; the dress worn 
by Mary Jane looks for all the 
world like a maternity outfit!) 
“Hi, people! If I'm breaking 
anything up, this is my lucky 
day,” says Gwen showing up 
at Pete's. “Gwendolyne! What 
a surprise! What brings you 
here?” asks an astonished Pete. 
(As he should be, the two 
haven't even begun dating yet.) 
“Someone must have just stuck 
a pin in their little MJ doll,” 
remarks a displeased Mary Jane. 
The darts between the two girls 
were lost on the oblivious Peter. 
All in all, the team of Lee 
and Romita were keeping the 
kettle boiling on Spider-Man 
with no sign that things would 
cool off. That time was coming, 
but for now, the two were still 
very much in the creative groove.
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Fantastic Four #68, page 18: Meanwhile, King Kirby was sticking 
to his tried and true large panel format even when there was 
no action going on. Take for instance, this relatively quiet scene 
during a day in the life of Mr. Fantastic and the Thing as the 
former tries once again to turn the latter back into his human 
self. Still fun to look at even as Stan Lee’s script reminds us 
that just the same, there’s trouble brewing for our heroes.



Him. Thus, in Fantastic Four #68 (Nov. 1967), 
we find the FF catching up with their regular 
lives, including a visit with the hospitalized Alicia 
(recovering from her abduction by the brain trust 
behind the Beehive), marital hijinks between Reed 
and Sue (the latter having redesigned her costume 
into a mini-skirt), and Johnny and Crystal checking 
in at the local garage to see what's doing among 
Johnny's friends. But not all is sweetness and light as, 
somewhere in the city, Dr. Jose Santini is kidnapped 
and replaced by an unnamed man intent on destroying 
the FF. To do it, he intends to work with Reed (as 
the real Santini had been expected to do) in order to 
sabotage Mr. Fantastic's latest attempt to change the 
Thing back to his normal self as Ben Grimm. The plot 
succeeds and when all is said and done, the Thing 
remains the Thing but now with a vicious personality 
that blames Reed for his condition. To be continued! 
Throughout, scripter Stan Lee and penciler Jack Kirby 
maintain a perfect balance of action and character, 
building something that by this time, came easily 
with characters so well established as the Fantastic 
Four. In fact, only with such fully rounded characters 
could a day in the life plot work. By this time, readers 
were just as fascinated by the four themselves as they 
were with the latest villain; in fact, it might be said 
that for some fans, the action got in the way of the 
more interesting personal lives of the FF! But even 
if it was financially possible to have the whole series 
given over the team's private lives, who'd really want 
to go without the King's battle action? For those who 
couldn't, there'd be plenty of that starting next issue 
making up for this issue's somewhat slower pace.

Fantastic Four #69
“By Ben Betrayed!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

It was believed in the editorial offices of comics 
publishers that the turnover rate among readers came 
every three years or so as teens dropped out and 
new, younger readers came in to replace them. Thus, 
publishers could retool the same stories over and over 
again at roughly every half dozen years (and often in 
even less time). Some credit must be given to Marvel 
that the company managed to avoid repetition through 
its years of consolidation and grandiose years. In the 
early years such plots as dimensional kidnappings 
or alien invasion stories were frequent, but by the 
time editor Stan Lee had a handle on the humanism 
that set his characters apart from others, originality 
in storytelling became more ongoing. Stories seemed 
almost to write themselves as characters grew 
and changed. Now and then, however, plots were 
revisited, including Peter Parker giving up his identity 
as Spider-Man or a team member such as the Beast 
over in the X-Men or Goliath over in the Avengers 
turning against their teammates. Such was the case 

here in Fantastic Four #69 (Dec. 1967), as Lee and 
penciler Jack Kirby have the Thing turn against the 
rest of the FF. It had happened before back in issues 
#41-43 but Lee and Kirby manage to make the revisit 
not only interesting and fresh, but to seem different, 
especially with the retelling done in the grandiose 
manner. It's all helped along with Lee's dead serious 
dialogue and especially with Kirby's dynamic visuals 
that capture the whole "monster loose in the city" 
theme of countless Hollywood movies and Marvel's 
own pre-hero monster comics. But such an epic battle 
among the four couldn't be contained in a single 
issue and so, it's continued into the next; this likely 
disappointed die hard fans already familiar with such 
betrayal plots, but Lee and Kirby are so good, no one 
minded at all!

 Tales to Astonish #96
“Somewhere Stands Skull Island!”; Raymond Marais 
(script); Bill Everett/ Werner Roth (pencils); 
Vince Colletta (inks)
“What Have I Created?”; Stan Lee (script); 
Marie Severin (pencils); Herb Trimpe (inks)

Well, easy come, easy go! After an impressive 
performance by artist Dan Adkins a couple issues back 
and this issue's cover, readers' hopes were dashed in 
Tales to Astonish #96 (Oct. 1967) with Bill Everett still 
on the pencils. Sure, Werner Roth had been credited 
on the pencils, as well (very obviously on page 10; the 
head shot of Namor is a dead giveaway), but the work 
is mostly Everett whose art here is still wanting. If not 

1967   97

1967

The familiar cinematic theme of a “monster 
loose in the city” was made explicit with Jack 
Kirby’s cover for FF #69 where an angry Thing 
clings to the top of a skyscraper while holding 
off war planes and his own teammates much as 
the titular giant ape did in the climactic scenes 
from the classic King Kong (1933)



for Vince Colletta's covering inks, who knows how bad 
it might've been? As it is, it's barely tolerable but then, 
scripter Raymond Marais didn't give Everett much to 
work with—what with its continuing plot involving 
the dull as dishwater (and costume to match) Plunderer 
providing the villainous thrills (if you can call them 
that). Worse yet, the story continues yet again! Argh! 
Much better, despite Marie Severin's continued presence 
on the pencils, is the Stan Lee scripted Hulk backup tale 
in which the High Evolutionary wards off a palace revolt 
and manages to evolve himself into a godlike form. 
As she did in the previous issue, Severin's pencils here 
show some improvement over her past performance here 
and over on the Dr. Strange feature. As an example, the 
figure of the High Evolutionary charging into his knights 
on page 3, panel 5 is actually very good. If the team of 
Severin and inker Herb Trimpe could maintain the art at 
this level and push the envelope some, the Hulk feature 
might actually be something to look forward to again. 
But fate had other plans and their remaining tenure on 
the feature was destined to be short-lived. 

Mighty Thor #145
“Abandoned on Earth!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

Not for the first time, Thor finds himself “Abandoned 
on Earth” by big daddy Odin. This time it's for 
refusing to return to Asgard following the defeat of the 
Enchanters. So Odin strips him of his godly powers 
and leaves him only with his natural strength (which is 
not inconsiderable!). Unable to change back to Donald 
Blake and resume his medical career, Thor decides to 

find something else to do and ends up trying out for the 
strong man position with a local circus. But it's not just 
any circus! It just so happens to be the Circus of Crime, 
out to do no good as usual. (You'd think that after all 
their defeats by local superheroes the circus would 
have moved its operations out of town to Pittsburgh or 
something!) In any case, the Ringmaster has big plans 
and they involve a strong man lifting a huge stone bull. 
“He almost makes the whole thing look easy,” gasps 
an amazed clown as a hypnotized Thor descends some 
steps holding the huge object over his head. The story 
itself was somewhat of a come down following the 
Enchanters saga (two of whom are handed over to New 
York's finest after the battle!) and although ordinarily, 
an Earthbound story with Thor vs. a colorful super-
villain was a welcome switch to the pure fantasy of 
Asgardian adventuring, this time it wouldn't quite work. 
Perhaps it was because the story was continued and thus 
made to seem diluted, or maybe it was that the Circus 
of Crime just didn't offer opportunity for major Jack 
Kirby blockbusting battle scenes, but something would 
end up lacking. Stan Lee's scripting of course, was still 
top-notch and Kirby's art (inked by Vince Colletta) 
was still exciting to look at but Mighty Thor #145 (Oct. 
1967) still lacked a real sense of energy. Was there an 
intimation here that the grandiose years were drawing 
to a close? Maybe. But the splash page Kirby drew 
for page 12 presenting a portrait of the key players in 
the Circus of Crime was pure grandiosity for sure and 
indicated there was still steam left in this engine. The 
same might be said for the final chapter in the story 
of Mogul in the Tales of Asgard serial. If so, it was 
somewhat fitting as it also marked the end of 
the long running backup feature. It would be replaced 
in the next issue with a serial spotlighting the origin of 
the Inhumans.

Mighty Thor #146
“If the Thunder Be Gone!”; Stan Lee (script); 
Jack Kirby (pencils); Vince Colletta (inks)

If it hadn't been stretched out over a number of issues, 
the story that continued in Mighty Thor #146 (Nov. 
1967), could've been a great single old-time Jack 
Kirby/Chic Stone tale with its team of colorful villains 
and interesting central theme. Instead, this second 
installment of Thor’s exile on Earth sees him hypnotized 
by the Ringmaster after joining the Circus of Crime and 
ordered to steal a giant golden bull that only someone 
as strong as himself could lift. Ably scripted as usual 
by Stan Lee and drawn by Kirby (the opening splash 
inked by Vince Colletta is wonderful!), it made for a 
very satisfactory entry in late period grandiosity. But the 
real attention grabber this issue wasn't the lead story, 
instead, it was the first entry in a new Inhumans backup 
feature that replaced Tales of Asgard. The story behind 
its genesis is still obscure but it has been speculated that 
the feature actually began as a separate title dedicated to 
the Inhumans, something fans had been suggesting for 
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Who? Who? Who is Raymond Marais? 
Marvel fans may well have wondered! He 
was apparently recruited by editor Stan Lee 
from DC where Marais scripted for a short 
while. And a short while was also the amount 
of time he apparently spent at Marvel before 
performing a vanishing act.



some time. But something went wrong with Marvel's 
scheduling and the book was canceled. The completed 
story however, was broken up into chapters and used 
to replace the Tales of Asgard backup, beginning with 
this issue. It's also possible that opening splash pages 
may have been created specifically for the backup 
series. Anyway, the series itself, which had only seven 
installments, would concentrate mostly on the origin of 
the Inhumans, and include events predating the current 
version of the group known to fans of the Fantastic 
Four. Here, the story begins with the Inhumans as a 
completely different race of human beings who have 
evolved far beyond the cavemen that lurk suspiciously 
about their futuristic enclave. By story's end, the 
terragen mists have been invented and Randac becomes 
the first man to enter them and be transformed into a true 
Inhuman. Again scripted and drawn by Lee and Kirby, 
the results (inked by Kirby's FF collaborator Joe Sinnott, 
more suited to an SF-themed story than a fantasy-based 
one such as the lead Thor feature) are as solid as any 
Marvel product of this period. As he did in the Tales of 
Asgard feature, Kirby confines himself to big, quarter-
page and half-page panels: the better to interpret the 
story in mythic proportions while giving it an air of all 
around grandiosity. Lee's scripting, naturally, gives the 
story and its characters a sense of gravitas and removal 
from the ordinary world of mortals. As a result, for the 
first time, the backup feature in Mighty Thor became 
more interesting than the lead!  

Avengers #45
“Blitzkrieg in Central Park!”; Roy Thomas (script); 
Don Heck (pencils); Vince Colletta (inks)

Somewhat of a comedown from the incredible Red 
Guardian story of issues #43-44, Avengers #45 (Oct. 
1967) celebrates Avengers Day as the Assemblers gather 
(immediately following the events of their first annual) 
to mark New York's recognition of their ongoing battle 
against evil. And evil in the form of the Super-Adaptoid 
waits among the crowd to fulfill his programming to kill 
Captain America. It was an okay story by Roy Thomas 
with some fine penciled artwork from Don Heck (except 
maybe for the overlarge Captain America wings on 
the Adaptoid's head), ably inked by Vince Colletta. 
Ultimately, however, it served merely as an action 
donnybrook without much in the way of furthering 
Avengers continuity via sub-plots, characterization, etc 
that readers of Thomas' scripts had become used to. It 
was, in fact, a kind of a call back to the old Stan Lee 
days of single issue stories. And if truth be told, John 
Buscema's art over the past several issues, especially 
the last two, spoiled fans for anyone else. As solid as 
Heck was here, Buscema managed to outshine him. So 
that when Buscema returned in the following issue, it’d 
be the first of a long string of impressive classics that 
would lift the Avengers into many a fan's must buy list. 
There was one not-so surprising development this ish 

not related to the Adaptoid and that was the induction of 
Hercules as a regular member of the team, making this 
the first since issue #16 when the Avengers experienced 
their first change in lineup (unless you count the brief 
membership of the Swordsman some issues later).

Daredevil #33
“Behold...the Beetle!”; Stan Lee (script); Gene Colan 
(pencils); John Tartaglione (inks)

It was billed as “the greatest chase of all time” by editor 
Stan Lee and he should have known, he wrote Daredevil 
#33 (Oct. 1967)! The chase in question is Daredevil, 
out of his urban element and stuck in the middle of a 
rocky, rugged landscape, as he pursues the Beetle to a 
small town taken over by the super-villain and a number 
of his goons. It all begins after the Beetle robs the very 
same train that Karen, Foggy, and Matt (in his persona 
of “Mike” Murdock) are riding on the way to Canada's 
Expo '67. And though it may or may not have been the 
greatest chase ever, DD's pursuit of the Beetle was fast 
and furious, covering most of the pages this ish, and 
filled with oversized panels, full page spreads, waterfalls 
and cliffhangers in a landscape that looked more like the 
West than New England (was there a miscommunication 
between Lee and Colan?). In any case, scripter and artist 
combine their talents beautifully to create a thoroughly 
satisfying first chapter in a two-part story. This smooth 
partnership, even smoother than Lee's work with 
Jack Kirby, was to be the hallmark of the Lee/Colan 
association on Daredevil till Lee left after issue #49.
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Where’s the Baxter Building? New York City’s 
Central Park was proposed and landscaped in 
the mid nineteenth century but in the Marvel 
age became the scene of many a super-heroic 
encounter with plenty of room to tussle. It’s 
use was in marked contrast with that of the 
Distinguished Competition that used invented 
cities and non-existent locations.
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Daredevil #34
“To Squash a Beetle!”; Stan Lee (script); Gene Colan 
(pencils); John Tartaglione (inks)

“The greatest chase of all time” was over by the time 
Daredevil #34 (Nov. 1967) opened on its busy Gene 
Colan/John Tartaglione splash page. There, DD is 
where readers left him the issue before, in the midst of 
fighting the Beetle's hired goons. But since that takes 
place at the start of the book, readers knew that their 
hero would likely end up captured and sure enough, 
he is. Inspired, the Beetle decides to take his captive 
to Expo '67 and unmask him on live television. On the 
way, he tells DD of his humble origins and DD takes 
the time to loosen his bonds. But there's a happy ending 
as Daredevil frees himself just in time to give the 
viewing public a show: a Colan provided donnybrook 
of balletic action as DD puts the kibosh on the Beetle 
(with a little help from good ole Foggy). The only 
drawback here is a minor one, as John Tartaglione's 
inks seem just a tad rough this time around. Was he 
throwing in too much detail and not enough shadows 
onto Colan's moody art? Such choice of emphasis did 

make all the difference where Colan was concerned. 
Meanwhile, scripter Stan Lee does manage to slip in 
some characterization in the few panels Colan leaves 
him at the end when DD ponders the fact that when 
he's “Mike” Murdock, Karen misses Matt Murdock and 
when he's Matt, she enthuses about Mike! “Only a guy 
with my sloppy luck would end up being jealous of 
himself,” muses Matt.

X-Men #37
“We, the Jury!”; Roy Thomas (script); Ross Andru 
(pencils); Don Heck (inks)

It took a while from the earliest beginnings when 
Factor Three warranted barely a mention to this 
issue, the first chapter of the final showdown 
between the X-Men and their hidden foes, a secretive 
group with a plan of taking over the world for 
mutantkind. But realizing the X-Men would never 
stand for such a plot and would try to stop it any 
way they could, Factor Three strikes first, capturing 
our heroes, putting them on trial, and finding them 
guilty of offenses against homo superior. Following 
which, the X-Men are condemned to a living death 
under the effects of the oblivio-ray. Suffice it to 
say, the team escapes that fate only to confront the 
Mutant Master via telecom as he informs them that 
they're too late to stop his plan for world domination. 
What to do? Well, scripter Roy Thomas could always 
continue the story into the next issue giving our 
heroes some time to figure out what to do, which is 
exactly what he did at the conclusion of X-Men #37 
(Oct.. 1967). The climactic confrontation between 
the X-Men and Factor Three should have been a 
thrilling one but somehow fell short due mostly 
to a combination of a talky story (the trial of the 
X-Men) and an unattractive art job by Ross Andru. 
If not for the saving inks of Don Heck (currently 
on sabbatical from the Avengers...that would soon 
become permanent) that softened Andru's awkward 
positionings and funny faces, things would have 
been much worse. The measure of Heck's save can 
be seen on pages 11-12 where Andru contrived to 
create a pair of full page illos designed to be seen 
side by side to complete the image (but sadly, ended 
up on the flip side of each other). There, drawings of 
the X-Men look decent, even attractive; something 
difficult to do with Andru's pencils. (As could be 
seen in many places throughout the rest of the ish, 
despite Heck's heroic efforts.) The story itself is 
merely a set-up for the following issue's main action, 
but Thomas does a good job retelling the events 
leading up to the trial and the career of the X-Men. 
The issue doesn't seem too crowded and Thomas' 
increasing confidence in his scripting moves things 
along well. But if only someone else could've been 
found to do the penciling! Even good ole Werner 
Roth would've been a welcome sight!
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Expo ‘67 was part of the World’s Fair 
tradition and held to celebrate Canada’s 
centennial and played host to 62 nations 
represented with their own often 
futuristically designed pavalions the most 
recognizable being the US geodesic globe and 
Canadian “inverted” pyramid.

(opposite page) Daredevil #34, page 16: Wild 
DD action courtesy of Gene “the Dean” Colan! 
Complete with the artist’s signature and margin 
notes to let scripter Stan Lee know what was 
going on in each panel. Such notes likely saved 
time on the phone if Lee couldn’t figure out 
what was going on and had to call the artist 
every five minutes for an explanation.



X-Men #38
“The Sinister Shadow of...Doomsday!”; Roy Thomas 
(script); Don Heck (pencils); George Roussos (inks)

It had all the hallmarks of a last-minute scramble. After 
a string of issues with Werner Roth as regular penciler, 
suddenly, just as the long running Factor Three sub-
plot finally comes to fruition, Roth was gone and 
replacement artists needed to be found in order to make 
the deadlines. Last issue, the first part of the climactic 
battle between the X-Men and Factor Three, DC 
mainstay Ross Andru was dragged into service, severely 
undercutting a book that was already floundering both 
in story quality and sales. Andru's stiff, awkward art 
was only saved from complete ruin by the inks of Don 
Heck. Now, for X-Men #38 (Nov. 1967), Heck had taken 
over completely. The only problem was that he was 
being inked by George Roussos whose style didn’t prove 
compatible with Heck's. Thus, it was a better looking 
issue than many that had immediately preceded it, but 
hampered by too literal an inking style. This was readily 
seen on page 11 where Heck uses a near full page illo to 
heighten the dramatic effect of the X-Men charging into 
battle but Roussos' bare bones inks turns the art into a 
stiff, cartoon-like image, as if he were still inking Jack 
Kirby and not the finer tuned Heck. In other places, it 
seemed as if there was too much going on to allow Heck 
the use of large panels to depict the action. Not helping 
was a loss of page count to just 15 pages for the lead 
story. That was because the remainder of the issue was 
given over to a new backup series featuring the origin of 
the individual X-Men. There, the riddle of the missing 
Werner Roth was answered. He'd been demoted to these 
five page backups where his art would suffer and grow 
increasingly unattractive as the series went on. And the 
origins of the X-Men themselves would prove somewhat 
uninteresting, wherein each must include a new super-
villain to make their early lives miserable. In the end, 
the only one that would prove at least a little interesting 
was that of the Angel who, alone of the X-Men, had a 
career as a superhero before he joined the team. As for 
the Factor Three story-line, that would go on for another 
chapter as the X-Men battle to foil its plot to trigger 
World War III. Splitting into two teams, they end up 
fighting a couple of their old enemies and the US Army 
respectively but fail to prevent the scheme from moving 
forward. It was okay, but nothing to write home about. 

X-Men #39
“The Fateful Finale!”; Roy Thomas (script); Don Heck 
(pencils); Vince Colletta (inks)

X-Men #39 (Dec. 1967) features the final chapter 
in the long running Factor Three story-line but it’s 
overshadowed by the latest development in the lives 
of our merry mutants; namely, they each get new, 
colorful, individualized costumes! Was it a gimmick 
to try and gin up interest in the always flagging 

sales of the X title or was it a natural progression in 
the ongoing development of our heroes? Whichever 
one it was, it took a bit of getting used to but once 
the initial shock value was over, the new costumes 
seemed to fit the team well and they never looked 
back in all the years since. (Well, actually, they 
did briefly during the early twilight years; in 
those missing months between the cancellation of 
their own title and its revival in 1975, the team 
inexplicably reverted back to their original costumes. 
Was the experiment deemed a failure by editorial 
or was it just forgotten that the change had been 
made?) According to scripter Roy Thomas, it was he 
who asked for the change and artist George Tuska 
who came up with the actual designs which, for the 
most part, worked out well with Marvel Girl in a 
green mini skirt and yellow eye mask, the Beast in a 
skin tight blue and red outfit sans gloves and boots, 
Iceman with merely trunks and boots, and Cyclops 
in a blue and yellow outfit that recalled the group's 
old uniforms. The odd man out was the Angel who 
was stuck with a multi-colored costume that came 
with suspenders! Ugh. Unfortunately, he'd be stuck 
with that design for many moons until artist Neal 
Adams made the scene and finally gave him a more 
appropriate look. But the costumes were introduced 
only on this story's final page, for the balance of the 
tale, they were in their old uniforms and polishing 
off Factor Three. Scripter Roy Thomas does a good 
job winding up all the goings-on in the brief fifteen 
pages allotted to the main feature while penciler Don 
Heck, aided by Vince Colletta, does work worthy 
of his Avengers heyday in depicting the action. 
Unfortunately, Heck didn't do the cover as well. That 
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George Tuska hadn’t been a stranger to Marvel 
before returning to the fold in the 1960s. 
Needing work, Tuska contacted editor Stan 
Lee who invited him to rejoin the bullpen and 
after providing some inks and pencils here and 
there, the artist settled in on the Iron Man 
strip for the long haul.



was left to the clunky George Tuska who did the insides no justice at 
all. Meanwhile, artist Werner Roth is still around, only relegated to the 
new origins of the X-Men backup story where readers learn of the early 
days before Cyclops was found by Prof. X and became the first X-Man.

Strange Tales #162
“So Evil the Night!”; Jim Steranko (script/pencils); Frank Giacoia (inks)
“From the Never-World Comes...Nebulos!”; Jim Lawrence (script); 
Dan Adkins (pencils/inks)

Things were chugging along with 
Strange Tales #162 (Nov. 1967) but 
now it was picking up speed with 
both of its features finally worth 
a reader's time. Although Tales of 
Suspense with its one-two punch of 
Gene Colan on Iron Man and Jack 
Kirby on Captain America was still 
indisputably numero uno at this 
time, the two double-feature books 
were doing very well in the creative 
team department as both neared the 
end of their respective runs. The 
reason for Strange Tales' uptick was 
Dan Adkins, who'd joined the book 
as regular penciler/inker on the Dr. 
Strange feature last ish and who now 
joined the virtuoso Jim Steranko as 

the book's tag team 
deluxe. Fans were 
surely breathing a lot 
easier after seeing 
Adkins on two 
issues in a row after 
suffering months 
with art by Marie 
Severin. He hits 
the ground running 
here first with a 
dynamic cover image 
introducing the world 
to Nebulos, who 

styles himself “Lord of the Planets 
Perilous.” Needing Dr. Strange to 
defeat Mordo for his own reasons, 
Nebulos sends an empowered 
Strange back to Earth where he stops 
Mordo (with some nice callbacks 
by Adkins to both Steve Ditko and 
Wally Wood). After that, Strange is 
whisked away again to Stonehenge 
(with a really nice half-page sized 
panel by Adkins depicting Strange 
traveling through space and 
time). The whole thing ends in a 
spectacular double-page spread with 
Strange and Nebulos facing each 
other across a moon-like landscape 
with the vast panoply of outer space 
yawning in the background. Wow! 
But as good as Adkins was proving 
to be on Dr. Strange, Steranko was 
still top dog in Strange Tales, as 
could be seen on the opening splash 
page of the SHIELD feature wherein 
the Gaff presents Nick Fury with his 
new car, a Ferrari 330/P4 Berlinetta 
made of clear fiberglass that can be 
changed into a half dozen colors—
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Strange Tales #162, page 1: Steranko does Q one better by having 
“the Gaff” provide Nick Fury not just with a souped up Astin 
Martin, but a Ferrari 330/P4 Berlinetta that can not only 
turn invisible, but change colors too! Clearly, Steranko was not 
slowing down. The visual innovations and pyrotechnics were still 
rolling off his art board in a steady, eye popping tide!

1967



including clear so that the automobile was virtually 
invisible from a few feet away! (How it was justified 
to the taxpayers is anyone's guess!) Steranko makes 
the presentation in a panel crammed in detailed work 
with the car itself zipatoned to suggest invisibility! That 
eyepopper was followed a few pages later with another 
full-pager showing SHIELD's revitalized ESP Division 
with its jazzy new symbol proudly displayed on the 
floor. The rest of the issue involving Fury's trackdown 
of the Yellow Claw is action as only Steranko (or 
maybe Jack Kirby) could present it, placing it back 
on firm footing following a couple slower than usual 
installments.

Amazing Spider-Man Special #4
“The Web and the Flame!”; Stan Lee (script); 
Larry Lieber (pencils); Mike Esposito (inks)

As of 1967, Spider-Man's annual tradition had certainly 
come down in the world. From the first two plotted and 
drawn by co-creator Steve Ditko (the Sinister Six in 
#1 and a team-up with Dr. Strange in #2), the quality 
dipped somewhat with #3 which was laid out by John 
Romita as Spidey tried out for membership with the 
Avengers. Now, with Amazing Spider-Man Special 
#4 (Nov. 1967), the annual tradition took a big step 
downward as editor/scripter Stan Lee brought back 
brother Larry Lieber to perform the art chores. Although 
Lieber had done well as a scripter during Marvel's early 
years, he never made it as a penciler with a style that 
seemed more amateurish than professional, as it was 

here (except for the saving graces of Mike Esposito's 
inks). Though the results are blandly acceptable, they're 
far from what Marvel fans had come to expect with the 
likes of Jack Kirby, John Buscema, Gene Colan, Dan 
Adkins, John Romita, and Jim Steranko in the bullpen. 
Not that Lee's story was much to brag about, either. It 
revives such familiar tropes as superheroes making a 
movie that's really a set-up by the villains (the Wizard 
and Mysterio) to trap them and the two heroes, in this 
case Spidey and the Human Torch, fighting each other 
at first due to a misunderstanding and then teaming 
up against the bad guys. It was okay, but long-time 
Marvelites had seen it all before. The main attraction 
for them here was seeing the revival of the old Spidey/
Torch friendship from the old Ditko days. The other 
good thing was that there were no reprints this year 
with the rest of the issue filled out with extras such as 
a double-page spread of the Coffee Bean where Peter 
and his friends hung out after class; an explanation of 
Spidey's powers for new readers; and pin up pages of 
Spidey's rogues gallery. 

Tales of Suspense #95
“If a Man Be Stone!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“A Time to Die...a Time to Live!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

No one bats a thousand and certainly editor/scripter 
Stan Lee didn't always hit the mark. But when he did, 
he often hit dead center (to mix a metaphor!), which is 
exactly what he'd been doing for some months now on 
the Iron Man feature, and the latest installment in Tales 
of Suspense #95 (Nov. 1967) showed no slowdown in 
the creative juices. This time, Lee pulled what he did 
over in Mighty Thor when he had the thunder god battle 
the FF's Super-Skrull, he crossed over a Thor villain 
to face off against Iron Man. And the Grey Gargoyle 
would prove to be an excellent opponent for the golden 
Avenger, one who was brought firmly into the grandiose 
years by the penciling wizardry of Gene Colan. His 
use of big panels to display the action afforded ample 
room for his solid, larger than life figure work added 
oodles of drama to any story—and none more than here 
as Iron Man squares off against an unfamiliar foe...and 
loses! And now that the Tony Stark/Pepper Potts/Happy 
Hogan sub-plot had resolved itself, it was time to add 
something new to Stark's throughline. That came in the 
form of new supporting character Jasper Sitwell, whom 
Lee would have a ball depicting as an eager beaver 
Boy Scout who incongruously, was also a SHIELD 
agent! The unraveling of Sitwell's two sides, naive Boy 
Scout and super efficient secret agent, would be one 
of the chief delights of the feature's closing months as 
Suspense came to an end. Meanwhile, in the Captain 
America half of the book, Jack Kirby was proving 
why he was known as “the King” around the Marvel 
bullpen! There, our story opens with a literal blast as 
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Although he’d been moved on from the super-
heroes he used to script in the early years, Larry 
Leiber had not been forgotten, at least not by 
big brother Stan Lee. He returned in 1967 to do 
unspectacular but serviceable work drawing the 
year’s Spider-Man Annual and would be heard 
again with the following year’s as well. Beyond 
that, he’d also draw a nice Doctor Doom solo 
tale in Marvel Super-Heroes #20.



Cap's shield slices through a door whose shards fly off in 
every direction, with Joe Sinnott's inks giving an almost 
3D effect. Inside the room, some mobsters are waiting 
in ambush for Cap, who quickly settles their hash (by 
page 2 to be exact!). The action slows down after that 
as the rest of the story is mostly dedicated to “day in 
the life” stuff as Steve Rogers can finally catch a breath 
and take Agent 13 on a date. (As Rogers admits, he still 
doesn't even know her real name, despite the fact that 
he's ready to propose marriage!) But Rogers has made a 
big assumption. Anachronism that he is, he forgot that 
by the late 1960s, more and more women considered 
their careers more important than the responsibilities 
of motherhood and family life. “I was a fool...to even 
hope,” says a despondent Rogers after being read the riot 
act. Flash forward to the action that opens this unusual 
tale: It's Cap's last fight, after which he retires. The 
news shocks the world and readers are left with a final, 
full page panel by Kirby featuring a montage of scenes 
spanning Cap's career. “CONTINUED NEXT ISSUE!” 
shouts the blurb beneath. You better believe it, but was it 
really the end of Captain America? Only Lee and Kirby 
knew for sure! 

Tales to Astonish #97
“The Sovereign and the Savages!”; Roy Thomas 
(script); Werner Roth (pencils); Dan Adkins (inks)
“The Legion of the Living Lightning!”; Stan Lee 
(script); Marie Severin (pencils); Herb Trimpe (inks)

The bad news was that Sub-Mariner was still prancing 
around in the Savage Land tangling with the oh-so dull 
Plunderer. The good news was that Roy Thomas was 
back on the scripting while Bill Everett was gone as 
penciler, replaced by the unexciting but more pleasing 
to the eye Werner Roth. Roth's work, however, was 
bolstered by the inks of the more than competent Dan 
Adkins. With such a creative team on board, the Sub-
Mariner feature in Tales to Astonish #97 (Nov. 1967) 
should at least have been more interesting to read and 
fun to look at than its immediate predecessors (and 
it was). The only drawback being that the darn story 
continued yet again! That's right! Readers were doomed 
to see more of the Plunderer as he headed to Atlantis 
to attack the city even as its citizenry voted to outlaw 
Namor, believing that he betrayed them. Hoo, boy! 
Meanwhile, things continued to look up for the Hulk, 
as well. There, scripter Stan Lee continued to come up 
with threats equal to challenge the power of the Hulk. 
This time it was something called the “Legion of the 
Living Lightning,” an organization Major Glenn Talbot 
has been assigned to stop. Add to that some character 
bits like General. Ross' wish that daughter Betty would 
forget about Bruce Banner and attach herself to Talbot 
(something Talbot also wishes, giving him good 
motivation for wanting to see the Hulk dead) and Rick 
Jones using the old Teen Brigade to help locate the 
Hulk, and you've got a pretty tidy installment. It helped 

that Marie Severin was maintaining the quality of her art 
when the new plateau reached a few issues back. Or was 
it due to the inks of Herb Trimpe? Surely, separately, 
the work of both lacked much pizazz but together, the 
combination seemed to be working out (This issue's 
cover image, for instance, was pretty good).  

Avengers #46
“The Agony and the Anthill!”; Roy Thomas (script); 
John Buscema (pencils); Vince Colletta (inks)

Now this was more like it! After last issue's downturn 
from the Red Guardian story in issues #43-44, Avengers 
#46 (Nov. 1967) swung the needle back into positive 
territory...way back! Scripter Roy Thomas was again 
firing on all burners and the John Buscema/Vince 
Colletta penciling/inking team was again turning out 
simply exquisite work for the best kind of Avengers 
story, namely one that focused on Goliath! This time, 
we find that the Wasp has hired a new chauffeur who 
is actually Giant-Man's old enemy, the Human Top! 
But seeing as how these were the grandiose years, the 
Human Top just wouldn't do as a formidable sounding 
name for a super-villain. Renaming himself the 
Whirlwind, the former Top then dons a new costume 
to match (introduced on page 4 and if designed by 
Buscema, it was, well, tops! A strikingly-shaped helmet 
that was held on with straps covering a bare-chested 
torso and tight leggings from the waist down, ending 
in pirate type boots, the Top definitely looked ready for 
his grandiose debut!). He attacks Goliath in his lab and 

succeeds in trapping him 
in an ant farm without his 
cybernetic helmet. Well, 
one thing leads to another 
and Goliath escapes and 
the Whirlwind is driven 
away and (back into hiding 
as the Wasp's chauffeur), 
ready to strike again in the 
future (an interesting and 
unique set up by Thomas). 
Though there was a lot 
going on here other than 
Goliath and the Wasp's 
battle with Whirlwind 
(Hercules and the Scarlet 
Witch go on a double-date 
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After returning from the advertising 
world, artist John Buscema barnstormed 
through Marvel in the late sixties turning 
in incredible work on such series as the 
Avengers, Silver Surfer, and Sub-Mariner. 
Then, in the next decade, took over the 
Fantastic Four and Thor before settling 
down for years doing Conan the Barbarian.



with Hawkeye and the returned Black Widow, as Captain America ponders 
his relationship with the female SHIELD agent whose real name he doesn't 
even know), this issue was still essentially a Goliath solo story. Was Thomas 
capitalizing on the knowledge that Buscema drew an awesome looking 
Goliath? Maybe, because his art this ish is awesome, especially in depicting 
Goliath's battle with the ants while trapped at insect size. Or was the real 

reason because Thomas wanted to 
provide an excuse to reintroduce 
Goliath's power as Ant-Man? If so, 
he does that too by the end of this 
single issue opus. Lucky readers got 
all that as well as a set-up for the 
story-line that'll dominate the book 
for the next few issues: the return 
of Magneto and the betrayal of the 
Scarlet Witch and Quicksilver! 

Strange Tales #163
“And the Dragon Cried...Death!”; 
Jim Steranko (script/pencils); 
Frank Giacoia (inks)
“Three Faces of Doom!”; 
Jim Lawrence (script); Dan Adkins 
(pencils/inks)

Filled with such 
overwrought devices 
as “the ultimate 
annihilator” and the 
“psionic revelation 
eavesdropper,” the 
SHIELD tale that 
leads off Strange 
Tales #163 (Dec. 
1967) is the latest 
chapter in the ever 
shifting Yellow Claw 
story-line. Here, 
scripter/penciler Jim 

Steranko fills the plot with action, 
twists, and surprises. Chief among 
the surprises is the introduction of 
new series supporting player Clay 
Quartermain, a dead ringer for actor 
Burt Lancaster or at least a close 
facsimile thereof! As usual, this story 
continues yet again. Meanwhile in the 
Dr. Strange backup feature, scripter 
Jim Lawrence was still on the job. 
Lawrence seems to have begun his 
comics career in Great Britain where 
he scripted numerous adaptations of 
Ian Fleming James Bond novels into 
comics. From there, he somehow 
ended up at Marvel where his major 
claim to fame was this Dan Adkins' 
illustrated run of Dr. Strange stories, 
before going back to Britain in the 
next decade to script Marvel UK's 
Captain Britain. But ‘twas enough: 
Lawrence did more than a satisfactory 
job as he redirected Strange back 
onto a sensible course that was at 
least somewhat easy to follow. Here, 

Avengers #46, page 9: Whirlwind (nee Human Top) makes his 
grandiose debut on this page by penciler John Buscema and 
inker Vince Colletta, setting up an action packed sequence as a 
miniaturized Goliath and Wasp battle their way out of an ant 
farm and back to the full scale world. No matter how you slice 
it, readers hit the jackpot with this ish!
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for instance, the plot has climaxed into a near cosmic 
match up between Nebulos and the Living Tribunal. But 
if Nebulos loses, Strange may never know where hostage 
Victoria Bentley has been exiled. What to do? Deciding to 
short circuit the fight, Strange grabs Nebulos' staff which 
the Tribunal wants for its stored power and in return, 
sends Strange after Victoria. But the real attraction here 
as it was last ish, is the art by Dan Adkins who continued 
to both pencil and ink. So good is Adkins that he was 
actually giving Steranko a run for his money artwise. 
And the beneficiary of the two was the readers who now 
had two features in Strange Tales to glom over. The first 
time that happened since way back when Jack Kirby was 
doing SHIELD and Steve Ditko was still on Dr. Strange. 
And speaking of Ditko, Adkins even gave him a challenge 
with the last panel of the story depicting Strange in a kind 
of psychedelic special effect. Nice! 

Tales of Suspense #96
“The Deadly Victory!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“To Be Reborn!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

A very simple but eye-catching cover design by Jack 
Kirby (aided by the marvelous textured coloring of Stan 
Goldberg) would surely have grabbed the attention of 
anyone browsing their local comics spinner rack when 
Tales of Suspense #96 (Dec. 1967) was released just 
after the new school year started. Eagerly turning the 

pages (if readers dared skip over the Iron Man lead 
feature), they'd soon discover that the falling figure of 
Captain America on the cover really wasn't him but one 
of a number of imitators eager to step into his boots 
after Steve Rogers announces his retirement from the 
superhero business. It was a fast-moving tale expertly 
and economically scripted by Stan Lee and beautifully 
drawn by penciler Jack Kirby with Joe Sinnott's inks 
making the King's work look slicker than ever. In the 
first of several stories over subsequent years where 
Rogers quits being Cap (and though readers had to know 
he'd be back in harness sooner or later), the tale still 
provides suspense because of Rogers' reason for quitting: 
to set an example for Agent 13 (soon to be revealed 
as Sharon Carter), the woman he loves who refuses to 
retire as an agent of SHIELD. By returning to the fold 
at the end of this story, Cap is also marking the end of 
whatever hopes he had of marital bliss with Sharon. (At 
least for the time being!) But this great Cap installment 
wasn't all readers had to look forward to in this ish of 
Suspense. No sirree! In case anyone had forgotten, the 
lead story here was the Iron Man feature again scripted 
by the Man himself, Stan Lee and penciled by the 
master, Gene Colan! There, if readers recall, IM had just 
been turned to stone by the Gray Gargoyle and thrown 
off the roof of the Stark plant. If he hits the parking lot, 
Iron Man will be shattered into a million pieces! But 
enter the quick thinking Jasper Sitwell who manages 
to drive a dump truck filled with sand beneath IM, 
saving his life. Whew! In round two, it's Iron Man who 
comes out on top but at the cost of a heart attack as the 
power in his chest plate runs low. Our tale ends with a 
cliffhanger: Jasper must remove IM's helmet in order to 
provide first aid! 

Tales to Astonish #98
“...To Destroy the Realm Eternal!”; Roy Thomas 
(script); Werner Roth (pencils); Dan Adkins (inks)
“The Puppet and the Power!”; Stan Lee (script); 
Marie Severin (pencils); Herb Trimpe (inks)

Exiled from the X-Men, penciler Werner Roth takes 
over the art chores on the Sub-Mariner feature in Tales 
to Astonish #98 (Dec. 1967). He began by touching up 
Bill Everett's work in #96 before taking over completely 
from the last issue; and though Roth never could really 
bring much imagination to his Marvel work in the form 
of dazzling layouts or exciting visuals, his work was 
at least serviceable and on occasion pretty good. Here, 
in this Roy Thomas scripted story, both sides of Roth 
can be seen with his rougher edges smoothed over by 
the inks of Dan Adkins (who also supplied this issue's 
arresting cover image of Atlantis under attack that 
was made even moreeye-catching by Stan Goldberg's 
decision [and editor Lee's?] to color it all in blue). The 
only real drawback is that Thomas' script (besides what 
appears to be yet another attack on the surface world by 
Atlantis) allows the Plunderer to escape guaranteeing 
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Jim Lawrence was another fleeting writer 
who passed through the halls of Marvel in 
the late sixties. Besides penning a string of 
okay Dr. Strange sequences for Strange Tales, 
his main claim to fame is scripting adaptations 
of super spy James Bond for British comics. 
More surprisingly, under different pseudonyms, 
Lawrence also wrote many volumes of the Tom 
Swift Jr, Hardy Boys, and Christopher Cool 
series for young adults!



up a book that seemed to have hit a speed bump over the previous couple of 
issues. But before the action really begins, readers get to see another fish out 
of water sequence (something that Lee and Kirby seemed to enjoy doing). To 
wit: Thor getting arrested as an accomplice in the attempted theft of a golden 
bull. “We informed 'im of his rights, gave him a chance to call a lawyer, which 
he turned down, and that's that,” remarks the chief of detectives. “Anyway, 
the fact that he willingly replaced the golden bull will be a point in his favor. 
Better lock him up boys.” After surrendering his hammer to the authorities, 

that he'll make another appearance 
elsewhere in the Marvel universe. 
Argh! Surprisingly, much better is 
the Hulk co-feature scripted by Stan 
Lee and penciled by Marie Severin. 
There, the Hulk has been tricked into 
attacking an Air Force base by the 
Lords of the Living Lightning. And 
while the military deals with him 
by knocking him out with gas, the 
Lords kidnap Betty Ross and use her 
to force General Thunderbolt Ross 
into surrender. Our tale ends with 
the usual cliffhanger: Betty is held 
in the same cell as the unconscious 
Hulk. Should the monster wake, 
anything could happen! It was 
another solid entry by Lee while 
the art team of Severin and inker 
Herb Trimpe continue to surprise. 
Severin even stretched herself a bit 
this time with an inventive panel 5 
on page 4, showing a cutaway view 
of a room holding Betty but seen 
from above with guards outside the 
walls. Unfortunately, 
the faces of her 
characters still suffer 
as does her strange, 
stiff poses for the 
Hulk. But overall, 
if readers took a 
birds eye view of 
Astonish, the outlines 
of a genuinely 
entertaining comic 
might be discerned...

Mighty Thor #147
“The Wrath of Odin!”; Stan Lee 
(script); Jack Kirby (pencils); 
Vince Colletta (inks)

Now, this was more like it! After 
stretching out the interesting but 
not worth two-and-a-half issues 
plot involving the Circus of Crime, 
scripter Stan Lee and penciler Jack 
Kirby not only wind up that story in 
the first few pages of Mighty Thor 
#147 (Dec. 1967), but immediately 
plunge our hero into his next 
adventure. And though that adventure 
involves Loki (again?!), unlike the 
unimpressive return of the Plunderer 
over in the Sub-Mariner feature, Lee 
and Kirby make his reappearance 
here an exciting one, really perking 
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Mighty Thor #147, page 15: It was back to basics for the 
Mighty Thor when Loki attacks for the umpteenth time, except 
that this time, he tackles the god of thunder directly for some 
old fashioned, down home, Kirby style action helped of course, by 
inker Vince Colletta!



Thor is placed in a cell with another prisoner. Soon, 
however, he's released when a stranger posts bail. That 
stranger turns out to be Loki, looking to take advantage 
of the fact that Thor has been stripped of his godly 
power by Odin. What follows is page after page of pulse-
pounding action as Kirby takes it to town. A depowered 
Thor is no match for even Loki's natural strength and 
gets thrown around until beaten unconscious. Just then, 
however, Odin gets wind of the encounter and loses his 
cool. What next? As usual, Kirby is embellished here by 
Vince Colletta who continued to give the artist's work that 
grandiose veneer especially here in the big, quarter-page 
panels used for the fight sequences as the outsized figures 
of Thor and Loki pound away at each other. Great stuff! 
The same could definitely be said about the art team of 
Kirby and Joe Sinnott on the Inhumans backup. There, 
the Kree Sentry who will battle the Fantastic Four ages in 
the future, shows up to inform the Inhumans of their Kree 
origins (another interesting universe building development 
of the kind that excited Marvel fans) even as Randac 
emerges from the terrigen mists with strange new powers. 
With a warning from the Sentry that the Kree may prove 
enemies more than benefactors, Randac decides that all 
of his people should take turns entering the mists and 
thus gain different super-powers. So far, the origin of the 
Inhumans was proving to be extremely satisfying, tying 
together and strengthening the bonds of the still growing 
Marvel universe. It would only be mildly disappointing 
that ancient history would be left behind so soon to 
move the story almost to the present for the origins 
of the individual Inhumans that readers were already 
familiar with.

Avengers #47
“Magneto Walks the Earth!”; Roy Thomas (script); 
John Buscema (pencils); George Tuska (inks)

The return of the “most powerful of the evil mutants” 
under an impressive title such as “Magneto Walks the 
Earth” should've had an equally impressive Avengers #47 
(Dec. 1967) to go along with it. And though it had a good 
story by Roy Thomas and penciling by John Buscema, 
what could have been was nearly ruined by the inking 
of old pro George Tuska who'd returned to the House of 
Ideas since some earlier work on the Captain America 
feature in Tales of Suspense. This time, Tuska would stick 
around for the long haul, taking over as the main Iron 
Man artist a few months hence when IM finally received 
his own book. But that didn't necessarily mean that Tuska 
fit in. He may have been a better artist back in the Golden 
Age but his style had since atrophied, as would be seen 
in countless Marvel comics he drew through the twilight 
years. Here, he drains Buscema's work of much of its 
vitality (doing a particularly bad job on Goliath). With 
evidence here (pages 10, 15, 17) of Buscema's growing 
confidence and the widescreen look he'd soon make a 
hallmark of his style, it can only be conjectured what this 
issue would have looked like under the more sympathetic 

hand of Vince Colletta, let 
alone later inkers George 
Klein or Tom Palmer. 
Instead, Tuska's too literal 
inkline reduces Buscema's 
work from spectacular to 
merely good. Thankfully, 
Thomas' story at least 
is worthy of Buscema's 
efforts covering as it does 
Magneto's escape from the 
Stranger, the introduction 
of Dane Whitman (soon 
to become the new heroic 
Black Knight), and a 
battle between Magneto 
and Quicksilver and the 
Scarlet Witch when the 

pair refuse to join a new Brotherhood of Evil Mutants. 
All that and Captain America quits the team (this comes 
in conjunction with the plot over in Suspense where Cap 
quits being Cap), Hawkeye loses his cool, Goliath and the 
Wasp leave on vacation (driven by the Wasp's chauffeur 
who's really the Whirlwind!), and Hercules heads for 
Greece hoping to find a way back to Olympus. All in all, 
despite the inks, this was still a solidly entertaining entry 
in the Thomas/Buscema Avengers run. 

Daredevil #35
“Daredevil Dies First!”; Stan Lee (script); Gene Colan 
(pencils); John Tartaglione (inks)

The breezy Lee/Colan creative team continued to 
move forward effortlessly on Daredevil as Fantastic 
Four enemy and Frightful Four member, the Trapster 
(formerly Paste-Pot-Pete) breaks into the offices of 
Nelson and Murdock threatening to kill Daredevil. And 
that's how easy it is in Daredevil #35 (Dec. 1967) for 
scripter Stan Lee and penciler Gene Colan to get the ball 
rolling! Except for some Matt Murdock/Mike Murdock 
hijinks after the Trapster makes his exit, the issue is 
pedal to the metal, all the way action, something that 
Lee needed to be careful about as the comic threatened 
to become a vessel solely for empty fight sequences. As 
it was, for the past several issues, character development 
was moving at a glacial pace and limited to a couple 
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The wave of Italian sword and sandal films of 
the 1960s may have been pretty much over by 
the end of the decade, but some, such as the 
ultimate super-hero team of the ancient world, 
Hercules, Samson, and Ulysses (1963) might 
still be found in second run theaters (where 
the author caught it one Saturday afternoon!) 
But was it mere coincidence that Hercules was 
eased out of The Avengers just when these 
films began to wane?



pages per issue dealing with the Matt/Mike Murdock conundrum. But be 
that as it may, DD couldn't be accused of not being entertaining because it 
sure was! Here, DD is defeated by the Trapster who then takes his identity to 
infiltrate the FF's headquarters. There, he takes the Invisible Girl by surprise 
and plants a bomb for her returning teammates. Can DD somehow save the 
day? Stay tuned!

Strange Tales #164
“Nightmare!”; Jim Lawrence 
(script); Dan Adkins (pencils/inks)
“When Comes...the Black Noon!”; 
Jim Steranko (script/pencils); 
Bill Everett (inks)

The wonders continue in Strange 
Tales #164 (Jan. 1968) as scripter 
Jim Lawrence and penciler/inker 
Dan Adkins give readers a guided 
tour of one of the most offbeat 
worlds that Dr. Strange had ever 
visited. In fact, the strangeness 
begins right off with a switch in the 
placement of the book's two features: 
for the first time in the book's 
history, Dr. Strange went from being 
only the backup to the lead feature. 
In addition, it also grew from its 
accustomed 10 pages to 11 (with 
the SHIELD feature likewise losing 
a page to make up for it). Why the 
changes? What could they portend? 
Nothing was mentioned about them 
on the letters page or the Bullpen 
Bulletins page. Whatever the reason, 
fans were merely thankful that they 
had one more page of Adkins' art 
to slaver over (though admittedly, 
it meant one less page of Steranko's 
incredible work). Anyway, Dr. 

Strange finds himself 
in a new dimension 
ruled by scientific 
wizard Yandroth 
who declares his 
intention of keeping 
Victoria Bentley 
for his queen (in 
anticipation of 
ruling the universe, 
natch). Strange, of 
course, doesn't buy 
it and fights his 
way to Yandroth 

through an assortment of beasties 
and landscapes. Most noteworthy 
is his near cinematic battle with 
a giant slug and a winged bat 
thing. There's also a way-cool 
half-page sized panel on page 6 
of Strange wandering through an 
alien junglescape that seems half 
fauna and half flora. Truly, Adkins 
was really outdoing himself. Not 
that Steranko was taking it easy! 
There, artist Bill Everett appeared 
on the inks giving Steranko's work 

Strange Tales #164, page 4: Artist Dan Adkins stretches his 
imagination on this page where Dr. Strange is forced into some 
unaccustomed physical action. It was a nice change of pace 
provided by scripter Jim Lawrence who, perhaps not coincidentally 
for the author of many a Tom Swift adventure, pits the master of 
black magic against the mad science of the villainous Yandroth.
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substantiality and the kind of detail the inker had once lavished on Kirby's 
Hulk. Unfortunately, Nick Fury is still fighting to prevent the Yellow 
Claw from using his ultimate nullifier (presumably more powerful than the 
ordinary nullifier that Doctor Octopus had his hands on over in the Spidey 
book!). There's another cliffhanger ending, of course, that sees Fury captured 
and the Claw on the brink of victory. How does the SHIELD ramrod get out 
of this one? Only Steranko knew and he wasn't telling!

Tales of Suspense #97
“The Coming of Whiplash!”; 
Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)
“And So It Begins...!”; Stan Lee 
(script); Jack Kirby (pencils); 
Joe Sinnott (inks)

At last! After who knows how long 
and a string of average type bad 
guys such as Cuban communists 
and the Mole Man, Iron Man 
finally gets himself a new, colorful 
super-villain to tackle! The man's 
name is Whiplash and though 
when you come right down to it, 
was really no match for Iron Man 
with just a steel slicing whip as 
a weapon, could still dish it out 
if IM was too weak to fight back. 

(And penciler Gene 
Colan was just the 
man to draw him 
in such a way as 
to make anyone 
believe he could 
be a real menace 
to ole Shellhead.) 
And that's just the 
set up by the end 
of this Stan Lee 
scripted tale. As 
readers recalled, 
Iron Man was 

weakened and unconscious at the 
end of the previous issue. He's still 
in that state when he's picked up 
by Tony Stark's conniving cousin 
Morgan (not seen in many moons) 
for delivery to the Maggia, but Iron 
Man manages a recharge through 
the car's cigarette lighter (ask 
mom and dad about that, kids!). 
It's enough to toss around some 
Maggia hoods but not enough to 
handle Whiplash... Meanwhile, 
over in the Captain America 
backup, we have one of those 
transition stories that take place 
between multi-part epics, the kind 
that fans loved to see penciler Jack 
Kirby doing because they usually 
called on him to depict different 
kinds of goings-on in the same 
story. In this case, opening up with 
Cap in explosive action versus a 
bunch of gangsters before moving 
over to Wakanda for a couple 
pages where the Black Panther 
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Tales of Suspense #97, page 1: Penciler Jack Kirby opens this 
issue’s Cap story with a blast (literally)! But as satisfying as 
Joe Sinnott was on the inks, his style here, as opposed to his 
take on the FF, seems just a tad too clean, too formal, even too 
precise, robbing Kirby’s pencils of a visceral quality that somehow 
defined the artist’s state of mind. That said, there’d be just no 
way to call the results disappointing! Subsequent pages with Cap 
in battle with a gang of hoodlums while the Panther also runs 
into trouble would be too exquisite for words!

1967



is in combat with some strangely garbed soldiers 
(whom readers would learn soon enough were in the 
employ of Baron Zemo!). Things shift again back 
to Cap at the local police station where he considers 
taking a vacation and wonders about Agent 13, whom 
we know as Sharon Carter. As for Sharon, she's on 
another dangerous mission going undercover as spy 
Irma Kruhl (Cruel, get it?) to infiltrate the same 
costumed gang that the Panther was seen fighting. 
Hmm... Our economical, 10-page story ends with 
Cap being picked up remotely by the Panther who 
invites him to Wakanda to help in the fight against 
the strangely garbed soldiers. Here, Kirby's art, with 
the help of inker Joe Sinnott, is as slick and attractive 
as it has been for the past several issues and with 
Lee's flawless dialogue, easily matches the quality of 
previous stories since Kirby's return. Overall, there 
was hardly a better 12-cent buy in the entire Marvel 
lineup than Tales of Suspense #97 (Jan. 1968) Fun 
Fact: At a time in American history when policemen 
were often denigrated as “pigs,” Lee’s words in their 
defense have proven timeless, even in a later era when 
many advocate for their “defunding” as enemies of 
the public rather than its servants. “They're underpaid, 
overworked, and unappreciated,” muses Cap about the 
police whose headquarters he just left. “No one calls 
them superheroes, or makes any fuss over them. And 
yet, it's men like that, the thousands of unsung cops 
on the beat, who keep our streets from turning into 
jungles and who make our cities safe, even for the 
unthinking cop-haters themselves!” Amen!

Amazing Spider-Man #56
“Disaster!”; Stan Lee (script); John Romita (pencils); 
Mike Esposito (inks)

The Doctor Octopus multi-parter may have ended in 
Amazing Spider-Man #56 (Jan. 1968), but so did an 
era in the title's history. When the first era of the book's 
history ended back in 1966, it was pretty recognizable: 
Steve Ditko, the co-creator and driving force on both 
art and plotting left and was replaced by the radically 
different John Romita on the art. At that point, editor/
scripter Stan Lee ended many plot points championed by 
Ditko to update the series according to his own lights. 
That transition was pretty obvious, but the new one that 
occurred following this issue was not to be so clear cut. 
For instance, though John Romita would remain on the 
pencils, his work would become looser with more of it 
left to inkers such as Mike Esposito and especially Don 
Heck. The results, though more than satisfying, were 
less substantial than when Romita had given the art his 
undivided attention. Similarly, Lee's plotting became 
looser for a somewhat less than satisfying crossover with 
the boring Ka-Zar next issue and then a multi-parter 
featuring the less than stellar return of the Kingpin as “the 
Brainwasher.” Perhaps the reason was that during this 
period, other things than comics were demanding more 
of Lee's time including interviews (as noted in this issue's 
bullpen page), merchandising, and otherwise hobnobbing 
with celebrity directors and musicians. Meanwhile, 
Romita was taking on duties that would eventually lead 
to his becoming Marvel's art director. Be that as it may, 
however, this issue still has Romita's full concentration 
as Lee's exciting story comes to a conclusion with an 
amnesiac Spidey turning on Dr. Octopus even as the army 
assaults the villain's hideout. The only drawback is the 
fact that the story ends with Spidey still suffering from the 
tired amnesia bit, so readers were stuck with the often dull 
circumstance for at least one more issue. 

Fantastic Four #70
“When Fall the Mighty!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Unlike the current issue of Spider-Man, there was no 
hint of a creative slowdown in Fantastic Four #70 (Jan. 
1968) Here, the seemingly predictable situation of a mind-
altered Thing now dead set against his own partners is 
sidetracked for a new battle that spotlights the Human 
Torch and Mr. Fantastic (although it's Mr. Fantastic that 
gets the lion's share of the action...and how!). As an angry 
and resentful Thing makes his way across the city to the 
Mad Thinker's hideout, the Torch and Mr. Fantastic, in 
company with a squad of New York's finest, are already 
there, making their way through one barrier after another 
until Reed's climactic confrontation with the Thinker. 
There, with dramatic, power-packed visuals by Jack 
Kirby, scripter Stan Lee more than earns his half of the 
credits with another of his inspirational dialogues then 
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New York City’s finest, frequently depicted by 
artist Jack Kirby in their distinctive uniforms 
with the double breasted button scheme that 
was seen most often in movies and on TV, 
were the real life super-heroes that often 
courageously stood up to super-villains, holding 
the fort until the likes of the Fantastic 
Four could make the scene. Later, they had 
the thankless task of restoring order after a 
battle. So, hat’s off to our men in blue!



the wind up to the multi-part Mad Thinker story-line (and for those who 
thought the Thinker never amounted to much, Lee and Kirby showed just 
what could be done with any character as interpreted through the grandiose 
years!) the FF must battle a nearly invincible android, the Thinker's ultimate 

found nowhere else in comics (and 
for that matter, nowhere since): “All 
right murderer, you've had your say,” 
says Reed as he pummels the Thinker 
into submission. “But again, you've 
made one fatal mistake. You didn't 
take into account a man's fighting 
spirit. The spirit that makes a man go 
on even though his body can take no 
more. The spirit that makes a man 
willing to die for what he believes 
in. The spirit that no computer, 
no electronic thinking machine, 
will ever be able to measure, or to 
predict!” You tell 'em, Reed! With 
the conclusion of 
this sub-plot, the 
Thing attacks the 
Baxter Building but 
the Torch and Mr. 
Fantastic manage 
to lure him in front 
of Reed's menta-
wave unit that zaps 
him good. But was 
it enough to alter his 
personality or simply 
kill him? Readers 
wouldn't know that 
until the next issue. Meanwhile, the 
jailed Thinker activates his most 
destructive android yet, siccing him 
onto the FF. And wouldn't you know 
it? It shows up just when all the male 
members of the team are out of action 
and only the pregnant Invisible Girl 
is available to stop him! The whole 
issue proved that both Lee and Kirby 
were still at the top of their game, still 
the leaders of the Marvel revolution 
showing no signs of slowing down at 
all. Great stuff!

Fantastic Four #71
“...and so it Ends...”; Stan Lee 
(script); Jack Kirby (pencils); 
Joe Sinnott (inks)

How to describe such an incredible 
issue in a mere handful of words? 
Suffice it to say that between Stan 
Lee's scripting and Jack Kirby's 
penciling, the two managed to 
produce one of the most soul 
satisfying issues of the FF ever. 
You thought that “the battle of the 
Baxter Building” back in ish #40 
was something? Think again! In 
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Fantastic Four #70, page 4: Joe Sinnott’s clean ink lines work 
better here over Jack Kirby’s pencils especially when depicting the 
texture of the Thing’s rocky exterior. It’s also more useful on 
crowded street scenes with their various passersby where faces 
and attitudes are important in conveying the anxiety engendered 
by the possibility of an out of control Thing. Meanwhile, the 
close up of the Thing’s face in panel 4 communicates an air of 
impending menace, one further expressed in panel 5 with his 
frustration at not being able to flag a cab. Not good!
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creation. Fantastic Four #71 (Feb. 1968) opens where 
the previous isssue left off, with the Invisible Girl left 
alone to face the Android after both the Human Torch 
and Mr. Fantastic had fallen. But just as things seem 
the most hopeless, the Thing, his mind now restored to 
normal, wades in and what follows is nothing short of 
Kirby at his all time best, culminating in a blockbuster 
panel 1 on page 7 as the Android is knocked through 
a wall outside the Baxter Building to plunge to its 
destruction far below. In the meantime, the Torch 
and Mr. Fantastic have revived and attack the Thing 
unaware that he's back to normal. But convinced by the 
Invisible Girl, the partners relent just in time to tackle 
the Android again (it managed to survive its fall...
natcherly!). However, it's defeated after being lured into 
the Negative Zone, never to be seen again...maybe! But 
back on Earth, Reed realizes that the deadly dangers 
faced by the FF pose too great a threat to Sue, now 
pregnant with the couple's child. Thus, Reed's dramatic 
announcement at the conclusion of this ish: “Sue and 
I are cutting out! I won't be responsible for any more 
lives!” “That means...” replies Johnny, “the end of the 
FF!” Even after all these years, it was still amazing how 
much the smoothly integrated team of Lee and Kirby 
could cram into a single 20 page story. Here, there was 
tons of action but at the same time, mostly through Lee's 

dialogue, there was plenty of room for characterization, 
drama, and emotion too. Everything was here that made 
the FF still “the world's greatest comic magazine.” The 
sense of comradeship, family, and a clear, unambiguous 
moral foundation that gave its legitimacy as the pride of 
the Marvel Group!

Tales to Astonish #99
“When the Monster Wakes!”; Stan Lee (script); 
Marie Severin (pencils) John Tartaglione (inks)
“When Falls the Holocaust!”; Archie Goodwin (script); 
Dan Adkins (pencils/inks)

Like Strange Tales before it, Tales to Astonish #99 (Jan. 
1968) reversed the traditional order of its two features 
(which seemed to match the solo cover illustration; 
i.e. if the image spotlighted the Hulk as this issue 
does, then the Hulk feature would lead off). That, and 
each feature now boasted 11 page stories instead of 
12 pages for Sub-Mariner and only 10 for the Hulk. 
Unbelievable as it may sound, however, the art on this 
issue's Hulk feature was a step down from those issues 
immediately preceding it. Herb Trimpe was gone from 
the inks and replaced by John Tartaglione. And though 
Tartaglone wasn't bad, with Trimpe's departure, it now 
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Like his contemporary, Roy Thomas (and a number of other mostly 
Marvel writers), Archie Goodwin hailed from Missouri and broke 
into comics in a big way: his first published work was drawn by EC 
comics greats Al Williamson and Roy Krenkel. With some editorial 
experience in his background, he became the main script writer for 
Warren Publications’ Creepy, an EC wannabe. From there, he became 
its editor and more famously, the editor/writer for the company’s 
Blazing Combat title.
     By the late 1960s, Goodwin found himself at Marvel. There, 
he took over the Iron Man feature from writer Stan Lee in Tales 
of Suspense. He succeeded in emulating Lee’s style making the 
transition an easy one for readers and continued on into the first 
couple years of the title. Goodwin would go on to write much more 
for the company including early issues of Tomb of Dracula and Hero 
for Hire but as time went on and he moved away from Stan Lee’s 
writing style, his output became less interesting until he finally 
found himself in an editorial position again, namely editor-in-chief 
of Marvel. Two years later, he was out and freelancing again, then 
back to Marvel as editor of Epic Illustrated. After that, it was off to 
DC where he acted primarily as a Batman editor while handing in 
the occasional script. He was still on duty when he passed in 1998.

Archie Goodwin



seemed clear that Severin's oddball art style needed 
someone who was more sympatico than Tartaglione. 
Over the months he'd been inking her, Trimpe had 
learned Severin's strengths and weaknesses, adapted, and 
managed to make her work slightly more than merely 
acceptable for a dramatic comic book. It'd been almost 
decent. But that veneer was gone this issue, robbing the 
climactic chapter of Stan Lee's story of the Lords of the 
Living Lightning of some of its impact. On the other 
hand, the art on the Sub-Mariner feature had improved 
again with Dan Adkins once more on both pencils and 
inks. The story, scripted by Marvel newcomer Archie 
Goodwin, finishes plot elements begun by Roy Thomas 
a number of issues back. The good thing here is that the 
Plunderer is nowhere to be seen as the Atlanteans attack 
a US submarine and Namor races to stop the use of a 
“hurricane inducer.” Although Goodwin, a former writer 
and editor for such Warren Publications as Eerie and 
Creepy, does a good job aping the Lee/Thomas scripting 
styles, it's Adkins' art that's the star. While not as wild 
and inventive as his work on Dr. Strange, it nevertheless 
shines here with its clean lines and excitement-inducing 
layouts. From this point on, the Sub-Mariner feature 
would enjoy top-notch art even as it transitioned into 
its own solo title. The good luck would last for over a 
year before a tag team of John Buscema and Gene Colan 
stepped down to be replaced by Marie Severin as regular 
artist followed later by Sal Buscema.  

Mighty Thor #148
“Let There Be...Chaos!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

Scripter Stan Lee and penciler Jack Kirby were 
still riding high in Mighty Thor #148 (Jan. 1968) 
with Thor trapped on Earth with the possibility 
open for more encounters with earthbound super-
villains. And that possibility becomes a certainty 
with the introduction of a new super-villain called 
the Wrecker, destined to become one of Thor's most 
exciting foes with a couple never to be forgotten 
encounters while Kirby was still drawing the book. 
The Wrecker is actually a second story man wanted 
by the police for a number of robberies. What 
distinguishes him from other thieves is his use of a 
crowbar in his thefts. Well, this time he breaks into 
rooms occupied by Loki (depowered by Odin thus 
short-circuiting his one sided battle with Thor begun 
last ish) just as Karnilla, the Norn Queen, grants god 
of mischief his request for extra powers to defeat 
Thor. Mistaking the Wrecker for Loki, she gives him 
the powers instead. His first act is to banish Loki back 
to Asgard and when he and Thor finally meet, he does 
the same for Sif and Balder. At that point, Kirby has 
only a couple pages remaining for the Wrecker and 
Thor’s initial confrontation, but he makes the most 
of them by first delighting readers with a full page 
splash of the pair going at it and then a second page 

of the two tussling over some rooftops. Earlier, to 
catch Thor's attention, Kirby had the Wrecker destroy 
a bunch of buildings using his now enchanted crowbar 
in a paroxysm of shattering brick and tumbling 
cornices. At the same time, Lee and Kirby continue 
to have some fun by contrasting the uptight nature of 
Thor and his friends with everyday life on Earth. This 
time, feasting on take-out burgers: “Ahhh! Whether 
in the Elysian fields of Asgard or the halcyon halls of 
Earth, how good it is to quell the pangs of hunger,” 
muses Balder as he contemplates the McFeast. “How 
will I make 'em believe this in the Java Joint? How?” 
asks the stunned delivery boy after getting a tip from 
Thor. “They will look in thine eyes and believe,” 
the thunder god assures him. Later, Thor entertains 
his guests by showing them the Spider-Man cartoon 
show on TV! Ya gotta love it! And though Kirby's art 
is as power packed as ever, it was obvious here that 
Vince Colletta's inks were slipping. Backgrounds are 
missing and faces are simplified. However, in many 
other places, the inker continued to do Kirby proud 
with more than a few powerfully dramatic panels. 
What Kirby would look like under a slightly more 
dedicated inker could be seen at the back of the book 
with the Inhumans backup feature. There, under the 
slick inks of Joe Sinnott, readers are introduced to 
the infant Black Bolt, whose first cries nearly destroy 
the city of Attilan! “Never did man born of woman 
have such a son,” declares the fearful father, Agon. 
Fun Fact: Kirby's cover spotlighting the Wrecker was 
slightly altered by John Romita who, for some reason 
known only to editor Lee, redrew the figure of Thor!
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By the early sixties, the McDonald’s “fast food” 
franchise had spread across the United States, 
quickly embedding itself into the American way 
of life. By that time, co-owner Ray Kroc had 
bought out the original McDonald brothers 
and then his own partner, Harry J. Sonneborn. 
Very quickly after that, in 1967, Kroc expanded 
outside the US opening its first foreign 
McDonald’s franchise in Canada before going on 
to conquer the rest of the world.



Mighty Thor #149
“When Falls a Hero!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

As he was in the concurrent issue of The Fantastic 
Four, penciler Jack Kirby was at the top of his game 
for Mighty Thor #149 (Feb. 1968)! Need proof? Then 
look no farther than this issue's incredible cover image: 
Divided into three panels with two of the smaller at the 
top setting up the dramatic scene in the largest panel 
set in the bottom half, the cover displays a triumphant 
Wrecker looming in the close foreground and a defeated 
Thor lying prone amid the rubble of a shattered building, 
and all colored in the amazing gradations that only Stan 
Goldberg seemed able to capture. Wow! But that was 
only the appetizer for this action packed extravaganza. 
Inside, the art team of Kirby and Vince Colletta knock 
'em dead with page after page of outsized, grandiose 
action culminating in a three-quarter sized panel on page 
15 as the Wrecker drops an entire apartment building on 
Thor, leaving readers to wonder if this might actually 
be the end of the thunder god. Add on top of all that, 
Stan Lee's script that captures perfectly the Wrecker's 
low IQ bravado vs. the inspirational Thor: “Still am I 
the son of Odin,” says Thor as he's pressed hard by the 
Wrecker. “Still doth the proud blood of Asgard flow 
through my veins. Still shall I fight, and still endure. 
A victory expected is triumph without meaning. But, 
a victory snatched from the ashen ruins of defeat...ah, 
there be a victory of which minstrels shall sing!” All 
that wonderfulness was backed up by a new origins of 
the Inhumans feature this time featuring the boyhood 
of Black Bolt, his cruel teasing at the hands of brother 
Maximus, and the realization by Black Bolt that he'd 
have to remain silent for the rest of his life. It was okay 
with solid Kirby/Joe Sinnott art, but the virility of the 
early chapters of this series was already gone. The 
subject in the installment here was already familiar to 
regular readers of the Fantastic Four with the usual 
Inhuman faces of Karnak, Gorgon, and Medusa hanging 
about as Maximus does them dirty, ending with his usual 
comeuppance. The Inhumans stories would have to do 
better than this to maintain any level of enthusiasm 
from fans. 

Avengers #48
“The Black Knight Lives Again!”; Roy Thomas (script); 
George Tuska (pencils/inks)

Judging from John Buscema's interpretation of the new 
Black Knight from the cover of Marvel Superheroes 
#17, his depiction of the character would have been 
incredible here in Avengers #48 (Jan. 1968) if he'd 
been given the chance. Instead, readers' enthusiasm 
was dampened when they opened this issue and found 
Buscema nowhere to be seen. What they wound up 
with was the art of George Tuska, which proved wholly 
inadequate for this key building block of the still 

growing Marvel Universe. From his so-so cover (with 
its perfectly awful depiction of Goliath) to the by-the-
numbers illos on the inside, Tuska was a pale substitute 
for Buscema, whose dynamic penciling was on the 
cusp of breaking out into something truly awesome. 
Tuska's work here at least serves the purposes of Roy 
Thomas' script which presents the origin of the new 
Black Knight and his first foray as a hero (which is 
canceled when the Avengers refuse to believe he's 
a good guy). The editorial decision to give the new 
Black Knight such a colorful costume may have been a 
wrong move, as well. Far from being a “black” knight, 
the Dane Whitman version is a garish mix of blue, 
yellow, and red. Too much. On the other hand, in later 
issues, when Buscema was drawing him, colorist Stan 
Goldberg did manage to turn the Black Knight into 
something really eye-catching. It all depended on how 
the character was drawn, as well as inked. That said, 
the new Black Knight would later become one of the 
Avengers' most interesting co-stars as well as later 
members of the team. Thomas has admitted that the 
Knight was one of his own favorites so it was only to 
be regretted that he never found a way to star him on a 
more regular basis. Meanwhile, back here in Avengers 
#48, Quicksilver and the Scarlet Witch remain captives 
of Magneto and Hercules searches a strangely deserted 
Olympus. At best, this issue acts as a speedbump in the 
ongoing story-line.
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Through the 1960s, many cities in the United 
States suffered under the misguided intentions 
of large scale urban renewal programs 
sponsored by the federal government. More 
often than not, they resulted in shattered 
communities and government housing that was 
often neglected and ridden by crime. The one 
good thing about urban renewal was that its 
condemned neighborhoods proved to be perfect 
places for super-hero battles where no one 
could be hurt and buildings could be damaged 
that were already scheduled for demolition!



Avengers #49
“Mine is the Power!”; Roy Thomas (script); John Buscema (pencils/inks)

In an unusual circumstance, Avengers #49 (Feb. 1968) was both penciled 
and inked by John Buscema. (In a blurb on this issue's opening page, scripter 

Roy Thomas and editor Stan Lee 
state that when they saw the pencils 
for this story, they decided that no 
other inker “could do justice” to 
them but Buscema himself.) The 
artist inking his own pencils would 
prove an extremely rare occurrence 
in his tenure at Marvel so this 
example is to be cherished. (The 
artist would prove too valuable 
to waste his energies on inking, 
a circumstance that would only 
become more acute after Jack Kirby 
left Marvel in 1970.) That said, 
there are aspects of his inking that 
aren't totally satisfying. Not that 
there was anything bad about the 
results, only that perhaps Buscema's 
realistic style needed flashier inkers 

to really bring out its 
innate appeal. In this 
issue for instance, 
Buscema's emerging 
attempts at looser 
layouts was balanced 
by inks that seemed 
to soften his work 
with overreliance 
on cross-hatching 
rather than full 
blacks. Notice the 
inks on the figure 
of Quicksilver in 

panel 2, page 15 for instance. Not 
so hot. His work over facial features 
was also less than stellar. In other 
instances however, his inks worked 
well, such as the impressive full page 
splash on page 7 depicting Magneto's 
lab. Miles better than George Tuska's 
inks in the previous issue, Buscema's 
inking here, nevertheless, would not 
be missed once the likes of George 
Klein or Tom Palmer took over. 
Scriptwise, Buscema couldn't have 
had a better partner to pair up with 
his powerhouse art than Roy Thomas 
who divides the plot into two tracks: 
one following the return of Magneto 
and the other Hercules' return to 
Olympus, with most of the action 
being contributed by the latter's 
battle with Typhon. A key element to 
the plot involves Magneto steering a 
bullet fired by a policeman so that it 
grazes the Scarlet Witch's head and 
so enrages Quicksilver that he finally 
joins Magneto in his war on the 
human race.
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Avengers #49, page 7: Artist John Buscema enters the Jack 
Kirby full page splash/heavy machinery sweepstakes with a bang 
on this page with the human characters dwarfed by Magneto’s 
“magnetically-induced perpetual motion” complex. Sure, the entire 
contraption seems hazy and non-functional around the edges, but 
Buscema would clear up such inadequacies as the years went on. 
In the meantime, fans could enjoy this rare instance of the artist 
inking his own pencils.
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Avengers #50
“To Tame a Titan!”; Roy Thomas (script); 
John Buscema (pencils/inks)

John Buscema again provides both the pencils and the 
inks for Avengers with #50 (Mar. 1968). Perhaps enthused 
by a Roy Thomas plot that emphasized fantasy over super 
heroics, Buscema decided to do the whole thing himself. 
Whatever the case, the results tell with page after page 
of bludgeoning action as Hercules goes full-tilt versus 
the Olympian deity called Typhon. But before he does, 
Thomas provides Buscema with the chance to illustrate 
Olympus itself as Hercules fights his way to the home of 
the gods, only to be told by Zeus that all their hopes of 
rescue from the land of shadows lie in him. Buscema's 
subsequent layouts and exaggerated figure work through 
the course of Hercules' battle with Typhon displays an 
evolution of his style from the rather traditional five and 
six panel grids per page. Now, his panels started to open 
up and figures sprawled across pages in dynamic, heroic 
postures. This new style would come to full fruition on 
early issues of the new Sub-Mariner title and a later stint 
on The Avengers. Meanwhile, Thomas doesn't forget the 
rest of the Avengers team as various issues from Goliath's 
leadership qualities and inability to grow in size (Hank 
even considers quitting the team, settling down and getting 
married) to the need to confront Magneto and settle the 
issue of lost teammates Quicksilver and the Scarlet Witch. 
But the team would have to address that question with 
only three active members (Hawkeye, Goliath, and the 
Wasp) because Hercules quits at the end of this issue! 
Which was too bad as Thomas had managed to come up 
with plots that not only gave Hercules adequate challenges 
but that also made for stronger Avengers stories.

Daredevil #36
“The Name of the Game is Mayhem!”; Stan Lee (script); 
Gene Colan (pencils); Frank Giacoia (inks)

As readers were sure to recall, last issue, the Trapster had 
left the Invisible Girl pasted to the floor of FF HQ with 
a bomb about to explode! Here, in Daredevil #36 (Jan. 
1968), DD arrived just in time to hear the telltale ticking 
and save the situation. But that's only the beginning of 
this fast-moving tale by scripter Stan Lee and penciler 
Gene Colan as our hero then tracks down the Trapster and 
in a series of high flying, large-sized panels (including a 
vertiginous full pager of DD aboard the Trapster's flying 
platform high among the canyons of New York), manages 
to defeat him just before being thrown into a new story-
line featuring Dr. Doom! But the real attention grabber 
this ish is the return of Debbie Harris from way back 
in issue #10 when she was part of a plot involving the 
evil Organizer. Now out of jail, she makes contact again 
with Foggy Nelson just as he's asked to run for district 
attorney. Suspicious? You bet it was! Did it add up to an 
intriguing new direction for Lee's penchant for sub-plots? 
Right the first time!

X-Men #40
“The Mark of the Monster!”; Roy Thomas (script); 
Don Heck (pencils); George Tuska (inks)

Unfortunately, the less said about X-Men #40 (Jan. 
1968), the better. Inarguably, the low point of the 
entire series (following as it did on the heels of the 
underwhelming Factor Three denouement) it asks 
readers to believe that Prof X can read the mind of an 
artificial creature to learn that the Frankenstein monster 
is actually an android sent to Earth 150 years before as 
an ambassador of an alien race! The professor dispatches 
the X-Men to the arctic to stop the creature from being 
thawed from the ice where it's been imprisoned but 
they get there too late. A fight ensues with the monster 
outclassing the X-Men (it's not good when a whole 
team of superheroes can't even stand up to a nineteenth 
century Frankenstein...even if he is an android) until 
Iceman freezes him up again. Art by Don Heck is good 
at times, but its effect is mitigated with too literal inks 
by George Tuska (who was doing the same disservice 
to John Buscema over on the Avengers...why couldn't 
Heck be allowed to ink his own work? It wasn't as if 
he was being kept too busy in these months). Tuska's 
worst performance comes in trying to ink the face of 
the Frankenstein monster which comes off looking like 
Dick Briefer's comical version done for Prize Comics in 
the 1940s. Ugh. Tuska's cover effort for this ish didn't 
help any either with the X-Men looking more like the 
Keystone Kops than a formidable fighting group. For 
the X-Men's first full issue in their new costumes, this 
disappointing effort by Roy Thomas (did he run out 

Could Mary Shelley’s Frankenstein monster 
be depicted any worse than Fred Gwynn’s in 
Munster, Go Home! (1966)? Don’t answer that 
until you’ve read X-Men #40 which offers 
the explanation that Frankenstein was actually 
an alien android dispatched as an ambassador 
to the Earth in the nineteenth century before 
it malfunctioned. Hoo boy! Stories like this 
showed that even mighty Marvel wasn’t perfect!
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of ideas or was this just an idea that didn't pan out?) 
was certainly a dud. The lead story here did have one 
consolation: it made the latest entry in the origins of 
the X-Men backup feature look good in comparison. 
There, Thomas is still teamed with Werner Roth (inked 
unflatteringly by John Verpoorten) as they continue 
to unfold the origin of Cyclops who falls in with bad 
company and then meets Prof. X for the first time. 

Sgt. Fury and His Howling Commandos 
#51
“The Assassin!”; Gary Friedrich (script); Dick Ayers 
(pencils); John Severin (inks)

By Sgt. Fury and His Howling Commandos #51 
(Feb. 1968), Dick Ayers had returned to the penciling 
chores (after asking editor Stan Lee for a break from 
his long stint on the title). Ayers had been spelled by 
artist John Severin in the meantime, who’d brought 
the quality up a few notches. But now that Ayers 
had returned, Severin would be relegated to the inks, 
a chore that would prove serendipitous in that he’d 
bring more solidity and realism to Ayers’ often stiff 
drawing style. (Take for instance, page 4, panel 1...
why is Hitler dancing a jig?) Although Ayers did come 
alive somewhat when he was called upon to draw 
machines of war, his action scenes were hampered 
by a habit of presenting it with head shots and off 
panel obscurantism. Be that as it may, the team of 
Ayers and Severin was a successful one, keeping 
sales of the Sgt. Fury book strong. (Despite eventually 
switching to reprints in later years, Lee maintained 
that sales remained unchanged between reprints and 
original tales, something that was not likely lost on 
Marvel publisher Martin Goodman.) In the meantime, 
stories were provided by Gary Friedrich, who hit the 
ground running after taking over from Roy Thomas. 
Scripts were just as wordy, but emphasis of the plots 
soon began to shift to subjects that could be equally 
applied to the ongoing Vietnam War as World War 
II. Eventually, these stories would be recognized by 
readers as landmarks including “The War Lover,” “The 
Informer,” and “They Also Serve.” This issue’s tale, 
“The Assassin,” was among those. And though Lee 
himself had explored such realistic topics as gung ho 
superior officers, racism, and concentration camps in 
the series’ earliest issues, Friedrich was able to bring 
a greater sense of immediacy to his own, including 
this issue’s tale of loyalty, betrayal, and ultimate 
disenchantment seen from the enemy’s perspective. 
Here, Jorgen Kline, a German munitions manufacturer 
who has always been loyal to the Nazis, is compelled 
to undertake a mission to assassinate the leaders of 
the United States, England, and Russia at the Tehran 
conference. His wife and child are to be held hostage 
against his fulfilling the mission, but Kline is suffering 
a crisis of conscience, torn between his duty to the 
Reich and fear for his family. Ultimately, he chooses 

to end his own life instead of murdering the three 
leaders, an act that contributes to the story’s unhappy 
end: the execution of his wife and the consignment of 
his infant son to a reeducation camp. In one of the few 
times in the series’ run, a story ended with more than a 
hint of the brutality of the Nazi menace to the ordinary 
German. Overall, it was an example of how Friedrich 
was bringing a mature perspective to a series that in 
its early incarnation treated war more as an adolescent 
romp than serious business.

Strange Tales #165
“Behold the Savage Sky!”; Jim Steranko (script/pencils); 
Frank Giacoia (inks)
“The Mystic and the Machine!”; Jim Lawrence (script); 
Dan Adkins (pencils/inks)

Hoo, boy! Things go from crazy to wild as scripter/
penciler Jim Steranko opens the latest chapter in the 
Yellow Claw/SHIELD epic with an incredible double-
page spread as an army of SHIELD agents (wearing 
some of the most elaborate getups ever conceived) 
launch themselves from the helicarrier to the Claw's own 
Sky Dragon flying ship! (And dig that last breathless 
sentence...right out of the Steranko scripting playbook!) 
Inside the Sky Dragon, Nick Fury breaks loose just as 
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Even before the Nazi’s came to power, its 
leadership, exemplified by Adolf Hitler himself, 
included a built in paranoiac nature that took 
the form not only of occasional purges, but 
oppression of the German people in the form 
of secret police and concentration camps. On 
the least intrusive level, paranoia would take 
the form of street propaganda such as this 
wall art warning the citizens of Aachen that 
“the enemy may be listening.” While such 
paranoia was promoted by the Nazis to set 
citizen against citizen it also provided scripter 
Gary Friedrich with an opportunity to explore 
the effects of the war and the Nazis on the 
German people themselves including the Kline 
family in Sgt. Fury #51.
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Steranko's layouts do and into furious action mode, utilizing everything from 
“hyper-psionic brain-wave emanations” to a “magnetic pelfrag shooter.” It 
all results in a body-armored Claw turning on Fury in a full page physical 
encounter before ending in yet another cliffhanger. Whew! It was Steranko 
still at the near peak of his literary/artistic powers, held in check only by 
the fact that he wasn't inking his own work. For that, Frank Giacoia was on 
hand. Giacoia did a decent job on everything except faces which fell flat. 

Otherwise, this was an entry sure 
to satisfy the monthly cravings of 
SHIELD fans everywhere! But that 
wasn't all there was to like about 
Strange Tales #165 (Feb. 1968)! No 
sir! There was also the Dr. Strange 
second feature which was still 
sporting the artwork of Dan Adkins. 
Finally, there was an artist who 
came close to capturing the wonder 
that Steve Ditko had once given 
the feature. And lucky for readers, 
Adkins would be sticking around 
for a while. It seemed that finding 
someone who could capture just the 
right atmosphere for Dr. Strange 
was hard to come by as the long 
dry spell between Ditko and Adkins 
had proven, but believe it or not, 

there was another 
artist in the wings. 
One that would be 
so good, he'd even 
threaten to topple 
the great Ditko from 
his throne. But his 
debut was still down 
the line a bit so 
for now, fans had 
the opportunity to 
drool over Adkins 
work here as 
Strange continues 

his quest to rescue Victoria Bentley 
from the mad clutches of alien 
scientist Yandrog. And though 
Strange manages to confront the 
villain, the chapter ends with the 
release of Voltorg, a giant robot 
so retroactively designed as to be 
laughable but somehow, here in this 
alien 'verse, it works!

Amazing Spider-Man #57
“The Coming of Ka-Zar!”; Stan Lee 
(script); John Romita (layouts); Don 
Heck (pencils); Mike Esposito (inks)

It had to happen sooner or later. 
Penciler John Romita couldn't keep 
up doing full pencils every month 
on The Amazing Spider-Man while 
also working on the black and white 
Spectacular Spider-Man magazines, 
as well as other odd jobs around 
the Marvel offices. He wasn't Jack 
Kirby, after all, who could dash 
out full pages of artwork at the 

Strange Tales #165, page 5: In a page devoid of his usual special 
effects, penciler/scripter Jim Steranko does it straight, including 
Jack Kirby style in your face action...literally, as Fury’s fist seems 
to reach out to smack the reader where he lives! That said, this is 
like a rest period compared to the remainder of the story!
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drop of a hat. And so, with the conclusion of the Dr. 
Octopus story-line last issue, Romita acquired some 
help to meet deadlines. Luckily it was talented help 
who'd end up aiding him to produce some of the most 
visually memorable issues of Spider-Man ever. That 
person was Don Heck, who arrived to finish Romita's 
layouts beginning here in Amazing Spider-Man #57 
(Feb. 1968). Having been permanently replaced on the 
Avengers, Heck had been bouncing around the bullpen 
looking for a regular assignment. He picked one up with 
the X-Men but with extra time on his hands, he was 
given the assignment of finishing Romita's pencils here. 
As had been the case for some time, Mike Esposito was 
on hand to do the inks. The results here were pleasing 
but not perfect. Perfection would take a couple issues, 
but it'd come. That left the story. Stan Lee's script still 
had Spider-Man suffering from the amnesia induced 
by Doc Ock in past issues until he encounters Ka-Zar, 
in town visiting. Now, outside of the jungle, Ka-Zar 
was a pretty uninteresting character and he doesn't do 
anything here to alter that estimation but he did make 
for a crossover of Marvel heroes, something that had 
proven popular with readers. Also helping the story 
was having Spidey, all forgetful, bumping into the 
book's cast of supporting players including Gwen and 
J. Jonah Jameson. But amnesia was usually a twist that 
writers fell back upon when they ran out of ideas. Was 
that the case here with Lee? Maybe. (Lee himself may 
have sensed he'd fallen short this time as indicated by a 
cover blurb: “You may like this yarn or loathe it, but we 
promise you this, you'll never forget it!”) In any case, 
readers got lucky in that Spidey would lose both the 
amnesia and Ka-Zar next issue.

Tales to Astonish #100
“Let There Be Battle!”; Stan Lee (script); Marie Severin 
(pencils); Dan Adkins (inks)

In the penultimate issue of Astonish, editor and scripter 
Stan Lee crosses over the title's feature characters 
creating “an epic-length 22-page battle” wherein the 
Sub-Mariner and Hulk mostly go toe to wingtip with 
the Puppet Master pulling the strings. Unfortunately, 
though Lee is up to his usual standards scripting wise, 
the Marie Severin art that had begun to look half 
way decent over the past several issues likely due to 
the increasingly sympatico inks of Herb Trimpe, was 
considerably loosened here in Tales to Astonish #100 
(Feb. 1968) by the inking of Dan Adkins. The mostly 
negative results come as a surprise in light of Adkins' 
success inking others and doing his own penciling 
and inking on the Dr. Strange feature. What exactly 
happened here is anyone's guess: Was Adkins adhering 
too closely to Severin's pencils? Had he been in a 
rush? Whatever the case, the overall results are quite 
disappointing for a story that should have been a slam-
dunk, over-the-top success. As it is, readers had to 
slog through panel after panel of oddball posturings, 
comic facial expressions, and lack of detail. (At least 
Severin managed to deliver a decent looking cover with 
our two protagonists charging each other high over 
a crowded beachfront; the largely white background 
served well to highlight the foreground figures, another 
good decision by colorist Stan Goldberg.) Luckily, Lee 
was on hand to provide some drama and soap operatic 
elements in Rick Jones being injured by a possessed 
Hulk and Major Glen Talbot who might have to kill the 
Hulk (who is really Bruce Banner, of course) and risk 
the love of Betty Ross as a result. Oh, what a tangled 
web we weave! 

Daredevil #37
“Don't Look Now...But It's Dr. Doom!”; Stan Lee 
(script); Gene Colan (pencils); John Tartaglione (inks)

Following a similarly styled cover for this month's 
X-Men book, Daredevil #37 (Feb. 1968) also sports 
an all-black background with the foreground figures 
of DD and Doc Doom spotlighted in a circle of 
yellow. A very simple design but one with its snazzy 
Gene Colan art that's definitely eye-catching! Inside, 
scripter Stan Lee tells a simple tale in which our hero 
is captured by Dr. Doom and after a couple attempts 
at escape, is finally placed in a glass cylinder, all the 
better to switch bodies with the Lord of Latveria. 
Seems Doom's latest plan to defeat the Fantastic Four 
is to get into the Baxter Building in the form of a 
trusted superheroic colleague, leaving the mind of DD 
trapped in Doom's body. Get all that? You'd better, 
because it'll be the basis of a complicated followup 
chapter next ish, all culminating in a massive 
mistaken identity story set for Fantastic Four #73!

1967   121

If it was good enough for Hitchcock… Just 
as our hero suffers from memory loss in 
Amazing Spider-Man #57, so does Gregory 
Peck’s character in Alfred Hitchcock’s classic 
film Mirage (1965). As a plot device however, 
amnesia worked more interestingly for the 
master of suspense than it did for ole Spidey.

1967



Daredevil #38
“The Living Prison!”; Stan Lee (script); Gene Colan 
(pencils); Frank Giacoia (inks)

Beneath a rare but incredible symbolic cover by 
penciler Gene Colan, Daredevil #38 (Mar. 1968) 
continues where the last issue left off, namely with 
Dr. Doom having traded bodies with Daredevil the 
better to sneak into the Baxter Building and take 
the FF unawares. The story by scripter Stan Lee is 
filled with twists and turns, including an imprisoned 
DD (in Doom's body) convincing the guards that 
he's actually Doom and escaping. An attempt to stop 
Doom (in DD's body) from attacking the Fantastic 
Four goes awry but another in which DD (as Doom) 
orders Latveria's army to attack all of its neighbors 
at once, forces Doom (in DD's body) to return to his 
embassy and reverse the body transferal. Back in 
his own body, Daredevil then destroys the transferal 
machine and a defeated Doom allows him to leave. 
But as DD makes his way to the Baxter Building to 
tell the FF that the emergency is over, Doom radios 
ahead and, impersonating the voice of Daredevil, 
warns the FF that Doom is about to attack them in 
DD's body. Hoo, boy! Confused yet? Well, the FF 
will be too as they not only fight Daredevil, but 
Spider-Man and Thor in Fantastic Four #73. Plus, 
adding to the complications, after Doom (in DD's 
body) gives the reformed Debbie Harris the brush off, 
Foggy doesn't like it setting up misunderstandings 
and problems for Mike/Matt Murdock (another 
confusing situation) in upcoming issues.

X-Men #41
“Now Strikes...the Sub-Human!”; Roy Thomas (script); 
Don Heck (pencils); George Tuska (inks)

Oh, no! Not another subterranean civilization story! But 
that's what readers got from scripter Roy Thomas and 
penciler Don Heck as the X-Men face off against some 
ugly that the Beast names Grotesk. His real name is 
Gor-Tok (not much of an improvement) and, of course, 
he hates the human race—blaming them for the radiation 
that has altered his form from one that wasn't much to 
look at in the first place. Anyway, Professor X sends 
the team off to find and defeat Grotesk while keeping 
Marvel Girl with him for some secret purpose. But 
despite the disappointing nature of the story, Thomas 
does manage some interesting wrinkles in the X-Men's 
private lives including new suspicion from Cyclops 
that Professor X has romantic feelings for Marvel Girl 
(something that had once been hinted at in the old Stan 
Lee/Jack Kirby days) and growing suspicion of Iceman 
and Beast by their girlfriends Vera and Zelda. At least 
X-Men #41 (Feb. 1968) did sport some Heck artwork. 
The downside was that he was inked by the cumbersome 
George Tuska who seemed to have little empathy 
with Heck's style. As a result of all the preceding, for 
the first time, the latest chapter in the origins of the 
X-Men backup series with its Werner Roth artwork 
was actually more interesting than the lead tale. There, 
Scott Summers is contacted by Professor X. He agrees 
to work with him to stop bad guy Jack Winters who has 
just turned himself into a being composed completely of 
diamond thus, his new sobriquet: the Living Diamond!

Strange Tales #166
“Nothing Can Stop...Voltorg!”; Jim Lawrence (script); 
George Tuska (pencils); Dan Adkins (inks)
“If Death Be My Destiny!”; Jim Steranko (script/pencils); 
Joe Sinnott (inks)

Oh, the humanity! Just when the Dr. Strange feature was 
on an artistic roll, the carpet was yanked out from beneath 
discerning fans' feet! We speak of the fact that for some 
reason, Dan Adkins was removed from penciling the 
Strange lead feature in Strange Tales #166 (Mar. 1968) 
and replaced by George Tuska. Luckily, however, what 
could've been a total disaster artwise (since his arrival at 
Marvel, Tuska, a veteran of the Golden Age of comics, 
had produced less than stellar work, especially as an 
inker) was saved because none other than Adkins inked 
the pencils. Adkins had been doing great work on the 
feature, the best since Steve Ditko's tenure, and to lose 
his services at this point was extremely disappointing. 
But it seemed he was not intimidated working over the 
older man's pencils because the overall results looked 
almost as if Adkins himself had done the art. So, while 
the layouts were still basic and nowhere near as eye-
catching as those Adkins had done in earlier issues, the 
final look here was more than acceptable. Storywise, 
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The plot device of mind transferal was 
nothing knew, even before Daredevil #38 
etc! It was used, for instance, to good effect 
not long before in the soon to be classic 
Outer Limits episode “The Human Factor” 
which also included similar complications for 
the transferred involving identity confusion, 
madness, and even romantic issues.



Jim Lawrence was still providing a slick product with 
interesting developments, re: the evil Yandroth and his 
dishonorable plans for Victoria Bentley. Meanwhile, 
SHIELD, under the auspices of Jim Steranko continued 
to stun, beginning with an incredible, in-your-face splash 
page featuring Nick Fury all got up in something called a 
H.A.W.K. harness complete with lit stogie! (Readers were 
conveniently informed in a blurb that H.A.W.K. stood 
for High Altitude Wing Kite. Natcherly!) Still on the 
trail of the elusive Yellow Claw, Fury is spotlighted by 
scripter/penciler Steranko in a handful of since-universally 
acclaimed classic pages of artwork beginning with page 
6 that's designed like a jigsaw puzzle. 
Using a “spy ray lens,” Fury finds his 
way through the maze onto page 7 
where various traps are laid out in the 
form of a pinwheel. The whole thing 
is topped off by a full-length shot of 
Fury on page 10 that would form the 
identifier image in the upper left corner 
box on the covers of his soon-to-be 
released solo title!

X-Men #42
“If I Should Die..!”; Roy Thomas 
(script); Don Heck (pencils); 
George Tuska (inks)

As if its jarringly new design wasn't 
enough to catch the eye of long time 
X fans (or the new readers it was 
intended to attract), then the cover 
image for X-Men #42 (March. 1968) 
drawn by John Buscema certainly was! 
With sales on the title still lagging, 
editor Stan Lee (with publisher Martin 
Goodman's input?) decided to go 
radical by eliminating the book's main 
title and relegating it to a modest “the 
X-Men Featuring” line above the main 
logo which would now broadcast 
some aspect of the issue's story instead 
of simply declaring who the stars of 
the book were. In this case, it was 
a large box screaming “The Death 
of Professor X!” The cover's visual 
design was then enhanced by John 
Buscema drawn head shots of angst-
ridden X-Men looking on as a silhouette of Professor X 
tumbles from his wheelchair. In addition, the cover itself 
was given an all-black background with the figure of 
Professor X spotlighted in a circle of yellow. The whole 
new approach was at once sad and exciting looking. Sad 
in that it signified the ill fortunes of the X title (whose 
page count for the lead story was cut back in order to 
fit chapters of an origins of the X-Men feature) but 
exciting in that the new cover layout was kind of cool and 
represented some out of the box thinking. In addition to 

the cover revamp and the origins backup series, scripter 
Roy Thomas also offered a real shakeup storywise, as 
Professor X dies in this issue. “Not a hoax! Not a dream! 
Not an imaginary tale!” shouted a cover blurb obviously 
poking fun at rival DC's penchant for such tales. “This is 
for real!” And for the time being, it was. Whether or not 
the Professor's death was intended to be permanent, at 
the time, it felt that way. (He'd return alive and kicking 
with issue #65.) In the meantime, artist Don Heck was 
still on the pencils but it was impossible to tell how good 
a job he did beneath the crude inks of George Tuska, 
who displays here little sensitivity for Heck's distinctive 

style. But there's plenty of action, 
culminating in a full page splash of 
the stunned X-Men bearing their fallen 
mentor from the rubble. The origin of 
Cyclops concludes in the backup series 
with the Professor getting his idea for 
a school and using it to build a team 
around its first recruit, Scott Summers, 
who also dons the familiar blue and 
yellow costume the X-Men wore until 
recently. Thomas made it a satisfying 
conclusion albeit the Werner Roth/
Herb Trimpe art team was less than 
stellar. 

Amazing Spider-Man #58
“To Kill a Spider-Man!”; Stan Lee 
(script); John Romita (layouts); Don 
Heck (finishes); Mike Esposito (inks)

Sure, long time readers had seen 
this before way back in Spidey #25 
but these were the grandiose years 
now, and the return of Prof. Smythe 
and his spider slayer robot (with J. 
Jonah Jameson's familiar puss again 
prominently displayed in its faceplate) 
was commensurately bigger, bulkier, 
and far more powerful looking. That 
attitude was broadcast loud and clear 
on the cover to Amazing Spider-Man 
#58 (Mar. 1968) as the new, 
anthropologically shaped model 
smashes its way through a corrugated 
iron barrier with a blurb declaring: 
“Wow! Look who's back!” But 

before fans could sink their collective teeth into this 
new jazzed-up revisit, they had to contend with a few 
more pages featuring Ka-Zar, who was left over from 
the previous issue when he managed to cure Spidey's 
amnesia (whew!). Luckily for readers, Ka-Zar makes a 
quick exit (but not before another page or two dedicated 
to his roaming the streets of New York along with pet pal, 
Zabu), allowing the action to move quickly to the offices 
of the Daily Bugle where they can reacquaint themselves 
with John Jameson and Captain Stacy, and later with 
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“Not a hoax! Not a 
dream! Not an imaginary 
tale!” Marvel would use 
the latter phrase now 
and then to highlight 
seemingly unbelievable 
events in their comics 
that, as opposed to rival 
DC, were meant to be 
true. Meanwhile, at the 
Distinguished Competition, 
imaginary tales had become 
a popular staple especially 
among the Superman titles.



Harry Osborn and Gwen Stacy at 
the hospital where Aunt May lay 
ill. Meanwhile, scripter Stan Lee's 
breathless yarn also visits the lab of 
Prof. Smythe where, in a dramatic 
half-page illo by John Romita (who 
again only does the layouts with 
Don Heck adding the finishes), the 
new and improved Spider Slayer is 
introduced. J. Jonah Jameson is sold 
on the new model and immediately 
takes it out for a spin, nearly catching 
Peter Parker in the act of getting out 
of his Spidey suit! What follows is 
page after page of pulse-pounding 
action as a gloating Jameson chases 
Spidey across Manhattan, culminating 
in a very cool panel on page 17 
where the Spider Slayer smashes 
a phone booth (remember those?), 
with Spidey escaping by the skin of 
his teeth. Suffice it to say that Spidey 
eventually finds a way to defeat the 
robot and Smythe is thrown out of 
Jameson's office in disgrace. It was 
an issue that set the series on firm 
ground again, following the amnesia 
issues, but one where the Romita/
Heck/Mike Esposito team had yet to 
find their own firm footing. Artwise, 
the ish was good but a little shaky. 
It would pass, however, with the 
team set to produce some nice books 
down the line.

Fantastic Four #72
“Where Soars the Silver Surfer!”; 
Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

In a foretaste of his own solo book 
that would be launched in 1969, the 
Silver Surfer is reintroduced to fans 
in Fantastic Four #72 (Mar. 1968). 
There, disgusted with human beings 
who always seem to be at war with 
one another, the Surfer decides to 
give them a common enemy: himself. 
Obviously, the Surfer isn't thinking 
straight but with his cosmic power, 
he presents a real threat to humanity, 
so dangerous that the Watcher is 
prompted to once again break his 
vow of noninterference to warn the 
FF. He does it by stopping a train 
upon which Reed and Sue Richards 
are riding in the wake of Reed's 
announcement the issue before that 
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Artist John Romita outdid himself on this cover to Amazing 
Spider-Man #58, choosing to highlight the Spider-Slayer robot 
gigantically, front and center, in the best grandiose tradition! 
So much so, there was no room for our hero! Spidey’s 
representation would have to settle for the spider signal 
blurb design at bottom left and the very cool, and dramatic 
“desultory” Spider-Man image in the corner ID box. Marvel’s 
overall cover designs for this period in themselves were clear 
and simple and left plenty of room to show off the action art 
now with a minimum of Stan Lee blurbs.
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he and Sue were quitting the team. Well, in the shortest 
resignation on record, Reed agrees with the Watcher that 
the threat is dire enough to reverse his decision and he's 
immediately whisked back to the Baxter Building. Left 
behind is Sue, who wonders what can Reed or anyone 
do against “the all powerful Silver Surfer?” to which the 
Watcher can have only one reply: “All powerful? There is 
only one who deserves that name. And his only weapon...
is love!” Credit editor and scripter Stan Lee for invoking 
the Deity here. God, and religion for that matter, had 
always been a taboo subject in comics, and superhero 
comics in particular. Presumably it was never mentioned 
in order to avoid offending readers of different faiths...
or no faith, so this was another gutsy move but Lee. But 
Lee was used to gutsy moves. In another departure from 
standard practice, he addressed the touchy subject of 
race in Sgt. Fury #6 and didn't shy away from having his 
characters spout philosophy or morality when occasion 
demanded. Meanwhile, on a more basic level, penciler 
Jack Kirby doesn't stint on the action as the Human Torch 
and the Thing try unsuccessfully to stop the Surfer's 
rampage. But after saving the Surfer's life from the 
danger of the Sonic Shark (a missile in the US arsenal), 
the sentinel of the spaceways learns his lesson about 
mankind. “Just remember,” Reed reminds him, “mankind 
is not as lost, not as hopeless, as it may seem.” “Truly, 
there is a spark of divinity in all who live, and think, and 
strive,” admits the chastened Surfer. But though there'd be 
an interruption in the next issue, this issue's story merely 
serves as prologue for the FF's last great extended story 
arc beginning in issue #74. Sure, the later Dr. Doom 
sequence would be good but obviously derived as it was 
from the Prisoner TV show, it lacked that certain je ne 
sais quois of earlier, more original issues of the title. It 
was also produced just as Kirby's enthusiasm for the work 
cooled and he began to actively consider leaving Marvel 
for other pastures. Thus, the upcoming “worlds within 
worlds” multi-parter would be the last flourish for the 
team of Lee and Kirby on the Fantastic Four.

Fantastic Four #73
“The Flames of Battle...”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Can you say fantastic, incredible, or delightful? If you 
can, then choose one or all of these superlatives to 
describe Fantastic Four #73 (April. 1968) as Stan Lee's 
by now finely-honed skills at editing and scripting and 
Jack Kirby's art now at the peak of its full grandiosity 
combine to create a near perfect issue of “the world's 
greatest comic magazine!” So spectacular, so downright 
special, it should've been saved for an annual but such 
was Marvel's largesse in these years that they had more 
wonderfulness than they could spare. And so, we have 
a standalone issue of the FF (falling sort of in between 
issues of a new Silver Surfer multi-parter) that continues 
directly out of events in the latest issues of Daredevil. 
Dovetailing nicely here, the DD book lately featured 

a story-line in which Dr. Doom switches bodies with 
Daredevil to infiltrate the Baxter Building and kill our 
heroes. But before that happened, DD managed to get 
Doom to switch back. Now, DD is on his way to let the 
FF know all's well that ends well except that unbeknownst 
to him, Doom has called ahead, impersonating DD, 
to warn the FF that the real DD was still occupied by 
Doom. Got that? So the first thing that happens is that 
DD is attacked by a scouting Human Torch. Then picks 
up Spider-Man as an ally who then picks up Thor just 
after his defeat by the Wrecker back in his own title. 
Together, the three heroes end up tackling the FF in a 
grand mistaken identity mixup perfectly encapsulated 
on the cover faceoff by Kirby against a stark white 
background. Inside, the artist pulls out all the stops aided 
by Joe Sinnott who, with the abdication of Vince Colletta 
in faithfully inking Kirby's pencils on Thor, had emerged 
by this time as the King's undisputed best inker. With 
page after page of bludgeoning action climaxed in a full 
page illo of Thor and the Thing going hammer to rocky 
fist, this issue was a visual feast. Finally, however, things 
get straightened out, but not before Lee has a chance to 
come up with some of his cleverest dialogue and character 
moments. It'd be hard to come up with a more soul-
satisfying comic than this one but Lee and Kirby would 
come close a few more times before the gas began to 
run out of the grandiose years. Luckily for fans though, 
they still had the microverse multi-parter in upcoming 
issues of the FF, the return of the Red Skull in the new 
Captain America title, and the Mangog story in Thor. 
And that didn't even count classics in the making over in 
Daredevil, Spider-Man, SHIELD, Dr. Strange, and The 
Avengers! Whew!

“Truly, there is a spark of divinity in all 
who live, and think, and strive…” Established 
in 1961 under Pres. John F. Kennedy, the 
Peace Corps was still going strong in the late 
sixties, extending a helping hand to those less 
fortunate by way of youthful volunteers such 
as Louis Jenkins, here, teaching English to 
students in the Philippines.
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Marvel Superheroes #13
“Where Stalks the Sentry!”; Roy Thomas (script); 
Gene Colan (pencils); Paul Reinman (inks)

With the switchover in scripting chores from Stan 
Lee to Roy Thomas for Marvel Superheroes #13 
(Mar. 1968), things begin to heat up for Mar-Vell, 
secret agent and advance scout for the Kree Empire. 
Not only does Thomas give Mar-Vell an Earthbound 
secret identity (in the form of Dr. Walter Lawson, who 
was to be the chief scientist at the missile base under 
investigation by Mar-Vell; Lawson is killed when 
his jet is shot down by the conniving Yon-Rogg in 
an attempt to murder Mar-Vell) but he also creates a 
sub-plot involving Mar-Vell's landlord, who becomes 
suspicious of his new tenant. In addition, Thomas 
goes against expectations and creates the persona of 
Carole Danvers. She was an unlikely choice for head of 
security for a missile base in 1968 but the decision to 
make the character a woman instead of a man becomes 
clear when one considers the plotting advantages of 
giving Mar-Vell a possible romantic entanglement. 
Anyway, Yon-Rogg figures in the action again when 
he revives a dormant Sentry, hoping it will succeed 
in killing Mar-Vell where the beam that hit Lawson's 
plane failed. Gene Colan's pencils could have looked 
much better (as they would in coming issues of Captain 
Marvel's own solo title) under the inks of anyone but 
Paul Reinman, especially as rushed as Colan's work 
looks here. Frequent use of full page illos seem to 
confirm the hurry up nature of the assignment. (Colan 
was also doing Daredevil and twelve pages of Iron 
Man at the same time). Reinman's use of cross-hatching 
instead of fluid blacks did nothing for the finished look 
of Colan's work, especially when the story called for 
quiet moments when the hero is out of costume. Still, 
the new wrinkles in this issue and the overall concept 
of a Kree soldier turning his back on his own race to 
defend Earth had lots of dramatic potential and Thomas 
was just the person to exploit the set up. Hopefully, 
he'd be able to continue on the writing when Captain 
Marvel soon graduated to his own book. Beyond the 20 
page lead Cap feature, the rest of Marvel Superheroes 
#13 is filled out with reprints spanning Marvel's past 
publishing history from the Golden Age to the pre-hero 
era. Dull stuff compared to the new, super-charged 
Marvel Age of Comics! 

Tales to Astonish 
#101
“Where Walk the 
Immortals!”; Stan Lee 
(script); Marie Severin 
(pencils/colors); 
Frank Giacoia (inks)
“...and Evil Shall 
Beckon!”; Archie Goodwin 
(script); Gene Colan 
(pencils); Dan Adkins 
(inks)

Tales to Astonish #101 
(Mar. 1968) marked a 
milestone in Marvel's 
history as the first of its 
venerable double-feature 

books ended with this issue. From here, both the Hulk 
and Sub-Mariner would go their separate ways, Hulk 
into his own book with numbering continuing from this 
issue and Sub-Mariner to a shared title with Iron Man 
(pending both getting their own titles the following 
month). Whether either character was popular enough 
to support their own books was another question, and 
one that only time would tell. In the meantime, Sub-
Mariner readers were delighted to discover that Gene 
Colan, the feature's original artist, had returned after a 
long absence to chronicle the start of a new plot line 
scripted by Archie Goodwin. From its eye-grabbing 
opening splash page to its subsequent pages showing 
off Namor's muscle beach physique, Colan didn't 
disappoint. Subby is tormented by a new villain named 
Destiny who'd stick around through the first issues of 
his solo title. More significantly, we find Atlanteans 
returning to their city after it was destroyed by the 
Plunderer. That sequence would become the basis for 
an interesting interlude later to be explored by Roy 
Thomas that suggested an epic underwater fantasy saga 
along the lines of the Lord of the Rings and other adult 
fantasies that had grown in popularity at the time. Over 
on the Hulk's side of things, Marie Severin was still on 
the pencils somewhat disappointingly inked by Frank 
Giacoia (Colan had been inked by Adkins in a much 
more satisfying manner). Stan Lee's story shatters the 
wall between realism and fantasy as the Hulk invades 
Asgard and battles Thor's buddies, the Warriors Three. 
This ends in a cliffhanger as the Hulk, now changed to 
Bruce Banner, is flung into a bottomless chasm. Like 
Thor's own adventures among the gods, the Asgardian 
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(opposite page) Fantastic Four #73, page 13: 
Penciler Jack Kirby’s quarter page panel layout 
and Joe Sinnott’s clean ink lines make this 
action page easy to follow in a jam packed, 
single issue tale pitting three members of the 
FF against Thor, Spider-Man, and Daredevil. 
Notice how Kirby doesn’t stint on the details 
of the buildings with every brick and piece of 
mortar clearly detailed! This was why Sinnott 
had definitely claimed the title of Kirby’s best 
inker at the time.

Although J.R.R. Tolkien’s Lord of the Rings 
trilogy was first published in the United States 
in the mid-1950s, ten years later, Ballantine 
Books had issued the paperback versions that 
Marvel readers were likely most familiar with, 
the ones with the colorful and striking painted 
covers by Barbara Remmington.
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setting is inferior to an Earthly one with endless hordes 
of knightly warriors a poor substitute for a single good 
super-villain. Where were the Chameleon, the Leader, 
or the Abomination when you needed them? The cover 
for this ish seems to make the case with Odin leading a 
passel of warriors as drawn in rushed fashion by Jack 
Kirby, confronting a looming Hulk figure drawn by 
Severin. ho-hum.

Mighty Thor #150
“Even in Death...”; Stan Lee (script); 
Jack Kirby (pencils); Vince Colletta 
(inks)

The Wrecker is barely an 
afterthought in Mighty Thor 
#150 (Mar. 1968) as most of the 
action moves off-planet and back 
to Asgard, but (surprisingly) it 
isn't Thor who's in the spotlight, 
but Balder and Sif. As readers 
no doubt recalled, a depowered 
Thor was defeated in the previous 
issue by the Wrecker, who left 
him for dead. And technically, he 
was! In a fabulous full page Jack 
Kirby illo, Thor's spirit is coaxed 
from his lifeless body by Hela, 
the goddess of death. Meanwhile, 
back in Asgard, Balder and Sif 
seek to help Thor by retrieving a 
magic crystal globe that can prove 
to Odin that Thor needs his help. 
But to do it, they have to fight their 
way through the realm of the Norn 
Queen, Karnilla. And that's where 
Kirby really lets it rip! In perhaps 
Balder's finest hour in the Mighty 
Thor book, he battles solo over a 
number of pulse-pounding pages 
with a giant Barbaric led off by a 
huge, half-page sized panel as said 
Barbaric launches an oversized 
double-pronged arrow at Balder. 
After defeating the Barbaric in 
decisive fashion, our hero is basely 
taken down by gas and captured. 
Meanwhile, taken before Karnilla, 
Sif pleads for Thor's life. Karnilla 
then offers a chance to do that by 
having her inhabit the body of the Destroyer. Sif 
agrees and after she's whisked off to Earth, Loki and 
Karnilla have a laugh over the thought that in the 
Destroyer's body, Sif is more likely to kill Thor than 
to save him. The only drawback to this story is the 
inking of Vince Colletta over Kirby: by this time, the 
inker was beginning to take far too many shortcuts of 
the kind that would later ruin his reputation among 

fans. Backgrounds were dropped, details eliminated, 
and art simplified. To be sure, in places like the 
intro of the Barbaric and Hela, Colletta still ruled, 
but it was disappointing to see his work backsliding 
elsewhere in the issue. On the other hand, Kirby 
himself may have been slipping, as well. His portrait 
of a laughing Karnilla on page 14, panel 5 reeks of 
his later, inferior work at DC rather than his earlier 
pencils of the grandiose era. Kirby comes off much 
better under the inking of Joe Sinnott in this issue's 
Inhumans backup tale that spotlights Triton. There, 

detail and backgrounds have all 
been firmed up under Sinnott's 
slick style. The only problem was 
with the series in general which 
continued to move away from the 
origins and culture of the Inhumans 
to more straight-ahead adventures 
of the current day members of 
the royal family. This story, for 
instance, begins an extended Triton 
story as he decides to explore “what 
lies beyond the Hidden Land.”

Incredible Hulk #102
“...This World Not His Own!”; 
Gary Friedrich (script), Marie 
Severin (pencils), Herb Trimpe (inks)

Penciler Marie Severin reteamed 
with inker Herb Trimpe in time for 
the Hulk’s brand spanking new solo 
title in Incredible Hulk #102 (April. 
1968). Inheriting the numbering from 
the now-canceled Tales to Astonish, 
the duo’s blended art styles seemed 
to be a step down from their earlier 
efforts together. Set in Asgard, the 
home of grandiose Jack Kirby gods, 
any artist would have difficulty 
capturing the setting’s monumentalist 
style, so it’s no surprise that Severin 
here fails to do so. In fact, many 
of Severin’s figures seem to have 
stepped directly out of her work on 
the concurrent Not Brand Echh. As 
an example, check out the decidedly 
ungodly (?) looking Thor figure on 
page 9, panel 3. And her depiction 
of Odin in the story’s final panels 

is equally underwhelming. Severin’s most successful 
pages were those dedicated to the mandatory recap of 
the Hulk’s origin but that’s quickly over and it’s back 
to awkward (even ugly) work over the rest of the issue. 
Meanwhile, Trimpe’s inks, as opposed to his previous 
efforts in Astonish, wholly fail to save the book. After 
an outing like this, it’s a wonder that the Hulk title 
would not only survive, but go on to a long and happy 

Despite the ease in which 
the Hulk managed to 
invade Asgard, man’s 
efforts to reach for the 
heavens experienced a pair 
of major setbacks in 1967 
including the tragic death 
of astronauts Gus Grissom, 
Ed White, and Roger 
Chaffee in a capsule fire 
during a pre-flight test 
for Apollo 1 and the death 
of Russian cosmonaut 
Vladimir Komarov when a 
parachute failed to open 
and his own capsule fell 
to earth.



shelf life! Storywise, newcomer Gary Friedrich was 
stuck with Stan Lee’s inappropriate transplanting of 
the mortal Hulk to Asgard and manages to run out 
the clock with a last minute save by big daddy Odin 
(despite misnaming Fandral the Dashing for Balder 
the Brave on the final page!). Next ish it’ll be back to 
normal, or as normal as it gets for the green goliath as 
he faces “the Space Parasite!”

Mighty Thor #151
“To Rise Again!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

Though this month's Fantastic Four put it somewhat in 
the shade in the department of sheer satisfaction, Mighty 
Thor #151 (April. 1968) still packed an incredible 
wallop! Filled as it was with instances where those in 
the know could see where inker Vince Colletta was 
cutting corners over Jack Kirby's pencils, still, those 
panels where he applied himself were just stunning in 
their imagery. They start with the opening splash page 
spotlighting Thor as he rushes toward some new menace. 
There, Colletta's choice to ink Kirby's blocky figure 
mostly with cross hatching and fine lines (the better to 
enhance its musculature) work like a charm. He doesn't 
skimp on the full pager of Odin later in the book either, 
doing Kirby proud. Finally, his half-page intro of Ulik is 
just plain stunning. Oh, there was enough here to forgive 
Colletta for much, that's for sure, which is why fans at 
the time were ga ga over his inks on Thor. As readers 
recalled, some time back, Odin had stripped Thor of his 
godly powers and now, with the Wrecker disposed of, 
he faces the return of the even more powerful Destroyer. 
But unknown to him, the life force that animates the 
magic robot is that of Sif who is gradually losing control 
over the Destroyer and becomes a bystander as the 
machine proceeds to kill her beloved! The Destroyer was 
one of Thor's less arresting adversaries but was made 
slightly more interesting here due to Sif's involvement. 
Meanwhile, back in Asgard, Balder has been captured by 
Karnilla who is forced to free him so that he can defend 
her against another old Thor adversary, Ulik, the giant 
troll. Interestingly, this Balder sub-plot was proving to 
be more interesting than the main Thor story! Anyway, 
all that drama was done in an economic fifteen pages. 
The rest of the ish is given over to the continuing origins 
of the Inhumans backup wherein we pick up Triton 
who's been captured by a group of movie makers (!). He 
breaks loose and begins swimming in the direction of 
shore, hoping to continue his mission of scouting out the 
human race for his people. Here, it's Joe Sinnott's turn 
to ink over Kirby and he doesn't fail to excite showing 
why by this time, he was the King's preeminent inker, 
seeming to adapt himself to whatever atmosphere any 
story required. Although he might not have been able 
to capture the old world feel needed by Thor the way 
Colletta could, there was no doubt that his version would 
be equally as delightful to the eye.

Mighty Thor #152
“The Dilemma of Dr. 
Blake!”; Stan Lee (script); 
Jack Kirby (pencils); Vince 
Colletta (inks)

Wow! The King did it 
again! What did he do? 
Why, come up with 
another wing doozy of a 
cover image that leaves 
no doubt that these were 
still Marvel's grandiose 
years! Here, on the cover 
of Mighty Thor #152 
(May. 1968), we have 
massive figures of Thor 
and Ulik the troll tussling 

in the foreground, taking up most of the cover space 
with fabulous inks by Vince Colletta that preserved 
the sense of Kirby's original pencils without obscuring 
it in gobs of ink as later embellishers would do. The 
background figures of Sif, Balder, Karnilla, and Loki 
are all reduced to near insignificance next to those 
in the foreground. The only criticism of the image is 
a teeny tiny one: Colletta should have inked in just 
a little more hair on Ulik's head as the resulting gap 
makes it look like his face is just a mask. But that's a 
small quibble compared to the immense satisfaction 
any Kirby fan got from this incredible visual. Inside, 
however, Kirby's art seems looser, likely the result 
of Colletta beginning to slack off on anything but 
the central figures in each panel (Or maybe Kirby 
had rushed a bit, having more pages to draw starting 
this month than usual). Much has been simplified, 
including backgrounds and even the bulky feel of 
the Destroyer. On the other hand, the fight scenes 
between Thor and Ulik are as bombastic as ever. And 
our script by Stan Lee is solid as Thor moves from 
Earth back to Asgard where he loses his hammer to 
Loki. Lee though, is at his best with humor which he 
employs when Odin is misidentified by the police as an 
employee of a museum come to collect the inert form 
of the Destroyer. Lee, of course, is also on hand for 
this issue's installment of the origin of the Inhumans 
backup feature in which Triton roams the streets of 
New York before reporting back to Black Bolt. Here, 
Kirby's art is again solidly bolstered by Joe Sinnott's 
inks. Every detail is captured and preserved, every 
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Although Erich Von Daniken’s bestselling 
Chariot of the Gods? was first published in the 
US in 1969, controversy regarding its contents 
about the beginnings of human civilization 
surely preceded it. Was the subject already in 
the air by the time Lee and Kirby presented 
readers with the origins of the Inhumans or 
were they one step ahead of Von Daniken?



panel seemingly filled up with cityscapes, force lines, 
or supporting characters, making for a very satisfying 
visual experience. However, with this chapter, the 
series comes to an end. Perhaps begun as an Inhumans 
solo series that never came to be, the series started 
off keenly interesting but rapidly lost its initial energy 
when it left ancient history and moved the action into 
the present. The Inhumans would get another shot at 
solo action albeit not in their own book and not for 
some months. But when it did, Kirby would not only 
be drawing it, but scripting it as well.

Mighty Thor #153
“But Dr. Blake Can Die!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

A couple of continuity errors mar an otherwise exciting 
Mighty Thor #153 (June. 1968). In an example of 
how editor/scripter Stan Lee had loosened his control, 
penciler and primary plotter Jack Kirby was allowed 
to make a pair of major mistakes with long standing 
elements of Thor. For example: Loki has absconded 
with Thor's hammer leaving him bereft of his 
weapon while still in Asgard. In the past, it had been 
established that while in Asgard, and unlike on Earth, 
even if he was separated from his hammer, Thor would 
remain Thor. Here, as he begs the Norn queen Karnilla 
to transport him back to Earth before he changes to 
Dr. Blake, it's clear that is exactly what's going to 
happen if he isn't removed immediately. Meanwhile, 
on Earth, Loki carries around Thor's hammer with no 
problem when in past issues, he, like everyone else, 
couldn't pick up the hammer due to its enchantment. 
In addition, there's doubtless a rushed look to the art 
which was likely due more to inker Vince Colletta's 
efforts than Kirby's (whose original pencil pages 
invariably look complete). Still, even a slacking inker 
can't hold back the power of Kirby's art as readers are 
treated to page after page of very cool battle between 
Thor and Loki, something rarely seen despite the 
frequency with which the two appeared together over 
the series' long history. Not only that, but hand-to-hand 
battle with Loki displaying some of his own godly 
strength. He was no pantywaist! The twist here is that 
Thor's girlfriend Sif is injured by Loki and Thor must 
operate as Dr. Blake. Then, at the most crucial point, 
Loki interferes and Blake has to find a way to hold him 
off while Sif is rushed to safety. Unfortunately, once 
again, big daddy Odin steps in and whisks Loki back 
to Asgard where a new threat is looming. Clearly, with 
the major continuity errors cited above, Lee was ceding 
some of his oversight duties to Kirby and giving the 
artist's work less of his attention. Was it evidence of 
a growing rift between the two? Or was it Lee's own 
slacking off here that might have triggered resentment 
on the part of Kirby? Whatever the case, it boded ill for 
the future of one of the most fruitful partnerships in the 
history of comics.

X-Men #43
“The Torch is Passed!”; Roy Thomas (script); 
George Tuska (pencils); John Tartaglione (inks)

After reaching the nadir of the series with the 
Frankenstein story a couple issues back and the death of 
Professor X in the previous issue, the X title seemingly 
had nowhere else to go but up. That climb should have 
begun solidly here in a nicely scripted story by Roy 
Thomas that touched all the bases including action, 
intrigue, rising menace, and emotional moments involving 
the X-Men's grief over their fallen mentor. The problem 
was that artist George Tuska had graduated from inking in 
the last issue to penciler here, in X-Men #43 (April. 1968). 
He just wasn't up to the task. Readers' hopes about the 
art, raised quickly with this issue's nice symbolic cover 
by John Buscema, were immediately dashed when they 
opened the book to discover Tuska's credit as penciler. 
Almost immediately, readers were treated to what would 
become the artist's trademark in the years ahead: giving 
his characters severe overbites. To be fair, Tuska does try 
to come clean laying out some of the story in big, quarter-
size panels, but they just don't satisfy due to the awkward 
nature of his figurework and oddball contrasts, such as the 
ornate throne Magneto is sitting on in the opening splash 
page while surrounded by high tech machinery or the 
ram's head battering ram employed by the Toad on page 
15, panel 1. Ugh. That, and just getting Magneto's unique 
Jack Kirby helmet design wrong and revealing too much 
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Super-hero funerals were an uncommon 
occurrence in comics but when they did happen 
they were usually colorful, costumed affairs 
as in this scene from Aquaman #30 (1966). 
In contrast, the funeral of Prof. X in X-Men 
#43 was a more dignified affair or, at least, as 
dignified as penciler George Tuska could manage.
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of the villain's face. Aside from the funeral of Professor X 
though, Thomas does supply readers with a development 
that would prove significant as the years went on: Marvel 
Girl's telekinetic powers are enhanced by Professor X 
so that now she shares some of his telepathic powers, 
as well. The other important element coming out of this 
issue is the fact that its story will dovetail with ongoing 
events in the current Avengers books with chapters due 
to go back and forth for the next few months. A benefit 
of having a continuity freak like Thomas as writer on 
both titles. (Then again, editor Stan Lee was doing 
something similar in the Daredevil and Fantastic Four 
books.) This issue's backup feature spotlights Cyclops. 
With the conclusion of his origin last 
ish, this chapter takes its cue from 
similar features in Marvel's annuals 
explaining a character's powers and 
abilities. Thus, we learn how Cyke's 
eye beams work, how they're powered 
and controlled by his ruby quartz 
visor, etc. Werner Roth (with inks by 
John Verpoorten) comes through this 
time with some decent visuals (much 
better than Tuska's on the lead story), 
especially the action shot of Cyclops 
on the splash page. 

X-Men #44
“Red Raven, Red Raven!”; 
Roy Thomas (story); Gary Friedrich 
(script); Don Heck (layouts); 
Werner Roth (pencils); John 
Tartaglione (inks)

In a story devised by Roy Thomas 
(and scripted by newcomer Gary 
Friedrich), the X-Men scribe misses 
a golden opportunity to tell a slam-
bang solo tale spotlighting the team's 
second most interesting character, 
the Angel (the other being Cyclops). 
Instead, readers found themselves 
stuck with another lost race type 
story as the Angel escapes the 
clutches of Magneto (after getting 
hold of a convenient disintegrator 
gun that he uses to escape his bonds; 
when he goes to use it on the other 
X-Men, Cyclops makes the unlikely guess that their 
bonds might be booby-trapped and orders the Angel 
to make his escape instead; (was this an example of 
miscommunication between artist and writer resulting 
from the Marvel Method of script writing?) and finds 
himself on an uncharted island filled with sleeping 
birdmen and warded over by a revival of the 1940s 
Red Raven. Granted, Thomas had a love for Golden 
Age characters, but in this attempt to introduce one into 
the Marvel Age, he stumbled. What's more, Angel's 

battle with the Raven was too short and just plain ole 
uninteresting. Perhaps the problem was the art. For 
X-Men #44 (May. 1968), Don Heck only laid out the 
story with Werner Roth returning to pencil; so right off, 
there was much dilution of Heck's work. With much of 
the dynamism gone, John Tartaglione's by-the-numbers 
inks further buried any surviving nuances until they were 
completely invisible. Overall, there wasn't much going 
on in this abbreviated 15-page story as it ends where it 
began, with the Angel on his way to find succor with 
the Avengers. And with Roth on the main story, George 
Tuska was brought in to pencil the origins of the X-Men 
backup feature, this time spotlighting Iceman. Written 

here completely by Friedrich, who'd 
been recruited to write for Marvel by 
pal and fellow Missourian Thomas, 
the tale moves along quickly but 
somewhat uninterestingly until ending 
with the appearance of Prof. X and 
Cyclops. Clearly, this chapter of the 
series was going to move along at a 
much faster clip than the lengthier 
Cyclops origin opener. Tuska's art, 
meanwhile, had not improved over the 
months he'd been at Marvel. It was 
still awkward, boring, and filled with 
annoying overbites. So between the 
lead and backup features this issue, 
the X-Men continued to limp along, 
bringing up the rear of the Marvel 
parade with each issue threatening 
to be the final nail in its coffin. 
Obviously, the continued decline of 
the X title was not as obvious to many 
fans as it was to editorial. Witness a 
missive on this issue's letters' page 
by future penciling great Keith 
Giffen pleading for an X-Men annual. 
Not likely!

Avengers #53
“In Battle Joined!”; Roy Thomas 
(script); John Buscema (pencils); 
George Tuska (inks)

The long simmering sub-plot involving 
Quicksilver and the Scarlet Witch 
going over to the new Brotherhood of 

Evil Mutants led by Magneto finally comes to a head in 
Avengers #53 (June. 1968). Readers were signaled in 
no uncertain terms that this was so by the striking John 
Buscema produced cover image featuring what would 
become a familiar layout involving the members of one 
team of heroes charging from one side of the illo toward 
another group on the other. In this case, The X-Men 
vs. the Avengers with the Angel stuck in the middle. 
Against a blank white background, the array of wildly 
colorful costumes makes this one of Buscema's best. In 

Red Raven #1 (and only) 
may not have been much 
of a character even back 
in 1940, but he must 
have been at least a tad 
more interesting than 
the pale version featured 
in X-Men #44. That, 
however, didn’t prevent 
scripter Roy Thomas from 
bringing him back as a 
member of his retro-
WWII team, the Liberty 
Legion, later in the 1970s.



fact, Buscema's work was showing up on covers across Marvel's lineup at this 
time, and all of them looked darn sharp. His depiction of the X-Men on the 
inside of this book showed how exciting that team's own book could've been 
if Buscema was the regular artist. Could he have saved the X book from low 
sales and eventual cancellation? It was very likely. Unfortunately, the idea 
would never be tested as Buscema's services (which only grew more valuable 
after the departure of Jack Kirby) would be judged by editorial to be of better 
use elsewhere. And one of those elsewheres was right here with the Avengers, 

wherein the artist was on the cusp 
of producing some of his most 
spectacular work ever. And though 
still saddled with the heavy handed 
inks of George Tuska, that gentleman 
seemed to finally be getting the 
hang of inking Marvel style action 
(Tuska's work on the new Iron Man 
solo title would also show marked 
improvement in his approach...
relatively speaking). That, and 
coloring by Stan Goldberg, combined 
to produce one of the month's most 
visually appealing books as the 
Avengers in their purples, reds, 
yellows, violets, etc battled with 
the X-Men in their own greens, 

yellows, purples, and 
crimsons. Meanwhile, 
Roy Thomas' script 
kept what could have 
been a confusing 
mash-up from being 
just that. After being 
apprised by the Angel 
of Magneto's plans 
and the capture of the 
rest of the X-Men, 
the Avengers charge 
off to do battle and 
end up fighting the 

heroes they came to rescue. Buscema 
did Kirby proud in his depiction of 
the fight between the two teams, 
particularly on page 16, panel 5, a 
donnybrook that he dedicated two 
thirds of the page to. But it was all 
a set up to trick Magneto allowing 
the Angel to get in his last licks. 
However, as great as this ish was, it 
was only a lead into bigger and better 
things just over the horizon as the 
Avengers team supreme of Thomas 
and Buscema really hit their stride! 

X-Men #45
“When Mutants Clash!”; 
Gary Friedrich (script); Don Heck 
(layouts); Werner Roth (finishes); 
John Tartaglione (inks)

One really gets an idea of how 
exciting the X-Men title could have 
been under more expert artistic 
hands than it had been since the 
departure of Jack Kirby by the cover 
of X-Men #45 (June. 1968). There, 
John Buscema does the honors in a 

Avengers #53, page 18: Even the inks of George Tuska couldn’t 
ruin this beautiful page penciled by John Buscema! And helping 
to keep the confusion to a minimum, Roy Thomas provides the 
long winded explanation of the goings on in panel 3 with nary a 
pause for breath by our hard charging heroes!
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powerful illustration featuring Cyclops vs. Quicksilver! 
(All that, and under a big logo screaming “the senses-
shattering Cyclops!” too. The sub logos beneath the 
smaller “X-Men featuring” lead-in were still in effect 
and truth be told, they did provide a distinct look to the 
book that promised fun and excitement.) The combination 
of Cyclops' purple and yellow costume with that of 
Quicksilver's green was a great combo, set off by the 
red of Cyke's optic blast as it rips through a bank of 
machinery. Just Buscema's use of physiognomy and 
musculature in the figure of Cyclops, his determined, 
aggressive posturing, is enough to convey to the viewer 
the raw power of the imagery. It might even be said that 
for the first time, readers could sense just why Cyclops 
was the most powerful of the X-Men and its natural 
leader. Oh, if Buscema could only draw two books at 
the time, why couldn't they have been the Avengers and 
X-Men instead of Sub-Mariner? (Not that Buscema's 
work on Subby's title was a waste!) Inside, the battle 
between the two adversaries is somewhat less exciting 
due to too many cooks in the kitchen. By this time, 
penciler Don Heck had long since proven his bonafides 
as a quintessential Marvel artist, but here he was only 
doing the layouts with Werner Roth the finishes. Add 
to that John Tartaglione's inks, and you've got an end 
product that was decent but hardly world shatteringly 
exciting. Storywise, Roy Thomas had relinquished the 
scripting duties in favor of newcomer Gary Friedrich who 
manages a serviceable job here without overwriting. But 
Thomas wasn't completely absent, having plotted out 
this chapter in the ongoing Avengers/X-Men multi-issue 
crossover with this installment ending in a cliffhanger as 
the Avengers burst in on Cyclops with their teammate 
Quicksilver unconscious at his feet. To be continued in 
Avengers #53! Unfortunately, George Tuska is still on 
hand for the origins of the X-Men backup as the story of 
Iceman's recruitment to the X-Men continues. Iceman and 
Cyclops, though, end up fighting each other more than the 
homo sapiens who threaten them both. Again, Friedrich 
does the scripting honors.

Iron Man and Sub-Mariner #1
“The Torrent Without...the Torment Within!”; 
Archie Goodwin (script); Gene Colan (pencils); 
Johnny Craig (inks)
“Call Him Destiny...or Call Him Death!”; Roy Thomas 
(script); Gene Colan (pencils); Frank Giacoia (inks)

It was a double-dose of Gene Colan in the one-shot Iron 
Man and Sub-Mariner #1 (April. 1968), a placeholder 
issue pending the launch of the new Iron Man and 
Sub-Mariner solo titles due out the following month. It 
was probably coincidence that Colan had been called 
back to take over the Sub-Mariner in Tales to Astonish, 
just as that book was being canceled to make way for the 
new Hulk solo title that began this month and continuing 
the numbering from Astonish. Likewise, Captain 
America would also continue the numbering from Tales 

of Suspense leaving IM and Subby temporary orphans 
pending the debut of their respective number one issues. 
But whatever the case, fans were the beneficiaries of this 
special, once-in-a-lifetime issue that featured spectacular 
Colan artwork throughout; and no matter who inked him, 
whether Johnny Craig on Iron Man or Frank Giacoia 
on Subby, Colan's pencils seemed to be inker proof as 
he looked good no matter who inked him. In particular, 
Craig, a veteran artist who'd made his mark working for 
the late EC comics in the 1950s, had recently returned to 
comics beginning at Warren Publications. It was perhaps 
Archie Goodwin, who formerly edited the Warren books, 
who suggested him for work at Marvel. Whatever the 
case, though Craig was assigned a few scattered issues 
of the new Iron Man title, he didn't seem to work out. 
Not really a superhero artist, he failed to capture the 
action-oriented Marvel style and was relegated mostly 
to inking assignments until dropping out of the field 
for good. He did, however, seem to do a good job over 
Colan's pencils in the lead Iron Man story beginning with 
a nice opening splash page. The comic was still being 
scribed by Goodwin in a faux Stan Lee style as the action 
continues from Suspense #99. Here, our hero escapes 
a deathtrap and then has to fight the Maggia, AIM, and 
Whiplash aboard a sinking gambling ship (with Jasper 
Sitwell also caught on board!). Next door, Roy Thomas 
returns to the scripting chores on Sub-Mariner (a duty 
he'd continue to perform for years to come) as the king 
of Atlantis continues his battle with Destiny. If either of 
these installments weren't enough to get any dyed in the 
wool Marvelite to pick up each hero's new solo titles, 
then editor Lee might as well have just packed it in! Fun 
fact: This issue's once in a lifetime letters column was 
a combination of both Tales of Suspense and Tales to 
Astonish: “Astonishing Mails of Suspense!”

It was lucky that EC comics alumnus Johnny 
Craig stayed on first as penciler, then as the 
inker for the new Iron Man solo title as his 
work went a long way to ease the painful 
transition from Gene Colan to George Tuska as 
regular artist on the series.



from the scripting. Lawrence (whoever he really was or came from) did a more 
than satisfactory job over the past several installments so it was somewhat of a 
letdown to see the name of Denny O'Neil back in the credits. O'Neil keeps the 
plot involving extra-dimensional scientist Yandroth's kidnapping of Victoria 
Bentley going, providing along the way the return of the Ancient One (did 
anyone really believe he was dead?) Adkins once again delights with eye-
catching visuals and layouts that anticipated those that Gene Colan would later 

Strange Tales #167
“Armageddon!”; Jim Steranko 
(script/pencils); Joe Sinnott (inks)
“This Dream...This Doom!”; 
Denny O'Neil (script); Dan Adkins 
(pencils/inks)

With only another issue left in its 
run, Strange Tales #167 (April. 1968) 
featured the end of the long running 
Yellow Claw story-line. Scripter/
penciler Jim Steranko pulled out all 
the stops this time in bringing his 
epic to a close including an array of 
way out super scientific sixties spy 
paraphernalia including a psuedo-
elliptoid wrist tracer and a “mind 
amplifying gizmo!” Besides all that, 
plus a truly iconic cover image of 
Nick Fury and his agents of SHIELD 
charging away from a flag-draped 
background, Steranko also gives 
readers a first for comics: a giant 
image of the final conflict between 
SHIELD and the Claw spread over 
four full-page illos! To fully take in 
all the action, dedicated readers would 
need to buy two copies of the issue 
in order to lay the pages out correctly 
and see them all at once! On top of all 
that, the artist also provides some of 
his old razzle dazzle special effects, 
most notably the last 
panel on page 8 and 
the first on page 9 
depicting the battle 
of minds between 
Fury and the Claw. 
But when the Claw 
loses, we discover 
that he was only a 
robot all along and 
even more, that the 
whole story was just 
a fabrication resulting 
from a chess game 
between Dr. Doom and something 
called the Prime Mover! Bummer! It 
was a real letdown after the emotion 
readers no doubt put into reading 
and following such an otherwise 
sprawling Steranko produced epic. 
But some relief at least was to be 
had on the Dr. Strange feature that 
backed up this issue. It came in the 
form of the return of Dan Adkins to 
both pencils and inks after a hiatus 
with George Tuska filling in last time. 
Gone however, was Jim Lawrence 
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Strange Tales #167, page 8: Dan Adkins was back on the job 
for the Dr. Strange strip doing both pencils and inks. How lucky 
could Strange fans get? Likewise, Denny O’Neil (no stranger to 
the Strange strip) replaced Jim Lawrence on scripting bringing 
perhaps, a more Stan Lee-ish polish to the proceedings.



make his trademark on the feature. But even as the good 
doctor fends off magical menaces, the climax comes as 
he's threatened with death by an ordinary pistol.

Amazing Spider-Man #59
“The Brand of the Brainwasher!”; Stan Lee (script); 
John Romita (layouts); Don Heck (pencils); 
Mike Esposito (inks)

Scripter Stan Lee picks up the pace in Amazing Spider-
Man #59 (April. 1968) with the start of a new multi-
part story-line this time involving another hidden crime 
lord calling himself “the Brainwasher.” Cleverly mixing 
the cast of supporting players with the action, Lee has 
Mary Jane pick up a dancing gig at a new club called 
the Gloom Room a Go-Go. In between numbers, she's 
also required to go around taking pics of the guests. 
But this is just subterfuge. Actually, her camera is 
hypnotizing them into returning to the club after hours 
to be formally brainwashed by one Dr. Gerhard Winkler. 
Thus, one by one, the city's most influential movers 
and shakers are coming under the control of Winkler's 
boss, the Brainwasher. One of the victims is Captain 
Stacy. When he acts strangely following a night at 
the club, Spidey decides to keep tabs on him, which 
leads to a confrontation with thugs in the employ of 
the Brainwasher. Lee doesn't bother stretching out the 
suspense. Instead, he reveals the Brainwasher's identity 
in the final panel of the story. Though this issue's cover 
was pure John Romita magic, the interiors were much 

less so as the penciler confined himself to layouts only 
with Don Heck doing the finishes. The results are less 
satisfying than the purer form of Romita readers had 
grown used to in earlier issues. With Mike Esposito on 
the inks, something ended up lacking in the final results. 
A certain flatness that failed to excite. Even the figure 
of Spider-Man seemed less defined, particularly his 
masked head, which lacked Romita's distinctive profile. 
The art would improve in future issues, but for now it 
seemed as though Heck and Esposito were still getting 
their sea legs. Of interest to soap opera fans though, is 
some forward progress in the Peter Parker/Gwen Stacy 
relationship as Gwen lays one on Peter in her joy at 
finding him alive after he disappeared while amnesiac in 
previous issues. This bold move by Gwen would jump 
start her relationship with Peter from a mere “first date” 
(which actually wasn't; they were both invited by Prof. 
Warren to attend a lecture on the nullifier back in ish 
#53) to official boyfriend/girlfriend status.

Avengers #51
“In the Clutches of...the Collector!”; Roy Thomas 
(script); John Buscema (pencils); George Tuska (inks)

It was only to be regretted that George Tuska once again 
inked over penciler John Buscema in Avengers #51 (April. 
1968) as its Roy Thomas scripted story is a humdinger! 
Not only did it spotlight Goliath in his and the Collector's 
attempts to restore his growing powers, but it also featured 
the return of two of the team's founding members: Thor 
and Iron Man. (Three, if you count Captain America, 
who only makes a cameo appearance at the very end to 
recommend the Black Panther for membership.) That 
said, this issue's opening splash page is nice, featuring as 
it does Goliath's new, super colorful costume (one that 
was not sported on the cover; there, a communications 
mix-up likely resulted in his costume being colored by 
Stan Goldberg in its previous blue and yellow combo). 
For the rest of the ish, Buscema sticks mostly with the 
standard five and six panel grid layout format, something 
that would soon change, with Tuska taking his leave 
just in time for the return of Vince Colletta to the book 
and later, George Klein. Thomas returned old Avenger 
baddie the Collector as the vehicle for getting Thor and 
Iron Man back on the team if only on a temporary, guest 
star basis. It was true that he'd been given instructions by 
editor Stan Lee to leave the big guns off the title so as not 
to complicate continuity among their respective books, 
as well as to avoid overshadowing other team members, 
but Thomas brought them back, anyway. It'd always 
been the scribe's desire to have a star-studded roster for 
the Avengers and he was finally able to do it. Lee, this 
time, would have no objections. (After all, Lee himself 
had just guest starred Thor, Spider-Man, and Daredevil 
in Fantastic Four #73 with little confusion.) As a result, 
Iron Man, Thor, and Captain America would all return 
to the Avengers from time to time. Meanwhile, Thomas 
increased the total membership by one with the inclusion 
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Likely what Stan Lee had in mind when he 
had Mary Jane dancing at the Gloom Room a 
Go Go, the Whiskey a Go Go was the real life 
happening place in the 1960s! Located in West 
Hollywood on the Sunset Strip, it was ideally 
situated to take advantage of the burgeoning 
Los Angeles pop music scene with many of the 
biggest bands on hand to keep the club hopping 
and its famous go go dancers gyrating. Royalty 
of the film and music industries converged 
there making it a hotbed of creative talent and 
promotional opportunities.



of the Black Panther. No word on whether Lee had any input with that as 
well, but though Thomas made the character work as a member of the team, 
it was always an uncertain fit. The Panther, after all, was the ruler of a foreign 
country (on another continent yet) and it always begged the question of how he 
could govern effectively while serving with the Avengers (and later, teaching 
school on the side). Regardless, he'd become an essential part of the team at a 
time when its roster would suddenly shrink to only a handful of members.

Daredevil #39
“The Exterminator and the 
Super-Powered Unholy Three!”; 
Stan Lee (script); Gene Colan 
(pencils); George Tuska (inks)

They're back! And most likely 
not because anyone in particular 
demanded it. Still, scripter Stan Lee, 
for whatever reason, decided to bring 
back those wild and crazy villains 
from way back in Daredevil #10: 
Birdman, Apeman, and Catman! 
But now, in the midst of Marvel's 
grandiose years, they were better 
than ever, and far more formidable-
looking under the exciting pencils 
and way-out layouts of Gentleman 
Gene Colan. Back in the day, they 

were working for the 
Organizer, this time 
the Unholy Three 
(love that name!) 
are in the employ 
of new villain the 
Exterminator. One of 
those villainous types 
with a secret ID that 
kept readers guessing 
for a few issues 
before finally being 
revealed. Anyway, 
Colan really goes to 

town on the artwork for Daredevil 
#39 (April. 1968). And though with 
his track record at Marvel so far, 
you'd think the inks of George Tuska 
would hold back Colan's pencils, but 
for the most part, they don't. Maybe 
Colan's style was so strong, it could 
resist any attempt to sabotage them 
(although to be fair, that certainly 
had never been Tuska's intention). 
Well, except for maybe those quiet 
scenes with Matt Murdock out on the 
town with Karen, Foggy, and Debbie 
Harris. But Lee and Colan don't 
waste too many panels on that stuff 
because the Exterminator has armed 
the Unholy Three with a gun that can 
displace people in time. Something 
they proceed to do to Debbie, the 
better for the Exterminator to have 
something to hold over Foggy should 
he win election for district attorney. 
Hoo, boy! No evidence here the 
series was slowing down at all. Lee 
and Colan were still unquestionably 
at the top of their respective games!

Daredevil #39, page 3: Even inks by George Tuska couldn’t ruin 
this exciting splash page by penciler Gene Colan! By this point in 
the grandiose years, Stan Lee was learning to be more economical 
in his scripting, cutting captions to a minimum and allowing the 
dialogue to do the talking for him so to speak. And here, even his 
dialogue is pretty minimalist!
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Daredevil #40
“The Fallen Hero!”; Stan Lee (script); Gene Colan 
(pencils); John Tartaglione (inks)

The fun continues in Daredevil #40 (May. 1968) as 
DD goes on to tackle the Unholy Three (Catman, 
Birdman, and Apeman, natch) who eventually turn 
their T-gun on the hero, consigning him to a timeless 
limbo along with a number of previous victims 
including Foggy's girlfriend, Debby Harris. It's 
all part of a long range scheme by a new mystery 
villain, the Exterminator. Meanwhile, back in the 
real world, Foggy tracks down clues to Debbie's 
disappearance while continuing to campaign for 
the position of district attorney. Lots of stuff goin' 
on here and all covered in hurtling fashion both by 
Stan Lee's near caption-less script and Gene Colan's 
art, that especially dominates in the first half of the 
book as DD foils a robbery by the Unholy Three. 
There, aided by the heavy but clean inks of John 
Tartaglione, Colan uses big, widescreen panels 
(including a pair of full page illos) to choreograph 
Daredevil's battle with the Three. This is grand stuff, 
fer sher! So smooth is the combined storytelling that 
readers find themselves on page 19 before they know 
it, just as DD finds himself in the limbo he's been 
thrown into by the Three's T-Gun. What next? Fun 
Fact: Future Marvel editor Mark Gruenwald has 
a letter in this issue's letters' column. He, at least, 
concurs in the greatness of the DD book: “I consider 
Daredevil to be Marvel's best publication.” He 
wasn't far wrong!

Daredevil #41
“The Death of Mike Murdock!”; Stan Lee (script); 
Gene Colan (pencils); John Tartaglione (inks)

Scripter Stan Lee hits two birds with one stone in 
Daredevil #41 (June. 1968) as Daredevil finds a way 
to escape the limbo where he'd been consigned by 
the Unholy Three and later, kills off his invented 
persona of Mike Murdock. DD escapes limbo just 
in time to rescue Foggy from the clutches of the 
Exterminator, only to have the villain killed in an 
explosion. That same explosion, coincidentally, also 
seems to kill Daredevil, as well. “This is all that's 
left of him,” says Foggy as he clutches a piece of 
DD's uniform. “Mike Murdock gave his life, to save 
mine!” Of course, nothing of the sort happened. 
Mike Murdock had only been an impersonation 
conducted by Daredevil in order to take the heat off 
his real ID of Matt Murdock. (Lee had likely decided 
that the sub-plot had outlived its usefulness and had 
been strung it out as far as it would go.) This only 
opened the door to yet another conundrum: now 
that the persona of Mike was gone, and the obvious 
need for the DD book to continue, what explanation 
would Lee come up with next to cover the 

continuing existence of a 
Daredevil swinging about 
town? Stay tuned because 
it would all lead to even 
more complications, 
courtesy of the writer. 
In the meantime, readers 
could enjoy the rapid-fire 
artwork by the combo 
of Gene Colan, penciler, 
and John Tartaglione, 
inker. There, Colan 
continues to break down 
the story into big, open 
panels with characters 
stretched almost 
impossibly across the 

picture plane. No human being, for instance, ever 
stood the way the Exterminator stands on page 19, 
panel 3! And were there ever more perfectly suited 
sparring partners for DD than the Unholy Three? Not 
quite super powered and not quite normally strong 
men, the Catman, Apeman, and Birdman offered just 
enough of a challenge to keep the jokes flying and 
give DD a decent workout. They were fun villains 
who deserved a rematch at some future date, but 
first, DD was destined to enter on a string of totally 
classic issues over the next few months leading 
right into and just past his fiftieth anniversary issue. 
Yee, ha!

Strange Tales #168
“Today Earth Died!”; Jim Steranko (script/pencils/
colors); Joe Sinnott (inks)
“Exile!”; Denny O'Neil (script); Dan Adkins (pencils/
inks)

Things get tied up in a neat bow in both features 
for Strange Tales #168 (May. 1968). It was 
the final issue of the title as both Nick Fury, 
Agent of SHIELD and Dr. Strange moved on to 
their respective solo titles. As readers recalled, 
Jim Steranko's Yellow Claw epic ended on a 
disappointing note in the previous issue. Well, the 
stand-alone tale that succeeded it this ish was hardly 
better with what amounted to a dream by Fury 
about an alien who destroys the Earth. The twist? 
In something perhaps inspired by the 1950s film 
Invaders From Mars, Fury wakes up only to discover 
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Although in real life, Frank S. Hogan (“Mr. 
Integrity”) served as district attorney for 
Manhattan from 1941 to 1973, the exigencies 
of New York state county based district 
attorney representation were such that DD’s 
Foggy Nelson could have been elected for some 
such position in the NYC area...



that the events of his dream are coming true. But 
while the story may have been disappointing, not 
so the art. There, Steranko seems to have taken the 
dreamlike qualities of the plot as an excuse to fill it 
with special FX imagery, beginning with an opening 
splash page with some neat zipatone title work 
before going on to page 2 with a photo-imposed 
likeness of the Countess Valentina. That's followed 
by a San Francisco rock art poster-like effect on 
page 3, then a full-length shot of the Contessa in the 
most unlikely spy gear since Mrs. Peel joined the 
Hellfire Club! Throughout, Steranko experiments in 
creative layouts using cinema techniques, climaxing 
in a full page collage depicting the end of the world! 
The conclusion of the story may have been less than 
satisfying but for pure eye candy, Steranko's effort 
here could hardly be beaten. Meanwhile, at the front 
of the book, Dan Adkins was still on pencils and 
inks for the Dr. Strange feature where scripter Denny 
O'Neil brings the long running Yandroth serial to its 
conclusion. There, Strange defeats Yandroth, foiling 
his dastardly plan to wed Victoria Bentley against 
her will. Adkins helps make Yandroth's fixation 
with Victoria a bit more understandable on page 3 
wherein he provides a full-length shot of the lovely 
heroine being menaced by a T-rex. Again, the artist 
comes through like a champion with imaginative 
layouts that also keep the story from becoming 
confusing. O'Neil manages to tidy up everything just 
in time for Dr. Strange's next appearance in his very 
own mag. There, Roy Thomas returns to the feature, 
remaining on the series till its demise and along 
the way, will create some of the good doctor's best 
remembered adventures.

Amazing Spider-Man #60
“Oh, Bitter Victory!”; Stan Lee (script); John Romita 
(layouts); Don Heck (pencils); Mike Esposito (inks)

Well, there goes maybe the shortest courtship on record! 
No sooner does a spontaneous kiss from Gwen  seal the 
fact that she and Peter Parker are indeed a couple than 
she turns on him in Amazing Spider-Man #60 (May. 
1968), angrily telling him she doesn't want to see him 
anymore. What happened? The typical Peter Parker 
luck, that's what. Or rather, Stan Lee's scripting! See, 
after Peter confronts Captain Stacy in his home about his 
involvement with the Brainwasher, Stacy tries to strike 
him with his cane. Pete wards off the impending blow but 
Stacy is knocked to the floor. That's when Gwen comes 
through the door and her father blames Peter for hitting 
him. Refusing to listen to any of Peter's explanations, 
Gwen orders him away. “Get out, Peter!” she tells him. 
“Get out and never come back! I never want to see you 
again...ever!” Well, easy come, easy go! Meanwhile, 
Lee's plot drives on with thugs trashing Peter's apartment. 
Forced into a corner, Peter gives the Daily Bugle pix that 
show Stacy breaking into police files. Now, Peter is in 
real hot water with Gwen! With the plot thickening fast, 
and with readers now thoroughly hooked more by Peter 
Parker's personal trials than Spidey's exploits, Amazing 
Spider-Man #61 couldn't arrive fast enough! 

Amazing Spider-Man #61
“What a Tangled Web We Weave..!”; Stan Lee (script); 
John Romita (layouts); Don Heck (finishes); 
Mike Esposito (inks)

The art team that had been providing the visuals for the 
Spider-Man book over the past few months finally came 
together here in Amazing Spider-Man #61 (June. 1968). 
With John Romita on layouts, Don Heck on finishes, and 
Mike Esposito inking, the quality of the art was at last 
looking sharp and more Romita-like than washed-out 
Heck. With obvious spots like the opening splash page 
(a nice symbolic illo of the supporting cast caught up in 
a spider's web), big set piece action shots, and especially 
quieter scenes of Mary Jane finding out she was out of 
a job with the Gloom Room a Go-Go being suddenly 
closed, or Gwen Stacy realizing that there was indeed 
something wrong with her father, or the possibility that 
Norman Osborn's memory of being the Green Goblin 
was returning, it appeared that Romita had applied 
himself a bit more this time. And just in time, too, as 
the series was set to springboard into a run of absolute 
classic issues. Meanwhile, the chief architect of that 
impending run, scripter Stan Lee, concluded the current 
Brainwasher story-line with plenty of old time Spidey 
vs. gangsters action in the Steve Ditko tradition before 
our hero faces off with the Kingpin. Lee wraps it all up 
in classic Spidey style: with Spider-Man ending up the 
hero of the hour while Peter Parker still finds himself the 
goat in Gwen's eyes.

The conceit of using a circular ending may 
have worked for the classic SF/fantasy film 
Invaders From Mars (1953) but by the time 
of the Nick Fury, Agent of SHIELD feature 
in Strange Tales #168, it was a hoary enough 
concept to promote groans in the audience.
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Fantastic Four #74
“When Calls Galactus!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

It was back to epic cosmicism again in Fantastic Four 
#74 (May. 1968) following the single issue interruption 
in the previous number when the team was called upon 
to fight Thor, Spider-Man, and Daredevil in a case 
of mistaken identity brought on by the scheming Dr. 
Doom. Anyway, this time, Stan Lee and Jack Kirby's 
story picks up sort of where issue #72 had left off with 
the re-introduction of the Silver Surfer. This time, 
the team has been warned that a starving Galactus is 
returning to Earth, desperately seeking the Surfer to help 
him find a tasty planet to consume. And if the Surfer 
can't help him, then he'll just have to satisfy himself with 
the Earth! Other than the exception of a scene with the 
Torch supervising repairs to the Baxter Building and Mr. 
and Mrs. Richards discussing the need for Sue to take 
time away from her duties as a member of the team due 
to her pregnancy, Kirby could barely hold himself back. 
All the remaining pages of the story are given over to 
slam-bang action as the three remaining members of the 
FF fight off the Punisher, a robot sent by Galactus to 
round up the Surfer. Kirby's art in places looks a little 
rushed (especially compared to the much more solid 
looking #73; of course, Kirby was stretched out a bit this 
month having to pencil Thor, a new full-sized Captain 
America title, as well as the FF) but he saved his best 
efforts for those scenes featuring the big G himself, 
particularly a full page, suitable for framing, portrait of 
Galactus as he soliloquizes over his “hunger of ages.” 
Otherwise, this ish wasn't too impressive in story or art 
(relatively speaking of course; this was still a Lee/Kirby 
production, after all) but that would all change starting 
next issue when the team follows the missing Surfer into 
“worlds within worlds!”

Fantastic Four #75
“Worlds Within Worlds!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Fantastic Four #75 (June. 1968) continues the latest 
Silver Surfer multi-parter ostensibly begun back in issue 
#72. Although the Surfer himself actually has only a 
small part here, it looms large in the overall plot as Mr. 
Fantastic, Thing, and the Human Torch face off against 
Galactus, who's starved for nourishment and desperate 
to find the Silver Surfer. Removing themselves to a 
desert island off the Manhattan shore, the three heroes 
are besieged by the big G in a number of ways including 
capsizing the island (!), transporting them into space 
where they nearly freeze to death, and attacking them 
with emotionless doppelgangers of themselves. None 
of it works to get the FF to reveal the whereabouts of 
the Surfer. Finally, Galactus threatens the Earth with 
a giant asteroid. That does it. Reed tells Galactus that 
they'll find the Surfer if he'll only give them enough 

time. He agrees and through some chance deduction, 
Reed guesses that the Surfer has shrunk himself down 
and entered the micro world held on a microscope slide 
in his laboratory! As luck would have it, Reed had 
already been prepared to explore the micro world via 
reducto-craft. And wouldn't you know it? The vehicle in 
question is in his lab and ready to go! As things would 
work out, all this was but a prologue. The Surfer will 
be found fairly quickly in the next issue, leaving the FF 
to proceed on to their next amazing adventure courtesy 
of scripter Stan Lee and penciler Jack Kirby. An 
adventure that would not only prove to be one their most 
incredible, but the last great inventive offering from the 
pencil of artist Jack Kirby. It was an eventuality that 
some readers were beginning to suspect. Readers such 
as long time fan Bruce Coville whose long missive in 
this issue's letters' page expresses this suspicion and begs 
editor Lee to “use the magnificent imagination you have 
displayed so often before to its full extent...Recapture 
the flowing fantasy and daring emotion that you have so 
skillfully portrayed before, and all will be well.” Coville 
would have that return to greatness over the next several 
issues but beyond that, irreversible decline would begin 
to set in. 

Captain Marvel #1
“Out of the Holocaust...a Hero!”; Roy Thomas (script); 
Gene Colan (pencils); Vince Colletta (inks)

Sales for the Captain Marvel feature in Marvel 
Superheroes must have shown promise, because no 
sooner had the restrictions on the number of titles the 
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Inner space may have been on the minds of 
scripter Stan Lee and penciler Jack Kirby when 
they decided to have the FF travel to “worlds 
within worlds” in search of the Silver Surfer 
courtesy of the recently released film Fantastic 
Voyage (1966) wherein a medical team (along 
with their very own “reducta craft”) is reduced 
in size allowing it to travel through the human 
body ultimately to conduct a brain operation...
from the inside!



company could publish been removed, than editor 
Stan Lee unleashed Captain Marvel #1 (May. 1968). 
The title joined two other debut issues that very same 
month: Sub-Mariner #1 and Iron Man #1. Yesiree, 
Marvel was on the move and so was artist Gene 
Colan, who illustrated two of the three plus his regular 
Daredevil gig! This could explain why his work here 
still looked below his usual par as it had since the 
Captain Marvel feature debuted. This time, however, 
he was aided and abetted by an inker who had done 
him great service in the recent past over on Daredevil, 
Vince Colletta. The inker does a great job adding 
power and weight to Colan's figures, particularly with 
Cap's battle with the Sentinel. Meantime, having taken 
over the scripting from Lee, Roy Thomas sets up and 
further develops the soap operatic elements including 
the love triangle occupied by Mar-Vell; medic Una, 
his romantic interest; and the vengeful Col. Yon-Rogg, 
who lusts after Una himself. It was Yon-Rogg who 
secretly revived the Sentinel hoping that it would kill 
Captain Marvel leaving the field open for him to make 
his own advances on Una. At the same time, back 
on Earth, the hotel clerk where Mar-Vell is rooming 
becomes suspicious of him and begins poking through 
his tenant's effects while Air Force base security chief 
Carol Danvers is trapped within the Sentry's “wall 
of sub-atomic particles!” (Both of whom only know 
Mar-Vell as unassuming scientist Walt Lawson). 
Anyway, it all adds up to some fun goings on designed 
to keep readers coming back for more. This issue 
barely succeeds at that but with a promise to improve 
on the slow start Lee had provided in Cap's earlier 
appearances. Stay tuned.

Avengers #52
“Death Calls for the Arch-Heroes!”; Roy Thomas 
(script); John Buscema (pencils); Vince Colletta (inks)

With Hercules and Goliath's growth problems now in 
the rear view mirror, Avengers #52 (May. 1968) marked 
a fresh start for the team. Whether scripter Roy Thomas 
had such a thing in mind when he wrote the story, it 
nevertheless felt that way. Maybe it was due to penciler 
John Buscema's evolving artistic style (enhanced by 
the inks of Vince Colletta, who really came through 
like a champ here) that lent itself to a widescreen 
presentation of the action. Or maybe it was the latest 
mix of heroes whose individual costuming made for 
the most colorful combination of team members yet. 
Or maybe even it was the introduction of the Black 
Panther as a full-fledged member of the team. Maybe 
it was all that, plus Thomas' penchant for continuity, 
as he ties in events from way back in Avengers #9 and 
its introduction of Wonder Man. It seems new villain 
the Grim Reaper (himself as colorful as he can be in a 
sort of buccaneering outfit of greens, reds, purples, and 
violets) is out for revenge on the Avengers whom he 
blames for the death of his brother, the aforementioned 

Wonder Man. He apparently succeeds but the dead 
Avengers aren't really dead, they're only in a coma. So 
it's up to the Panther to fight the Reaper solo in order to 
retrieve the antidote that will revive his new teammates. 
Along the way, the Panther is accused of being the 
murderer himself and must escape the police in order to 
set things right. Readers were signaled that something 
was up as soon as they set their peepers on the in-your-
face cover design by Buscema that spotlights the Reaper 
as he tears through the cover, crossing out the Avengers 
logo all spotlighted by a brilliant yellow background. 
Inside, the opening splash page is a moody night scene 
of the Panther posing all pantherish as he arrives atop 
Avengers mansion, only to be arrested for illegal entry 
and suspicion of murder by none other than SHIELD 
boy scout Jasper Sitwell! Yeah, this ish had it all, but 
mostly it was a colorful romp chock-full of heroes and 
a snazzy new super-villain. Fun Fact: The Panther here 
sports a different face mask than he's had in the past. 
As late as his team up with Captain America in the 
last issues of Tales of Suspense, he wore a mask that 
covered his entire face that readers before and since 
have come to recognize. But for some reason, this issue, 
he sports a Captain America/Daredevil style mask that 
leaves the bottom half of his face uncovered. It was not 
a good look for him but luckily, this version wouldn't 
last long. Was the change in couture due to some 
miscommunication with Buscema?
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Flying saucers over Salem, Massachusetts: 
Interest in alien visitations in the form of 
UFOs (Unidentified Flying Objects) grew in the 
early sixties so that by the end of the decade, 
it was firmly embedded in the popular culture. 
In truth, between official government reports 
concluding there was nothing to them and 
private investigations insisting there was, most 
Americans didn’t know what to make of them. 
There was, however, enough heat there to make 
Captain Marvel’s background as an alien spy 
more than acceptable.



Sub-Mariner #2
“Cry...Triton!”; Roy Thomas (script); John Buscema 
(pencils); Frank Giacoia (inks)

Penciler John Buscema had finally and completely 
broken out of his cage, the one that kept him mostly 
within comics' traditional five and six panel grid format. 
Suddenly, his work just exploded! Readers could see 
that right off on the opening splash page of Sub-Mariner 
#2 (June. 1968) as an enraged Sub-Mariner rips apart 
machinery in villain Destiny's abandoned headquarters. 
From there, it's almost all big quarter and half-page 
panels for the rest of the story and inside those panels 
was figure work rippling with muscles that strained and 
stretched in furious action as Subby and the Inhuman 
Triton (fresh from his starring role over in Thor's backup 
origins of the Inhumans feature) tussle beneath the waves. 
Even the formerly unimpressive Plantman is revived 
by scripter Roy Thomas and bulked up unbelievably by 
Buscema's Michaelangeloesque physiognomies. This 
was the grandiose years writ large, perfectly captured by 
an unleashed Buscema. Add to that scenes of Atlanteans 
returning to their devastated homes again with Buscema's 
sense of costume design that throws the whole thing with 
Lady Dorma and Lords Vashti and Seth into the realm of 
pure fantasy. Was Buscema's new approach something 
he was forced into because of his increased workload? 
He'd only been doing The Avengers before picking up 
the monthly Subby assignment. Did the bigger panels 
and looser layouts allow him to work faster? Whatever 
the reason, fans were the beneficiaries. In fact, the only 
discordant note is sounded by those scenes featuring the 
rest of the Inhuman clan. It was becoming increasingly 
clear that the more they were given the spotlight, the less 
interesting the core group became. That would change 
some when the team was finally awarded its own feature 
but even then, it worked mostly due to Thomas' choice to 
spotlight its most fascinating member: Black Bolt. Still, 
for now, right here, the new Sub-Mariner solo book was 
off to a rollicking good start!

Incredible Hulk #104
“Ring Around the Rhino!”; Gary Friedrich (script), 
Marie Severin (pencils), Frank Giacoia (inks)

Marie Severin delivered a slightly better than usual 
penciling job for Incredible Hulk #104 (June. 1968). 
Maybe it was the inking, this time by Frank Giacoia 
instead of Herb Trimpe. Or maybe it was the more 
down-to-earth story that featured super anti-hero vs. 
super-villain by scripter Gary Friedrich. Whatever it 
was, the result was a much more satisfying tale than 
the disappointing debut issue. Back on Earth, the Hulk 
faces off with Spider-Man bad guy the Rhino, who’s 
been re-outfitted in his rhino hide costume by his former 
employers in return for his helping them to kidnap Bruce 
Banner. The two meet at the airport where Banner is due 
to be flown to a high security prison., but then mayhem 

erupts as Banner becomes the Hulk and he and Rhino go 
at it. As to be expected, the Hulk knocks the Rhino around 
until he eventually collapses from sheer exhaustion. 
Retaining the serial format begun in Tales to Astonish, 
Friedrich has the story continue directly into the next 
issue with the Hulk leaving the scene with Betty Ross 
in hand. Although the book still suffers from Severin’s 
often awkward figure work, she does seem to come alive 
during the Hulk’s battle with the Rhino (although most of 
the time, her art still seems to border on the style she was 
using for her Not Brand Echh work). Likely adding to 
Severin’s near acceptability this time are Giacoia’s inks. If 
this minimum level of artistic quality could be maintained, 
the title might be considered as barely acceptable. 
Unfortunately, even that standard couldn’t be maintained. 
With the sudden expansion of Marvel’s line of comics, 
more of its books would have to be produced by lesser 
lights than Jack Kirby, John Romita, Gene Colan, or John 
Buscema. Such would eventually be the fates of Iron 
Man, Sub-Mariner, SHIELD...and the Hulk as Severin 
would soon depart leaving to chug along under Trimpe’s 
clumsy art for the next seven years!

Daredevil #53
“As It Was in the Beginning”; Roy Thomas (script); 
Gene Colan (pencils); George Klein (inks)

Well, it's been over fifty issues since DD's first appearance 
and so it must be time for a recap of his origin, right? 
Right! And along comes Daredevil #53 (June. 1969) with 
apparently an attempt by scripter Roy Thomas to maintain 
continuity with that first halcyon ish by retaining some 
of the original dialogue written by Stan Lee. We know 
that because there's a notice among the credits reading 
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George Klein did much unheralded work at 
DC comics before migrating to Marvel. But 
whereas his work over such artists as Curt 
Swan was pro forma, it was at Marvel inking 
pencilers like John Buscema and Gene Colan, 
that his style was finally allowed to flower.



“new dialogue by Roy Thomas.” This was the secret 
of how Marvel would keep periodic retelling of origins 
interesting over the years: writers would add new details 
but without changing the basic tale of how it all began. 
Here, however, Thomas sticks pretty close to the original 
story of how Matt Murdock was blinded (and gained 
his heightened senses) after being struck in the face by 
a container holding radioactive material, how his father 
was killed by mobsters after refusing to throw a fight, 
and how Matt creates a costume and goes into action 
as Daredevil to bring his father's killers to justice. And 
though artist Bill Everett did a fine job on that first issue, 
Gene Colan's interpretation of the events listed above 
is exciting and fast-moving. The only thing really to 
complain about here is George Klein's inking. It's not bad, 
really, but there still seems to be something missing from 
it. Maybe it's too literal in going over Colan's fluid pencils 
which, in these years, were full and rich, certainly not as 
empty seeming as Klein's inks would indicate on panel 3, 
page 14. Altogether, if long time fans had to sit through 
a retelling of DD's origin (or worse yet, spend 12 cents 
on a reprint and/or have to skip a whole month before 
the next all new ish came out), they couldn't have been 
better served than having it completely redone by this 
creative team. Moreover, Thomas manages to tie it into 
the ongoing Starr Saxon story-line. Opening on a snow 
covered rooftop, the opening page has DD trying to figure 
out what to do about Saxon who knows his secret ID. By 
the last page, after reviewing how he became Daredevil, 
Matt somehow deduces that the only thing he can do is 
make sure Matt Murdock ceases to exist! Fun Fact: Gene 
Colan both penciled and inked this issue's iconic cover 
showing Daredevil holding the scales of justice with his 
past self in original yellow costume on one platter and the 
Fixer's men on the other. One of Marvel's fortes in these 
years was the symbolic cover and this one was classic!

Captain Marvel #2
“From the Void of Space Comes...the Super Skrull!”; 
Roy Thomas (script); Gene Colan (pencils); 
Vince Colletta (inks)

Captain Marvel #2 (June. 1968) arrived with a bang in the 
form of an exciting cover image by artist Gene Colan—
made all the more striking by its deep black background, 
with a foreground dominated by the bright yellows and 
reds of the Super Skrull as he bears down on our hero. 
And the insides are no less arresting as the team of Colan 
and Colletta let out the stops with a story laid out in big, 
bold panels, including not one, not two, but three full 
page splashes! Once again, scripter Roy Thomas is on 
hand to provide a fast-moving story that really bodes well 
to propel the once slow-moving story into high gear. He 
does that by adding the Skrulls to the alien Kree mix (in a 
foreshadowing of the more famous Kree-Skrull War story 
Thomas would later write over in the Avengers). Here, 
the Skrull Emperor is curious to know what the Kree find 
interesting on a backwater such as Earth, curious enough 

to send Captain Mar-Vell, their greatest warrior. To find 
out, he dispatches the Super Skrull. Meanwhile, back 
on Earth, Mar-Vell discovers that his carry-all container 
has been stolen (by the hotel clerk, but he doesn't know 
that). The catch is, it's booby trapped with a “miniature 
nuclear bomb!” (The Kree never do things by half it 
seems!) Things are made more complicated when the 
night clerk with the case is intercepted by the Super 
Skrull, who seizes the case and begins trying to open it. 
But then, it's Cap to the rescue and that's when Colan and 
Colletta really go to town! The desperate situation aside, 
things were really looking up for Captain Marvel. Could 
Thomas keep it up? Find out next ish!
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Captain Marvel #2: This exciting cover image 
with its battling Gene Colan figures, seems 
all movement and energy as the protagonists 
twist and swoop, tossing speeding bolts in 
all directions. They’re only enhanced and made 
the more striking by the contrast between the 
orange/red Super-Skrull and the green and 
white Captain Marvel against a pitch black 
background. Oh! If only Colan (and scripter 
Roy Thomas) had remained on the strip longer 
than a few issues!



Sub-Mariner #3
“On a Clear Day You Can See... 
the Leviathan!”; Roy Thomas (script); 
John Buscema (pencils); 
Frank Giacoia (inks)

John Buscema may have slipped 
up with the somewhat dull cover of 
Sub-Mariner #3 (July. 1968), but 
the penciler didn't disappoint on 
the inside. There, the Sub-Mariner 
and Inhuman ally Triton battle their 
way through a series of menaces 
provided by the new, juiced-up 
Plantman (bulked up Buscema style, 
muscles rippling, and accompanied 
by an unbelievable array of sci-fi 
equipment). When they were through 
with all of that, it was time to tackle 
the leviathan of the issue's title, 
a giant seaweed creature, created 
courtesy of the Plantman. Throughout 
this breezily scripted tale by Roy 
Thomas, Buscema (inked by Frank Giacoia) lays out 
the story almost entirely in quarter and half-page panels 
that keep the action rolling along at a furious clip. Of 
the six new solo titles created from the demise of Tales 
to Astonish, Strange Tales, and Tales of Suspense, only 
four (so far) were truly worthy of most readers' attention 
and Sub-Mariner was surely one of those!

Doctor Strange #170
“To Dream, Perchance to Die!”; Roy Thomas (script); 
Dan Adkins (pencils/inks)

Editor Stan Lee may have had the cream of the Marvel 
art stable working on the books that he scripted, artists 
like Jack Kirby, John Romita, and Gene Colan, but 
that didn't mean editorial assistant Roy Thomas was 
stuck with inferior pencilers. Far from it! He had John 
Buscema with him on The Avengers and Sub-Mariner 
and for Doctor Strange #170 (July. 1968), he had Dan 
Adkins! As he did in the character's first solo issue, 

Adkins both pencils and inks his own work here, coming 
up with another dazzling job featuring page after page 
of eye-grabbing visuals. It was only to be regretted 
that he'd be demoted to inker next issue over pencils 
provided by newcomer Tom Palmer. After which, 
Adkins would more or less disappear from the scene as 
Gene Colan became the penciler on Doctor Strange with 
Palmer pushed back to inker. But for the time being, 
fans had a full twenty pages of Adkins artwork to glom 
on including a double-page spread composed of four 
vertical panels, some without borders and melding into 
others the way Colan would eventually do it. Adkins 
then does Steve Ditko proud with his depiction of the 
dream dimension that's followed quickly with another 

double-page spread spotlighting 
Nightmare astride his black demon 
mount! All serviced by a neat, 
compact single issue tale by Thomas 
with plenty of sorcerous action that 
yet culminates in the restoration of 
a loss of confidence by Strange. The 
only detriment to the story is the 
presence of the Ancient One who, by 
this time, had become a drag on the 
feature. Luckily, however, Thomas 
would keep him mostly in the deep 
background as the series progressed 
into some of the best and wildest 
stories ever told about the good 
doctor!

Daredevil #54
“Call Him...Fear!”; Roy Thomas 
(script); Gene Colan (pencils); 
George Klein (inks)

In an offbeat opening, Daredevil 
#54 (July. 1969) begins with the news that Matt 
Murdock has been killed in a plane crash! Could it have 
something to do with DD's decision at the end of the 
last ish that his alter ego must cease to exist? Answer: it 
does. So our tale dutifully begins with a grieving Karen 
Page and a sombre Foggy Nelson. In the meantime, 
a still very much alive Matt Murdock, in the guise of 
Daredevil, drops in on Karen to try and retrieve his lost 
billy club (that looks like an ordinary walking stick, 
natch). But Karen has other ideas, deciding to keep it 
as a memento of the man she loved. In a Spider-Man 
like circumstance, DD is forced to use a common rope 
to swing around town until he can slip into Karen's 
apartment and swipe his cane back. “Sure, it's easy,” 
thinks DD as he breaks into Karen's home. “If you're a 
callous bum with a steel pump for a heart.” Then comes 
the handy flashback as DD recalls how he fixed his 
own death. Hiring a plane, impersonating a pilot, and 
packing in a dummy dressed in Matt's clothes, he took 
off from an airfield and then jumped from the plane after 
fixing it so that it blew up behind him. After denying 
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Taking his cue from editor Stan Lee, who 
began using quotes from the Bible or 
Shakespeare as story titles, Roy Thomas 
did him one better, jumping into the name 
game with both feet. Frequently resorting 
to literary sources for his story titles, as 
was fitting for a former English teacher, 
Thomas also dipped frequently into pop 
culture for inspiration including “On a Clear 
Day, You Can See Forever,” the title of 
an off Broadway musical that was playing 
at the Mark Hellinger Theater in 1966. It 
was famously turned into a movie starring 
Barbara Streisand in 1970.



bad guy Starr Saxon the threat of revealing his secret 
ID, Daredevil turns the town upside-down looking for 
him with no luck. Then, out of the blue, old arch enemy 
Mr. Fear challenges him to a fight. DD accepts and 
they tangle, until Daredevil is struck by unaccountable 
fear and loses. All very intriguing with more evidence 
of how smoothly scripter Roy Thomas could step into 
Stan Lee's shoes and take over without missing a beat. 
In addition, Gene Colan's art is top-notch with inker 
George Klein suddenly coming alive. Compared to 
his weaker effort in issue #53, his work here is more 
compatible with Colan's style. Lots of shadows and deep 
blacks and a full page action shot of DD vs. Mr Fear on 
page 16 is almost worth the price of admission! Yesiree 
bob, it looked as if Daredevil was going to lose none of 
its vitality with the transition from long time writer Lee 
to newbie Roy Thomas!

Captain Marvel #3
“From the Ashes of Defeat!”; Roy Thomas (script); 
Gene Colan (pencils); Vince Colletta (inks)

Captain Marvel #3 (July. 1968) was another solid effort 
by scripter Roy Thomas as he continued to bring the 
book from outlier status into the regular Marvel groove. 
It was kicked off by another stunning cover by artist 
Gene Colan and inker Vince Colletta, made all the more 
eye-catching by its mostly green tint. At the time, editor 
Stan Lee liked the use of single color covers now and 
then and by using them sparingly, managed to heighten 
the dramatic impact of certain key books. For instance, 
the return of Magneto for the all red cover of X-Men 
#17, the introduction of the Vision for Avengers #57, or 
Spidey quitting in Spider-Man #50. It was a device only 
Marvel seemed to dare to use. Anyway, it worked here, 
and how! With its yellow highlights and gradations in 
the green coloration, this book must have stuck out on 
the newsstand like a beacon to unsuspecting comics 
fans. Inside, continuing from the previous ish, our hero 
is captured by the Super Skrull. Then he escapes with 
the aid of a couple beautiful half-page panels by Colan 
and Colletta (who uses some stipple effect...or is it zip-
a-tone...as background in one of them) and reaches the 
safety of the Kree mother ship in orbit above Earth. 
There, Cap plunged directly into Col. Yon-Rogg's 
ongoing machinations over the affections of medic 
Una. Going over Yon-Rogg's head to the Kree imperial 
minister, Mar-Vell receives permission to return to 
Earth to try and prevent his stolen carryall case from 
blowing up in a nuclear explosion. Throughout the ish, 
Colan's work is more assured, likely because by this 
time he dropped one of the three books he was doing 
the month before. The casualty was Iron Man but Colan 
wouldn't have much time to catch his breath as he'd 
soon pick up the art chores on Doctor Strange instead. 
Picking up whatever slack there might be, Colletta 
makes Colan look good, proving why he was a fan 
favorite at this time.

Nick Fury, Agent of SHIELD #2
“So Shall Ye Reap Death!”; Jim Steranko (script/
pencils/colors); Frank Giacoia (inks)

While not quite as stunning as the title's debut issue, 
Nick Fury, Agent of SHIELD #2 (July. 1968) was still 
another triumph for scripter/penciler Jim Steranko, 
who also colored the book. Storywise, Steranko covers 
a lot of ground here while using the Biblical story of 
Noah's ark as its metaphoric framework. Seems Nobel 
laureate Noah Black (calling himself Centurion), whose 
evolutionary theories had been spurned by the scientific 
community, has sequestered himself on an uncharted 
island where he's been conducting experiments—the 
results of which appear as both monsters and revived 
prehistoric, creatures many of whom he's been storing 
into his Automated Rebirth Colonizer or ARC for short 
(get it?). Capturing Nick Fury (and Jimmy Woo, now 
an official agent of SHIELD), Black explains his plan to 
preserve his creations on the ARC while he destroys all 
life on Earth in a forty-day radiation bath, after which 
his creations will be used to repopulate the planet. Fury 
objects and with the help of a movie crew filming on the 
island, stops Centurion, ending his dream and his life in 
the process. While Steranko's usual special effects were 
absent this issue, his art, layouts, and over-rendered, 
super detailed set pieces are jaw dropping. Add to that 
the groundbreaking precedent of having the story's super-
villain be a Black man (of which nothing special is made) 
and readers had another winner on their hands! Fun 
Fact: Steranko ran into trouble with the Comics Code 
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The Bible provided an endless source of 
inspiration for Marvel comics not only for 
story titles, but story themes as well. The 
story of Noah’s ark for instance, formed the 
basis for Steranko’s modern take as a mad 
scientist intends to gather his genetically 
engineered brood on an ARC of his own after 
which, he plans to destroy all life on earth 
allowing his creations to replace it. Hoo boy!
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Nick Fury, Agent of S.H.I.E.L.D. #2, page 5: Approved by the Comics 
Code...not! When a telephone receiver left off its cradle seemed too 
suggestive for the good folks at the Comics Code Authority, it was 
replaced. A final panel showing the couple in an embrace was also 
changed, this time to a holstered gun. If anything, the resulting 
symbolism was even more potent. Freud would have approved.

1968
holstered gun which, if anything was 
even more suggestive than the phone, 
something that was apparently lost 
on the Code reviewers!

Amazing Spider-Man #62
“Make Way For...Medusa!”; Stan 
Lee (script); John Romita (layouts); 
Don Heck (finishes); Mike Esposito 
(inks)

What was it with the Inhumans, 
all of a sudden? No sooner does 
their backup series in Mighty Thor 
conclude than family members 

begin guest-starring 
everywhere. Or, at 
least, here and there. 
First. Triton shows 
up for a two-part 
story in early issues 
of Sub-Mariner's new 
solo title, and now 
Medusa crosses over 
into Amazing Spider-
Man #62 (July. 
1968), announcing 
her appearance with 
an eye-grabbing 

cover image by penciler John Romita. 
Against a stark white background, 
Medusa towers dominatingly over 
a prostrate Spider-Man entangled in 
her crimson tresses. Nothing against 
Inhumans originator Jack Kirby, 
who always did a good job depicting 
Medusa, but former romance artist 
Romita really takes the character 
to the next level. On the cover, and 
throughout the issue, he portrays 
her as a seven-foot tall Amazonian 
figure in a skin-tight outfit that leaves 
almost nothing to the imagination. 
Rarely has any superheroine appeared 
as sexy as Medusa does here. Don't 
believe it? Then just take a gander 
at page 7, panel 1, wherein Romita 
depicts Medusa in a three quarter 
mid-size closeup. The body language 
he gives her, her facial expression, 
and her tidal wave of cascading 
hair exudes Emma Peel levels of 
sultriness! No wonder Heavenly Hair 
Spray president Montgomery G. 
Bliss instantly recognized her as his 
perfect “Breck girl!” Add to all this 
wonderment the fact that the art team 
of Romita on layouts, Don Heck on 

Authority for his work on page 5, wherein Fury entertains fellow agent, the 
Contessa Valentina in his upscale digs. There, in a wordless sequence, the 
artist suggests in the most subtle way that the two might have had conjugal 
relations: a phonograph playing, a smoking cigar left in an ashtray, and a 
phone with its receiver left off the hook. It was this last item that the Code 
reviewers found too suggestive. Instead, the final panel was redrawn by 
John Romita (at the behest of assistant editor Roy Thomas) to show Fury's 



finishes, and Mike Esposito on inks was finally working 
as a well-oiled machine and you've got an instant classic 
on your hands. In fact, scripter Stan Lee, taking a breather 
between multi-part story-lines, made this ish a stand-alone 
tale that more effectively spotlighted its female guest star. 
If Romita had had the time, he could've made a Medusa 
solo book a hit. But alas, it was not to be. However,  there 
was to be a Medusa solo adventure, this very month in 
fact, in the latest issue of Marvel Superheroes. In that tale, 
Medusa was rendered by Marvel's other resident former 
romance artist, Gene Colan. Unfortunately, even with 
that talent at the helm, failed to catch on and Medusa was 
relegated back to the Inhumans group to return only as a 
supporting cast member when that team finally received 
its own feature in Amazing Adventures some months 
down the road. Sigh.

Spectacular Spider-Man #1
“Lo, This Monster!”; Stan Lee (script); John Romita 
(layouts); Jim Mooney (finishes/inks)

With a new distribution deal that had allowed its line 
of split books to morph into six new solo titles, Marvel 
was feeling its oats in 1968. Possibilities abounded for 
the burgeoning and popular line of superhero books. 
One of those possibilities came to pass quickly with a 
radical departure from the regular color line of comics. 
To be called The Spectacular Spider-Man #1 (July. 
1968), this 52-page black and white magazine would 
take a more mature approach to story telling than the 

regular comics and with a price point of 35 cents, was 
expected to be displayed among such titles as Newsweek 
or Vogue rather than on a comics spinner rack. Penciled 
by regular Spider-Man artist John Romita, it would be 
inked by DC alumnus Jim Mooney (who was destined 
to become the steady inker on the regular Spider-Man 
comic). Scripted by Stan Lee, the focus of the first 
issue's story, although still with its portion of superheroic 
action to be sure, was on politics as Peter Parker and his 
friends join in the campaign to elect Richard Raleigh 
as the city's new mayor. But Raleigh's law and order 
campaign is attacked by a giant calling himself the Man-
Monster who, in turn, is taking orders from the masked 
Disruptor. The ending is somewhat predictable and the 
art murky due to the printing process. Adding to the 
story's visual unattractiveness, are Mooney's inks that 
wash out Romita's sharp images and make them almost 
boring to look at; a far cry from the quality work the artist 
was then doing with Don Heck and Mike Esposito on 
the regular color title. The book also featured a 10-page 
backup that filled in new readers on Spider-Man's origin. 
Drawn by Larry Leiber it was not an improvement over 
the art on the main story. Nevertheless, this first issue 
was deemed successful enough to warrant a followup 
which was upgraded to include color. It wasn't enough 
to save the project, though. Publisher Martin Goodman, 
always nervous about upsetting the people in the Comics 
Code office by seeming to get around their rules via the 
black and white magazine route, pulled the plug on the 
Spectacular Spider-Man. That wasn't the last to be heard 
of the title, though. This issue's story about Richard 
Raleigh was recycled in 1973 and reprinted as a three-
part story in the Amazing Spider-Man #116-118. For those 
issues, Romita and scripter Gerry Conway created some 
new scenes to keep the reprinted material within then-
current continuity. Unfortunately, the effort didn't help 
much. The story was still on the uninteresting side and the 
old art still murky.   

Avengers #54
“...and Deliver Us From...the Masters of Evil!”; 
Roy Thomas (script); John Buscema (pencils); 
George Tuska (inks)

Wowee! Now we enter the Golden Age of the Avengers 
as scripter Roy Thomas reaches the height of his handling 
of the characters, the action, the flow of stories from 
one issue to the next, and the all-important dialogue. 
Now captions grew smaller and their content more terse 
as dialogue took precedence, moving stories along at a 
breakneck pace. In tandem with Thomas was artist John 
Buscema, also now at the peak of his powers as panels 
grew bigger, figures sprawled across the picture plane 
(check out this issue's page 4, panel 3, with its three 
quarter-page portrait of the new Masters of Evil—who 
don't just stand around but are captured charging toward 
the reader), and body language was all agony and ecstasy. 
And yes, George Tuska was still on the inks but, gosh! 
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Unlike his DC colleague, George Klein, Jim 
Mooney’s work at Marvel, mostly finishing 
John Romita’s layouts on the Amazing Spider-
Man, ended up less than satisfactory. At DC, 
his main feature was penciling the adventures 
of Supergirl where his simple, sometimes 
cartoony style was appropriate to a feature 
aimed primarily at young girls. But on more 
dramatic features his style often clashed and 
made the work of such pencilers as Romita and 
John Buscema look watered down.



fighting so many villains across so many pages as well as Buscema. Here, in 
page after page of action, Buscema gives each hero his turn in the spotlight, 
aided and abetted by two of the top pros in the business: Stan Goldberg on 
the coloring and George Klein on the inks. Goldberg, of course, had been the 

Was he actually getting the hang of 
Buscema's art? Yes, he was! (Well, 
for the most part; there were still 
embarrassing slips such as his inking 
of Goliath's head on page 19, panel 
2...yech!) Anyway, all the above 
finally came to an amazing head in 
Avengers #54 (July. 1968) as Thomas 
launched into a series of stories that 
would result in a number of epochal 
events for the title, including the 
re-introduction front and center of 
the new Black Knight and the twin 
introductions of the 
Vision and ultimate 
Avengers villain, 
Ultron! Although 
that's not quite clear 
at the conclusion of 
this issue's story as 
the Crimson Cowl is 
revealed to be only 
a robot resembling 
Ultron and the real 
villain being none 
other than Avengers 
butler Jarvis! Did 
Thomas intend on this revelation 
being a red herring, or did he change 
his mind between this ish and future 
issues? For the moment, it didn't 
matter with a story filled with twists 
and turns and starring a bevy of 
yesteryear's colorful super-villains—
including Klaw, Whirlwind, Melter, 
and Radioactive Man! With all those 
characters plus those of the Avengers 
themselves, this ish was also a 
veritable playground for colorist Stan 
Goldberg, who really went to town 
here topping off a near perfect issue 
of The Avengers. 

Avengers #55
“Mayhem Over Manhattan!”; 
Roy Thomas (script); John Buscema 
(pencils); George Klein (inks)

The spectacularity continues in 
Avengers #55 (Aug. 1968) as 
penciler John Buscema belies his 
oft-claimed position that he hated 
having to draw superheroes. In fact, 
with his work here, he demonstrates 
that he was truly among the very 
best superhero artists of all time. No 
one this side of Jack Kirby could h 
ave choreographed so many heroes 
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Avengers #55, page 14: Penciler John Buscema and inker George 
Klein let it loose on this action packed page as our heroes mix 
it up with the new Masters of Evil! Here, Klein’s inks perfectly 
conform to Buscema’s pencils giving them a rich, tonal quality 
that wouldn’t be matched until Tom Palmer arrived on the scene 
in later issues. In the meantime, writer Roy Thomas, like Stan Lee, 
has learned to slim down his scripting so that this page is almost 
completely devoid of captions and is carried along purely on the 
strength of its dialogue.



mainstay colorist at Marvel almost from the beginning 
and here he goes to town with an assemblage of 
characters that really tested the palette of his color wheel. 
As for Klein, he'd been working in the industry since the 
1940s and except for a brief stint where many believe he 
inked Kirby on Fantastic Four #1, spent most of his time 
before now doing inks for DC's Superman titles. After 
a shakeup at DC in 1968, Klein was cut loose, allowing 
him to come to Marvel on a permanent basis—and it 
was lucky for fans that he did! Pencilers at DC had never 
given him much to work with or the opportunity to shine, 
but once at Marvel and inking over the likes of Buscema 
and Gene Colan, his skill as an inker became immediately 
apparent to anyone paying attention. His initial work here 
over Buscema was a revelation when compared to the 
often inept inking of George Tuska in the last few issues. 
Right off, the opening splash page is a spectacular shot 
of the villains' air cruiser as it seems to fly right off the 
panel. This was smack in the middle of Buscema's most 
fecund and inventive period and Klein makes the artist's 
work even more arresting here with use of a zipatone 
background and a rich, slick ink line over the ship. 
Subsequent pages are an amazing assortment of super 
detailed machinery, panels that combine cross-hatching 
and zipatone to create more depth of space, and up-close 
emotional facial expressions as only Buscema could 
render them. All that, plus that Goldberg coloring, as well 
as a corker of a tale by Roy Thomas, where the Avengers 
are rescued by the new Black Knight, Jarvis explains the 
reasons for his betraying them, and the robot he unveiled 
last issue turns out to be the real villain—Ultron-5! What's 
more, Thomas makes sure to keep reader interest at a 
boil by having Ultron escape with no explanation of his 
motives. Everything this issue just came together perfectly 
with the end product being one of the most successful 
comic magazines ever produced. And what's more, there 
would be many more over the next few years with this 
Thomas/Buscema/Klein team staying together for a 
satisfying string of instant classics!

Marvel Superheroes #15
“Let the Silence Shatter!”; Archie Goodwin (script); 
Gene Colan (pencils); Vince Colletta (inks)

Having been transformed into a semi-original material 
platform for trying out new concepts and characters, 
Marvel Superheroes #15 (July. 1968) took a step up 
in quality over the previous issue, although it still fell 
short of issues #12-13 that introduced Captain Marvel. 
However, like those issues, #15 at least featured the art 
of Gene Colan (inked by Vince Colletta, who was due to 
provide some incredible work over Colan on the artist's 
regular Daredevil title). But unlike the Captain Marvel 
and Spider-Man efforts of previous numbers, this issue's 
tale spotlighting Medusa of the Inhumans (who was also 
being pushed in this month's regular Amazing Spider-
Man) was scripted by Archie Goodwin rather than Stan 
Lee (or Roy Thomas). But then, Goodwin had been doing 

a decent job aping Lee's scripting style over on the Iron 
Man feature so his taking over here was unsurprising. 
Unfortunately, the story itself is rather slight with Medusa 
rejoining her Frightful Four partners in return for the 
Wizard's help in curing Black Bolt's inability to speak. 
When she learns that she was lied to, she turns on her 
teammates, and sends them into space with a deus ex 
machina ending involving a last minute rescue by Black 
Bolt who'd been hanging around observing the whole 
time. As for Colan's art, its somewhat half-hearted and 
layouts suggested a rush job. Colan, after all, was busy 
with Daredevil and Captain Marvel (who'd since been 
promoted to his own book) and gearing up for taking 
over on Dr. Strange. Another contrast was the coloring 
of Medusa's ensemble here compared with what she was 
given to wear by John Romita over in the aforementioned 
Spider-Man title. No contest! The blue and white combo 
here didn't hold a candle to the sleek, green and black 
outfit she sported for her appearance in Amazing. The 
Medusa entry however, still looked a lot better than the 
various reprints from the 1940s and 50s that fill out the 
rest of this 25 cent, extra-sized book.

Sub-Mariner #4
“Who Strikes For Atlantis?”; Roy Thomas (script); 
John Buscema (pencils); Frank Giacoia (inks)

Artist John Buscema was at the very peak of his craft 
when he penciled Sub-Mariner #4 (Aug. 1968), an 
achievement that was all the more amazing when one 
considers that he was also penciling The Avengers and 
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The Beatles were still a major force on 
the pop music scene in 1968 proven by the 
release in January of their Magical Mystery 
Tour album. Naturally, it immediately shot to 
Billboard’s number one spot and stayed there 
for eight weeks. Later that summer, the group’s 
Yellow Submarine animated film is released 
to positive reviews and the single, Hey Jude 
followed in August.
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Sub-Mariner #4, page 7: Scripter Roy Thomas accentuates the 
fantasy approach to the Sub-Mariner feature with this scene 
involving the exodus and quest for a new home by the population 
of Atlantis. In the meantime, artist John Buscema presents the 
dramatic goings on in a handful of giant sized panels filled with 
individualized characters while spotlighting what he does best: 
portraying beautiful, exotic women.

1968
assumption of Kirby’s mantle as 
lead Marvel artist. Buscema, who 
seemed to be everywhere in the 
following decade, would take over 
as regular artist on former Kirby 
titles such as Thor and the Fantastic 
Four, become synonymous with 
sword and sorcery, put out numerous 

artistic brush fires 
doing fill-ins, help to 
launch new titles, and 
embark on special 
projects. But perhaps 
it was because of that 
ubiquitousness that 
he’d be forced to put 
aside the elaborate 
layouts on display 
this issue for the 
more utilitarian, but 
less exciting five and 
six panel grid format 

of later years. For now, however, 
readers could exult in Buscema’s 
sprawling figure work, his expressive 
close-ups, and bludgeoning action. 
Not coincidentally, scripter Roy 
Thomas was also approaching his 
peak at this time. Having shed his 
initial verbosity, his style was now 
sleeker and to the point, one that 
would continue to sharpen climaxing 
with his later work on the Conan the 
Barbarian feature. Meanwhile, he 
provides another fine effort here 
in high fantasy mode as homeless 
Atlanteans (including supporting 
players Lady Dorma, Lord Seth, 
and counselor Vashti) pine after the 
missing Namor. Our hero, however, 
has been captured by Attuma’s 
savage hordes and led to believe 
that his beloved Dorma is dead. 
Stay tuned!

Doctor Strange #171
“In the Shadow of...Death!”; 
Roy Thomas (script); Tom Palmer 
(pencils); Dan Adkins (inks)

In an important transition issue, 
Doctor Strange #171 (Aug. 1968), 
fans were shaken to learn that artist 
Dan Adkins had been relieved of 
the book's penciling duties and 
replaced by a newcomer named Tom 
Palmer. Behind the scenes, Adkins' 
downgrade from penciler to inker 

The Silver Surfer at the same time! And in each case, his layout style was at 
its most inventive, lavish, and (dare we say it?) grandiose! Take this issue’s 
climactic battle with the villainous Attuma as Buscema lays out the story 
almost completely in big quarter and half-page sized panels. Even while there 
were signs that fellow artist Jack Kirby’s own pace setting style had begun to 
wane, the rise of Buscema in these months would set the stage for his eventual 



across the Marvel line was due to a controversy in fan 
circles that accused him of plagiarizing the work of other 
artists, a practice called “swiping.” Adkins had picked 
up the habit from working under the tutelage of Wally 
Wood and perhaps had been too vigorous in its use once 
he went solo for Marvel. To be sure, his own undoubtedly 
superior style was far more than good enough under any 
other circumstances, but some of the swipes were just too 
blatant for Marvel editorial to ignore. And so, to reduce 
the company's exposure to embarrassment, Adkins was 
removed from penciling duties and relegated to inking 
only. He was replaced on the pencils by Tom Palmer 
who, in his own words, had simply walked in the door at 
Marvel one day looking for work. He was immediately 
assigned this issue of Dr. Strange and though his work 
here is okay, it wasn't going to set the world on fire. 
Something the artist himself has admitted. His figure work 
is stiff and layouts artificial with little warmth despite 
helpful inks by Adkins. Although the work showed some 
promise, Palmer was not to get an immediate chance to 
prove himself; or at least, not here. By the time the next 
issue rolled around, he was replaced by Gene Colan and 
became its inker instead. It was a gamble both on Marvel 
and Palmer's part as Palmer had never inked before. But 
what emerged would be pure magic, instantly making the 
team of Colan and Palmer one to be reckoned with. In the 

meantime, the story this ish by Roy Thomas merely sets 
the stage, promising more than it delivered. Thomas has 
said that he never cared for the Strange feature and that 
shows in this early, clunky effort. But he soon warmed up 
to it. In the meantime, Thomas gets off on the wrong foot 
by bringing back Victoria Bentley before immediately 
removing her from the action. There was an opportunity 
to do more with Victoria, who'd proven herself to be a 
more interesting potential romantic interest for Strange 
than the other-dimensional Clea, but Thomas would 
eventually opt for the latter over the former. Too bad. 
Meanwhile, this issue's story is merely a set-up for next 
issue's showdown with a revived Dormammu.

Doctor Strange #172
“I...Dormammu!”; Roy Thomas (script); Gene Colan 
(pencils); Tom Palmer (inks)

Like the Roy Thomas/John Buscema/George Klein 
creative team that was making The Avengers the example 
of the perfect comic book, so too would the Thomas/
Gene Colan/Tom Palmer team on Dr. Strange. And one 
needed no more proof than to look through Dr. Strange 
#172 (Sept. 1968)! Palmer had come aboard ostensibly as 
penciler in the previous issue, but was quickly replaced 
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One of the top embellishers in comics history, whose brush often 
turned anything it touched into gold, Tom Palmer never intended 
to be an inker, he expected to be a penciler.
     In fact, his first professional assignment was for Dr. Strange #171 
for which he did an adequate job...but not good enough. When the next 
issue rolled around, he’d been replaced by Gene Colan...who needed 
an inker. He was asked to do that instead of the pencils. Palmer agreed, 
and the rest was history! His inking over Colan’s often difficult to 
handle pencils, was a revelation. Colan’s work flowed and ebbed among 
shadows and light and on Dr. Strange, he also altered his layout style to 
make the strip one of the most inventive, and hallucinogenic in the field. 
In short, it was no mean trick to get Colan right and Palmer managed to 
do it first time out and with virtually no experience in inking at all.
     Whatever it was between them, the penciler and inker clicked and in 
subsequent years would produce some of the most memorable images in 
the history of comics. But Palmer didn’t stop there. He went on to provide 
the same magic over John Buscema’s Avengers and Neal Adams’ X-Men. 
But along with the top tier, classic titles and artists, there was a lot of 
dross that someone of Palmer’s calibre should not have wasted his talents 
on (he inked innumerable issues of Star Wars for instance) but when he 
did, he invariably made whoever he worked over look so much better.

Tom Palmer



by Colan. By his own admission, Palmer has claimed he 
knew nothing about the craft of inking but if that was 
true, readers couldn't tell by the stunning job he does 
here, turning Colan's pencils into something to behold! It 
starts right off with the issue's opening splash page and 
continues on and on with each of the story's twenty pages 
its own little revelation. And dare we say it? Sure! Why 
not? Even with this first issue, Colan proved himself an 
even better delineator of the strange worlds of Dr. Strange 
than their originator, Steve Ditko. That was saying some. 
At the very least, despite a noble stand by Dan Adkins, 
Colan was the first artist to truly capture the awe and 
wonder inherent since the aforementioned Ditko who 
left the feature years before. But now, under Colan and 
Palmer, the alien dimensions traversed 
by Strange had real substance and 
their denizens three dimensionality. 
Who knows where Colan had dredged 
up his inspiration for his work on Dr. 
Strange, because for sure, there was no 
real hint of it anywhere in his previous 
work. For sure, his style had been 
evolving but no one saw this coming; 
maybe not even the artist himself! 
But art for art's sake would never 
equal a great, never mind a perfect 
comic book. For that one needs a good 
story and scripter Roy Thomas really 
came through this time. After a shaky 
start in the previous issue, he really 
showed a solid grasp, explaining how 
Dormammu survived his previous 
encounter with Eternity and his plan 
to invade Earth's dimension with an 
army of demons. And then, taking it 
from the cosmic to the personal, Thomas doesn't forget 
to toss in some soap opera as Strange shows affection for 
the alien Clea, even as Victoria Bentley suffers in silence 
from a broken heart. Yes, sir. With this creative team in 
place, the Dr. Strange book was due to rank among the 
top successes of the six new titles created from Marvel's 
former split book titles.

Captain Marvel #4
“The Alien and the Amphibian!”; Roy Thomas (script); 
Gene Colan (pencils); Vince Colletta (inks)

Behind another attention grabbing-cover by artist Gene 
Colan for Captain Marvel #4 (August. 1968) there lurks 
perhaps the best issue yet where everyone concerned, 
scripter Roy Thomas, penciler Colan, and inker Vince 
Colletta, firing on all burners, give readers a slam-bang 
actioner where every page, (nay!) every panel holds 
delights both visionary and literary. Unfortunately it 
would also spell the climax of the team's run on the book 
as all would be gone by next issue. And though veteran 
artist Don Heck would hold his end up, DC veteran writer 
Arnold Drake would not be able to control the elements 

inserted by Thomas. They would get 
away from him and eventually spin 
out of control until Captain Marvel 
would simply run out of gas., which 
was too bad, as Thomas had given it 
such strong impetus. By all rights, the 
series should have been another win 
for Marvel but its momentum couldn't 
be maintained. Eventually, Thomas 
did return, taking drastic measures to 
save the series but it would be too little 
too late. In the meantime, though all 
unknowing at the time, readers had this 
great ish to enjoy as Captain Marvel 
goes toe to fin with the Sub-Mariner 
(everyone in the Marvel universe 
eventually tangled with Subby so 
Cap might as well have got it out of 
the way). The story is filled with one 

wonderful illo after another by Colan and Colletta that hit 
readers where they lived, beginning right at the start with a 
quiet but beautifully rendered opening splash showing Cap 
sitting in his hotel room mulling over the contradictions of 
his role on Earth—both as a spy for the Kree and as a hero 
to Terrans. That crisis of conscience is tested later as he's 
ordered by his superior to let a sunken missile filled with 
deadly bacteria proceed as an experiment to see how the 
population of New York conducts itself after it’s released. 
In accordance with his orders, Cap confronts the Sub-
Mariner who's entered the restricted area. What follows 
are an incredible series of action panels topped by a full-
page splash of Cap socking Subby. The story ends with 
Cap again seeming the hero for stopping the Sub-Mariner, 
as well as obeying orders as an obedient Kree in at least 
appearing to have tried to prevent Subby from interfering 
with the release of the bacteria. An interesting set-up in 
conflicting loyalties, right? Well, succeeding issues would 
mostly miss that angle as Drake would try to get cosmic 
without really pulling it off. This ish kind of marked the 
end of the title's grandiose heritage and its entrance into 
the twilight years proper. It would have its ups and downs, 
mostly downs, before cancellation further down the road 
with a strange and unexpected epilogue in the form of 
Marvel's first graphic novel.
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In the late sixties, the venerable afternoon 
tradition of the soap opera was still running 
strong on television with such standards as 
Days of Our Lives and As The World Turns. The 
one that made the biggest splash however, was 
the groundbreaking Dark Shadows (1966-1971) 
with its gothic atmosphere and, yes, monsters! 
More to the point, the soap operatic trick of 
story arcs that never really resolved themselves 
and kept people watching became the key to the 
popularization of Marvel comics in the silver 
age. Heroes with problems that constantly 
morphed into others, more than the latest hero/
villain battle, held readers' attention.



Daredevil #43
“In Combat With Captain America!”; Stan Lee (script); 
Gene Colan (pencils); Vince Colletta (inks)

With Daredevil #43 (Aug. 1968), scripter Stan Lee 
took a break between the introduction of the Jester 
last issue and the continuance of his epic return next 
ish. Not that he forgot about the green-clad former 
thespian. Here, DD decides to try and hunt the villain 
down but gets sidetracked when he stops a crook from 
stealing a batch of radium-based medical supplies. 
Exposure to the radium effects Daredevil's mind and, 
while swinging about town, he comes across Captain 
America giving another of his demonstrations on 
fighting skill at Madison Square 
Garden. With the radium clouding 
his mind and making him more 
aggressive, DD decides to show 
Cap how it's really done and attacks 
him. It was one of Lee's simplest 
tricks ever to get two heroes to 
fight but it works long enough for 
penciler Gene Colan to really show 
his stuff, providing page after page 
of action between the two acrobatic 
heroes. Colan does the same at 
the beginning of the issue as DD 
practices in his private gym with 
page 2's pair of eye-catching half-
page sized panels. Those panels 
are made even more arresting with 
Vince Colletta's inking that leaves 
DD spotlighted against a solid 
black background in the first and 
coming in to land on a zip-a-toned 
trampoline in the second. In fact, 
Colletta's inks over Colan, although 
seeming suspiciously sparse in 
places, is wonderful and would only 
get better as the next few issues 
featuring the Jester get under way. 
(In an aside, Jack Kirby returns to 
DD, spelling Colan on the cover 
image that features our two heroes 
in full grandiose mode!) Meanwhile, 
Lee manages to infuse the action 
with some soap opera, contriving to 
keep the Matt Murdock/Karen Page 
relationship moving forward; this 
time with Karen deciding to quit her job with Nelson 
and Murdock. Karen feels she needs to leave because 
Matt doesn't want to commit, but Matt feels he can't 
due to his dangerous life as a superhero. He pushes 
her away but becomes angst-ridden at his decision. 
His battle with Cap took his mind off his feelings for 
a while, but how will he live with them in his down 
time? Fun Fact: Don't miss a quick glimpse of an 
unnamed Peter Parker taking pix during the fight on 
page 18, panel 3!

X-Men #47
“The Warlock Wears Three Faces!”; Gary Friedrich/
Arnold Drake (script); Don Heck (layouts); Werner Roth 
(finishes); John Tartaglione (inks)

The series of spotlight issues that had featured Angel 
and Cyclops in past numbers of the title continues 
here with X-Men #47 (Aug. 1968), starring Iceman 
and the Beast. However, there was a change at the 
title's helm: namely Roy Thomas. After guiding the 
X-Men since issue #21, Thomas was absent from 
the scripting this issue and replaced by the team of 
Gary Friedrich and Arnold Drake. It did not bode 
well for the future. Although Gary Friedrich helped 

out here, DC veteran Arnold Drake 
would soon fly solo beginning 
with the next issue. Drake had 
been a mainstay at DC scripting 
such duds as Doom Patrol and 
Deadman. He'd been cognizant 
enough, however, to recognize the 
threat Marvel presented to DC but 
the company's management poo-
pooed his warnings. Thus, when 
the opportunity presented itself, 
he jumped ship and landed an 
assignment on Marvel's Captain 
Savage title. He eventually wound 
up on The X-Men which, somewhat 
ironically, resembled his old Doom 
Patrol. Still, that didn't prevent 
Drake from having no idea how to 
script for the X-book in particular or 
Marvel in general. As would be seen 
in later issues, his style was inept 
and his attempts to capture realistic 
dialogue reflective of the late sixties 
were embarrassingly off putting. 
Nevertheless, editor Stan Lee was 
in need of writers and for the time 
being, Drake filled the bill. For 
this ish, with Friedrich's help with 
scenes involving Iceman and the 
Beast at the Coffee a Go-Go, Drake 
managed to keep from going off the 
deep end. Also of help was the art 
by Don Heck (who had time only to 
do the layouts) and Werner Roth on 
finishes. With John Tartaglione on 

inks, the results were presentable but not necessarily 
memorable. This issue's backup feature detailing the 
Iceman's powers was scripted solo by Drake and was 
also forgettable. None of it augured well for a book 
that had been limping along with one foot in the grave 
for a long time. (To mix a metaphor.) And though 
Drake would have his isolated moments, it would take 
the return of Thomas along with a genuine superstar 
artist for fans to even hope seeing the book take a turn 
for the better.
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Despite scripting the Doom 
Patrol at DC, a title with 
similarities to the X-Men, 
Arnold Drake found it near 
impossible to transition 
from the silliness that 
predominated the Patrol to 
the more serious Marvel 
approach. Luckily, he lasted 
only a half dozen issues 
before being replaced by 
Roy Thomas.



Nick Fury, Agent of SHIELD #4
“And Now It Begins!”; Roy Thomas (script); 
Frank Springer (pencils/inks)

Despite Roy Thomas doing the scripting, Nick Fury, 
Agent of SHIELD #4 (Sept. 1968) still had to have been 
a big disappointment to fans of Jim Steranko. With 
the upgrade from 11 or so pages of story every month 
when the feature shared half of Strange Tales with 
Dr. Strange to a full 20 pages a month, scripting and 
penciling (and sometimes coloring) full-length issues 
of the new SHIELD book finally proved to be too much 
for Steranko. The comic was just too labor intensive, 
especially if Steranko insisted on continuing to load it up 
with the special visual FX fans had come to expect from 
him. By the time this issue rolled around, it had all finally 
caught up to him and Steranko had to skip an issue to 
catch a breather from the remorseless deadlines. He'd be 
back next issue with one of his all time best SHIELD 
yarns, but it would prove to be his final appearance as 
regular artist. Oh, he'd keep his hand in doing covers 
for a while (as he did this issue with a cool black and 
white montage set against a stark white background) and 
occasional appearances elsewhere in the Marvel lineup, 

most notably on X-Men and Captain America but, for the 
most part, he would abandon regular monthly comics. 
Meanwhile, back here, Thomas was tapped to fill in on 
the writing, opting to use the occasion to retell the origin 
of how Fury had come to be director of SHIELD. Aiding 
him, and stepping into Steranko's mile-wide shoes, was 
artist Frank Springer. It must be said that Springer gave 
his effort the old college try and wound up creating 
an issue that, while not up to Steranko's standards, 
could stand alone as a more than decent attempt that 
transcended the typical comics presentation style. Fans 
could be forgiven for not seeing it coming as Springer's 
past experience working for Dell Comics and then DC 
gave no real clue to such inventiveness. Here, he employs 
some radical panel layouts (page 9 with its circular near 
full page panel topped with a number of smaller panels 
around its upper edge; page 12's full page montage; 
page 14's crazy quilt layout) and free use of zippatone 
that works to visually separate the SHIELD book 
from any other in the Marvel lineup (with the possible 
exception of Dr. Strange). When he eventually received 
the assignment on a permanent basis after Steranko's 
departure, fans were likely more ready to accept the 
change due to Springer's performance here.
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Marvel’s success proved to be a double edged sword after it 
permitted the company to expand its list of titles in the late 
1960s. On the one hand, it allowed editor Stan Lee to give popular 
characters caught in the double feature bind of such titles as Tales of 
Suspense, to move into their own titles at last plus the creation of whole 
new ones such as Not Brand Echh, Silver Surfer, and Capt. Savage, but on the 
other, required him to hire new writers and artists who may not have been as 
ready for prime time as he and assistant editor Roy Thomas were.
     Among the new writers hired in this period were Gary Friedrich and 
Archie Goodwin who at least had some mastery of the spoken word 
and varying degrees of creative storytelling. A third, unfortunately, had 
neither of these qualities. Arnold Drake, though a professional writer of 
long standing (he wrote the first of what would later be called “graphic 
novels” as early as 1950 and tried his hand at film writing) most of his 
experience was with DC comics on titles deliberately aimed at young 
children. And though at some point, he recognized that Marvel was 
appealing to older readers with a more sophisticated approach, that 
realization didn’t help him in his own efforts once he moved to Marvel.
     For his part, Lee had been hiring away people from DC for some 
years with great success primarily artists whose work could be more 
easily assessed. Not so writers. Drake's work on the X-Men and Captain 
Marvel featured painful to read pseudo hip dialogue and stories and 
situations more akin to DC’s Doom Patrol than Marvel’s Avengers.

Arnold Drake



Fantastic Four #78
“The Thing No More!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Every once in a while, some member of the Fantastic 
Four announced that they were going to quit the team. 
And more often than not, that member was the Thing. 
It happened again in Fantastic Four #78 (Sept. 1968) 
but this time with a twist. After the latest attempt by Mr. 
Fantastic to change the Thing back to his human form of 
Ben Grimm, the process worked. Unfortunately, the evil 
Wizard chose that moment to attack and, following the 
battle, Ben realizes that he's now useless to the team. As 
a result, he asks Mr. Fantastic if he could fix it so that 
he could transform from his normal form back into the 
Thing at will, but he's told that the transformation was a 
one-way ticket. If he turned back into the Thing, it would 
be permanent. Meanwhile, across town, a pregnant Sue 
Richards is convalescing at the hospital where doctors 
have determined that the cosmic rays that gave her the 
power of invisibility are also threatening her life as 
well as her unborn baby's. Thus, scripter Stan Lee and 
penciler Jack Kirby continued the kind of human drama 
that for years kept readers coming back for more. But 
where Lee's scripting was still sharp and on point, Kirby's 
art was getting softer. Following the high point of the 
previous issues and their sub-atomica story-line, a definite 
loosening of Kirby's style had set in. Layouts were still 
masterful as he choreographed the outsized action (the 
team's battle with the Wizard was still as exciting as 
ever) but figures seemed to acquire certain tropes that 
would become repetitive, backgrounds a little too sparse, 

bodies too bulked up. Also, though Joe Sinnott's inks 
were as slick as ever, he didn't seem to be making enough 
of an effort to add detail to Kirby's work. Objects and 
machinery were getting chunkier, squiggles were allowed 
to remain as substitutes for musculature. On the other 
hand, Kirby himself was penciling three full-length titles a 
month including Captain America and Thor in addition to 
the FF, so some slippage was understandable. The danger 
was that it might become a habit...

Fantastic Four #79
“A Monster Forever?”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

As Fantastic Four #79 (Oct. 1968) opens, Ben Grimm is 
still wrestling with the conundrum of whether he should 
remain as an ordinary human being or revert back to 
the Thing...forever. Structured by scripter Stan Lee and 
penciler Jack Kirby as a “day in the life” type story, the 
plot does what Marvel fans had come to expect by now: 
weave continuity beats in with progress on the soap 
opera front. This time, the main story hearkens back to 
the last Mad Thinker arc concluded almost a year before 
(in real time) wherein police are still going through the 
Thinker's lab that had been messed up when he and the 
FF fought. In the process, the police accidentally release a 
super android who homes in on a signal emitted from the 
Wizard's wonder gloves currently in Ben's possession (a 
tie-in to the previous issue). Sure, Lee and Kirby offered 
a pretty flimsy excuse for why Ben took the gloves with 
him on a date with Alicia, but they were crucial in turning 
Ben back into the Thing. Meanwhile, Reed Richards and 
readers are given more bad news regarding Sue Richards' 
pregnancy: at the hospital, Reed learns that the cosmic 
rays that gave Sue her powers are now threatening her 
life and the life of their unborn baby (in events that 
lead directly into this year's FF Annual). The sequence 
ends in one of Kirby's patented full-page illos. The only 
difference this time is that instead of some bombastic 
action scene, it's a close-up of Mr. and Mrs Richards that's 
not only suitable for framing but as wonderful to look at 
as any other full-pagers Kirby had ever done. “No matter 
what fate has in store, I'll love her till the end of my 
days,” thinks Reed. “Nothing will ever change that.” “All 
that has happened in our lives before, is just a prologue 
to the unknown future that lies ahead,” thinks Sue with 
Lee's written dialogue that perfectly matches the facial 
expressions Kirby rendered for each character. At the 
moment, their thoughts seemed ominous but no less so 
than those of the Thing as, in the final panels of the story, 
he walks off by himself after being transformed: “It's just 
the way I planned it,” he claims unconvincingly to Johnny 
and Alicia. “Why should I be a nowhere nobody, like 
plain Ben Grimm, when I can be...the Thing...forever...” 
It was all emotion and drama of characters that now, after 
so many years of effort by Lee and Kirby, seemed as real 
as any living person. And the reason why readers kept 
coming back for more.
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By the 1960s, debate over abortion had 
combined with a rising feminist movement to 
create momentum for its legalization which 
eventually happened in 1973 with the Supreme 
Court’s decision in Roe vs Wade. Since then, 
an estimated 63 million abortions have been 
performed in the United States. It was a trend 
that the late 1960s sub plot in ongoing issues 
of the Fantastic Four involving Sue Storm’s 
pregnancy, seemed to contradict.



Captain Marvel #5
“The Mark of the Metazoid!”; Arnold Drake (script); 
Don Heck (pencils); John Tartaglione (inks)

The switch in scripters from Roy Thomas to Arnold 
Drake in Captain Marvel #5 (Sept. 1968) didn't turn 
out to be as traumatic as it could have been, as the 
DC veteran managed to pick up the pieces where 
Thomas left them last ish. It came as somewhat of 
a surprise since Drake's career at DC wasn't exactly 
stellar compared to what Marvel fans were used to. 
There, the assumption was that comics were read 
only by pre-teens, an audience that it was believed 
changed over every few years. Thus, scripting 
standards there, as everywhere else, were pretty 
low. Sure, stories were filled with imagination and 
whimsy, just the sort of things that would capture 
the attention of the 6 to11 year-old crowd but not 
more sophisticated readers, let alone adults. With 
the need for continuity virtually non-existent and 
characterization absent (save for a few cliched tropes 
that were then written in stone), DC's comics, even 
in the late 1960s, still had a ways to go to catch up 
with what Marvel was putting out. Thus, on the face 
of it, not much could be expected from Arnold, who 
spent much of his time at DC writing books such 
as My Greatest Adventure, Doom Patrol, and Bob 
Hope and Jerry Lewis. So, if there were any readers 
at the time who considered such things, it was not 
with very high expectations that Drake arrived at 
Marvel (his concurrent scripting on The X-Men 
was unimpressive). The only question here is, how 
much input did either editor Stan Lee or Thomas 
himself have in overseeing this initial effort on 
Captain Marvel? For sure, Drake's scripting on the 
book didn't improve as the series went on. In fact, 
it declined. Be that as it may, he was at least aided 
by Marvel veteran Don Heck. Heck, of course, was 
one of the three founding artists who were there at 
the beginning of the Marvel age along with Jack 
Kirby and Steve Ditko. Heck left an indelible stamp 
on comics such as Iron Man and The Avengers, 
garnering a legion of fans along the way. Admittedly, 
Heck had slowed down some since being relieved of 
his Avengers gig but there was no doubt he still had 
it, as can be seen here with his use of widescreen 
panels and dramatic layouts. The fly in the ointment, 
however, is inker John Tartaglione. Ordinarily a 
dependable artist, Tartaglione's work over Heck 
doesn't work as well as it did over Dick Ayers on Sgt. 
Fury or even Gene Colan on Daredevil. His style is 
too literal when Heck's work needed a more sensitive 
touch, one that he was best able to provide himself. 
But that was the problem with much of Heck's work 
at Marvel, he was most often inked by others because 
Lee wanted the valuable artist to spend more time 
penciling. Still, Heck did a bang up job on this 
issue's cover with a big, full figure shot of Cap in the 
clutches of the Metazoid!

Avengers #56
“Death, Be Not Proud!”; Roy Thomas (script); 
John Buscema (pencils); George Klein (inks)

Scripter Roy Thomas, penciler John Buscema, and 
inker George Klein continue their lesson plan on “How 
to produce the perfect comic book” in Avengers #56 
(Sept. 1968) as the team takes the most colorful group 
of Avengers yet into the past to observe the events 
leading up to the death of Bucky, Captain America's 
World War II partner. To do so, they travel to Dr. 
Doom's castle in upstate New York and use his time 
machine to go back to that fateful day in 1945. When 
they get there, they find they're kept from interfering 
because they exist only in spirit form. But when the 
Wasp, who stayed behind to operate the time machine, 
literally falls asleep at the switch, her teammates 
become temporarily solid, allowing Cap to sever the 
bonds that hold his past self in bondage. The move 
gives the past Cap and Bucky the opportunity to 
try and stop the V2 from taking off. But in the end, 
nothing changes: Cap falls into the freezing Atlantic 
waters to go into suspended animation and Bucky is 
killed when the rocket explodes. There's small comfort 
for the present day Cap: now he can be sure that Bucky 
died in the explosion and didn't somehow survive. It 
was another solid yarn by Thomas as he continued 
to handle the group dynamics in flawless fashion. It 
also featured more peak Buscema artwork that most 
especially hits the reader between the eyes on the 
book's opening splash page. There, the Avengers are 
dwarfed as they stand on a stone bridge beneath the 
battlements of Doom's castle. It was a dynamic enough 
image on its own but add to it those gorgeous inks by 
Klein, combining zipatone skies and crosshatching 
shadows, and it became simply wow!
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Writer Arnold Drake spent much of his time 
at DC scripting such titles as Jerry Lewis and 
Bob Hope, not exactly the kind of experience 
that would prepare him for Marvel’s older 
readership.



Marvel Superheroes #16
“The Phantom Eagle!”; Gary Friedrich (script); 
Herb Trimpe (pencils/inks)

Penciler/inker Herb Trimpe, who was also an amateur 
pilot who loved planes and flight, received his dream 
assignment in the new Phantom Eagle feature in Marvel 
Superheroes #16 (Sept. 1968). A slight effort created 
and scripted by Gary Friedrich, one of Marvel's newer 
writers who had yet to make a permanent impression on 
fans, the tale is a rather trite one about Karl Kaufman, 
who decides to stay out of the Great War. Eventually, 
he decided to join the allies but feared that his parents 
would suffer reprisal from the German government as a 
result. But when Germany threatens the USA, he dons 
the disguise of the Phantom Eagle to take to the skies 
and stop a planned invasion of the country. He succeeds 
but at the cost of best friend Rex Griffin and as a result, 
vows to keep on fighting in his Phantom Eagle identity. 
Needless to say, if the once super-popular westerns were 
on the way out by. 1968, WWI fighter ace stories were 
even more unlikely to catch the attention of modern 
readers. Thus, the Phantom Eagle was virtually never 
heard of again following his appearance here. Friedrich 
had approached Trimpe about drawing the story because 
he knew of the artist's interest in planes. However, 
though he agreed to draw the feature, Trimpe dismissed 
it somewhat as a “Hollywoodized” version of real World 
War I aerial combat. In that regard, he didn't bother 
trying to keep the Eagle's plane from being historically 
accurate. Trimpe's art is otherwise stiff but okay which 
was to be expected as it was his first full pencil job for 
Marvel. Bottom line, Trimpe's art was nothing to write 
home about (as would prove to be the case through most 
of his career) as was the story. Would Marvel ever strike 
a home run with these tryouts in Marvel Superheroes? 

Only time would tell because with the exception of 
Captain Marvel, the rest had so far all been duds.

Avengers Special #2
“...and Time, the Rushing River!”; Roy Thomas (script); 
Don Heck (layouts); Werner Roth (finishes); 
Vince Colletta (inks)

Beneath one of the most eye-grabbing comic book 
covers ever (a John Buscema beauty featuring “the new 
Avengers vs. the old Avengers” charging toward each 
other set against a solid black background), Avengers 
Special (1968) featured a Don Heck/Werner Roth 
collaboration that proved a disappointment for Heck 
purists. Fans knew what heights Heck was capable 
of, especially if he both penciled and inked his own 
work. With a unique style that was difficult for other 
inkers to capture, it was doubly unfortunate for Heck 
when he was asked to only do layouts with someone 
less talented than he left to finish what he started. In 
this case, it was his frequent collaborator on many past 
issues of The X-Men, Werner Roth, himself not the 
most glamorous of pencilers. Overall, inking by Vince 
Colletta no doubt kept the final results from being too 
disappointing. The restrictions placed on Heck were 
only to be regretted for a long, exciting tale by Roy 
Thomas that as its centerpiece had the clash between the 
aforesaid new Avengers (Goliath and the Wasp, Captain 
America, Hawkeye, and the Black Panther) vs. the old 
(or original) Avengers (Giant-Man, Thor, Iron Man, and 
the Hulk). The 44-page story is divided into two parts: 
in the first, the current day Avengers make a wrong turn 
as they travel from the past, following the events in 
Avengers #56 and wind up in an alternate world where 
the original Avengers, with the aid of a mysterious 
being called the Scarlet Centurion, have defeated all 
other heroes and set up a dictatorship with themselves 
as its enforcers. (This theme would be picked up again 
in 1985 by scripter Mark Gruenwald for his Squadron 
Supreme maxi-series.) Here, Thomas unfortunately falls 
back on the old DC plot device of dividing his heroes 
into teams and sending them on different missions only 
to reunite afterwards. At least the teamings resulted in 
some fun confrontations between old and new Avengers 
(especially Goliath vs. Giant-Man!). Anyway, the long 
and short of it is that the current Avengers eventually 
win out and send themselves back to their proper time 
while exiling the Centurion into the far future. In a 
denouement explained by the Watcher, readers learn that 
the Centurion was really Rama Tut (from Fantastic Four 
#19) and by sending him into the future, he becomes 
their old enemy, Kang the Conqueror! Readers certainly 
got their 25 cents' worth with this annual. Plus, they also 
had a bonus feature titled “Avenjerks Assemble” which 
amounted to the traditional Marvel annual featurette on 
how the creators create their respective titles. In this 
case, how Thomas, Heck, and Buscema come up with all 
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Was the film, The Blue Max (1966) the 
“Hollywoodized” version of real World War I 
aerial combat what artist Herb Trimpe had in 
mind when he dissed his own work on Marvel 
Super-Heroes #16’s Phantom Eagle feature?



those wonderful Avengers plot lines. Drawn in the Not 
Brand Echh humorous style, it's unusual in that Buscema 
tackles the art, a type of work he was not noted for. 
Scripted by Thomas, it pretty much covers its subject 
with plenty of caricatures of Marvel stalwarts, including 
editor Stan Lee appearing in the final panel to tell the 
others they're already late on their deadlines.

X-Men #48
“Beware Computo, Commander of the Robot Hive!”; 
Arnold Drake (script); Don Heck (layouts); Werner Roth 
(finishes); John Verpoorten (inks)

Combined for the past several issues, 
layout artist Don Heck and finisher 
Werner Roth did not, for the most 
part, impress the discerning reader; 
and overall, they don't do so in X-Men 
#48 (Sept. 1968) either. But for a 
few pages at the start of this issue, 
they do manage to generate some 
heat in the form of an out of costume 
Marvel Girl. Editor Stan Lee has 
expressed his admiration for Heck's 
ability to draw women, calling him 
one of the best in that regard and 
Roth, of course, had been a romance 
artist of long standing at DC before 
arriving at Marvel. So it's perhaps 
not too much of a surprise that the 
two manage to inject some sexiness 
into Marvel Girl that up to this point 
had been lacking. As readers turned 
to this issue's opening splash page, 
it was left in no doubt what Scott 
Summers saw in Jean Grey (besides 
her brains and personality, that is). 
Still sporting individualized logos, 
this ish of The X-Men featured 
“Cyclops and Marvel Girl” as the 
headliners, so we pick up the two as 
Scott shows up at the studio where 
Jean has a job as a fashion model. 
With a judicious economy of line, 
Heck and Roth hit readers with a full-
length shot of Jean sporting a tiger 
pattern bikini that shows off her figure 
to best advantage. The following 
pages are occupied with the rest of the 
shoot and some on-set shenanigans 
fit more for a romance comic than a 
superhero strip. Unfortunately, Jean's 
shoot is interrupted by the good 
deal less interesting threat of the moment: “Computo: 
commander of the robot hive!” It had the kernel of an 
interesting idea as depicted on this issue's cool cover 
by Sal Buscema and John Romita (involving a sentient 
computer growing a hive full of cybernetic robots) 

but scripter Arnold Drake failed to take it in the more 
interesting direction. He could have emulated an idea 
that Roy Thomas was just then toying with over on The 
Avengers but instead, opts for having Quasimodo, the 
computer turned humanoid by the Silver Surfer, be the 
hidden force behind the hive. (And did DC alumnus 
Drake get the villainous name “Computo” from his 
former employer's far future Legion of Superheroes 
feature?) But despite the short circuit in originality, the 
teaming of Cyclops and Marvel Girl proved that the 
pair were strong enough in personality and interesting 
enough in their combination of powers not only to star 

on their own but to have supported 
their own feature. Alas, rather than 
starring them in an issue of Marvel 
Superheroes, the two were soon 
reunited with their teammates under 
the old X-Men banner. Fun fact: A 
blurb at the conclusion of this issue's 
main story announced that next time 
Iceman and the Beast would tackle 
someone called Metoxo the Lava 
Man. It never happened. Apparently 
an editorial decision was made to 
change course. Instead, the team 
would be reunited and artist Jim 
Steranko brought in for issue #50, 
both perhaps, in another attempt to 
reignite interest in the book. 

Captain Marvel #6
“In the Path of Solam!”; 
Arnold Drake (script); Don Heck 
(pencils); John Tartaglione (inks)

Yet another striking Don Heck cover 
adorns Captain Marvel #6 (Oct. 1968), 
calling to mind those pre-hero giant 
monsters that Marvel featured so 
often in its Atlas days. Inside, Heck 
is still held back by the inks of John 
Tartaglione with a story still scripted 
by writer Arnold Drake, who manages 
to not embarrass himself. But what's 
with the sound effect sized groans and 
whines coming from the characters? 
This would become an annoying tick 
of Drake's, particularly marring his 
X-Men work, and appears here early 
on his tenure at Marvel. Take a squint 
at page 2 where Mar-Vell is in combat 
with a simulated monster. Sure, 
there's a perfectly acceptable “crack!” 

sound effect for when he blasts the creature with his 
wrist u-beam but what to make of panels 2 and 5 where 
the creature or something screams a “Eeyowrrrr” and a 
“Nnnnnnnnngarrr”? What was a reader to make of these 
supposed sounds? The second (which will not be repeated 
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The name “Computo,” was 
immediately identifiable as 
a DC type name with its 
distinctive “o” at the end 
(think Starro, Bizarro, etc) 
whereas Marvel’s penchant 
was for dramatic sounding 
latinized nomenclature 
which might have spelled it 
something like “computus, 
(imagine Galactus spelled 
“Galacto!”) And was it any 
coincidence that Computo 
happened to be the same 
name as the goofy looking 
out of control robot 
featured in Adventure 
Comics #340 published 
only a couple years before 
X-Men #48?



here!) is even lettered both right-side up and upside down, 
making it virtually impossible to figure out. After that, it's 
almost a relief to get to page 3, panel 1 with its simple 
“whirrrrrr,” “beep beeps,” “bzzz,” and “click.” (All used 
in a single panel!) The readers are given a break for a 
few pages before Cap's big battle with the Solam creature 
of the title before again being assaulted by “eyaaaas,” 
“reeeees,” “eyahoooos,” and “crzzzzzs.” And those don't 
even count the usual kwooms, thwaaaks, and booms. By 
the time readers made it to the end of this one, they were 
likely begging editor Stan Lee to put his figurative foot 
down and bring an end to the madness! Otherwise, this 
issue was an entertaining romp with a few more wrinkles 
added regarding Mar-Vell's conflict with Col. Yon-Rogg 
and Carol Danvers’ continuing suspicion of Dr. Lawson.

Captain America #105
“Cap Goes Wild!”; Stan Lee (script); 
Jack Kirby (pencils); Frank Giacoia 
(inks)

After a really strong start to the 
new Captain America solo feature, 
scripter Stan Lee and penciler Jack 
Kirby stumbled a bit with Captain 
America #105 (Oct. 1968). In an 
eerie projection of the current rise of 
Chinese influence in Hollywood, the 
communist country has found a willing 
accomplice in Cyril Lucas, owner 
of Infinity Studios, that has already 
produced a film that compromises 
Captain America's reputation. 
Again echoing today's world, the 
Chinese have stolen SHIELD's LMD 
technology and built themselves a 
replica of Cap. Their plan is to send 
it to Infinity Studios to use in the 
production of more compromising 
films. But when the real Cap arrives at 
the studio to get to the bottom of the 
falsified filming, he ends up in a fight 
with the LMD. The trite part of the tale 
comes in when Willie, Cyril's brother, 
refuses to cooperate in his brother's 
treason and in trying to help Cap is 
killed by the LMD. With the death of 
his brother, Cyril has a change of heart. 
But it's too late, his communist masters 
have arrived to kill him for his failure. 
Lee and Kirby had already riffed on 
this subject before, that is, the rat who balks in the end 
due to some event that triggers his basic decency or 
patriotism, but it's still a good theme for a story and to a 
certain extent, works here again. Again, too, Lee manages 
to write dialogue that rises above the familiarity of the 
plot: “No matter what inhuman powers you may possess, 
no mere human replica can ever have a fighting spirit,” 

says Cap as he gets his second wind and whales into the 
LMD. Artwise, Kirby was in peak form, but under the 
more literal inks of Frank Giacoia rather than those of Joe 
Sinnott or Syd Shores, the creeping weakness in his work 
can more easily be observed. The repetitive postures, the 
increasing use of squiggles and rippling shadows instead 
of lines that might suggest real musculature and actual 
shadows, the basic facial features of his characters. Those 
weaknesses were readily apparent right on the cover 
itself, one that seemed like a rush job by Kirby standards 
(which didn't stop Marvel from issuing it as a poster). 
On the other hand, pages 7-8 are vintage stuff! First we 
get a close-up on page 7, panel 1, of none other than 
Chairman Mao as he oversees the creation of the LMD. 
That's followed by a full page illo crammed with pure 

indescribable Kirby mechanization! In 
a bit of understatement, Lee's caption 
for the panel might be speaking of the 
reader as well as the Red guards: “...
if the baffled guards could peer into 
the incredible chamber within, it is just 
barely possible that they would remain 
as mystified as ever!” All that said, 
there were still some better days ahead 
for Kirby as he finished up his last 
great run on the character he helped 
to create back in the dark days of 
World War II.

Amazing Spider-Man #65
“The Impossible Escape!”; Stan Lee 
(script); John Romita (pencils); 
Jim Mooney (inks)

There was a definite step down in the 
quality of the art for Amazing Spider-
Man #65 (Oct. 1968). Just when the 
Romita/Heck/Esposito team had finally 
got it all together and were producing 
some of the best looking issues of 
Spidey since the days when Romita 
inked himself, they were broken up and 
DC veteran Jim Mooney brought in to 
ink John Romita's pencils. And though 
Romita's pencils were strong enough 
to survive Mooney's shadowy inks, 
unfortunately, as the series went on, 
the artist would apply himself less to 
the pencils and leave more for Mooney 
to do with the effect of washing out the 
whole look of the strip and reducing 

its visuals to a near boring lump. Here, though, Romita 
was still giving the work his full attention so Mooney's 
inks merely seemed to help in the darkened prison scenes. 
The story by Stan Lee is a simple but effective one. A 
fun turn on the old 1930s Hollywood prison movies that 
harken back to the days of James Cagney and George 
Raft. Here, Spidey must escape the prison he's been taken 
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Mao Zedong, or Mao-Tse- 
Tung as he was known in 
the sixties, was the head 
of the Chinese Communist 
Party and one of the 
world’s greatest mass 
murderers. A cult of 
personality grew up around 
him while the “little red 
book” containing his 
thoughts and aphorisms 
became the basis for the 
1966 cultural revolution 
that resulted in almost 
two million deaths.



to following his battle with the Vulture while preventing 
a breakout by the inmates. Not forgotten was the strip's 
cast of supporting characters with Mary Jane sporting a 
new 'do that made the character unrecognizable; Gwen 
relieved to find that Peter had not been killed during the 
fight between Spidey and the Vulture; J. Jonah Jameson 
looking for Peter's scalp; and Norman Osborn struggling 
with memories of being the Green Goblin. 

Silver Surfer #2
“When Lands the Saucer!”; Stan Lee (script); 
John Buscema (pencils); Joe Sinnott (inks)

Silver Surfer #2 (Oct. 1968) is another mammoth 40-
page opus by scripter Stan Lee but, despite its greater 
scope for storytelling, the plot is a familiar one. Familiar 
to older readers who remembered all those 5-page 
morality tales from Marvel's pre-hero days (stories, 
ironically, that were recalled in the form of backup tales 
that occupied the rear of each issue of the new Silver 
Surfer). Like countless numbers of those old yarns, an 
alien race comes to Earth bent on conquest only to have 
some slight hitch in their plans fool them into giving up 
and leaving. In this case, the Badoon arrive to conquer 
Earth in their invisible ship, an advantage they lose 
when they're struck by an Earth missile. Mistakenly 
believing that their ship has been revealed, the Badoon 
abandon their plans of conquest. Meanwhile, because 
the Surfer has been fighting an enemy no one else can 

see, he's mistakenly believed to have gone berserk and 
attacked mankind. It was a classic Lee set-up familiar 
to any reader of the Amazing Spider-Man who, over the 
years, found himself in the same kinds of Catch-22 
situations. And even with the expanded page count, 
Lee never did supply the Surfer with a regular cast 
of supporting players, something that robbed it of 
continuity, drama, and the ability to really hook regular 
readers. Besides those issues where Lee's moral lessons 
really hit home, the only saving grace of the Surfer was 
the art by John Buscema who was just reaching the peak 
of his style at this point in his career. Large, bold panels 
with sprawling figures and vistas were his hallmark and 
all were represented here, making this issue of the Silver 
Surfer a must read even with its storytelling drawbacks. 
And if big, sprawling panel layouts is your bag, then 
don't miss this issue's backup story by Lee and artist 
Gene Colan; a retelling of one of those pre-hero fantasy 
tales of yesteryear!

X-Men #49
“Who Dares Defy...the Demi-Men?”; Arnold Drake 
(script); Don Heck (layouts); Werner Roth (finishes); 
John Tartaglione (inks)

By X-Men #49 (Oct. 1968), the feel of the book had taken 
a very strange turn. As scripted by Arnold Drake, the 
book had a completely different vibe than it had under 
either Stan Lee or Roy Thomas, one that further alienated 
what fans remained. In addition, the art was neither fish 
nor fowl. Don Heck was one of Marvel's founding fathers 
with many a classic issue of Iron Man and Avengers  
under his belt. And yet, though the rudiments of that 
old time magic could be sensed here, it was submerged 
beneath the finishes of Werner Roth, who completed 
Heck's rough pencils. Add to that, the adequate but 
nothing special inks of John Tartaglione and you have one 
strange-feeling issue. More, Drake's tale of yet another 
nest of baddies (last issue it was a hive of androids) 
is a veritable army of mutants being  gathered by one 
Mesmero (who's actually working for Magneto). Top it all 
off with the introduction of the green-tressed Lorna Dane 
who was destined to be both “daughter” of Magneto and 
an unenthusiastic girlfriend to Bobby Drake/Iceman, and 
you have the beginnings of another off-trail X yarn. The 
main drawback to the story is the concept of there being 
enough mutants out there to form an army large enough 
to conquer the world. One of the main points of interest 
of the X strip was the sense that the X-Men were fighting 
an underground war against evil mutants. That sense of 
apartness, of specialness, suggested the fact that mutants 
were few and far between. That feeling of separateness 
is wiped out when it appears that there are more mutants 
in the world than ordinary homo sapiens. Luckily this 
notion was quietly dropped in future issues after Roy 
Thomas returned to writing (later in the twilight years, 
it would be injudiciously revived again by writer Chris 
Claremont). In retrospect, the best thing about this issue 
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Old fashioned gangsters and ex-cons littered 
the landscape back in the early days of the 
Amazing Spider-Man. Not so much afterwards 
but every now and then, scripter Stan Lee 
hearkened back to the old days and such 
Hollywood prison break films as Each Dawn 
I Die (1939) that starred the likes of James 
Cagney and George Raft. Fans could still catch 
such movies on TV’s late show or in local art 
house theaters.



(other than the fact that Thomas would some day make 
something of the otherwise non-descript Lorna Dane) 
was the cover, a preview of hopefully, better things to 
come: a great symbolic illo of the X-Men running across 
the face of a Demi-Man by Jim Steranko! The artist 
had just relinquished his duties on Nick Fury, Agent of 
SHIELD. Could it be that he was preparing to land on the 
X book? Fans could only dream... Meanwhile, if readers 
were vaguely disturbed by events happening in the main 
story, they could always turn back the clock to a more 
traditional approach with the continuation of the origins of 
the X-Men: this time featuring the first installment of the 
origin of the Beast. 

Captain Marvel #7
“Die, Town, Die!”; Arnold Drake (script); Don Heck 
(pencils); John Tartaglione (inks)

A surprise cover by John Romita starts off Captain 
Marvel #7 (Nov. 1968), quickly identified by the way 
the artist poses the figure of Cap with his left arm 
reaching out and that signature five-fingered stretch! 
Inside, penciler Don Heck and inker John Tartaglione 
deliver another visual delight as Arnold Drake's story 
continues to further now familiar plot devices such as 
the Mar-Vell, Una, Yon-Rogg triangle. This time, 
Yon-Rogg arranges things so that Mar-Vell has to 
rush to the defense of air base security chief Carol 
Danvers, thus triggering a jealous response on Una's 
part. Meanwhile, after being ordered to unleash a deadly 
germ on a small town, Captain Marvel again manages 
to make it appear as if he's following orders, but really 
not. In this case, he looses the germ on an amusement 
park display of animatronic mannequins all while 
beating off the attack of Quasimodo, who now seemed 
to have acquired a power over all machinery. Fun Fact: 
A blurb on the Bullpen Bulletins page informs readers 
that Marvel was dropping its replies to letters used 
on all of its books' letters pages because “we thought 
you yourselves might enjoy answering each other.” 
Since complete addresses were used with letters, it was 
assumed readers would write and debate each other 
on the QT but that would be a lot less satisfying than 
addressing Marveldom assembled in the form of having 
the reply printed in a letters page. In any case, the real 
reason for the change in policy, stated in a parenthetical 
remark, was that by not replying to letters, the bullpen 
could save time better devoted to writing the books 
themselves. Was it the right decision? Well, the policy 
only lasted a few months when, in response to growing 
demand, the previous one was restored. Did Stan Lee 
underestimate the personal touch he had created between 
Marvel and its fans, a relationship forged from the very 
beginning by encouraging readers to address their letters 
to Stan, Jack, Steve, or Don and his chummy, joking 
replies to their letters? Whatever the case, a lesson was 
obviously learned. Never again would Marvel fool with 
its policy of answering letters printed on its letters pages.

Captain Savage and His Leatherneck 
Raiders #8
“Mission: Foul Ball!”; Gary Friedrich (script); 
Dick Ayers (pencils); Syd Shores (inks)

Another solid entry in this series as Captain Savage 
leads his squad of Marine raiders in an operation 
involving attacking a Japanese military conference 
to kidnap two high-ranking generals. No problem, 
right? Not! No sooner than the squad splits up than 
Savage’s unit is captured, throwing responsibility of 
completing the mission on the others. But there’s a fly 
in the ointment scriptwise in Captain Savage and His 
Leatherneck Raiders #8 (Nov. 1968): led to believe that 
the mission is the real thing, the Raiders find out it was 
all just a training exercise to prepare them for the real 
thing. Only problem with Gary Friedrich’s script is that 
the fights between the Raiders and the Japanese (who 
are actually Japanese-Americans) and the faux Japanese 
soldiers toward their Marine captives, is way too vicious. 
Would a training exercise really call for such extreme 
realism without the danger of causing actual animosities 
between the two groups? It all just didn’t sit right. That 
said, though penciler Dick Ayers art is too restricted, 
too stiff, Syd Shores’ inking goes a long way to make 
it more than palatable. The opening splash page with 
an intra unit wrestling match alone is worth the price of 
entry! Even Ayers’ penchant for talking heads works 
with the close-ups of the two battlers in the first pair of 
panels on page 2 being pretty good. Overall, Captain 
Savage continued to be a welcome companion title to the 
more venerable Sgt. Fury that ought to have made fans 
of war books more than happy.
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As an inker, Syd Shores was really coming 
into his own in the late sixties, adding much 
to the work of such pencilers as Dick Ayers 
while enhancing that of Gene Colan and Jack 
Kirby. Working in the comics industry since the 
golden age, Shores was still going strong in the 
Marvel age and would likely have continued to 
do so if not for his untimely death in 1973.



Captain America #107
“If the Past Be Not Dead!”; Stan Lee (script); Jack Kirby (pencils); 
Syd Shores (inks)

Whew! With only three issues remaining in artist Jack Kirby's final 
run on the title, his work on Captain America #107 (Nov. 1968) is 
returned to full classic mode by the inking of Syd Shores. Where last 
issue's inks by Frank Giacoia were too literal, Shores' inks here fill out 
Kirby's loosening pencils with more detail, judicious use of blacks, 

filled-out figure work, and better, 
more expressive faces. (Just take 
a gander at this issue's opening 
splash page with Cap running 
toward the reader and almost right 
off the panel!) Also, as opposed 
to the previous issue's familiar 
plot, here scripter Stan Lee and 
Kirby combine to give readers 
something a bit more off trail. 
(Okay, okay. Lee and Steve Ditko 
had already done this years before 
in Spider-Man #13.) Unlike most 
of Cap's foes, Dr. Faustus intends 
on defeating him by driving him 
insane. He secretly drugs Cap, 
engendering various nightmares 
involving Bucky and the war. (A 
shot of the Red Skull on page 8 

is one of the best 
ever...how in the 
world did it get past 
the Comics Code?) 
Finally, Faustus 
declares victory but 
Cap was on to him 
and faked his last 
hallucination. One 
would think that 
with a story based 
on psychology 
that there wouldn't 
be much excuse 

for slam-bang action, but Kirby 
manages with plenty of scenes 
of Cap launching himself into 
apparent Nazis and runaway 
robots. Top it all off with a 
spectacular Kirby/Shores half-
page panel on page 16, featuring a 
close-up of Steve Rogers as an old 
man and you've got pure delight 
for long time fans. The only fly in 
the ointment is how Cap knew that 
the effect of the final drug given 
him by Faustus was intended to 
make him look old, not to mention 
the fact that the drugs were 
supposed to induce hallucinations 
and not physical changes, so why 
wasn't Faustus tipped off to Cap's 
subterfuge when he saw the aged 
Steve Rogers? Be that caveat as 
it may, this issue was a strong 
outing for Lee and Kirby. Not 
up to the recent Red Skull multi-
parter but as one among a number 
of single issue stands, it was a 
whole lot of fun!
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Captain America #107, page 1: Just when penciler Jack Kirby’s work 
had started to slacken, in stepped Syd Shores to tighten it up! No 
stranger to inking Kirby’s Captain America (he performed the same 
duty way back in the 1940s!) Shores boldly spots blacks and 
softens some of Kirby’s less attractive affectations, transforming 
these early issues of Cap’s solo title into things of beauty.
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Doctor Strange #174
“The Power and the Pendulum!”; Roy Thomas (script); 
Gene Colan (pencils); Tom Palmer (inks)

It didn't take penciler Gene Colan long to adapt to 
the kind of visuals needed to capture the spirit of Dr. 
Strange. Not long, at all! Now teamed with inker Tom 
Palmer, Colan's art really took off in any number of 
directions including layouts using panels of every 
shape and size that perfectly captured the hallucinatory 
nature of the stories. For his part, it didn't take long for 
scripter Roy Thomas to adapt either. To be sure, he'd 
had some experience (albeit limited) by having written 
a few past installments when Dr. Strange had been 
the back half of the old Strange Tales book. But since 
then, he's said that he never felt any particular affinity 
for the character. Well, not so anyone could notice 
here! Quickly adapting the strip to full-length stories, 
Thomas launched into a number of stand-alone tales that 
have since not only achieved classic status, but like his 
concurrent Avengers work, resulted in examples of what 
the perfect comic book should be. The action in Doctor 
Strange #174 (Nov. 1968) begins after Strange receives 
an invitation from one Lord Nekron (with a name like 
that, Strange should have been on his guard!). Nekron 
has sold his soul to Satannish in exchange for power. 
Now he seeks to offer the soul of Dr. Strange as a 
substitute for his own. But Strange proves too much for 
him. Nekron loses his gambit and is taken by Satannish. 
Throughout, Thomas' scripting flows along flawlessly 
while accompanied by some of Colan's most striking 
imagery (beginning with a knockout cover design). 
When Nekron makes his move, so does Colan, who pulls 
out all the stops beginning on page 12 and then back to 
back splashes on pages 13-14 with an amazing design 
sense. Never mind Ditko, what drugs was Colan taking 
to come up with stuff like this?! And Colan proved he 
could handle the down-to-earth elements of the story 
as easily as the otherworldly when he begins the issue 
with Strange working to acclimatize the now exiled 
Clea to life on Earth. Inevitably, their day ends in a kiss. 
But Thomas doesn't stop there: when Strange travels to 
England to meet Nekron, he's accompanied by Victoria 
Bentley, who still secretly pines for him. Unfortunately, 
Thomas chose to end this potentially complicating 
factor in favor of Strange settling firmly for Clea. But, 
overall...man! Comics fans couldn't do much better than 
this issue of Dr. Strange...unless it was The Avengers 
or Nick Fury, Agent of SHIELD, or Fantastic Four, or 
Captain America...or...!

Nick Fury, Agent of SHIELD #6
“Doom Must Fall!”; Roy Thomas (plot); 
Archie Goodwin (script); Frank Springer (pencils/inks)

Beneath a spectacular cover image by Jim Steranko that 
surely had fans' hearts beating faster, Nick Fury, Agent 
of SHIELD #6 (Nov. 1968) ultimately disappointed in 

that the cover was all the Steranko there'd be for this ish. 
Inside, Frank Springer was again on the pencils and inks 
and Archie Goodwin was scripting. It was Roy Thomas, 
however, who came up with the plot involving another 
attempt by aliens to destroy the Earth. The twist, this 
time, is that their plans are not to conquer the planet, but 
to escape it. Seems they need a big explosion, like an 
asteroid destroying the Earth, to open a gateway leading 
them back to their own world, thus placing an asteroid 
on a collision course with Earth. Fury and fellow agent 
Cliff Randall attempt to destroy the asteroid, but at the 
last minute, Randall's memory of being one of the aliens 
himself returns! It was a fun (if unspectacular) single-
issue tale made memorable mostly for Springer's noble 
attempt to maintain the strip's reputation for visual 
pyrotechnics. Not that he comes anywhere close to 
Steranko's work, but he does manage to use interesting 
layouts to tell the story, while at the same time throwing 
in some eye-grabbers such as the double-page spread 
depicting the aliens' escape rocket and a cool half-page 
sized panel on page 16 showing the telepathic amplifier 
of SHIELD's ESP division. All in all, if stories could be 
held to this level of quality, the loss of Steranko might 
have been easier to take for disappointed fans.

Sub-Mariner #7
“For President...the Man Called Destiny!”; Roy Thomas 
(script); John Buscema (pencils); Dan Adkins (inks)

Scripter Roy Thomas brings the long running Destiny 
sub-plot to a boil in Sub-Mariner #7 (Nov. 1968) as the 
villain turns rabble rouser with the intention of making 
himself ruler of the world. (He even has a uniform 
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Although it was Frank Springer’s ill luck being 
drafted to follow Jim Steranko on the SHIELD 
solo series, he wasn’t completely inexperienced 
in the espionage game having penciled the first 
two issues of DC comics’ Secret Six. Ultimately, 
he was to be commended for giving it the old 
college try by keeping the visuals for the strip 
as striking and unusual as he could.



tailor made for himself in anticipation of assuming 
his autocratic powers!) Luckily for the surface world 
however, Namor is on hand to foil his plan. Intertwined 
with the main story-line is a sub-plot that bears an 
uncanny parallel with what Thomas was doing over in 
Dr. Strange. There, Strange has two women pining over 
him: the otherworldly Clea and magical dabbler Victoria 
Bentley. In this month's very issue of Strange, the hero 
makes his decision and opts for the otherworldly Clea 
over the home grown Victoria. Now, here, Thomas 
presents readers with the same kind of set-up where 
Namor is the object of two women's desires: the 
Atlantean Lady Dorma and the surface dwelling Diane 
Arliss, sister of the villainous Tiger Shark. But as could 
be seen in this issue's final panel, Namor's obvious 
attentions are focused more on Dorma than Diane. 
Another choice has been made and another potential 
romantic complication cut short. That said, the events 
of this issue were illustrated once again by the team of 
penciler John Buscema and inker Dan Adkins and, once 
again, the two deliver a bang-up job both in dramatic 
excitement and in emotional turmoil as expressed in 
the facial expressions of the story's many characters. 
Buscema's knack for delivering emotional punch through 
facial expressions was a strong plus factor in his art style 
(a skill also shared most notably by fellow artist Gene 
Colan) and one that added immeasurably to any story's 
human content. Fun Fact: It was rare for Buscema to 
travel outside the bounds of straight penciling, but this 
issue's cover was adorned by the striking image of the 
figure of Sub-Mariner as drawn by Buscema set against 
a photo background of New York City in the midst of 
a ticker tape parade. A combination that may or may 
not have been Buscema's idea but rather the result of 
deadline pressures.

Amazing Spider-Man #66
“The Madness of Mysterio!”; Stan Lee (script); 
John Romita (layouts); Don Heck (finishes); 
Mike Esposito (inks)

Stan Lee was on a roll. Following the excellent Vulture 
sequence in issues 63-64 and the prison escape interlude 
last ish, he immediately launched into a new two-parter 
starring old Spidey sparring partner Mysterio beginning 
in Amazing Spider-Man #66 (Nov. 1968). Although the 
basic plot twist seemed familiar to anyone who used to 
read Marvel's old pre-hero horror books of the 1950s, 
enough time had gone by since then to take one of those 
old plots and dust it off for representation here. And 
it works beautifully! Add to that the art team of John 
Romita doing layouts, Don Heck on finishes, and Mike 
Esposito on inks (who were just humming along like 
a well oiled machine by this time) and you have one 
of the most memorable mid-range Spidey yarns of all. 
The inevitable dip in quality would come soon enough 
when Heck and Esposito departed and Jim Mooney 
was brought on board, but for now, fans had this issue 

and the next to glom as Spidey is tricked by special FX 
wizard Mysterio into thinking he's been shrunk down 
to Ant-Man size! But even as readers could thrill to 
Spidey's latest adventure, Lee doesn't forget to keep the 
saga of Peter Parker moving forward (by taking at least 
one step back in the form of Peter being forced to sell 
his “wheels” for much needed cash). There, our hero's 
hard luck continues in traditional fashion: Pete's face is 
still bruised following his fight with the Vulture, he's 
thrown out of J. Jonah Jameson's office for his failure to 
take good pix of the Vulture/Spider-Man fight, and he 
worries whether Norman Osborn will remember that he's 
the Green Goblin (he does!). But then the effect is all 
spoiled by having Gwen reenter the picture to give Peter 
a psychological boost. Phooey! Meanwhile, Captain 
Stacy and Joe Robertson are still comparing notes on 
Spider-Man's identity. All in all, if there was any need 
for a return to greatness for the Amazing Spider-Man, 
then this ish would've filled the bill!

Amazing Spider-Man #67
“To Squash a Spider!”; Stan Lee (script); John Romita 
(pencils); Jim Mooney (inks)

Amazing Spider-Man #67 (Dec. 1968) would be the 
last truly great issue of the title for some time to come. 
After this would come the overly-extended petrified 
tablet storyline, a plot that scripter Stan Lee would milk 
over most of. 1969. Likewise, penciler John Romita 
would step back from doing full pencils on the book 
with the lackluster Jim Mooney stepping up to finish 
the artist's layouts and ink the final work. Not a recipe 
for a beautiful looking book as had been the case over 
most of the issues since Romita had been joined by Don 
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For the two part story in Amazing Spider-Man 
#66 and 67, scripter Stan Lee might have been 
reminded of older stories back in Marvel’s 
pre-hero Atlas comics days by the Land of the 
Giants, the last of the classic Irwin Allen TV 
shows that debuted for the 1968 season?



Heck and Mike Esposito. Meanwhile, though, Lee and Romita were still in 
top form delivering the second part of the return of classic Spidey bad guy 
Mysterio to the strip. The last issue ended in the unusual circumstance where 
Spider-Man finds himself apparently shrunken in size and placed within 
a tabletop model of a carnival full of booby traps. And so, as a full sized 

Mysterio gloats, our hero must find 
a way to save himself from being, 
what else? Squashed like a spider! 
But Mysterio has reckoned without 
Spidey's will to resist, something that 
Lee puts into words reminiscent of 
the great dialogue he used to place in 
the mouth of Captain America: “No 
matter how small I am, no matter 
how hopeless everything seems, I 
mustn't give up,” declares Spider-
Man. “My size doesn't matter, even 
my life doesn't matter. No one can 
win every battle. But no man should 
fall without a struggle!” Here, here! 
But even amidst the action, Lee 
doesn't forget the book's real strong 
suit, namely its cast of supporting 
characters to whom he makes a new 
addition in the person of Randy 
Robertson, college-aged son of Daily 
Bugle city editor Robby Robertson. 
Randy would allow Lee to address 
the subject of race relations from 
time to time as well as a peek into 
Robbie's home life—two things that 
would crop up almost immediately 
in the next issue.

Amazing Spider-Man 
Special #5
“The Parents of Peter Parker!”; 
Stan Lee (script); Larry Lieber 
(pencils); Mike Esposito (inks)

It was that time of 
year again and, as 
fans had come to 
expect, a new round 
of annuals was due 
from mighty Marvel. 
Among them was 
Amazing Spider-Man 
Special #5 (Nov. 
1968). Unfortunately, 
being already spread 
too thin working 
on both the regular 
Spider-Man book as 

well as Spectacular Spider-Man #2, 
John Romita was unable to pencil 
the special. (At least he had time to 
do the cover.) So, as happened the 
year before, Larry Lieber was tapped 
for the job. And though Lieber could 
manage to capture somewhat the 
feel of the Romita version (with the 
help of regular Spidey inker Mike 
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Amazing Spider-Man #67, page 15: Even beneath Jim Mooney’s 
dull inks, John Romita’s art manages to shine in this concluding 
chapter in the Mysterio two parter in which our hero finds 
himself shrunk to the size of a real bug...or is he? Though 
Mooney’s inks are prevented from ruining Romita’s pencils in the 
larger action panels, their inadequacy is quite glaring in panel 4 
where faces are rendered in a flat, cartoony fashion more suitable 
to Archie Comics than Marvel’s.
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Esposito), his style was still pretty flat and uninteresting. 
Add to that, the story from scripter Stan Lee that was 
somewhat unsatisfying. Sure, it was intriguing to find 
out more about Peter Parker's parents who'd been 
missing since before readers were introduced to Peter 
in Amazing Fantasy #15, but was it really necessary 
to blow the strip's basis in realism by having them be 
secret agents killed by the Red Skull? How likely was 
it that an ordinary person's parents could be spies? Not 
very. Lee—and especially co-creator Steve Ditko—had 
worked hard to establish Peter in a realistic setting and 
to portray him as a typical teenager. Yes, when Peter 
became Spider-Man, that effectively ended his being 
ordinary, but everything else about him was normal so 
that his spider abilities could contrast with the normalcy 
making it difficult for Peter to reconcile the two. But that 
semblance of the normal world is blasted when everyone 
a character is related to has something to do with the 
fantasy world of super-powered personages. Thus, his 
parents occupying an unusual job that placed them in 
conflict with a super-villain ruined the carefully crafted 
realism of the Spider-Man comic. What was going to 
be next? Aunt May marrying Doctor Octopus? All that 
said, it can’t be denied that not only did Lee manage to 
deliver a well scripted, exciting 40-page extravaganza, 
but that brother Larry had managed to capture much of 
Romita’s dash to make this a not unappealing project. 
In fact, his depictions of Peter Parker and the non-
superheroic elements of the story are quite good. Was 
it his work here that won Lieber the job of drawing 
Spidey’s newspaper comic strip later in the 1980s? 
Quite likely! Finally, as if a 40-page lead story wasn’t 
enough, the Special was rounded out with a number of 
extras including a pin-up of life inside the offices of 
the Daily Bugle, Peter fantasizing being a sports star, a 
street map of Manhattan indicating where the various 
locales from the Spidey comic were situated (kinda), 
and a three-page satire of how Stan, Larry, and Johnny 
Romita dream up story ideas for Spider-Man. (Although 
a note for the story states that no one wanted to take 
the blame for drawing it, the style is a clear giveaway 
that Mirthful Marie Severin was behind it!) All in all, 
this issue was well worth its 25-cent cover price! Fun 
Fact: Decades after the release of Special #5, Romita 
returned to the subject of Peter’s parents with Untold 
Tales of Spider-Man #1 (1997) in a Roger Stern scripted 
tale detailing one of their secret missions as spies for the 
United States, wherein they end up meeting the future 
Wolverine. Ugh!

Fantastic Four #80
“Where Treads the Living Totem!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

By Fantastic Four #80 (Nov. 1968), the title had 
definitely turned a corner, moreso with penciler Jack 
Kirby than with scripter Stan Lee. By this time, 
Lee had turned over much of the responsibility for 

plotting the stories to Kirby. Likely, there was only 
a brief telephone conversation between the two on 
what should happen next and then Kirby was left 
to his own devices. With the conclusion last issue 
of the final strands of the Mad Thinker story-line 
that had begun earlier in the year, it was time for a 
breather and to catch up on elements of the title that 
had been neglected of late. One of those included 
Wyatt Wingfoot, who is seen traveling out west in 
the spherical gyro-cruiser given to him and Johnny 
by the Black Panther. Up to this point in the story, 
page 5, (after a couple of pages depicting the home 
life of the FF giving news that “it would be at least 
a week before the baby arrives”) the Kirby and Joe 
Sinnott (on inks as usual) art is as sharp as ever, but 
with the full page intro of Tomazooma, it begins 
to slack off. The rest of the tale involving an evil 
corporation cheating Indians out of their oil rights and 
of how Tomazooma, the living totem of Indian myth 
intervenes, is tiresome in its familiarity. (Even the 
Rawhide Kid had once faced off with a living totem...
also a Lee/Kirby production.) Kirby's art still packs 
a wallop action-wise, but it seems that his heart just 
wasn't in it. A move to California was in the offing 
and it would be almost two more years before the 
artist made his departure from Marvel, but some kind 
of disenchantment with his situation seemed to be 
setting in around this time. Indeed, with the exception 
of an extended Dr. Doom story set for a few issues 
hence, Kirby's performance on the FF would be below 
his own standards of excellence.
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By the time of Fantastic Four #80, plot 
elements involving oil on Indian land or 
railroad or mining rights being sought by 
unscrupulous white men had already been a 
cliché for some time with books, magazine 
stories, and Hollywood movies such as In Old 
Oklahoma (1943) all addressing the issue while 
at the same time showing sympathy toward the 
Native Americans.
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Marvel Superheroes #17
“The Black Knight Reborn!”; Roy Thomas (script); 
Howard Purcell (pencils); Dan Adkins (inks)

Wow! What a come on the cover image of Marvel 
Superheroes #17 (Nov. 1968) must have been to 
potential buyers back in the day! Executed by Howard 
Purcell and John Romita (as some sources note), it still 
manages to capture a real John Buscema vibe, one that 
had reached its peak in these months. A superb, eye-
catching layout, the cover features a rampant Black 
Knight surrounded by a bevy of threatening demons—
capturing the excitement inherent in the “new” Black 
Knight character as fans had come to view him in recent 

issues of the Avengers. Of course, as Roy Thomas' 
story inside tells, the Dane Whitman Knight had his 
antecedent not only in the version that had first made its 
appearance as a super-villain matched up against Giant-
Man back in the years of consolidation, but farther back 
into the 1950s when Marvel featured a Black Knight 
series written and drawn by Stan Lee and Joe Maneely 
set in medieval times. That Maneely version shows 
up here to encourage Whitman in his role as the new 
Knight. He also points out that his old villain Modred is 
still active and has imbued another man called Le Sabre 
with enchanted power the better to defeat the new Black 
Knight. Now armed with a magic ebony blade, the Black 
Knight does battle with Le Sabre in a spectacular contest 
featuring the Knight's winged horse and Le Sabre's 
demonic mount. It was all illustrated in fast-moving 
style by penciler Howard Purcell (inked by Dan Adkins), 
who managed nicely to capture some of what Buscema 
could have brought to the strip and would have made 
a more than satisfactory substitute if the Knight had 
ever been awarded his own strip. Imaginative layouts 
and some widescreen panel work were encouraging and 
made up for lapses in quieter moments where facial 
expressions were pretty basic. Surprisingly, Purcell was 
a veteran of both the Golden Age of comics and DC but, 
unlike some of his peers who tried to adapt to Marvel's 
style, succeeded pretty well. It was likely that more 
experience would have seen him improve further. As for 
the issue's story, it was jam-packed with elements that 
both straightened out the Knight's history and at the time 
provided an action sequence that set the character in the 
present with a firm basis for future stories hinted at in 
the final panel: “the end...or the most macabre beginning 
of all?” After such a smart send-off here, fans could only 
hope the Knight would soon appear in his own feature. 
Unfortunately, it would never happen, despite more solid 
guest appearances in Dr. Strange and a long, celebrated 
guest starring role in the Avengers late in the twilight 
years. As usual for the title, the rest of the 25-cent book 
was given over to Golden Age reprints that only served 
to show how vastly Marvel had improved comics since 
those earlier, more primitive days. 

Mighty Thor #158
“The Way It Was!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

Essentially a reprint issue, Mighty Thor #158 (Nov. 
1968) still had a generous number of original pages 
drawn by penciler Jack Kirby to bookend the issue. 
There's no editorial comment or explanation on the 
opening splash page nor on the letters' column (for 
some reason, during this period, the traditional replies 
to letters were dropped; a situation that was quickly 
corrected when the complaints from fans began to 
come in) on why a reprint of Thor's first appearance 
in Journey Into Mystery #83 was included instead of 
a new story. The handful of original pages seen here, 
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Artists Howard Purcell and John Romita 
knocked it out of the park with this rendition 
of the new Black Knight on the cover of 
Marvel Super-Heroes #17! It was done in an 
unrestrained, swashbuckling style that promised 
action and excitement not unlike that of 
fellow artist John Buscema who’d capture its 
verve for Marvel’s Conan the Barbarian later 
in the next decade.



including a full page illo of Odin, at least presented fans 
the opportunity to compare the artist's current style to his 
work from Marvel's early years. Was it an improvement? 
In some ways it was, in others not as much. Or perhaps 
it was simply the inking of Colletta whose work over 
Kirby in these latter months wasn't nearly as satisfying as 
it had been in previous years. Be that as it may, scripter 
Stan Lee took advantage of the re-presentation of Thor's 
origin as a lead into next month's story. There, he and 
Kirby would attempt to explain a conundrum that had 
puzzled fans for years: namely, was Dr. Donald Blake 
simply a mortal who found a walking stick that then 
transformed him into the incarnation of Thor or was he 
really Thor all along?

Doctor Strange #175
“Unto Us...the Sons of Satannish!”; Roy Thomas 
(script); Gene Colan (pencils); Tom Palmer (inks)

The series that was turning out to be a showcase 
of what Marvel could do at its best continued with 
Doctor Strange #175 (Dec. 1968). Again, despite his 
lack of enthusiasm for the character, scripter Roy 
Thomas does it again, turning in the first of a fine two-
part tale that moves along in the smoothest of manners 
to a cliffhanger ending that leaves readers hungering 
for more, more, more! Along the way, Thomas 
manages to further the budding Dr. Strange/Clea 
relationship with Clea now ensconced in her own New 
York apartment and learning how to navigate life in an 
alien dimension. But danger is never far away when a 
Marvel hero is involved and so, Strange finds himself 

attacked by followers of the villainous Asmodeus, 
leader of the cult of Satannish. As he does on this 
issue's cover image, penciler Gene Colan presents 
a battle on the astral plane, using a kind of film 
negative technique that only adds to his overall artistic 
approach to the issue wherein he really lets himself 
go! Aided by virtual co-artist but credited as mere 
inker, Tom Palmer, Colan again presents a cornucopia 
of layout and imagery that's just astonishing. Like 
nothing that was happening anywhere else in comics. 
(With the possible exceptions of Jim Steranko on 
SHIELD and Neal Adams at DC—and even they 
would be hard pressed to match what Colan was 
doing here.) Virtually every page is an eye-grabbing 
layout using a combination of diagonal panels, circular 
pattern panels with radiating images, montages, 
overlapping imagery some with borders and some 
without, and full-page splashes. On the face of it, it all 
strikes one as done on a subconscious, instinctual level 
as some of the layouts don't seem to have any intrinsic 
value in terms of moving the narrative along, but on 
the other hand, they evoke a sense of strangeness or 
a skewed vision of an environment where multiple 
dimensions meet and crash together—just the sort of 
reality that readers would expect a dimension hopping 
Dr. Strange to occupy. It was just all too cool, too 
fantastic to dismiss as just another comic book. This 
was comics at their most rarified heights!

Dr. Strange #176
“O Grave, Where Is Thy Victory?”; Roy Thomas 
(script); Gene Colan (pencils); Tom Palmer (inks)

In a storytelling tour de force, the team of scripter Roy 
Thomas, penciler Gene Colan, and inker Tom Palmer,  
produce yet another perfect comic book. That is to say, 
a perfect melding of flawless script and dazzling artwork 
with Colan once more going far beyond what anyone 
else was doing in the way of panel layouts. In fact, the 
first ten pages of Dr. Strange #176 (Jan. 1968) is one 
eye-catcher after another, beginning right off the bat 
with an opening splash page that integrates the story's 
title directly into a storm lashed setting. (Thomas, as he 
was increasingly wont to do, uses a quote from literature 
as the title; in this case, from St. Paul's Letter to the 
Corinthians in the Bible's New Testament: “O Grave, 
Where Is Thy Victory?” 1 Corinthians 15: 55-57 to be 
exact!) From there, the rhythm of the story never lets 
up as Colan breaks the plot down into ever wilder panel 
layouts. And yet, for all their seeming randomness, they 
work! In fact, they enhance Thomas' continuation of 
last issue's tale in which Strange battles the minions of 
Sattanish only to be banished to an unknown dimension. 
At last, (dare we say it?) a creative team had met 
and even surpassed the legendary Steve Ditko in the 
presentation of Dr. Strange and the character's full 
potential can finally be seen for what it always was. It 
doesn't get better than this folks!
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In an era when most comic book people, 
writers and artists, needed to live and work in 
the New York City area in order to be close to 
the publishers, Marvel’s star artist, Jack Kirby, 
broke with tradition and early in 1969, moved 
to California from where he’d work the rest of 
his career.
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Dr. Strange #177
“The Cult and the Curse!”; Roy Thomas (script); Gene Colan (pencils); 
Tom Palmer (inks)

In a sign that sales on the new Dr. 
Strange weren't what they should 
have been, scripter Roy Thomas, 
no doubt with the acquiescence 
of editor Stan Lee, tried to shake 
things up some in Dr. Strange #177 
(Feb. 1968). Perhaps assuming the 
title character was not recognizable 
enough as a superhero for Marvel's 
younger readers, it was decided to 
gussy him up a bit, giving him more 
the look of a masked crime fighter 
than an ordinary man with an offbeat 
sense of haberdashery. Thomas 
makes the switch by integrating it 
into the fabric of his story (no pun 
intended!), the conclusion of the Sons 
of Satannish story-line. There, Strange 
and Clea find themselves banished to 
an alien dimension. But Strange finds 
that he can't escape back to Earth 
due to the fact that Asmodeus, leader 
of the Sons, has assumed his form. 
Thus, Strange is forced to change his 
appearance to get around the spell 
that binds him to the alien dimension. 
That form is one that turns his face 
into a featureless “mask” while 
altering his loose fitting tunic into 

a more form fitting 
superhero-ish look. 
The results are darker 
but very cool-looking, 
especially under the 
(respective) pencil 
and pen wizardry of 
Gene Colan and Tom 
Palmer, as the new 
outfit is introduced 
in a stark, full-page 
illo. And speaking of 
the art team supreme, 
they once again go 

to town illustrating Thomas' tale of 
mystical happenings with Colan, 
breaking down the story into a set of 
wild and woolly panel layouts that 
totally capture the spirit of the comic. 
More interestingly, the story ends on 
a cliffhanger with the looming threat 
of Norse demons Ymir the frost giant 
and Surtur the fire demon having been 
loosed on Earth. Stay Tuned!  

Captain Marvel #8
“And Fear Shall Follow!”; 
Arnold Drake (script); Don Heck 
(pencils); Vince Colletta (inks)
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Doctor Strange #177, page 13: A half dozen issues into the 
character’s solo run and the art team of penciler Gene Colan and 
inker Tom Palmer had revolutionized the strip with panel borders 
being totally ignored in favor of a more fluid, free wheeling 
layout that included multiple panel images all merged into a single 
image as demonstrated in “panel 1” here. For sure, the Strange 
strip was as far out looking as the stories, so perhaps making Doc 
resemble a super-hero, as cool as the result was, was a way of 
making him and the strip more accessable to rank and file readers.

©
 2

02
5 

M
ar

ve
l C

ha
ra

ct
er

s, 
In

c.



Penciler Don Heck is still on the job for Captain 
Marvel #8 (Dec. 1968), but this time aided by the inks 
of Vince Colletta taking over from John Tartaglione. 
A more complementary inker to Heck's style than 
Tartaglione, Colletta provides the softer tones and 
delicate brushwork needed to make the artist's work look 
the best it can (short of Heck inking his own work that 
is). A particularly nice panel is panel 1, page 2, showing 
an alien space cruiser passing by the moon with Earth 
in the background. Playing to his strengths, Heck later 
gives readers a tour of Walt Lawson's deserted home, a 
futuristic, retro-'50s, Frank Lloyd Wright dwelling that 
was one of the artist's specialties. Equally impressive is 
a three quarter-page shot of Lawson's secret lab beneath 
his home, filled with classic Heckian machinery: all 
curvy surfaces that suggest less a technological basis for 
the equipment than a biological one. And let's not forget 
Heck and Colletta's depiction of Carol Danvers this ish. 
Here, she appears more attractive than ever as she steals 
a kiss from Mar-Vell in uniform as Captain Marvel. Of 
course, editor Stan Lee always regarded Heck's women 
as the most beautiful in comics and Colletta had no less 
a reputation so the two combined do Carol proud. No 
wonder Una, spying on them from the Kree mother ship, 
reacts with dismay at the sight! Meanwhile, Drake's 
story has Captain Marvel investigating the background 
of Prof. Lawson, the dead scientist whose identity he's 
taken on for himself. As mentioned, he finds a lab 
below his home and is attacked by members of the 
Organization who in turn, hired Lawson to build them a 
robot to be a perfect assassin. But that robot is now on 
the loose and programmed by Lawson to kill Lawson! 
That, of course, means Captain Marvel and the robot are 
on a collision course. And fight they do with the issue 
ending in a soft cliffhanger...

Nick Fury, Agent of SHIELD #7
“Hours of Madness, Day of Death!”; Archie Goodwin 
(script); Frank Springer (pencils/inks)

Jim Steranko makes his final appearance on the comic 
that made him a living legend in the comics industry. 
Namely, he executed the Dali-esque cover image to 
Nick Fury, Agent of SHIELD #7 (Dec. 1968) in which 
the indomitable SHIELD agent runs along a featureless 
plain dominated by clocks and dim figures holding 
wilting wagon wheels before a background with parts 
of a newspaper with the words “secret” and “nowhere” 
prominent. It was nothing short of another visual 
masterpiece by the coolest guy in comics! (Sorry, Stan!) 
Inside, we discover that the cover illustrates scripter 
Archie Goodwin's story of a drugged and hallucinating 
Fury rather well with penciler/inker Frank Springer still 
doing his best to match the whirlagig, pop-art style that 
Steranko had made a hallmark of the strip. From its split 
vision of Fury in the flesh and as a skull on the opening 
splash page to page 4's full page attempt at capturing the 
pop-art mood of the swinging sixties, Springer continues 
to do a serviceable job preserving the flavor of Steranko 
(including an interesting full page layout on page 11). 
There, Fury is shown running at the viewer while over 
him are pictured real life images of what's going on 
outside his fevered brain. Page 13 is another full-pager, 
this time featuring a monochrome montage of Fury 
being aided by Sister Angela of the All-Faith Mission, 
a dead ringer for Fury's WWII love, Pamela Hawley! 
Springer continues to impress with the remainder of 
the pages until SHIELD is able to cure Fury of his drug 
poisoning. If Goodwin and especially Springer kept up 
this level of quality, fans at the time might surely have 
reconciled themselves to Steranko's absence!

Sub-Mariner #8
“In the Rage of Battle!”; Roy Thomas (script); 
John Buscema (pencils); Dan Adkins (inks)

John Buscema's art style had many fine attributes, but 
one of them sure wasn't his ability to draw the Thing...
or was it inker Dan Adkins' fault? Readers discovered 
that weakness in Buscema's pencils with Sub-Mariner #8 
(Dec. 1968) when scripter Roy Thomas called for a one-
on-one battle between the sea prince and the Fantastic 
Four's strong man. Thomas creates a circular plot that 
begins with Namor telling Lady Dorma and Diane 
Arliss about the time he met another surface woman by 
the name of Betty Dean during World War II and how 
she convinced him to resist the Axis powers. The story 
here then ends in a huge coincidence: an older Dean 
suddenly appears to break up the fight between Namor 
and the Thing! In between, the Sub-Mariner ends up 
tangling with the Thing in order to retrieve the serpent 
crown that Namor believes is too temptingly powerful 
to leave in the hands of the US government. Luckily for 
readers, Thomas makes the wise decision to leave out 
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Architect Frank Lloyd Wright and his 
philosophy of “organic architecture” was 
a great influence on home designs of the 
1950s with many sleek, single floor homes 
sporting low lying roof lines, car ports, 
and expansive windows, elements that artist 
Don Heck was often inspired by in designing 
his own suburban homes for many of his 
comics characters.



the Thing's frequent partner, the Human Torch. So this 
story also becomes one of the earliest, if not the earliest, 
solo outing for the Thing who, late in the twilight years, 
would be awarded his own title. Artwise, despite his 
unappealing interpretation of the Thing on the inside of 
the book, Buscema's startling cover with the two heroes 
squaring off against a stark black background features 
a more conventiona-appearing Thing. What gave? Did 
Adkins cut corners while inking the Thing on the inside 
pages? Because all the shading used to give shape and 
texture to the Thing's rocky hide was almost completely 
absent, making for a visually unappealing look. That, 
however, was made up by page after page of Buscema 
action still being done in his full blooded, expansionist 
style. Why, he even threw in a cool panel on page 9 
that gave readers a glimpse of Goliath and the Vision. 
Neat! It was only to be regretted that this issue would 
be Buscema's last of the opening run of the title. (Too 
bad Thomas didn't get around to a Goliath/Sub-Mariner 
match up before Buscema left.) By the time he returned 
for a fill in issue or two, the exciting art style on display 
here would be gone, morphed and restricted within a 
more prosaic five and six panel format that made his 
work far less exciting to peruse.   

Mighty Thor #159
“The Answer At Last!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

In a major piece of retro-continuity, editor/scripter 
Stan Lee joins penciler co-plotter Jack Kirby to finally 
explain the contradictions and/or paradoxes that had 
been inherent in the Thor character almost from the 
very beginning. Over time, fans had begun to question 
which was the genuine personality: Thor or his mortal 
identity of Donald Blake. When Blake first discovered 
the walking stick that changed him into Thor in Journey 
Into Mystery #83 it immediately set up a problem: as 
Thor, Blake was way too familiar and comfortable in his 
persona of Thor and, as Blake, he always seemed more 
out of step than when he was Thor. Even his relationship 
with Jane Foster seemed forced. Over time, the contrast 
between Thor and Blake became even more acute as 
Thor began to spend more time as Thor than as Blake. 
Well, Lee and Kirby finally decided to tackle the issue 
here, in Mighty Thor #159 (Dec. 1968). In a visually 
spectacular opening, Kirby resorts to a full-page illo 
depicting Blake's mind reaching out to Asgard in the 
form of Thor. There, he meets with Odin in yet another 
full-pager. Big Daddy Odin then shows Blake a vision 
of Thor deep in the fabled past. But this Thor is brash, 
over confident, and rowdy. In short, he'd grown too 
arrogant. To teach his son humility, Odin sends him to 
Earth, transformed into a mortal: the lame Dr. Donald 
Blake. When he'd learned his lesson in humility, it was 
arranged that Blake should find the walking stick and 
transform back into Thor. “Thou didst treat the sick, and 
the afflicted,” explains Odin. “Thor didst walk amongst 

the weak, and give them strength.” The story's ending 
however, is a bit too pat. Thor embraces his Asgardian 
heritage a little too quickly with no second thoughts 
or doubts. Didn't Thor learn anything else while on 
Earth? He lived in a Judeo/Christian culture, let alone a 
democratic one. Did none of that enter his consciousness 
so that just maybe, he might suffer internal conflict at 
realizing he was from an alien culture that pretended 
to be gods themselves? But then, that may have been a 
step too far at this point in Lee and Kirby's approach to 
storytelling. Such serious delvings into the minds and 
souls of characters would only arrive in the twilight 
years when new strips and concepts somewhat removed 
from straightforward superheroes would come along. 
In the meantime, a major attempt to explain a glitch 
in Marvel continuity (something that heretofore had 
been the province mostly of scripter Roy Thomas) was 
attempted by Lee and Kirby that set a standard for such 
stories in the future.

Fantastic Four #81
“Enter...the Exquisite Elemental!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

The creative team of scripter Stan Lee and penciler 
Jack Kirby were back on track with Fantastic Four 
#81 (Dec. 1968), following the disappointing FF #80 
featuring Tomazooma the Living Totem. Whew! Not 
only do Lee and Kirby present readers with a rollicking 
good single ish action yarn, but getting back to basics, 
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Held between 1961 and 1965 by the Roman 
Catholic Church, Vatican II fostered church 
renewal and promoted modernization of church 
practices such as dropping Latin from the order 
of the Mass in favor of using the vernacular 
while allowing the Sunday service obligation 
to include Saturday worship as well. Did Don 
Blake dwell on any of this, or harbor any 
other theological thoughts that might conflict 
with his claim to godhood? Readers would 
never know as creators Stan Lee and Jack 
Kirby managed to avoid the subject.



they also move the book's soap operatic character 
elements forward. To wit: not only do we learn that 
Sue Richards has given birth (for that story, check out 
the groundbreaking events of last month's FF Special) 
but will be on maternity leave for a bit. Replacing 
her on the team will be Johnny's long time girlfriend, 
Crystal. Indeed, she appears right off on the opening 
splash page in uniform (with a slight change involving 
removing the team's iconic numeral “4” from her chest 
to her waist): “Since your sister Sue has a brand new 
baby to take care of, someone has to take her place 
on your team,” says Crystal to a surprised Johnny. 
But to become a formal member of the team, Crystal 
must gain the approval of a cautious Reed Richards. 
Luckily, she gets the chance to prove herself after 
the Wizard returns with a new pair of wonder gloves. 
He attacks the FF but doesn't take into account the 
presence of Crystal, whose elemental powers prove 
too much for him. Although Kirby rushes through 
the book saving time by using a lot of big, quarter-
page panels including three splash pages, the results 
(with Joe Sinnott's inks) are impressive, ending with a 
fun panel with Crystal arm-in-arm in a chain with the 
three male members of the team: “Man,” observes the 
Thing, “from now on, the superhero biz is gonna be a 
blast!” By this time in the strip's history, Crystal was 
a natural to replace the Invisible Girl having been on 
the scene and part of the family since FF #45. In fact, 
readers had been asking for her to formally join the 
team for months, and suggesting a name change to the 
“Fantastic Five.” Although that never happened, it was 
only to be regretted that later writers would choose to 
break up Crystal's relationship with Johnny and shunt 
her back to the Inhumans (only to be paired off in an 
unlikely match with Quicksilver). But for now at least, 
all was hunky dory and the future of the FF book still 
seemed bright. Little did anyone know however, storm 
clouds were on the horizon…

Nick Fury, Agent of SHIELD #8
“Thus Speaks Supremus!”; Ernie Hart (script); 
Frank Springer, Herb Trimpe (pencils); 
John Tartagilione (inks)
 
Despite some flourishes from penciler Frank Springer 
(including a somewhat different cover design), Nick 
Fury, Agent of SHIELD #9 (Jan. 1969) was a long fall 
from the oh-so recent glory days when renaissance 
man Jim Steranko held forth as the strip’s guiding 
genius. It started right from the beginning with a 
warning note from editor Stan Lee on the issue’s 
splash page, informing readers that Springer fell behind 
on the art and had to have Herb Trimpe help in its 
completion. Add John Targlione’s inks on top of that, 
and right away, you’re starting off on the wrong foot. 
Furthermore, Archie Goodwin, who’d been assigned 
the writing chores, “got snowed under with work” so 
that Golden Age stalwart Ernie Hart was drafted in the 

pinch. Starting out as an artist, Hart drifted into editing 
when Marvel was known as Timely Comics in the 
1940s then Atlas in the 1950s. From there he dropped 
out of sight for a while before reemerging in the 1960s 
when he returned to Marvel and, under a number of 
pseudonyms, scripted some early Human Torch and Ant-
Man stories. Hart manages to knock out a tale here of 
one Supremus who, after being mocked by others for his 
physical deformity and having his genius questioned, 
determines to conquer the world and turn everyone into 
his genetically altered slaves. Nothing new there. Also 
not new was the trusted insider who betrays him: this 
time it’s his half-sister. Ultimately, it’s not material 
that couldn’t have been shaped into something more 
interesting, but the cobbled together nature of this ish 
prevented that from happening. Will the rocky start for 
this post-Steranko era of SHIELD be set right in time for 
the next issue? Stay tuned!

Captain Marvel #9
“Between Hammer and Anvil!”; Arnold Drake (script); 
Don Heck (pencils); Vince Colletta (inks)

Gene Colan is back! Well, not really, but he did do the 
catchy cover for Captain Marvel #9 (Jan. 1969). Inside, 
penciler Don Heck and inker Vince Colletta are still 
on the regular art chores and, in addition to their usual 
good work, Heck provides some interesting layouts 
(including one on page 8, panel 3 showing a scene with 
Col. Yon-Rogg and Una in a kind of multiple image 
radar wave pattern—or is it ripples in a pond effect? 
Whatever it was, it's pretty neat). For that matter, so 
is the full page illo on page 10. Drake's story isn't bad 
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In Marvel’s early years, Ernie Hart came to 
editor Stan Lee’s rescue, scripting such features 
as the Human Torch and Ant-Man and doing 
a pretty good job of it too. He soon moved 
on however, but not before performing the 
thankless task of following fan favorite Jim 
Steranko and filling in on SHIELD #8.



as the Cyberex robot created by Prof. Lawson kidnaps 
Carol Danvers to lure Captain Marvel to his doom. Of 
course, Mar-Vell defeats the robot (as well as a group 
of Aakon aliens) and discovers at the end that robot 
and aliens were destroyed and killed over Lawson's 
notebook that Mar-Vell had carried with him. The 
irony being that the notebook didn't contain scientific 
secrets or whatnot, but only the phone numbers of 
Lawson's girlfriends! And speaking of girlfriends, 
Mar-Vell sweetheart, Una, remains broken-hearted 
over seeing the developing relationship between her 
boyfriend and Carol Danvers. “Yes, medic Una, back 
to your duty, like a good woman of the Kree,” writes 
Drake in the story's concluding panel. “Emotion is 
out of place among so perfect a people. And a heart is 
not too vital...in a world that conquered plastic organ 
transplants long ago!” Sometimes, in instances like 
this, even Drake could manage an interesting turn of 
phrase when he wanted to! 

Marvel Superheroes #18
“Earth Shall Overcome!”; Arnold Drake (script); 
Gene Colan (pencils); Mike Esposito (inks)

Where did this come from? Likely to the surprise 
and consternation of many a Marvelite, Marvel 
Superheroes #18 (Jan. 1969) featured a new concept 
called Guardians of the Galaxy and starred a team of 
the goofiest, most unlikely looking heroes. Hailing 
from different planets with abilities somewhat related 
to their native environments, the Guardians had teamed 
up to battle an alien race of invading beings called 
the Badoon (first encountered in Silver Surfer #2). 
Located in the 31st century, there was little likelihood 
that these new heroes would do much interacting with 
Marvel's more established characters. So where did this 
half-baked concept originate? In a way, the idea first 
came from editorial assistant Roy Thomas. Originally, 
Thomas envisioned a group of super characters in 
some alternate world conducting a guerrilla campaign 
against Red invaders. But when Lee subsequently met 
with Arnold Drake (oh, no!), the writer emerged from 
the meeting with a new twist on the idea: the new team 
would now be fighting an alien invasion in the future 
with the group to be called the Guardians of the Galaxy 
(despite the fact that their activities would be confined 
to our solar system). It was only to be regretted that 
ace penciler Gene Colan was asked to waste his time 
on this turkey by drawing it (with Mike Esposito on 
inks). Not much happens in this first story that depicts 
little more than the heroes joining together. Clearly, 
there was some hope of continuing the series but that 
never happened. Whew! A close shave for suffering 
Marvel fans! On the other hand, Thomas did revisit the 
concept years later with his War of the Worlds series 
in Amazing Adventures. More interestingly, it turned 
out, that strip had escaped gladiator Killraven and some 
compatriots battling against Martian invaders of Earth.

Mighty Thor #160
“And Now...Galactus!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

It had to happen! It was just inevitable given Marvel's 
history of crossovers and ever tighter continuity that its 
most cosmic menace would meet its most cosmically 
traveled hero (not counting the Silver Surfer who was 
Earthbound and the FF who'd been mostly Earthbound 
for some time). We speak of the epochal meeting of 
Galactus and the thunder god in Mighty Thor #160 (Jan. 
1969) or at least their near meeting with the official face 
to face contact being made in the following issue. Here, 
though, scripter Stan Lee and penciler Jack Kirby set the 
stage in grandiose style with a slow buildup involving 
Thor being asked by Tana Nile to help defend Rigel 
against an unknown menace. Thor agrees and, in deep 
space, the two eventually encounter the fleeing remnants 
of worlds shattered by the approaching menace (a scene 
spectacularly captured by Kirby in a full-page illo). 
In fact, Kirby laces this story with four splash pages. 
And that's not even counting the opening splash that's 
followed quickly by a full pager featuring a close up of 
a swooping Recorder. (That's right; it seemed like old 
home week this ish as characters from Thor's first real 
multi-part space opera that took place over issues #131-
133 were reintroduced). Kirby then hit readers with a 
double-page whammy: page 12 gives us the dramatic 

Although a chance conversation between 
Roy Thomas and Arnold Drake just before 
the latter’s meeting with editor Stan Lee to 
discuss projects that the DC veteran might 
develop inadvertently resulted in Guardians of 
the Galaxy, the concept of Terran resistance 
fighters vs alien invaders had another genesis. 
According to Roy Thomas, his inspiration for 
Marvel’s later War of the Worlds feature came 
from the “Lost World” serial that had run in 
old issues of Planet Comics in the 1940s and 
1950s...and of course, H.G. Wells’ original novel 
and the George Pal film version of 1953!
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approach of Galactus while page 13 
hits readers where the live with a full-
sized dramatic, suitable for framing, 
close-up portrait of the space god...
and as inked by Vince Colletta, 
there was only one word that could 
describe it: Wow! Then, the best 
of all: a full-page collage featuring 
the introduction of Ego, the Living 
Planet! One of Kirby's best efforts 
in collage, it more than compensates 
for the somewhat uninteresting sub-
plot featuring the alien Wanderers. 
In terms of grandiose cosmicability, 
you could hardly beat this issue's 
tale and its set-up of one of the most 
potentially epic confrontations in 
the entire history of the Marvel-
verse. Still, there were hints here as 
there were over in the FF, that Kirby 
was rushing things. The use of large 
panels to tell the story saved time but then, Colletta's 
inks, though likely cutting corners in places, yet 
delivered that massive, finished look that fans of Thor 
in the late grandiose years had come to expect. If Kirby 
was setting things up for a finale to his tenure on the 
book, this multi-parter could well have fit the bill.

Mighty Thor #161
“Shall a God Prevail?”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

Not with a bang, but with a whimper. That was the 
somewhat disappointing ending to the story in Mighty 
Thor #161 (Feb. 1969) in which Ego the Living Planet 
battles Galactus. Yes, the visuals by penciler Jack Kirby 
(titanically inked by Vince Colletta) are at his usual 
awesome peak (pages 2-3, done as a double-page spread 
in collage format, is an eye-grabber and page 5's splash 
showing Ego blasting Galactus' ship is patented Kirby 
grandiosity) and scripter Stan Lee's dialogue suitably 
stentorian and fit to come from the mouth of godlike 
beings. The problem for Lee and Kirby, however, 
was this: how in the world could even Thor possibly 
be anything but a nuisance to a pair of such powerful 
cosmic forces? Answer: he couldn't. Thus, the rather 

disappointing ending in which Ego channels his planetary 
energies through Thor's magic hammer, striking Galactus 
with a beam that threatens to kill him if he remained 
on the scene. Ultimately, he’s forced to retreat, but that 
wasn't the point. How could even Thor's hammer, even 
augmented by Ego's energies, overcome a natural force 
of the universe? If anything, it certainly diminished the 
space god's aura of awesome cosmicism. Anyway, it 
just didn't seem to add up although Ego's magnanimous 
offer to allow the alien Wanderers to make their new 
home on his surface was a nice final touch. But this 

issue's story wouldn't be the last 
readers saw of Galactus. In fact, 
he'd be back in the very next issue 
where, as a blurb on the letters' page 
revealed, his origin was to be told. 
Unfortunately, after this issue, that 
too suggested a further diminishing 
of Galactus' position. Turns out, his 
very mysteriousness was a big part 
of what made him such an interesting 
facet of the Marvel universe. 

Mighty Thor #162
“Galactus is Born!”; Stan Lee 
(script); Jack Kirby (pencils); 
Vince Colletta (inks)

Following Thor's intervention in 
the battle between Galactus and 
Ego, he returns to Asgard in Mighty 

Thor #162 (Mar. 1969), only to meet with Odin who 
has become concerned about the space god. Using his 
power, Odin shows Thor the origin of Galactus, who 
seems to have begun as a new life form occupying an 
Incuba-cell orbiting some distant planet. His incubation 
is interrupted by an invading armada and when Galactus 
emerges, he's hungry. Very hungry! Using his cosmic 
powers for the first time, he destroys the fleet as well as 
the planet above which his cell had been orbiting. But 
questions remain that will have to wait for future issues 
of Thor. That said, questions also remained for scripter 
Stan Lee and penciler Jack Kirby, who seemed to be 
working at cross purposes when it came to Galactus. 
As a result, the origin presented here is incomplete as 
well as unsatisfying. Not only is the question of how 
Galactus ended up in the incuba-cell left outstanding, 
but could such a powerful being have seemingly been 
created by mere mortals? In later years, this question 
would be addressed in a much more satisfying way by 
having Galactus described as a force of nature and not a 
mortal at all, a survivor of the previous universe before 
that universe collapsed and our universe was created in 
the big bang. But in the meantime, whether or not Lee 
and Kirby had a clear idea of the origin of Galactus, 
the story presented here was far from the full story. 
That said, Lee's grandiose scripting sure lived up to the 
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As far back as the early years of Marvel, 
artist Jack Kirby had experimented in the use 
of photos or collage for backgrounds in panels 
or on covers. Often their impact was lessened 
due to inferior reproduction on newsprint used 
in comic book production at the time. But as 
the years passed their presentation got better, 
especially on covers. And for a while after 
leaving Marvel for DC, the practice continued 
with this cover of New Gods #3 being a good 
example of the photo background type.



imagery supplied by Kirby (inked by Vince Colletta) 
of colossal scenes of inter-galactic warfare and cosmic 
events far beyond the ken of mere Earthlings. Nobody 
could convey that sense of awesome majesty as good 
as Kirby could and he starts by a liberal use of splash 
pages, including a panoramic double-page spread on 
pages 1-2 featuring another magnificent collage filled 
with oddball imagery that's supposed to stand in for 
the civilization of the Rigelians. Next we have a pair 
of close-ups first featuring the “High Commissioner 
and Imperial Colonizer Emeritus” for Rigel and the 
second spotlighting big daddy Odin in a spectacularly 
detailed outfit that only the Kirby/Colletta team could 
produce! That's followed by starfaring vistas of galactic 
war and another full page shot of a 
massive, ruined city. All topped with 
a shot of “Galactus A'Borning” as 
was proclaimed on this issue's cover. 
Yeah, Kirby really delivered this time. 
Too bad readers didn't get the origin 
of Galactus but only a fragment of 
it; and a fragment that just didn't 
measure up to expectations at that. 
Despite the galaxy wide vistas of 
incredible warfare and destruction, 
were Lee and Kirby just not thinking 
big enough? For the first time, could 
it be that their imaginations had 
faltered? Only time would tell.

X-Men #52
“Twilight of the Mutants!”; 
Arnold Drake (script); Werner Roth 
(layouts); Don Heck (finishes); 
John Tartaglione (inks)

Nothing lasts forever, especially 
the oh so brief appearance of Jim 
Steranko on the art chores for issues 
#50-51. For X-Men #52 (Jan. 1969), 
the team of Werner Roth and Don 
Heck are back but unfortunately, the 
combination of their talents doesn't 
add up to much. (Maybe if their 
responsibilities had been reversed 
with Heck on layouts, things might 
have been different.) Add to that Arnold Drake's 
wild conclusion to the otherwise uninteresting story 
of Magneto's secret city filled with undifferentiated 
mutants and his plan for world domination, and you've 
got a recipe for disappointment. It would take Roy 
Thomas to do something interesting with Lorna Dane 
(who turns out not to be Magneto's daughter) and her 
relationship with Iceman and (later) Havok. That said, 
there was definitely an air of strangeness to the whole 
X-book at this point. It just didn't feel at all like a 
Marvel book with its slipshod attention to continuity 
and credulity. (How, for instance, did Cyclops come up 

with that Eric the Red outfit so quickly? And why does 
Lorna feel she has to obey Magneto's evil dictums even 
if she were his long lost daughter?) In the meantime, 
chalk this one up to anti-climax as the book's last 
remaining fans waited for the day when Drake would 
be taken off the scripting. Likewise his work over in 
the origins of the X-Men backup now featured the 
continuing origin of the Beast. ho-hum.

Sub-Mariner #9
“The Spell of the Serpent!”; Roy Thomas (script); 
Marie Severin (pencils); Dan Adkins (inks)

It was the end of an era. Or at least, 
the end of John Buscema's celebrated 
stand as penciler on the Sub-Mariner 
book. No doubt a strong factor in 
making the launch of the new title 
a long term success, Buscema's 
popularity and skill placed him 
in demand elsewhere in Marvel's 
lineup. In addition to his ongoing 
assignment with The Avengers, 
editor Stan Lee had tapped him for 
the double length Silver Surfer title. 
That left the artistic chores on Sub-
Mariner open for Marie Severin 
who, in turn, relinquished her duties 
on Hulk to inker Herb Trimpe. 
Severin was never that impressive 
an artist for dramatic strips but could 
be made to pass muster with some 
good inking. Trimpe had helped her 
on later installments of Hulk when 
the character appeared in Tales to 
Astonish. (Trimpe, in fact, seems to 
have contributed to this issue's eye-
catching cover.) Her work would 
become really impressive under 
the inks of brother John, when she 
penciled the Kull the Conqueror book 
later in the twilight years. Here, for 
Sub-Mariner #9 (Jan. 1969), her work 
is graced by another solid inker, Dan 
Adkins, so that the transition from 
Buscema wasn't as disappointing 

as it could have been. Severin's work inside is much 
improved over her earlier pencils on Dr. Strange as she 
resorts to big, quarter-page panels for action sequences 
and even uses the occasional full-page splash—with 
the one on page 18 being almost stunning. Meanwhile, 
Roy Thomas continued on the scripting which picked 
up the story of Destiny's “helmet of power” which is 
really the legendary Serpent Crown. The crown extends 
its evil influence over Lady Dorma, turning Namor's 
subjects against him. Overcoming these obstacles, 
Namor places the crown on his own head and learns the 
origins of Atlantis. Here, Thomas has chosen to continue 
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Edgar Rice Burroughs’ Mars 
novels enjoyed a resurgence 
of popularity in the 1960s 
that continued on into the 
1970s. Their depictions of 
weird civilizations amid the 
evocative Martian land- 
scapes were kind of a dry 
version of Sub-Mariners’ 
undersea kingdoms.



exploring the undersea world as a landscape much in the 
manner of such then popular fantasies as The Lord of the 
Rings or the Mars books of Edgar Rice Burroughs; an 
excellent way to approach Sub-Mariner that opened it up 
to a more diverse range of stories.

Amazing Spider-Man #68
“Crisis on Campus!”; Stan Lee (script); John Romita 
(layouts); Jim Mooney (finishes/inks)

With unrest on college campuses exploding across the 
country and with the popularity of both Marvel Comics 
and Stan Lee as a speaker on many of those same 
campuses, it was inevitable that Lee would choose to 
spotlight the protest movement somewhere in his line 
of comic books. And what more suitable place than 
in the Spider-Man book where Peter Parker and his 
friends attended classes at Empire State University? 
For his first foray into the protest movement, Lee could 
have chosen to cover subjects such as the anti-war or 
free speech movements but chose instead to address the 
relatively benign subject of student dormitory housing 
on the campus of ESU. (Young people at the time 
were by no means united on the protest movement and 
Marvel readers, in particular, were a diversified lot; 
something soon to be exhibited on the letters pages 
of Captain America, where such issues as patriotism 
and dissent would get heatedly debated.) Anyway, 
Peter is asked by a student named Josh where he stood 
on the issue of the school's science hall. Plans by the 
administration call for it to be converted into alumni 
housing but students disagreed, preferring to see it used 
as a low-rent dorm for needy students. But due to his 
temper and desire to understand both sides of the issue, 
Peter decides not to participate in the protest and as a 
result, would soon develop a reputation among campus 
radicals as a square. Meanwhile, Lee hasn't forgotten 
that Amazing Spider-Man #68 (Jan. 1969) was a 
superhero comic. To cover that end of things, he brings 
in the Kingpin who plans to steal an ancient tablet from 
the science hall and...you guessed it! protesters and 
the Kingpin are set on a collision course with Spidey 
caught in the middle. When the dust clears, the Kingpin 
gets away with the tablet and the student protesters are 
blamed for the theft and damage to the hall. The issue 
ends with the protesters placed under arrest and Bugle 
city editor Robbie Robertson promising to get them off 
the hook. The only downside to this jam-packed issue 
was in the art department with John Romita once again 
doing only the layouts and Jim Mooney everything 
else. The combination was not a satisfactory one with 
Mooney's inks too shadowy and indistinct. There was 
enough of Romita showing through however to keep 
the art from being a total washout but still, fans craved 
for Romita's full attention. Unfortunately, the art 
situation on the book would not improve for some time 
to come marking the start of an extended fallow period 
for The Amazing Spider-Man.

Fantastic Four #82
“The Mark of...the Madman!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

After what turned out to be a brief return to form with 
the previous issue's encounter with the Wizard, it 
was back to the uninspired grind of the Tomazooma 
variety for scripter Stan Lee and penciler Jack Kirby 
with Fantastic Four #82 (Jan. 1969). Perhaps taking 
their cue from the addition of Crystal as a member 
of the team, Lee and Kirby launched a two-part story 
in which the FF reencounter the Inhumans as they 
once again struggle against an attempt by Maximus 
the Mad to seize the crown from brother Black Bolt 
and then subjugate the rest of the world via some 
new nefarious invention. ho-hum. This plot line was 
dull the first couple times it was presented (the FF's 
first meeting with the Inhumans and later the long 
running sub-plot with the Inhumans trapped behind an 
impenetrable dome of Maximus' making). Anyway, 
the usual shenanigans follow, including the FF being 
defeated by a simple robot and the scientifically 
advanced Inhumans' embracement of dynastic rule. 
Then, after slogging through this tediousness, readers 
were disappointed to discover that the darn story 
continued into the next issue. Phooey! At least Kirby's 
art was still dynamic in presentation, even if it was 
obviously beginning to soften around the edges into 
simplified forms and figure work. As a result, Joe 
Sinnott's slick inking, which once had been a strength, 
now only seemed to reinforce Kirby's artistic decline. 
This is not to say Kirby was not good. On the contrary, 
he was as visually entertaining as ever, but he was 
clearly losing his edge so that his work was not up to 
the standard of earlier phases of his Marvel career. 
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Unrest on the nation’s college campuses such 
as Columbia University, were still ongoing 
by the late 1960s with the list of grievances 
seemingly growing longer as the months and 
years passed.
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He'd enjoy a brief resurgence after leaving Marvel for 
DC, no doubt enthused at starting on a new project 
there in which he'd have complete control. But soon 
enough, his enthusiasm would die down and his work 
would continue its decline. In the meantime, there was 
no clear diminution in the quality of Lee's scripting 
except in its now almost complete lack of captions. 
Anticipating the future trend in comics scripting, 
his stories would now come to depend almost solely 
on dialogue to provide the details and keep the plot 
moving forward. This would not be a good trend for 
comics, overall. But Lee's dialogue here is still light 
and snappy, capturing the personalities of the various 
characters well. At this point, he was also leaving 
much of the plotting responsibility to 
Kirby which might explain the drop 
in cohesiveness in the story telling, 
the simpler, more stretched out plots, 
and frankly, the less interesting 
stories.

Fantastic Four #83
“Shall Man Survive?”; Stan Lee 
(script); Jack Kirby (pencils); 
Joe Sinnott (inks)

The boring Inhumans story continues 
in Fantastic Four #83 (February. 
1969). Luckily for fans, it was the 
second and final chapter of the latest 
tale of Inhuman shenanigans in which 
Maximus the Mad once again tries to 
seize the throne from brother Black 
Bolt. Why don't the Inhumans just do 
away with this tiresome monarchy 
and switch to a democratic form 
of rule? Then they could at least 
stop these endless sibling rivalries. 
Anyway, scripter Stan Lee makes 
the best of the dull proceedings with 
his usual smooth writing that moves 
things along minus captions (whose 
absence eliminated much of the  subtlety, shading, and 
mood that used to be standard in a complete a comics 
script) As a result, Jack Kirby's art ends up doing the 
heavy lifting entertainment wise with readers walking 
away remembering his imagery more than they do Lee's 
scripting. But even there, Kirby's art was noticeably 
slipping. Just take a look at the full page portrait 
of Maximus on page 5 with its seeming desultory 
delineation, lack of detail, and rigid two dimensionality. 
Kirby's art had never stopped evolving from the early 
years through the grandiose years and it continued to 
do so but now past its peak of perfection. Or was it the 
inking? Was Joe Sinnott exerting himself as much as he 
used to? After all, only a few months ago, Syd Shores 
had transformed Kirby's art into eye arresting wonders. 
As would Bill Everett a few months hence when he 

took over from Vince Colletta inking Kirby on Thor. 
Regardless, Kirby had reached a point where he really 
needed inkers who were artists as well; artists who were 
not afraid to put as much of themselves into the finished 
product as possible. Kirby and Sinnott however, were 
due for one final flourish when they embarked on a last 
multi-parter together beginning in the following issue. 

Sub-Mariner #10
“Never Bother a Barracuda!”; Roy Thomas (script); 
Gene Colan (pencils); Dan Adkins (inks)

Gene Colan was back! That's right, the original Sub-
Mariner artist who helped launch him 
back in Tales to Astonish #60 was 
back, taking over the penciling work 
with Sub-Mariner #10 (Feb. 1969). 
But the question uppermost in the 
minds of fans was, how long would 
he stay? Sure, readers had loved 
John Buscema's run on the book but 
if they couldn't have Buscema back, 
then Colan was certainly a solid 
replacement—not just because of 
his earlier work on Subby, but for 
his latest art on Daredevil and Dr. 
Strange, which was some of the best 
in the industry. What visual marvels 
could be in the offing? As things 
turned out, though not as wildly 
paced as his concurrent work on DD 
and Strange, Colan's layouts here are 
looser than his past efforts on Subby 
with many over large panels with 
liberal use of full-pagers such as the 
dramatic final panel of the story. And 
speaking of the story, scripter Roy 
Thomas delivers another exciting 
chapter in his Serpent Crown arc that 
begins with a bang, namely Namor's 
one-on-one with the blue skinned 
Karthon, the Questor (don't ask, 

just dig it!). Defeated, Karthon fills Namor in on more 
Serpent Crown backstory before new villain Barracuda 
shows up. Unfortunately, this is where Thomas stumbles 
a bit with Barracuda being just another garden variety 
sub-sea pirate a la the Plunderer. Actually, Barracuda 
was an old Torch villain from way back in Strange 
Tales #120 where he appeared as a low-grade river 
pirate; here, he graduated to being captain of his own 
submarine, complete with atomic torpedoes with which 
he immediately threatens Atlantis. It all leaves our hero 
with a choice: save Atlantis or chase after Karthon who's 
made off with the Crown! All in all, Thomas (along with 
Buscema first and now Colan) was managing to keep 
the excitement level in Sub-Mariner with an engaging 
through line adorned with fun standalone stories and 
characters. Now, if he could just keep doing it…
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Music to read comics by: 
The Beatles were still 
going strong in 1969 
with the release of the 
band’s Abbey Road album. 
Unknown to the public 
at large however, fault 
lines were developing 
among band members and 
following their next album, 
Let It Be, Beatlemania 
would be over.



Nick Fury, Agent of SHIELD #9
“The Name of the Game is...Hate!”; Gary Friedrich 
(script); Frank Springer (pencils/inks)

In what was becoming a pattern, Nick Fury, Agent 
of SHIELD #9 (Feb. 1969) was another single issue, 
stand-alone story involving the return of the Hate Monger 
(which long time readers would recall from Fantastic 
Four #21). This time, Gary Friedrich, who’d become the 
strip’s regular writer (along with Fury’s WWII adventures 
in the Sgt. Fury title) is at the typewriter in a tale that has 
the Hate Monger stage a seemingly failed assassination 
attempt on Fury. But the object was to lure the SHIELD 
ramrod into a trap, the better to witness as the Hate 
Monger proceeds with his latest plan for world conquest. 
A surprise twist and the return of a character from the 
past rounds out this fast-moving yarn. Meanwhile, artist 
Frank Springer continues to surprise with his attempts 
to match Steranko’s in-your-face visuals beginning with 
the splash page that’s split between an arresting montage 
and the issue’s outsized title. That’s followed by a series 
of full and half-page images involving dropped holding 
lines; photo collages; violation of border frames with wild 
aerial action; a double-page spread combining dinosaurs 
and psychedelic patterns; and Bondian secret military 
bases. Whew! The only thing that was really holding back 
the art was Springer’s inferior work on the book’s human 
cast which continued to be somewhat crude. Still, it all 
added up to a noble attempt to capture the spirit of the 
departed Steranko and proof that this title could produce 
a modicum of heat if only the creators set their minds 
to it. But could they do it before cancellation loomed? 
Only time would tell. Fun Fact: Did you know that 
the character of Nick Fury made his first appearance in 
current Marvel continuity in Fantastic Four #21 when, 
as an agent of the CIA, he helped the FF defeat the Hate 
Monger in that villain’s first appearance?

Amazing Spider-Man #69
“Mission: Crush the Kingpin!”; Stan Lee (script); 
John Romita (layouts); Jim Mooney (finishes/inks)

The slow descent in quality continued in Amazing Spider-
Man #69 (Feb. 1969). Sure, Stan Lee was still scripting. 
Sure, John Romita was still on the art. And sure, the 
sub-plot dealing with the ancient tablet that would 
extend over half a dozen issues and involve different 
villains at different times was still intriguing. But the 
very fact that the story would be so stretched out along 
with Lee's increasingly barebones scripting style worked 
to undermine all those seeming positives. Worse was 
the state of Romita's art. By now, the penciler was only 
doing layouts and leaving the rest, including inks, to Jim 
Mooney. As a result, the finished art continued to look 
washed out and unfinished. Romita's layouts however, 
succeed in holding Mooney in check, providing the 
framework for some good Spidey vs. gangsters action 
that ends with the Kingpin's defeat and arrest. However, 

Lee manages to throw a wrench in the works by not only 
leaving Spidey in possession of the tablet, but framed by 
the Kingpin as his accomplice. Meanwhile, Lee doesn't 
forget the mini-drama that arose out of last issue's campus 
protests. There, students have been arraigned at police 
headquarters with Peter Parker accused of cowardice for 
not taking part. Top it all off with the revelation that the 
bald, roly poly Kingpin actually has a wife, and you have 
a Spidey book that continues to intrigue. Thus, the Lee/
Romita team continued to stoke reader interest even with 
some obvious flagging in the overall quality of the book. 

 Captain Marvel #10
“Die, Traitor!”; Arnold Drake (script); Don Heck 
(pencils); Vince Colletta (inks)

Captain Marvel #10 (Feb. 1969) leads off with an 
admittedly attention-grabbing cover by artist Marie 
Severin and inker John Verpoorten. Severin does a good 
job with the big Captain Marvel figure in the foreground 
but it's the coloring job that really sets this work apart. 
The yellow background overlaid with red set in concentric 
circles surely caught the eye of the casual browser of the 
spinner racks...or even the veteran fan! Not to be outdone, 
penciler Don Heck is on the job, getting into the grandiose 
swing of things with looser layouts and imaginative panel 
construction. Just check out pages 6, 10, 16, 17, and 18! 
Inside, writer Arnold Drake's story opens with our hero 
about to be shot by a firing squad of Kree soldiers. What 
goes on here? Well, the rest of the ish is framed as a 
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Was he or wasn’t he? Although the Hate 
Monger may or may not have been the real 
Hitler, a popular conspiracy theory, as a later 
generation would describe it, had it hat Hitler 
had survived World War II and was alive and 
well somewhere in South America. In fact, 
many actual Nazis, including Adolph Eichmann, 
fled there. Eichmann was later found in 
Argentina, tried in 1961, and executed in 1962.



gigantic flashback as readers learn that Captain Marvel, 
tasked by Ronan the Accuser with contacting the criminal 
group called simply the Organization (the one that tried to 
kill Mar-Vell in earlier issues) to try and set up an alliance 
between it and the Kree. The Organization, you see, could 
be useful idiots for Kree plans to take over Earth. But 
things go wrong in the form of Carol Danvers once again 
being held captive, forcing the good Captain to fight and 
destroy the Organization. Ooops. Naturally, Ronan is 
furious when he learns of the result and orders Cap's 
execution. Will Una, despite her disappointment in 
Mar-Vell's apparent interest in Carol Danvers, get to the 
scene in time to save Mar-Vell? Stay tuned! 

Silver Surfer #4
“The Good, the Bad, and the Uncanny!”; Stan Lee 
(script); John Buscema (pencils); Sal Buscema (inks)

By Silver Surfer #4 (Feb. 1969) it was becoming clear 
that the strip was a showcase for both editor/scripter Stan 
Lee and penciler John Buscema as both creators stretched 
themselves to the limit, inspired by the material as well as 
a generous 39 pages for storytelling. As writer, Lee had 
the freedom to explore issues and questions at length that 
he was often prevented from doing in Marvel's regular 

titles. The higher cover price and page count presumably 
put the book out of reach for the average youthful buyer 
but not necessarily Marvel's older clientele composed of 
high schoolers and college students. Meanwhile, more 
pages allowed Buscema to become more expansive in 
his layouts, challenging the Jack Kirby based action 
formula that dominated the rest of the company's line of 
books. This had both its pluses and minuses as Lee would 
later criticize Buscema for being too loose but here, 
complimenting him by once telling the artist that this 
issue was the best thing the two of them ever did together. 
But despite Buscema's growing individualist style, this 
issue more than any other likely served as an eye-opener 
for Lee when it came time to find a replacement for 
Kirby on Thor after the artist quit Marvel in the following 
year. For surely, no one else had handled Thor and his 
Asgardian environs as Buscema did in this issue. That's 
apparent with the opening splash page of a reclined Loki 
contemplating his next scheme to bring down Thor. 
Buscema is no less convincing in subsequent pages as he 
presents the reader with his versions of Hercules and the 
FF and finally the Warriors Three. And a shadowed half-
page panel on page 34 is intensely evocative. (As is his 
iconic cover image of the Surfer facing off against Thor 
standing on the rainbow bridge with only outer space as a 
backdrop.) Of course, his depiction of the Surfer himself 
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Sal Buscema worked for Marvel Comics as a penciler for decades 
and would become not only one of its most ubiquitous artists but 
also one of its most instantly recognizable.

     Buscema began his artistic career in the 
advertising world after being recruited by his 
older brother John. When John left advertising to 
go back to work for Marvel, he recommended brother 
Sal to editor Stan Lee. Not satisfied with the inking he received 
on the first few issues of the Silver Surfer, John asked Lee to 
give Sal the assignment and history was made as the siblings 
proceeded to produce some of the most stunning super-hero art 
of the late 1960s.
     And though Sal began as an inker, he soon received the 
penciling assignment for the Avengers, filling in for brother 
John. He began there with a strong approach to the material 
that favored John’s style, but over the years as he branched 
out to other features including long runs on the Defenders, 
Captain America, Spider-Man, Rom, and many others, he spread 
himself too thin so that his style began to erode and fell into a 

simplistic pattern that fulfilled Marvel’s requirement for fast pacing and action, but 
at the cost of artistic finesse.

Sal Buscema



Frost) Surtur and Ymir invade the Earth and Strange, through intermediary 
help of the Black Knight (who not only guested in Strange #178, but was also 
an Assembler himself) recruits the aid of the Avengers in repelling the two 
monsters. Along the way, Strange must use his earthly skills as a physician to 
operate on an injured Black Knight ,who recovers in time to not only go into 
action, but to give penciler John Buscema a chance to draw the character again 
as only he can. (Check out that half-page panel on page 13 for confirmation!) 
And speaking of Buscema: man! He was literally on fire in these months. First 
a stunning 39-pager over on the Silver Surfer book and now this! Every page 

(as rendered by brother Sal) is a 
perfect vision of Michaelangeloesque 
grace and style. One suspects that 
Buscema's preference for fantasy 
rather than superheroics formed 
the inspiration for his top-notch 
performance here with a number 
of scenes that wouldn't be out of 
place in the Conan comic he'd later 
spend years drawing. It was only 
too bad that this peak of creativity, 
this seamless collaboration between 
Lee and Buscema, was doomed not 
to last. In a couple more issues, the 
title would be reduced to a normal 
20-page book and with its reduction, 
so too went the enthusiasm of its 
creators. 

Avengers #61 
“Some Say the World Will End in 
Fire...Some Say in Ice!”; 
Roy Thomas (script); 
John Buscema 
(pencils); George 
Klein (inks)

Stop! Although 
readers at the time 
weren't warned on 
the opening pages 
of Avengers #61 
(Feb. 1969), they 
should not have read 
this issue before 
reading Dr. Strange 
#178...due out only the following 
month! But those who managed 
to piece this crossover together 
found themselves in another inter-
title event courtesy of scripter Roy 
Thomas. Remember how Thomas had 
previously engineered an Avengers/
X-Men multi-part crossover, two 
titles that he also happened to write 
and so, presumably, was better able 
to coordinate between them? Well, 
he takes advantage of the same 
circumstance here. As writer of both 
the Dr. Strange and The Avengers, he 
was able to bring the two together. 
(And if it helped to boost sales of 
Dr. Strange, so much the better!) 
Be that as it may, the story here 
continues from Dr. Strange #178 
in which the Asgardian demons of 
fire and ice (hence this issue's title, 
freely taken from the poem by Robert 
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Avengers #61, page 1: It would be hard to top this incredible 
symbolic page (featuring the first line of the classic Robert Frost 
poem as the first half of the story’s title) by penciler John 
Buscema and inker George Klein! Did we say that Buscema was on 
fire in this period? Well, he was here, literally and figuratively!
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here is gorgeous, beginning with a first and second page 
opener composed of two full splashes of Ymir and Surtur. 
Aided by the flawless inks of George Klein, Buscema's 
work here is so slick, so perfecto, it's hard to believe that 
Marvel ever let him go back in the '50s! And Thomas' tale 
of the two demons who end up canceling each other out at 
the end isn't bad, either—a textbook example of economy 
of story telling that at once is filled with action while not 
forgetting all the little character touches that kept making 
this title one of Marvel's go-to books every month!

Captain Marvel #11
“Rebirth!”; Arnold Drake (script); Dick Ayers (pencils); 
Vince Colletta (inks)

Hoo, boy! Not even the inks of Vince Colletta could 
save Captain Marvel #11 (March. 1969) as artist Dick 
Ayers took over from Don Heck. Page after page of 
awkward posturing and oddball angles did little to help 
keep scripter Arnold Drake's story from sliding into sheer 
inexplicableness. But an attempt will be made here to 
make sense of it: Mar-Vell is saved from being shot by 
firing squad with the timely intervention of a group of 
Aakon aliens (despite the fact that the attackers don't look 
anything like the Aakons readers had seen the previous 
issue). In the melee, Una is seriously injured and only by 

getting her back to the Kree home world can Mar-Vell 
save her. He commandeers a rocket from the airbase 
(where Carol Danvers is employed as security chief 
and apparently failing utterly at her job) and takes off 
expecting Earth technology to get him across interstellar 
space. Then, in a strangely emotionless scene (one panel) 
Mar-Vell watches as Una dies. Landing on an asteroid, 
Mar-Vell inters his beloved, thinking noble thoughts 
about her while oddly (for an alien) comparing their love 
to that of Camelot. Leaving the asteroid, Mar-Vell's ship 
is caught by Col. Yon-Rogg, his rival for Una's affections, 
is diverted into uncharted space where he drifts for 112 
days (not 111 or 113) until falling into a weird full-page 
panel that ends in a close-up of Cap's face that's positively 
idiotic looking. (On the other hand, he is wondering if he's 
going mad...) He's forced to land on a mysterious planet 
where he's met by a group of beautiful women bringing 
food and nourishment and leaving him with word of 
revelation to come. Finally, he steps into the presence of 
a golden tower that says its name is Zo. (Clearly, Ayers 
was out of his depth by this time!) Zo claims to be a kind 
of god who knows all about Mar-Vell and is willing to 
help him get revenge on Yon-Rogg in return for doing 
his bidding at a time indeterminate. Mar-Vell agrees and 
in return receives new powers including teleportation, 
illusion-casting, and super strength. (Seems to cover 
all the bases). Also, supposedly, wisdom. Which is 
immediately thrown into doubt in the final panel where 
Cap tells Zo: “I have no further interest in any living 
thing. I am your servant, Zo, throughout eternity!” 
Obviously, all of these changes, the death of Una, 
the powering-up of Mar-Vell and his switching of 
allegiance from the Kree to Zo, were meant as a change 
in direction for a strip that was failing. The question 
was: was Arnold Drake the man to do it? One can only 
point out the clumsy manner in which he made the effort 
and failed, necessitating even more radical changes only 
a few issues hence with the return of Roy Thomas as 
scripter. But even Thomas was not able to save the book 
completely. It would eventually be canceled for a few 
months before coming back, still teetering. The irony is 
it would take another writer to put the Captain through 
his cosmic awareness paces for a second time and prove 
the charm, but that was a few years in the future. For 
now, readers were stuck with a book that was spiraling 
out of control with a creative team unsuited to stop the 
downward plunge.

Avengers #62
“The Monarch and the Man-Ape!”; Roy Thomas 
(script); John Buscema (pencils); George Klein (inks)

The classics just kept on comin'! What else can be said 
about this latest entry of Avengers #62 (Mar. 1969)? 
Scripted by Roy Thomas, this issue's story spotlights the 
Black Panther in a tale of scheming would-be usurpers 
and symbolic endings. By this time, Thomas had the 
feel for this ensemble title down pat, moving easily from 
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Robert Frost became perhaps the most 
beloved of American poets and perhaps the 
country’s last great poet. Winner of multiple 
Pulitzer prizes for poetry, he was awarded 
the Congressional Gold Medal in 1961 “In 
recognition of his poetry, which has enriched 
the culture of the United States and the 
philosophy of the world.” The medal was 
officially bestowed on Frost by Pres. John 
F. Kennedy in 1962 but that wasn’t the first 
time the two had met. Frost was the first poet 
to read at a presidential inauguration when he 
recited his “The Gift Outright” from memory at 
Kennedy’s 1961 inauguration.



sub-plots concentrating on single characters or pairs of 
characters to solo spotlight issues, guest stars, to day 
in the life sequences. In between of course, there was 
plenty of action and thrills with some of the most literally 
colorful heroes and villains in the entire Marvel universe. 
This issue, for instance, picks up from the previous story 
involving the defeat of Ymir and Surtur and moves 
smoothly to Wakanda ,where the Avengers are attacked 
by the Panther's own subjects. Turns out they did so under 
orders of one M'Baku, the regent appointed by the Panther 
to oversee his country while he served with the Avengers. 
The twist is that the scheming M'Baku just might have 
grounds for his resentment, angered as he was that the 
King of Wakanda preferred to spend time overseas rather 
than attending to his duties as ruler. Be that as it may, the 
way M'Baku chooses to confront the issue wasn't exactly 
kosher. Dressing up in the forbidden outfit of the white 
gorilla and calling himself the Man-Ape (and thus a new 
arch villain is born!), he plans to supplant the Panther cult 
with that of the White Gorilla, but ends up in a symbolic 
burial amid the rubble of a giant Panther idol instead. 
Throughout, John Buscema's art continued to amaze, 
beginning with a fantastic opening splash page that, inked 
by George Klein, is nothing short of eye-catching, despite 
the fact that the Avengers are simply standing around 
waiting to be rescued. But maybe that was Buscema's 
secret. The characters aren't just standing around. Their 
body language enlivens the page, conveying all kinds of 
information that supplements Thomas' script. But that 
was Buscema all over as he continued his magic through 
the rest of the issue re-introducing readers to the wonders 
of the mechanistic Wakanda, the sumptuousness of the 
Panther's banquet hall, and M'Baku's savage court. All 
that and the Black Knight too! Readers couldn't ask for 
a more perfectly balanced, well told comic book story...
except maybe Thomas and Gene Colan's Dr. Strange!

Amazing Spider-Man #70
“Spider-Man Wanted!”; Stan Lee (script); John Romita 
(pencils); Jim Mooney (inks)

Scripter Stan Lee pulls out all the stops in Amazing 
Spider-Man #70 (Mar. 1969). Amid the ongoing plot 
involving the ancient tablet that Spidey has taken from 
the Kingpin (and that the Kingpin in turn stole from the 
campus of ESU), Lee weaves in new developments in the 
life of Peter Parker. As Peter, he's accused of cowardice 
by girlfriend Gwen due to his inability to take a stand 
with other protesting students and, as Spider-Man, 
apparently giving J. Jonah Jameson a heart attack that 
might possibly lead to his death! This latter event takes 
place at the conclusion of this issue's story when Jameson 
places his Daily Bugle radio car in between Spidey and 
a fleeing Kingpin, allowing the crime lord to escape 
via another car driven by a mysterious female. Losing 
his cool with Jameson, Spidey grabs him and begins 
unloading on him resulting in the aforesaid heart attack. 
All that comes atop the ancient tablet running plot that 

Lee manages to massage in a unique, out of focus style, 
that will include issues that seemingly have nothing to 
do with it and others that do; with villains that at first are 
intricately involved then disappear to be replaced by new 
villains after the same tablet for different reasons. It was 
definitely an approach that intrigued many a fan at the 
time but that was prevented from becoming a really top-
notch Spider-Man saga by the art which though penciled 
by John Romita, continued to be finished and/or inked 
by Jim Mooney whose vague, shadowy blacks simplified 
the art and cartoonized many of the faces. Add to that a 
period in Marvel's history where coloring on its books fell 
short with the palette seemingly restricted to grays and 
browns and maybe some light purples. The overall effect 
of which was an unattractive melange of muddy tones. 
(Was it caused by the transition from Stan Goldberg to 
Marie Severin doing the coloring?) All those factors 
taken together, conspired to keep this run of Spider-Man 
issues not all they could've been.

Sub-Mariner #11
“The Choice and the Challenge!”; Roy Thomas (script); 
Gene Colan (pencils); George Klein (inks)

To the relief of fans, Gene Colan signals his continued 
presence on Sub-Mariner with a startling cover design 
depicting Namor swimming furiously into the sights of a 
submarine's periscope! And give whoever decided to keep 
the area outside the lens of the periscope solid black while 
keeping the image inside in emotional pinks and reds a 
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Was the world famous Rosetta Stone with its 
mysterious columns of Greek, Demotic/Coptic, 
and Egyptian hieroglyphics the inspiration for 
the ancient tablet that dominated multiple 
issues of the Amazing Spider-Man? It took 
many years after its discovery for the text to 
be deciphered, providing the key archaeologists 
needed to read the hieroglyphics that literally 
covered every surface of Egyptian ruins and 
that finally revealed the full history of one of 
the oldest civilizations in the world.



gold star! Inside, Sub-Mariner #11 (Mar. 1969) is more 
of the same with Colan again on the pencils, assuring that 
the quality readers had come to expect with the title was 
still there. Although inker George Klein had done good 
service over Colan's pencils over in Daredevil, here he 
slips up some rendering of the artist's work so that figures 
look rubbery and indistinct. Not bad, but not the kind of 
job that, for instance, Tom Palmer's inks were doing over 
in Dr. Strange that showed what Colan could really look 
like under the hands of a completely sympatico inker. Be 
that as it may, Roy Thomas' story here is less than stellar, 
dealing as it does with Namor vs. the US Navy and the 
boring Barracuda and his theft of something called the 
sonic magno-directoid that ends up hoisting the pirate on 
his own petard. A decent diversionary yarn, but the sooner 
Thomas got back to the more interesting Serpent Crown 
saga the better!

Nick Fury, Agent of SHIELD #10
“Twas the Night Before Christmas”; Gary Friedrich 
(script); Frank Springer (pencils); Johnny Craig (inks)

By Nick Fury, Agent of SHIELD #10 (Mar. 1969), the 
feature had settled down with the seemingly permanent 
creative team of Gary Friedrich on scripts and Frank 
Springer on pencils. In fact, with Friedrich’s world-
threatening plots and Springer’s admirable attempts to 
preserve the full throttle visuals with which Jim Steranko 
had imbued the strip, the SHIELD book appeared to have 
a fair chance of moving on and even satisfying readers. 
Take this issue as an example: with the Hate Monger 
back for a second go-round with our hero, Springer opens 
the story with a neat Eisneresque splash page as Fury 
breaks away from holiday shoppers dominated by the 
word “night” in towering zipatone lettering heralding the 
Christmas season (and the title of the story). Then, after 
Fury is called to action, Springer breaks things wide open 
with a series of full and even double-page illos peppered 
with crazy quilt panel layouts (check out page 9!) rivaling 
those of fellow artist Gene Colan’s work on Dr. Strange 
and Daredevil. Pretty good! Now, if only the artist could 
improve the way he drew human beings, the dying embers 
of the strip might be fanned into flame. Unfortunately, he 
wasn’t helped much by Marvel neophyte penciler Barry 
Smith whose figure work on pages 2 and 3 was as bad as 
Springer’s so that their styles barely clashed! For his part, 
Smith would improve, while Springer went on to more 
sporadic work in the coming years. Meanwhile, Friedrich 
provides a yuletide thriller involving another plot by the 
Hate Monger to conquer the world by dropping a germ 
agent on New York City. Nuclear war will erupt thus 
wiping out the human race allowing him to repopulate 
the world with perfect Aryans. But what about the 
fallout? readers might ask. Well, apparently, the Hate 
Monger hadn’t thought that far ahead. It was all he could 
do to enjoy the prospect of seeing Fury, trapped in the 
germ bomb, going down to his doom. On top of all that, 
Friedrich even manages some character development this 

issue as Fury romances the much younger Laura Brown...
with hints that previous flame Valentina de Fontaine was 
still in the picture. Hoo, boy!

X-Men #54
“Wanted: Dead or Alive...Cyclops!”; Arnold Drake 
(script); Don Heck (pencils); Vince Colletta (inks)

As with most of the original material that scripter 
Arnold Drake came up with, it was left to later writers 
to take, spruce up, and make more interesting. It's what 
happened to the Lorna Dane character (later Polaris) 
and Alex Summers (later Havok), as well as the new 
villain introduced in X-Men #54 (Mar. 1969). The 
Living Pharaoh is a kook who somehow associates Alex 
Summers (Cyclops' long lost brother) with Egyptian 
mythology and is determined to sacrifice him to the gods. 
But as told in flashback this issue, the X-Men foil his 
plans. The issue ends back in the present where Cyclops 
finds himself again confronting the Pharaoh. It's all 
so-so, enlivened only by the presence of penciler Don 
Heck who's finally unleashed on the art without the 
hindrance of doing only layouts for the likes of Werner 
Roth to finish. Heck's work is further enhanced by the 
inks of Vince Colletta, who seemed to lavish his greatest 
attention whenever Marvel Girl enters the picture. But 
that's okay! Otherwise, Heck does a good job keeping 
up with panel layout innovations being explored by 
fellow bullpenners Gene Colan and John Buscema. There 
are lots of angular and circular panels here and other 
configurations less describable, but that suit the action 
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Egypt was in the air through the mid 1960s 
when for the first time, the treasures found in 
the tomb of King Tutankhamun were allowed 
to travel outside the country. The exhibit came 
to the United States to great fanfare (and long 
lines!) and so was perhaps on the mind of 
scripter Arnold Drake when he came up with 
the Living Pharaoh for X-Men #54 and his 
not so obvious relation to Alex Summers.



nicely. All in all, if this art team had continued on the 
book, all would have been well. But it was cut short right 
in the next issue when Heck was again joined by Roth. 
But that disappointment wasn't to last, because issue #56 
would see the arrival of an artistic talent nearly as great 
as Jim Steranko—one who'd completely transform the X 
book and move it from the bottom of the Marvel heap to 
the top tier. Suddenly, the X-Men weren't going to be the 
poor cousins to Marvel's other characters any more. They 
were going to be the ones everyone else began to chase 
after! Who was this artist that would help to make this 
amazing transition? That would be telling!

Amazing Spider-Man #71
“The Speedster and the Spider!”; Stan Lee (script); 
John Romita (layouts); Jim Mooney (finishes/inks)

Editor/scripter Stan Lee continues the innovative, 
zig-zag course of the ancient tablet storyline in Amazing 
Spider-Man #71 (April. 1969). With the Kingpin now 
firmly in the rearview mirror, what to do with the ancient 
tablet in his possession has become an ongoing problem 
for Spider-Man. Wanted both as an accomplice of the 
Kingpin and for the possible death of J. Jonah Jameson, 
Spidey is stuck with the tablet whether he likes it or not. 
But Lee provides a light at the end of the tunnel in the 
form of Robbie Robertson, who's running the Bugle while 
Jameson recovers in the hospital. That's right. When Peter 
Parker shows up at the Bugle, he finds out that Jameson 
is not dead and he is not responsible. With that load off 
his mind, he falls into a second bit of luck: the photos 
he sells to Robbie exonerates Spider-Man of collusion 
with the Kingpin. Add to that a fat check in payment, 
and Peter is on cloud nine. But not everything is going 
his way. Elsewhere, Quicksilver and the Scarlet Witch 
have escaped the defeat of Magneto by the Avengers and 
when the former appears at Avengers mansion to inform 
his former partners, he learns that Spidey is wanted 
by the police. Figuring that bringing Spidey to justice 
would put him in good stead with the partners he and his 
sister betrayed to join Magneto, Quicksilver decides to 
bring in the webspinner. The resultant battle is vintage 
choreography by penciler John Romita as he once again 
lays it all out in a series of oversized panels. The results 
are held back from complete fannish nirvana however 
by the inks of Jim Mooney (who also finished Romita's 
layouts). Luckily, however, it wasn't enough to spoil the 
overall effect and our tale ends on a satisfactory note. 
Hint: Spidey's defeat of Quicksilver is both simple and 
eloquent! And though Spidey leaves the tablet off with 
Captain George Stacey, its saga is not over. In fact, it 
only heats up again going into the stretch next ish. Be 
there, or be square!

Sub-Mariner #12
“A World Against Me!”; Roy Thomas (script); 
Marie Severin (pencils/inks/colors)

It was a hail and farewell to superstar Marvel pencilers 
such as John Buscema and Gene Colan, marking the 
end of the Sub-Mariner title's very own Golden Age. In 
a step downward, the art chores were taken over on a 
more or less permanent basis by Marie Severin, who does 
both the penciling and inking of this issue (as well as the 
coloring). While nowhere near the calibre of Buscema or 
Colan, Severin had her moments, particularly if she were 
embellished by a competent inker. For instance, in Sub-
Mariner #12 (April. 1969) she seems to blow hot and 
cold. Her opening splash page is impressive, capturing 
as it does scripter Roy Thomas' ongoing efforts to place 
Namor and his undersea adventures within the context of 
epic fantasy a la the Lord of the Rings. Severin continued 
the quality imagery of the opening splash on the next 
few pages as the Serpent Crown saga continued. Then, 
through the heart of the book, the style readers of past 
stories of Dr. Strange and the Hulk might recognize, 
reasserts itself and all of Serverin's faults become obvious 
again, namely contorted figurework and unlikely forced 
perspectives that were more appropriate for her work on 
Not Brand Echh than dramatic subjects. She pulls back 
some across pages 10-11 with a pretty good half-page 
sized panel introducing readers via a high-angle shot to 
the capitol of Lemuria and a three panel sequence of its 
ruler, Naga, donning the Serpent Crown. Then it's back 
to uninspired action stuff before the final pages where 
the artist exerts herself again with some nice big panels 
depicting the death of Lady Dorma—apparently at the 
hand of Namor himself! Was it another of Naga's illusions 
or what? Readers had to wait until the next ish to find out.
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The era of the “summer of love” officially 
came to an end in 1969 with the concert at 
Altamont, California. Sponsored and headlined 
by the Rolling Stones rock band, the concert 
soon degenerated into violence and murder 
when members of the motorcycle group the 
Hell’s Angels, hired to provide “security,” 
became over zealous and killed a concert goer.



X-Men #55
“The Living Pharaoh!”; Roy Thomas (script); Don Heck 
(layouts); Werner Roth (finishes); Vince Colletta (inks)

There was good news and there was bad news 
regarding X-Men #55 (April. 1969): The good news 
was that Arnold Drake was gone as scripter and 
replaced by Roy Thomas. It was true that by the 
time Thomas had handed over the writing chores to 
Gary Friedrich back in issue #43 and subsequently to 
Arnold Drake, he had begun to lose focus plot wise. 
The Factor Three story-line went on a tad too long 
and its denouement was somewhat anticlimactic. But 
before all that, Thomas had been in the zone. Now, 
he was off to a slow start here having to pick up 
the reins mid-story where Drake 
had left off. Something about 
a nut styling himself a “Living 
Pharaoh” coming after Cyclops' 
long lost brother who turns out to 
be a mutant too. But very quickly, 
teamed with hot penciling sensation 
Neal Adams beginning next ish, 
Thomas would guide the X book 
into its best run since Stan Lee and 
Jack Kirby produced the book back 
in the years of consolidation. The 
bad news was that artist Don Heck 
was back to doing only layouts 
with Werner Roth on finishes. 
The results aren't ugly but rather 
clean (thanks also to inks by Vince 
Colletta), with Heck's influence 
still recognizable under it all. Roth, 
however, is on his own in this 
issue's installment of the origins 
of the X-Men featurette. (Yes, 
they were still running but quickly 
drawing to their end.) Here, the 
origins finally get around to what 
turns out to be the most interesting 
member of the team: the Angel, 
or “the Avenging Angel” as he 
styles himself here. Seems after his 
wings grew out while in boarding 
school, Warren Worthington III 
decided to don a colorful uniform 
and turn himself into a superhero, thus becoming the 
only member of the X-Men to have had a costumed 
identity before joining the team. Sporting a costume 
far more attractive than the one he was using in 
his present day adventures, the Angel rounds up a 
gang of bad guys before returning home only to find 
Cyclops and Iceman waiting for him. Again expertly 
written by Roy Thomas, the Angel origin was easily 
the most successful of them all. However, even if 
left to himself, Roth's art failed to measure up as a 
jumbled, unattractive affair, and a far cry from earlier 
issues such as #24 when he was in his heyday.

Dr. Strange #179
“The Wondrous World of Dr. Strange!”; Stan Lee 
(script); Steve Ditko (pencils/inks)

Reprint time! When readers eager for the next Roy 
Thomas/Gene Colan/Tom Palmer magical extravaganza 
opened Dr. Strange #179 (April. 1969) they were likely 
intensely disappointed. At least if they had already 
been on board the strange train when this issue's tale 
first saw print back in 1965 when it appeared in the 
Amazing Spider-Man Annual #2. That's right. It was 
a major bummer for readers at the time to open this 
issue only to find a reprint of the Stan Lee/Steve Ditko 
classic therein. Of course, it was likely just as much a 
delight for those who'd never seen the story before...

entirely possible back in the days 
before comic shops or the internet or 
even a recognition that older comics 
were worth holding onto. Be that as 
it may, the excuse offered for the 
reprint was to be found on this issue's 
splash page with an editorial claiming 
that because Gene Colan had caught 
“the flu bug” he was unable to finish 
the art assignment. Well, okay. At 
least it was a good reason but hardly 
enough to paper over the withdrawal 
symptoms likely suffered by Dr. 
Strange fanatics who needed their fix 
every month. Still, the sudden use of 
a reprint like this was an outlier of 
things to come. As Marvel continued 
to expand its line and Stan Lee 
retreated from scripting and editing, 
it all would become too much for a 
single person to handle, such as Roy 
Thomas, who later took over for Lee 
in the position of editor in chief. As 
the 1970s progressed, it became more 
common to miss deadlines until the 
problem became a chronic one and 
one where drastic measures had to be 
taken in order to prevent. But that was 
still in the future and for right now, a 
simple thing like a last minute virus 
could still throw the best laid plans 
of mice and men out the window. At 

least this issue still sported a double-page letters section 
and an original cover drawn by bullpen newcomer Barry 
Smith in his best neo-Kirby style!

Captain Marvel #12
“The Moment of the Man-Slayer!”; Arnold Drake 
(script); Dick Ayers (pencils); Syd Shores (inks)

Things hadn't improved much from the previous issue. 
For Captain Marvel #12 (April. 1969), Dick Ayers 
was still doing the penciling although this time, Syd 
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Don Heck had served 
as one of the three 
foundational artists that 
had given birth to the 
Marvel age of comics back 
in the early 1960s. Slowly, 
his star had faded as he 
was reassigned to less high 
profile work on struggling 
titles such as the X-Men.



Shores was on the inks. More of an artist himself than 
Vince Colletta was, Shores is able to add more oomph 
to Ayers' flaccid pencils bolstering facial expressions, 
giving more body to figures, and managing to make 
Carol Danvers and guest star the Black Widow look 
good. Unfortunately, it wasn't enough to lift Arnold 
Drake's story out of the doldrums with its new, improved 
Captain Marvel. This time, Cap is distracted from 
getting his revenge on Col. Yon-Rogg for the death of 
girlfriend Una when the rocket base is threatened by 
Man-Slayer, a robot sent by the Soviet Union to destroy 
the base. A battle ensues until the robot suddenly stiffens 
and stops. What happened? Unknown to Cap, back in 
the Soviet Union, the Black Widow has knocked out 
the robot's controls. Throughout the story, Drake's 
dialogue is stiff and unrealistic with the action ill-
coordinated. If it kept up, the strip would not be long for 
this world. Fun Fact: Letter writer Bill Cantey suggests 
that the Kree should enlist the help of the Inhumans 
in their plans for Earth. In reply, Roy Thomas states 
“And we dug your explanation of how the Kree might 
have drafted the indomitable inhumans! We might just 
write that into a future mag...” Was this the genesis for 
Thomas' inclusion of the Inhumans in his Kree-Skrull 
War epic written a few years later? Hmmm…

Captain America #112
“Lest We Forget!”; Stan Lee (script); Jack Kirby 
(pencils); George Tuska (inks)

It's a measure of the visual prowess of Jack “King” 
Kirby that even after two issues featuring the pop dazzle 
of Jim Steranko, he could still do some dazzling himself. 
By the time of Captain America #112 (April. 1969), 
Kirby was at the tipping point in his artistic career. After 
decades of continuous improvement and evolution, the 
steam had begun to run out. Presently, he was working 
on his last great story arc on the Fantastic Four and 
the grandiose but ultimately disappointing origin of 
Galactus over in Thor but in just over a year, he would 
be gone from Marvel not to return until 1975. It was 
hard to believe that he had produced some of his most 
exciting, and visually forceful (under the powerful inks 
of veteran Syd Shores) issues of Captain America only 
the year before, but he did. Hard to believe because for 
this issue, his art, though still forceful, is considerably 
more washed out than those earlier classics. This is no 
doubt due to a number of factors including it being a 
last-minute fill in for Steranko, who had fallen behind 
schedule; the inking by George Tuska (never a good 
fit for Kirby); and the retrospective nature of the story. 
And speaking of the story, was it left to Kirby to plot 
this one? Or did scripter Stan Lee have a hand in it? 
Due to the many panels recalling Cap action from the 
Golden Age, it seems more likely that Kirby would have 
a better memory (and soft spot) for those fabled tales 
than Lee. How else to explain Iron Man's recollections 
of such long-forgotten Cap villains as the Butterfly, the 

Legion of Beggars, the White Death, and the Toadman? 
Kirby's memory would also likely serve to revisit Cap's 
more recent Marvel Age adventures including those that 
happened only a few issues back! Throughout, Kirby 
provides readers with a long series of slam-bang action 
shots doled out in big, half and quarter-page panels 
suitable for getting the job done quickly. Lee, naturally, 
provides words suitable to the occasion, especially for 
Iron Man, who reluctantly closes the file on Captain 
America whom the world presumes dead following the 
events in issue #111. But though fans didn't believe 
for a moment that Cap wouldn't come back from the 
dead within an issue or two, little did they realize that 
Cap #112 would be the last time Kirby would draw 
the character he had helped guide to maturity over the 
last six years. Except for a stray cover down the line, 
this was his envoie. When he eventually returned to 
Marvel following his DC sojourn, he was a changed 
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Artist Jack Kirby’s other fighting American 
was...the Fighting American! Created for 
Crestwood/Prize Publications in the 1950s, 
the strip bridged the eras of Kirby’s earlier 
looser style with that of his later more stolid 
style employed during his Marvel years. Kirby’s 
art would ultimately evolve into its grandiose 
period, the final stage before decline set in.



man with different goals and intentions. Taking over 
Captain America again, it was as if he'd stepped from 
a time warp five years into the future. The character's 
development had passed him by and what he had to 
offer was not what readers wanted. Because that version 
is best forgotten, let this retrospective issue of Captain 
America serve as a tribute to Lee and Kirby's triumph 
in reviving the character and retooling him for a new 
generation, one that would prove 
far more enduring than the one-note 
version that had barely survived the 
war years.

Nick Fury, Agent of 
SHIELD #11
“The 1st Million Megaton 
Explosion”; Gary Friedrich (script); 
Frank Springer (pencils); 
Mike Esposito (inks) 

Just when it seemed that artist 
Frank Springer was coming into 
his own on SHIELD, the rug was 
pulled out from under fans when 
Nick Fury, Agent of SHIELD #11 
(April. 1969) turned out to be his 
last stand. Over the previous few 
issues, after being asked to fill in the 
big shoes of Jim Steranko, Springer 
made a noble attempt to at least 
capture the spirit of his predecessor’s 
style, and frequently succeeded. Not necessarily with 
Steranko’s various special FX and wholesale adaptation 
of current pop art trends, but in layout and outsized 
panel contents and panel frame breakthroughs. Unlike 
Steranko however, Springer never managed to conquer 
the human figure with characters often distorted in 
ways that looked more goofy than dramatic. That 
said, there was evidence that his work on the strip 
was beginning to heat up, evidence that continued to 
mount in this, his final work on the title. To be sure, 
he was abetted by Gary Friedrich’s over-the-top plots 
and in particular what turned out to be a Hate Monger 
trilogy that began in issue #9 and ends here with the 
villain thrown into airless space. And though there 
are a number of highlights to the script, the best has 
to be the first few pages where Friedrich prefaces the 
story to come in the manner of a record album of the 
time. He does it with a splash page lead off featuring 
a Peter Max/Wes Wilson influenced psychedelic faux 
album cover belonging to the fictitious band, The First 
Million Megaton Explosion. Wes Wilson, in particular, 
popularized a font style using shape and color that took 
advantage of eye movement to make lettering on his 
posters seem as if it were moving. The artist's work 
became a staple in the San Francisco rock scene after 
he began a series of posters beginning around. 1966 
advertising local concerts. Springer, for his part, has 

fun attempting to duplicate Wilson's 
effects. The opening splash page for 
instance, featuring the story’s title 
displayed in the shape of a sphere 
with a psychedelically-patterned 
background recalls late sixties San 
Francisco rock posters by the likes 
of Rick Griffin and others. (Indicia 
indicating the album is a “Marvel 
Records” release in “stereo” only 
add to the verisimilitude.) Page 2 is 
arranged in the style of film strips 
with succeeding cells showing a 
missile launch and descent climaxing 
on page 3 with a mushroom cloud 
with head shots of members of the 
album’s featured band: The First 
Million Megaton Explosion. Page 4 
ends the opening sequence with a full 
page illo of a post-apocalyptic New 
York (in a beach setting obviously 
in homage to the final scene in the 
Planet of the Apes film released 

in 1968). Here, written in the sand, are the credits 
for Friedrich’s faux rock album ostensibly by the 
Explosion wherein readers are informed that the album 
was “conceived and produced by Gary Friedrich” and 
“album cover drawn by Frank Springer.” There are 
even song titles listed for sides one and two of the 
album and credited again to Friedrich. Furthermore, 
the album is dedicated to legendary real life rock and 
rollers Country Joe and the Fish, the Doors, and “John, 
Paul, George, and Ringo.” Finally, after an evocative 
quote from William Wordsworth’s “Splendour in the 
Grass,” the album is said to be licensed by “Stan Lee 
and Marvel Music Inc.” Finally, on page 5, panel 1, 
the camera pulls back and we see the album sleeve 
being held by Nick Fury as girlfriend Laura Brown 
prepares to escort him to an Explosion concert. “You 
call this noise music?” demands Fury. “Whatever 
happened to Tommy Dorsey...or Sinatra?” Clearly, 
it was all an ambitious attempt by Friedrich to not 
only echo Steranko’s work on the SHIELD strip but 
also to elevate it into something more contemporary, 
more in tune with the times, to escape the title’s old 
fashioned Lee/Kirby origins as a supercharged version 
of the James Bond films. At the concert, Friedrich 
even provides lyrics to the Explosion’s songs which 
are interrupted by the Hate Monger’s latest ploy, a 
space-based hate ray that turns young people into 
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This Wes Wilson designed poster was made to 
spotlight rock band the Grateful Dead, but by 
this time, he’d already revolutionized advertising 
for rock and roll concerts making poster art, 
even divorced from its primary purpose, an 
artform by itself, one that perfectly captured 
the trippy, psychedelic mood of the times.



violent mobs. Unfortunately, the unusual number of 
pages given over to non-action scenes don’t play into 
Springer’s strengths, but when the focus returns to 
the Hate Monger, the artist provides a cool, full page, 
chiaroscuro portrait of the villain in his control room as 
seen through a fun house mirror. (In fact, it might have 
made for a cool black light poster of the kind Marvel 
would license in 1971 to publisher Third Eye Inc.) 
When Fury invades the space station, action is confined 
to mostly regular panel-to-panel storytelling until the 
sudden death of the Hate Monger. Friedrich ends his 
story with a second victory for Fury: romancing Laura 
to the sounds of Benny Goodman! (“Lead the way, 
tiger! This little girl’s going old fogey!”) All in all, this 
issue was likely the highlight of the Friedrich/Springer 
team (it even had the best cover since Steranko did that 
of #7) and perhaps to the surprise of readers, a team 
that might actually be missed in coming issues. 

Mighty Thor #163
“Where Dwell the Demons!”; Stan Lee (script); 
Jack Kirby (pencils); Vince Colletta (inks)

Back on Earth, Thor enters upon a new but somewhat 
pedestrian adventure involving “demons” who are 
actually mutated humans from some possible future 
where the Earth has been destroyed in a nuclear war. 
That doesn't stop Thor's past adversary Pluto from 
allying himself with the mutants and transporting 
an American atomic research center into the future, 
with the hopes of ransacking it for new weapons. 
Some people never learn. Anyway, that's the set 

up for Mighty Thor #163 (April. 1969) and readers 
were stuck with it. In the meantime, back in Asgard, 
a concerned Odin hasn't forgotten about Galactus and 
continues to probe his origins to find out more about 
him. Jack Kirby's art this issue seems more perfunctory 
than inspired (which may or may not be the fault of 
inker Vince Colletta who, despite some doubts about his 
faithfulness to Kirby's pencils, pulls off some mighty 
fine renderings here including a full pager depicting the 
mutant chieftain). Still, a splash on page 14 depicting 
Thor amid the ruins of some future city is as spectacular 
as fans had come to expect from the mind of King 
Kirby. The story continues into the next issue with a hint 
of a surprise guest star...and not Hercules, as readers 
might have expected with Pluto around!

Mighty Thor #164
“Lest Mankind Fall!”; Stan Lee (script); Jack Kirby 
(pencils); Vince Colletta (inks)

The future Pluto/Mutate story begun in the previous 
issue concludes in spectacular fashion in Mighty Thor 
#164 (May. 1969). As readers will recall, Thor and 
Sif are stuck in some future history where mankind 
has devolved into a strange race of savage mutates 
now led by Pluto, the Grecian god of the underworld. 
Meanwhile, back in Asgard, Baldur can't get the 
beautiful but evil Norn Queen out of his mind and in 
desperation, escapes to Earth with Odin's help. There, 
he arrives at the same timewarp barrier that Thor had 
encountered and, striking it with his sword, disrupts 
it and disgorges not only Thor and Sif, but the entire 
Mutate army (which proceeds to attack Earth). But, 
wait! Thor and Baldur aren't alone. They're joined by 
the US Army and a battle royal follows, ending only 
when Zeus appears to straighten things out. Throughout, 
penciler Jack Kirby is at near-peak of his form, held 
back only by the obvious lack of enthusiasm by inker 
Vince Colletta. But though Colletta cuts corners 
mostly on backgrounds, his inks on main figures are as 
incredible over Kirby as ever. Multiple use by Kirby 
of full-page splashes as well as half and quarter-page 
panels in the action sequences give Colletta plenty of 
opportunities to show what the team was capable of. At 
the same time, scripter Stan Lee was also at the top of 
his game dialogue wise with the best lines coming at the 
expense of his Asgardian characters. For instance, when 
Baldur makes the scene on Earth, a soldier, seeing him, 
says “Man! Despite the nutty getup, I sure wouldn't 
want to tangle with that guy!” And when Baldur tests 
the barrier and says “Methinks 'tis a mystic, enchanted 
force,” a soldier next to him can only reply “Somehow, 
the way he says it, I believe it!” Top it all off with 
a hint of the next issue's story coming at the end of 
this one (a hand breaking out of a cocoon deep in the 
fastness of the atomic research facility that everyone 
was fighting over) and you've got another late period 
Lee/Kirby success!
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The film Planet of the Apes was only released 
in 1968 but its final climactic scene quickly 
became iconic in an era when many felt things 
were falling apart and the center couldn’t hold. 
Over the years the scene has continued to be a 
useful shorthand for doom and even irony as it 
does in Nick Fury, Agent of SHIELD #11.

1969



Dr. Strange #180
“Eternity, Eternity!”; Roy Thomas (script); Gene Colan (pencils); 
Tom Palmer (inks)

Fans everywhere no doubt breathed a 
collective sigh of relief when penciler 
Gene Colan appeared back on the job 
for Dr. Strange #180 (May. 1969) 
after recovering from an attack of the 
“flu bug,” necessitating the use of 
a reprint in the previous issue. And 
though this issue's cover seemed to 
have been cobbled together from 
an old Steve Ditko illustration and 
photo reference of the New York 
skyline, inside it was peak Colan 
wonderment (abetted in no small part 
by inker Tom Palmer). It starts off 
with multiple full-page illos as the 
new superheroic-looking Dr. Strange 
is once again confronted by Eternity, 
the personification of the universe. 
But his form quickly shifts to that 
of Strange's old enemy, Nightmare, 
who is later revealed to have captured 
Eternity. But back at the start of the 
issue, readers discover that Strange 
has only been dreaming. After giving 
readers a glimpse of their hero's taste 
in bed clothes (hint: they're as far 
out as his regular costume!), scripter 
Roy Thomas proceeds with more of 
Strange's personal life as he picks 

up girlfriend Clea 
at her new digs. As 
the couple proceed 
to a Times Square 
celebration of the 
new year, Clea 
learns about dating, 
taxis, and snow 
and is introduced 
to gonzo journalist 
Tom Wolfe who's 
apparently an old 
friend of Strange's. 
Old enough for 

Thomas to slip up just a tad in 
having Strange greet him with the 
clunky use of a topical reference: 
“Haven't seen you since you were 
just a Kandy-Kolored Tangerine-
Flake Streamline Baby!” Hoo, boy! 
The phrase was actually the title of 
a collection of essays published in 
book form in 1965, but that hardly 
excused its awkward insertion here. 
Thomas included Wolfe and the 
reference as a tip of the hat to the 
author after making his acquaintance. 
On the other hand, what better place 
to feature a cameo of the author 
than in Dr. Strange, surely one of 
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Dr. Strange #180, page 2: The Dr. Strange feature proceeded 
merrily on its own distinctive path courtesy of scripter Roy 
Thomas, penciler Gene Colan, and inker Tom Palmer (who also 
colored) blithely ignoring average comic book reader sensibilities 
by dissolving panel borders and filling what was left with 
swirling, indistinct forms that perfectly captured the weird 
worlds of the now masked Dr. Strange. So much so that the strip 
frightened away many casual buyers and likely doomed the strip 
to early cancellation with #183.
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the trippiest-looking comics ever and one that was likely 
fully appreciated by the likes of Ken Kesey (whom Wolfe 
popularized in another book called The Electric Kool-
Aid Acid Test). Meanwhile, back in Dr. Strange #180, the 
pleasantries were interrupted by an invasion of dinosaurs 
and a horde of warriors plucked from every age. Rarely 
for Thomas on Dr. Strange, the writer stumbles with a 
ho-hum development (although to be sure, Colan and 
Palmer can make even the most uninspiring scenes a 
delight to look at) that readers have to put up with until 
the spectacular return of Nightmare and a challenge to 
Strange that the latter dare not refuse. Continued next ish, 
baby! Fun Fact: For some reason, this 
issue presents a pin-up of Dr. Strange 
apparently both penciled and inked by 
Gene the Dean himself. No particular 
reason is given on the letters' page 
for this return to a pin-up tradition 
that hadn't been seen in Marvel 
Comics since early in the years of 
consolidation.  

Dr. Strange #181
“If a World Should Die, Before I 
Wake...”; Roy Thomas (script); Gene 
Colan (pencils); Tom Palmer (inks)

Behind a stunning cover design by 
penciler Gene Colan, Dr. Strange 
#181 (July. 1969) picks up whpere 
the previous issue left off, namely 
with Strange accepting a challenge 
by Nightmare to face off with him 
on the villain's home turf. That scene is reenacted on a 
whopping New Year's Eve double-page spread by Colan 
incorporating scripter Roy Thomas' latest adaptation of a 
familiar phrase from literature, the movies, or elsewhere 
to use as a title; this time, a snatch from the familiar 
children's bedtime prayer “If I should die before I wake, 
I pray the Lord my soul to take.” What follows is Colan's 
imagination once more unleashed as nearly every page 
is laid out differently: some as montages, others as pages 
from a book, others overlapping panels all illustrating 
fairly mundane events as Strange takes girlfriend Clea 
home and gets ambushed by a pair of snowball throwers! 
As if all that's not enough, Colan then sets Strange loose 
on his magic mission with not one, not two, but three 
successive full-page illos, each more kaleidoscopic than 
the next! After that, more of the same, more overlapping, 
more full pagers as the images literally cascade to a 
finish where readers learn that the story is once again 
continued into the next ish. The Thomas/Colan/Palmer 
team were really humming at this point. It seemed they 
could do no wrong! On the other hand, was Colan's wild 
layouts interfering with the book's sales? Or was it that 
Dr. Strange himself just didn't have the mass appeal that 
other Marvel heroes did? In any case, the title was now 
on bi-monthly scheduling making for a looong wait for 

those fans who did appreciate it: a 
near perfect comic book produced by 
creators at the top of their game. 

Dr. Strange #182
“And Juggernaut Makes Three!”; 
Roy Thomas (script); Gene Colan 
(pencils); Tom Palmer (inks)

Having gone from monthly to bi-
monthly status and its end likely 
in sight, there didn't seem to be 
any lessening in the quality of the 
storytelling or artwork for the “master 
of black magic.” That was obvious 
in Dr. Strange #182 (Sept. 1969), 
wherein the creative team supreme 
of scripter Roy Thomas, penciler 
Gene Colan, and inker Tom Palmer 
continued to give the strip their all in 
another razzle dazzler of a story in 

the third and final chapter of the Nightmare series. Not 
only that, but Thomas even ups the ante by guest starring 
X-Men foe the Juggernaut as first a rival then an ally of 
Nightmare. Bringing the Juggernaut into the Strange-verse 
was a stroke of genius on the part of Thomas. As old time 
fans were sure to remember, the origin of the Juggernaut 
was a mystical one involving Cyttorak and the Crimson 
Cosmos. That connection proved to be natural as the once 
Cain Marko unleashes his own magical barrage and adds 
a new dimension to an already very cool character. And 
Colan and Palmer do their best to make readers believe it, 
introducing the personification of an unstoppable force in 
a full-page illo suitable for hanging in the Louvre! That 
followed an incredible double-page spread of Strange 
facing off with Nightmare who's symbolically juggling 
whole worlds in the palms of his hands. Those worlds 
represented Earth's past and future which the villain 
intended to combine unless Strange could stop him. You 
don't get much more cosmic than that, folks! And what 
in the world was Gene thinking with that second spread 
on pages 14-15 featuring a curving layout of panels that 
twisted across the two pages with a largely plain colored 
background? Whatever he was trying to do, it was par 
for the course for this book that the artist turned into 
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“Hey lamp post, whatcha knowin’?” Author and 
“gonzo journalist” Tom Wolfe made his mark 
with The Electric Kool-Aid Acid Test (1968), a 
novelization of the exploits of drug enthusiast 
Ken Kesey and his Merry Pranksters who 
traveled the country extolling the virtues of 
turning on, tuning in, and dropping out. Kesey 
was a fan of Dr. Strange, a factoid noted in 
Wolfe’s book. So what better place for Wolfe 
to guest star than in Marvel’s hippest, trippiest 
title of the same name?



a tour de force of visual pyrotechnics. Top all that off 
with a freed Eternity and his final gift to Dr. Strange 
by helping him preserve his secret ID back on Earth, 
changing his back story from Dr. Stephen Strange to that 
of Dr. Stephen Sanders. It was related to the reader very 
simply by Thomas: a letter is delivered at the beginning 
of the ish addressed to Dr. Strange and then when it's 
given to Strange at the end, the same letter then reads Dr. 
Sanders. Nice touch! This all made it harder to accept 
the fact that the very next issue would be the title's last. 
Clearly, Thomas, Colan, and Palmer were at the very 
tippety top of their game on this book and it was a crying 
shame that they couldn't find an audience for it. In a later 
age, companies including Marvel would have killed for 
the sales figures that the Strange title had when it was 
canceled. But then, unlike those in the dark age beyond 
the 1980s, comics in the 1960s still needed to appeal to 
a mass audience. Unfortunately, the Dr. Strange series 
wasn't one of them. Fun Fact: Writer Tom Wolfe, whom 
Thomas had featured back in Dr. Strange #180, drops a 
note in this issue's letters' page giving his permission to 
be so starred. But if anyone could make anything out of 
the disjointed missive with its references to the Purple 
Dimension and heart transplants, hats off to them! 

Sub-Mariner #13
“Death, Thou Shalt Die!”; Roy Thomas (script); 
Marie Severin (pencils); Joe Sinnott (inks)

The saga of the Serpent Crown comes to a shattering 
conclusion in Sub-Mariner #13 (May. 1969) as scripter 
Roy Thomas winds up all the loose ends, including the 
revelation that Lady Dorma wasn't killed by Lemurian 
ruler Naga, after all. It was actually the sister of Naga's 
sycophantic loyalist, Karthon. In a rage, Karthon turns 
on Naga and does the same to him. After that, the sea 
floor opens up and swallows both Naga and the crown. 
Thomas was aided and abetted by the strip's new 
regular penciler, Marie Severin who, as was becoming 
the pattern, manages to create a really attractive cover 
image as well as opening splash page before falling 
back on her usual clunky figure work and average layout 
scheme. She was inked by Joe Sinnott this time, who 
does help the finished product somewhat. But Thomas 
and Severin must have been doing something right as 
the strip was destined to outlast two other former split 
book solo series: Dr. Strange and SHIELD. On the other 
hand, Sub-Mariner would prove to be the weakest of 
the remaining four, limping along for a few more years 
before finally being canceled with issue #72.

Nick Fury, Agent of SHIELD #12
“Hell Hath No Fury!”; Steve Parkhouse (script); 
Barry Smith (pencils/inks)

SHIELD continued to soldier on following the final 
departure of long-time guiding light Jim Steranko...

but not for long. With only two more original issues 
remaining in the run (after that there'd be a few reprints 
of early Strange Tales material then cancellation), the 
series embarks on a complicated, continued story-
line involving Fury being framed and going on the run 
from both fellow SHIELD agents and a revived Hydra. 
Though the following issues are forgettable, Nick Fury, 
Agent of SHIELD #12 (May. 1969) at least is a fun issue 
as it manages to catch some of the reflected glory of 
the Streranko era (or even its Frank Springer immediate 
precursors). The reason for that is mainly the art by 
Marvel newcomer Barry Smith. Still in his early, Jack 
Kirby influenced period, Smith nevertheless stretches 
himself here far more than he did on his introductory 
X-Men work, grooving in the Steranko manner with 
inventive layouts and special FX. Although his effects 
are limited to what he could accomplish with his pencil 
and imagination, Smith still manages some cool visuals, 
including page 2, panel 4, and the very Steranko-ish 
page 11 with its time-lapse depicted in the top three 
panels and warped lens view of a distorted Fury on 
panel 6. But Smith is far from perfect with the forced 
perspective shot of a Hydra goon used on page 8 being 
a total flop. On the script is one Steve Parkhouse who'd 
later make his mark on the British comics scene but 
here does a serviceable job keeping a complicated plot 
moving forward. But no one was fooled. It was left to 
future Marvel writer Don McGregor, on this issue's 
letters' page, to give the obituary for the SHIELD book: 
“SHIELD has seemed recently, as the passing away of 
an old friend. One who gave telling moments in the span 
of your own life. Now gone. Gone forever.”
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After Jim Steranko, Barry Smith, or Barry 
Windsor Smith as he would later style himself, 
became one of the earliest newcomers to the 
ranks of Marvel artists. Starting out by 
emulating Jack Kirby, he quickly moved on first 
with his own take on layouts, then in the next 
decade, penciling itself with a new, exciting, 
style based on the pre-Raphaelite movement of 
the nineteenth century.



 Captain Marvel #13
“Traitors or Heroes?”; Gary Friedrich (script); 
Frank Springer (pencils); Vince Colletta (inks)

The winds of change continued to whirl around 
Captain Marvel. After Cap was given new powers and  
wisdom a few issues back, he was now given a new 
writer and a new artist in Captain Marvel #13 (May. 
1969). Likely taking over a thankless job, neophyte 
comics writer Gary Friedrich relieved Arnold Drake 
on scripting chores this ish with Frank Springer taking 
over on the art for fish out of water Dick Ayers. 
Friedrich was new to Marvel, having just arrived 
from Charleton. He was a friend of fellow writer Roy 
Thomas when they knew each other back in Missouri. 
Since then, Thomas moved on to DC and then Marvel 
while Friedrich worked as a journalist for a local paper. 
But when Thomas suggested he travel East and try his 
hand in a resurgent comics industry, he'd been laid off 
and was working in a factory manufacturing heating 
irons. Obviously, writing comics looked better than 
working on an assembly line, so Friedrich soon found 
himself at Marvel picking up the reins on Sgt. Fury 
and various westerns. It was around this period that 
he found himself assigned to the floundering Captain 
Marvel strip where Drake had begun to swing wild. 
He was joined by artist Frank Springer who began 
his career as an assistant to George Wunder on Terry 
and the Pirates before moving on, first to Dell then 
DC Comics, where he made little impression on fans. 
He shifted to Marvel in 1968 filling in on Nick Fury, 
Agent of SHIELD. There, he tried to ape artist Jim 
Steranko's inventive layouts before finding himself here 
on Captain Marvel. Unfortunately, he brought little of 
what he put into SHIELD and instead seemed to fall 
back on his unexciting DC work. In fact, his art here is 
barely better than Dick Ayer's was. Admittedly though, 
he did have his moments, such as the full page splash 
on page 11 showing Cap heading toward a Kree supply 
ship, but they were few and far between. Meanwhile, 
Friedrich's story isn't much to write home about either 
with Cap again fighting the Man-Slayer robot from the 
previous issue, Carol Danvers needing rescue again, 
and his attempt at vengeance on Col. Yon-Rogg less 
than satisfying. A cliffhanger ending leaves Cap about 
to be arrested for treason.

Amazing Spider-Man #72
“Rocked by...the Shocker!”; Stan Lee (script); 
John Buscema (layouts); John Romita (finishes); 
Jim Mooney (inks)

The credits for Amazing Spider-Man #72 (May. 
1969) didn't bode well for the title's immediate future. 
Oh, sure, Stan Lee was still doing the writing as the 
meandering plot involving the ancient tablet continued 
to move in unexpected ways (this time, old Spidey foe 
the Shocker returns to steal the tablet from Captain 

Stacey, in whose keeping Spider-Man left it in the 
previous issue; meanwhile, a hint is dropped of the 
impending reappearance of another old Spidey opponent, 
the Lizard), but it was in the art department that things 
began to get really sketchy. Bad enough that for the 
past few issues, John Romita had only been doing the 
layouts with Jim Mooney the finishes and inks (making 
for watered-down Romita at best), but with this issue a 
new element in the form of John Buscema was added. 
Worse still, Buscema was now doing the layouts for 
Romita and Mooney to finish. Now, Buscema was one 
of Marvel's top artists doing fantastic work on The 
Avengers and Silver Surfer but the artist himself later 
admitted that he didn't like doing superheroes—and 
Spider-Man, in particular. Add to that, that like Jack 
Kirby before him, no matter how good Buscema was on 
every other feature, with Spider-Man he just could never 
get the hang of it. What resulted was some of the most 
uninspired Buscema art he ever did for Marvel. That 
quality would really begin to tell when Buscema actually 
took over full pencils on the strip a few issues down 
the line. Here, though, Romita's presence at least makes 
Buscema's work palatable, that is, before Mooney's inks 
turn it into a soft blur. 

Marvel Superheroes #20
“This Man...This Demon!”
Larry Lieber/Roy Thomas (script); Larry Lieber/Frank; 
Giacoia (pencils); Vince Colletta (inks)

The final issue of the double-sized Marvel Superheroes 
title to feature original material was also a tag-team 
collaboration involving a number of bullpen stalwarts. 
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On January 20, 1969, Richard Nixon was 
inaugurated President of the United States 
for the first time. The new president would 
figure largely in the Marvel universe making 
numerous appearances in various titles over the 
years of his two terms.



On the surface, the Dr. Doom lead feature in Marvel 
Superheroes #20 (May. 1969) seemed to be a Larry 
Lieber production. After all, credits did list him as both 
contributing to the story as well as the pencils. It marked 
the first time in a number of years that the younger 
brother of editor Stan Lee made an appearance among 
Marvel's best-selling superhero titles since the glory 
days, when he scripted many of the 
earliest appearances of the company's 
characters and frequently drew the 
weird backup stories as well. Although 
he did return a couple of times to 
pencil the annual Spider-Man Specials, 
Lieber had been relegated mostly to 
the fading western titles where he 
often wrote and drew his own work 
and went by the bullpen sobriquet 
“Larrupin' Larry Lieber!” The credits 
list Lieber and Roy Thomas equally 
as writers, so it's not clear what 
each did in the creation of the story, 
although continuity bits suggest 
Thomas' hand in the plotting. In a 
story that foreshadows a later Doom-
starring vehicle of the twilight years 
called Super-Villain Team-Up, the 
good doctor is approached by Diablo 
with an offer to team up against their 
common foes, the Fantastic Four. As 
inducement, Diablo informs Doom 
that he's holding captive one of his 
childhood friends, a woman named 
Valeria. Not taking kindly to Diablo's 
blackmail, Doom turns the tables 
on him and rescues Valeria. The 
adventure ends on a sombre note as 
Valeria asks Doom to give up his 
villainous ambitions for her but, of 
course, he can't. Penciled by Lieber 
and inked nicely by Vince Colletta, the 
story ends on an effective note (and a 
nice full-page splash of a shadowed 
and diminutive Doom standing alone 
in his vast, empty castle) of sorrow and 
regret that adds heretofore unknown 
depth to the character of Doom. 
Throughout, (aided by fellow artist Frank Giacoia) Lieber 
makes a noble attempt to echo the art style of Jack Kirby 
with a result that's not unpleasing. Overall, this usually 
overlooked story was a rewarding one for any Marvel fan 
who managed to find a copy. Fun Fact: The next issue 
blurb hints at the introduction of a new character called 
Starhawk to the Marvel firmament. Alas! It was not to 
be as a last minute decision to turn the book into an all 
reprint format must have been made between this issue 
and the next. It would be some years before a character 
called Starhawk appeared in the Marvel universe but 
whether he was the same one that was intended for 
Marvel Superheroes #21 is anyone's guess.

Captain Marvel #14
“When a Galaxy Beckons...”; Gary Friedrich (script); 
Frank Springer (pencils); Vince Colletta (inks)

Scripter Gary Friedrich and penciler Frank Springer were 
again on the job for Captain Marvel #14 (June. 1969), this 
time with a measure of improvement. The issue's story 

involving Mar-Vell's return to the Kree 
home world opens up possibilities 
for interesting visuals, something that 
Springer was quick to take advantage 
of. In short, the story is divided into 
two parts, the first of which involves 
a plot by the Puppet Master to take 
over Iron Man and sic him on Captain 
Marvel. (It was all part of a multi-title 
crossover involving Sub-Mariner and 
the Avengers but no need to worry 
about that here.) Suffice it to say, Cap 
stops the mind controlled Iron Man by 
unintentionally inducing a heart attack 
after socking him in the chest! (Don't 
worry, IM recovers while on the way 
to the hospital.) In the meantime, Cap 
escapes the authorities by using the 
teleportational powers granted him by 
the mysterious, godlike Zo to transport 
himself into space. (Apparently there's 
no limit to this acquired power.) On a 
lonely asteroid, he agonizes over the 
seemingly empty future that awaits him 
when he's contacted by an irate Zo. The 
being reminds him of their deal: Zo 
would give him new super powers to 
get revenge on Col. Yon-Rogg in return 
for being his slave for the rest of his 
life. The issue ends with Zo ordering 
him to the Kree home world with 
details of his mission to follow. One 
thing was for sure: no one could accuse 
Friedrich of creeping things along at a 
snail’s pace! And what about Springer? 
All of a sudden, bolstered by the inks 
of Vince Colletta, he seemed to catch 
fire this issue with full-page, panoramic 
shots that attempt to capture the cosmic 

scope of Friedrich's story. While the fight with Iron Man 
is rather ho-hum, ironically, its final panel, a virtual full 
page, borderless illo on page 14 showing the tiny figure 
of Iron Man slumped against a pile of smoking wreckage, 
isn't bad; page 17 is divided into four big quarter-page 
panels but sort of in the shape of a square pizza; page 18 is 
another splash with the small figure of Cap standing in the 
bottom right corner with the rest of the space given over to 
a few paragraphs apparently being shouted by Zo against a 
background of multi colored beams of light; finally pages 
19 and 20 is a double-page splash with page 19 hosting a 
full figure of Cap with the rest depicting a panoramic shot 
of the solar system. Whew!
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Mighty Thor #165
“Him!”; Stan Lee (script); Jack Kirby (pencils); 
Vince Colletta (inks)

Artist Jack Kirby still had over a year left as penciler 
and chief plotter on Thor and, though his enthusiasm 
for the feature soon began to slip and stories tended to 
single issue tales, there was no immediate diminution 
in the quality of his art. In fact, their final appearance 
in the pages of Thor as published may have had to 
do with inker Vince Colletta cutting corners. That 
said, as of Mighty Thor #165 (June. 1969), Kirby 
could still muster enough verve in his pencils so 
as to make the strip a fitting echo to the preceding 
grandiose years. Not only that, but his interest in the 
book didn't seem to have flagged with much going 
on here. Continued from events in the previous issue, 
Thor, Sif, and Balder return to the atomic research 
center to find out why Pluto had been so interested in 
it. There, they find Him, the man-like thing created 
in the Beehive (seen in FF #66-67). Upon waking, 
Him decides his loneliness could be assuaged by 
female companionship and that Sif could fill the bill. 
Naturally, Thor objects and a tussle ensues with Him 
making a break with Sif. Thor and Balder follow, 
using the power of Thor's hammer and there's a 
second confrontation but (due to the culmination of 
an ongoing sub-plot) they're prevented from stopping 
Him and Sif from disappearing again. It was a fast-
moving story with plenty of patented Kirby 
Kosmicism laced by scripter Stan Lee's 
appropriately high blown dialogue. 
Adding to the action were extras 
such as the Norn Queen's plot to 
make Balder fall in love with 
her. (It was part of that plot that 
interfered in Thor's second fight 
with Him; in turning to help Balder 
from being snatched by Haag, 
Karnilla's seeress, Thor allowed 
Him to escape.) Meanwhile, back in 
Asgard, Odin conducts a search for 
the origins of Galactus. In an interlude, 
Him reminisces on his origin and 
how his cocoon came to rest in the 
research center, a reminiscence that 
Kirby takes advantage of to present 
what came to be his forte ever since 
the grandiose years, namely scenes of 
cosmic space opera captured in big 
quarter and half-page sized panels. 
The first panel on page 11 depicts the Watcher 
riding along in some kind of Kirby space contraption 
that just looks awesome and is worth the price of 
admission by itself. Clearly, at this point, the King 
had lost none of his power to amaze readers. Fun 
Fact: Look closely at the soldiers marching in review 
on page 2, panel 1! Their shoulder patches bear the 
emblem of the international peace symbol that had 

become ubiquitous during the 1960s. Originally 
designed by Gerald Holtom for the British nuclear 
disarmament movement in the 1950s, it was later 
adopted in the United States as an anti-war symbol 
before becoming a symbol for world peace in general. 
Was using it Thor #165 a Kirby touch or what?

Captain America #114
“The Man Behind the Mask!”; Stan Lee (script); 
John Romita (pencils); Sal Buscema (inks)

John Romita to the rescue! Just as he did for 
Daredevil when he took over from Wally Wood, 
and then for Spidey when he did the same for Steve 
Ditko, and as he would eventually do for Jack Kirby 
on the Fantastic Four, Romita stepped in for Captain 
America #114 (June. 1969) for Jim Steranko. Well, 
actually, it was unlikely that Steranko had plans to 
continue on the book beyond his three-part opus 
covering issues 110, 111, and 113, but still, following 
up those incredible issues wasn't going to be easy. 
Nevertheless, Romita had managed similar services 
before so that by now, editor Stan Lee had confidence 
that not only could the artist successfully take over 
from Steranko, but that fans would accept the change. 
And, why shouldn't they have? Obviously giving 
this first shot at the feature his full attention (to the 
detriment of his regular berth on Spider-Man), Romita 

lays out the story in big half and quarter-page 
panels for the action scenes culminating in 

a full-page splash depicting the return 
of the Red Skull. His pencils were so 

tight that his style is clearly evident 
even from under the inks of Sal 
Buscema. He was helped by a 
solid script from Lee who, after 
ten issues with art by the pulse-
pounding Jack Kirby and then the 
pop psychodelic/faux forties style of 

Jim Steranko, was ready to dive back 
into intensive character development 

concentrating on Cap's identity issues. 
For that, he reached way back to the final 

installments of the Cap stories from 
Tales of Suspense where his identity 
of Steve Rogers had been revealed to 
the world. That revelation exposed 
Cap and those he loved to constant 
danger from his foes. But since then, 
our hero has managed to convince 

the world that Steve Rogers is dead, leaving the slate 
clean for him to create a new ID for himself. But his 
early optimism quickly turns to morose introspection 
as he realizes that his life is actually empty and 
meaningless outside his identity as Captain America. 
That fact is more forcefully brought home to him 
when, expressing his fears for her safety, girlfriend 
Sharon Carter refuses his requests that she resign as 
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an agent of SHIELD. Her decision leaves the future of 
their relationship in doubt. “Is this the way it must be, 
for the rest of my life? Must I live out the rest of my 
days as a human symbol, as an emotionless masked 
fighting machine?” It was a strong start to a new era, 
but could it be maintained? Stay tuned!

Silver Surfer #6
“Worlds Without End!”; Stan Lee (script); 
John Buscema (pencils); Sal Buscema (inks)

As the double-sized format was nearing its end, 
scripter Stan Lee's stories for Silver Surfer continued 
to be as expansive as ever, acting as modern fables 
that ended either as a kind of morality play or with 
our hero questioning the nature of reality or the way 
things are. In the case of Silver Surfer #6 (June. 1969), 
it was the latter. After spending 39 pages streaking 
into the future and battling a someday Genghis Kahn, 
the Surfer returns to the present wondering if his 
adventure had all been a dream, after all. It might as 
well have been if the question were left to fans who 
spent the next several issues' worth of letters' pages 
arguing over assumptions made in Lee's plot, which 
involved the Surfer traveling to the future in order 
to bypass the barrier that prevents him from leaving 
Earth. He succeeds, only to arrive at his home planet 
of Zenn-La to find it laid waste. Later, he discovers 
that the entire universe has been conquered by the 
Warlord who claims to have killed every human 
being in it! Questions raised in the story but never 
addressed included: how could the Surfer expect 
to find his beloved Shalla-Bal alive eons into the 
future? How could she even be portrayed as alive in 
the present when, as the 
Surfer, Norrin-Rad had 
been serving Galactus 
for eons? How could the 
Warlord kill every human 
in an infinite universe? 
And where were Earth's 
other superheroes to stop 
him? In a way, readers 
missed the point of the 
Surfer tales that worked 
best as allegory than as 
literal tales of a superhero 
contemporaneous with 
the likes of Spider-Man 
and the Human Torch. 

(Even though the Surfer would end up meeting those 
two in future issues.) That said, readers shouldn't have 
had any complaints about the art for this ish! Penciler 
John Buscema, at the very height of his powers, turned 
in another exemplary job. And though readers had 
been happy when Joe Sinnott was doing the inking 
on the first three issues, they could only be giddy 
with delight at the results John's younger brother Sal 
had managed this issue! Utilizing mostly a delicate 
line and eschewing blacks except for outer space 
backgrounds, the Buscemas end up with visuals perfect 
for the depiction of this SF-based fairy tale of the far 
future. Buscema had asked Lee to assign Sal to the 
finishes after registering dissatisfaction with the way 
Sinnott's inking was coming off. He believed Sinnott's 
style was too assertive and tended to bury his own. 
Lee wasn't necessarily sure about that, but acquiesced 
and the rest was history! Meanwhile, the Tales of the 
Watcher feature continued to fill out the rest of the 
pages in the back of the book but by now, Gene Colan 
had moved on and was replaced on the penciling this 
issue by Syd Shores (inked surprisingly, by newcomer 
Frank Brunner, freshly recruited from fandom). Shores 
continued the feature in the style established by Colan 
that included wide open layouts in big, half and 
quarter-page panels. Lee's script is sparse, much like 
it was when these short stories were first presented in 
Marvel's pre-hero Atlas days. Together, sparse scripting 
and big panels, worked to zip the tale right along.

Amazing Spider-Man #73
“The Web Closes!”; Stan Lee (script); John Buscema 
(layouts); John Romita (finishes) Jim Mooney (inks)

Truth to tell, there isn't much of John Romita in 
Amazing Spider-Man #73 (June. 1969). The credits list 
Romita as “coordinated by,” whatever that means. But 
since John Buscema's name comes first as “innovated 
by” and judging from the style of the art throughout the 
issue, it can be safely assumed that Buscema actually 
penciled this one with some touch ups (maybe on the 
characters' faces) by Romita and all the rest finished up 
by inker Jim Mooney, whose own style continued to 
muddy the artistic waters resulting in a largely boring 
visual presentation. And that's too bad, because scripter 
Stan Lee's continuing story involving the ancient tablet 
begins to really heat up with some new and interesting 
elements, not least of them being the introduction of 
Man Mountain Marko, an Ox wannabe that Lee still 
manages to define with his own distinctive personality 
of a merciless (if not overly bright) organized crime 
hit man. Made distinctive in full-length Johnny Cash 
style black leather, he's able to give Spidey a hard time 
before getting hold of the ancient tablet for his boss, 
Maggia leader Silvermane. In between, we meet Ceasar 
Cicero (“big-time mouthpiece for the Maggia” and nod 
toward Edward G. Robinson) who's angling to take 
over from the aged Silvermane and drop in on Robbie 
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and Randy Robertson as Robbie fills in a confused 
Randy on the need for education and being able to 
recognize who the real enemy is: “bigotry, injustice, 
and want.” Finally, the issue ends with the recruitment 
of Curt Connors by Silvermane to help decipher the 
writings on the ancient tablet. And with Connors 
around, can the Lizard be far behind?

Nick Fury, Agent of 
SHIELD #13
“The Super-Patriot!”; Gary Friedrich 
(script); Herb Trimpe (pencils); 
Sam Grainger (inks)

Even with artist Frank Springer’s 
limitations, it was definitely a step 
down, maybe a few steps down, when 
Herb Trimpe was called in to take 
over on the art chores for Nick Fury, 
Agent of SHIELD #13 (July. 1969). 
Although he’d become a Marvel 
mainstay over the next decade, most 
especially with his long run on The 
Incredible Hulk, Trimpe’s blunt, no-
frills style left nothing to be desired 
by connoisseurs of comic art. His 
bland, unimaginative work was on 
full display here where his most 
ambitious scene was a double-page 
spread of a “sea battle” on the East 
River delivered in by-the-numbers, 
set piece fashion. Meanwhile, we find 
the SHIELD ramrod on the run as 
he encounters the costumed Super-
Patriot of the story’s title. Ironically, 
scripter Gary Friedrich has the villain 
spout vitriol accusing unelected forces within the US 
government of conspiring to rob Americans of their 
freedoms, rhetoric that would have been alarming in 
1969, but now seems prescient in its anticipation of what 
has since been labeled “the deep state” and its alleged 
efforts to undermine presidents and the will of voters! 
Be that as it may, the effort to stop the Super-Patriot 
from blowing up the United Nations is foiled (hoisted on 
his own petard so to speak!) even as Fury discovers that 
beneath his mask, the villain was...himself!  

Amazing Spider-Man #74
“If This Be Bedlam!”; Stan Lee (script); John Romita 
(layouts); Jim Mooney (finishes/inks)

With some relief, fans opened Amazing Spider-Man 
#74 (July. 1969) to find that artist John Romita was 
back in the penciler's chair for what would prove to be 
the penultimate issue of the ancient tablet story-line. 
The only problem was that though John Buscema was 
gone, Romita was still only laying out the pencils and 

leaving Jim Mooney, he of the cartoony faces and fuzzy 
inking, to finish the art and then ink it. The difference 
between these results and pure Romita was readily 
seen when readers compared the interior pages with 
the art on this issue's wonderful symbolic cover: with 
its sharper images and overall more dynamic style, it 
was pure, undistilled Romita. If only this and the next 

issue could have been done with full 
pencils and inks by Jazzy Johnny! It 
was all the more to be regretted as 
Stan Lee's story builds to its climax 
in the next issue. Here, readers finally 
discover the secret of the tablet (and 
one wonders if even Lee knew what 
it would be when he first began 
the meandering plot half a dozen 
issues back), one that Maggia boss 
Silvermane already suspected: that 
it was a formula for eternal youth. 
That was the reason why he had a 
chemist like Curt Connors kidnapped 
to work on deciphering the tablet. 
Well, Connors succeeds and, cooking 
up the formula, gives it to Silvermane 
who promptly drinks down the potion. 
Our tale ends in cliff hanger fashion 
complete with full-page splash of an 
aged Silvermane now transformed 
into the prime of his life. The ancient 
tablet story-line was indeed winding 
up with a surprising and unexpected 
finish, setting up another classic 
Spidey villain in the mold of the 
Kingpin...or was it? Readers had to 
stay tuned for 30 days to find out! 

Amazing Spider-Man #75
“Death Without Warning!”; Stan Lee (script); 
John Romita (layouts); Jim Mooney (finishes/inks)

It's action all the way in Amazing Spider-Man #75 (Aug. 
1969) as scripter Stan Lee and layout artist John Romita 
conclude their epic plot involving the mysterious ancient 
tablet. But a tablet that's not so mysterious anymore 
as readers finally learn that the markings on the stone 
are actually a formula for eternal youth...or so they and 
Maggia boss Silvermane, were led to believe! Actually, 
it's a de-aging formula. Big difference. As Silvermane 
and Spider-Man soon learn when the bossman becomes 
younger and younger, ultimately to disappear into 
pre-conception nothingness! Penciler John Romita 
provides a sombre cover image that suggests the ending 
of the story without giving anything away while on 
the insides, the artist's work is once again finished off 
by the inadequate Jim Mooney. Add to that a failure 
in Marvel's coloring department that made everything 
appear to be gray, brown, or green and you have a recipe 
for unappealing visuals. It was something that wasn't 
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escaping the notice of some long time fans including 
Steve Games, whose letter in this issue's letters' page 
states up front that “a certain something is missing from 
the web-slinger's mag.” He sensed a diminution in story 
quality and characterization as well as in the art. All 
true. Too bad too, as the climax to the tablet plot turned 
out to be an interesting one. Not so interesting however, 
is the lay up for Spidey's next adventure: the return of 
the Lizard. Ho-hum. 

Captain America #115
“Now Begins the Nightmare!”; Stan Lee (script); 
John Buscema (pencils); Sal Buscema (inks)

No sooner had fans settled in with the dramatic change 
in artists the issue before, from 
Jim Steranko to John Romita, than 
they were asked to accept another. 
Turns out that Romita's takeover 
in issue #114 was only temporary 
(he'd be back in a couple years for 
a longer stay with #138) until John 
Buscema could move in for Captain 
America #115 (July. 1969). More 
used to handling Cap by way of 
all those great past issues of the 
Avengers, Buscema delivers a more 
naturalistically forceful sentinel of 
liberty than did Romita, whose more 
elegant lines never could quite match 
the bludgeoning figure work of his 
predecessors. (Even though he'd had 
prior experience years before when 
Lee first tried to revive the character 
in the 1950s). Unfortunately, denied 
the services of inker Tom Palmer 
who'd worked his magic over 
Buscema on Avengers or Frank 
Giacoia on Sub-Mariner, the artist 
here appears somewhat washed out 
and his figures light weight. The lack 
of detail and often empty backgrounds 
suggest this was more of a rush job 
than a lack of support from inker 
Sal Buscema. Be that as it may, the 
elder Buscema packs this issue with plenty of action 
and movement as Stan Lee's story moves events at the 
whimsy of a returned Red Skull, now empowered by 
his re-possession of the Cosmic Cube. It seems that the 
Cube had been rediscovered by a lowly fisherman after 
the Skull lost it following his epic battle with Cap circa 
Tales of Suspense #80. Tracking him down, the Skull 
steals it back and becomes all-powerful. Now, of course, 
he wants his revenge on Cap, a revenge that will be 
stretched over a good five issues as the unreconstructed 
Nazi toys with his intended victim before dispatching 
him. Although the long, serialized story format was first 
exploited by Lee with artist Jack Kirby in earlier issues 

of the Fantastic Four and Thor, it had now become a 
regular thing at Marvel, a tool that one suspects, was 
used to stretch out stories, making them easier to write 
rather than coming up with new ones every issue. Such 
appears to be the case here as Lee stretches his yarn out 
beyond its natural borders. Sure, he'd take a break in one 
issue to introduce the Falcon, but the background of the 
struggle with the Red Skull made that event appear to 
be a mere afterthought. To spice things up a little, Lee 
manages to throw in some soap opera in the form of 
Rick Jones needling Sharon Carter about showing some 
love for the absent Cap, (she's too busy at the moment) 
then scooting over to Avengers mansion to find out if 
they know anything about his whereabouts. (Little does 
he know that within a couple of issues, Cap will have 
picked up a new partner in the form of the Falcon and 

Rick's services as the new Bucky 
would no longer be required.) And 
don't blink or you'll miss the brief 
return of the fabled Teen Brigade, 
those youthful descendants of 
Kirby's old kid gangs such as Boy 
Commandos and Newsboy Legion 
assembled by Rick himself in those 
halcyon days before he became 
involved with the Hulk!

Mighty Thor #166
“A God Berserk!”; Stan Lee (script); 
Jack Kirby (pencils); Vince Colletta; 
(inks)

The action continues beneath another 
classic Kirby cover that features two 
battling, bludgeoning combatants 
drawn in cataclysmic titanitude! 
Mighty Thor #166 (July. 1969) 
picks up where the previous issue 
left off, with Thor vowing to follow 
the vanished Him to rescue the fair 
Sif from his clutches. But this time, 
it's personal and that makes all the 
difference as events soon to follow 
will launch the feature into yet another 
extended story arc over a number of 

issues. And that only follows upon other arcs that have 
already been leading one into the other for some time. 
The story here, far from being just another hero rescues 
girl story, is that the hero is going after the bad guy for 
his own gratification and not just because it's the right 
thing to do. Driven over the edge with anger (illustrated 
by Kirby in a series of power-packed panels showing the 
God of Thunder destroying the landscape around him), 
Thor goes berserk, a warrior madness forbidden by Odin 
and something Balder tries to warn his friend about, but 
to no avail. They track Him down and when the time 
comes, Thor shows no mercy. But unbeknownst to him, 
the battle is being observed by Odin, who punishes his 

196   Marvel Comics in the Late 1960s

At least Rick Jones’ Teen 
Brigade was grounded in 
more reality than Jack 
Kirby and Joe Simon’s 
previous kid gangs such 
as the Newsboy Legion or 
Boy Commandos.



son by sending him into what appears to be permanent 
exile: to seek out the origins of Galactus. Meanwhile, 
Karnilla still seeks to seduce Balder by hook or crook. 
And a reader had to wonder why Balder needed to be 
compelled at all, after checking out the full-page illo 
Kirby provides showing the Norn Queen in all her sultry 
glory! And speaking of full page illos, Kirby provides a 
number of them this ish (including the shot of Karnilla, 
Thor and Him body slamming each other, a close up of 
big daddy Odin, and the massive spaceship Thor is to 
take in search of Galactus) and making it all the more 
impressive that he could squeeze so much story and 
action into a mere 20 pages. And lest anyone complains 
about Vince Colletta's inks, no matter his shortcomings, 
no one else could make these pages look as good 
or as powerful as they are. The end may have been 
approaching when Kirby and Marvel would go their 
separate ways, but not so anyone could tell by this ish!

Fantastic Four #88
“A House There Was!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Although Kirby's last hurrah as a creative force on the 
FF (not to mention the rest of Marvel) was the multi-
part Latveria captivity story-line concluded in the 
previous issue, the two-part tale presented here and in 
issue #89 (the pay off to a running sub-plot from earlier 
issues) may serve as the penciler's last half-decent effort 
on the title. Artwise, it still carried a punch strongly 
aided by Joe Sinnott's inks. And though underlying 
details of the story lack credibility (any of the realities 
of buying and selling a home such as banks, real estate 
agents, insurance companies, appraisers, deeds, prior 
owners, etc., are completely absent), it does retain the 
feel of a single issue story that might have appeared 
in early issues of the title. Up front, helping to sell 
Fantastic Four #88 (July. 1969) is a simple but cool 
symbolic Kirby cover showing the FF in the coils of 
the issue's main menace: a house? That's what readers 
were expected to swallow as Sue Richard's ongoing hunt 
for a place in the suburbs to raise her new baby leads 
her to a strange, futuristic-looking domicile that a real 
estate agent says she could have for a song. The rest of 
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the FF are introduced to the house in not one, but two 
consecutive full-page panels, reverse angles actually, 
with the first showing the FF from the structure's POV 
and the second the house from the team's perspective. 
Quite clever on Kirby's part. The artist mostly confines 
his work to big, quarter-page panels to tell the story 
which, among other things, involves team members' 
concerns about their eyesight. Moving day arrives and 
so do a number of other unforeseen problems with the 
house—including its defense devices that are triggered 
after Reed Richards tries to hang some pictures on the 
wall! Finally, taking their places at the table for their 
first meal in their new home, the entire team is suddenly 
struck blind and the Mole Man introduces himself as 
the real builder of the house which is not a house at all 
but a machine he intends to use to conquer the surface 
world! A fun, fast-paced story with the usual effortless 
dialoguing by Stan Lee, it was an entertaining yarn but 
nothing of the quality that fans had grown to expect 
from Lee and Kirby. It was a sign of things to come as 
the greatest creative team in comics history began to 
separate and grow apart. In a year, it would all be over, 
leaving a stunned fandom to wonder: what happened?

Fantastic Four #89
“The Madness of the Mole Man!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

At one time, probably one of the easiest issues to find 
in back issue bins, Fantastic Four #89 (Aug. 1969) 
picks up more or less where it left off the previous 
issue. More or less because while it's true that the FF 
are still menaced by the Mole Man after suddenly being 
struck blind by a machine he built for the purpose 
(one that they mistook for an ordinary albeit extremely 
modernistic house), penciler Jack Kirby opts for an 
unexpected opening to the tale. Instead of jumping right 
into the action, he begins on the opening splash page 
with a view outside the house before moving in closer 
on page 2. There, each of the next four panels leads 
the reader deeper and deeper into the recesses of the 
building until a full-page splash on page 3 bursts onto 
the viewer's sensibilities, showing the FF in desperate 
battle with the Mole Man. For his part, scripter Stan Lee 
adds drama to the unfolding scene with some opening 
text: “At the edge of a shadowy woodland it stands, 
emitting strange and sinister rays like some monstrous, 
glowing toad. This is the mysterious dwelling which 
Reed Richards had chosen for his home, and this is the 
start of a battle like none which you have ever seen 
before!” Lee's text accompanying the four introductory 
panels on page 2 are equally effective at building mood 
and suspense as Kirby's camera moves down twisting 
corridors, past ruined furniture, and into the ongoing 
battle. That goes on for a few more pages before the 
first interlude, a gathering sub-plot to be fully revealed 
in the next issue, and introduced here with a full-page 
Kirby collage! Kirby had begun experimenting with 

collage and using actual photographs as background for 
his pencils early in the FF run but had used them less 
frequently in recent years. This one works wonderfully 
as a group of spaceships emerge from some kind of 
cosmic dust cloud drifting behind the Moon on their 
approach to Earth. Who are the occupants? What 
are they up to? Well, according to the Skrull slaver 
(captured by Kirby in a rather pointless full-page 
portrait), he's out looking to capture a gladiator for the 
games, whatever they are. Wonder who he has in mind?  
But there was no time for speculation because the scene 
shifts back to the FF's struggle with the Mole Man and 
as luck would have it, the good guys regain their sight 
and defeat the madman. But their victory is a pyrrhic 
one as in defeat, the Mole Man is once again the same 
pitiful creature he was when they first fought him years 
before. “He's just lying there, weeping,” observes the 
Torch. “Nobody understands! Nobody ever cares,” 
whimpers the Mole Man. But instead of sympathy, the 
Torch reprimands the villain for his self-pity. “So you 
had a gripe. Did it ever occur to you that everyone's 
got a gripe? Nobody exiled you to subterranea! You 
went there on your own, 'cause you couldn't face up 
to your problems. You took what you thought was the 
easy way out. Well, I've got news for you, mister. Ben 
Grimm had a problem, a lot bigger than yours. But he 
faced it like a man! ...But you live on hate, on blaming 
others for whatever's bugging you. If pity's your bag, 
you won't find it here.” It may have been the twilight of 
the Lee and Kirby partnership and the stories from this 
point on became slighter as the months counted down to 
Kirby's eventual departure, but Lee still had the ability 
to infuse nobility into otherwise static characters, could 
still put words in their mouths that had the power to 
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The Haunting (1963), directed by Robert Wise 
and adapted from a novel by Shirley Jackson 
might have been the inspiration for the plot 
in Fantastic Four #88-89 as a small group of 
characters stay in a strange house from which 
strange, frightening events arise.



move readers and even inspire them. Backed by Kirby's 
dramatic imagery (Johnny Storm's posture and the look 
on his face in the sequence quoted above) underlined 
and no doubt inspired Lee's choice of dialogue, but there 
was no doubt that Marvel in these years still had the 
mojo to rise above mere action and give readers more, 
a lot more, for their fifteen cents. And as if the scene 
with Johnny and the Mole Man weren't coda enough, 
Lee and Kirby followed it up immediately with an 
equally moving scene of the Thing using his power to 
revive a stricken Reed Richards: “Ya might as well start 
breathin', hear? 'Cause I ain't gonna stop. I'll never stop. 
No matter how long it takes. Till yer your own long-
winded, stuffed-shirt, egg-headed, nutty ol' self again. So 
come on, Stretcho, do it fer Sue, and the kid, and all of 
us!” It was stuff like this that reassured fans that Marvel 
still packed the goods. It was only too bad that a key 
element in the delivery of those goods would soon be 
removed from the equation.  

Captain Marvel #15
“That Zo Might Live...A Galaxy Must Die!”; 
Gary Friedrich (script/breakdowns); Tom Sutton 
(pencils); Dan Adkins (inks)

The first thing observant fans will have noticed about 
Captain Marvel #15 (Aug. 1969) was that Frank 
Springer, who'd delivered a somewhat hopeful art job 
the previous issue, was gone. And so was inker Vince 
Colletta, who'd provided a measure of continuity over 
the last several issues while helping to prop up the 
pencils of unexciting artists. So readers at the time might 
have had good reason to be trepidatious when they 
opened this issue. Not to worry...maybe! With writer 
Gary Friedrich being given credit for “breakdowns” 
as well as script, it's to him readers had to look for the 
phantasmagoric pages that dominated this tale of Cap 
being sent to the Kree home world by the godlike Zo to 
put an end to a religious cult there that worships the god 
Tam-Bor. Seems that in the process of their liturgical 
goings on, a magnetic force is unleashed that threatens 
the entire universe...including Zo! But that's kid stuff 
compared to the layouts utilized for this issue! The art 
was done by Tom Sutton, another relatively new hire by 
Marvel. At bottom, Sutton was awkward in his art style 
but showed promise having worked some in advertising 
before breaking into comics at Warren Publications. 
He landed at Marvel in 1967 doing westerns before 
cracking into superheroes sorta by way of Not Brand 
Echh. But you couldn't get any more backdoor than 
the Captain Marvel strip, and that's where Sutton had 
eventually clawed his way to by the time this issue was 
published. More attuned to wild and crazy layouts than 
predecessors Dick Ayers and Frank Springer, and likely 
following Friedrich's breakdowns, Sutton provided crude 
but serviceable illos for the psychedelic goings on. That 
said, he provides readers here with a delirious ride as 
Zo plunges Mar-Vell into a vortex of visions that sum 

up the history of Earth, his own back story, and heaven 
and hell before filling him in on why he wants him to 
destroy Kree-Lar, his own home world. Overall, it was 
an intriguing issue anticipating cosmically aware heroes 
that became a staple of comics later in the twilight years. 
The trend, however, had its crude beginnings here, in 
Captain Marvel #15. 

Daredevil #55
“Cry Coward!”; Roy Thomas (script); Gene Colan 
(pencils); Syd Shores (inks)

Wow! What a difference a switch in inkers makes! 
Although George Klein was adequate over Gene Colan's 
pencils, Syd Shores' would prove to be the best short 
of Tom Palmer's later in the run. Maybe just as good! 
Not convinced? Then just take a gander at this issue's 
opening splash page of a hat and coated DD making his 
way along a wind swept sidewalk. Just the judicious use 
of shading and cross hatching here turns an ordinary-
looking image into something eye-catching with the DD 
figure looking almost 3-D. And there's more to come, 
plenty more, as each succeeding page in Daredevil #55 
(Aug. 1969) becomes pure eye candy. Pages 2 and 3 
are both full pagers that Shores' inks fill out wherever 
necessary. And when there's some empty space, there's 
reason for it, as in the shot of DD escaping from an 
exploding plane. Colan's interest in film is on display in 
a quartet of panels on page 9 as DD walks dejectedly 
along an alley, stepping into puddles. Here, the lens 
of the “camera” zooms in closer with each panel until 
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Tom Sutton’s output for Marvel comics was 
limited but his outre style, though crude at 
times, was somehow appealing. Not so much 
with super-heroes mind you, but for work done 
in the early 1970s after the Comics Code was 
reformed allowing Marvel to expand into the 
horror genre. There, Sutton penciled or inked 
strips like Werewolf by Night and Marvel’s  
horror titles, for which he was well suited.



finally focusing on a single puddle. But Shores' inks on this final panel as 
the ripples smooth out to reveal the image of Mr. Fear reflected in the water 
is just amazing. Colan's sense of the dramatic is revealed on the very next 
page as the POV shifts from a dim figure in a puddle to the real thing on 
the very next page. There, the reader's senses are slammed by a full page 
shot of Mr. Fear in all his arcane glory. Shores is unafraid to ladle on the 
inks creating a darksome figure lined against a storm tossed sky. Man, fans 

at the time must have thought they 
were living right! And the story isn't 
bad, either, as scripter Roy Thomas 
has DD re-confront Mr. Fear after 
doing a little research. Seems Zoltan 
Drago (the Mr. Fear of DD #5) had a 
fear of heights and the Mr. Fear that 
just defeated him flew around way 
up high on a flying disc. Ergo, this 
new Fear was not the same as the 
old Fear. Unmasked, he proved to 
be none other than Starr Saxon who 
then conveniently falls from the disc 
to his death. (Well, maybe. We never 
saw him hit, did we?) In remarks on 
this issue's letters page, Thomas gets 
a bit ahead of himself by predicting 
issue #56 a classic, but if Shores 
was still on the inks, it was likely a 
safe bet!

Captain America #116
“Far Worse Than Death!”; Stan Lee 
(script); Gene Colan (pencils); 
Joe Sinnott (inks)

Captain America finally found its 
regular penciler in the unlikely 
form of Gene Colan. Sure, Colan 
had established his bona fides with 
super-heroes with his stellar work 
on Daredevil but it was not to be 
forgotten that he also managed to 
make his mark on such bludgeoning 

characters as Iron 
Man. so his taking 
over an action strip 
like Captain America 
did not require too 
great a stretch of 
the imagination. 
But though he did 
good work on the 
book, something 
about his style just 
never seemed to 
gel with a character 
that perhaps was 

still too closely associated with the 
more outsized, in-your-face style 
of Jack Kirby rather than the more 
elegant lines of a John Romita. Thus, 
his long stint on the title would 
rarely if ever translate among fans 
into instant association as it did for 
Daredevil, Iron Man, Dracula, or 
even Howard the Duck. Still, there's 
no doubt that Colan hit the ground 

Daredevil #55, page 9: Penciler Gene Colan (aided by inker Syd 
Shores) shows his cinematic inclinations with the layout of this 
page wherein his panels act as the eye of the camera zooming in 
behind and below Daredevil who moves off stage, and then on a 
close up of the puddle he just stepped in revealing a reflection 
and potential threat of Mr. Fear. Masterful!
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running for Captain America #116 (Aug.. 1969), which 
just so happened to guest star the Avengers, a colorful 
team of heroes that Colan had just filled in for on a few 
wildly successful issues of their own mag. Here, he 
pulls out the stops beginning with a busy, colorful cover 
showing Cap going crazy, and well he should, what 
with the Red Skull still toying with him aided by the 
power of the Cosmic Cube! In a situation that would 
drive anyone out of their minds with despair, scripter 
Stan Lee has the Skull switching bodies with our hero 
and even stealing his girl! But instead of spending 
more time with the beautiful Sharon Carter, the Skull 
slips away to work a frame on Cap, now in the Skull's 
body. Soon, Cap is on the run from the police and Lee 
gives Colan an opportunity to draw a car chase scene 
(one of the artist's favorite things to illustrate) that ends 
at Avengers mansion. Meanwhile, Rick Jones in Bucky 
costume finds the Skull whom he thinks is Captain 
America and gets the brush off: “Since when do I need 
the help of a teenage brat?” says the Skull. “Get out of 
here! If I need you, I'll send for you. And don't hold 
your breath waiting!” A shocked Rick walks away, his 
partnership with Cap over and a new one soon to begin 
with another captain named Mar-Vell. Meanwhile, Cap 
faces off with the Avengers, who refuse to believe he's 
not the Red Skull. A fight ensues, climaxing with the 
arrival of Sharon Carter who takes aim at the “Skull” 
but in the end, instinct taking over, cannot shoot him. 
Whew! With all this going on, no wonder this issue 
was...to be continued!

Sub-Mariner #16
“The Sea That Time Forgot!”; Roy Thomas (script); 
Marie Severin (pencils); Joe Gaudioso (inks)

One would think that the Sargasso Sea would be a 
natural location for a submersible hero looking for 
action but, unlikely as it sounds, the famous “sea” only 
makes its first appearance in Sub-Mariner #16 (Aug. 
1969). Discovered and named by the Portuguese in the 
sixteenth century, the Sargasso Sea lies in the Atlantic 
Ocean and is so named because of the kind of floating 
seaweed it's composed of. Anyway, enough with the 
history lesson! Our hero this ish travels to the Sargasso 
after he learns that's where he can find the evil Tiger 
Shark. Sure enough, that's what happens, along with 
Namor's discovery that the villain has allied himself 
with a race of immortals planning to take over the 
Earth (what else?). But when the immortals suddenly 
begin to age upon leaving the area of the Sargasso, 
there go their plans and those of Tiger Shark. And 
though Tiger Shark escapes in the end, it's not without 
the self-sacrifice of Namor's friend, Walter Newell. It 
was another solid entry in the series by scripter Roy 
Thomas with acceptable penciling by Marie Severin, 
inked this time by one Joe Gaudioso (who was actually 
the ubiquitous Mike Esposito). Severin surprises with 
a really striking cover image that must have helped 

sales but as usual, her awkward figure work mars much 
of her interior art. (With the exception of page 15, 
panel 3, showing a closeup of Tiger Shark's face; the 
inks on it are so different from the rest of the book, 
one wonders if it had been done by someone other 
than Esposito.) Still, Sub-Mariner continued to roll 
along, outpacing such fellow graduates of Marvel's 
split books as SHIELD (now canceled) and Dr. Strange 
now downgraded to bi-monthly status and soon to be 
canceled, as well. So Thomas and Severin must have 
been doing something right.

Silver Surfer #7
“The Heir of Frankenstein!”; Stan Lee (script); 
John Buscema (pencils); Sal Buscema (inks)

The last double-sized issue of Silver Surfer was also 
somewhat of a climb down from those that preceded it. 
Somewhat reminiscent of the plot for Fantastic Four 
#57, where Dr. Doom tricks the Surfer and drains his 
cosmic power into himself, a descendant of the original 
Victor Frankenstein (who's as mad as his forebear) 
plans to do the same, except this time the subject won't 
be himself but a lump of lifeless clay. Capturing the 
trusting Surfer (who never seems to learn), Frankenstein 
succeeds in his plan and creates a duplicate of the 
skyrider. Angered at the hostility of nearby villagers, 
Frankenstein sends off the duplicate to destroy the town. 
A revived Surfer goes after him and battle ensues until 
the Surfer's will overpowers the duplicate. Meanwhile, 
the villagers attack Frankenstein and instead of seeing 
them killed, the evil scientist's lackey stops him at the 
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While Mike Esposito will never be mistaken 
for Marvel’s more artistic inkers such as Tom 
Palmer, Syd Shores, or even Bill Everett, who 
transformed the work of such pencilers as 
Jack Kirby, Gene Colan, and John Buscema, his 
straightforward efforts at least, did no harm. 
At DC he provided the same level of services 
primarily for artist Ross Andru.



cost of both their lives. Silver Surfer #7 (Aug. 1969) 
had an okay story by Stan Lee scripted with his usual 
heavy dose of humanism. but nothing as hard-hitting as 
in some of the earlier issues. John Buscema's pencils, 
embellished by brother Sal, were top-notch, also as 
usual. And even the Watcher backup tale called “I, 
the Gargoyle” being a Mole Man prototype, carried its 
share of irony and moral twist as illustrated this time 
by Howard Purcell. The penciler began his career back 
in the 1940s before ending up at DC comics in the 
1960s. From there, he drifted to Marvel. He didn't get a 
chance to do much work there but his style seemed to 
come up to the company's standards with his most high 
profile work having appeared in Marvel Superheroes 
#17, where he illustrated a Black Knight lead story. 
Here, he maintains the look of the Watcher series set by 
Gene Colan, using large size panels to give a veneer of 
modernity to an older tale as retold by Lee.

Captain America #117
“The Coming of...the Falcon!”; Stan Lee (script); 
Gene Colan (pencils); Joe Sinnott (inks)

Captain America #117 (Sept. 1969) might well be 
considered a mere interlude in the ongoing Red 
Skull/Cosmic Cube saga except for one thing: the 
introduction of a new superhero, the Falcon! And not 
just any superhero, but a Black superhero (the second 
to be created in the Marvel stable following the Black 
Panther, who made his introduction four years prior), 

as well as the first African-American superhero. (He 
beat DC's substitute Green Lantern, John Stewart, by 
two years.) The Falcon arrived at an important time 
in the civil rights movement. Standing at the tipping 
point would later pose social worker Sam Wilson with a 
dilemma, and symbolically place him at the crossroads 
of the two extremes of the Black power movement, a 
circumstance that Lee would exploit brilliantly when 
the time came. But that time was not this early in the 
Falcon's development. But despite its importance in 
the history of comics in general and Marvel Comics in 
particular, the creation of the Falcon here still comes 
across as almost an afterthought by Lee. There was no 
ballyhoo on the Bullpen Bulletins pages that month 
except for a brief notice in the Mighty Marvel Checklist 
for Captain America #117: “Introducing Marvel's newest 
and possibly most dynamic fighting hero...the Falcon!” 
In addition, the next issue blurb at the end of #116 made 
no mention of the Falcon, but only of the Exiles, the 
Red Skull's group of Nazi henchmen (although the next 
ish blurb on the letters page did). Anyway, like Cap, the 
Exiles find themselves stuck on a desert island by the 
will of the Skull. The villain has whisked off Cap there 
(still in the body of the Skull) to trap him at their mercy. 
But Cap escapes, and in a revelatory scene, removes 
the Skull's head piece and disguises himself using local 
materials. The scene is revelatory in the sense that 
readers are finally given definite proof that the Skull's 
skeletory features do not comprise his real face. That 
was suggested but never quite proven in his origin told 
way back in Tales of Suspense #66. Anyway, in his new 
guise, Cap makes the acquaintance of one Sam Wilson, 
an American stuck on the island who tells him how the 
Exiles have turned the natives into serfs. Cap hatches 
the idea of training Wilson and making him a symbol of 
resistance to the natives. At first Wilson scoffs, but by 
the final splash page, he's trained, costumed, and ready 
for action! Meanwhile, back in the world, the Skull (in 
Cap's body) luxuriates in Cap's reputation, settling in in 
an expensive hotel suite while day dreaming of turning 
the fawning public into his personal slaves. But storm 
clouds are gathering: AIM, the inventors of the Cosmic 
Cube, plot to render the device powerless…

Daredevil #56
“...And Death Came Riding!”; Roy Thomas (script); 
Gene Colan (pencils); Syd Shores (inks)

Ah, life is good! That, at least, must have been the 
reaction of DD fans everywhere when they opened up 
Daredevil #56 (Sept. 1969) and had their fondest hopes 
verified. Yes, indeed! Syd Shores was still on the job 
as inker over Gene Colan's pencils. Having debuted on 
the job in the previous issue and knocked every readers' 
socks off with his interpretation of Colan's pencils, 
he was back doing the same this ish. Every page was 
gorgeous. No, not just gorgeous, lush and fulsome. 
Dare it be said? So round, so firm, so fully packed, as a 

A Patch of Blue (1965): In a way, Sam 
Wilson’s later occupation as a social worker 
and his rejection by the more radical 
elements in the African-American community, 
reflected real life feelings toward actor 
Sidney Poitier who also suffered criticism 
for the roles he chose to play in films that 
activists at the time condemned as merely 
“acceptable” to white audiences.
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certain TV commercial back in the day had it. Women 
were now beautiful, heroes and villains muscular, and 
Colan's distinctive tricks to simulate speed were all 
accentuated. And details were not overlooked. Just take 
a gander at panel 3, page 6. It's just a small thing—a 
train pulling into a rural station—but Shores' inks bring 
it to autumnal life with the grainy siding and bare trees 
in the deep background. And what about that spectacular 
full-page shot of Death's Head on page 10? Well, if 
that's not your artistic cup of tea, then go to the very 
next page, panel 4. Details again as 
Colan gives readers a shot of what 
might as well have been the house 
from Alfred Hitchcock's Psycho in 
every clapboard detail. Oh, there 
was a lot to like, that's for sure. But 
wait, there's more! Scripter Roy 
Thomas' story is worthy of the art as 
DD travels to Vermont where Karen 
Page has gone to grieve over the 
apparent death of Matt Murdock. DD, 
you see, wants to come clean with 
her and then propose. But trouble is 
brewing in the form of Karen's father, 
disgraced scientist Prof. Paxton Page, 
developer of the Cobalt bomb. When 
he gets to Vermont, Daredevil finds 
out that the Page family is being 
terrorized by a headless horseman 
type calling itself Death's Head who 
claims to have kidnapped Prof. Page. 
Realizing he can't propose to Karen 
while she's worried about her father, 
DD goes after Death's Head, and is 
defeated. What could happen next? 
Will Daredevil be killed? Will the 
Pages be run off their property? Will 
DD ever reveal his identity to Karen 
and ask her to marry him? And if 
he does, what will be her reaction? 
For the answer to all those questions 
and more, stay tuned! Fun Fact: 
Taking his cue from editor Stan 
Lee, Thomas began using variations on famous works 
of literature to use as titles for many of his stories. 
This issue is no exception. Its title “...and Death Came 
Riding,” is actually taken from lines in the poem The 
Highwayman by Alfred Noyes: “And the Highwayman 
came riding, riding; The Highwayman came riding, up 
to the old inn door.”

Nick Fury, Agent of SHIELD #14
“A Day in the Life”; Gary Friedrich (script); 
Herb Trimpe (pencils); Sam Grainger (inks)

Was penciler Herb Trimpe trying to tap into the 
Steranko pop art legacy with his work on Nick Fury, 
Agent of SHIELD #14 (Sept. 1969)? If so, it was a rare 

display of attempted ingenuity on the mostly down to 
Earth artist who had little history of pushing the artistic 
envelope. In a story by scripter Gary Friedrich (whose 
title riffs off the Beatles’ climactic track on their recently 
released "White Album"), Nick Fury is being probed 
by SHIELD’s psycho-projector to find out if he’s fit 
to lead the organization, following his killing of one 
of its agents in a previous issue. Here, in a big, half-
page panel, is Trimpe’s first surprise for the reader as 
he manfully attempts some outre design work for the 

psycho-projector. (A few pages later, 
Trimpe even uses a photo background 
in a panel featuring Fury’s flying 
car. Gasp!) Still unsure of Fury, Dr. 
Kraus invalidates him home where 
an attempt on his life takes place, 
the first of several throughout the 
day until Dr. Kraus tips his hand as 
a Hydra mole. His try at shooting 
Fury fails, of course, as Fury is 
saved in the nick of time by female 
agent Huff. Somewhat sexist, even 
for the 1960s, Fury “thanks” the 
female agent who saved his life with 
a definitely unprofessional cuddle! 
(“Oh, you don’t have to thank me 
sir,” says a smiling agent Huff. “The 
devil I don’t,” replies Fury. “You 
just stop squirmin’ and come here!”) 
Unfortunately, this issue’s story 
elements dealing in multiple attempts 
on Fury’s life strained credibility. 
They were just piled up too high, 
with Fury showing an impossible-
to-believe string of luck. Add to that 
some of the worst art in Marvel’s 
lineup at the time, and you have 
a title ripe for cancellation, which 
duly happened following the next 
issue. And in truth, if editor Stan Lee 
couldn’t find a decent regular artist, 
and a writer who could properly 
address the title’s basic aimlessness, 

then the resultant loss in sales was surely unavoidable. 

Sub-Mariner #17
“From the Stars...the Stalker!”; Roy Thomas (script); 
Marie Severin/Jack Katz (pencils); Joe Gaudioso (inks)

Scripter Roy Thomas continued to widen the mythology 
of Atlantis in Sub-Mariner #17 (Sept. 1969) as Namor 
returns to his capitol only to be tricked by the religious 
authorities in the form of Kormok to embark on another 
quest, but it's a trap with the Sub-Mariner falling into 
the clutches of an alien being named the Stalker. The 
Stalker's race, it seems, plans to steal all of the Earth's 
water with the connivance of traitors like Kormok. Our 
hero defeats the Stalker in single combat, but not before 
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Jack Katz started in 
comics as far back as the 
1940s which made his 
24 issue epic, The Last 
Kingdom (begun in 1974), 
such an unusual project 
at a time when few artists 
from mainstream comics 
chose to dip their toes in 
independent publishing.



the alien activates a beam that takes Namor into outer 
space. To be continued! Artwise, penciler Marie Severin 
is somewhat easier to take this ish in that she may have 
found an inker with some compatibility with her style. 
Credited for some reason as “Jay Hawk,” it was actually 
Jack Katz, a veteran comics professional who'd worked 
some for Marvel in the 1950s and now had drifted 
back for some freelance work. Although Katz did help 
Severin here, he himself was not that hot of an artist, 
as would be seen later when he left mainstream comics 
to devote himself to an ambitious project of his own 
creation called The First Kingdom, a 24-issue science 
fiction opus that concluded in 1986. Overall, it was hard 
to understand how Sub-Mariner could continue on its 
merry monthly way, while Thomas' more impressive 
assignment with the Dr. Strange title foundered. For 
more discriminating fans, there just didn't seem to be 
any justice in the cruel world of commercial comics! 

Mighty Thor #168
“Galactus Found!”; Stan Lee (script); Jack Kirby 
(pencils); George Klein (inks)

With George Klein inking Jack Kirby's pencils in Mighty 
Thor #168 (Sept. 1969), fans could better appreciate 
the way Vince Colletta performed the same duties 
over so many past issues. Here, Klein's inks perhaps 
follow Kirby too literally and resulted in a flat, often 
uninteresting presentation. With much of the grandeur 
leached from the artist's forceful pencils, the story 
suffers and prevents readers from being fully engaged 
(faces, in particular, look odd and incomplete). Check 
out those for the Warriors Three and Balder on page 5, 
where eyes are reduced to tiny dots and Fandral in panel 
6, page 6 ,looks like a two-dimensional cartoon figure 
rather than a fully rendered Kirby character. This was all 
a shame as this issue presents readers with so much that 
would have looked spectacular under Colletta's more 
sympathetic inks (even if he left some stuff out). Recall 
that Thor had been sent into space by big daddy Odin 
to seek out Galactus and doggone it if he didn't find 
him right off! (Who knows? Kirby may have intended 
for Thor's search to go on for a few more issues before 
running into Galactus, but an announcement by editor 
Stan Lee in this issue's Bullpen Bulletins page that 
single-issue stories would be the company's new policy, 
may have short circuited those plans.) Thor barely has 
time to relax aboard his new ship when it's seized by an 
unknown force and grounded on an asteroid. There, he's 
confronted by Galactus himself, who begins to relate 
the secrets of his beginnings. Meanwhile, a subplot 
developing on Earth spends a goodly number of pages 
detailing the creation of the Thermal Man, a giant robot 
to be unleashed on the U.S. by Red China. Good thing 
Balder is recovering nicely from his coma and is joined 
by Fandral, Hogun, and Volstagg. He's going to need 
their help when the Thermal Man strikes! However, over 
the years, how these two plot lines turned out (Thor's 

search for Galactus and Balder's battle with the Thermal 
Man), became clouded in some controversy dealing 
with a conflict between Kirby's intentions regarding the 
origin of Galactus and how editor/scripter Lee may have 
interpreted those intentions. The question would come to 
a head in the events depicted in the very next issue...

Captain Marvel #16
“Behind the Mask of Zo!”; Archie Goodwin (script); 
Don Heck (pencils); Syd Shores (inks)

Forecast in the previous issue's letters' pages, readers 
were told that the new regular creative team beginning 
in Captain Marvel #16 (Sept. 1969) would be Archie 
Goodwin writing and Don Heck penciling. An added 
bonus was Syd Shores on inks. After suffering so 
long under the inadequate scripting of Arnold Drake 
and rookie Gary Friedrich (as well as barely passable 
artists such as Frank Springer, Dick Ayers, and Tom 
Sutton), Captain Marvel was at last under capable 
hands, right? Well, not really. The truth was, the new 
team would only be on the book for this issue and then 
they'd be gone. Apparently, sales were so weak for 
the Kree warrior that even more radical changes than 
those introduced a few issues before, when Mar-Vell 
went cosmic and became a servant of Zo, were deemed 
necessary by the powers that be. But for this one issue, 
at least, readers were treated to Archie Goodwin on the 
script. Goodwin had adapted quickly to the Marvel style 
doing a good job mimicking editor Stan Lee's voice 
when he took over Iron Man from him. Inked by Syd 
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Relations between the United States and 
communist China would only begin to thaw in 
1972 when President Richard Nixon traveled 
there to meet with Chairman Mao Tse Tung. 
Thus, red China’s attack on the US via the 
Thermal Man beginning in Mighty Thor #168 
was perhaps the last overt act of war on the 
West by the former Celestial Kingdom!



Shores, the man who single-handedly 
revitalized Jack Kirby on the first 
issues of Captain America's new book 
and transformed Dick Ayers’ work on 
Captain Savage and His Leatherneck 
Raiders, Heck's pencils this issue 
look better than ever. And the story 
needs them because it fell to Goodwin 
to make sense of the plot left him 
by Friedrich (and to some extent, 
Drake) and wrap things up quickly 
in time for the surprise ending. 
Consequently, as Cap tries to destroy 
the “god” Tam-Bor, he's halted by 
Ronan the Accuser. It seems that 
Ronan is in league with Zo (who turns 
out to be a Kree renegade named 
Zarek) both of whom are plotting to 
destroy the Supreme Intelligence. 
Cap is saved by the timely arrival 
of the “Super Sentinel” who takes 
him to the Supreme Intelligence. There, rewarded for 
his role in thwarting Zarek and Ronan, Mar-Vell is 
transformed and given new powers and a new red and 
blue uniform with the injunction to return to Earth and 
deal with the treacherous Col. Yon-Rogg. But in doing 
so, he's diverted into the Negative Zone... The radical 
alterations given to Cap at the conclusion of this story 
were made with no warning on the cover. A letters 
page mentioned in the voice of Roy Thomas, did give 
readers a strong hint that things were about to change 
drastically however: “...as you might have noticed, the 
good Captain gets a new and way-out suit of threads in 
this very issue. But that's just the beginning. After next 
ish, you may love Mar-Vell...you might hate him...but 
we practically guarantee you that no merry Marcher 
is gonna be indifferent to him!” There was truth to 
the hyperbole. When next fans met Captain Marvel, 
everything would be different. But was it for the better 
or worse? Be there, and find out!

Amazing Spider-Man #76
“The Lizard Lives!”; Stan Lee (script); John Buscema 
(pencils); Jim Mooney (inks)

Sure, every dyed-in-the-wool Marvel fan knew by now 
how great an artist John Buscema was. His outstanding 
work on the Avengers, Silver Surfer, and Sub-Mariner 

proved that...in spades. But there were some assignments 
that even Buscema's massive talent just could not get 
the hang of, and one of them was Spider-Man. Hey, 
Buscema himself once admitted not liking to draw 
superheroes and Spider-Man, in particular. And that 
lack of enthusiasm shows here, in the first issue where 
he takes over completely on the art chores from John 
Romita (except for the helping hand, if you could 
call it that, from inker Jim Mooney). Sure, there are 

the requisite action sequences, but 
those panels featuring the book's 
cast of supporting characters are 
strictly nowhere and page 19, panel 
3, introducing the Human Torch is 
strictly from hunger. As for scripter 
Stan Lee, he sort of sleepwalks 
through this one, signaling a general 
downturn in overall quality. In fact, 
with the departure of Romita from 
regular duties (except for covers...he 
was picking up more office duties as 
well as contributing to the first issue 
of Marvel's re-entry into the romance 
genre with the new My Love title), 
the title was now poised to enter the 
lowest point of its storied history: 
a position it would hold for some 
months to come until fan response 
became so negative that Lee was 
forced to regroup to get the book back 

on track quality wise. In the meantime, as of Amazing 
Spider-Man #76 (Sept. 1969), readers had to contend not 
only with unexciting artwork and dull coloring, but also 
with the return once again of the Lizard, surely one of 
Spidey's most uninspired villains (sorry, Steve!). Since 
readers knew that Spidey could do no harm to him, 
knowing he was actually his friend and family man Curt 
Connors, it only remained to wonder in what ingenious 
fashion their hero would inevitably defeat his foe. 
Unfortunately, they'd have to wait till next issue since 
this was, you guessed it, a continued story. Rats!

Amazing Spider-Man #77
“In the Blaze of Battle!”; Stan Lee (script); 
John Buscema (pencils); Jim Mooney (inks)

Still at the nadir of Stan Lee's tenure on the book, 
Amazing Spider-Man #77 (Oct. 1969) continues with 
artwork now solely done by John Buscema and inked 
by Jim Mooney. Although exciting in many places 
(especially with the opening splash page and in laying 
out the story mostly in big quarter-page panels), there's 
still something about Buscema's interpretation of the 
wallcrawler that turns the strip into something lackluster 
when it should have been exciting, even with the Lizard 
as the villain. (Although the artist does manage to give 
the Lizard a scarier, more brutish appearance than 
past appearances.) Not helping is the soft focus of Jim 
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Capt. Mar-Vell’s new uniform intro’d in 
Captain Marvel #16 signaled dramatic changes 
for the feature, changes spearheaded by new 
scripter Roy Thomas whose improvements 
would be inspired in part by Fawcett Comics’ 
own Big Red Cheese, the original Captain 
Marvel, most notably that of a young boy 
magically becoming the full grown Captain.



Mooney's inks that blur details and bury any nuances 
in black ink. Meanwhile, John Romita, the man who 
could have turned it all around, was still only doing the 
covers while being credited as “consultant emeritus in 
residence,” whatever that was. And though Lee's story 
is rather by-the-numbers, it was fun to see the Human 
Torch back in the book—a call back to those halcyon 
Steve Ditko days when the Torch frequently guest 
starred first as a rival (then as a friend) of Spider-Man's. 
Here, though, it's as if none of that ever happened and 
Torch is out to subdue the Lizard and refuses to listen 
to reason. Overall, however, the strip would remain in 
a holding pattern for some time until Romita chose to 
return and contribute more fully to the actual pencils. 

Fantastic Four #90
“The Skrull Takes a Slave!”; Stan Lee (script); 
Jack Kirby (pencils); Joe Sinnott (inks)

It begins here: one of the most forgettable epics in 
the Lee/Kirby FF run (or anywhere, for that matter)! 
With only about a 
year to go before Jack 
Kirby's final issue and 
eventual departure from 
Marvel to DC, the artist 
had seemingly made a 
conscious decision not 
to apply his considerable 
imaginative powers to 
Fantastic Four #90 (Sept. 
1969). Although his art, 
enhanced as it was by 
the inks of Joe Sinnott, 
would continue to offer 
visual delight to fans 
throughout the rest of 
his tenure on the book, 
Kirby's contribution 
to the storytelling or 
plotting of the title 
would show a definite 
lack of steam. By this 
time in their professional 
relationship, the Kirby/
Stan Lee creative team 
itself had become strained 
with Lee having given 
over almost complete 
control over plotting to 
Kirby. Thus, reduced to just scripting the pages the 
artist had already finished, Lee was presented with 
few opportunities to explore nuances of character 
development or even sub-plots that would lay 
the groundwork for future issues. That situation 
contributed mightily to the entertainment value of the 
remaining issues in their FF run, as Kirby launches 
on a familiar plot that will see the Thing kidnapped 

by the Skrulls to be used in gladiatorial games on 
a distant world resembling the United States in the 
1930s gangster era. (A scenario Kirby likely picked 
up from the Star Trek episode “A Piece of the Action” 
aired on January 12,. 1968. Was it also a coincidence 
that one of the first projects he did after he moved 
to DC was a newsstand magazine called In the Days 
of the Mob, devoted to gangster era subjects?) The 
overlong and padded-out tale would extend over an 
exhausting four issues as the rest of the FF track 
down the imprisoned Thing and rescue him. That said, 
this issue at least gives readers an 8-page overlap, 
concluding events from the previous issue's Mole 
Man story before allowing Lee some opportunity 
for characterization, as readers are reminded that 
Reed and Sue Richards are new parents and the 
Thing is chased by autograph hounds. Throughout, 
Kirby's late period art is flawlessly executed with 
whatever eccentricities it might have smoothed out by 
Sinnott's clean inks—making for a typically attractive 
superhero package by the King. 

Silver Surfer #8
“Now Strikes the Ghost!”; 
Stan Lee (script); 
John Buscema (pencils); 
Dan Adkins (inks)

As readers were informed 
by a special note penned 
by scripter/editor Stan 
Lee himself and appearing 
on the last page of Silver 
Surfer #8 (Sept. 1969), 
the story featured this 
issue had been intended 
as another 39-page 
blockbuster, but had to be 
cut in half after the book's 
double size format was 
abruptly ended. According 
to the note, the reason 
for the reduction in size 
was reader demand: Lee 
stated that fans wanted the 
book to go monthly, and 
the only way to do that 
was to reduce the size of 
the comic. More likely, 
slow sales had at least as 

much to do with it. Marvel's accounting office likely 
concluded that it was a combination of the book's 
bi-monthly publishing schedule coupled with its price 
(almost twice what regular sized comics were selling 
for) that were causes for sluggish sales, and demanded 
action be taken accordingly. Whatever the reason, the 
book suddenly found itself shrunken, with the wind 
taken out of Lee's creative sails as a result. With the 

Artist Jack Kirby liked his old gangster movies 
or was simply fascinated by the era of such 
luminaries as Bonnie and Clyde, Machine Gun 
Kelly, and Pretty Boy Floyd. Thus, perhaps, his 
latching onto the Star Trek episode “A Piece 
of the Action” wherein our intrepid space 
explorers find themselves on a world that has 
based itself on America’s prohibition years.
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exception of this story and possibly the next two-parter 
(both likely planned for the double-size version of the 
mag), the rest of the run would feature a definite lack 
of energy in the storytelling until eventually petering 
out until its cancellation with issue #18. Bringing 
back fan favorite villain Mephisto, still craving after 
the Surfer's unsullied soul, Lee has him resurrect the 
ghost of the Flying Dutchman to harass our hero and 
throw him into despair. There's not much action going 
on here, due to the bifurcation of the story into two 
parts, but John Buscema's pencils are still fun to pore 
over with Dan Adkins taking over for Sal Buscema on 
inks. Adkins' style difference with Sal is clear in some 
places but especially on page 2, panels 1 and 2, where 
he manages to put a sheen on Buscema's pencils that 
is marvelous to behold. Sal's finer inking style would 
have made these scenes less impactful than they are 
here. Also unlike Buscema, Adkins chooses to spot 
blacks more liberally, creating more atmosphere in 
the scenes featuring Mephisto and the misguided devil 
worshipers he exploits as part of his plan to enlist the 
Dutchman's aid. The Flying Dutchman himself would 
not seem on the face of it to be a very interesting 
antagonist for the Surfer, but Lee and Buscema had 
enough stored goodwill based on previous issues for 
readers to give them the benefit of the doubt this time.

Fantastic Four #91
“The Thing...Enslaved!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

Fantastic Four #91 (Oct. 1969) mostly marked time 
in this four-issue story arc as the Thing is brought to 
a Skrull world where everyone and everything looks 
like something from an old Warner Bros. gangster 
movie. That's because of the influence of Earth gangster 
Machine Gun Martin, who was accidentally transported 
to the planet and whose mannerisms became an instant 
infatuation with the natives. The gladiatorial games for 
which the Thing has been kidnapped however, was the 
natives' own invention. In order to compel reluctant 
contestants to fight, their home worlds are threatened 
with destruction by use of a machine that will pull them 
out of orbit. It was another borrowing by Kirby (in 
addition to a recent episode of Star Trek), this time from 
Fredric Brown’s classic SF story, “Arena.” (Ironically, 
“Arena” was also borrowed for an episode of Star Trek!) 
Though growing late in his career, and definitely past his 
peak, penciler Jack Kirby still manages to give readers a 
thrill with an expertly paced story told in plenty of large 
panels and a number of attention-grabbing full-pagers. 
Scripter Stan Lee does the words while not wasting time 
on extraneous verbiage. The issue is most notable for 
perhaps Kirby's final creative contribution to the strip in 
the form of Torgo, a formidable-looking robot destined 
to meet the Thing in battle. Not that Torgo was anything 
to crow about, but his close-up does look impressive on 
page 19. To be continued.

Daredevil #57
“In the Midst of Life...!”; Roy Thomas (script); 
Gene Colan (pencils); Syd Shores (inks)

The action doesn't let up in Daredevil #57 (Oct. 1969) 
and neither does the art team of penciler Gene Colan 
and inker Syd Shores, as DD survives the opening 
trap set for him by Death's Head then goes back to 
the Page residence for some well-earned shuteye. But 
suspicious goings on continue to swirl about him inside 
the Victorian “Psycho” house with a creepy butler who 
likes to listen behind the drapes. As DD catches some 
z’s, Karen follows the butler out of the house and into an 
old watermill  where she's discovered. (It sounds by-the-
numbers, but Colan and Shores' art transform the scenes 
into things of beauty, first with a low angle shot of the 
old house swathed in nighttime shadows; then Karen 
looking on at the edge of the forest as the butler enters 
a covered bridge; then Karen slipping into the deserted 
water mill.) But before she can be harmed, DD makes the 
scene—as does Death's Head. What goes on here? Well, 
not to give too much away, but suffice it to say the butler 
was a government agent and Death's Head...was not what 
he seemed. Anyway, all that was but prologue because 
it's the last two pages of the story that provide the kicker. 
Although given away on the cover, (who'd believe in 
the literalness of it anyway?) any experienced comics 
fan could be forgiven if they thought Karen lifting DD's 
mask to reveal his secret identity as Matt Murdock was 
just a come-on to get them to buy the mag. But this time, 
it was an accurate reflection of the story inside. The final 
page contains the scene that every Daredevil fan from the 
beginning had ardently wished for: Daredevil reveals his 
identity to Karen Page! And whether or not the scene had 
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“...and Death’s Head came riding…” Either film 
fan Gene Colan must have been familiar with 
the Alfred Hitchcock film Psycho (1960) or 
the Norman Bates house had already become an 
iconic image of spookiness and horror by the 
1969 publication date of Daredevil #57.
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been planned with scripter Roy Thomas' involvement, 
it was done in such a cool way! (Flash! Thomas has 
verified that indeed, he had made the suggestion that 
Colan take the entirety of the final two pages to draw 
out the big moment!) Again, Colan creates an illusion 
of movement, catching DD from behind on page 19, 
panel 3 as he approaches Karen. The next five panels, 
extending onto page 20 keep the reader steady with 
the figure of DD, even as the figure of Karen moves 
closer and closer as he walks towards her. Finally, the 
“camera” pans from DD to focus on 
Karen's face, her hand reaching out 
into the foreground. Panel 1, page 
20 has her hand almost completely 
obscuring her face. Panel 2, page 20 
shows her hand grasping DD's mask, 
beginning to pull it off. Finally, the 
payoff: a big, half-page final panel 
showing an unmasked Matt Murdock 
from behind, with a close up of 
Karen's shocked face dominating most 
of the image. Of course, this dramatic 
scene is...continued next ish! Argh! 

Mighty Thor #169
“The Awesome Answer!”; Stan Lee 
(script); Jack Kirby (pencils); 
George Klein (inks)

Readers should have felt something was not quite right 
when they laid their eyes on the cover of Mighty Thor 
#169 (Oct. 1969) and saw an odd collage of Kirby 
images from various interior pages punctured with a 
white silhouette of Galactus, and a figure of Thor in its 
center drawn by John Romita. Not only had penciler 
Jack Kirby again missed executing the cover for this 
issue (as he did for the previous issue), but inside, the 
storytelling seemed a little curt, the art as inked by 
George Klein inadequate to the cosmic scope of the 
events being covered. Except for a hint provided in the 
company's contracted Marvelmania Jack Kirby Portfolio 
(1971) that published pages that may have been intended 
for this issue and others preceding it, the reason for it 
all became the object of speculation among fans. In 
a brief article by John Morrow published in The Jack 
Kirby Collector #14 (Feb 1997), the author speculates 
that unpublished pages that had turned up over the years 
seem to have been meant for the Galactus/Thermal Man 
story. But due to a change in editorial policy ending 
continued stories, whatever extended plot line Kirby 
may have planned for this issue (and others moving 
forward) were cut short. In doing so, the main thrust of 
Kirby's long-range plotting may have been irreparably 
harmed. Case in point: pages that clearly indicate that 
his intention was for Galactus to join Thor in returning 
to Earth to combat the menace of the Thermal Man. 
Even though that ending could have been preserved with 
a shortened story-line, it wasn't, indicating that there 

was more to the pages being rejected 
than simply ending a story quickly. 
As Morrow speculates, this other 
reason could have been a fundamental 
difference of opinion between Kirby 
and scripter/editor Stan Lee on how 
to best preserve Galactus' dignity. 
Whatever the case, Galactus doesn't 
end up going with Thor. Instead, Odin 
makes a sudden appearance (raising 
the question why Thor had to travel 
space in search of Galactus when his 
father could have popped onto the 
scene any time he wanted), tells Thor 
he's completed his mission, and zaps 
him back to Earth. Galactus is left 
alone and readers are left wondering 
what the point of Thor's mission 
was. Even learning about the space 
god's origin didn't turn out to be as 

awesome as the title of this story lets on: It seems that 
Galactus was once a human being living a peaceful 
life on the super advanced planet of Taa, until a rocket 
hits and the man who would become Galactus joins 
others in committing suicide by flying a rocket ship 
into “the heart of the largest sun in all the universe.” 
There, the crew becomes irradiated but the radiation 
doesn't kill our man. Instead, after the ship crashes on a 
planetoid, and realizing his sudden craving for energy, 
the man in question leaves and creates for himself an 
incubator where he resides for centuries until finally 
emerging as the Galactus fans knew and loved. Hm. 
As origins went, it was sort of okay but fell far short 
of  “The Awesome Answer” promised in this issue's 
title. A fuller understanding of Galactus' origin would 
have to wait until the back half of the twilight years and 
the next generation of creators who could tackle the 
issue and finally deliver a more satisfying answer. In 
the meantime, as a result of the problems raised in the 
production of this issue, strains that had already begun 
to appear in the relationship between Kirby and Lee 
were exacerbated and, as an immediate consequence, the 
former lost enthusiasm for his work and would spend 
the rest of his time on the title doing single-issue stories 
without much of a throughline. That said, fans did 
get one more thrill from Kirby before the artist's final 
departure from Marvel: inking by Syd Shores that would 
again transform Kirby's art into something to behold.
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not know, the same publisher of this fine 
volume of Marvel Comics in the Late 1960s, 
also publishes the long running Jack Kirby 
Collector magazine, an invaluable source of 
information on the artist’s career and deep 
dives into such esoteric questions as Kirby’s vs 
Lee’s intent regarding the origin of Galactus as 
presented in Mighty Thor #169.



Silver Surfer #9
“...To Steal the Surfer's Soul!”; Stan Lee (script); 
John Buscema (pencils); Dan Adkins (inks)

The second part of the Flying Dutchman story 
appeared in Silver Surfer #9 (Oct. 1969). It had been 
intended as a single, 39-page epic when the book 
was still being published as a double-sized magazine. 
But with the increase to monthly frequency and a 
commensurate reduction in page count, the story had 
to be divided in two. Beginning the previous issue, 
Mephisto enlisted the aid of the ghost of the Flying 
Dutchman to defeat the Surfer in return for freeing 
his soul from eternal damnation. Eager to comply, 
the Dutchman attacked the Surfer just in time for the 
main event to begin this issue's page 3. Stan Lee's 
story proceeds apace with Mephisto secretly taking 
a hand in the action, but when the Surfer risks his 
own life to save that of a woman taken hostage by 
the Dutchman, the ghost's eyes are opened and he 
renounces Mephisto: “He has shown me that not even 
I am beyond redemption,” cries the Dutchman. “I 
renounce my pledge. Though I may never know rest, 
I will serve you no more.” “Though you were the 
most wretched of all who lived, it is you who have 
sacrificed the most,” the Surfer tells the Dutchman. 
“May the peace that you long for some day be yours.” 
“You, whom I tried to destroy, you pity me!” “Your 
sin was but weakness,” replies the Surfer, shedding 
a tear for his foe. “And you found strength too 
late.” But it's the Surfer's willingness to share the 
Dutchman's tragedy that releases him from his curse. 
“A tear! After all these centuries, a 
single living being has shed a tear 
for me!” It was all that was needed. 
The Dutchman's soul was free and 
Mephisto is forced to once again 
retire in frustration. It was another 
surprising and unconventional 
ending to a superhero tale and one 
that had become de rigueur for 
the book. It was true that readers 
had begun to complain about the 
Surfer's constant bemoaning of his 
fate, of his endless self-pity. But his 
heroism wasn't due to his victories 
against super-villains as it was with 
other heroes, his were victories 
of the soul, achieved as much by 
his willingness not to give up on 
the underlying character of his 
antagonists as from the use of his 
cosmic power. In this way, despite 

the surface changes made to him by Lee from partner 
Jack Kirby's original intentions, the Surfer was still 
the same naive but eternally optimistic hero and 
champion of the weak who fans first encountered in 
Fantastic Four #48.

Captain America #118
“The Falcon Fights On!”; Stan Lee (script); 
Gene Colan (pencils); Joe Sinnott (inks)

In Captain America #118 (Oct. 1969), the spotlight 
is predominantly on the Falcon. Now clad in his 
distinctive green and orange colored uniform (much 
better than later versions with the same design but 
with a downright ugly white and red coloration...not to 
mention the addition of a jet pack that allowed him to 
actually fly) and sporting his trained falcon Redwing 
(who rested on Falc's single falconing glove when 
not in flight; hats off to whoever it was that exercised 
enough restraint not to give the Falcon a matching 
glove on his other hand!), the Falcon continues his 
training under Captain America's guidance. Finally 
ready, the two attack the Red Skull's Exiles and 
trounce them such that the island's natives, inspired, 
rise up and join in the melee. Meanwhile, a frustrated 
Red Skull, still in Cap's body, works to undermine 
Cap's reputation with his adoring public. Again, Gene 
Colan's art is as confident as ever in its layouts 
with the surprising inks by Joe Sinnott supportive, 
giving heft to the figure work. One would think that 
after inking Kirby so long on the Fantastic Four that 

Sinnott's style would render Colan's 
work too literally, holding it back 
some, but no. Sinnott provides just 
the right grounding that keeps the 
penciler's work moving in the fast 
action style that worked so well for 
him on Daredevil. 

Avengers #69
“Let the Game Begin”; Roy Thomas 
(script); Sal Buscema (pencils); 
Sam Grainger (inks)

The story arc that begins in Avengers 
#69 (Oct. 1969) is proof that even the 
best writers can't hit home runs every 
time at bat. In this case, it was scripter 
Roy Thomas's turn to strike out. Well, 
not completely. After all, this was still 
Marvel Comics in the earliest of the 
twilight years! That said, this tale 
of kidnapped heroes used as pawns 

in a chess game played by vastly powerful beings 
smacks too much like a standard plot used by DC 
Comics for books like the Justice League of America 
or Justice Society...titles for which Thomas was an 
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The legend of the Flying Dutchman was 
perfectly encapsulated in this evocative painting 
by Howard Pyle executed for the Collier's 
Weekly Magazine for December 8, 1900.



avowed fan. In fact, it seemed poetic 
justice that at the conclusion of this 
ish, the Avengers come face to face 
with stand-ins for a number of Justice 
League heroes including Green 
Lantern (Dr. Spectrum), Superman 
(Hyperion), Batman (Nighthawk), and 
Flash (Whizzer). The irony was that 
the new characters would become, on 
the whole, more interesting than the 
heroes they were ostensible copies 
of. Anyway, this first installment of 
the arc has the Avengers transported 
into the future where their old foe, 
Kang the Conqueror, tells them that 
he's chosen them to represent him in a 
game of cosmic chess with a powerful 
being called the Grandmaster. If 
they lose against the Grandmaster's 
chosen antagonists, Earth will be 
forfeit. So what choice do they have? 
(Come to think of it, wasn’t this 
situation a little bit too similar to the one going on in 
the FF book, where the Thing is forced to fight with the 
Earth being forfeit?) So, in grand Justice League style, 
the Avengers are broken up into different teams with 
Goliath, Captain America, and Thor going into action 
first, against the Squadron Sinister. On the art front, Sal 
Buscema continues filling in for big brother John on 
the pencils. After entering the field as an inker (John 
insisted he replace Joe Sinnott inking him on Silver 
Surfer), Sal was given a major break taking over for his 
brother on the Avengers. Buscema said he'd worked for 
a year on his style before submitting samples to Marvel 
at his brother's urging. The work paid off. He was called 
in for an interview with editor Stan Lee who loved the 
samples and hired him immediately. His first assignment 
was a western but it didn't take long before he graduated 
to superheroes, there to stay, a Marvel mainstay for 
decades. Fun Fact: Thomas created the Squadron 
Sinister (a later version was called the Squadron 
Supreme) as part of an off-the-record agreement with 
DC scribe Denny O'Neil who would include similarly 
disguised versions of Marvel heroes in the JLA book he 
was then writing. Unfortunately, O'Neil's end of the deal 
never really panned out, but Marvel's readers were the 
beneficiaries in that the Squadron proved popular with 
them and appeared together as a team or singly many 
times over the years.

Captain Marvel #17
“And a Child Shall Lead You!”; Roy Thomas (script); 
Gil Kane (pencils); Dan Adkins (inks)

Oh, the changes were a'comin'! And coming fast as 
Captain Marvel #17 (Oct. 1969) presented readers with 
a whole new creative team. Perhaps an indication of how 
seriously editor Stan Lee took the title's dipping sales, he 
went with his number two man to take over the writing, 

along with a veteran penciler for the 
art. That writer was Roy Thomas, 
who'd long since proven himself a 
master of the Marvel way of telling 
exciting stories on titles ranging 
from Sgt. Fury and His Howling 
Commandos to the X-Men, Avengers, 
and Daredevil. The failing sales of 
Captain Marvel must have been on 
Thomas' mind as thoughts of how 
to save the book came to him one 
morning: “...suddenly I got an idea for 
a new approach for Captain Marvel, 
which was going down the tubes,” 
stated Thomas in an interview for 
Alter Ego magazine. “I phoned Stan at 
home...and told him I wanted to write 
the book.” Thomas says he wrote up 
a plot and sent it off to Don Heck 
to draw when soon after, Gil Kane 
walked into the office looking for 
work and suggested that he'd like to 

try his hand at Captain Marvel, whose space age setting 
was similar to that of DC's Green Lantern, a strip he 
had drawn for years. Eager to work with Kane, Thomas 
gave him his script and found other work for Heck. And 
though the two men worked well together over the next 
few issues of the book, said Thomas, it would be a rocky 
run as the title found itself canceled twice over a half-
dozen issues but always revived due to rising sales. As 
for inker Dan Adkins, Thomas said he and Kane were 
such a good fit that Kane tried to get him to ink his work 
as often as he could. And what about that plot Thomas 
came up with from out of nowhere? Based loosely 
on the original Captain Marvel published by Fawcett 
Publications in the 1940s (and put out of business after 
a long lawsuit with DC over copyright infringement 
relating to Superman), the new Captain Marvel would be 
an adult superhero while sharing his existence when not 
in action with a youthful counterpart. Where the Big Red 
Cheese became Billy Batson, Mar-Vell would exchange 
places with Rick Jones, who'd been kicking around the 
Marvel Universe since the early years. Anyway, Thomas 
has the Supreme Intelligence lure Rick (now at loose 
ends after the events in Captain America #114-116, 
where he was rejected by who he thought was Captain 
America but was really the Red Skull in disguise) to 
an ancient Kree site where he finds a pair of “nega-
bands.” Putting them on and striking them together, he 
exchanges places with Captain Marvel, who is trapped 
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Did scripter Roy Thomas have Justice League 
of America #1 in mind when he used its chess 
playing motif for Avengers #69? There, Kang 
the Conqueror plays against the Grandmaster 
with the Avengers as pawns. And was it mere 
irony that the Avengers end up contesting 
against the Squadron Sinister, stand ins for 
members of the Justice League? You decide!



in the Negative Zone. Freed from the zone, Cap then 
offers a brief battle with his enemy Col. Yon-Rogg but 
the Kree officer gets away. The story ends with Rick 
and Cap agreeing to continue the relationship. Kane's 
art is all movement and overwrought emotion, from 
the opening splash with Cap's face in a tight grimace to 
Rick's day dreams and recollections to Cap's twisting, 
athletic contortions, Kane (in a single issue) returned 
the book to its exciting early days when Gene Colan's 
similarly stretched out and agonized figure work made 
the strip one of Marvel's most promising.

Sub-Mariner #18
“Side by Side With Triton!”; Roy Thomas (script); 
Marie Severin (pencils), Joe Gaudioso (inks)

Namor teams up with Triton of the Inhumans again 
as both discover themselves prisoners aboard an alien 
spacecraft. It happened at the end of the previous issue 
when Subby found himself being drawn into space by 
the Alpha Centaurians who intended to steal the oceans 
of the world, but Namor and Triton escape, wreak havoc 
among the aliens, and foil their schemes. But it's a 
pyrrhic victory for Namor as he learns upon returning to 
Earth that, because the aliens had operated on his gills 
while he was unconscious, he can no longer breathe 
underwater! Thus, penciler Marie Severin's uninteresting 
cover image for Sub-Mariner #18 (Oct. 1969) with its 
awkwardly foreshortened beachcomber creeping up to 
Namor's prone and gasping figure. It all turned out to 
be a rather hum-drum affair by scripter Roy Thomas 
who was doing much better work elsewhere. A Namor 
no longer able to live underwater though, had some 
potential for an ongoing through line. Certainly, if the 
Sub-Mariner title was going to continue it needed some 
livening up both in stories and art. As it was, it was 
ranking near the bottom of Marvel's lineup, just beneath 
Iron Man but at least above that of The Incredible Hulk!

Fantastic Four #92
“Ben Grimm, Killer!”; Stan Lee (script); Jack Kirby 
(pencils); Joe Sinnott (inks)

The gangster saga continues in Fantastic Four #92 
(Nov. 1969) as the captured Thing learns he can't escape 
and begins his training for the arena. Meanwhile, back 
on Earth, Mr. Fantastic has put two and two together and 
is prepping the FF's captured Skrull ship for a rescue 
mission. Kirby, plotting the story, allows some room 
for characterization as Mr. Fantastic decides that the 
adventure is too uncertain to risk the Invisible Girl's 
life. “She's the mother of my son and that means this 
mission goes without her,” Reed tells the Torch. Instead, 
Sue's place will be taken by Crystal, Johnny's Inhuman 
girlfriend. (Her extended presence with the team 
engendered a long running discussion on the letters' page 
about whether the title of the book should be changed 
from the Fantastic Four to the Fantastic Five, but Crystal 
was written out of the feature and out of Johnny's life 
before a final decision needed to be made.) But even as 
the FF leave Earth on their rescue mission, the Thing 
is being herded into the gladiatorial pens. Will his 
teammates arrive in time?

Daredevil #58
“Spin-Out on Fifth Avenue!”; Roy Thomas (script); 
Gene Colan (pencils); Syd Shores (inks)

Be aware! Motorcycles are everywhere! That bumper 
sticker label only became popular beyond the early 

1969   211

1969

As promised in Captain Marvel #16, big 
changes were afoot for Mar-Vell in the very 
next issue. And how! Scripter Roy Thomas 
teams up with penciler Gil Kane (ably assisted 
by inker Dan Adkins) and together, in Captain 
Marvel #17, they turn things completely 
around. Suddenly, the moribund Captain 
Marvel strip was reenergized, streamlined, 
and endowed with straight ahead action that 
recalled it’s earliest issues under Thomas and 
artist Gene Colan. Only time would tell if the 
team of Thomas and Kane could rescue the 
strip from ultimate cancellation.



twilight years but the motorcycle craze began long 
before. In the post-war years, in fact, many veterans 
found motorcycling an exciting substitute for their 
wartime experiences and began to form clubs. The 
interest trickled down to the younger set and, with the 
success of The Wild One starring Marlon Brando, the 
pastime finally crystallized in the American psyche as 
symbolic of freedom and (especially) freedom from 
societal mores. Motorcycle gangs formed with their 
own rules and protocols. Youthful motorcyclists, 
with their black leather jackets and headgear, became 
more menacing. Thus, it became easy for comic book 
writers to eventually turn the image into sometime 
adversaries for their heroes. Scripter Roy Thomas 
was familiar with the routine, having pitted Ice Man 
and the Beast against out of control bikers in X-Men 
#32. In Daredevil #58 (Nov. 1969) he revisits the 
theme again but with a variation. This time, it's not 
a gang of bikers, but a single rider. And he's not 
out just to harass innocent people, he's being paid 
by the mysterious Crime Wave to kill Daredevil. 
Thomas' clever plot is designed to intrigue readers, 
both newcomers who might wonder what is going on 
with the opening trial sequences and regular readers 
who remembered that the previous issue ended on the 
shocking note of DD revealing his identity to Karen 
Page. Well, as the trial unfolds and attorney Matt 

Murdock makes his closing arguments, the reader 
is taken back to that dramatic event beginning in a 
knock-out full-page shot by penciler Gene Colan 
and inker Syd Shores, showing a head and shoulders 
rear view of Daredevil as he holds his mask back 
and reveals his face to a shocked Karen Page. Now 
we learn what happened immediately following 
that disclosure: Karen faints and when she revives, 
Daredevil explains all, including his apparent death 
as Matt Murdock a few issues before. Back in New 
York, Matt pops the question and Karen accepts with 
one condition: he gives up his dangerous life as DD. 
Easier said than done! No sooner does Matt show up 
as DD (ostensibly for his final public appearance) for 
a benefit event, than the motorcycling Stuntmaster 
shows up to bump him off. Of course, DD has to 
defend himself and goes into action. To Karen's 
horror, Daredevil is almost killed in defeating the 
Stuntmaster. When asked after the fight by Foggy 
Nelson about a special announcement he was going 
to make, DD can't say he's going to retire, not with 
Crime Wave still on the loose. Our flashback ends in 
some nice matching panels by Colan. In two panels 
atop page 20, we see Karen walking away from Matt, 
obviously disappointed and not speaking to him. In 
two more matching panels directly below, we see Matt 
leave the court in the same way. Will the two find a 
way to get back together? Stay tuned!

Captain America #119
“Now Falls the Skull!”; Stan Lee (script); Gene Colan 
(pencils); Joe Sinnott (inks)

This is it! Finally! The honest-to-gosh end of the latest 
Cosmic Cube saga as scripter Stan Lee brings our 
heroes (Captain America in the Red Skull's body and 
new hero on the scene, Falcon) face to face with the 
Red Skull (in Cap's body) for the showdown. But then, 
we all knew this was coming, right? At least when we 
saw that sneaky sub-plot building over the last few 
issues wherein the scientists of AIM were seen working 
on a way to render the Cosmic Cube powerless. 
Frustrated that his Exiles were not able to stop Cap, 
the Skull finally decides in Captain America #119 
(Nov. 1969) that it would be more satisfying to kill the 
star-spangled hero himself and so, whisks him and the 
Falcon to a castle in Berchtesgaden “where the Fuehrer 
and I once conspired to rule all mankind!” There, he 
switches bodies with Cap, again restoring the status 
quo ante much to the Falcon's surprise (it seems that 
Cap never told him who he really was). Of course, the 
Skull then toys with our heroes until it's too late. AIM, 
now led by the revived MODOK (remember him from 
Tales of Suspense #93-94? Sure you do!) has finally 
found a way to cut off the power of the Cosmic Cube. 
Without warning, it begins to melt away in the Skull's 
hands but not before the arch villain can make one last 
wish, to vanish out of the reach of our heroes!

In post-war America, motorcycles came to 
represent not only the freedom of the open 
road but freedom from societal mores as 
early clubs devolved into semi-outlaw groups 
like the Hell’s Angels. The movement toward 
outlawry gained momentum with such films as 
The Wild One (1953) and Easy Rider (1969). 
Motorcycle culture spread quickly through pop 
culture media including comics so that not only 
would Peter Parker get him some wheels, but 
DD would face down the Stuntmaster and, only 
a few months down the line, Captain America 
would hop on a bike to explore America…
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Mighty Thor #170
“The Thunder God and the Thermal Man!”; Stan Lee 
(script); Jack Kirby (pencils); Bill Everett (inks)

Harkening back to the good old days prior to the 
grandiose years, Mighty Thor #170 (Nov 1970) 
takes the Thunder God back to Earth to battle 
an ordinary, everyday super-villain. Or, if not a 
super-villain exactly, then something like it.: The 
Thermal Man was created by the Red Chinese in a 
running subplot that began in issue #168 and now 
culminates here in a building shattering battle that 
only the power-packed pencils Jack Kirby could do 
justice to. Those, and inks provided by Bill Everett! 
The legendary artist who first made his mark in 
the industry way back in the Golden Age with his 
creation of the Sub-Mariner, had left, then returned 
to comics to help launch Daredevil #1 back in the 
years of consolidation. He left the fold again, then 
returned off and on from the late '60s before settling 
down somewhat as penciler, inker, and scripter for 
later issues of the Sub-Mariner. But before that, 
he somehow landed the inking chores on Mighty 
Thor. Just in time too, as George Klein, who himself 
had replaced Vince Colletta, just wasn't up to the 
job. (To be fair, the reason for that may have been 
due to declining health; Klein, who'd been one of 
the giants of the field and been a top inker over 
John Buscema on the Avengers and Gene Colan on 
Daredevil, died that year, soon after his final issue 
of Thor.) Although Everett's inking style utilized a 
heavy line and sometimes made the same mistake 
later Kirby inkers did in sticking too closely to the 
artist's use of shadows (check out how he inked 
Thor's face on page 1), somehow, he was able to 

pull it off and retain the weight of Kirby's figures 
while also preserving the larger than life goings-on. 
While the Thermal Man looked as heavy as a giant 
robot should, his interpretation of Kirby's Norn 
Queen was too arch. With her arcing eyebrows and 
high cheekbones, she lost the beauty she'd shown 
under both Colletta and Klein and looked closer to 
middle age than youth. But then, this was Everett's 
first issue and he might have just been getting used 
to Kirby's pencils because he’d improve in later 
installments. But overall, this was a plain ole fun 
issue to look at and read with scripter Stan Lee's 
usual mix of Earth normal and Elizabethan dialogue 
keeping everything in perspective. In fact, Lee's own 
style of scripting was evolving just as Kirby's art 
was. Gone were most text boxes now. Even on the 
opening page, his accustomed snap summary of the 
story so far is completely missing. Instead, he relies 
on dialogue to fill readers in resulting in a faster, 
and in some ways less satisfactory, read. 

Sub-Mariner #19
“Support Your Local Stingray!”; Roy Thomas (script); 
Marie Severin (pencils); Johnny Craig (inks)

Penciler Marie Severin manages to produce another 
decent cover image for Sub-Mariner #19 (Nov. 
1969) with the help of inker Johnny Craig in an 
issue that features new hero/villain Stingray. Craig, 
a veteran artist from the fabled EC comics stable, 
also joins Severin on the interiors. There, he brings 
some substance to Severin's pencil work but like 
others before him, is hobbled by the artist's bad 
figure work and uninteresting layouts. On the 
other hand, Craig may not have done Severin any 
favors by eschewing for the most part the use of 
blacks making for an overall two-dimensional, 
cartoony feel in most places. Severin was best in 
illustrating humor and caricature, a talent that made 
her perfect for Marvel's now defunct Not Brand 
Echh book as well as the occasional gag cartoon 
she'd draw purely for the enjoyment of her fellows 
at the Marvel offices. That talent was on full 
display in this issue's opening splash page where 
Severin includes the likenesses of a couple dozen 
bullpenners from John Verpoorten to Roy Thomas 
in a beach crowd that gathers round Namor's 
unconscious form. And speaking of Thomas, he 
tells a tale of a still gill-less Sub-Mariner as he 
discovers that the mysterious Stingray is actually 
Walter Newell, whom he thought dead following 
an explosion back in issue #16. There's action, 
characterization, and invention galore but it's all 
prevented from soaring by Severin's substandard 
art. If only Severin could've drawn the strip with 
the same attention she gave many of her covers 
or if the book could be drawn by a returned John 
Buscema or something…
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While scripter Roy Thomas and penciler Marie 
Severin were exploring inner space with the 
Sub-Mariner, Neil Armstrong, Buzz Aldrin, and 
Michael Collins were exploring outer space, 
landing on the Moon on July 16, 1969.



Avengers #70
“When Strikes the Squadron Sinister!”; Roy Thomas 
(script); Sal Buscema (pencils); Sam Grainger (inks)

In an even more blatant effort acknowledging the classic 
DC storytelling technique used in its early Justice 
Society of America tales and later in their Justice 
League of America Silver Age iteration, scripter Roy 
Thomas has the first group of Avengers taking part in 
the Grandmaster's cosmic chess game, split off each to 
face his counterpart with the Squadron Sinister over the 
capture of some famous monument (Statue of Liberty, 
Taj Mahal, etc). It was always a 
ho-hum plotting technique, even way 
back in the 1940s when it was first 
and all too frequently used, and it 
was still a snoozer in the Marvel Age. 
The only thing that saves it here, in 
Avengers #70 (Nov. 1969), is Thomas' 
Stan Lee honed scripting skills that 
at least keeps the dialogue snappy 
and characterizations of individual 
heroes on target. Otherwise, the Sal 
Buscema pencils don't help much, 
even if he was somewhat channeling 
older brother John Buscema's superior 
style. (Including the fun cover with its 
two groups of heroes charging at one 
another; check out the way cool cover 
of Avengers Special #2 for Sal's direct 
influence!) Otherwise, there's not 
much to write home about here. 

Captain Marvel #18
“Vengeance is Mine!”; Roy Thomas 
(script); Gil Kane/John Buscema 
(pencils); Dan Adkins (inks)

Likely taking more cynical readers 
by surprise, the same creative team 
that had turned the book around the 
issue before were still on the job in 
Captain Marvel #18 (Nov. 1969). 
It was still too early to know if the 
radical changes made to the feature over an issue and a 
quarter (remember, Cap's new uniform was introduced 
in the last few pages of ish #16) met with the approval 
of readers, but that didn't stop writer Roy Thomas and 
artist Gil Kane from plunging ahead. “We took a long, 
hard look at what had happened to Captain Marvel in 
recent issues and frankly decided we weren't entirely 
satisfied with what we saw,” revealed Thomas on the 
previous issue's letters page. “It isn't often perhaps, 
that a comic mag company will admit that it's been on 
the wrong track, but that's more or less what happened 
to mixed-up Marvel. And so, we set to work to alter 
Mar-Vell once and for all into the kind of character we 
thought he should be, figuring that, if we would follow 

our own instinct, our own inclinations, we'd probably 
come out on top.” Which begs the question: what had 
the powers that were at mighty Marvel been thinking/
doing in all the issues prior to Thomas' return to the 
title? Had they been deliberately going against their 
instincts and their own better judgement? More likely, 
it had just been given little attention after first Stan 
Lee, then Thomas, left early on. After that, it was cast 
adrift with a series of lesser writers and artists to keep it 
bumping along in the Marvel backwater. At least, that is, 
until the bean counters in the accounting office noticed 
the sales numbers and brought them to the attention of 

publisher Martin Goodman. In any 
case, immediate cancellation was 
avoided after Thomas and Kane got to 
work and, after their first ish, wherein 
the new arrangement of Mar-Vell 
and Rick Jones was established and a 
perfunctory nod to the ongoing threat 
of Col. Yon-Rogg was made, the 
team settled down to some dyed in the 
wool Marvel style scenarios. Namely, 
this issue's threat of the Mandroid, a 
robot unleashed by Yon-Rogg to kill 
Mar-Vell. But the tables are turned, 
there's an explosion, and Yon-Rogg 
is killed (hopefully for good!). 
Thomas also livens things up on the 
characterization front by turning 
Rick into a folk singer, bringing in 
a supporting cast that includes his 
manager, Mordecai P. Boggs and later 
his girlfriend. Lou-Ann. Kane's art 
this issue was as frenetic as his first as 
he enjoyed a freedom he never really 
had while at DC where an imposed 
house style and full scripts held him 
back. But after testing the waters 
with a few installments of the Hulk 
in Tales to Astonish a few years back, 
he'd been ready to move from his 
long-time employers to Marvel. That 
said, he had some uncredited help on 
this issue, including John Buscema 
who stepped in to do pages 12-20. 

These were the last days of the artist's peak when his 
layouts were experimental and his figure work expansive 
so these pages, rushed though they might have been, 
are real standouts. (According to a note by Thomas 
on the letters' page, Buscema whipped out the pages 
over a weekend.) What would it have been like to have 
Buscema as the regular penciler on the strip, giving it 
his full attention in these months? Only one word can 
describe it: Wow! Fun Fact: A little known incident in 
this issue resulted in Carol Danvers eventually becoming 
Ms Marvel. Kidnapped by Yon-Rogg, she was caught 
in the explosion of a psyche-magnetron, forbidden tech 
created by the Kree. The explosion affected her DNA 
giving her super-powers (and her own book) in 1977.
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Unlike his work at Marvel, 
Gil Kane’s pencils were 
necessarily more restrained 
at DC comics due to the 
company’s use of full 
scripts in which the writer 
determined what the action 
would be in each panel 
rather than leaving the 
pacing up to the artist.



Silver Surfer #10
“A World He Never Made!”; Stan Lee (script); 
John Buscema (pencils); Dan Adkins (inks)

In what could very well have been another story planned 
for when the book still sported its double-size format, 
scripter Stan Lee presents the first of a two-part tale in 
Silver Surfer #10 (Nov. 1969). Here, the Surfer finds 
himself embroiled in an unnamed South American 
country taken over by a brutal dictatorship. Taken in 
by resistance supporter Donna Maria Perez, the Surfer 
must later rescue her after she's captured by the regime. 
And wouldn't you know it? Just as the attractive Maria 
embraces him in thanks, they're spotted by Shalla-Bal 
as she arrives on Earth with scheming wannabe lover, 
Yarro Gort! See, Gort's been trying to woo Shalla-Bal 
but Shalla will have nothing to do with his advances, 
as she's still in love with the long absent Norrin-Rad. 
So Yarro makes her a deal: he'll take her to Earth and 
if they find that Norrin-Rad has been unfaithful to her, 
she'll agree to marry Yarro. So, right off, readers likely 
knew where this was headed and were confirmed in their 
suspicions with the very last panel of this story as Shalla 
catches the Surfer just when he's being kissed by the 
grateful Maria. Hoo, boy! 

Homer the Happy Ghost #1
Stan Lee (script); Dan DeCarlo (pencils/inks)

By. 1969, Marvel was under new ownership and freed 
from the distribution restrictions that had hobbled the 
company for years. With its new freedom, the dual 
stars of Marvel's former split books gained their own 
solo series and entirely new series such as the Silver 
Surfer and Not Brand Echh were launched. At the 
same time, Marvel also took steps to re-enter genres 
that once had been mainstays of the company but fell 
by the wayside with the rise of its superheroes. Of 
course, though its westerns had receded in popularity, 
Marvel had never stopped publishing them—as 
well as teen humor books like Chili and Millie the 
Model—but other genres such as horror, romance, 
and children's had been ignored. Those lapses had 
begun to be corrected with the debuts of Tower of 
Shadows and Chamber of Chills, as well as My Love 
and this month with Homer the Happy Ghost #1 (Nov. 
1969). Unfortunately, the Homer book didn't feature 
any original material; at least not in the sense that the 
material was all new. Its four issues would all feature 
reprint material from the 1950s but being scripted 
by Stan Lee and penciled by Dan DeCarlo (who'd go 
on to greater fame as a mainstay of Archie Comics), 
the stories of Casper-wannabe Homer and his friends 
were still as fresh and clever as they ever were. 
Unfortunately, its time had apparently passed. Younger 
readers had apparently become used to finding their 
fare elsewhere than Marvel and the book was soon 
canceled. In future years, Marvel would occasionally 

try to reenter the kids' market but with no more luck: 
its superheroes had been too successful. The company 
had become branded in readers' minds and it would 
prove to be increasingly difficult to break the mold. 
Fun Fact: Lee and DeCarlo featured themselves in 
one of the stories in this issue, a gimmick that predated 
appearances by Lee, Kirby, and other Marvel artists in 
the later superhero titles.

Tower of Shadows #2
“Witch Hunt!” ; Roy Thomas (script); Don Heck 
(pencils); Dan Adkins (inks)
“Look Out Wyatt...Automation's Going to Get Your 
Job!”; Gary Friedrich (script); John Buscema (pencils); 
John Verpoorten (inks)
“One Hungers”; Neal Adams (script/pencils); 
Dan Adkins (inks)

An odd assortment of creators this issue with a story 
penciled by early years mainstay, Don Heck leading 
off Tower of Shadows #2 (Nov. 1969). As readers no 
doubt recalled, the title launched with a strong start, 
headlined by a Jim Steranko produced tale that set a 
difficult pace for others to keep up with. Editor Stan 
Lee no doubt thought he'd matched that high point this 
issue with “One Hungers,” a story, like Steranko's, 
both written and drawn by a superstar creator. Reader 
favorite Neal Adams, beginning with his days at DC 
Comics revamping the Batman, writing and drawing 
Deadman, and designing innumerable cover images 
(which begs the question why he wasn't called upon 
to do the same for this issue's cover) had since moved 
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Far from simply being known as a long time 
Archie Comics artist and co-creator of such 
characters as Josie and the Pussycats and 
Sabrina the Teenage Witch, Dan DeCarlo cut 
his eye teeth on behalf of editor Stan Lee at 
Marvel precursor Atlas Comics penciling such 
teen humor titles as Sherry the Showgirl, My 
Friend Irma, and Millie the Model.



to Marvel, where he knocked the fan world upon 
its collective ear with his work on the X-Men and 
Avengers. So, expectations were understandably high 
for his story here. Unfortunately, this time, Adams 
came up short: checking out an old, empty house, a 
hippie couple came upon a blobbish creature risen 
from the Earth's depths looking for “FOOD!” They 
discover that it feeds on sound and so manage to 
remain silent as they make their escape until, at the last 
second, readers are left to wonder if the girl ended up 
screaming or not and thus spelling their doom. Pretty 
slight stuff with Adams’ pencils looking good as inked 
by Dan Adkins, but not as good as they did when 
Tom Palmer embellished him on The X-Men. Back 
to the front of the book now, to that aforementioned 

Heck story scripted by Roy Thomas. Adkins is at 
work here again but, as has often been said, no one 
inks Heck better than Heck. Still, Adkins manages to 
preserve much of Heck's hard edges despite slopping 
a bit too much ink for shadowing. Somewhat less 
impressive is the story by Roy Thomas about a ruthless 
television producer who gets mixed up in what seems 
to be a modern day witch hysteria, until the twist 
ending reveals otherwise. The issue's third story, 
“Automation's Gonna Get Your Job,” a retelling of an 
earlier pre-hero Atlas tale by scripter Gary Friedrich 
is predictable but well drawn by John Buscema. 
However, he's somewhat less than satisfyingly inked 
by John Verpoorten whose too literal work seemed to 
tease out the spirit of Buscema's style. 
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     Artist Neal Adams began his career in comics strangely, with 
his work debuting at DC comics rather than the hotter, hipper 
Marvel. As a result, with his highly advanced, realistic style, he 
instantly became DC’s best artist with editors there soon clamoring 
for him to draw their covers.
     Adams had come from the more prestigious world of newspaper 
comic strips where he drew the Ben Casey feature for over three years. Casey’s 
tough “take no prisoners” attitude perfectly suited Adams’ increasingly realistic style 
and prepared him for his later work in comic books.
     Still, it took a while for his worth to be recognized as he was given assignments 
on the likes of The Adventures of Bob Hope/Jerry Lewis before catching a break and 
being allowed to draw Batman...but not for Batman line editor Julius Schwartz. 
Adams branched out from there to other characters including Deadman and the 
Specter before Schwartz finally took notice. Adams was teamed with scripter Denny 
O’Neil and together they proceeded to update Batman into the creature of the night 
that inspired fan excitement.
     At that point, along with fellow artist Jim Steranko, Adams became one of the 
hottest names in comics and finally turned his attentions to Marvel where he took over 
penciling for the floundering X-Men book. At that point, he also received his best inker, 
Tom Palmer, and scripting partner, Roy Thomas and together, the team produced some 
of the best comics of the late 1960s.
     However, art wasn’t the only thing demanding Adams’ attention. Over the years, he 
became involved in getting the Academy of Comic Book Arts off the ground, concerned 
himself with improving the creative rights of employees of the comic industry, and 
championing the case of Superman creators Joe Shuster and Jerry Siegel for fair 
compensation from DC comics.
     Adams then concentrated on advertising work before eventually launching his own 
comics imprint in the 1990s with Continuity Comics. But by then, his own personal art 
style had begun to blur around the edges. The dynamism was still there, but strokes 
became heavier, cruder, less delicate. That, however, could never and would never, dim 
the admiration fans for the work he produced during the prime of his career, when he 
was at his most influential, the mid to late 1960s and 1970s.

Neal Adams



Dr. Strange #183
“They Walk By Night!”; Roy Thomas (script); 
Gene Colan (pencils); Tom Palmer (inks)

All good things must end. Despite some optimistic words 
on this issue's letters' column (presumably written by 
scripter Roy Thomas), Dr. Strange was not doing well. 
After trying different things to jog reader interest from 
giving the hero a more superheroic look, fiddling with his 
secret identity and providing him with a steady girlfriend, 
tweaking the masthead giving the logo a jazzier look and 
adding the “Master of Black Magic” tag line, and finally, 
easing the financial burden by reducing the book to a bi-
monthly status, the Dr. Strange title was canceled. There 
were few tragedies in the comic book world as striking 
as this one. With its diamond-hard scripts by Thomas 
that captured the multi-dimensional universe inhabited by 
Strange, and its outstanding art by penciler Gene Colan 
and inker Tom Palmer with its wild invention, the book 
surely ranked at the top of the industry's heap of great 
comics. Perfect in every way, it was a shame to have it 
all come to such an early end. And just after a new, very 
promising story-line was begun with Dr. Strange #183 
(Nov. 1969). There, Thomas took a leaf from the classic 
work of horror writer H. P. Lovecraft (whose work had 
entered the public domain and that Thomas had been busy 
exploring with adaptations in Marvel's horror titles, as 
well as in his work adapting stories by Lovecraft friend 
and sometime collaborator Robert E. Howard) to craft 
a story that fit very much in the Lovecraftian vein. He 
lets the cat out of the bag early on the splash page with a 
famous quote from Lovecraft: “We live on a placid island 
of ignorance in the midst of black seas of infinity and it 
was not meant that we should voyage far.” One of those 
who dared to voyage far was Strange's former patron, 
Kenneth Ward . When Strange arrives at Ward's home, he 
learns that while exploring in the Himalayas, Ward came 
away with a statuette of entities called the Undying Ones. 
Turns out he's become the captive of a group of demons 
seeking the statuette and, following a battle between them 
and Strange, Ward dies. But the servants of the Undying 
Ones are many and vow to continue their attacks until 
their idol is found. If anything, Colan's art this issue is 
even more impressive than ever. Perfectly capturing a 
blend between the look he'd established for the Strange 
strip over the last dozen issues and the gothic mood of 
Lovecraft, Colan and Palmer made it really hard for fans 
to accept the cancellation of the book. Meanwhile, the 
story itself was meant to continue into the next issue, but 
sadly, that would never happen. Instead, readers would 
have to pick up Sub-Mariner #22 and then Hulk #126 
to find out what happened next. Sequels that fell short 
of the excellence of this first chapter due to the basic 
incompatibility of Namor and the Hulk with Strange, and 
because their artists were nowhere close to the caliber 
of the Colan/Palmer team. Strange fans would have to 
wait another couple years before Dr. Strange returned in 
Marvel Feature #1 and that would only be as a member 
of the Defenders. (A team ironically, that was inspired 

by the Strange story being continued into their respective 
mags.) Strange would only fly solo again in 1972 with 
Marvel Premiere #3. 

X-Men #62
“Strangers in a Savage Land!”; Roy Thomas (script); 
Neal Adams (pencils); Tom Palmer (inks)

Talk about loaded! Still in the midst of the great Thomas/
Adams/Palmer run of the latter day X-Men run, the trio 
knocks X-Men #62 (Nov. 1969) out of the park! Adams 
alone provides more visual pyrotechnics than he did even 
in his own preceding issues, beginning with a page 1 and 
page 2 aerial battle between the Angel (as only Adams 
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could draw him) and the leather-winged Sauron. He 
quickly follows that up with pages 3 and 4 featuring a 
flashback sequence about how the Angel found himself in 
his predicament, with Sauron only drawn in a surrealistic 
color negative style. The whole opening sequence 
culminates on page 6 with a full splash depicting a “new 
look” Magneto and henchman Amphibius hovering 
over the fallen Angel. The following pages are barely 
less exciting to look at as the rest of the X-Men venture 
into the Hidden Land to look for the Angel and stumble 
across old pal Ka-Zar and, soon after that, Magneto's 
mutated natives with their various powers (Gaza, Lupo, 
Amphibius, Brainchild, Lorelei, and Piper). Meanwhile, 
the Angel is revived by Magneto (who also gives him 
a spiffy new costume) but the catch is, Angel doesn't 
know that. He thinks Magneto is just a lost soul called 
the Creator by the natives he's mutated. At the “Creator's” 
request, the Angel agrees to go out and stop the X-Men 
from interfering in his project, setting up next issue's 
conflict. It was another fast-paced, exciting entry for the 
Thomas/Adams team with Thomas providing just enough 
text to keep the goings-on clear and staying out of the 
way of the visuals. A good example of that can be found 
on page 18 wherein Thomas leaves silent a sequence 
by Adams of Ka-Zar finding Piper and leaving him for 
dead (maybe that was the beauty of leaving it wordless: 
who could tell what exactly Ka-Zar did to poor Piper? 
Certainly not the Comics Code Authority, which allowed 
the sequence to remain). Adams himself has praised 
Thomas' judicious use of text and as a result called him 
his favorite scripter to work with. No arguments here! 
Fun Fact: One thing that the Code expressly forbade 
was Thomas and Adams' original notion to make Sauron 
a vampire! It's true! When that idea was shot down, they 
transformed the character into a psychic “vampire” who 
changed into a leathery winged pterodactyl instead of 
a bat. Whew! Thank gosh for the Code! Sometimes, as 
it did in this instance, its rules forced creators to keep 
thinking, often to come up with better ideas than they 
started with.

Amazing Spider-Man #78
“The Night of the Prowler!”; Stan Lee (script); 
John Buscema (pencils); Jim Mooney (inks)

Things were still looking bleak in Amazing Spider-Man 
#78 (Nov. 1969) as John Buscema continued with the 
pencil work and Jim Mooney with the brush. This time, 
John Romita wasn't even around as an “innovator.” The 
result visually, was another somewhat bland look with 
dark inks and even dull coloring that did nothing for 
scripter Stan Lee's story involving frustrated window 
washer Hobie Brown, who decides to use his window 
washing tech improvements as weaponry for a new 
costumed identity. According to a small blurb with this 
issue's credits, the Prowler was conceived by John Romita 
Jr, which would prove to be the first of many credits he 
would garner in the late twilight years as an artist who'd 

prove to be almost as good in some respects as his father 
(in fact, Romita Jr would eventually serve a number of 
stints as artist on Spider-Man and was even inked a time 
or two by Romita, Sr). And though this issue overall 
might be classed as pleasant if unexciting, it did come 
with its requisite Lee touches, including scenes of Spider-
Man scaring off a pushy brute trying to break in on his 
phone call to Gwen Stacy; a hint of something between 
Gwen and Flash Thompson, now returned from Army 
service; and Peter Parker laying waste to a pair of local 
goons. (Still, it was hardly enough for some fans as noted 
by letter writer Ronald Gayda who thought there was too 
much action and not enough “social life” for Peter.) The 
issue ends on a cliffhanger as Peter catches the Prowler 
robbing the Bugle's payroll. Yeah, there was stuff going 
on, but somehow, the visuals just weren't putting it across 
in any convincing fashion. It would take an artist with 
more interest in the strip than Buscema was able to muster 
to really liven things up. But would fans have the patience 
to wait until their rescuer finally showed up? 

Captain Marvel #19
“The Mad Master of the Murder Maze!”; Roy Thomas 
(script); Gil Kane (pencils); Dan Adkins (inks)

One element everyone forgets about the production of 
comics is the coloring. Often taken for granted, it can 
spell the difference between the success or failure (or 
at least slower sales) of an otherwise decent strip. In 
the early years, Marvel's books were known for their 
cheap production values with the limited palette of 
the company's coloring being the most immediately 
noticeable factor. Drab greys, browns, and greens 
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heard from John Romita Jr! Following in 
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Daredevil, Spider-Man, Thor, and Iron Man.



predominated, which is why the Hulk's skin color was 
initially done in grey before being switched to green, 
one of the two other available colors. Not too much 
later, things improved, especially on the covers with a 
technique used by colorist Stan Goldberg that shaded 
them beautifully, giving images almost a 3-D effect and 
rivaling the graytone covers DC was using for some of 
its books, and the painted covers used by Dell/Gold Key. 
Later, Marie Severin replaced Goldberg at the color 
wheel and, except for a brief period at the start of the 
twilight years, also did a good job. But as the twilight 
years moved on and the number of titles increased, the 
work of coloring began to be divided among diverse 
hands, including Michelle Robinson. She'd been an 
underground cartoonist before moving from the West 
Coast to the East and entering into the comics industry 
proper. She began doing color separating for Marvel 
and later Warren Publications. Likely one of her earliest 
assignments was the new Captain Marvel, a fact that 
writer Roy Thomas was quick to acknowledge on the 
letters page of ish #17: “Adding the final touch to this 
epochal transition ish was the coloring by Michelle 
Robinson” who, as a colorist, was not credited on the 
first page as was the custom at the time. That said, for 
some reason, although past issues of the title were not 
bereft of color, when Thomas and artist Gil Kane took 
over, the book seemed like it burst with colors like 
never before. Maybe it was all those reds and blues of 
Cap's new uniform that appeared in 
nearly every panel? Contrasted with 
his previous outfit that was colored 
green and white (remember those 
dull grays and greens from the early 
years?), the new one practically 
jumped off the page, which is not to 
say it was a better design. The old 
outfit looked more like a military 
uniform and was pretty cool, not to 
mention unique in its color scheme. 
But if the change in uniform was 
necessary to save the book, then so 
be it. Storywise, Captain Marvel #19 
(Dec. 1969) continues along the path 
set by Thomas,one more in tune with 
the Marvel superhero action style 
than a science fiction strip. As such, 
the idea of linking Mar-Vell to Rick 
Jones turned out to be just what the 
book needed. Tied to Rick, Mar-Vell 
became more or less earthbound, 

thus allowing for more interaction with the Marvel 
universe of heroes and villains rather than nebulous 
and often pointless cosmic wanderings. For instance, 
this issue (whose plot Thomas credits to Kane in the 
letters page), Rick goes looking for work and a place 
to stay in New York City and ends up in the murder 
maze of the title with Cap getting involved fighting the 
bad guy while trying to rescue hapless citizens from a 
crumbling building. So far, Thomas' ideas for a revamp 
were working…

X-Men #63
“War in the World Below!”; Roy Thomas (script); 
Neal Adams (pencils); Tom Palmer (inks)

In what should've been penciler Neal Adams' swan 
song on his X-Men run, he and scripter Roy Thomas 
deliver an end to the Sauron/Hidden Land saga that 
was worthy of the creative team's too-short time 
together. Continued from the previous issue, X-Men 
#63 (Dec. 1969), the team is surprised to discover 
that the “Creator” who rescued the Angel and gave 
him a sharp, new uniform, is really Magneto, who 
miraculously survived their last encounter. The villain 
has been mutating local savages and bestowing upon 
them super powers. The X-Men and Ka-Zar battle 
their way through the super-powered natives only to 

be stopped by their latest member, a 
woman code named Lorelei with the 
power to enthrall men. So while the 
male members of the team and Ka-
Zar are halted in their tracks, Marvel 
Girl holds the fort until putting 
Lorelei out of action. Thus freed, the 
male members of the team tear into 
Magneto's lab equipment and cause 
an explosion resulting not only in 
Magneto's apparent death, but the 
reversion of his super henchmen 
back into their savage selves. And 
though the art team of Adams and 
inker Tom Palmer deliver another 
winner this issue, it's scripter 
Roy Thomas who has the last word: 
“As mutants, they'd have been mere 
outcasts of a society that hated 
them,” Cyclops tells Ka-Zar upon 
seeing the super savages revert to 
normal. “They'll be happier when 
they're back to normal.” “Will they?” 
wonders Ka-Zar. “Who could be 

happier to lose vast powers which set them apart from 
other men?” To which Cyclops replies (in a brilliant 
final panel that perfectly captures the despondent looks 
of the X-Men) “Did you say...who? Offhand, Ka-Zar, 
I can think of at least five people without even trying.” 
“And their initials, jungle man,” adds the Beast, 
“are...the X-Men!” If this issue turned out to be the 
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final one of the series, this ending, that summed up 
the entire underlying pathos of the strip, would have 
been a perfect one. But the feature, doomed as it was 
to cancellation, would go on for three more issues. 
Together (including one more lesser effort by Adams), 
they'd constitute an epilogue to the series as a whole.

Mighty Thor #171
“The Wrath of the Wrecker!”; Stan Lee (script); 
Jack Kirby (pencils); Bill Everett (inks)

With the origin of Galactus fiasco behind him, the 
enthusiasm Jack Kirby had for the Thor feature quickly 
evaporated resulting in a series of single-issue stories 
strung together by the thinnest of threads. That pattern 
would hold until the artist's departure from Marvel 
early in 1970. But that didn't mean he was incapable of 
delivering a great story. Case in point: Mighty Thor #171 
(Dec. 1969). In the wake of his battle last ish with the 
Thermal Man, Thor has little time for rest after he hears 
of the plight of civil rights leader Pedro Luis Lopez, 
who hovers near death after an assassination attempt. 
Changing to his mortal identity of Dr. Don Blake, Thor 
determines to do whatever he can to help the patient 
pull through. But in the middle of the operation, the 
Wrecker escapes prison and in a rampage, sends the 
hospital rocking on its foundations. Unable to continue 
the operation, Blake leaves to change to Thor and ends 
up in battle with the Wrecker. He defeats him, of course, 
and manages to get back in time to save Lopez' life but 
at the cost of his reputation as a man: “I'm surprised at 
you, doctor,” observes an assisting physician. “Running 
out the way you did. By abandoning your patient, 
you might have lost him. How can you be so cold, so 
unfeeling? What kind of man are you?” In the final 
panel of the story, Kirby shows Blake's receding figure 
as growing smaller and lonelier as he walks alone down 
a long, empty corridor: “Let's just say, that none of us 
is perfect,” he replies. It was a great story, all stuffed 
within the confines of a mere 20 pages and though 
Kirby's art throughout is colossal, scripter Stan Lee 
manages to shine with the kind of dialogue and values 
that not only gave meaning to the power-packed art, 
but made his reputation in these years. When Blake 
enters the operating room, he's entreated: “You've got 
to save him! If he dies, the city will be torn by riots!” 
To which Blake replies: “I would fight to save him even 
if his passing would be unnoticed by a single man. He 
is a human being, and as such his life is sacred!” Lee 
may not have been the only one who could put such 
words in his characters' mouths, but he was the only 
one who did it consistently and with such conviction. 
Aiding immensely in making this story one of the best 
is Bill Everett who continued to provide the inks over 
Kirby in this, his second outing on the title. And what 
a difference a month made! In the previous issue, he 
seemed to follow Kirby's pencils a trifle too close for 
comfort, not taking the route others like Sinnott and 

Colletta had in rounding off the artist's less attractive 
affectations. This time, Everett seemed more at ease, 
doing a more carefully considered job. That could be 
seen right off on the opening splash page as Thor looks 
down on the city from the rooftops. Everett's delineation 
of the buildings across the street is perfect down to 
every last detail. One feels certain that every brick in 
those walls, every pedestrian on the sidewalks, were all 
preserved from Kirby's pencils. It just gets better from 
there. Though lacking the feel of ancient times that 
Colletta's inks gave Kirby, Everett manages to give the 
pencils a sleek, up-to-date look with harsh lines and little 
shading. Gone is the literal interpretation of the artist's 
use of shadows and blacks from the previous issue, with 
more light thrown over the characters, opening up the 
panels and giving them an almost 3-D look. That style 
really pays dividends when the Wrecker makes the scene 
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first breaking out of prison, then going on his rampage 
(A shot in panel 5, page 8, with the Wrecker's crowbar 
ripping the engine out of a truck is eye-popping!). And 
when Thor finally goes into action, Kirby's use of big, 
quarter-page panels really opens up the story and allows 
Everett to go to town. Not since the days of the Hulk/
Thing fight in FF #25 or the Iron Man/Sub-Mariner 
clash in Suspense #82 was there a fight as bonecrushing 
as this epic confrontation between the 
Wrecker and the Thunder God! All 
of it was finally topped by a full-page 
illo of the Wrecker pounding at Thor 
through a wall. Here, Kirby, faithfully 
inked by Everett, seems to spare his 
fans no detail in showing every single 
brick as they fly in every direction. 
What a panel! And in its way, panel 
2 on the next page was equally 
as impressive, with an apartment 
building behind the falling figures 
of the Wrecker and Thor rendered 
in incredible detail with every nook, 
every crenelation, every window and 
sill, every cornice right there for the 
examining eye. If this was Kirby on 
the downslope of his career at Marvel, 
what incredible vistas awaited fans 
when he became reinvigorated at DC? 
As it turned out, though his early New 
Gods titles showed promise, they 
didn't hold up. Inferior inking and the 
insistence on doing his own scripting 
without editorial interference, doomed 
any chance that Kirby's work there 
would eclipse even what he was doing 
at Marvel in his final months there. 
If nothing else, issues like this one 
were more than enough to prove that 
though he was exiting the scene of his 
greatest career victories, Kirby was 
still the King! 

Fantastic Four #93
“At the Mercy of Torgo!”; Stan Lee (script); Jack Kirby 
(pencils); Frank Giacoia (inks)

Finally (whew!) the climactic chapter in the gangster 
saga as the Thing at last meets the robotic Torgo in the 
gladiatorial arena of a Skrull planet that has become 
infatuated with the Prohibition era of American history. 
But Fantastic Four #93 (Dec. 1969) is marked by an 
even more epochal event than the climax of a multi-
part epic: the substitution of Frank Giacoia for long time 
Kirby inker Joe Sinnott, who'd been the artist's partner 
on the strip since all the way back to issue #44. Sinnott 
brought a clean but hard-edged feel to Kirby's pencils 
that proved perfect for a science fiction oriented comic 
like the FF (by contrast, he likely wouldn't have been 

able to capture as well the feel of Thor the way that 
fellow inker Vince Colletta did). Sinnott was there for 
every important event in the FF's career through the 
grandiose years and into the twilight years and now, 
suddenly, he was gone. (And inexplicably moved over 
to Captain America to ink over Gene Colan's pencils.) 
He was replaced this issue by Frank Giacoia who had 
done good work inking Kirby in the past, most notably 

on Captain America when the 
feature was in its Tales of Suspense 
period. Unfortunately, his inking 
here doesn't measure up to those 
past performances maybe because 
Kirby himself wasn't as sharp as 
he'd been even in the relevant recent 
past of the grandiose years. The slip 
begins immediately on the cover 
with all of Kirby's little affectations 
that had become more noticeable in 
his later period (squiggles, square 
knees, squared off finger tips) left 
in the finished art. Affectations 
that anyone could see had likely 
been smoothed over, covered up, or 
altered by Sinnott. The result is two-
dimensional, almost a bare basics 
layout rather than a finished piece of 
art. The inside art is more of the same 
with Giacoia adding little to Kirby's 
barebones look (particularly on the 
Thing, where the inker seems to have 
dropped Sinnott's habit of adding 
shading to the Thing's individual 
plates to give them weight and 
texture). It all made for a distracting, 
unsatisfying look that took away 
much of the emotion that should have 
been present when the Thing is finally 
rescued by his teammates. Luckily, 
though, Sinnott would be back on 
duty next issue just in time for the 
return of some old time FF baddies.

Avengers #71
“Endgame!”; Roy Thomas (script); Sal Buscema 
(pencils); Sam Grainger (inks)

No, the “Endgame” title of Avengers #71 (Dec. 1969) 
had nothing to do with the blockbuster film Avengers: 
Endgame (2019)! If only it did! That overwrought filmic 
bore would have been so much better if it had been! 
Instead of the film’s disassociation from the comics that 
inspired it and its confusing mass of heroes and villains 
all contending in continuous combat (to coin a phrase), 
viewers would've had the pleasure of seeing such heroes 
as the Black Panther, Yellowjacket, and the Vision facing 
off with the 1940s versions of Sub-Mariner, Captain 
America, and the Human Torch! And on top of that, Thor, 
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Iron Man, and Goliath vs. the Squadron Sinister (from 
the previous issue), and not to mention a special guest 
appearance by the Black Knight as he and the Avengers 
gather in the end to defeat Kang the Conqueror and the 
Grandmaster. Yup, now that would've made for a great 
movie! Alas, all fans would have is this issue and its 
previous two installments. But with Roy Thomas on 
the scripting and even the lackluster but serviceable Sal 
Buscema on pencils, it made for a far more interesting 
tale than that lumbering betrayal of Jim Starlin's original 
Thanos saga. That said, the Grandmaster story itself was 
still below par for Thomas, who needed to get away from 
this DC-inspired tale (of heroes breaking off into teams 
only to reassemble to fight together at the end) and back 
to what he did best: telling stories that grew naturally out 
of Marvel continuity and established characterizations. 
Though he'd do that soon enough in following issues, 
the series would still sputter along under so-so pencilers 
like Sal Buscema and Frank Giacoia until #74 saw the 
triumphant entry of the art team supreme: John Buscema 
and inker Tom Palmer!

Sub-Mariner #20
“In the Darkness Dwells...Doom!”; Roy Thomas 
(script); John Buscema (pencils); Johnny Craig (inks)

It was a return to greatness for 
Sub-Mariner #20 (Dec. 1969), or at 
least a semblance of it. Or maybe 
it just seemed great because John 
Buscema, any kind of John Buscema, 
even rushed or restrained Buscema, 
was better than the work of the strip's 
regular penciler, Marie Severin. That 
was the feeling for many fans when 
they flipped this issue's admittedly 
uninspired cover to its opening splash 
page with what looked like a return to 
form for Buscema with its dynamic, 
full body posturing of the Prince of 
Atlantis. Buscema had returned just in 
time to guest illustrate (according to a 
notice in the credits, Severin was off 
on vacation to the Bahamas) this Roy 
Thomas scripted tale where Subby 
meets Doomsy (that's Doctor Doom 
to those not on informal terms with 

the villain). In a foreshadowing of sorts for Marvel's 
later Super-Villain Team-Up title that regularly featured 
the pairing of Sub-Mariner and Doctor Doom, the two 
characters mix it up here as Namor seeks refuge at 
New York's Latverian embassy. There, Doom offers a 
renewal of their old partnership (hands up those who can 
remember way back to FF #6 when the two teamed up 
against the Fantastic Four!) but a somewhat reformed 
Subby turns him down resulting in a fight that Namor 
barely escapes. It was a solid, entertaining tale that 
could have been more if Buscema had laid it out in the 
sprawling style he used in his earlier issues on the title. 
As it was, the action seemed cramped (except for those 
pages where the artist uses quarter-page sized panels) 
and wasn't helped by Johnny Craig's inks that seemed 
to skimp on detail as well as backgrounds—which may 
or may not have been the result of the fill in nature of 
Buscema's assignment. Unfortunately, any promise of 
better yet to come would be dashed next issue when 
Severin returned from vacation.

Amazing Spider-Man #79
“To Prowl No More!”
Stan Lee (script); John Buscema (pencils); Jim Mooney 
(inks)

With the reduction in page count on 
the Silver Surfer book, John Buscema 
had some time on his hands and so, 
editor Stan Lee found more work 
for him to do. In addition to the now 
20-page Surfer, plus his on-again/
off-again work on The Avengers, 
Buscema filled in on this month's 
Sub-Mariner in addition to his work 
here on Amazing Spider-Man #79 
(Dec. 1969) where he'd been spelling 
regular artist John Romita for some 
time. Except here, Buscema's heart 
really wasn't in it. On Spider-Man, his 
work seemed more dull, a letdown for 
his legions of fans. Or was it because 
of the uninspired inks of Jim Mooney? 
Or the bad coloring with its apparently 
restricted pallet? Whatever it was, the 
Spidey book lost much of its punch 
after Romita absented himself from 
the fray. At this point, many fans were 

simply buying the book out of habit or off the momentum 
begun in earlier years. Lee's story isn't much either with 
its continuation of the tragic tale of window washer Hobie 
Brown and his misguided career as the costumed Prowler. 
And though Peter Parker mishandles his own private life, 
as Spider-Man, he defeats the Prowler and, after hearing 
his sob story, gives him a chance to go straight. Sigh. 
Unfortunately for readers, things were not due to improve 
for another few issues. And there was still the infamous 
intro of the Kangaroo to endure in issue #81…
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Marvel’s concept of teaming up its super-
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Daredevil #59
“The Torpedo Will Get You if You Don't Watch 
Out!”; Roy Thomas (script); Gene Colan (pencils); 
Syd Shores (inks)

One of the best kind of story that Marvel did was the 
extended search for the hidden crime lord plot. You 
know, stories like the one with the Green Goblin, Crime 
Master, or the Big Man in great past issues of Spider-Man 
or even the Masked Marauder or the Exterminator from 
right here in the Daredevil comic. In fact, the longer the 
mystery of the top guy's identity remained in question, 
the more acute the enjoyment for readers as his story-
line unraveled. For Daredevil #59 (Dec. 1969), scripter 
Roy Thomas added a variation to what Stan Lee had 
done in each of those previous occasions by having the 
behind the scenes bad guy hire other supervillains to 
tackle the hero individually, issue after issue. Last issue, 
for instance, master criminal Crime Wave hired the 
costumed Stuntmaster to take out Daredevil. He failed, 
of course, setting up this issue's villain, the Torpedo, 
to take over. But Thomas' variation wasn't completely 
original. It's well known that Thomas had a fondness 
for Fawcett Comic's character Captain Marvel, whose 
most well known story-line extended for over two years 
from Captain Marvel Adventures #22-46. Over those 
issues, criminal mastermind Mr. Mind gathers many of 
Cap's old enemies to tackle him one at a time, each time 
hoping one will find a way to defeat him. Cap triumphs 
though until finally confronting Mr. Mind himself. 
(Come to think of it, Lee himself used this basic premise 

in encapsulated form for the plot of Spider-Man Annual 
#1 featuring the Sinister Six.) That said, a good idea is a 
good idea so why not use Otto Binder's Captain Marvel 
plot here with DD? It got off to a good start in issue #58 
and continues with a bang of an opening splash page as 
our hero catches a couple crooks putting the protection 
squeeze on a local druggist. (And by this time, do we 
have to point out how incredible the inks of Syd Shores 
look over Gene “the Dean” Colan's pencils?) Later, 
police detective Willie Lincoln, following up on a clue, 
stumbles into the lair of Crime Wave who releases him 
thinking he's merely a helpless blind man. But once 
he reads the next day's papers and finds out who he 
really is, he hires an underworld hit man to eliminate 
him (The Torpedo, natch. A clever moniker based on 
underworld slang for a professional assassin). Luckily 
for Lincoln, DD has been watching out for just such 
an attempt and goes into action. The Torpedo has him 
on the ropes, when Lincoln steps in to save the day. It 
was an exciting, thrill-packed chapter in the serial with 
nice instances of characterization for all the principles 
including blind detective Willie Lincoln, fighting DA 
Foggy Nelson, and the Matt Murdock/Karen Page 
ongoing tension show. 

Silver Surfer #11
“O, Bitter Victory!”; Stan Lee (script); John Buscema 
(pencils); Dan Adkins (inks)

Our tale of tragedy and disappointment concludes in 
Silver Surfer #11 (Dec. 1969) as the spaceship carrying 
Shalla-Bal and Yarro Gort to Earth is shot out of the sky 
by the forces of an unnamed South American country 
torn by civil war. The action came just moments after 
Shalla-Bal witnessed the Surfer being kissed by an 
Earth woman and of course, misinterpreting the gesture 
of thanks for being rescued for betrayal. Then, she and 
Yarro are captured by the country's dictator and the 
scheming Yarro immediately sells out to save his skin. 
Building a weapon that can defeat the Surfer, he's about 
to use it when Shalla-Bal risks her life by throwing 
herself between the gun and the Surfer and is struck 
instead. Weakened by the fighting, the Surfer is unable to 
help Shalla-Bal and, determining that only the medicos 
on their home planet can save her, sends her back to 
Zenn-La and once again beyond his reach. Talk about 
frustration! This dangling of Shalla-Bal before the Surfer 
and then yanking her away again was beginning to wear 
thin. Either scripter Stan Lee had to reunite the two or 
write off Shalla-Bal for a while, because even when she 
was drawn ever so lusciously by penciler John Buscema, 
absence did make the heart grow fonder after all. In the 
meantime, he needed to introduce a supporting cast of 
some kind for the Surfer to develop more permanent 
connections with them on Earth if the book was going 
to break out of the rut it seemed to be falling into. The 
question was: would there be enough time for that before 
sales declined further, necessitating cancellation?
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Which came first? The chicken or the egg? 
Was the 1971 TV show Longstreet, about 
a blind investigator with a seeing eye dog 
influenced by the Matt Murdock character or 
better yet, detective Willie Lincoln in Marvel’s 
Daredevil series? Or did it go farther back 
for inspiration (as possibly DD himself might 
have!) to the pulp era’s Black Bat who was 
blinded by acid but gained enhanced senses 
making him a “super-hero” of sorts?
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