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"I think the bigger question is why readers are not interested in those [female] characters. Comics follow society. They don’t lead society, they reflect it."
Gerry Conway, a former writer for The Punisher, as reported by the Los Angeles Times, August 7, 2013.

“Once there was a time when more girls than boys read comics, a time when comics for girls sold in the millions, outnumbering every other kind of comic book.”
Trina Robbins, From Girls to Grrlz: A History of Women’s Comics from Teens to Zines.

Introduction

Women have had a major contributing role in the history and development of comics and cartoons in addition to being among the most avid readers, fans, and collectors. There is a form of cognitive dissonance when it comes to acknowledging and discussing the role of female cartoonists in the history of the comic industry and their role as consumers of comic books. There is also the common belief that comics produced by women only depict culture but do not change it. This is inaccurate. Female cartoonists have swayed public opinion in matters regarding women’s suffrage and patriotism in times of war and have impacted American consumer culture. Unfortunately, in the wake of the post-war years America was recovering from the second World War and sought a more gendered culture. This led to the erasure of female cartoonists from comic history because now these women were relegated to the suburban home, imprisoned in “a comfortable concentration camp,” according to feminist Betty Freidan,  rather than being allowed to maintain their identities as working cartoonists. Research regarding the impact of women in comics has only just begun to be explored.[footnoteRef:1] [1:  Betty Freidan, The Feminine Mystique. (New York: Harmondsworth, 1963), 228.] 

Interest in the study of the history of female illustrators and comic book artists began with the rise of second-wave feminism in the United States in the late 1960s and early 1970s and continues to the present. This body of scholarship has produced significant discoveries and revisions to the historiography of comics using methodologies that employ multi-disciplinary approaches. As art historian Martha Scotford Lange points out, in order to give women artists their voice in the historiography of graphic design historians need to expand their research to include cultural history and social history and not rely solely on art history.[footnoteRef:2]  [2:  Ellen Mazur Thomson, “Alms for Oblivion: The History of Women in Early American 
Graphic Design.” Design Issues, Vol 10, No. 2 (Summer 1994): 27.
] 

My thesis “North American Female Cartoonists of the 19th and 20th Centuries” will discuss the lives, careers, and contributions of a cohort of American female cartoonists who played a prominent role in cartooning and comic production from the late nineteenth century to the 1970s. It will examine and discuss the ways that female cartoonists were able to pursue cartooning as a means of political, financial, and artistic freedom despite living in a very restrictive gender-structured society. It will also discuss how female cartoonists have been systematically erased from history due to the rebuilding of gender roles in the aftermath of World War II.
The origins of comics and cartoons in the United States as an art form and the conventions used are rooted in illustration. Illustration became a new professional field in the nineteenth century owing to improvements in lithographic technology that allowed for easy and quick reproduction of richly colored images.[footnoteRef:3]  This meant that print media could be easily produced for a large audience, which in turn led to comics and cartoons being produced for a vast readership. The increasing innovations in lithography during the American Civil War years resulted in illustration becoming both an industry and a mass commodity to be purchased by the mass public.[footnoteRef:4] Illustration was a new, unexplored field and, much like the frontier, a field open to anyone to make their mark and define what illustration would mean for future practitioners of the art form. [footnoteRef:5] Women took part in this revolution. In fact, women were among the nation’s first illustrators, graphic designers, and cartoonists.  [3:  Walter Reed. The Illustrator in America 1860-2000.3rd Edition. (New York: Society of Illustrators, 2001),  6; Barbara, Balliet “Reproducing Gender in Nineteenth-Century Illustrations.” The Journal of the Rutgers University Libraries, Vol LX (2003): 64. 
]  [4:  Walter Reed. The Illustrator in America 1860-2000.3rd Edition. (New York: Society of Illustrators, 2001),  6. Ellen Mazur Thomson also refers to lithography but without naming the technology on page 28 of her article, as does Barbara Balliet in “Reproducing Gender in Nineteenth-Century Illustrations” on page 64. 
]  [5:  For more on the connection between the Frontier and American culture, see Richard White’s The Frontier in American Culture (Berkeley, CA: University of California Press, 1994). In Walter Reed’s The Illustrator in America 1860-2000. 3rd Edition on page 9, he states “the earliest illustrations grew out of the primitive conditions of a frontier country, cut off from the sophistication of the arts in Europe, many early American artists trained themselves.” In saying so, he is connecting illustration with the American Frontier. Similarly, too, does Ellen Mazur Thomson in her “Alms for Oblivion: The History of Women in Early American Graphic Design” Design Issues, Vol 10, No. 2 (Summer 1994): 28: “the concept of graphic design and the professional graphic designer evolved in the United States during the second half of the 19th Century. Previously, compositors, printers, typographers, and artist-engravers designed as part of their craft.” She goes on to use very strong patriotic language in referring to a “revolution in press and paper technology” that would help propel graphic design to a new level of professionalism.
] 

Illustration was originally considered a female pursuit, as a woman could pursue her illustration career as a side job to her domestic responsibilities as woman of the house.[footnoteRef:6]  Over time, as the female illustrators began to illustrate for stories and advertisements that combined both image and text, illustration eventually evolved into the earliest form of cartooning.[footnoteRef:7] An example of this evolution can be seen with Rose O’Neill’s Puck cartoons from the late nineteenth century. The cartoons Rose O’Neill produced for Puck consisted of an image with a caption beneath that contained the dialogue. These early cartoons were vastly different from modern cartoons that utilize speech bubbles and other aspects of cartooning.  [6:  Helen Goodman, “Illustrators of the Golden Age of American Illustration.” Women’s Art Journal, Vol 8, No.1 Spring-Summer (1987): 14.
]  [7:  See: Carolyn Kitch, “The American Woman Series: Gender and Class in The Ladies’ Home Journal, 1897.”Journalism & Mass Communication Quarterly, Vol. 75, No. 2 (Summer 1998).] 

A debate exists among comic scholars about what exactly a cartoon or comic is or needs to entail in order to deserve the term of comic or cartoon. Some scholars like Trina Robbins use the terms cartoon and comic interchangeably. Andrea C. Samson and Oswald Huber in their study on gender differences as presented in cartoons define cartoons and comics as two different things. To them, cartoons are jokes told in visual form and use overly simplified images with “exaggerated features,” while comics are more serious narratives with extremely detailed artwork often closely associated with reality and are “anatomically correct.”[footnoteRef:8] Thomas Milton Kemnitz, another scholar, defines cartoon as “an imprecise term which is now applied to a multitude of graphic forms,” which Kemnitz categorizes as cartoons of humorous intent and cartoons that present the artist’s opinion.[footnoteRef:9]  [8:  Andrea C. Samson and Oswald Huber,  “The Interaction of Cartoonist’s Gender and Formal Features of Cartoons.”  Humor-International Journal of Humor Research, Vol 20, Issue 1.(2007): 1-25. 
]  [9:  Thomas Milton Kemnitz, “The Cartoon as a Historical Source.” The Journal of Interdisciplinary History, Vol 4, No. 1, Summer (1973): 81-93.] 

Samson and Huber’s definition of cartoons and comics in my opinion is outdated and too narrow, focusing on only a small aspect of what cartooning and comics are capable of portraying. I also disagree with their assertion that cartoons are simple and comedic because the visual examples by late nineteenth century women cartoonists clearly show that cartoons were anything but simple or comedic. Kemnitz, on the other hand, is correct in asserting that the term cartoon can be applied to a number of different visual forms of storytelling. In my thesis, I will use the terms cartoon and comic interchangeably. I define both cartoons and comics as a visual way of combining story with image to present anything ranging from the cartoonist’s political affiliation to a story developed by the woman to talk about any subject ranging from Kewpie dolls to racial tension, and even an expression of how badly the cartoonist wants to go on vacation.
To fully understand any explanation and discussion of American female cartoonists requires a historical framework, divided by the distinct eras of female cartoon production from the late nineteenth century to the 1970s. The comic book industry splits the timeline of comics into ages: the Victorian Age, the Platinum Age, the Silver Age, the Golden Age, and so on. There is an ongoing debate among scholars and historians of comics and cartoons on how to delineate the eras and epochs of comics. For example, Shirrel Rhoades prefers to use the years 1897 to 1937 as the Platinum/Pre-Golden Age. He defines all comics prior to 1938 as Proto-comics, referring to the format, size, and other considerations of comics and cartoons prior to the art form being standardized into the more familiar format known by modern readers. The comics scholar Ken Quattro prefers to use eras rather than ages, and his eras have names such as First Heroic (1938 to 1955) and Code (1955 to 1958).[footnoteRef:10] Ellen Mazur Thomson defines another timeline for graphic design from 1850 to 1920 as the age of “professionalism.” Within this timeframe, according to Thomson, graphic design, alongside illustration, developed in reaction to “social changes and technologies that generated an enormous amount of printed material for mass consumption.”[footnoteRef:11]  [10:  The term “Code” brings to mind the fiasco of Dr. Fredric Wertham’s Seduction of the Innocent, in which comic books were attacked and held up as the cause for juvenile delinquency and other social ills. Dr. Wertham wrote and published Seduction of the Innocent that resulted in members of the comic industry going before a subcommittee of the US Congress to defend and argue that their comics were not warping the minds of young readers. This led to the creation of the Comics Code Authority, a way for the industry to self-censor their works and protect themselves, and wiped out an entire line of horror comics. This event also cleanly differentiates pre-1950s comics from post-1950s comics. Discerning readers can see the difference in the content of stories pre-Comics Code Authority and post (Golda). This might be a factor in Quattro’s naming the Epoch of 1955-1958 “Code.” Seduction of the Innocent was published in the 1950s and Rhoades adds one more piece of information regarding Wertham that is significant to know: Wertham actually recanted what he’d written in his book, and admitted he was wrong, but by the time he did so, the damage to the comic industry had been done (Rhoades, page 57).
]  [11:  Ellen Mazur Thomson, “Alms for Oblivion: The History of Women in Early American 
Graphic Design” Design Issues, Vol 10, No. 2. (Summer 1994.): 28.
] 

This current debate by art scholars on how to determine the timeline of the Age of Illustration and the various Ages of Comics has impacted how to properly place female cartoonists in the context of comic history. Both Bradford W. Wright and Thomas Milton Kemnitz point out that comic books and cartoons are useful as primary sources in that the artist and writer captured the mood and spirit of the time and the generation in which they created the comics. I agree, for if we want to know the context of the time periods of the female cartoonists it helps to examine their product in addition to other documents relating to their lives and work.[footnoteRef:12]  [12:  Obviously, there are exceptions to that statement, and Wright shares some examples such as the children’s comics, like  Harvey Comics’ Richie Rich or Little Lotta, the animal comics, such as Baby Huey, and the comics of Archie Comics which he describes as all having a “timeless and unchanging appeal” that makes them non-reflective of the generational changes over time. (Bradford W. Wright. Comic Book Nation: The Transformation of Youth Culture in America. (USA: The John Hopkins University Press, 2001), xvii.)] 

Accordingly, my thesis will examine and discuss three major cultural changes in the overall tapestry of women’s work in cartoons and comics. These women’s work reflects and makes a statement on the culture in which they were working. These changes are: the suffrage movement of the Victorian Age of Comics (1828-1882), the “New Woman” culture of the Pre-Golden Age of Comics (1897-1937), and the gender restructuring of the Golden and Silver Ages of Comics during the post-World War II years (1938-1955 and 1956-1972). 
These three periods of change reflect Bradford W. Wright’s statement about the impact comic books have had on American youth over the years. Wright states that “comic books are ultimately a generational experience” and points out that “just as each generation writes its own history, each reads its own comic books.”[footnoteRef:13] His statement perfectly sums up women’s experiences in comics and cartooning. For each generation of women cartoonists, there has been a generational change from the previous and the future generations both in terms of cultural change and changes in comics and cartooning. The female cartoonists of the different generations discussed in my thesis both defined and influenced their generational society for their readers. I will discuss two generations of comic book ages in each chapter, and conclude my thesis with a brief discussion of the 1970s to modern webcomic creators.  [13:  Bradford W. Wright. Comic Book Nation: The Transformation of Youth Culture in America. (USA: The John Hopkins University Press, 2001), xiii. Wright makes the very important note that comic books were and have been historically produced by people looking to make money, so it is important to remember that these female cartoonists did not always set out intending to make a mark on the industry, but to earn a paycheck. Although I spend the majority of my thesis talking about the significant contributions female cartoonists have made to the landscape of the comic book industry, it is important to remember that many of these same female cartoonists were trying to earn money, rather than make a political statement. In fact, it may be that it was because of their gender, that these cartoonists even made a statement, more so than any conscious effort on their part to be influential on American culture and comic book culture.
] 

The first period of change that female cartoonists worked in was the Victorian age.  During the suffrage movement, feminists played up the maternal and nurturing role women had in the home in an effort to appeal to both men and women regarding giving women the vote.[footnoteRef:14]  We can see examples of this in the work of cartoonists Rose 
O’Neill and Blanche Ames. In addition to their cartooning, a number of female cartoonists in the early twentieth century worked as illustrators or graphic designers on a contract basis as the product driven consumer culture began to target women consumers for their products. For example, Grace Drayton designed the now well-recognized Campbell Kids for the Campbell Soup Company, while Nell Brinkley did illustrative advertisements for Jell-O, and Fanny Y. Cory, a third female cartoonist, produced artwork for Ivory Soap.[footnoteRef:15]   [14:  Rosalind Rosenberg. Beyond Separate Spheres: Intellectual Roots of Modern Feminism. (New Haven, Connecticut: Yale University Press, 1982), xvi.]  [15:  Trina Robbins, The Great Women Cartoonists.(New York: Watson-Guptill Publications, 2001.), 13-14.
] 

I note the important role female cartoonists played in re-shaping American culture in the process of their observing and illustrating comics about the culture. The early women cartoonists of the nineteenth and early twentieth century who contributed work to the suffrage movement helped the movement to be as successful as it was, because cartoonists were able to reach a large audience and provide more information on how to be politically involved to their readers who lived in more isolated areas. I argue that the women of this time period were drawing cartoons with statements that stressed and emphasized their reasons for women’s suffrage. Because these women were popular and in some cases published in nationally syndicated newspapers, they were able to reach a wide audience with their pro-suffrage message that the suffrage movement could not tap into.
A notable aspect of the women who worked in illustration and cartooning during the late nineteenth century is that many came from privileged backgrounds and therefore could draw from family resources to pay for their art courses and support themselves comfortably.  Alice Sheppard, author of Cartooning for Suffrage, remarks that these women differed from their mothers’ generation. Their mothers had been unable to focus on illustration as a pastime owing to domestic strictures. These Victorian era women, the daughters, Sheppard further notes, received considerable education or attended prestigious art schools, although they found themselves segregated from male students. As my thesis shows, many female illustrators were highly mobile in that they delayed marriage or remained single to pursue their professional calling. These privileged pioneer women illustrators observed the limitations their mothers endured and went on to work on behalf of the suffrage movement. Many joined collectives and networked with like-minded individuals, a practice that led to their gaining work.[footnoteRef:16] Owing to a lack of information on these women, and the fact that most worked for the suffrage movement for political reasons rather than to pursue an art form, I am omitting them from my study. The exception is the artist and outspoken feminist Blanche Ames because she continued to cartoon for some time after her prominent involvement with the suffrage and birth control movements ended.[footnoteRef:17] [16:  Sheppard, Alice. Cartooning for Suffrage. (Albuquerque, New Mexico: University of New Mexico Press, 1994.), 104.
]  [17:  Another reason for omitting so many women cartoonists who worked in the suffrage movement is confusion from the sources. An example is Sheppard explaining that a source once called suffrage cartoonist Nina Allender “the first woman artist who has ever won a name in the magazines of this country as a cartoonist” (page 116) without clarifying that Allender’s comics were published in the 1910s, and O’Neill’s in 1897, therefore the person Sheppard quoted was mistaken. Instead, it is left unclear if Sheppard intended to disabuse her readers of this mistake or if she did not realize that the quote she shared had to be disproven.
] 

In my second chapter, I note that the ideal of the New Woman flourished at the turn of the twentieth century and by the 1920s replaced the ideal of the Victorian woman. The New Woman was an independent woman who was free to work and play to her heart’s content because she was no longer tied to the rigid Victorian expectations of a woman’s proper place. She enjoyed the benefits of the hard work Victorian women had done in  ensuring suffrage and other forms of liberation, from sexual agency to comfortable fashion.[footnoteRef:18] Female cartoonists of this time period documented this cultural change from inside out. The women portrayed in the comics of what is considered the Pre-Golden Age were “flappers.” They represent a generation of independent women who could make their own money and live their own lives and not have to choose between family and career. The New Woman, the sassy and whimsical flapper in Flapper Fanny and other comics of the time period, in essence could have her cake and eat it too. These comics served as a way for future generations to observe how flappers operated, because it was flappers who were producing these comics. [18:  Liza Donnelly, Funny Ladies: The New Yorker’s Greatest Women Cartoonists and Their Cartoons.( New York: Prometheus Books, 2005.), 22.
] 

The third change that female cartoonists documented was the important role of American women to their nation’s war effort during both World Wars. Two generations of women cartoonists contributed cartooning work to the cause of victory in World Wars I and II, both in the fictional worlds represented in their comics and in the real life female work force they inhabited as cartoonists. These female cartoonists who called for patriotic activism on behalf of the troops overseas had their characters sell war bonds, lead blood drives, and do other patriotic duties as national encouragement for their readers. They used their influence as popular cartoonists and their narratives as a springboard in reaching their readers and imploring them to help America during the two world wars. Cartoonists like Marty Links and Barbara Hall started work during World War II in the comic industry while their male colleagues went to war and, much like the women who went to the steel mills and worked on armaments for the soldiers abroad, these female cartoonists held down the fort at home. These cartoonists did comics featuring people valiantly fighting the Nazis, a form of escape fantasy combined with patriotic sentiment, as their female characters defeated the enemy that America was battling. After the men returned home these same cartoonists, like Hilda Terry, worked to usher in the new popular trend of comics geared towards young teenage girls, reflecting the post-war years’ yearning for a return to more innocent times. 
As I detail in Chapter Three of my thesis, these cartoonists who worked during World War II also experienced the same post-war effect that many women in other industries did: They were phased out of their occupations in order to make room for male cartoonists. The post-war years in comics led to a decrease in the number of female cartoonists employed due to the restructuring of gender roles and the redefining of a woman’s place in American society in the suburban 1950s. By the 1970s, only one woman worked at Marvel Comics, and another two worked at DC Comics. The 1970s saw an increase in underground comix, reversing the downward spiral comics had undertaken in the 1950s. This led to the reemergence of female cartoonists, who responded to the misogyny of the 1970s, in a similar manner to how the female cartoonists of the late nineteenth century responded to the inequality of pre-suffrage America. 
Currently, we are enjoying a renaissance of female cartoonists in modern comics and a revival of interest in the history of women in comics. This means that there is an increased interest for information about female cartoonists past and present. This is accomplished by a network of like-minded people using modern technology to connect to one another to help advance information about long-forgotten female cartoonists. In this way, we have come full circle. The advance of technology led to women entering comics, and now technological advances are creating a space for modern female cartoonists to thrive and helping to ensure that the history of past female cartoonists survives and flourishes. In doing so, a new generation of female readers will have content that appeals to them and young girls will be able to see cartooning as a viable occupation to pursue by having been exposed to the ground-breaking cartoon and comic work of past female cartoonists.
[image: ]
Cartoonist Rose O’Neill and her sister Callista at a Suffrage Demonstration. Photo courtesy of Shellie Kirkendall.
Chapter One: 19th Century Women Cartoonists: The Victorian Age of Comics: 1880s-1920s and The Platinum Age of Comics: 1897-1938[footnoteRef:19] [19:  Recall, in my introduction, I discussed that when referring to comics and cartoons, the industry refers to different time periods using terms such as “the Golden Age (1950s) and the ‘Victorian Age”(1890s-1920s). However, even within the industry, different people have different thoughts on the exact years for each time period and have opinions on what those eras should be named. For example, Shirrel Rhoades in his A Complete History of American Comic Books labels all pre-1938 comics as ‘Proto-comics” while other comic historians refer to pre-1938 comics as The Platinum Age of Comics. I will be using, when possible, the different Eras and including the time periods they cover. I talk more about this further on in the chapter. 
] 



As noted in my thesis introduction, cartooning and comics are based upon works of nineteenth century illustration and graphic design made popular and widely distributed at this time due to the advent of lithography that accelerated the need for artist-reporters on the battlefield during the American Civil War to get information out to the public. This was followed by the use of advertisement to appeal to the consumer, in which the image and text had to tell a story to induce people to buy a product. The introduction of lithography also impacted illustrations for books done by women like the extremely successful illustrators Jesse Willcox Smith, Elizabeth Shippen Green and Violet Oakley, the so-called Red Rose Girls, who worked in a male-dominated profession during the advent of cartooning. Cartooning at this time was referred to as humorous imagery though the term also applied to social commentary and political satire. [footnoteRef:20] [20:  For more information on the Red Rose Girls and their work as illustrators, see Alice A. Carter’s The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. Abrams Inc., Publishers, 2000). Other sources for this statement are Walter Reed, The Illustrator in America 1860-2000.3rd Edition. (New York: Society of Illustrators, 2001), 13 and Carolyn Kitch, “The American Woman Series: Gender and Class in the Ladies’ home Journal.” J&MC Quarterly, Vol. 75, No. 2. (Summer 1998.) : 244-245. Many sources other than the three listed also echo the impact the American Civil War and the advent of lithography had on illustration, graphic design, and most importantly to this thesis, comics and cartoons. See:  “What is Golden Age Illustration?” Illustration Art Solutions. 2010. Accessed 2014. < http://www.illustration-art-solutions.com/Golden-Age-Illustration.html>] 

During this Golden Age of Illustration, about eighty women were working as illustrators in the United States. At this time in American culture women labored in the domestic sphere and were not expected to want to work outside the home. Certain kinds of art, sketching, music, dancing, needlework, etc., were considered to be feminine domains and therefore middle class women, with the luxury of leisure time, were encouraged to practice these arts. It  was accepted that women were naturally inclined to take up illustration as both a leisure pursuit and eventually as a paid profession since it conformed to the societal expectation of women. Furthermore, for a female illustrator (and later cartoonist) to be able to stay at home while pursuing a career in illustration allowed these women to fulfill their domestic role and not challenge patriarchal norms by needing to go to an office to do their work.[footnoteRef:21] [21:  The source for this rather specific number of women artists is Helen Goodman, who, unfortunately, does not specify where she gets that number of “estimated 80 women illustrators” (13), so I do not know if she included women who illustrated children’s books, fashion plates, advertisements, and paper doll books or if she only considered the women illustrating for the numerous women’s magazines in print during the time period she is writing about, so I find myself wondering what her criteria was for coming up with that exact figure. Additionally Barbara Balliet in “Reproducing Gender in Nineteenth-Century Illustrations.” The Journal of the Rutgers University, Vol 60 (2003): 65, Jill Grabowski who, as far as I can find, has only published one thesis through The Art Institute of Chicago, in 2000 said in “Female Troubles: Some Women and Their Comix” her thesis about underground commix done by women in more recent times: “the early 1900s saw the blossoming of a new field for women: Illustration”( 21), and Helen Goodman in “Women Illustrators of the Golden Age of American Illustrators.” Women’s Art Journal, Vol. 8, No.1 (Spring-Summer 1987) all restate this information in their own writing. This is reiterated throughout much of my research to the point that I find it ironic that comics and cartooning are traditionally thought of as a ‘male’ profession but developed as a result of a ‘feminine’ profession. For more information on how women working in illustration were considered by late nineteenth century civilians, see: Barbara Balliet, “Reproducing Gender in Nineteenth-Century Illustrations.” The Journal of the Rutgers University, Vol 60 (2003): 66-69.Several authors reiterate this; Helen Goodman, on page 14 of her “Women Illustrators of the Golden Age of American Illustration” points out that it was a “firmly rooted idea that art was woman’s acknowledged domain-though never to be taken seriously by her,” and explains: “in the face of the restrictions and confinements women had to endure at the turn of the century, many nevertheless created careers for themselves, (…) At a time when growing numbers of middle-and upper-middle-class women needed to support themselves, artwork, especially if done at home, was considered an extension of women’s domestic role, thereby “natural” and safe, as it did not encroach on male-female labor divisions”  (14). Barbara Balliet, in “Reproducing Gender in Nineteenth-Century Illustrations” explains that “the rise of illustration created new kinds of employment for women”(65).] 

 	Men of the nineteenth century furthermore believed that women were naturally inclined to be better at art not only because of “their delicate hands” but by their need to “beautify the everyday world.”  However, we must remember that women were not expected to take illustration or art seriously. The well-known artist John Marin while a student at the prestigious Pennsylvania Academy of the Fine Arts noted that some of his female classmates were “young women intent upon adding sketching to fancywork in their list of accomplishments.” Even though there were societal restrictions on the kind of work a woman could pursue, many middle-class women of this generation were able to create careers through art, becoming illustrators, colorists, designers, or cartoonists. Since art could be done in the home alongside the woman’s domestic responsibilities, it became the primary field of profession for women since it was “considered an extension of women’s domestic role  and safe as it did not encroach on male-female labor divisions.”[footnoteRef:22] [22:  Barbara Balliet, “Reproducing Gender in Nineteenth-Century Illustrations.” The Journal of the Rutgers University Vol 60.(2003):  69; Helen Goodman, “Women Illustrators of the Golden Age of American Illustrators.” Women’s Art Journal, Vol. 8, No.1 (Spring-Summer 1987.): 13-22; Helen Goodman, “Women Illustrators of the Golden Age of American Illustrators.” Women’s Art Journal, Vol. 8, No.1 (Spring-Summer 1987.): 14.
] 

The first color cartoon published in the United States was R.F. Outcault’s highly popular The Yellow Kid in 1895 in the newspaper New York World owned by Joseph Pulitzer. The Yellow Kid established the comic strip as part of American society. Outcault’s strip was originally titled Down in Hogan’s Alley until a random color change of the main character’s shirt from blue to yellow led to the now well-known title of The Yellow Kid.[footnoteRef:23]  Before comics, the main source of producing art for pay was illustration and graphic design and women worked alongside men to produce art as a profession.     [23:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 2. I also want to make note of an interesting fact regarding The Yellow Kid: the term ‘yellow journalism’ comes from this cartoon strip due to the color yellow, the strip’s tacit endorsement of a war between the United States and Spain over Cuba in the 1890s, and the strip’s use of over exaggeration regarding current events. I have included this factoid to reflect the importance of cartoons and comics to general cultural history even as the medium itself is often overlooked in art and cultural history. Information regarding The Yellow Kid and its connection to the term Yellow Journalism comes from both my reading of the placards at the San Francisco Cartoon Art Museum where they have an early strip on display and Mary Wood’s comprehensive site dedicated to the strip at “The Yellow Kid On The Paper Stage” at http://xroads.virginia.edu/~ma04/wood/ykid/yellowkid2.htm ] 

The printmaking firm Currier & Ives employed women artists on their staff. Much like Henry Ford’s assembly line, the women painted the black and white lithographs produced by the more prominent male artists on staff. Each woman was assigned one color and would paint parts of the print before passing it to the next woman in the production line. In this way, the company profited off the work and contribution of women painters without crediting them.[footnoteRef:24]  [24:  Walter Reed, The Illustrator in America 1860-2000. 3rd Edition. (New York: Society of Illustrators, 2001.), 14.
] 

To emphasize, women in the early cartooning and comic industry did coloring, inking, background, etc., but were denied credit. Tracing and assigning specific works to women is therefore difficult, if not impossible, and it accounts for the lack of women artists being credited and acknowledged for their contributions to the historiography of illustration. 
A woman employed at Currier & Ives who served as a bridge between illustration and cartooning was Fanny Palmer. She serves as an example of an early female illustrator who worked in the late nineteenth century before illustration gave way to the cartooning branch. She also set, through no intent of hers but rather as a result of societal norms, a precedent for female artists to be denied credit and acknowledgement of their artistic success.

Fanny Palmer: Illustrator for Currier & Ives[footnoteRef:25] [25:  Fanny Palmer was not the ONLY female illustrator to work during this time period, and Reed mentions a list of other women illustrators, including Elizabeth B Humphrey, and Mary Hallock Foote. Palmer was chosen to be showcased in this paper mainly for two reasons: the statement that her signature was left off of her work, a common theme among women cartoonists being denied credit for their work, and the fact that more than one person wrote about her life. Other female illustrators of Reed’s book were practically footnotes therefore not much information could be collected for the purposes of this thesis.
] 

Female illustrator Frances Flora Bond Palmer worked under the name Fanny Palmer. Though technically a lithographer, Palmer was one of three illustrators on staff for Currier & Ives. She produced over 200 lithographs for the firm. Palmer contributed artistic imagery to the field of illustration and advanced technology for the improvement of an artist’s work. This early female illustrator is recognized by scholars for developing a new method to print background tones and for helping to improve the lithographic crayon.[footnoteRef:26]  [26:  Neither Thomson or Reed explained what a lithographic crayon is, or how Palmer improved upon it but both felt it was her main contribution to illustration worthy of note.
] 

As a female Currier & Ives employee, Palmer’s hand signature on her work was “often inconspicuous or omitted entirely.” As a result, she remained absent from history until feminist art historians resurrected her past. According to Ellen Mazur Thomson, Palmer’s obituary left out her numerous accomplishments as an illustrator for Currier & Ives, listing only her domestic role as a wife. This omission reflected the idea that American culture, based on socially defined roles, practiced the “obituary of exclusion” in how women were remembered.[footnoteRef:27] What happened to Fanny Palmer happened to many nineteenth century female artists, illustrators, and graphic designers. The women received no recognition. [27:  Walter Reed, The Illustrator in America 1860-2000. 3rd Edition. (New York: Society of Illustrators, 2001.), 14; Ellen Mazur Thomson,  “Alms for Oblivion: The History of Women in Early American 
Graphic Design” Design Issues, Vol 10, No. 2, (Summer 1994.): 30;
Janice Humes, Obituaries in American Culture. (Jackson, MI: University Press of Mississippi, 2000), 12.] 

The next female artist who serves as a bridge between illustration and cartooning did not have the misfortune Palmer had in terms of having her artistic identity erased because Peggy Bacon went on to be well remembered for her own contributions to art. Peggy Bacon serves as the definitive bridge for when illustration led to cartooning.
Peggy Bacon: Early Caricaturist
The satirical caricaturist Peggy Bacon was a New Yorker born in 1895 to parents who were artists. An only child, by the time Bacon was ten years old she was earning money for her art by producing finely executed dinner cards featuring historical and literary characters.  It was after her father’s suicide in 1913 that Bacon started her formal art education. The eighteen-year old product of a boarding school education, Bacon enrolled at the School of Applied Arts for Women in New York City, and in the following year became a protégé of landscape painter Jonas Lie. Soon after, she had her first solo exhibition in 1915. Bacon then enrolled at the Art Students League. There she taught herself dry point techniques and formed many connections, leading to a collaboration on a satire magazine The True Philosopher and Other Cat Tales. This magazine would contain some of Peggy Bacon’s earliest caricatures and cartoons that, unlike other women artists, would gain Bacon national fame. Bacon’s satirical caricatures were published in many magazines like The New Yorker, New Republic and Vanity Fair. Bacon also worked as an illustrator, illustrating a large number of books during her career. In 1934, she compiled and published a large collection of caricatures, Off With Their Heads, in which she did satirical drawings of famous figures in the art industry that confirmed her reputation as a caricaturist. However, Bacon quit doing caricatures the following year to focus on her other artistic endeavors, but she continued working and exhibiting her paintings, printmaking, and other forms of art.[footnoteRef:28] [28:  Chuck Thorndike, Cartooning, Caricature, and Animation Made Easy. (NY: Dover Publication, 2003), 48. Caricature is considered part of cartooning and comic art. Both terms are defined by scholars as an animated or exaggerated caricature of a subject.; “Detailed Description of the Peggy Bacon papers 1893-1973, bulk 1900-1936-Digitized Collection.” (Archive of American Arts. Smithsonian Institute. Accessed Online, October 2013. < http://www.aaa.si.edu/collections/peggy-bacon-papers-5832/more>).] 

Peggy Bacon, though a latecomer to cartooning, can be compared to Blanche Ames, Rose O’Neill and Fanny Y. Cory, in that she dedicated time and energy to her work in caricature and established her fame satirizing the people around her.  Bacon was among the first of the early female artists to gain renown for her work, and the Red Rose Girls were also among the first female artists to gain household fame for their art.
The Red Rose Girls: The First Female Guild 
The Red Rose Girls is the moniker given to three women who met in Howard Pyle’s illustration class at the Drexel Institute of Art, Science and Industry in Philadelphia: Violet Oakley, Elizabeth Shippen Green, and Jessie Willcox Smith. The three were the female art students of Howard Pyle, considered “The Father of Illustration,” owing to his prolific and talented work as a writer, illustrator, and committed teacher. The women became the most popular and productive illustrators of the nineteenth century, and each woman individually accomplished great fame and popularity in her career. These women greatly differed in age, education, and their approach to art. Their professional identity as the Red Rose Girls, nonetheless, compacted them into a group. They became known as the Red Rose Girls after they, along with their friend and housekeeper Henrietta Cozens, started living and working at the Red Rose Inn and were dubbed so by Howard Pyle.[footnoteRef:29] [29:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 73.
] 

In order for these women artists to do their work and to do it well, their housekeeper-friend Henrietta Cozens maintained the place of residence that all four women shared. Cozens also took care of such matters as paying bills and tending to the gardens so as to free up the three female artists to focus on their artwork. The female artists heeded the advice of their art teacher Howard Pyle: that a woman could be as good an artist as a man, but that in order to succeed professionally a female illustrator had to choose either to marry her career or commit to a marriage, and not try to reconcile the two.[footnoteRef:30] [30:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.) , 9, 43-44. Pyle once stated, that when a female artist got married, that it was “the end of her” as a professional artist.] 

One of the three women who comprised The Red Rose Girls was Violet Oakley. She pursued large-scale illustrations, in contrast to the other two women’s pursuit of smaller scale illustration and made a name for herself as a muralist.
	Red Rose Girl Violet Oakley 
Violet Oakley was the youngest of the Red Rose Girls. She was born into an artistic family in Bergen Heights, New Jersey in 1874. For Violet Oakley, art was not only an occupation but also a way of life. Oakley once referred to herself as having been “born with a paintbrush in her mouth instead of silver spoon.”  Oakley came from a well-to-do family as various family members traveled often to Europe and two of Oakley’s aunts were formally trained in art by a professional painter in Munich, Germany. Oakley was encouraged by her mother to believe in her own creative potential, perhaps because the matriarch had given up her own ambitions to follow an art career to marry and have children. As a result, Oakley as a child was nurtured to make a mark as an artist and thus spent many hours sketching and practicing her craft. [footnoteRef:31] [31:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.) , 30-31.
] 

Violet Oakley’s parents were overly protective and smothering of her as a result of her older sister’s death at age six, when Violet was eight months old. Oakley’s parents refused to let her follow her only surviving sister, Hester, away to college at Vassar. In time, Violet Oakley’s parents finally relented, allowing her to move to New York to attend the Art Students’ League in 1892. She only attended for one year before dropping out to leave for Europe with her family where she studied at the Academie Montparnasse in Paris with her sister Hester. Violet Oakley then went to England where she studied under the well-known American expatriate artist Charles Lazaar. Around this time, Violet Oakley’s father suffered a mental breakdown due to financial problems, leading the two Oakley sisters to consider what they should do next. Violet Oakley decided to go to Philadelphia for schooling, first at the Pennsylvania Academy of Arts. By this time, her sister Hester was a published author and had enrolled in Howard Pyle’s art class at Drexel because the renowned art teacher was both an artist and a writer.  After her first class, Hester dragged her sister Violet to Pyle’s art class, having loved it and believing it was exactly what Violet needed to advance her own art career. Concerned about paying for classes at the Pennsylvania Academy, Violet Oakley decided to leave after one semester and began attending Howard Pyle’s class instead.[footnoteRef:32] [32:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 31, 33-35. Although Oakley only attended for one semester, she continued to be a lifelong member of the Fellowship and was proud she had been able to be admitted to the school. It is not mentioned how much the Drexel Institute or Pyle charged for his class in 1897, but it must surely have been inexpensive enough for both financially struggling Oakley sisters to attend and for Violet to choose the course over the Academy. 
] 

Admittance to Howard Pyle’s class was quite competitive and demanding, but the artist himself personally approved Violet Oakley upon reviewing her extraordinary art portfolio. It was in Pyle’s class that Oakley established the network of female illustrators that would serve her all of her career. Together with Elizabeth Shippen Green and Jessie Willcox Smith the female illustrators became the Red Rose Girls. As part of a collaborative project, Pyle assigned Oakley and Smith to each contribute five full-color illustrations and pen and ink drawings to Evangeline, published in 1897.[footnoteRef:33] This led to a life-long friendship between the two women who learned from each other on collaborative projects. The success of the Evangeline project launched the two women’s careers in illustration and led to the two sharing studio space and working together. [33:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 37 and 45. Pyle was a supportive teacher who often recommended his students to commissioners and anyone seeking artwork for projects or publication. 
] 

	At the urging of her teacher, Violet Oakley became a stained glass designer and muralist, and in 1902 gained fame for illustrating fourteen murals to go in the reception room of the then Pennsylvania governor’s office. Oakley had a natural talent for large-scale paintings and murals. She worked for nineteen years on one mural. Up to her last day of life in 1961, she was still painting her murals.[footnoteRef:34] [34: “Violet Oakley.” Illustration Art Solutions. 2010. Accessed 2014. < http://www.illustration-art-solutions.com/violet-oakley.html>;  “NMAI: Violet Oakley.” National Museum of American Illustration. Accessed online. 2013-2014. http://www.americanillustration.org/artists/oakley/oakley.html] 

Oakley’s partner, the second of the Red Rose Girls, was Jessie Willcox Smith. She was known for her illustrations of children, the way Oakley was known for her murals. This future illustrator of magazines and children’s books began working in art in her twenties. She was among the oldest of Howard Pyle’s students at the Drexel Institute and the oldest Red Rose Girl by ten years.[footnoteRef:35] [35:  Jim Vadeboncoeur, jr., “Jesse Willcox Smith.” JVJ Publishing. 2000. Accessed 2014. <http://www.bpib.com/illustrat/jwsmith.htm and Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.) , 39. Pyle himself was in his forties when he began his teaching career. 
] 

Red Rose Girl Jessie Willcox Smith: The Greatest Children’s Book Illustrator
Unlike Violet Oakley and Elizabeth Shippen Green, Jessie Willcox Smith already had a career in illustration at the time she was enrolled in Howard Pyle’s class. Trained in early childhood education, Smith had been working as a kindergarten teacher when she discovered a propensity for art and this self-discovery led her to change her career plans. Smith attended the Pennsylvania Academy of the Fine Arts where she studied under the famous realist painter Thomas Eakins and graduated in 1888. Around this time, Smith got her first paid job illustrating Three Little Maidens All in a Row for the May 1888 issue of the children’s magazine St. Nicholas. Smith would spend the rest of her career illustrating children’s stories and featuring children in her artwork, although she never had any children of her own. From 1889 to 1893, Smith worked in the production department of The Ladies’ Home Journal, the nation’s first women’s magazine. In 1897, she enrolled in Howard Pyle’s illustration class at the Drexel Institute. Her fellow students included Violet Oakley and Elizabeth Shippen Green, her future lifelong friends and art collaborators. As previously noted, Pyle assigned her and Violet Oakley to illustrate Evangeline.[footnoteRef:36] [36:  Jim Vadeboncoeur, jr., “Jesse Willcox Smith.” JVJ Publishing. 2000. Accessed 2014. <http://www.bpib.com/illustrat/jwsmith.htm] 

Smith was born into a well-to-do family, but she was not as highly privileged as Violet Oakley or Elizabeth Shippen Green. Her positive experiences with her family shaped Smith as a loving and caring person, fond of children, and always polite to everyone. In later years, Smith was noted for personally responding to any fan letter she received in the course of her career, doling out advice and photographs, and even money, when asked. Unlike Violet Oakley, Smith did not come from a family with an art background; her father was an investment broker and machinery salesman of modest means. Smith never showed any interest in art as a young girl. She attended the private Quakers Friends Central School in Philadelphia and high school in Cincinnati, Ohio. After graduation, Smith sought out employment to support herself and to that end began teaching kindergarten, though without much success. Jessie Willcox Smith loved kids, but she hated being in charge of them.[footnoteRef:37] [37:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 11-12.
] 

	The story of how Jessie Willcox Smith got into art is more complicated than a simple childhood interest in art like Violet Oakley’s story. Smith’s cousin was an artist who invited Smith to chaperone her during a private art tutoring for a young man. At this time, young women were not allowed to be alone with men, and this is why Smith offered to chaperone her cousin and the young man while he drew. Smith took part in the drawing lesson and the experience revealed to her that she had skill and talent for art. She decided then to leave teaching to become an artist.[footnoteRef:38] [38:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.) , 12. Carter goes on to state that due to Smith’s specialization in painting children, biographers have felt uncomfortable with discussing that Smith was not cut out for interacting with children on a daily basis. She goes on to discuss that these biographers have shared a story that Smith, as a tall woman, suffered back aches from constantly bending to interact with the children and this was why she hated teaching. Carter dismisses this by explaining that Smith never once complained of a backache in her letters, although Carter mentions that Smith suffered from other pains and physical problems. This is an interesting aspect of Smith’s story. I wonder if it was because of Smith’s gender that these biographers were so insistent on perpetuating some kind of imaginary reason for her not wanting to dote on children. Perhaps biographers were confused about the idea of a woman not wanting to fulfill the societal expectation of a woman being maternal and did not feel comfortable about a woman not desiring to work with children, In the end, Smith still loved children and was known for painting them. She just did not have the energy to handle them.
] 

Taking advantage of the relative freedom of the late nineteenth century to pursue an art career, Smith’s first foray into art was in sculpture, but that was short lived as she moved on to illustration. However, she needed to take formal classes in illustration. At that time, only males could take art lessons and attend art courses. Women born into a well-to-do family could count on their parents hiring a private tutor to teach them art or to be sent to Europe for art lessons. All of this was beyond reach for Smith. Fortunately, the School of Design for Women in Philadelphia accepted her as a student in 1884. However, Smith left the school the next year. Though she was skilled in clay sculpture, she was frustrated with the outdated teaching methods of drawing and painting. She then transferred to the Pennsylvania Academy of the Fine Arts and graduated in 1888.[footnoteRef:39] [39:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 15-21. She trained under Thomas Eakins, and learned photography and gained skill in rendering anatomic detail and movement with his tutelage.
] 

Beginning in 1905, Jessie Willcox Smith worked for magazines like Harper’s Bazaar and Women’s Home Companion before obtaining an exclusive contract with Good Housekeeping. These magazines at this time were featuring illustrated stories in each of their issues. For fifteen years (1918 to 1932) she illustrated the covers for Good Housekeeping predominantly featuring children. An example of the influence women illustrators had on the society at large can be seen in Smith’s marvelous artwork. Smith designed much of the children’s clothing that she rendered for the magazine covers, influencing and shaping the fashion of a whole generation of young children. Additionally, her images influenced later artists’ own renderings of children and the direction those artists took in their own children’s book illustrations.[footnoteRef:40]  [40:  Jim Vadeboncoeur, jr., “Jesse Willcox Smith.” JVJ Publishing. 2000. Accessed 2014. http://www.bpib.com/illustrat/jwsmith.htm and “NMAI: Jessie Willcox-Smith.” National Museum of American Illustration. Accessed online. 2014. < http://www.americanillustration.org/artists/smith/smith.html
] 

Jessie Willcox Smith was a highly successful artist who was very generous with her money. It is estimated that during the Great Depression, Smith was earning a salary of over $31,000 annually. This was enough to support her household, which by that time consisted of herself and Henrietta Cozens, as well as Smith’s invalid sister and her sister’s children who were suffering financial hardship because of the economic crisis. 
In 1933, Smith was stricken with misfortune. The female artist had begun to lose her eyesight and by now was practically blind and bedridden. Smith passed away two years later in 1935. She left her home and the majority of her estate, valued at 240,000 dollars, to her loyal friend and housekeeper Henrietta Cozens. In 1936, the Pennsylvania Academy of Fine Arts held a Memorial Exhibition of this much admired and recognized American female illustrator.[footnoteRef:41] [41:  Alice A. Carter,. The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 190-193. Elizabeth Shippen Green married and moved into her husband’s household while Violet Oakley chose not to move in with Smith and Cozens.
] 

The third Red Rose Girl, Elizabeth Shippen Green was another woman who had a long running contract with a magazine, much like Smith had with Good Housekeeping. Elizabeth Shippen Green inherited her love of art from her father, but surpassed him in her own career as a Red Rose Girl. She would have a lucrative and exclusive contract to do illustrations for Harper’s Weekly, which led to her fame as an artist.
Red Rose Girl: Elizabeth Shippen Green
	Born in 1871 to an affluent and socially privileged family considered among Philadelphia’s elite, Elizabeth Shippen Green was the third Red Rose Girl. Shippen Green’s father was an illustrator, thus like Violet Oakley, her artistic skill was encouraged and honed at an early age. Shippen Green’s father had worked for Harper’s Weekly during the Civil War, a magazine she would later work for once she became an illustrator. She learned basic illustration from him and attended his alma mater, the Pennsylvania Academy of Fine Arts.[footnoteRef:42] She studied for one year at the Academy, taking night classes, where she had the same instructor as Jessie Willcox Smith, Thomas Eakins. As a young child, Shippen Green was inspired by Howard Pyle’s art. Therefore, it must surely have been a dream come true for her when he accepted her into his illustration class at Drexel Institute in 1897. [footnoteRef:43] Shippen Green’s first commission, obtained through Howard Pyle’s influence, was a mural for which she collaborated with Violet Oakley and Jessie Willcox Smith. As noted, the other two women were already working together on a separate novel illustration commission for Pyle.[footnoteRef:44] This mural assignment was Shippen Green’s introduction to the female artist trio later dubbed the Red Rose Girls. Shippen Green had already illustrated articles for the Philadelphia Times and The Republic Ledger newspapers by then. Several years after receiving her degree from the Pennsylvania Academy of Fine Arts, and now twenty-three years old, Shippen Green was hired as a fashion illustrator for the Ladies’ Home Journal. She was also doing illustrations for articles and stories in the nation’s leading magazines as well as advertisements for department stores. [footnoteRef:45] [42:  Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 23.
]  [43:  “NMAI: Elizabeth Shippen Green.” National Museum of American Illustration. Accessed online. 
2013-2014. http://www.americanillustration.org/artists/green/green.html and Carter, Alice A. The Red Rose Girls: An Uncommon Story of Art and Love. (New York: Harry N. 
Abrams, Inc., 2000.), 22.
]  [44:  “NMAI: Elizabeth Shippen Green.” National Museum of American Illustration. Accessed online. 
2013-2014. http://www.americanillustration.org/artists/green/green.html
]  [45:  Jim Vadeboncoeur, jr.,“Elizabeth Shippen Green.” JVJ Publishing. 2000. Accessed 2014.<http://www.bpib.com/illustrat/green.htm>] 

In 1901, Elizabeth Shippen Green became the first female staff illustrator for Harper’s Weekly. She worked exclusively for Harper’s for twenty-three years, becoming well known for her work for this magazine. Her color printed illustrations were often featured in the magazine, a testament to the skill of her work.[footnoteRef:46]  [46:  “NMAI: Elizabeth Shippen Green.” National Museum of American Illustration. Accessed online. 
2013-2014. http://www.americanillustration.org/artists/green/green.html
] 

Putting aside her mentor Howard Pyle’s advice that his female art students had to choose a career or marriage in order to be successful artists, Elizabeth Shippen Green married Huger Elliot in 1911. Eliot, an architect, taught at the University of Pennsylvania. At first, she struggled trying to balance both her career and marriage, but eventually she found some kind of a balance between her professional and personal demands.[footnoteRef:47] [47:  Jim Vadeboncoeur, jr., “Elizabeth Shippen Green.” JVJ Publishing. 2000. Accessed 2014. <http://www.bpib.com/illustrat/green.htm>   Vadeboncoeur makes the claim that Green was just as successful after marrying Huger as before, but Alice Carter, on page 184 of The Red Rose Girls: An Uncommon Story of Art and Love remarks that Green and Elliot’s marriage did not improve or strengthen her professional work, but that “on a personal level (she)evidently chose well.” It seems that although Huger Elliot was an artist himself, and does not seem to have discouraged Green from pursuing her career, his frequently being relocated to art schools throughout the Northeast and her having to serve as wife did impact her ability to produce illustrations. She does not seem to have been as successful in her later years the way Smith and Oakley were.
] 

Now married, Shippen Green moved out of the home she shared with Jessie Willcox Smith and Violet Oakley. The three female artists remained close friends but they never collaborated again. Elizabeth Shippen Green continued to pursue her own art. The illustrator adept in pen and ink drawings died in 1954. She was 82 years old. Shippen Green was one of the twenty-seven illustrators honored in the publication Modern Pen Drawings European and American.[footnoteRef:48] [48:  See: Alice A. Carter, The Red Rose Girls: An Uncommon Story of Art and Love.( New York: Harry N. 
Abrams, Inc., 2000.);  Jim Vadeboncoeur, jr., “Elizabeth Shippen Green.” JVJ Publishing. 2000. Accessed 2014.<http://www.bpib.com/illustrat/green.htm>   
] 

The Red Rose Girls Violet Oakley, Jessie Willcox Smith, and Elizabeth Shippen Green set the standard for female illustrations and for illustrators generally. The women became known for the subject matters they chose to illustrate. The suffragist, illustrator, and feminist Blanche Ames gained notoriety for the cause she chose to contribute her work to: women’s rights. Known as a botanical illustrator, gender was specifically a theme in many of Ames’ cartoons supporting suffrage, birth control, and the moral panic over prostitution.


Blanche Ames: The Suffragette Cartoonist
Cartoonist Blanche Ames worked closely with the early twentieth century suffrage movement, contributing her time, effort, and experience as an artist to the cause. Blanche Ames was born in Lowell, Massachusetts on February 18, 1878. Her father Adelbert Ames was a Civil War general, U.S senator, and governor of Mississippi during Reconstruction. Her family were New England Yankees, descendants of the settlers of this country. Born into the upper class, Blanche Ames was the most elite of the female cartoonists examined and discussed in this chapter as well as one of the most important female artists from the suffrage movement. Ames became the art editor for the Woman’s Journal in 1916, with feminist activists Mayme B. Harwood and Fredrikke Palmer, who like Ames specialized in suffrage imagery of this era. 
The Woman’s Journal was the publication of the American Woman Suffrage Association that was originally edited by the suffragists and social reformers Lucy Stone, Mary Livermore, and Henry Blackwell. Sometime between 1913 and 1916, Ames began to draw and submit cartoons, a result of her exposure to suffrage cartoon art and her work as art editor on the Women’s Journal. Ames submitted her artwork to various suffrage publications, and one of her art pieces was featured on a pro-suffrage poster commissioned by the state of Massachusetts. This staunch women’s rights advocate also co-founded the Birth Control League of Massachusetts in 1916.[footnoteRef:49] [49:  Alice Sheppard, Cartooning for Suffrage. (Albuquerque, New Mexico: University of New Mexico Press, 1994.), 100, 96, 84 and 116-117.; “Inventor of the Week: Blanche Ames.” Massachusetts Institute of Technology. October, 2005. Accessed 2014. < http://web.mit.edu/invent/iow/ames.html>
] 

Blanche Ames did not attend art school. Instead, she was a student at Smith College where she graduated in 1899 with a certificate in art. Her privileged background allowed Ames to easily combine her art career with her family life. She had a studio in her home called “Borderland” and hired help to care for her children in order to free up her time to pursue art. Ames was married to the Harvard botanist Oakes Ames and along with her brother did drawings and etchings of orchids for her husband’s scientific papers.[footnoteRef:50] Blanche Ames became well known for her orchid illustration and etchings, which led to the Ames Chart, orchid paintings used to showcase the different phylogenetic relationships among orchid types.[footnoteRef:51] [50:  This shows the difficulty women had in allocating time to pursue their work while also serving as mother and wife. The Red Rose Girls were warned to never marry for this exact reason. Ames had money to pay for childcare, which seems to indicate that women, if married, could only succeed at art if they had the resources to hire outside help for their families and households. Therefore, at this time, cartooning and art was a pursuit for the very wealthy married woman or the woman willing to abstain from the societal expectation that women should seek marriage and childbirth. (Not to say that if a woman chose to not marry, that she was choosing between a career and a marriage or that there was something wrong with a woman not seeking marriage, just that perhaps a woman choosing a career over anything else was seen as an outlier in society to her detriment). In effect, to be a cartoonist during this time period took either money and the support of family and friends, or an intense dedication and passion for the craft for the woman who did not come from wealth. Additionally, I am unsure if she was paid by her husband for her time on his papers or if it was considered her wifely duty to paint for him; 
]  [51:  Inventor of the Week: Blanche Ames.” Massachusetts Institute of Technology. October, 2005. Accessed 2014. < http://web.mit.edu/invent/iow/ames.html>  At Smith College, Ames had been active in the Massachusetts Suffrage Association.
] 

	In addition to her many contributions to secure reproductive rights for women, and her work on a botanical chart, Blanche Ames was also an inventor. During World War II, she came up with a way to use air balloons to attack enemy planes’ propellers, but her project came too late as the war ended. Ames was also an environmentalist. She developed ideas for conserving water, how to study the ecosystem of ponds and dams, and how to breed a turkey species resistant to disease. Blanche Ames died in 1961 at age 91. Ten years earlier at age 81 she had completed a biography of her father.[footnoteRef:52] [52:  Inventor of the Week: Blanche Ames.” Massachusetts Institute of Technology. October, 2005. Accessed 2014. < http://web.mit.edu/invent/iow/ames.html>
] 

Some female cartoonists like Blanche Ames dedicated considerable time and support to the suffrage movement. These cartoonists’ support of the movement was clear and explicit. Others, like Kate Carew, dedicated articles and humor to the suffrage movement. These cartoonists’ support of the movement was more subtle, but just as important.
Kate Carew: Satirist 
Mary Williams, who later used the pen name Kate Carew, was born in 1869 in Oakland, California. She was the older sister of New Yorker cartoonist Gluyas William. Carew was educated at the San Francisco School of Design and graduated with honors. Kate Carew was hailed as the “Only Woman Caricaturist” by critics, who in doing so ignored the handful of female cartoonists working at the same time.[footnoteRef:53]   [53:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.) , 7; “Kate Carew’s Interview.” Wright Brothers Aeroplane Company: A Virtual Museum of Pioneer Aviation. Accessed online, 2014. < http://www.wright-brothers.org/History_Wing/Aviations_Attic/Carew_Interview/Carew_Interview.htm>; Alice Sheppard, Cartooning for Suffrage. (Albuquerque, New Mexico: University of New Mexico Press, 1994.), 29.
] 

The twenty year-old Kate Carew was the only female illustrator on staff at the San Francisco Examiner. She moved to New York City shortly after getting married in 1900, where she began  drawing humorous caricatures of famous and rich celebrities, which she sold to the New York World.[footnoteRef:54] Carew may have come to New York City alone; her artistic temperament and her strong sense of independence had resulted in her abandoning her husband shortly after their marriage. Of the few female cartoonists working at this time, Kate Carew was the only one who did humorous drawings.  [54:  Trina Robbins, The Great Women Cartoonists. ( New York: Watson-Guptill Publications, 2001.), 7. Another source, Paul Tumey, in reviewing Society is Nix, a history book about comic strips, makes the statement that Carew left her husband in San Francisco and went to New York, as the marriage was unhappy. Robbins did not elaborate on this aspect of Carew’s relocation. ] 

In 1902, Kate Carew debuted her comic strip The Angel Child that ran to 1905. It featured a mischievous female child, remarkable for an era of comics about rambunctious, energetic boy protagonists.  The Angel Child contained references to the women’s suffrage movement, an indication female cartoonists took every opportunity to plant seeds in their readers’ minds about women’s equality.[footnoteRef:55] The feminist Kate Carew also featured young girls in her comics taking charge and her illustrations poked fun at anti-feminists.  [55:  Paul Tumey,“Society Is Nix: Gleeful Anarchy at the Dawn of the American Comic Strip 1895-
1915: Review”  The Comics Journal. August 30, 2013. Accessed Online, 2014. <http://www.tcj.com/reviews/society-is-nix-gleeful-anarchy-at-the-dawn-of-the-american-comic-strip-1895-1915/>
] 

Kate Carew traveled widely in Europe. Trina Robbins describes Carew’s life as “bohemian” because the artist embraced the new social-cultural lifestyle of the young and rebellious art-minded Parisian youth. Defying social mores, Carew had three husbands, one of whom was a British Lord. One of her many European trips was an assignment by her employer Joseph Pulitzer’s New York World.  The newspaper sent her to Europe to do a series called “Kate Carew Abroad.”[footnoteRef:56]  [56:  Paul Tumey,“ “Society Is Nix: Gleeful Anarchy at the Dawn of the American Comic Strip 1895-
1915: Review” The Comics Journal. August 30, 2013. Accessed Online, 2014. <http://www.tcj.com/reviews/society-is-nix-gleeful-anarchy-at-the-dawn-of-the-american-comic-strip-1895-1915/>; 
Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013)., 22. 
] 

Kate Carew was also a writer. She once wrote an article about the prostitution of young women in New York City in which she praised the efforts of a female probation officer in removing young women from prostitution. Carew declared that prostitution, known as  “white slavery” at that time, was not “a woman’s crime but something much bigger than that.”[footnoteRef:57] This sympathy towards prostitutes from the upper class Carew clearly shows compassion.  [57:  “Kate Carew Sees Some “White Slaves” and Their Owners.” New York American Sunday, April 
17, 2010. Rediscovering Kate Carew. Accessed Online, 2014. < http://www.katecarew.com/?page_id=28>
] 

Carew had a strong sense of humor. The interviews she conducted with prominent figures including Mark Twain and the Wright Brothers, were all illustrated with her humorous caricatures and were popularly known as “Carewatures.” Her work for the New York American featured a page called “The Sacred Right of Franchise for Women=Rubbish!”,  a satire of the virulent anti-suffrage political movement which interestingly was composed mainly of women. It  featured an interview with a fictional president of an anti-suffrage league. The page titled “Kate Carew Interviews Herself” has Carew telling the editor she did not know herself as well as the editor assumed and referred to herself mockingly as a “poll parrot,” worried that she would offend herself.[footnoteRef:58] [58:  Paul Tumey,“ “Society Is Nix: Gleeful Anarchy at the Dawn of the American Comic Strip 1895-
1915: Review”  The Comics Journal. August 30, 2013. Accessed Online, 2014. <http://www.tcj.com/reviews/society-is-nix-gleeful-anarchy-at-the-dawn-of-the-american-comic-strip-1895-1915/>; Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 7; “Kate Carew Interviews Herself.” The World Magazine. February 19,1910. Rediscovering Kate 
Carew. Accessed online 2014. < http://www.katecarew.com/?page_id=123>
] 

With her health failing, and her eyesight fading, Kate Carew retired from cartooning in the 1920s and moved to Monterey, California, at the time home to a large artist community. It was there that in 1960 she died at the age of 91.[footnoteRef:59] [59:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 7.
] 

Although Kate Carew can be said to have made political statements in the content and subject matter of her cartooning and writing, she did not work primarily as a political cartoonist. Carew used her cartoons to make political statements in a clever and piercing manner, but she used her cartoons primarily for humorous effect, to reach a large range of readers. Edwina Dumm, by contrast, made a career of political commentary cartooning.
Frances Edwina Dumm: The First Female Editorial Cartoonist
Cap Stubbs and Tippy, the nation’s longest running comic strip, was done by female cartoonist Edwina Dumm. It was based on her childhood as a tomboy in Upper Sandusky, Ohio where she had been born in 1893. Edwina, as she was known, was the daughter of Frank Edwin Dumm who had taken over his father’s newspaper business. Edwina Dumm decided she wanted to be a newspaper cartoonist. Her father told her to prepare for another profession in case art did not provide her with a sufficient means of support. She took a job as a stenographer with the Columbus Board of Education in Columbus, Ohio. Her only art training was from a cartooning class she took through a correspondence course offered by the Landon School in Cleveland, Ohio.[footnoteRef:60] [60:  Many sources cited for Edwina Dumm share the consensus that Frances was her first name and that she used her middle name in her career. The lone exception is the Billy Ireland Museum’s digital exhibit on Dumm which states that Frances is her middle name rather than first; Lucy Shelton Caswell, “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (spring 1988): 3, Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 > 
] 

In 1915, the twenty-two year old Edwina Dumm was the editorial cartoonist for the fledgling Columbus Monitor newspaper. She was responsible for submitting topical cartoons, first weekly and then every day of the week after the Columbus Monitor became a daily newspaper in 1916. Dumm became the nation’s only woman employed as a graphic political commentator, doing cartoons about local, national, and international events. Edwina Dumm worked for the Columbus Monitor until the paper folded in 1917. Dumm often asked her father, a newspaper editor, for help with her politically based cartoons. During her time at the Columbus Monitor, she honed her skill at editorial cartooning and illustration with political commentary. Eventually, she became confident as a cartooning political commentator. At this time, Dumm introduced her comic strip The Meanderings of Minnie, based on a girl and her dog. She later turned her comic strip The Meanderings of Minnie into a strip about a boy and his dog, Cap Stubbs and Tippie, after George Matthew Adams, to whom she had regularly sent samples of her work, hired her to do a six-day comic strip for his syndicated newspaper.[footnoteRef:61] People, upon finding out the female Edwina Dumm drew the Cap Stubb and Tippie comic strip often remarked “Impossible. A girl couldn’t draw convincingly about boys and dogs.”[footnoteRef:62] [61:  Lucy Shelton Caswell, “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (Spring 1988.):  3-4, Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 >; “Edwina Dumm’s Biography.” Billy Ireland Cartoon Library and Museum. The Ohio State University Libraries.  Accessed Online, 2013-2014. < http://cartoons.osu.edu/digital_exhibits/edwinadumm/biography.html>
]  [62:  Lucy Shelton Caswell, “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (Spring 1988): 4, Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 >;  Mike Lynch, “Edwina Dumm & Cap Stubbs and Tippy.”Mike Lynch Cartoons. September 17, 2009. Accessed 2013. < http://mikelynchcartoons.blogspot.com/2009/09/edwina-dumm-cap-stubbs-and-tippy.html>
] 

Edwina  Dumm refused to acknowledge that her gender had any impact on her career, whether positively or negatively, believing that “her talent as an artist was all she needed in order to be successful.” However, Dumm’s gender isolated her from the male cartoonists working at other newspapers in Columbus. The informal club of male cartoonists residing in Columbus very likely excluded Dumm from the socialization and mentoring that took place.[footnoteRef:63]  Her feminist politics may have been another factor in her being shunned. [63:  “Edwina Dumm’s Biography.” Billy Ireland Cartoon Library and Museum. The Ohio State University Libraries.  Accessed Online, 2013-2014. < http://cartoons.osu.edu/digital_exhibits/edwinadumm/biography.html>; Lucy Shelton Caswell,  “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (Spring 1988): 4,  Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 > Lucy Shelton Caswell speculates that since the Columbus Monitor was new at the time Edwina Dumm worked there, the newspaper kept her employed despite her lack of experience because she was “[probably] less expensive” than a male cartoonist. 

] 

Dumm, while on staff at the Columbus Monitor, produced pro-suffragist cartoons. In one comic she has two couples, one Russian and the other American, standing in front of a department store. The Russian woman wears a hat that says “Equal Suffrage,” and the American woman, who is talking to her husband who resembles Uncle Sam, says “and to think you let her get it first!” Dumm was referring to the fact that when the Bolshevik toppled the Russian Czar, their provisional government granted equality for Russian women. In all her pro-suffragist cartoons, Dumm’s female characters display “obstinacy and persistence,” traits the feminist cartoonist very likely valued in herself as well as in other women.[footnoteRef:64] [64:  Alice Sheppard, Cartooning for Suffrage. (Albuquerque, New Mexico: University of New Mexico Press, 1994.), 197.
] 

Sensitivity to events in Germany was a notable feature of Edwina Dumm’s editorial cartooning. She loathed the Kaiser and what he was doing to the Germans. She drew demeaning cartoons that depicted the autocratic German leader as either a spoiled, petulant child flying into a rage or as a cruel despotic leader deluded with fantasies of power. However Edwina Dumm made it clear in her cartoons that she did not blame the German people for the problems in their country. Rather, she portrayed Germans as following the wrong leader or as being deceived. This is in contrast to other contemporary cartoonists like Billy Ireland who  tended to depict all of Germany and its citizens as an evil monster.[footnoteRef:65] [65:  Lucy Shelton Caswell, “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (Spring 1988): 5, Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 >.
] 

Edwina Dumm apparently did not like her journalistic work. She viewed her newspaper job as a “means to an end,” a coveted illustration career in New York City where most cartooning careers were available. She always wanted to work as an illustrator, not a political cartoonist, as she remained uncomfortable doing political commentary analysis. After the Columbus Monitor folded in 1917, Dumm moved to New York like she had always wanted. There she worked as a freelance cartoonist before gaining success with her comic strip Cap Stubbs and Tippie which enjoyed its greatest popularity during the Great Depression.[footnoteRef:66] Dumm never again sought work for a newspaper because the male-dominated offices were too unfriendly. Instead Dumm chose to pursue a career as an independent cartoonist “where she was able to work in her own studio,” rather than share office space with unfriendly and sexist male cartoonists.[footnoteRef:67] [66:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 38.
]  [67:  Lucy Shelton Caswell, “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (Spring 1988): 6, Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 >.
] 

In addition to working for Matthew Adams’ newspaper syndication producing Cap Stubbs and Tippie, Dumm produced Sinbad and Alec the Great among other comic strips, all of which showcased dogs. Like Jessie Willcox Smith, who was widely known for her children’s illustrations, Dumm was popular for her comic illustrations of dogs. Her fondness for producing comics about dogs led to her acquiring work through the recommendation of dog lover Harpo Marx of the Marx Brothers, illustrating Alex Woollcott’s book Two Gentlemen and a Lady as well as his Verdun Belle, which he had dedicated to a different female cartoonist named Neysa McMein.[footnoteRef:68] Additionally, Edwina Dumm created and illustrated the January cover for Life Magazine in 1930. In 1951 Dumm was one of three female cartoonists admitted to membership in the all-male National Cartoonist Society.[footnoteRef:69]   [68:  Trina Robbins, Personal Correspondence, March 2014. 
]  [69:  John Adcock, “Yesterday’s Papers: Edwina (1893-1990).” Yesterday’s Papers. September 11, 2009. Accessed online, 2014. < http://john-adcock.blogspot.com/2009/09/edwina-1893-1990.html>;  “Edwina Dumm’s Biography.” Billy Ireland Cartoon Library and Museum. The Ohio State University Libraries.  Accessed Online, 2013-2014. < http://cartoons.osu.edu/digital_exhibits/edwinadumm/biography.html>
] 

Dumm continued to work on Cap Stubbs and Tippie until her retirement in 1966. She was 73 years old.[footnoteRef:70] In 1978, Edwina Dumm became the first woman to receive the Gold Key Award from the National Cartoonists Society Hall of Fame.[footnoteRef:71]  Dumm lived twenty-four more years until 1990 when she died at 96 years old in Manhattan, New York. Edwina Dumm never married or had children. Her New York Times obituary stated “there are no immediate survivors.”[footnoteRef:72]  [70:  Lucy Shelton Caswell, “Edwina Dumm: Pioneer Woman Editorial Cartoonist, 1915-1917.” Journalism History 15:1, (Spring 1988): 6, Accessed online September 2013. <http://ehis.ebscohost.com/ehost/pdfviewer/pdfviewer?sid=98b651b4-4c0d-4588-9f2c-4031c87820ab%40sessionmgr115&vid=2&hid=101 > 
]  [71:  “Edwina Dumm’s Biography.” Billy Ireland Cartoon Library and Museum. The Ohio State University Libraries.  Accessed Online, 2013-2014. < http://cartoons.osu.edu/digital_exhibits/edwinadumm/biography.html>]  [72:  The New York Times, “Edwina Dumm, Cartoonist, 96.” Obituary. Published May 2, 1990. Accessed 2014. http://www.nytimes.com/1990/05/02/obituaries/edwina-dumm-cartoonist-96.html 
] 

Edwina Dumm made a name for herself drawing cute dog-centered comic strips. Grace Drayton, the next woman featured, made a name for herself drawing cute child-centered comic strips. Both women capitalized on the trend during this Victorian/Platinum Ages of Comics of illustrating adorable puppies and children for their readers.
Grace Drayton: “Queen of Cute”
	Viola Grace Gebbie began her career as a cartoonist under her married name Weidersheim. Her husband Theodore Weidersheim was an advertising executive for the Philadelphia Street Car Company. She began using her second married name of Drayton after she divorced her second husband W. Heyward Drayton III.[footnoteRef:73] Throughout her career the famous cartoonist never used her maiden name. She is mainly known as Grace Drayton.[footnoteRef:74] Trina Robbins has dubbed Drayton “The Queen of Cute” because this female cartoonist always drew children as cute, chubby kids with a perpetual smile.  [73:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 5, W.E. McGrath, “Grace Drayton, a Children’s Illustrator Who Also Painted Young Women-A Biographical Sketch.” 2006. Accessed online. 2014. < http://home.comcast.net/~bluepatch/Biographies/Grace_Drayton_web.htm>
]  [74:  “Grace Drayton-Lambiek Comiclopedia.” Lambiek Comiclopedia. January 9, 2007. Accessed online. 2013-2014.< http://www.lambiek.net/artists/d/drayton_g.htm>. It would indicate that by using “Drayton” as her professional name that this second marriage lasted through out her career. However, she divorced Mr. Drayton in 1923, and continued to work until 1936.
] 

Grace Gebbie was born in 1877 in Philadelphia. Her father was the art printer George Gebbie. Her mother Mary Fitzgerald was Catholic and the schooling Grace received as a young girl was primarily Catholic. The Convent of Notre Dame and the Convent of Eden Hall were among the schools she attended as a girl. Grace Drayton began her career as an artist at quite a young age and she was not entirely self-taught because she was privately educated. In 1895, she enrolled at the Philadelphia School of Design for Women, the nation’s first women’s art school in the same year she sold her artwork to Truth Magazine.[footnoteRef:75] In 1895, eighteen year-old Grace Drayton started her career as an artist. In this year, she sold her first art piece to Truth Magazine. Five years later, she married her first husband and took her husband’s name of Weidersheim. Under this married name she created the series Dolly Drake and Bobby Blake, both for the Philadelphia Press in 1900. She also used that married name when she illustrated the series Toodles in 1911. She illustrated The Turr’ble Tales of Kaptain Kiddo in 1909, written by her sister Margaret Hays. Her series Dottie Dimple (1915) began its syndication in several newspapers. A year later, in 1916, the female cartoonist divorced Wiedersheim and married her second husband, thus becoming Grace Drayton. She continued to draw comic strips: The Strange Adventures of Pussy Pumpkin and her Chum Toodles, Bobbie Bounce and Dolly Dingle, among others. She also produced a series of cute, round-faced children paper dolls based on her strip Dolly Dingle (1916 through 1922) for the Pictorial Review. [footnoteRef:76] [75:  W.E. McGrath, “Grace Drayton, a Children’s Illustrator Who Also Painted Young Women-A Biographical Sketch.” 2006. Accessed online. 2014. < http://home.comcast.net/~bluepatch/Biographies/Grace_Drayton_web.htm>. There is no record of Drayton’s graduation from the school. Drayton also attended oil painting classes at Drexel Institute at this same time. Nothing official exists that shows Drayton as a full time student at Drexel. Drayton very likely attended this school as a part-time student or else was auditing the courses. She did hold a fellowship at the Pennsylvania Academy of Fine Arts, although there is no record of her being an alumnus there. In 1897, she was the co-founder of the Plastic Club, the nation’s oldest women’s art club that counted among its members Jessie Willcox Smith, Violet Oakley and Elizabeth Shippen-Green of the Red Rose Girls. The Plastic Club promoted women’s artwork, encouraged artistic collaboration, offered art classes and held exhibitions between 1904 and 1940.
]  [76:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 2 and 5; Drayton had five sisters, all with artistic talent or ambition, and a brother with none, who bankrupted their father’s publishing business by getting involved with organized crime in 1907; W.E.McGrath ”Grace Drayton, a Children’s Illustrator Who Also Painted Young Women-A Biographical Sketch.” 2006. Accessed online. 2014. < http://home.comcast.net/~bluepatch/Biographies/Grace_Drayton_web.htm>)
I am unsure if Dottie Dimple was done in conjunction to her earlier Bobby Blake and Dolly Drake series or if Dottie replaced those two earlier strips. Dr. W.E McGrath makes note that considering her family’s religious background (her  mother was Catholic and her father was Presbyterian), which influenced the moral tone of Drayton’s comic strips, that her family was distressed by Drayton’s two divorces. No one knows who initiated the divorce between Drayton and Wiedersheim, however, the same year she divorced him, she married her second husband, Heyward Drayton. The story behind her second divorce is more documented: her husband was apparently cheating on her, but he had the final decree of divorce delivered to Grace, rather than her serve him the divorce papers. She received an unusually specific amount of $333.33 dollars a month in alimony; “Grace Drayton-Lambiek Comiclopedia.” Lambiek Comiclopedia. January 9, 2007. Accessed online. 2013-2014.< http://www.lambiek.net/artists/d/drayton_g.htm> Drayton’s first cartoon Toodles was published under her first married name.  This may be the reason the exact date of Toodles series seems to have been buried in history.
] 

Drayton’s earlier comic series, about mischievous and privileged children who had a posse of nannies who attended to their every whim, did not do well as the Great Depression unfolded in the early 1930s. Soon, Drayton was without work like many other Americans of her generation. The jobless female cartoonist was so distraught that at one point she told her former assistant: “I have no work and am almost down and out.”[footnoteRef:77] However, the very hard times of the Great Depression motivated her. In 1935, she created her immediately popular series The Pussycat Princess series, but only for one year because Drayton died in 1936. A cartooning team, which included Drayton’s original writing partner Ed Anthony, took over The Pussycat Princess strip until it ended ten years later in 1947.[footnoteRef:78] [77:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 46.
]  [78:  “Grace Drayton-Lambiek Comiclopedia.” Lambiek Comiclopedia. January 9, 2007. Accessed online. 2013-2014.< http://www.lambiek.net/artists/d/drayton_g.htm>
] 

Grace Drayton’s major contribution as a female cartoonist was as the creative designer of the “Campbell Kids” for the Campbell Soup Company in 1904. At that time, Grace was married to her first husband, Theodore Wiederseim. Wiederseim showed some illustrations she had done featuring children to Campbell Soup Company owner Joseph Campbell, who liked the characters and started using them in streetcar advertising. Her plump, pink-cheeked kids who graced Campbell Soup advertisements soon became permanently etched into public memory. Drayton’s style of drawing children was iconic, reflecting the way children related to the world and clearly distinguishable from other cartoonists’ renditions of children.[footnoteRef:79]   [79:  In Pretty In Ink, Robbins notes that there were people closely imitating and outright ripping off Drayton’s distinctive style, but was unfortunately unable to take these people, which included a New York publishing company that hired people who could duplicate Drayton’s art style, to court because “you can’t copyright a drawing style”(21); W.E. McGrath, ”Grace Drayton, a Children’s Illustrator Who Also Painted Young Women-A Biographical Sketch.” 2006. Accessed online. 2014. < http://home.comcast.net/~bluepatch/Biographies/Grace_Drayton_web.htm>
] 

W.E McGrath, writing about Grace Drayton, notes “as a child, she drew her image from a mirror, saying that she thought she was funny looking and that her playmates loved them.” Drayton used these early self-caricatures to launch herself into a freelance career drawing postcards.[footnoteRef:80]  [80:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 2, and W.E. McGrath, “Grace Drayton, a Children’s Illustrator Who Also Painted Young Women-A Biographical Sketch.” 2006. Accessed online. 2014. < http://home.comcast.net/~bluepatch/Biographies/Grace_Drayton_web.htm>. Both sources report that Drayton sold those postcards for two dollars and fifty cents a dozen.
] 

Grace Drayton collaborated on some projects with her sister Margaret Hays, also a comic strip artist who did the writing for these collaborations.[footnoteRef:81] Margaret Hays’ art pieces clearly showed the influence of her sister. Grace Drayton had a similar influence on her niece, the cartoonist Mary A. Hays Huber. Huber produced a short-lived comic strip in the early 1900s and did illustrations and designs for the Gibson and Demwon Companies. [footnoteRef:82] Grace Drayton came from a family of fellow female cartoonists and she was the more successful one. She may have helped her sister and her niece in their own careers, but other than the collaboration between the sisters not much is known about how these women worked together as cartoonists. [81:  W.E. McGrath, “Grace Drayton, a Children’s Illustrator Who Also Painted Young Women-A Biographical Sketch.” 2006. Accessed online. 2014. < http://home.comcast.net/~bluepatch/Biographies/Grace_Drayton_web.htm>
]  [82:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 15-16.] 

Grace Drayton made a living and a reputation creating comics about children, even creating the ageless Campbell Soup kids. Fanny Y Cory did the same in her own career, creating the strip Sonny Says, a daily comic about a young boy, and illustrating stories for children. Both women catered to an audience comprised of young children, but both approached their subject matter differently. Due to her Catholic upbringing, Grace Drayton was more moral and temperate in her portrayal of children, while Fanny Cory, coming from a large family and having spent time in the wilderness, portrayed her children with more of a carefree attitude.
Fanny Y Cory: Frontier Cartoonist
	Cory was born in 1877 and grew up in Waukegan, Illinois. The earliest Cory could remember drawing was when she was four years old. She drew a young girl looking at her own grave in response to a relative’s criticism of her art. After Cory’s mother’s death, the family moved to Montana.[footnoteRef:83]  [83:  Bob Cooney and Sayre Cooney Dodgson,  “Fanny Cory Cooney: Montana Mother And Artist.” Montana: The Magazine of Western History, Vol. 30 No. 3, (Summer, 1980.): 4. This image is surprising, considering the number of cheerful children Cory would go on to illustrate and draw in her career. The Cooneys provide some familial background, Cory’s father was a poor provider for the family and apparently considered Cory’s efforts best used at housework not drawing. The drawing she did might be the young Cory’s way of expressing displeasure at her home life. There is also the consideration that Cory was one of six children, four of who made it to adulthood and that she grew up in a household with a sickly mother and sister. Cory was ten when her mother died of Tuberculosis, so it is possible that Cory was using art as a way to process and understand the health problems her mother had. 
] 

Fanny Y. Cory only cared for her art classes and continuously drew on anything and everything (much like Rose O’Neill and her self-imposed drawing lessons). Cory once painted murals in the bathroom and kitchen of the family’s rented house, hoping the landlord would consider it a fair trade in payment for tearing out the basement to salvage some lumber for fuel.[footnoteRef:84]  [84:  Bob Cooney and Sayre Cooney Dodgson,  “Fanny Cory Cooney: Montana Mother And Artist.” Montana: The Magazine of Western History, Vol. 30 No. 3, (Summer, 1980.): 9.
] 

Cory’s older brother, Jack J. Campbell Cory, was a political cartoonist. This fact may have influenced Cory’s decision to pursue her own career as a cartoonist. In 1894, her brother Jack and his wife were living in New York City and they invited a young Fanny Cory to live with them. In 1896, she enrolled in the Metropolitan School of Fine Art and the next year, the Art Students League. Eventually Cory stopped attending art school and set out to try to earn money from her art. She needed to help support her brother as well as her sister Agnes who was ill with the tuberculosis she contracted from their mother.[footnoteRef:85] [85:  Bob Cooney and Sayre Cooney Dodgson,  “Fanny Cory Cooney: Montana Mother And Artist.” Montana: The Magazine of Western History, Vol. 30 No. 3, (Summer, 1980.): 9, and Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.),  1. The years the Cooneys and Robbins give as the year Cory was 18 and beginning her search for work are contradictory. Robbins has the year as 1888, while the Cooneys have it as 1896. I am not sure how to reconcile this discrepancy in data. Additionally, Robbins has Cory as a student in 1888, while the Cooneys claim she was a student in 1896.
] 

Female cartoonist Fanny Y. Cory began as an eighteen-year-old taking her portfolio to various publishing houses in New York City. Utilizing her formal art training to earn money, she took her portfolio to Harper’s Bazaar.[footnoteRef:86] This did not bode well for the young artist. According to her memoirs, a young man in the magazine’s editorial office treated her condescendingly and, adding insult to injury, rough-handled her art, treating her work  “like a pack of cards  [and] giving them scant attention.” The brusque young man rejected Cory’s work and told the surprised and quietly disappointed female artist to go elsewhere to make her mark as an artist before applying to the magazine again.[footnoteRef:87]   [86:   Robbins has Cory looking for work before O’Neill, but not being published until after O’Neill, while Cory’s children, in their article about their mother, has her looking for work at the same time as O’Neill, This means there is a contradiction regarding Cory in terms of the years she actually was working or in New York; Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), 8.
]  [87:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 1. The quotes are from Cory’s own memoirs but as I am unable to obtain access to her memoirs for myself, I quoted what Robbins herself transcribed from the handwritten memoirs of Cory. 
] 

Cory, rather than despairing or being hurt by this rejection, instead “left mad as hops.”  This reaction, to be angry rather than meek and apologetic, foreshadows Cory’s later life as a rancher’s wife in Montana. Her children would later report that Cory, once her art was published by Harper’s Bazaar, hoped that the dismissive man saw her art.[footnoteRef:88] [88:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 5. Again, this quote is from Robbins’ transcript of the memoirs, but I just loved that phrase, ‘mad as hops’ and could not resist quoting Robbins once more; Bob Cooney and Sayre Cooney Dodgson,  “Fanny Cory Cooney: Montana Mother And Artist.” Montana: The Magazine of Western History, Vol. 30 No. 3, (Summer, 1980.): 9.
] 

	Fanny Cory’s first sale was to Century Magazine’s editor, Alexander Wilson Drake, in which she inadvertently convinced her potential buyer to underpay her: “I was rather nervously showing some little pen and ink drawings [to Mr. Drake]…He seemed to like one and marked $25.00 on the margin. As I remember, I gasped and said, ‘oh that’s too much.’ He obligingly erased the figure and put down $20.00.”[footnoteRef:89]  Had Cory not said anything she could have gotten an extra five dollars, but women of that time were trained to be modest and humble. Nonetheless, this was the start of this artist’s illustration career. [89:  Bob Cooney and Sayre Cooney Dodgson,  “Fanny Cory Cooney: Montana Mother And Artist.” Montana: The Magazine of Western History, Vol. 30 No. 3, (Summer, 1980.): 9.
] 

Fanny Y. Cory became a successful illustrator during her time in New York. She is best known for her book illustrations, which include Alice in Wonderland and The Wizard of Oz.[footnoteRef:90] The majority of her illustrations were for the Century Company’s St. Nicholas, but she also had clients such as Scribner’s, Life Magazine, and Harper’s Bazaar.[footnoteRef:91] In 1902, Cory moved back to her childhood Montana, where she married and became a rancher’s wife. However, she continued her illustration work. Between 1905 and 1913, she completed illustrations for six books.  [90:  Trina Robbins,  Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books,  2013),  10.
]  [91:  Douglas G. Green , “Fanny Y. Cory: Reprinted from the “Baum Bugle” Spring, 1973.” F.Y. Cory Publishers, Inc. Accessed Online, 2014. http://www.fycory.com/baum/baum_bugle.htm
] 

Fanny Y. Cory began to focus on caring for her three children and she distanced herself from her art career. She was close to her family and always looked out for them, one time even following her financially irresponsible brother to New York and then back to Montana. During one of her pregnancies, with dire warning from the doctor that it could cost her life, she worked diligently to amass enough illustrations to pay off her brother’s large debt.[footnoteRef:92] [92:  Bob Cooney and Sayre Cooney Dodgson,  “Fanny Cory Cooney: Montana Mother And Artist.” Montana: The Magazine of Western History, Vol. 30 No. 3, (Summer, 1980.): 12.
] 

In 1916, before she fully stopped producing art to focus on her family, she toyed with the idea of a one-panel comic, Ben Bolt. In the 1920s, with her children now young adults, Fanny Cory returned to her art. This time, pursuing cartooning rather than illustration. Needing money to send her children to college, cartooning seemed the best way to achieve this. From 1925 to about 1956, the prolific Cory produced a number of cartoons, including: Other People’s Children, Little Miss Muffet, Sonny Sayings, and she was an illustrator for the wildly popular Little Orphan Annie. She began the strip Sonny Sayings in 1926, which ran for nearly ten years and was syndicated in fifty newspapers.[footnoteRef:93]  [93:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.),  13 and 44.; “Hungry Tiger Talk: Fanny Y. Cory.” Hungry Tiger Talk. November 11, 2010. Accessed online, 2014. < http://hungrytigerpress.blogspot.com/2010/11/fanny-y-cory.html>
] 

The idea for Sonny Sayings originated from a conversation between Cory and her brother, the political cartoonist J. Campbell Cory. He suggested the idea for the strip but featuring a different child for each day of the daily strip. Cory decided instead to have one child appear in the strip, remarking,  “people had rather see the same child from day to day-one they could identify with their own.”[footnoteRef:94] Cory was an exceedingly kind woman. Once, a young girl wrote a fan letter to her about Sonny Saying. Cory promised to visit the girl whenever she was on the East Coast, and she did. [94:  “Hungry Tiger Talk: Fanny Y. Cory.” Hungry Tiger Talk. November 11, 2010. Accessed online, 2014. < http://hungrytigerpress.blogspot.com/2010/11/fanny-y-cory.html>
] 

	Fanny Cory illustrated a number of magazines and books, and used the wages she earned to support her sister Agnes, who passed away in 1897. When Cory’s three brothers, including her political cartoonist brother Jack, moved back to Montana to pursue mining, she followed them home. Cory did this to be closer to her family and she also wanted to get away from where her sister Agnes had died. Fanny Y. Cory lived in Montana until her retirement in 1956. In this year, with her eyesight failing, the 76-year old artist moved from Montana to Washington, where she continued to produce paintings. In 1972, Cory passed away. She was 95 years old.[footnoteRef:95] [95:  Trina Robbins,  Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), 10; Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001.), 44 and 46.] 

Fanny Y. Cory was literally a pioneer cartoonist as she lived in Montana during her cartooning career at a time when Montana was very much the Wild West. The next cartoonist Rose O’Neill was a pioneering cartoonist, not in terms of where she lived, but in terms of what she accomplished in her career. The incomparable Rose O’Neill is hailed as the first female cartoonist in the United States. Both as a liberated woman and as a legend, Rose O’Neill embodies the cultural forces that shaped modern America.
[image: ]
A cartoon Rose O’Neill produced in 1898 for Puck. The text reads: “ The Visitor—Doan’ be skerred ob me, chillum! I ain’t de bogey man!” Little Lucretia—“We knows you ain’t. De bogey man am a white man.” Image courtesy of Shellie Kirkendall.


Rose O’Neill: The First Published Female Cartoonist
It is very telling in examining Rose O’Neill’s life story that her many contributions to art and to the cause of women’s equality are missing from history. This is because historians were wary of presenting other aspects of her life: her sexual liberations, her more progressive and bohemian approaches to life, her independence, and  her contributions to the suffrage movement. Rose O’Neill reflected a praxis of art and life and she was a person who wanted to tear down the barrier to sexual equality. Many of the extant sources about Rose O’Neill are built upon these early biased histories.  Rose O’Neill’s “unauthorized” life story is, frankly, more a fairy tale than reality. Take as an example Rose O’Neill’s autobiography. Sometime in 1938,  O’Neill wrote her autobiography, which was originally requested by a publisher and then rejected. Her autobiography thus remains unpublished, but a book titled The Story of Rose O’Neill is alleged to be O’Neill’s official autobiography. It is edited by Miriam Formanek-Brunell. Formanek-Brunell is clearly passionate about her subject and in her introduction goes into a deep analysis and explanation of O’Neill’s life. However, the actual body of the book is only a hundred and twenty-three pages long, consisting of six chapters. Rose O’Neill’s unpublished manuscript, by contrast, is 217 pages long, with an additional thirty-five loose pages consisting of notes and additional information. Those loose pages were added by whoever inherited O’Neill’s unpublished manuscript after she passed away. This means that about 130 pages were omitted from O’Neill’s official autobiography. However, in reading both books side-by-side, more than just pages were omitted, as the content seems to have been edited and abridged. The writing style also seems slightly different, and in the edited autobiography, more concise, while in the manuscript, O’Neill expands on her thoughts, indicating that not only were pages omitted but editorial decisions regarding content were also exercised.  
Rose O’Neill was born in 1874 in Wilkes Barre, Pennsylvania. O’Neill’s family was working-class. Her father, William O’Neill, was a book seller who was always chasing after get rich quick schemes, resulting in the family constantly moving so he could keep ahead of his debtors and landlords. This anecdote reveals how Rose O’Neill presented herself to her audience and how she regarded her father’s role in her life and career development.[footnoteRef:96]   [96:  See: Rose O’Neill, edited by Miriam Formanek-Brunell,  The Story of Rose O’Neill, Edited by Miriam Formanek-Brunell.( Columbia: University of Missouri Press, 1997.), Introduction.;  In addition, when speaking of how O’Neill’s father influenced and shaped her artistic inclinations, this relates to how Linda Nochlin addresses the role fathers have in women artists’ development “it would be interesting to investigate the role of benign, if not outright encouraging, fathers in the formation of women (artist) professionals.” (“Why Have There Been No Great Women Artists?” page 14.) The relationship between O’Neill and her father seems to have helped give her the independence, confidence and courage to pursue her career at a time when young girls were not expected to pursue any sort of work outside of a marriage or household duties.
] 

It is very likely that O’Neill got her artist’s eye for the beautiful, the unusual, the eccentric as a result of her parents’ strange behavior and eccentricities. O’Neill began her autobiography with the statement that her father went to her mother, Alice, who was in another realm altogether, and advocated that their highly talented daughter pursue an education in arts rather than attend school: “give me this child, I want to make an experiment. Specialize. [Rose] shall have no studies except those conducive to the Arts.”[footnoteRef:97] Rose O’Neill’s odd father, in his own way, loved her. He was convinced she had the talent to be a successful artist, but he originally thought she was meant to be an actress. This was because O’Neill’s father had once met a man professing to be a psychic who predicted “ this child is destined to reinstate the fallen fortunes of your house.” Her father took pains to ensure Rose O’Neill had everything she needed to train and hone her skills as an actress. He had her practice and memorize acts from Shakespeare and other playwrights. He was so sure of her skill as an actress he once had her meet and audition for the noted Shakespearean actor Edwin Booth.  The audition did not end well for Rose O’Neill, due to stage fright (as a child, she often had to vomit immediately after performing).  She was able to salvage her terrible experience by bidding Booth  “Good Night, Sweet Prince.”[footnoteRef:98]  [97:  Rose O’Neill, Rose Cecil O’Neill (1874-1944): An Autobiography. (Unpublished Manuscript.) Page 1. Several sources depict O’Neill as prone to fits of whimsy and fantasy that greatly benefitted her in her career. Some sources, such as Robbins, note O’Neill’s mannerisms and how she presented herself, leading to the impression they consider O’Neill to be as whimsical and sweet natured as her later works on the Kewpies, while other sources, like Miriam Formanek-Brunell, are of the conviction that O’Neill, despite the content of her work, was not the flighty and sentimental figure some historians paint her as being (The Story of Rose O’Neill,  3-5). The original source for this story about O’Neill’s father asking to have O’Neill schooled specifically in art comes from O’Neill herself and regarding how some scholars consider her as a whimsical woman, it remains to be proven if this event did, indeed, happen as O’Neill claims it did, or if she took liberties with the story for narrative interest.
]  [98:  Rose O’Neill, Rose Cecil O’Neill (1874-1944): An Autobiography. (Unpublished Manuscript.), 3 and 1. O’Neill says “My sister Lee, though quite a bit younger, was already painting wild roses in oils on plates She even took lessons (…) with a plate and a paint box. She was to be the artist, I the actress.”; McCanse, Ralph Alan. Titans and Kewpies: The Life and Art of Rose O’Neill.( New York: Vantage Press. 1968.), 50.
] 

Despite her love of drawing and interest in pursuing art as a career, Rose O’Neill was mostly self-taught and as a result she lacked the basic foundation for artists, such as knowing how to draw in perspective. A contemporary once said of O’Neill “she knows so little about perspective that she is baffled by even so simple a feat as putting a table or chair into a picture for background.”[footnoteRef:99]  [99:  Rose O’Neill, Rose Cecil O’Neill (1874-1944): An Autobiography. (Unpublished Manuscript.), 27-31;  Stephen Currie, “Rose Cecil O’Neill and Her Kewpies.” American History, (February 2005.): 24. It would have been nice to know whom Currie quoted but alas, the author has a tendency to quote without using names.
] 

At thirteen, Rose O’Neill entered an art contest held by the Omaha, Nebraska newspaper World-Herald. She entered a drawing titled “Temptation Leading Down into an Abyss,” a nod to her early influences of classical mythology books. Because of the high quality of the piece, O’Neill was called into the newspaper editor’s office, as no one in the editorial office believed a young girl was capable of drawing on that level. O’Neill recalls: “They set me tasks in drawing. I remember a figure lying in perspective. I drew it, though it was rather uphill. Then they made me draw drapery, folds and folds. I recall wondering why they should think it difficult to draw folds for I had drawn them a lot in my studies of reproductions of Michelangelo and Greek statues.”[footnoteRef:100] [100:  Rose O’Neill, Rose Cecil O’Neill (1874-1944): An Autobiography. (Unpublished Manuscript.), 27.; Rose O’Neill, edited by Miriam Formanek-Brunell, The Story of Rose O’Neill: An Autobiography. (Columbia: University Of Missouri Press, 1997.),  44-45. This same story is also recounted in several other places, such as Robbins’ The Great Women Cartoonists ( 2) and Armitage’s Kewpies and Beyond ( 23).
] 

	O’Neill’s doting father helped her find illustration jobs, first at a Catholic newspaper The Chicago Juvenile, when the pair stayed in Chicago following the end of Rose O’Neill’s summer tour as part of a traveling acting troupe.  Then when they returned home, he found her a long-distance job with The Great Divide of Chicago.[footnoteRef:101] It was at this time that Rose O’Neill decided to move to New York City to work as an illustrator. There she lived with the nuns of The Sisters of St. Regis, to whom her father entrusted the now nineteen-year old O’Neill. The year was now 1893. Three years later in 1896, Rose O’Neill published her first cartoon. Until then, however, she had to work to establish her reputation and earn her livelihood as well.  [101:  Rose O’Neill, Rose Cecil O’Neill (1874-1944): An Autobiography. (Unpublished Manuscript.), 35-36.
] 

	Always accompanied by Catholic nuns, Rose O’Neill, with her portfolio of illustrations went to various publishing and magazine offices. She had arrived in New York City at a very fortunate time. Painter-illustrators were in great demand and the improvement of technology for printing and producing illustrations had led to a market for high quality art. O’Neill could deliver the high quality art sought by editors .[footnoteRef:102] [102:  Shelley Armitage, Kewpies and Beyond: The World of Rose O’Neill.( Jackson, MI:  University Press of Mississippi, 1994) , 24; Walter Reed, The Illustrator in America 1860-2000.3rd Edition. (New York: Society of Illustrators, 2001.) ,13.
] 

Rose O’Neill had a steady stream of commissions to work on from her room at The Sisters of St. Regis convent. One regular client was Art in Dress, which employed the popular Leyendecker brothers. Rose O’Neill was noted for meeting her clients’ deadlines, which coupled with her skills and talent endeared her to her employers all the more. The artist used her money from her New York City commissions to support her family. In the beginning of her career, Rose O’Neill signed her work using only her initials to hide that she was a woman, a common practice among female cartoonists, who also adopted masculine names.[footnoteRef:103]  [103:  Shelley Armitage, Kewpies and Beyond: The World of Rose O’Neill.(Jackson, MI: University Press of Mississippi, 1994), 23; Stephen Currie,  “Rose Cecil O’Neill and Her Kewpies.” American History (February 2005.): 26.
] 

When Rose O’Neill’s father decided to move the family from Omaha to Taney County, Missouri in 1894, Rose O’Neill left New York City to join her family and relocated to Missouri. The O’Neills named their new family home Bonniebrook. Rose O’Neill continued to work for editors in New York City. She would illustrate and have the local mailman pick up and send her art to the city. Now, O’Neill was among the most famous illustrators in North America and was so financially secure that she was able to take up non-cartooning illustrating work. She tried her hand at sculpture and wrote several novels. By the end of her career, O’Neill had illustrated over 5,500 pieces of art for magazines, books, and newspapers. [footnoteRef:104] [104:  Rose O’Neill, Rose Cecil O’Neill (1874-1944): An Autobiography. (Unpublished Manuscript.), 38; Shelley Armitage, Kewpies and Beyond: The World of Rose O’Neill.(Jackson, MI: University Press of Mississippi, 1994) Page 3 and Pp. 25-28; Stephen Currie, “Rose Cecil O’Neill and Her Kewpies.” American History, (February 2005.): 26
] 

Babies were an early favorite subject of Rose O’Neill. Indeed, being the elder sister of a number of siblings gave her a goodly amount of live models. Her brother Edward passed away at two years old, a loss that devastated O’Neill. Recounting the tragedy of her brother’s death, O’Neill mentions how her family left his body on a table for a couple of days and pretended to play with him as if he was still alive and “rejoiced incessantly in his beauty.” Once signs of decomposition began to show, the family accompanied Edward’s corpse to the graveyard for burial. In recounting this morbid story of her brother Edward Rose O’Neill remarks that she knows this behavior might be perceived as “shocking” but reminds her readers that she comes from “outlandish” people. Rose O’Neill was a child of eccentrics for her parents gave their offspring a very colorful childhood. O’Neill manages to insert some beauty in her tale of grief. She states that her family buried Edward and planted violets over his grave. Another of her brothers, Jamie, told her later that when he visited Edward’s grave the violets had spread to other nearby graves.[footnoteRef:105]  [105:  Rose O’Neill, edited by Miriam Formanek-Brunell, The Story of Rose O’Neill, Edited by Miriam Formanek-Brunell.( Columbia: University of Missouri Press, 1997.),  47.
] 

Her Kewpies first appeared in 1909 in the Ladies Home Journal. After the initial popularity of her first Kewpie comic, O’Neill sold Kewpie comics to the Women’s Home Companion, Good Housekeeping and other magazines and she had a weekly Kewpie cartoon strip in a number of newspapers. In addition to being the first American female cartoonist, O’Neill also invented action figures. Following the popularity of her Kewpies comic, and realizing kids wanted a physical representation of the characters they loved, O’Neill designed and created the Kewpie Doll. These were the first collectible figures based on a comic character.[footnoteRef:106] In a way, O’Neill contributed to the creation of an American consumer culture based on comics and cartoon characters.  [106:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013.(Seattle: Fantagraphics Books, 2013) , 13; Shelley Armitage. Kewpies and Beyond: The World of Rose O’Neill. (Jackson, MI: University Press of Mississippi, 1994) , 44.
] 

Rose O’Neill was also notable for how she dressed, and ushered in the new trend of doing away with restrictive clothing like corsets. She wore flowing robes to emulate women of pre-Raphaelite art. O’Neill hosted salons in her home in New York, holding conversations with artists and Bohemian guests and friends about art and the art world. She studied with Rodin and exhibited her ‘Sweet Monsters’ with him in Europe.[footnoteRef:107] Radically different from her Kewpies and her comics, ‘Sweet Monsters’ was Rose O’Neill’s own personal project that she did not print anywhere.  [107:  Stephen Currie,  “Rose Cecil O’Neill and Her Kewpies.” American History (February 2005.) : 26, and Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications,, 2001.), 2.
] 

O’Neill is another female cartoonist who used her art for the suffrage movement. She was already a successful and beloved cartoonist and she had been printing her Kewpie comics for years. As a result, she used her Kewpies to attract readers to the suffragist cause. She produced flyers, posters, postcards and other forms of paper goods adorned with the Kewpies for the suffrage movement, all calling for women to be given the vote. One cartoon features three Kewpies holding a banner that says ‘Votes for Women’ and the cartoon’s caption says “the Spirit of ‘76.” In connecting her Kewpies to the American Revolution and linking the rebellion to women’s suffrage, O’Neill made the subtle but strong statement that the spirit of 1776 still lived through American women now making a stand for their own independence.  O’Neill suffered from severe stage fright, so rather than being an orator in the movement she let her pen do the talking. The famous artist was warmly embraced by the suffragettes. She even donated Kewpies outfitted with suffragette sashes to various events and charities sponsored by a variety of women’s organizations.[footnoteRef:108]  [108:  Susan K. Scott, “Rose Cecil O’Neill” American’s First Female Cartoonist Fought for Women’s Suffrage.” The Ozarks Mountaineer. (March/April 2010.): 6.
] 

Rose O’Neill used her Kewpies to appeal to the idea of mothers needing the vote to better protect and raise their children. O’Neill illustrated images of Kewpies saying “Give Mother the Vote: Our food,Our health, Our play, Our homes, Our schools, Our Work are Ruled by Men’s Votes.”[footnoteRef:109] She also used her nationally syndicated Kewpie’s Korner as her platform for women’s suffrage to great effect. O’Neill’s popularity and her beloved characters helped to attract people to the suffragist movement as well as determining its final outcome, gaining the vote for America’s women. [109:  Susan K. Scott “Rose Cecil O’Neill” American’s First Female Cartoonist Fought for Women’s Suffrage.” The Ozarks Mountaineer. (March/April 2010.): 7.] 

Rose O’Neill was the first cartoonist to illustrate African Americans as people and characters rather than as racial stereotypes. O’Neill who drew what she observed grew up in an environment where she was able to play with and observe African American children. As a result, she drew cartoons depicting African Americans as characters the same as her white characters, rather than as stereotypical caricatures so popular in the 1800s and 1900s when blackface was considered the height of humor. In her cartoons for Puck, there are two examples of the way O’Neill presented African American people. In one cartoon published in 1902 there is a party and all the partygoers are African Americans dressed in fashionable clothing, indicating that they come from wealth or had enough social standing to have fancy attire for a ball. The other example also published in 1902, shows a more working-class situation, with her characters in neat but inexpensive clothing gathered around a table sharing a meal.[footnoteRef:110]  [110:  Shelley Armitage, Kewpies and Beyond: The World of Rose O’Neill.( Jackson, MI: University Press of Mississippi, 1994), 82; I was able to obtain duplicates of those two comics courtesy of Shellie Kirkendall in order to analyze them for my thesis.
] 

O’Neill’s depictions of African-Americans were not caricatures. None are made to be a servant to a white person, but are masters of their own environment. The most awe-inspiring cartoon by O’Neill about African Americans is the bold and stunning comic Local Color published by Puck in 1898. In it, an African American family is greeting a guest who tells their girl not to be afraid of the stranger, that he isn’t the bogeyman. O’Neill has the girl say that she isn’t afraid of the guest, because the “bogeyman is a white man.” To emphasize, O’Neill’s depictions of African Americans in her comics and  the tone that she employed addressed the everyday life of African Americans at a time when the dominant white culture promulgated racial stereotypes of blacks and oppressed them via mockery.[footnoteRef:111] [111:  See: Shellie Kirkendall, Puck 1887-1900: Volume One. (Mira Loma, CA: Q.P Publishing Co. 2012.) ; Shelley Armitage, Kewpies and Beyond: The World of Rose O’Neill.(Jackson, MI: University Press of Mississippi, 1994), 82.
] 

Rose O’Neill was the highest paid and most popular and most beloved cartoonist from the 1880s until her retirement in 1938. Rose O’Neill, married twice, died in poverty in 1944. Her impoverishment was the result of her extreme generosity; she gave money away to anyone who asked for it. This eccentric and artistic genius who embraced sexual and racial equality is only known for her Kewpie dolls. Sadly, her story ends the way it did for many other female cartoonists-- she has been left out of the history books of American comics, cartoons, and illustration. A greater tragedy is that little of Rose O’Neill’s original illustrations and drawings survive because her house burned down as a result of a fire after she died. [footnoteRef:112] Rose O’Neill appealed to a broad audience at the height of her career. Her art and her persona had special meaning. She created an ethos of artistic practice, social relationships, and political convictions. [112:  Shelley Armitage. Kewpies and Beyond: The World of Rose O’Neill. (Jackson, MI: University Press of Mississippi, 1994),  vii; The story of the fire that consumed O’Neill’s home after her death was related to me verbally by Shellie Kirkendall in December of 2013.
] 

Conclusion
In examining the female cartoonists of the Victorian and Platinum Ages of Comics,  we see the commonalities these women shared: privilege, pro-suffragist passion, and a means of using humor or adorable children and dogs to present their ideas, including universal equality, to their audience. In their respective ways, these female cartoonists held a mirror to the society they observed and challenged the status quo of that same society, pushing for a change in women’s status in American culture. Their contributions to the suffrage movement helped the movement succeed as well and as quickly as it did and, more importantly, cemented the worth female cartoonists have for future generations of women because many helped to eradicate the prohibitions associated with Victorianism.
The female illustrators and cartoonists examined and discussed in this chapter were laying the foundation for the next generation of female cartoonists I will be discussing in Chapter Two. The female cartoonists of the Pre-Golden and Golden Ages of Comics will enjoy improved working environments in their own careers and  have more freedom to pursue different subject matter in their comics. In their own ways, they were both artists offur patand liberators because all were influenced by the culture and consciousness of the New Woman that emerged as the Victorian Age came to an end. Moreover, these twentieth century female cartoonists would blaze their own trail for women’s artistic expression and transformations of gender and conventions of representation.



Chapter Two: Women Cartoonists of the Platinum/Pre-Golden Age (1897-1937) and the Golden Age (1938-1955)

	 Like the female cartoonists discussed in the previous chapter, most of the cartoonists discussed in this chapter were white, although most of the women in this chapter came from working-class backgrounds and enjoyed art. Most importantly, these female cartoonists proved they could breech the walls of what had become a mainly middle-class male-dominated profession. The exception is Jackie Ormes. She was the first African American woman cartoon artist to have her work published in nationally syndicated newspapers. Ormes came from a privileged black middle-class background, yet what she did was open the door for succeeding generations of black cartoonists.[footnoteRef:113] [113:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 2-3: “She (Brinkley) sympathized again and again with working women at a time when most people still thought a woman’s place was in the home.” Robbins goes on to give more information on Brinkley’s background, informing her readers that Brinkley drew working people as opposed to rich people or college students and notes that very rarely did Brinkley depict rich people except to: “contrast them with their maids or with other working women, and the rich girls often come out as losers”(3). Robbins also states outright that Brinkley came from a working class background and sympathized with working class people. ] 

	In this chapter I will examine and discuss female cartoonists who began their careers at the end of the women’s suffrage movement that resulted in the passage of the Nineteenth Amendment in 1920 granting women the right to vote. These cartoonists were involved in the movement because they produced and published cartoons that represented a new generation of women that replaced the Gibson Girls which had created a feminine ideal. Nell Brinkley was a known feminist, and she depicted notable women in her cartoons before there was interest in caricaturizing prominent female historical figures.[footnoteRef:114] The careers of these female cartoonists spanned the years from the twenties to the fifties,  when many reached the pinnacle of their fame, hence putting them in the range of the Platinum/Pre-Golden and  Golden Ages.  [114:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001) 2-“she gloried in women’s accomplishments, from her Day of the Girl series, drawn before there was ever a Women’s History month, to her enthusiastic renditions of Amelia Earhart and Eleanor Roosevelt.”Also, see: Alice Sheppard, Cartooning for Suffrage. (Albuquerue, New Mexico: University of New Mexico 
Press, 1994.)] 

The differences in how these women presented and portrayed their characters and stories compared to the female cartoonists of the Victorian age is also the subject of this chapter. Rose O’Neill, for example, drew her women in very rigid Victorian dress fashions and there are similarities between her women and the clothing of the Gibson Girls. Nell Brinkley, on the other hand, depicted her female characters in very loose, flapper clothing with no corsets and loose curly hair exuding a youthful femininity, while Ethel Hays drew her characters in the flapper style clothing that was in vogue during the period when she began producing her comics.  
The female cartoonists of the Victorian and Proto-Comic ages produced comics for and about women and subtly advanced a feminist agenda in seeking suffrage but were not able to declare their political ambitions outright. For example, the female cartoonists who used political visual propaganda and stereotypes in pro-suffragist cartoons. The female cartoonists of the Platinum and Golden Ages were more free to seek out the kind of stories they wanted to do comics about and be political at the same time. They did not need to pursue a heavily political agenda after suffrage, for they enjoyed a modicum of freedom to pursue the kinds of stories and humor their predecessors were not able to. This can be seen by contrasting the cartooning of Rose O’Neill and Nell Brinkley.
Rose O’Neill was a contemporary of Nell Brinkley.[footnoteRef:115] Both female cartoonists had careers spanning thirty years. Their art made a lasting impact, though their subject matter differed. O’Neill produced cartoons about controversial subjects, such as women’s suffrage and race relations. Brinkley in her cartooning expressed the views of the young working-class woman.  [115:  This is interesting to note, because both women, although they worked at the same time, were twelve years apart in age. When O’Neill published her first comic, Nell Brinkley was two years old, and may have grown up reading O’Neill’s cartoons herself.
] 

Nell Brinkley is the most famous and beloved female cartoonist of this time period. Yet, Brinkley has all but vanished from history despite the great popularity of her Brinkley Girls series, which at one time was more revered than the Gibson Girls. The Gibson Girls images that began appearing in the 1890s personified the feminine ideal of beauty. They remain in the collective memory of the public while the Brinkley Girls who personified the post-suffrage period’s ideal of femininity faded from history. [footnoteRef:116]  [116:  Trina Robbins notes in Nell Brinkley and the New Woman in the Early 20th Century, that by 1908, when Brinkley was publishing her cartoons in the Evening Journal her ‘Brinkley Girl was already supplanting the Gibson Girl” (Page 20). Robbins also shares a poem by W.L. Larned, “The Twinkley, Brinkley Girl,” in which the poet wrote: “The Gibson Girl has had her day, likewise the fluffy ruff: (…) The smartest, tartest, artest Girl has surely come to pass. Give us the stunning, funning, punning pretty Brinkley lass.”(Page 21).
] 

Nell Brinkley: Illustrator of the New Woman
Nell Brinkley was born on September 5, 1886 to Robert Serrett Brinkley and his wife May French Brinkley in Edgewater, Colorado, near Denver. Edgewater, a small town of several hundred people was at the time considered Denver’s more “permissive” neighbor. The town gained this reputation because of its notorious saloons, brothels, and gambling dens, all of which perfectly captured the idea of the American Wild West. Brinkley’s father became Edgewater’s second mayor while working for the Hallack & Howard Lumber Company. Nell Brinkley began to draw at an early age. At seventeen, Nell decided, and her father agreed, that she would drop out of school in order to pursue a career in art. The only condition Robert Brinkley made was for his daughter to prove to him that she could make money from art.[footnoteRef:117]  [117:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 26- 27. Brinkley’s father is the very opposite of O’Neill’s father in that although he did not seem to want to prevent or keep Brinkley from her art, he was hesitant about letting her focus on art without a fallback. In comparison,  O’Neill’s father was an all or nothing kind of man. It is interesting, and calls to mind the writing of Linda Nochlin in which she addresses the role of fathers’ influences on their daughters’ art careers, to see how the two most successful female cartoonists of their respective time periods had two very different fathers guiding them. Brinkley’s mother seems to have been more of a support to Brinkley’s artistic pursuits.] 

Nell Brinkley was fired from her first job as a cartoonist at the Denver Post where she had been hired in 1907 making seven dollars a week. She had worked for this newspaper for only six months doing editorial cartoons and was let go for a badly done drawing of Pope Pius X. Brinkley later worked for the Evening Journal in which she covered the so-called “Trial of the Century” of millionaire Harry K. Thaw for the murder of architect Stanford White. White had had a scandalous affair with the sixteen year-old actress Evelyn Nesbit, Thaw’s wife.[footnoteRef:118] This was in 1908. Brinkley was twenty-one years old by then and already on her way to national fame. An interesting anecdote about this time in Brinkley’s career is that while she worked illustrating the Thaw trial in which she repeatedly drew the beautiful Nesbit, a fellow cartoonist on the newspaper, Thomas Aloysius Dorgan, teased her via his comic strips. Brinkley and Dorgan spent some time using their cartoons in the pages of the Evening Journal to banter with one another. Dorgan spoofed Brinkley’s cartoons and Brinkley countered with cartoons featuring sports that poked fun at Dorgan.[footnoteRef:119] Dorgan would later achieve his own fame as a sports cartoonist. [118:  See: Suzannah Lessard, The Architect of Desire: Beauty and Damage in the Stanford White Family. (New York; Random House, 2013).
]  [119:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 13-21. It seems that Dorgan was teasing Brinkley on her own merit as a fellow cartoonist, perhaps as a form of welcoming the new cartoonist on staff to the newspaper, and not in terms of sexual discrimination, since Brinkley was able to hold her own and tease him in exchange in her own comics.
] 

Nell Brinkley did not intend to be a cartoonist. When Brinkley transferred to the Evening Journal, she was resistant to editor Arthur Brisbane’s suggestion that she do comics for the paper. Trina Robbins reports that Brisbane wrote in an 1908 article for the Denver Post that Brinkley told him: “ that is not what I came here to do,” and when the editor persisted in her pursuing cartooning, she retorted: “I won’t make comics…. I’ve got a good daddy back in Denver and I’ll go back there to him.”[footnoteRef:120]  [120:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001),  11. This anecdote ties into the theme of privileged women seeking work in cartooning seen in the previous chapter. Brinkley knew that she had a father who could and would support her if she chose to reject this job and its terms and as such was more willing to argue for the kind of work she wanted, rather than being forced, through necessity, to take on unsavory demands on her art. 
] 

Arthur Brisbane gave in to the talented Brinkley, and allowed her to “draw any kind of pictures” she wanted. When Brinkley began to publish her work it was printed in the women’s pages of The Evening Journal. This also happened to Rose O’Neill, but, like O’Neill, Brinkley’s work was quickly taken off the women’s pages and put on another page. Thereafter, Brinkley was allowed more page space for her art and writing. For example, she raved about actresses like Ethel Barrymore and described the latest women’s dress fashions, and she would soon cover the sensational Harry K. Thaw trial.[footnoteRef:121] [121:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 9-11. I am not sure why an editor from the Evening Post, which was published in New York is writing an article about Brinkley for the Denver Post, but that is the information I am given. I am also reluctant to believe this story happened exactly as Brisbane claims it did. My reason for my doubt is that in the article, Brisbane repeatedly refers to Brinkley as a ‘little girl’: “But that’s what we want you to do, little girl, and you must do what we want,” “you needn’t go back to your daddy, little girl.” This is highly condescending and frankly, gross, for a grown man to supposedly call a woman ‘little girl’ to her face and I have a hard time believing that Brinkley would allow him to do so, not when she’s holding her own against Dorgan and his teasing comics, and especially as she was a noted Suffragist herself. Nonetheless, Brinkley’s early printed works are decidedly NOT cartoons or comics but illustrations of women’s fashions accompanied by her prose, so I do believe she did not intend to do cartoons; Trina Robbins, The Brinkley Girls: The Best of Nell Brinkley’s Cartoons from 1913-1940. (Seattle, Washington: Fantagraphics Books, 2009),  9.
] 

By the end of the sensational trial (in which it was declared Harry K. Thaw was insane) Brinkley’s “pretty girl” art had gained the loyalty of the readers of the Evening Journal. Her Brinkley Girls were so beloved, they became a feature in a Ziegfeld Follies on Broadway.[footnoteRef:122] Three popular songs were dedicated to Brinkley.[footnoteRef:123] This served as undeniable proof that she had arrived as a darling of comic readers. [122:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001),  21-22; Trina Robbins, The Brinkley Girls: The Best of Nell Brinkley’s Cartoons from 1913-1940. (Seattle, Washington: Fantagraphics Books, 2009), 9.
]  [123:  Trina Robbins, The Brinkley Girls: The Best of Nell Brinkley’s Cartoons from 1913-1940. (Seattle, Washington: Fantagraphics Books, 2009), 9, Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001),  22 and 39.This also calls to mind O’Neill and the songs possibly dedicated to her because of her lifestyle. (Trina Robbins, personal correspondence, March 2014). There is no definite proof in primary sources according to Shellie Kirkendall that the song “The Rose of Washington Square” was inspired by O’Neill, especially considering the connection the song has with another woman entirely) It is interesting that both women, noted for drawing beautifully, and both noted for being staunch supporters of women and Feminists themselves, had songs dedicated to them for very different reasons. O’Neill’s song dedicated to her references a need for freedom via her bohemian manner of dress and residence: “A flower so fair should blossom where the sun shines.”(Hanley, James F. and MacDonald, Ballard. The Rose of Washington Square. Shapiro, Bernstein & Co., 1920. Library of Congress, http://www.loc.gov/item/ihas.100006381). By contrast, the songs dedicated to Brinkley: “Nell Brinkley Studies,” “The Brinkley Coon,”(Robbins is careful to note that this song would be considered racist by modern standards since it was performed by a white woman in blackface and contains “hair so kinky” as a song lyric. See: Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001),  41, and “The Brinkley Bathing Girl” all are specifically discussing her Brinkley Girls, not her contributions to the Suffrage Movement. ( Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 22, 39,  41.
] 

Nell Brinkley began reviewing plays early on in her career, which were accompanied by her drawings. She was at the height of her popularity and it remained undiminished through the 1930s. She was drawing a page a day for the Evening Journal and other Hearst newspapers and in addition was doing illustrations for national magazines, advertisements and illustrated sheet music. The Merry Widow is among her most well known work.[footnoteRef:124]  [124:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001),  21 and 51.
] 

Brinkley employed a work routine, similar to O’Neill’s, to ensure she met her daily deadlines working out of her New Rochelle home in New York and her California winter home. Her routine was to finish her daily drawing assignment for the Evening Journal, give it to her chauffeur, who then delivered it to the train station by 1:00 P.M. Her art was then handed through a train window like some secret service message to the brakeman, who took charge of it until the train pulled into the Grand Central Station in New York City several hours later. From here, a courier from The Evening Journal would pick up Brinkley’s artwork and take it to the offices. [footnoteRef:125] [125:  Trina Robbins, The Brinkley Girls: The Best of Nell Brinkley’s Cartoons from 1913-1940. (Seattle, Washington: Fantagraphics Books, 2009), 9-10. O’Neill, if you will recall, employed a system similar to this, only it was her local postman who did the delivering and safekeeping of her art, not a chauffer.
] 

Nell Brinkley’s work focused on working-class women, women’s fashion, and amusements such as the lives of actresses. She made illustrations and cartoons during World War I. Her patriotic sensibilities were clearly reflected in her artwork.[footnoteRef:126] Her sense of feminism was also apparent in her artwork: she addressed the issues single women government workers faced, one of which was the acute housing shortage. Many women were unable to find housing in Washington, D.C., while working for the war cause. Through her cartoons Brinkley asked her readers: [126:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 65-71.
] 

What are you goin’ to do about them, Uncle Sam, your eager little daughters ….who are falling in on you at Washington at YOUR call, to be your clerks and help you win the war? You goin’ to let them curl up on park benches with their little chins in their muffs?

 Nell Brinkley then ends with a rather provocative statement for the time period: “when you goin’ to put up .…a barracks (for the women), as you do for your soldiers?”[footnoteRef:127]  [127:  Trina Robbins, Nell Brinkley and The New Woman in the Early 20th Century, (Jefferson, North Carolina and London: McFarland & Company, Inc., Publishers, 2001), 71-72. I make the claim that this was radical of Brinkley because up to that time, she was doing drawings and light-hearted commentary on pop culture. To see her lambast the government for its treatment of their female employees in the private sector and to compare those same employees to the male soldiers overseas is another sign of her feminist and strongly Suffragist attitude towards fellow working class women. Robbins does not note what, if any, reaction her readers or the editor had to her political cartoons. That is a shame, as it would have been interesting to know if readers understood or sympathized with Brinkley’s support of the women, or if they dismissed her as another pretty girl cartoonist who didn’t know what she was talking about. Robbins does make the statement that “ the more serious problem, the more Nell sugar-coated her demands for justice.”(Page 73).
] 

Female cartoonist Virginia Clark Huget was a contemporary of Nell Brinkley and,  like Brinkley, she depicted the New Woman and the flapper working-class girl in her comics. Unlike Brinkley though, Huget’s career only lasted a relatively short time as she enjoyed the peak of her popularity in the 1920’s before fading into obscurity.
[image: ]
A page of Virginia Huget’s Babs in Society. Image from Allan Holtz’s http://strippersguide.blogspot.com.

Virginia Clark Huget
Virginia Clark Huget married her childhood sweetheart, and her married name became Hudzietz. Huget and her husband were married in Chicago where she was a student at the prestigious Art Institute of Chicago. She changed her name to the more French sounding Huget. As such, it was under this less “suspiciously ‘foreign’ name that was difficult to pronounce” that she sold her first comic strip Gentlemen Prefer Blondes in 1926. The strip was based on the best selling novel of the same name and was distributed by Bell Syndicates.[footnoteRef:128]  [128:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 28 and 51.
] 

Huget was one of the most productive women cartoonists of her time, as she produced a new comic strip series every year between 1926 and 1930.[footnoteRef:129] These strips, like  Gentlemen Prefer Blondes, were full-colored, and featured stylish, quirky flappers: Babs in Society (1927), Campus Capers, Flora’s Fling (both published in 1928), Miss Aladdin (1929), and Molly the Manicure Girl (also published in 1929).  All these syndicated strips featured young and attractive working-class flappers seeking a better future for themselves working as manicurists, department store assistants, or typists to maintain their financial and social independence as unchaperoned young women in an urban environment.  Trina Robbins correctly notes that a central feature of Huget’s strips is that she presented her female characters as workers and therefore they were unlike the characters of other cartoonists who focused on their characters’ social lives.[footnoteRef:130] [129:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 28
]  [130:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 51. Although Robbins also notes an element of fantasy in Huget’s work: “only Virginia Huget’s characters even held a job, and they had a way of inheriting money from rich relatives.” See also: Abbie Garrington, Haptic Modernism: Touch and the Tactile in Modernist Writing.(Edinburgh: Edinburgh University Press, 2013). 9.
] 

In-between producing her comic strips, Huget also took on advertisement work for Lux Soap, the company for which another cartoonist, Gladys Parker, worked.[footnoteRef:131] The artwork of these female artists helped Lux Soap shape the vision of women and femininity during the early twentieth century, just like the women illustrators who did art for the covers of women’s magazines in the late nineteenth century.[footnoteRef:132] [131:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 28. 
]  [132:  Denise H. Sutton, Globalizing Ideal Beauty: Women, Advertising and the Power of Marketing. (New York: Palgrave Macmillan, 2009),  XXXIX.
] 

Huget was not the only female cartoonist who specialized in depicting flappers and young working-class women in her work. Ethel Hays became so well known for her own strip about flappers that she earned the nickname “Mother of Flappers.”
Ethel Hays: Mother of Flappers
Ethel Hays was born in Billings, Montana in 1892. She attended the Los Angeles School of Art and Design in Pasadena, California. The highly talented Hays afterwards won a scholarship to the Art Students League in New York City.[footnoteRef:133]  [133:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001)., 22
] 

Ethel Hays originally was interested in illustration, but was convinced to change her training to painting after she showed her caricatures of people she had seen on the streets of New York City to her instructor, the figure painter Louis Mora. Mora suggested that she pursue this genre instead of painting. Much like Nell Brinkley, Hays refused, because she considered her future to be in the more highly regarded and serious field of fine arts.[footnoteRef:134] However, the outbreak of World War I interrupted her future plans. Ethel Hays became a civilian female soldier, doing her patriotic duty at home as devotedly as her soldier brothers were doing it overseas in Europe. [134:  Tom Heintjes. “Ethel Hays, Pioneering Female Cartoonist.” Hogan’s Alley, the Magazine of the Cartoon Arts, (September 17, 2012.), 2. Accessed online. < http://cartoonician.com/ethel-hays-pioneering-female-cartoonist/> 
] 

Hays’ studies were interrupted by the outbreak of World War I. She received Red Cross training and was assigned to teach art to soldiers disabled by the war. Speaking fondly of her time as a reconstruction aide for the most seriously wounded soldiers, Hays recalled: “Many of the [severely wounded] men I taught were so weak that they were allowed to exert themselves only a few minutes a day. I loved the work and was delighted when they chose art as the way they wanted to spend this precious period of time.”[footnoteRef:135]  [135:  Tom Heintjes. “Ethel Hays, Pioneering Female Cartoonist.” Hogan’s Alley, the Magazine of the Cartoon Arts, (September 17, 2012.), 2. Accessed online. < http://cartoonician.com/ethel-hays-pioneering-female-cartoonist/> I am unsure if Heintjes got this quote directly from Hays herself as she had died in 1989, since Heintjes does not say where he got this quote or cite any sources in the article available online.
] 

After some time as a Red Cross aide, Hays was assigned to an U.S. Army hospital in Tennessee. Hays had originally intended to teach the convalescing soldiers how to do drawings and paintings. However, at her first meeting with the patients, one of the disabled soldiers asked Hays if she could teach him how to draw cartoons. The other soldiers liked this idea wholeheartedly. Unfortunately, Hays did not know how to draw cartoons; she had been trained in painting and, besides, cartooning did not interest her. Hays told the soldiers she did not know how to draw cartoons but agreed to teach them what she knew. None of the soldiers showed up at Hays’ next art lesson. She immediately signed up for a correspondence course in cartooning, feeling she “had a mission to keep those men occupied and happy.” Once she mastered the first two cartooning lessons, Hays called the men back and taught them what she had learned. The gifted artist Ethel Hays taught the soldiers cartooning while only a lesson or two ahead of them.[footnoteRef:136]  [136:  Tom Heintjes. “Ethel Hays, Pioneering Female Cartoonist.” Hogan’s Alley, the Magazine of the Cartoon Arts, (September 17, 2012.), 2. Accessed online. < http://cartoonician.com/ethel-hays-pioneering-female-cartoonist/>
] 

Ethel Hays’ first published cartoon piece was for the Cleveland Press in 1928 as part of an ongoing feature called Vic and Ethel, in which Hays did the illustrations and a writer (presumably the “Vic” of the title) wrote the copy.[footnoteRef:137]  Within a year, Hays was a nationally syndicated cartoonist. Her first cartoon, Ethel, was a satirical social commentary. It was replaced by her more popular Flapper Fanny a single-panel cartoon that led to Hays producing cartoons for Sunday pages.[footnoteRef:138] [137:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 23. Robbins doesn’t give any information on this feature, such as how long it ran for, or if Hays worked this at the same time she did her other cartoon strips. She does not, additionally, describe what exactly “Vic and Ethel” was, so I am not sure if it is a cartoon strip or an illustrated article.
]  [138:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001),  23.
] 

Ethel Hays and Gladys Parker displays one of the closest connections between female cartoonists in this thesis. Arguably, it was because of Ethel Hays that Gladys Parker’s own career achieved the momentum it enjoyed when Parker was tapped to replace Hays on the Flapper Fanny series.
	Ethel Hays contributed to the development of Gladys Parker’s own career as a cartoonist. After Hays gave birth to her second child, she could not keep up with her demanding workload. Not wanting to quit cartooning entirely, Hays handed control over her single panel series Flapper Fanny to Gladys Parker but kept doing her weekly Sunday comics features. Parker had been doing her own cartoon series based on flappers, Gay and Her Gang, when Hays gave her creative control of Flapper Fanny. With Parker at the helm, Flapper Fanny went from a stylized art style to a cartoon style--a style that Parker would keep for her later comic Mopsy. [footnoteRef:139] [139:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 25-26.
] 
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A page from Gladys Parker’s Mopsy. The image is from http://myfavouritefunnies.wordpress.com/extra/x-2-paper-doll-convention-hall/

Gladys Parker
	Born in Marque, Texas in 1910, Gladys Parker was a self-taught cartoonist who began drawing at the young age of thirteen, much like Rose O’Neill. Parker began her art career after she moved to New York City to do fashion illustrations for burlesque dancers. Despite this rather risqué career start Parker got work as a cartoonist for the Scripps-Howard Syndication newspapers. Parker once commented about her cartoon depictions of women: “My girls are always nice girls. I could never have [Flapper] Fanny smoke a cigarette or drink a cocktail.”[footnoteRef:140] [140:  Craig Yoe. Clean Cartoonists’ Dirty Drawings (San Francisco: Last Gasp, 2007), 23.
] 

	Mopsy is Gladys Parker’s most well known series which got its start in 1936.[footnoteRef:141] Gladys Parker also did work illustrating an advertising strip for Lux Soap in the 1930s, much like O’Neill, Brinkley, Huget and Drayton’s respective advertising careers.[footnoteRef:142]  [141:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 23.
]  [142:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 26.
] 

Like Ethel Hays, Parker answered her nation’s call to duty during World War II and employed her art to benefit her nation’s patriotic causes. She used Mopsy as a vehicle to depict the role of  women during the war. Parker had Mopsy join the U.S. Army and her cartoon captured the humor of women in the army. In one self-effacing cartoon strip, Parker has Mopsy in an army nurse uniform sitting on the floor while an invalid soldier pets her hair. Mopsy tells another nurse: “At first I thought it was combat fatigue but he [the G.I] just likes to pat my head because my hair is the same color as his dog back home!” [footnoteRef:143]  Gladys Parker used Mopsy as a platform for commentary on World War II. In portraying Mopsy’s participation in the war effort Parker unselfishly expressed her patriotism and support of American troops.  [143:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001),  70.
] 

During this time, Russell Keaton was called into military service, and Gladys Parker took over his comic strip, Flyin’ Jenny, about a woman aviator named Jenny Dare. It was the only comic strip about a wartime heroine aviator who battled Nazis.[footnoteRef:144] More important, Parker’s experiences echoes that of other wartime women who took over the jobs and responsibilities of men called into military services that had not been available to them before. However, women’s place in the workplace was far from secure. After the end of World War II, women were fired from the jobs they had been encouraged to take earlier, and the wages for women who remained employed were lowered. Gladys Parker captured this affront to American working women who sacrificed greatly in their patriotic support during the second World War. The socially aware female cartoonist had Mopsy fired from her own wartime job, reflecting what happened to tens of thousands of women at the time.[footnoteRef:145] [144:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 71.
]  [145:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 81. 
] 

	 Gladys Parker was an example of a woman using her cartoons to reflect the politics of her time. The self-taught African American cartoonist Jackie Ormes is another. She produced comics about the politics of her time, but from a different perspective. Jackie Ormes has been long left out of the history of comics due to cartoon scholars overlooking African American newspapers as a source of information.
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A page from Jackie Ormes’ Patty-Jo ‘n’ Ginger. The image is from http://www.jackieormes.com/pjcartoon.php

Jackie Ormes: The First Syndicated African-American Woman Cartoonist
Jackie Ormes was the first nationally syndicated black female cartoonist. She produced four comic strips during her career, all published in black newspapers. Her four successful comic strips, Torchy Brown in “Dixie to Harlem,” Candy, Patty-Jo ‘n’ Ginger and Torchy in Heartbeats, were syndicated from 1937 to 1954, thus making Ormes a Golden Age of Comics cartoonist.[footnoteRef:146] This was the period when African Americans from the south were migrating to the north in large numbers to Chicago, Detroit, New York, and other cities. Her first cartoon was published in the last year of the Platinum Age. With the exception of Candy, a single-panel cartoon about a domestic set in the home of an unseen wealthy white woman during World War II, Ormes’ other three cartoons ran in the Pittsburgh Courier, where Ormes’ first job was as a proofreader. Candy appeared in the Chicago Defender for a brief time in 1945 following Ormes’ move to the Windy City in 1942.[footnoteRef:147] This highly gifted artist was also an effective writer for she occasionally wrote articles and had a society column in the Chicago Defender, Chicago’s largest black owned newspaper which had a national readership.  [146:  See:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist.(Ann Arbor: The University of Michigan Press, 2008).
]  [147:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist.(Ann Arbor: The University of Michigan Press, 2008), 2-3. 
] 

Jackie Ormes’ longest running comic Patty Jo ‘n’ Ginger, produced every week for eleven years, brought her the most fame. That is, the most fame an African American woman was to receive in the pre-civil rights movement years. Much like Rose O’Neill, Jackie Ormes had dolls made and modeled after her Patty-Jo cartoon character and these were highly popular among little African American girls and their families because these were the first dolls offered young black children that were not stereotypical “Mammy” dolls.[footnoteRef:148] [148:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist.(Ann Arbor: The University of Michigan Press, 2008),  4. Goldstein shares that the Patty-Jo doll “was an important landmark in black history and a cause for celebration by African American children and their parents.”(P 4)
] 

Jackie Ormes was born Zelda Mavin Jackson on August 1, 1911 in a small town outside Pittsburgh, Pennsylvania. The nickname Jackie comes from Ormes’ maiden last name, and much like other women cartoonists she kept using that nickname throughout her career. This because, as Ormes’ biographer Nancy Goldstein notes, having an “ungendered name would later prove useful in the largely all-male newspaper profession.”[footnoteRef:149]  [149:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008),  9.
] 

Ormes’ family was well to do. Her father, William Winfeld Jackson owned and operated his own printing business. As a result, her mother was able to provide Ormes and her sister Delores the opportunity for them to take up art and music.[footnoteRef:150] No doubt, the arts were important to the Ormes for it mirrored their aspirations as a family. [150:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008),  8: Ormes, like O’Neill, is self-taught in art, but had the encouragement of her family, both emotionally and physically-her mother always made sure she had enough paper to draw on. Later in Ormes’ biography, Goldstein quotes Ormes’ sister, Delores-“We could never see the reason why Jackie should take art classes-she could do it all, already.”(Goldstein; 10). Goldstein also adds: “Jackie may have actually benefitted from having no formal art training.”(10). 
] 

Jackie Ormes gained popularity for her art skills while a junior in high school. She was asked to be the art editor for the Monongahela High School yearbook, an assignment only given to seniors. Senior members of the yearbook staff recognized her talent.[footnoteRef:151] The 1929 and 1930 yearbooks of Monongahela High School contain Jackie Ormes’ earliest cartoons that consisted of small quirky caricatures of students and faculty. Goldstein notes that Ormes’ early drawings showed some skill, adding that the “details of characters’ accouterments are rendered with care, their clothing accessorized by the hand of one who would later take up fashion design.”[footnoteRef:152] This substantiates Trina Robbins’ argument that female cartoonists tend to render and detail the clothing and fashions of their characters as well as the time period in which they worked.  [151:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008),  12.
]  [152:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008), 12.
] 

Like Ethel Hays and Gladys Parker, Jackie Ormes’ Torchy Brown depicted the adventures of a young black woman making her way through the world. Unlike her white contemporaries though, Ormes’ stories touched on racism and the danger a black woman faced if she trusted the wrong person.[footnoteRef:153]  The majority of her comics were done with pen and brush, which accounts for the variation in line quality in her art. It is unfortunately, noted by Goldstein, that the original art from Torchy Brown does not exist anymore and all we have of her strips are what is on microfiche.[footnoteRef:154]   [153:  Edward Brunner, “’Shuh! Ain’t Nothing to It’: The Dynamics of Success in Jackie Ormes’ “Torchy Brown.’”MELUS, Vol. 32, No. 3. Coloring America: Multi-Ethnic Engagements with Graphic Narrative. (Fall 2007): 41.
]  [154:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008), 70.
] 

Out of all her comics, it is the one featuring a young girl and her older sister that is most popular. Patty-Jo n’ Ginger was arguably Ormes’ biggest success, leading to the first doll marketed to little African American girls, because it was able to reach both an adult audience (through Ginger and the wise and mature retorts of Patty-Jo) and a young audience (through the presence of a young girl who carried out mischief). [footnoteRef:155] [155:  See: Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008), Chapter 6.] 

Ormes’ last comic strip, Torchy in Heartbeats (1950-1954) a sequel to her earlier Torchy Brown (1937-1938), was a romance comic featuring her character’s quest for true love. It was a markedly different kind of story from her earlier, more humorous stories and it ended ignobly. There are two theories why the last series ended abruptly. One involves male editors of the newspapers not wanting to print a story about a woman and the other notes that the direction of her narrative changed so drastically that her long time readers were not comfortable.[footnoteRef:156]  [156:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008),  139.
] 

Jackie Ormes retired from cartooning in the 1960s after arthritis set in her joints and made holding the pens and tools of the trade unbearable. She could still hold larger brushes and pursued portraiture and murals, a larger scale art form, after her retirement. She continued to practice this medium until her death on December 26, 1985.[footnoteRef:157] [157:  Nancy Goldstein, Jackie Ormes: The First African American Woman Cartoonist (Ann Arbor: The University of Michigan Press, 2008), 51-52.
] 

As a black female cartoonist, Jackie Ormes depicted her characters as fashionable and intelligent, and her comics featured the struggles of black women at the time. In effect, she drew cartoons that were a product of her time, about her experiences as a black woman, at a time when black women had no voice. She delivered powerful messages from a black female artist’s viewpoint. They shed light on aspects of African American life and art in the first half of the twentieth century.
June Tarpe Mills followed a succession of firsts for female cartoonists set by Rose O’Neill, the first American cartoonist, and Jackie Ormes, the first syndicated African American female cartoonist. Tarpe Mills is included among the list of female cartoonist firsts because she is recognized as the creator of  the female super-heroine, Miss Fury, originally called Black Fury.[footnoteRef:158] [158:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 58.] 


[image: ]
A page from Tarpe Mills’ Miss Fury. Image is from the site http://www.gutbrain.com/past/2008_08/20080808.html





Tarpe Mills: The First Woman Cartoonist to Create a Female Superhero
	 Mills is  another female cartoonist to use a male pseudonym: her birth name is June Mills, and Tarpe was a “French-sounding version of her Irish grandmother’s maiden name, Tarpey.”[footnoteRef:159] Robbins quotes Tarpe Mills on her decision to change her name: “It would have been a major letdown to the kids if they found out that the author of such virile and awesome characters was a gal.”[footnoteRef:160] I do not agree with Mills’ reasoning for changing her name, given that she often drew her protagonist, Miss Fury in various states of undress and her super-heroine’s costume was a sexually provocative black leopard-skin outfit, similar to DC Comics’ Catwoman. I tend to agree with comic scholar Mike Madrid in that Mills used the sexually ambiguous name Tarpe Mills to make it appear a male was drawing Miss Fury. After all, why keep playing up the characters’ sensuality? In one scene Mills has Miss Fury’s alter ego, the stunningly rendered socialite Marla Drake, confront Miss Fury’s archenemy, the equally gorgeous Baroness Elsa Von Kampf, clad in only a short slip that was more than slightly provocative than normal attire.[footnoteRef:161] I doubt if Mills’ readers would care about her gender as long as she continued to produce enticing pseudo-erotic comic images. In fact, Trina Robbins explains “Mills’ gender did not stay secret for long.”[footnoteRef:162]  [159:  Trina Robbins, editor. Tarpe Mills & Miss Fury: The First Female Superhero Created & Drawn 
by a Woman Cartoonist: Sensational Sundays 1944-1949. (San Diego: The Library of American Comics, IDW Publishing, 2012.), 7-8.
]  [160:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 62, and Trina Robbins, editor. Tarpe Mills & Miss Fury: The First Female Superhero Created & Drawn 
by a Woman Cartoonist: Sensational Sundays 1944-1949. (San Diego: The Library of American Comics, IDW Publishing, 2012.), 8.
]  [161:  Trina Robbins, editor. Tarpe Mills & Miss Fury: The First Female Superhero Created & Drawn 
by a Woman Cartoonist: Sensational Sundays 1944-1949. (San Diego: The Library of American Comics, IDW Publishing, 2012.), 20. See: Mike Madrid. The Supergirls: Fashion, Feminism, Fantasty and the History of Comic Book Heroines. (United States of America: Exterminating Angel Press, 2009.) 
]  [162:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 62] 

As Miss Fury became popular, Mills, like Brinkley and O’Neill, became an enduring newspaper icon; her photos were featured alongside articles written about her.[footnoteRef:163] Additionally, Mills’ beloved cat Perri-Purr gained notoriety in the Miss Fury stories as Mills’ character Marla Drake’s long-haired pet cat. During World War II, Perri-Purr was the unofficial mascot of an allied warship.[footnoteRef:164] Tarpe Mills responded to Perri-Purr’s reaction to this honor by remarking, “I’d be happier if he’d show a little emotion.”[footnoteRef:165] [163:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 62.
]  [164:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001),  62
]  [165:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 62. 
] 

	Tarpe Mills did the first female super-heroine action story but she was not the first woman to do a comic action story.[footnoteRef:166] Before Mills created Miss Fury, she had spent the year 1942 illustrating Daredevil Barry Finn. An early incarnation of Miss Fury can be seen in Mills’ depiction of Joan Hart, comic hero Barry Finn’s female friend.[footnoteRef:167] Tarpe also had done work on The Catman, Devil’s Dust, and The Purple Zombie. Mills had also trained at the Pratt Institute in New York, paying her tuition by doing modeling.[footnoteRef:168] [166:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 55. Robbins notes that before Mills’ Miss Fury was published in 1941, another woman, Cecilia Paddock Munson signed her work Pad for her illustrations for a 1937 spy story The Monastery of the Blue God, meaning that women cartoonists were drawing cartoons about subjects other than cute children and fashion, and in the action/adventure genre, but Mills was the first to make the foray into the superhero genre.
]  [167:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 55.
]  [168:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 58 and 62.
] 

	The Miss Fury comic strip debuted in April 1941, on the eve of World War II.[footnoteRef:169] Like Gladys Parker, her female cartoonist contemporary, Tarpe Mills used her comic strip heroine as an escapist fantasy regarding the war but also to convey her patriotism. Mills’ comic strip characters did not join the women’s home front in service to the war cause but played a more active role fighting Nazis and their fascist allies.[footnoteRef:170] The Miss Fury comic strip ended in 1951.[footnoteRef:171]  [169:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001),  58]  [170:  As an aside, the Wonder Woman character appeared in DC Comics in 1944, eight months after Mills’ Miss Fury appeared Although Wonder Woman was for a comic book, and Miss Fury was for a comic strip, it is of interest to note that Wonder Woman was created by a male psychologist and Miss Fury was created by a female cartoonist. It is also important to be sure to make the distinction that Miss Fury was published first, as many people erroneously credit Wonder Woman as being the first Super-heroine. This also ties in with my overall argument that women cartoonists and their contributions are being ignored or written out of the history books of comics altogether as now the creator of Wonder Woman, Dr. William Moulton Marston, is credited for the first super-heroine when it should be Tarpe Mills. (Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 58.)
]  [171:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 63.
] 

	The last female cartoonists of the time period were all noted for their depictions of brave and adventurous women. Dale Messick, called the Grande Dame of Comics, created a newspaper strip about a world-traveling reporter, Brenda Starr. The last four cartoonists all worked at the same publisher, Fiction House, where they drew comics about super-heroines in a range of genres, from war to sci-fi to western to mystery.
[image: ]
A Panel from Dale Messick’s Brenda Starr. The image is from http://james-vance.com/jvblog/?p%3D1302
Dale Messick: The Grande Dame of Comics 
Dale Messick, like Tarpe Mills, is another woman cartoonist known for her action-oriented cartoon work and for using a male name instead of her real name Dalia.[footnoteRef:172] Like Mills, Messick went on to be well known for her action-adventure comic featuring a female heroine who called her own shots and fought her own battles. [172:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 50 and 58.
] 

Dale Messick is referred to by female cartoonists scholar Trina Robbins as the “grande dame of comics.” [footnoteRef:173] Messick started cartooning in the 1920s and became popular following the publication of her Brenda Starr strip in the forties. Nell Brinkley inspired Messick’s comic art and Messick retained some of Brinkley’s romantic lines while imbuing her Brenda Starr strip with captivating action and fight scenes.  [173:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 50. Unfortunately, Robbins does not explain why exactly she gives Messick that title, although she alludes to Brenda Starr as a reason for her choosing that title for Messick so I assume Robbins is referring to the long running, cross-media popularity of the series.
] 

Dale Messick’s strip captivated audiences because of her ability to write a captivating story and draw an equally captivating heroine. The women of Fiction House also had that skill of writing and drawing attention catching comics.
[image: ][image: ]
Ruth Atkinson’s Millie the Model (left) and an example of Lily Renee’s art (right). The images are from http://www.rockwell-center.org/news/june-2/ and http://www.toonopedia.com/senorio.htm, respectively.

The Women Cartoonists of Fiction House
During the forties, the publisher Fiction House hired more female cartoonists than any other publisher. Ruth Atkinson was one of these cartoonists. During her time at Fiction House, she drew for Wing Tips, Skull Squad and other comics. In addition, Atkinson also served as Fiction House’s art director. [footnoteRef:174] Atkinson also worked for Timely, later known as the Marvel Comics Company, illustrating the teen strip Patsy Walker in 1945.[footnoteRef:175] That same year, Atkinson decided to quit Fiction House to become a freelance cartoonist. She worked for Stan Lee at Marvel Comics illustrating Millie the Model and other teen comics.[footnoteRef:176]  [174:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 71-73.
]  [175:  Trina Robbins, “Wonder Women” Panel. Coppercon 2013, Mesa, AZ: August  8-11, 2013. 
]  [176:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle, Washington: Fantagraphics Books, November 2013.), 100.
] 

Atkinson’s work contributed to the popularity of Marvel Comics’ books. Even though Atkinson only worked on one issue of Millie the Model, the series became one of the longest running female-character oriented comics. Similarly, Atkinson only worked on the first two years of the Patsy Walker comic series before it was taken over by other artists. Like Millie the Model, Patsy Walker was very popular and had a long run of over twenty years.[footnoteRef:177]  [177:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 87-88. The vague number on how long Patsy Walker ran comes from Robbins’ estimate at Coppercon.
] 

Lily Renee was the second of the four female cartoonists in this thesis who worked at Fiction House and worked alongside Ruth Atkinson. She was another cartoonist who used their art and stories in support of America’s war efforts.[footnoteRef:178] [178:  It is common knowledge that the early editors, writers and artists for Marvel and DC Comics were themselves Jewish men. For example, we have: Stan Lee, who changed his name from a Jewish last name to the less ethnic ‘Lee’, Jerry Siegal and Joe Shuster, the creators of Superman, were themselves sons of Jewish immigrants, Jack Kirby, one of the most highly regarded artists who is considered one of the major players in the creation of modern comic art as we know it now was himself also Jewish, In many comic history books, it is noted that the prevalence of Jewish men in comics during the prime years of the Golden Age is what influenced the creation of many superheroes who fought Nazis or who thoroughly represented the ‘Good versus Evil” idea. Essentially, these Jewish men created heroes to fight Nazis and evil because they themselves could not fight the Nazis themselves. Renee is an example of a Jewish woman cartoonist, who was confronted with the Nazis as a teenager and created stories where her characters were able to fight back. 
] 

	Renee worked for Fiction House from 1943 to 1948 illustrating The Lost World, Senorita Rio, and other comic series.[footnoteRef:179]  Lily Renee was a Jewish woman who as a teenager in Europe experienced Adolf Hitler’s horrible persecution of the Jews,  his “Final Solution,” first hand before escaping to the United States. She was one of the 10,000 Jewish children taken out of Germany by the English in the 1939 “Kinder Transport.” Renee and her parents were reunited in the United States when her parents found their own way to escape Nazi Germany[footnoteRef:180].  [179:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 74-75.
]  [180:  Trina Robbins, “Wonder Women” Panel. Coppercon 2013, Mesa, AZ: August  8-11, 2013). This information is from a panel given by Robbins at a convention in Arizona where she included information not found in my current collection of information.
] 

Renee’s mother encouraged her to pursue a career in comics. Renee’s experiences as a Jewish woman in Nazi Germany left a lasting impression on her, resulting in Renee drawing stories in which her female protagonists took on and defeated their Jewish-hating Nazi enemies.[footnoteRef:181] [181:  Trina Robbins, “Wonder Women” Panel. Coppercon 2013, Mesa, AZ:August  8-11, 2013). I also want to direct some attention to the influence Renee’s mother had, like Brinkley’s, on the formation of her career as a cartoonist. I am not sure of how involved her mother was in her career-Brinkley’s mother was her manager and in charge of the daily aspect of Brinkley’s life so she could focus on her cartooning, as an example-but it was Renee’s mother who saw an ad for cartoonists and bought some comics for Renee to see how to do art and panels for comics. (The source is, again, Robbins from the talk she gave at Coppercon in August 2013).
] 

Lily Renee shared the workspace at Fiction House with fellow female cartoonist Fran Hopper. While Renee specialized in stories featuring women taking on Nazis, Hopper specialized in mystery comics and science-fiction.
Fran Hopper worked on the detective comic strip Glory Forbes and Jane Martin, the latter comic set in World War II.[footnoteRef:182]  Hopper also did the art for the science-fiction series Mysta of the Moon and Gale Allen and Her All Girl Squadron.[footnoteRef:183]  [182:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 71-73. Robbins also mentioned Hopper’s work on the teen strip Patsy Walker in our interview in July of 2013 when I first interviewed her for this thesis and she said that there were a number of un-credited Patsy Walker art that she was able to get Hopper herself to confirm as being her own work. It seems that if not for Robbins, Hopper’s work on Patsy Walker might have gone unmentioned in the comic history books in regards to work done by women for Timely/Marvel.
]  [183:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001),73.
] 

	The last Fiction House cartoonist to be mentioned is Ann Brewster. Brewster, after leaving Fiction House, went on to become more well known for her romance comics than for her World War II comics done at Fiction House.
Fiction House female cartoonist Ann Brewster drew Yankee Girl, a World War II-oriented strip, and Brewster also shared time on Jane Martin with Lily Renee and Fran Hopper. With the advent of Romance as a profitable and popular comic book genre, Brewster became one of the many illustrators working in that genre.[footnoteRef:184] [184:  Trina Robbins, The Great Women Cartoonists. (New York: Watson-Guptill Publications, 2001), 67, 71, and 92. In the John M. Pfau Library at California State University of San Bernardino’s Comic Book collection, they have one issue of Brewster’s work in romance comics, in issue # 53 of Boy Loves Girl.] 

	Brewster was one of the first to work in romance comics, just as that genre began to reach the level of popularity that it enjoyed in the post-war years.
Conclusion
The efforts of the female cartoonists of the Victorian and Proto-Comic Ages served as a foundation for women cartoonists working in the Platinum and Golden Ages. The later female cartoonists individually and collectively expanded upon the work and ideas of the cartoonists whose work was subtly feminist in content. In turn, the female cartoonists of the Platinum and Golden Ages of Comic Books set up a new and different environment for the women cartoonists that followed. 
The female cartoonists of this time period had the freedom to do the kinds of comics they wanted to do. They were free from the constraints of the Victorian society and its expectations on what was proper for a woman to do. Additionally, they were free to do the kinds of comics they wanted to do because they no longer had to push or advance the political agenda of the suffragette cartoonists. This newfound freedom in the comic industry for female cartoonists did not last long, however, as the post-war years of the 1950s led to a restructuring of gender roles and led to the virtual elimination of female cartoonists.



Chapter Three: 20th Century Women Cartoonists: The Golden Age (1938-1950), The Silver Age (1956-1970) and onwards.


The comic industry became segregated based on gender after World War II. It reflected what was occurring in the larger American society, the shift towards a more rigid separation between men’s work and women’s work mirroring the conservative normative gender roles being emphasized. Many of the women cartoonists who had stepped in to fill the jobs of the men cartoonists who went off to war were replaced as the men returned home. [footnoteRef:185]Cartooning, despite its evolution from the female-specific work of illustration, was now deemed exclusively men’s work.  [185:  Remember, as discussed in chapter two, Gladys Parker’s Mopsy series saw her characters taking on jobs to help soldiers, and working for the home front. Parker also took on the series Flyin’ Jenny, when that series’ creator was called into the service. Also,  I realize this timeline for defining Golden and Silver Ages of Comics’ years must be confusing. In effect, I am defining it, for the purposes of my thesis, the Golden Age was before and during the Great Depression, continuing through and during World War II, where it tended to have a lot of patriotic heroes fighting Nazis. The Silver Age was post World War II and tended to have a lot of specialized gender assigning and is where we see the beginning of today’s rampant sexism with misogynistic depictions and portrayals of female characters. The Silver Age was also notable for discrimination towards women cartoonists in the field.
] 

Not all women cartoonists lost their jobs in the post-war years, because during this time there was a boom in the popularity of romance or love story comic books. The gendering of this genre became the province of women cartoonists like the artist and colorist Elizabeth Safian-Berube.[footnoteRef:186]  Additionally, the superhero comic books of companies like DC, Marvel, EC, and others hired and employed most of the male cartoonists. This left newspaper comic strips open to women cartoonists who found work there, although they were assigned to work on female-oriented comics. A result of the change to gender specific roles was that comics engaged in defining the role of women in American society. [186:  See: Michael Barson, Agonizing Love: The Golden Era of Romance Comics. (Harper Design: New York, 2011), p. 11. Barson shares a quote from Joe Simon, a comic creator, who had capitalized on the large demographic of female readers of comics in 1947 by creating Young Love, the first romance comic: “it had long been a source of wonder to me that so many adults were reading comic books (…) and now I was finding myself wondering why there was such a dearth of comic book material for the female population.” This same comic would employ Liz Safian-Berube in the 1970s, who was by then, the only woman cartoonist employed by DC Comics and who, according to Robbins in From Girls to Grrrlz, was “probably the last woman to draw for love comics."(p. 76).
] 

At this time comics became divided into gendered groups of readers. “His” comics were the adventure and superhero comics once drawn and written by women as well as men, while “her” comics were now the romance stories, which were written mostly by men.[footnoteRef:187] This meant that when the Miss Fury series ended in 1951, the only action-adventure comic produced by a woman cartoonist was Brenda Starr.[footnoteRef:188] This trademark attitude of the Silver Age of Comic Books led to a clear distinction of girls and boys comics: in girls’ stories women characters only focused on landing a man, while in boys’ stories the female characters needed to be rescued by the male characters.[footnoteRef:189]  [187:  Both Mike Madrid and Trina Robbins make arguments in their books, Divas, Dames & Daredevils and Pretty in Ink, respectively, that post World War II, it was decided that there were male comics and female comics and this unfortunate gendering of stories has led to the erasing of women from comic history, resulting in todays’ readers lamenting the lack of strong women characters. Therefore, the tradition of todays’ comics’ portrayal of women characters stems from the post World War II weakening of the female role in stories.
]  [188:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 90.
]  [189:  Mike Madrid, Divas, Dames & Daredevils: Lost Heroines of Golden Age Comics. (Exterminating Angel Press: United States, 2013), p. 235-6. Other sources indicate that although the romance stories were deemed “for girls,” the intended audience did not always read those stories because the content was lackluster.
] 

The reign of the romance comics ended in the 1960s, and so did the careers of many female cartoonists.[footnoteRef:190] Issues of romance comics for girls were still being printed in the 1970s, but these were not as popular as the romance comics from the 1950s. This was likely due to the fact that the comics were now written by men who did not understand what female readers wanted. As I note later in my thesis, the second-wave feminist movement encouraged women cartoonists to produce Underground Comixs that redefined the way women were represented in comics as a response to the emerging rampant misogyny now so prevalent in the comic book industry of the 1970s.[footnoteRef:191]  [190:  As an aside, it should be noted that these romance comics, while serving as the last source of employment for the majority of the few women cartoonists still working in the Silver Age, also mainly served to reiterate the gender roles of men and women. The women in the stories were focused on marriage, and were willing to give up everything, even their own goals and desires, to make their husbands happy.  One issue, #49, of Career Girl Romances, published in 1969, and found at the California State University of San Bernardino’s Comic Book Collection at the John M. Pfau Library, had a short story called “A Kiss is Merely a Biological Phenomenon.” In this story, the brilliant physicist says, upon deciding to marry her working class neighbor, something along the lines of “oh well, it’s not like I’ll never do chemistry again. I’ll mix the BEST baby formula ever!” Even as romance comics served as the last place women cartoonists could find work, the stories these women were illustrating were written by men who insisted on establishing the gender roles by having women give up career and independence for home and marriage. Is it any wonder then that the majority of women cartoonists in the Silver Age seem to have fled this patriarchal stifling of their careers in favor of housewifery? On another note, out of all the romance comics pulled at the CSU San Bernardino Pfau Library, only one had a short story credited to a woman. The writer, Deborah S. McDonald, had the man in the story give up his life to follow the woman, rather than the other way around!
]  [191:  Most notably: Trina Robbins and Joyce Farmer’s involvement in “Wimmen’s Comix” and “Tits & Clits Comix” (both female oriented feminist comic anthologies) came from their enthusiasm for the feminist movement, and desire to see the feminist movement take place within the comic industry, as well as their reaction to Robert Crumb and other male cartoonists’ comics depicting violence towards women. For more, please see: Josie Campbell, “Women in Comics: Farmer & Robbins on Abortion, Anger and Underground Comix.” ComicBookResources.com, published March 15th, 2013, updated March 20th. Accessed May/June 2013. .< http://www.comicbookresources.com/?page=article&id=44269  >.
] 

This redefinition of a woman’s role in comics had three outcomes.[footnoteRef:192]  The first and most obvious outcome was that women cartoonists disappeared from the industry, leaving behind only a few women like Elizabeth Safian-Berube and Marie Severin. The second, with more far-reaching consequences, was that women cartoonists were literally erased from the history of comics and cartooning. This glaring omission would lead comic consumers to believe women cartoonists were recent arrivals, when in fact they have played prominent roles in comics since 1896.[footnoteRef:193]  The third outcome was a result of the first two outcomes. Once women stopped writing stories and the comic industry stopped creating comics with a female audience in mind, girls stopped reading comics. This led people in the comics industry to assume girls just did not like comic books, unaware that they were the ones who had let their female audience down by ceasing to write stories that engaged the female reader. [192:  At Trina Robbins’ “Wonder Woman” panel given at Copper-Con in August 2013, she mentioned that women cartoonists were mainly free-lance workers and post World War II they were not hired or asked to do work. This means that rather than outright fire the women, the companies slowly phased them out in favor of other, male, freelancers. As a result, there were names dropped throughout my research sources, like Paty Greer, Nina Albright, Marcia Snyder or Claire Moe, for whom pieces of art have been attributed, or a small list of their work has been annotated, but for whom, not much else is revealed, because they were freelancers who were hired a scant few times. 
]  [193:  In fact, even today, at the time of writing this thesis, people in the comic industry are STILL spouting misinformation that women have never had anything to do with comics. In 2013, Mark Millar and Todd McFarland, both big name creators in comics, made the claim that women were never part of the comic industry and that comics had always been created by men, for men. See: Michael Logarta, “ ‘Comics aren’t for women,’ say comics creators Mark Millar, Todd McFarlane.” GMAnetwork.com, August 12, 2013. Accessed Online, 2013 <http://www.gmanetwork.com/news/story/321689/scitech/geeksandgaming/comics-aren-t-for-women-say-comics-creators-mark-millar-todd-mcfarlane> ] 

An example of the overt exclusion of women cartoonists from both the industry and from comics history is the prestigious but exclusively male-dominated National Cartoonists Society (NCS). Reflecting the “old boys’” nature of the NCS, its male cartoonist members simplistically justified the exclusion of women cartoonists with the rationale that the men would not be able to use off color language if there were women cartoonists present at meetings.[footnoteRef:194]   [194:  Trina Robbins,  Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 96.
] 

Most male cartoonists steadfastly opposed allowing women cartoonists to work in the field because male chauvinism pervaded the medium of comics. Flash Gordon artist Alex Raymond argued for letting women cartoonists into the all-male NCS by stating that membership should be based on “professional ability alone.” He was quickly silenced by a fellow male cartoonist’s demeaning response to the contrary: women cartoonists  would be allowed in the NCS as members only “for purely sexual reasons.”[footnoteRef:195]  [195:  Robbins, Trina. Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 96. 
] 

The National Cartoonists Society’s exclusion of women cartoonists and the rampant sexism of its all male membership established it as the main obstacle to the professional advancement of women cartoonists in the post-war years. The professional careers of many woman cartoonists literally stopped when they were denied admission to the NCS, an organization whose purpose was to support cartoonists and work towards making cartooning a respected, professional field. 
Hilda Terry was the first female cartoonist to be admitted to the NCS, but only after years of campaigning on her behalf by her fellow cartoonist husband and other male cartoonists like Alex Raymond. Despite the support of Raymond, the extremely popular and renowned artist of Flash Gordon, the NCS denied admission to Terry. Only a second vote reversed the original decision to veto her admission. In 1950, Hilda Terry became the first woman cartoonist to be accepted to the National Cartoonists Society. She then worked tirelessly on behalf of all of her fellow female cartoonists to gain their admission to the NCS.[footnoteRef:196]  [196:  Robbins, Trina. Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 96. Additionally, Terry talked more about her experiences with the NCS in an interview with Robbins for Comic Book Artist in 2000, where she said if the person nominated was not wanted, they were blackballed. Neither discuss what it means to be blackballed by the NCS, so I am not sure if this meant the women cartoonists were blackballed in the comics industry itself, which would affect their careers negatively, or only blackballed by the NCS, and were only denied membership, without too much negative impact on their careers. Another example of this rewriting of the history of women in comics is the cartoonist Marie Severin. Severin’s biographer Dewey Cassell calls Severin “the first lady of comics.”(Marie Severin: The Mirthful Mistress of Comics, page 5) In my view,  Cassell is mistaken, as there were quite a number of other “first ladies of comics” predating Severin. Cassell, nonetheless, confirms my assertion that after the end of the second World War, women cartoonists disappeared from comic and cartooning history. 
] 

Barbara Hall was one of the female cartoonists present during the transition from the Golden Age of Comic Books to the Silver Age of Comic Books. Hall’s career ended before women cartoonists were pushed out of the work place in the aftermath of the post war reemergence of the dominance of white, straight male cartoonists in comics.
Barbara Hall: She Illustrated a Heroine for the War
	Little information exits about  Barbara Hall, such as when she was born or where, or even what kind of artistic influence she had as a young child. Barbara Hall, sometimes known as Barbara Fiske Calhoun after her second marriage, illustrated the Silver Age super-heroine comic Honey Blake, also known as the Blonde Bomber, from 1941 to 1943. The Blonde Bomber was an expert newsreel camerawoman and chemist involved in numerous adventures. Hall also did Girl Commandos, about an international team of Nazi-fighting women during these same years. Hall had initially illustrated Black Cat, the first female comic book super-heroine for Harvey Comics, which hired her in 1941.[footnoteRef:197] According to cartoon scholar Mike Madrid, Hall also did work on  the World War II comic Pat Parker, War Nurse.  [197:  Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 67-69.
] 

Hall’s comics featured women who defied the later Silver Age’s concept of female super-heroines: they were smart, confident, strong, and just as heroic as their male counterparts.[footnoteRef:198] Hall’s skillfully and patiently drawn female characters inhabit a vividly evoked wartime environment. In the comics Pat Parker, War Nurse, the female character Pat Parker donned a Red Cross mask and traveled throughout Europe during World War II battling Nazis and administering medical attention to wounded Allied soldiers. In a subsequent comic series, the freelance freedom fighter Pat Parker became leader of the aforementioned comic Girl Commandos. This elite fighting unit consisted of a British nurse, an American radio operator, a Russian photographer, and a Chinese patriot.[footnoteRef:199]  [198:  Mike Madrid, Divas, Dames & Daredevils: Lost Heroines of Golden Age Comics. (Exterminating Angel Press: United States, 2013), p. 16.
]  [199:  Mike Madrid,  Divas, Dames & Daredevils: Lost Heroines of Golden Age Comics. (Exterminating Angel Press: United States, 2013), p. 23-24.
] 

Barbara Hall’s original female characters display her ability to draw glamorous women with Greta Garbo-esque eyelashes as well as showcase her women characters taking action and saving the day using their intelligence and independence. Hall’s comic book characters were indeed trailblazers and role models for girls at a time when there were so few. Later Silver Age of Comic Book stories eliminated these kinds of intelligent and independent women characters and their self-empowering actions as the time period saw a gendered turn towards conservatism in American society. Female characters were reduced to clichés of damsels in distress versus dealing with real-world issues like the spread of fascism.
Barbara Hall’s first husband, the writer and playwright Irving Fiske, did not encourage her work in cartooning. Rather, he pressured her to quit. As a result, Hall’s career as a Golden Age cartoonist ended. In 1946 after Hall left cartooning, she and Fiske went on to found Quarry Hill Creative Center, a commune for alternative artists in Rochester, Vermont. In the 1990s, after her husband died of a stroke, Hall married again, becoming Barbara Calhoun. [footnoteRef:200] [200:  “Barbara Hall-Lambiek Comiclopedia.” Lambiek Comiclopedia. Accessed online, 2014. Updated October 15, 2010. < http://www.lambiek.net/artists/h/hall_barbara.htm>; Robbins, Trina. The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 67-69.
] 

	The woman cartoonist Hilda Terry started working in the same decade as Barbara Hall, but achieved much more lasting popularity, especially among teenage girls, with the revival of teen-age comics during the Silver Age of Comic Books. Terry made a career for herself producing comics about teenage girls who were just as feisty as Barbara Hall’s wartime heroines.
Hilda Terry: A Cartoonist Who Wrote for Teenagers
Woman cartoonist Hilda Terry began cartooning in the 1940s when she was a teenager. However, Terry’s work enjoyed its peak popularity in the years spanning  the fifties and the sixties. Her work thus falls in the epoch of the Silver Age of Comic Books.[footnoteRef:201]  Some women cartoonists have specialties or types of narrative stories they like to tell. Nell Brinkley liked to do cartoons about pretty working class women, Grace Drayton had a fondness for drawing rosy-cheeked kids, while Tarpe Mills liked to cartoon about debutant crime fighters. Hilda Terry specialized in comics for and about female teenagers. In the late 1930s, William Randolph Hearst, the owner of King Features hired Hilda Terry and syndicated her strip Teena. Terry produced Teena from 1941 to 1966, a nationally syndicated newspaper strip about a young bobbysoxer and her friends. Teena was inspired by Terry’s interactions with her young teenage cousin during the 1930s. Teena debuted on December 7, 1941, and it was the “first of many teen girl strips to be drawn by women” according to Trina Robbins. Terry remarked in the interview with Robbins that her start was as a “token” woman cartoonist although her artistic achievements were widely recognized. [footnoteRef:202] [201:  Once again, we must remember that different comic scholars define different years as different epochs and ages of comics. Some comic scholars would want Terry and Links to be labeled Golden Age (1938-1955) and they would be correct. I am not arguing with this. However, my line of reasoning for this writing is that since both Terry and Links were predominantly popular from the early 1950s into the 1960s, this means they are technically Silver Age cartoonists, despite being generationally the same ages as the Golden Age cartoonists, and I hope my readers will see my reasoning, even if they don’t agree with it.
]  [202:  Terry informed Robbins about how Hearst had hired an African American male cartoonist, Ethan Campbell, and used the words “he had an opening for a (colored) cartoonist, and now he was looking for a woman.”(Comic Book Artist, Vol 10, p. 55); Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 94. Robbins goes on to explain that in the 1950s the trend in comics and cartoon strips were stories about young teen girls, a contrast to the glamorous working women and young adult flappers of the 1920s, ‘30s and ‘40s. In From Girls to Grrlz on page 38, Robbins explains that a graph made in 1946 showed that the 8 to 11 and 18 to 34 years old female demographics were reading more comics than male demographics of any age group. This might account for the popularity of stories about teenage girls. After all, young girls would love to read stories about spunky funny and pretty teenagers and young women would love to read stories about girls their age or that reminded them of their carefree days as a teenager. Additionally, the teen comics were post-World War II, published during a time when people were recovering from the war and yearning for a more innocent time. This might be why stories about teenage girls were so popular during this time period among female readers.; Robbins, Trina. “Hilda Terry: “You Don’t Die!” The Comic Strip Artist of Teena Talks to Trina.”Comic Book Artist, Vol 10. TwoMorrows, Raleigh, NC. 2000, p. 55.

] 

The highly gifted Hilda Terry originally wanted to be a sports cartoonist. She recalled growing up playing sports with her younger brother and his friends. In Terry’s interview with Trina Robbins, she remarked, “I was going to be a sports cartoonist, but because it’s so hard to think of funny gags, I didn’t think I could do that.”[footnoteRef:203] Terry went to New York when she was sixteen and attended two separate art schools, while working in the garment district where she drew what she observed from life.[footnoteRef:204] While living as an artist in Greenwich Village, a friend introduced Hilda Terry to another cartoonist, Gregory D’Alessio, who would become her husband. D’Alessio introduced Terry to other women cartoonists and she and her female cartoonist friends learned how to work in comics from listening to the advice men gave them. Reflecting back on this time, Terry noted, “There were six of us women cartoonists, and the only reason we made it [was] because we each had somebody in the business, a male, who could tell us what was going on!”[footnoteRef:205] This reveals the barriers preventing women cartoonists from full and equal participation as professional artists, because they did not have access to male dominated networking information and the protocol of applying for cartooning work. [203:  Trina Robbins, “Hilda Terry: “You Don’t Die!” The Comic Strip Artist of Teena Talks to Trina.” Comic Book Artist, Vol 10. TwoMorrows, Raleigh, NC. 2000, p. 54.
]  [204:  It was while working in the garment district that Terry got her training as a fashion artist, and this training shows in her Teena strip in the detail she gives the clothing of the characters as well as how she drew from the fashions popular during that time period. ]  [205:  Trina Robbins, “Hilda Terry: “You Don’t Die!” The Comic Strip Artist of Teena Talks to Trina.”Comic Book Artist, Vol 10. TwoMorrows, Raleigh, NC. 2000, p. 54.Terry goes on to make the statement that “nobody’s going to write for a woman, for an artist who isn’t selling, so you have to be able to write your own material before you can even get off the ground!” Without being able to talk to Terry herself directly, and only having what Robbins wrote in the article, I don’t have much to go on in terms of understanding Terry’s experiences. I can’t determine if she was frustrated with how hard it was to be a woman cartoonist who had to use her (male) connections to get into the door rather than her own skill and talent, or if she is truly grateful to D’Alessio and his friends for taking her under their wing and teaching her what to do.
] 

	Hilda Terry discussed her experience with the National Cartoonists Society during her interview with Trina Robbins. The interview revealed her professional manner in the face of the sexist attitudes within the NCS at that time. Terry would not name the male cartoonists who were against her and Barbara Shurmund’s admittance to the NCS, only saying there were male cartoonists who voted for her admittance although the vocal majority was set against granting membership to female cartoonists. Terry mentioned Al Capp, the creator of Lil Abner, defending her. Terry also minimized her own role in opening the door for her fellow woman cartoonists and helping to make the gender barrier fall at the NCS, only acknowledging it in terms of “putting their names up.” [footnoteRef:206] [206:  Trina Robbins, “Hilda Terry: “You Don’t Die!” The Comic Strip Artist of Teena Talks to Trina.”Comic Book Artist, Vol 10. TwoMorrows, Raleigh, NC. 2000, p. 56. This same interview also lead to Terry sharing the information that she had nominated Dale Messick for membership, and that she always wondered why Messick refused to join NCS. Robbins cleared it up and explained that Messick was bitter that she had never been invited in the first place based on the merit of her work. 
] 

Much like Rose O’Neill, the personal life of Hilda Terry was quite more interesting. Terry was convinced she was reliving a past life as the reincarnation of five year-old Dorcas Good, a child who, along with her mother, was accused of witchcraft in 17th century Salem, Massachusetts. At this time, the young girls of Salem suddenly found themselves subject to fits of screaming and strong visions. Terry produced a series of six comic strips spoofing Doonesbury as Doonesbury (Salem, Mass 1692) in which she, as Dorcas, quipped about being accused of witchcraft as a young child.[footnoteRef:207]  [207:  Trina Robbins, “Hilda Terry: “You Don’t Die!” The Comic Strip Artist of Teena Talks to Trina.”Comic Book Artist, Vol 10. TwoMorrows, Raleigh, NC. 2000, p. 54-58. Robbins mentioned that at the time of the interview, which took place at the Second Annual Friends of Lulu Conference in New Jersey sometime in the 1990s, that Terry had a folder called God’s DNA in which she wrote extensively about what she remembered about being Dorcas Good. Robbins goes on to state that in one of the Doonesbury (Salem, Mass 1692) strips, a small caption box appears that says “ ‘Strange Bod Fellows” documentary of a reincarnation by hilda terry’”(all lower case as it appears in the image) which leads me to wonder if there exists an unpublished manuscript that discusses this aspect of Terry’s life in more depth. Additionally, to add more of a twist to this story, Robbins did some research into Terry’s claims and found out that Dorcas Good and her mother were real historical figures. (p. 54)
] 

Hilda Terry contributed to and shaped the social and cultural transformation of the 1960s and 1970s because she was among the first persons to study computers and learn computer animation. She attended New York University in 1964 to learn how to build computers and became a pioneering computer animator. After the comic strip Teena ended in 1966, Hilda Terry started a new career that spanned seventeen years as a computer animator for electronic scoreboards at sporting events.[footnoteRef:208]  In 1979, the National Cartoonists Society, the same organization that refused to acknowledge her as a cartoonist in 1950, gave Terry an award for her animation work for the major league baseball teams. Well past the usual age of retirement, in her later years Terry taught art classes at the Art Students League in New York. [footnoteRef:209] Hilda Terry passed away at age 92 on October 13 in 2006. The world lost an extremely talented and fascinating woman cartoonist who was a pioneer in her profession that regrettably denied acceptance to many woman cartoonists. Hilda Terry once remarked, “if you do a comic strip, you don’t want it to be forgotten.”[footnoteRef:210] [208:  Trina Robbins, “Hilda Terry: “You Don’t Die!” The Comic Strip Artist of Teena Talks to Trina.”Comic Book Artist, Vol 10. TwoMorrows, Raleigh, NC. 2000, p. 57.
]  [209:  Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), Pp. 84-5.
]  [210:  The Beat. “RIP Hilda Terry.” The Beat-The News Blog of Comics Culture: October 13, 2006. 
] 

	Hilda Terry’s contemporary Martha “Marty Links” Arguello did storylines for Teena focusing on teenage girls. However, this female cartoonist is best known for her syndicated comic strip Bobby Sox, later renamed Emmy Lou. Marty Links started her career during the Golden Age of Comic Books, but enjoyed her peak popularity in the Silver Age of Comics.
[image: ]
An example of Marty Links’ work for Bobby Sox. Image is from http://billcrider.blogspot.com/2013/05/paperback_5.html
Marty Links: Voice of a Teenage Generation 
In 1917, Martha Arguello was born in Oakland, California, to an old and distinguished Californio family.[footnoteRef:211]  She took the nickname Marty because she did not like her original name. A consequence of her name change was that Marty Links was often mistaken for a man. During her time as a member of the NCS, all correspondence to Marty was addressed to a “Mr. Links.”[footnoteRef:212]  [211:  Nolte, Carl. “Martha Arguello-Bobby Sox, Emmy Lou cartoonist dies in San Rafael.” San Francisco Gate: San Francisco, January 2008. Accessed online, 2014. <http://www.sfgate.com/bayarea/article/Martha-Arguello-Bobby-Sox-Emmy-Lou-cartoonist-3298729.php> Unfortunately, Nolte does not say which family, nor does he go into depth about what made her family so distinguished in California.
]  [212:  Trina Robbins, “Wonder Women panel”Copper-Con 2013, Mesa AZ, August 2013, and Robbins, Trina. Pretty in Ink: North American Women Cartoonists 1896-2013. (Fantagraphics Books, Seattle, WA, 2013), p. 96-7. Robbins wrote that Links was irritated by this constant misgendering of her identity, and that she used to “briefly consider mailing them her bust measurements.” I, personally, consider this misgendering of her name a form of gender discrimination, stemming back to the NCS’ refusal to allow women into the organization and that this was perhaps the NCS’ way to either taunt or force Links to leave the group by angering her enough, or by dismissing her gender. She did, after all, join after Terry nominated her, and it is noted across Robbins’ books that she had sent them an announcement that she gave birth, so this constant labeling her correspondence as “Mr”. Links rather than “Ms.” or “Mrs.” seems to be a purposeful act of harassment.
] 

Marty Links moved to San Francisco with her family, where she attended the Fashion Art Institute, but only for six months because she was hired to paint murals. She next got a job at an advertising agency to do fashion drawings for a major advertising campaign. Her drawings came under criticism and they were not well received by the account executive. He told Marty Links that her drawings of women looked like “bobbysoxers.” This was not what the executive wanted. Somewhat concerned that her budding professional career was over, Links turned her rejection into an idea for a cartoon character. It was based on her observations frequenting soda fountains during her free time where she listened to teenagers’ talk, watched how they acted, and what kind of clothes they wore. Her first strip was for The San Francisco Chronicle’s Women’s World Section in 1940. It introduced a young woman character named Mimi, described by  The Chronicle as a “precocious sub-deb with a flair for trouble.” Links produced a total of 600 cartoons for The Chronicle between 1940 and 1946, mostly about teenagers, a demonstration of how prolific Links was as a cartoonist.[footnoteRef:213] [213:  Carl Nolte, “Martha Arguello-Bobby Sox, Emmy Lou cartoonist dies in San Rafael.” San Francisco Gate: San Francisco, January 2008. Accessed online, 2014. < http://www.sfgate.com/bayarea/article/Martha-Arguello-Bobby-Sox-Emmy-Lou-cartoonist-3298729.php>. This was the only formal art school training Links received. This is much like Rose O’Neill and Nell Brinkley, other cartoonists who attended formal school for a little while before moving on to work from real life. This training as a fashion student also makes Links one of a group of woman cartoonists who had fashion and garment work in their backgrounds. Hilda Terry being one of those, having worked in the Garment District. Gladys Parker was another with fashion training.
] 

In the wake of the popularity of Hilda Terry’s Teena, which started the teenage girl comic trend, Links’ Bobby Sox cartoon strip appeared in 1944 in The San Francisco Chronicle. The popular series ran for thirty-five years. At the peak of its popularity, Bobby Sox was syndicated in nearly a hundred American newspapers and inspired a television show that aired in 1960. The cartoon strip was later renamed Emmy Lou, after the main character of the strip who Marty Links modeled after her daughter. [footnoteRef:214] [214: Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 85; Nolte, Carl. “Martha Arguello-Bobby Sox, Emmy Lou cartoonist dies in San Rafael.” San Francisco Gate: San Francisco, January 2008. Accessed online, 2014. < http://www.sfgate.com/bayarea/article/Martha-Arguello-Bobby-Sox-Emmy-Lou-cartoonist-3298729.php>.

] 

The comic strip Emmy Lou ran until Links decided that the teenagers of the time were too different from the ones she depicted in her comic strip, making her strip no longer relevant. In 1979, Links ended Emmy Lou. She told columnist Herb Caen, “everything I know about teenagers today is unprintable.” [footnoteRef:215] [215:  Carl Nolte, “Martha Arguello-Bobby Sox, Emmy Lou cartoonist dies in San Rafael.” San Francisco Gate: San Francisco, January 2008. Accessed online, 2014. < http://www.sfgate.com/bayarea/article/Martha-Arguello-Bobby-Sox-Emmy-Lou-cartoonist-3298729.php>; Robbins, Trina. The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), Page 85. 

] 

Marty Links married her high school sweetheart, Alexander Arguello, but kept her maiden name. She raised three children while producing comics seven days a week and working ten-hour days. Links left cartooning and focused her artistic energy on sculpting and other mediums, before starting a new career designing greeting cards for her own company and for Hallmark Cards. She drew greeting cards until the age of 82 then the female artist dynamo moved on to do watercolors.[footnoteRef:216]  [216:  Carl Nolte, “Martha Arguello-Bobby Sox, Emmy Lou cartoonist dies in San Rafael.” San Francisco Gate: San Francisco, January 2008. Accessed online, 2014. < http://www.sfgate.com/bayarea/article/Martha-Arguello-Bobby-Sox-Emmy-Lou-cartoonist-3298729.php> It seems that even post-retirement from Emmy Lou, Links never stopped thinking about the teenaged characters of her strip and even had a future planned for the them: “Emmy Lou had gone into law and was working for women’s liberation,” and her boyfriend from the strip was now a brain surgeon.
] 

Marty Links died at 90 in San Rafael, California in 2008. Columnist Carl Nolte reported in his tribute article written after Links’ death that the founder of the San Francisco Cartoon Art Museum, Malcolm Whyte, labeled her comic strip “social commentary.” Indeed, Links had perfectly caught the “angst and confusion of teenage girls” in her depiction of Emmy Lou and her teen friends. Whyte further added that Marty Links was a cartoonist at a time when cartooning was dominated by males, which was a correct assessment because all cartoons about women and girls were done by men and the NCS and other professional societies remained closed to women. This sensitivity in her comics cemented Marty Links’ popularity among her teen readers. She was able to show her teen readers that someone understood the difficulty of female adolescence and reminded her older readers of their own experiences as teenagers. In real life, Marty Links seems to have been as irrepressible and happy go lucky as her fictional teenage heroine. The editor at The Chronicle, William German, claimed that the female cartoonist was so perky that she “really was Bobby Sox.” He recalled also that Links was very industrious; she personally hand delivered her strips to the offices for the nearly forty years Emmy Lou was printed.[footnoteRef:217] [217:  Carl Nolte, “Martha Arguello-Bobby Sox, Emmy Lou cartoonist dies in San Rafael.” San Francisco Gate: San Francisco, January 2008. Accessed online, 2014. < http://www.sfgate.com/bayarea/article/Martha-Arguello-Bobby-Sox-Emmy-Lou-cartoonist-3298729.php> . Whyte enthuses about Links’ work on Emmy Lou, and additionally refers to her work as being from a “gentler era.”

] 

	Ramona Fradon was another female cartoonist working in the then male-dominated field of comics. In contrast to Hilda Terry and Marty Links’ girl stories that appealed to teenage girl audiences,  Fradon drew comics that appealed to a young male audience. Links and Terry both worked for newspapers. Ramona Fradon worked for DC Comics. She did so at a time when DC had no other female cartoonists on its artist staff. 
Ramona Fradon: She Never Could Take Superheroes Seriously
 Cartoonist Ramona Fradon was encouraged to pursue art by her artist father. She attended the Parsons School of Design for one year and then attended the New York Art Students’ League from 1945 to 1948. Ramona’s husband Dana, a cartoonist, also encouraged her to pursue art, albeit cartooning art. Prior to her entry into the work force as a professional cartoonist, Fradon had never read a comic book. Rather, she preferred reading newspaper comic strips, such as Terry and the Pirates and Prince Valiant. Among the men who influenced her art, she claimed cartoonist Will Eisner, the creator of the masked crime-fighter The Spirit, one of the great characters of comics. She considered Eisner “a perfect cartoonist” and although she did not think she could have rivaled his skills, she did “absorb some of his sensibility.”[footnoteRef:218]  [218:  Alex Dueben, “Ramona Fradon Reflects on Metamorpho, “Brenda Starr,” Creates a “Fairy 
Tale.” Comic Book Resources. September 24, 2013. Accessed online. http://www.comicbookresources.com/?page=article&id=48052> This aspect of Fradon’s life reflects earlier female cartoonists like Rose O’Neill, in that the father was a defining factor in the cartoonists’ decision to pursue art. The fathers also served as motivators for following a career into art rather than other fields of employment. Fradon, like other earlier female cartoonists, including Peggy Bacon, attended the Art Students’ League; Robert Greenberger, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p.16. At one point, on page 127, Fradon makes the comment, regarding her husband’s cartooning career: “his work took precedence over mine. He was a New Yorker Cartoonist, and I was doing these weird comic book drawings.” She does not seem to have minded this power balance though, saying it was what she preferred; Fradon revealed to Chaykin in The Art of Ramona Fradon that when she decided to start a portfolio and look for work at the comic companies, she had to buy comic books in order to understand and see how the medium worked, before she was able to do any sample pages for her own portfolio. (p. 23); Dueben, Alex. “Ramona Fradon Reflects on Metamorpho, “Brenda Starr,” Creates a “Fairy Tale.” Comic Book Resources. September 24, 2013. Accessed online. http://www.comicbookresources.com/?page=article&id=48052>; Robert Greenberger, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p. 54.
] 

 The first job Ramona Fradon applied for was as a comic illustrator, first at Marvel Comics and then at DC Comics.[footnoteRef:219] The editors at DC Comics recognized Fradon’s talent and hired her to do a six-page feature in Adventure Comics about the character Shining Knight. She worked exclusively for DC Comics, except from 1965 to 1972 when she took maternity leave to raise her daughter. From 1953 to 1960, Fradon had been the illustrator for the Aquaman features in Adventure Comics.[footnoteRef:220] During this time, she helped to co-create and design the character Aqualad for the series. In 1964, Fradon assisted George Kashdan in designing the character of Metamorpho and did the first four issues of the comic book of that same title.[footnoteRef:221]  Work on the series Plastic Man (1975) and Super Friends (1976 to 1980) for DC Comics followed. [219:  Robert Greenberger, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p. 23. Fradon mentioned that at her first job at Marvel, which did not last long, she “didn’t know what (I) was doing. I had trouble laying out scenes and making the faces look the same from panel to panel.”
]  [220:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 120, Robbins, Trina. The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 105. And Greenberger, Robert, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p. 23-25. Fradon also did some work on issues of Plastic Man, Superman and Batman but her major body of work seems to have been Aquaman. 
]  [221:  Alex Dueben, “Ramona Fradon Reflects on Metamorpho, “Brenda Starr,” Creates a “Fairy Tale.” Comic Book Resources. September 24, 2013. Accessed online. http://www.comicbookresources.com/?page=article&id=48052>; Robert Greenberger, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p. 57-63.
] 

In 1972, although she was working exclusively at DC Comics, Ramona Fradon penciled Marvel Comics’ The Cat, or Claws of the Cat. The four-issue run of The Cat (1972-1973) was done primarily by a female art team, with some assistance from male artists. Linda Fite wrote the story, Marie Severin illustrated the first two issues, Paty Greer did the third issue, and Ramona Fradon did the fifth issue. The series was notable for being the first super-heroine comic Marvel Comics produced in twenty years.[footnoteRef:222] After her stint on The Cat, Ramona Fradon briefly worked on The Fantastic Four for Marvel Comics before going back to DC Comics.[footnoteRef:223] [222:  Trina Robbins, The Great Women Superheroes. (Northampton, Massachusetts: Kitchen Sink Press, 1996.), p. 125. It could be claimed that the series, since it was about a female super-hero and was done by a mainly female art team, was aimed at a female audience, which could have possibly contributed to its premature cancellation. The series was cancelled after a brief run for unknown reasons, and the artists themselves were never able to say why. Additionally, no information exists regarding the fourth issue.
]  [223:  Trina Robbins, Personal Correspondence, March 2014, in which she clarified that the series had been published but cancelled while Ramona Fradon was illustrating the fifth issue; Robert Greenberger, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p. 74-75.
] 

Under-appreciated pioneer artists Ramona Fradon and Marie Severin were the only two female cartoonists employed full-time by the male-dominated DC Comics and Marvel Comics in the 1960s. There were considerable parallels between the two women cartoonists in the kind of work they did and in their experiences with the men in their work-field. Fradon very likely felt extremely uncomfortable in both what she was producing and in being in the DC Comics office:  Her male cartoonist co-workers were sexist and misogynists who produced objectified images of women that at times crossed into soft-core porn.[footnoteRef:224]  [224:  Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 129 and 105. Ironically, these two women cartoonists never met until 1996 while attending a convention at which they both were guests.
] 

In a 1999 interview conducted by Trina Robbins for Comic Book Artist, Ramona Fradon and Marie Severin both revealed the extreme alienation they felt in the mainly male offices of DC and Marvel. Fradon especially recalled the sense of dread she felt in having go to the main offices of DC to do her sketches for George Kashdan. She anticipated the men hurling a barrage of sexist comments and off-color sexist jokes that made for an unpleasant and inappropriate environment. Hearing this, Marie Severin remarked, “I think I would be intimidated going into that atmosphere that Ramona described because [the men] worked together, and all of a sudden, this little flower of the universe….Hah! It was a typical ‘all guy’ daily atmosphere.” Severin was in the Marvel Comics’ main office every day but she seems to have become inured and oblivious to the rampant sexism of the male environment. On the other hand, Fradon, who rarely came into DC’s offices, was jarred by the offensive environment because she was not exposed to the roughness every day.[footnoteRef:225] [225:  Trina Robbins, “The Great Women Cartoonists Slumber Party of 1999! Ramona Fradon, Marie Severin and Trina Robbins Talk About Their Experiences in Comics.” Raleigh, NC: TwoMorrows, 2000, p. 24. I found it interesting that Severin referred to Fradon as a “flower of the Universe” and was sympathetic towards her situation but did not refer to herself as having suffered any sexual discrimination. Perhaps Marvel’s employees were better behaved than DC’s, perhaps it was because Severin’s older brother John was possibly present in the offices, or perhaps Severin was just able to emotionally distance herself from the sexual discrimination in order to pursue her craft, a skill Fradon did not adopt for herself.; Alex Dueben “Ramona Fradon Reflects on Metamorpho, “Brenda Starr,” Creates a “Fairy 
Tale.” Comic Book Resources. September 24, 2013. Accessed online. http://www.comicbookresources.com/?page=article&id=48052> It could also very well be an indicator of how the men themselves perceived Severin and Fradon. Severin was typically a colorist, which is as close to secretarial work as art can get. She was supporting and assisting the male artists by touching-up and enhancing their work. Fradon, by contrast, was an illustrator herself, and more on the same playing field as the men at DC. They may have resented her for being in their space, and working alongside them rather than working for them on their art. The men might have seen her as a threat while Severin was seen as a support system. Additionally, in Greenberger, Robert, Ed;, The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), Fradon tells Chaykin that during her time working on with Kashdan Metamorpho, the two of them would sometimes go out for lunch or spend more time with each other as a result of their collaboration. This seems to be the only pleasant socialization Fradon had at DC Comics. (p. 32).
] 

Ramona Fradon made her reputation in the Silver Age of Comics working on super-hero comics, but she loathed the cartoons. “I used to beg not to do the super-heroes,” she recalled in an interview. In another interview, Fradon revealed to the  interviewer that she had always felt out of place among the men at DC Comics. She referred to the work as drawing misogynistic “male [power] fantasies” and was very uncomfortable with the accompanying violence in the stories. [footnoteRef:226]  In light of her dislike of super-hero comics, it must have been a relief for Fradon to be able to move from DC Comics to newspaper cartooning.  [226:  Trina Robbins. “The Great Women Cartoonists Slumber Party of 1999! Ramona Fradon, Marie Severin and Trina Robbins Talk About Their Experiences in Comics.” Raleigh, NC: TwoMorrows, 2000, p. 25; Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p.105.
] 

 In 1980, Ramona Fradon left  DC Comics to take over Brenda Starr when Dale Messick, its creator, retired from producing the strip. Fradon drew the strip Brenda Starr for fifteen years until 1995, using scripts sent to her by Messick. Fradon recalled, “Dale had always written and drawn Brenda, so she [ Messick] never had to deal with a script per se.”[footnoteRef:227] Unfortunately, the Brenda Starr job was not what Fradon thought it would be. Although it was a welcome respite from the violence and misogyny of the super-hero comics, she found the work on Brenda Starr to be “a treadmill.” She referred to the job as “doing penance.” Fradon was also unhappy working for Dale Messick, who had very strong ideas on how the strips should be drawn and gave Fradon little creative leeway. Messick lived on a pension, and the money for her pension came from Fradon’s earnings.  Also, too, was the way the syndicate Tribune Media treated Fradon. Fradon discovered that the Tribune Media syndicate was cheating her as well, underpaying her regardless of the sales of the comic.[footnoteRef:228] [227:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 120; Alex Dueben “Ramona Fradon Reflects on Metamorpho, “Brenda Starr,” Creates a “Fairy Tale.” Comic Book Resources. September 24, 2013. Accessed online. http://www.comicbookresources.com/?page=article&id=48052>
]  [228:  Robert Greenberger, Ed.:The Art of Ramona Fradon: Interview by Howard Chaykin. (New Jersey, Dynamite Entertainment: 2012), p. 113-117. Fradon eventually had to get a lawyer and sue the syndicate for what they owed her, but of course, she didn’t see much of that back pay. It went to her lawyer’s fees.
] 

In 1995, Ramona Fradon retired from Brenda Starr, but not from illustration entirely. She did private commissions for art collectors and did short stories for Spongebob Comics, Fairy Tale Comics, and other comics in the more light-hearted, humorous style akin to her personal preferences.[footnoteRef:229]  [229:  Alex Dueben, “Ramona Fradon Reflects on Metamorpho, “Brenda Starr,” Creates a “Fairy 
Tale.” Comic Book Resources. September 24, 2013. Accessed online. http://www.comicbookresources.com/?page=article&id=48052>. For the Spongebob Comics, Fradon did a story on Mermaid Man, who in his appearance, seems to be based on the Silver Age Aquaman version she drew.
] 

Ramona Fradon was the only woman cartoonist drawing at DC Comics on the super-hero action comics, even though she never expressed enthusiasm for working in the genre.[footnoteRef:230] Fradon’s contemporary, Marie Severin, was the only woman cartoonist drawing at Marvel Comics. Marie Severin got her start in comics by being a colorist, and moved up to cartoonist and penciler. Like Fradon, she did comics that catered to a predominantly male audience, but this care-free female artist did not seem to have disliked the work or subject matter with the kind of intensity Fradon had. [230:  During the Silver Age of Comics, Ramona Fradon was the only woman cartoonist drawing super-hero action comics at DC Comics and thought she was the only woman doing comics at that time.  Amazingly, Liz Safian-Berube, the only woman cartoonist drawing romance comics at DC Comics,  has often called herself the only woman cartoonist at DC Comics during the Silver Age. These two women may have been at DC at the same time yet they did not know the other existed.  Their contemporary, Marie Severin, the only woman at Marvel during the Silver Age, was also working in isolation.  It’s interesting to think that they didn’t know each other, let alone know about each other, while working for the same company at possibly the same time. This shows how women cartoonists were isolated from each other. Each woman, by herself, had to deal with the inherent sexism and misogynist attitudes rampant in the industry.
This isolation of women cartoonists, common in abusive relationships, could be unintentional, a mere reflection of a post-war society determined to deny women their own voices, their own agency. The industry resistance to hiring women, the lack of common courtesy by the male workers, the bizarre contract and payment schemes employed to underpay women, made the comic industry a hostile workplace that only the most talented and determined women could tolerate.  Because she survived, Ramona Fradon can be considered a super-heroine in her own right.
] 

Marie Severin: The Mirthful Mistress of Comics
	Marie Severin was the other half of the duo of ground-breaking and award-winning notable woman cartoonists who enjoyed steady work during the Silver Age of Comics era. She attests to the significant but unheralded role of women cartoonists in the twentieth century. Severin allegedly was beloved and respected in the offices of Marvel Comics (Trina Robbins refers to Severin as “the country’s most respected woman super-hero artist”) and was one of the few woman cartoonists working in the 1960s. However, little has actually been written about Marie Severin.[footnoteRef:231]  [231:  See: Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 94. One biography of Severin exists, and all other sources are either by Trina Robbins or exist as various assorted short interviews. Severin seems to have been fondly remembered by her colleagues in these interviews, but largely left out of the majority of comic histories. 
] 

In A Complete History of American Comic Books, the definitive history of Marvel and DC Comics by Shirrel Rhoades, Marie Severin’s life and work are only given four pages. She is named in passing, and given a quick one-sentence profile by Rhoades, who writes, “an artist and colorist noted for her work on such Marvel titles as Dr. Strange, The Sub-Mariner, and The Incredible Hulk. Sister of John Severin.”[footnoteRef:232] [232:  Shirrel Rhoades, The Complete History of American Comic Books. (New York: Peter Lang, 2008), p. 251. It is interesting to note that in both Rhoades and in Dewey Cassell’s biography of Severin, a lot of ink is spilled discussing that she is the younger sister of John Severin, but Robbins doesn’t keep reminding people of Severin’s brother’s existence.
] 

Marie Severin was born into a family of artists in 1929 and is a lifelong New Yorker. Her father was Elizabeth Arden’s personal artist and the designer for her cosmetics firm, while her mother designed and made her own clothing. Interviewed by Dewey Cassell, Severin recalled that she often would attend movies and draw, not the movie stars (“I didn’t do portraits of movie stars at all”) but the situations and the characters, preferring “to let  [her] imagination go.” This early self-imposed practice would lead to Severin creating a caricaturized version of herself which she incorporated into her cartoons. She included this caricature of herself in some EC Comics cartoons that circulated around the office, such as the Christmas cards passed around by the staff for amusement. [footnoteRef:233] [233:  Dewey Cassell, with Aaron Sultan, Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 7-10. Cassell included a scan of a Holiday card Severin did for the office of EC featuring a popular EC character, The Old Witch, with the caricatured Severin present, at the top of the dungeon stairs. (p. 29).


] 

Marie Severin was employed at a card company when she started working for the comic company EC Comics as a colorist. She had been recommended to the company by her brother John Severin, an illustrator on the staff at EC Comics. Harvey Kurtzman, then the editor/writer/artist at EC Comics, hired Marie Severin after he sent her some samples to color. She impressed him by leaving the background room’s walls in the panels white. The first thing Kurtzman said was, “she didn’t color the room yellow.’”[footnoteRef:234]  [234:  Dewey Cassell, with Aaron Sultan, Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 10 and 27. 
] 

Marie Severin’s extraordinary talents as an artist were exploited by the comic book companies, which were in fierce completion with one another. In this constant “war for talent,” Marie Severin’s talent and skill as well as her knowledge and know-how were manipulated and exploited. She would work for these companies, whether or not they deserved her talents and her discipline, out of pragmatism—survival in an all-male cartoon profession. Marie Severin was hired at EC Comics in 1953, in her words, to be “sort of like a Girl Friday.” Although Severin’s official responsibility was as a colorist, she ended up doing a variety of tasks that the men in the office would not do, refused to do, or did not know how to do.[footnoteRef:235] Getting photographic references was one of her unofficial jobs. Kurtzman, a perfectionist, was notorious for wanting his comics to be as accurate as possible. With his comics set in wartime, he wanted the uniforms and weapons to be as accurate as real life uniforms and weapons. To achieve this, he once sent Severin, in her usual office wear with heels, and a camera to the New York Armory where she took pictures of a man unloading, disassembling, and reassembling a bazooka. The end result of the day Severin spent at the Armory taking rolls of film was three cartoon panels in one issue.[footnoteRef:236] [235:  Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 103, Robbins, Trina. “The Great Women Cartoonists Slumber Party of 1999! Ramona Fradon, Marie Severin and Trina Robbins Talk About Their Experiences in Comics.” Raleigh, NC: TwoMorrows, 2000, p. 24. In “The Great Women Cartoonists Slumber Party of 1999!” Severin lists the things she did and knew how to do during her time at Marvel and EC: “all artists working on stuff, and then production people would do paste-up and stuff. Ours was production and some artists, and I did a little bit of everything. That’s why I was designing covers.” When Fradon responded with awe, Severin brushes it off by saying “it always meant I got a job!” Robbins interjected and wondered if perhaps the people in the office having Severin do these tasks meant, “the guys didn’t have to do it. The guys didn’t have to be inkers and colorists and pencilers.” Severin then retorted: “they didn’t have to because they couldn’t!” Severin may have originally been given the tasks that no one else wanted, the menial touching up and correcting of art and lettering, but the fact that she readily took them on and was good at them guaranteed that she had some kind of a job, no matter what, and that she was useful to the companies. This description of Severin’s job as a type of office assistant to the office calls to mind the treatment Ramona Fradon received at DC Comics. Severin was hired to do menial tasks that would free up the male cartoonists to do more art, and as such, was probably considered an ally to the men at EC Comics, and later Marvel Comics. By contrast,  Fradon was hired to be an artist and not to do menial tasks and this might be why she was treated the way she was by her male colleagues.
Additionally, Danny O’Neill, an editor, in his introduction to Cassell’s biography stated about her, “I don’t know if Marie had a title, or a prescribed set of duties; probably no, on both counts.” (p. 4). This seems to show a sense of dismissal about the kind of work and importance of the work Severin was doing for the offices, although he brushes it off by enthusing about Severin’s personality. It just seems odd that an editor wouldn’t remember the titles and job responsibilities for the people he oversees.
]  [236:  Dewey Cassell, with Aaron Sultan, Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 30.
] 

 Marie Severin revealed that once she was coloring every book EC Comics was publishing including the book covers. She credited artist coworkers for helping her better enjoy the work of coloring, “We had splendid artists, and it was a pleasure to work on that stuff because it was like you were painting finished, real artwork.” Severin also mentioned that when Kurtzman branched out to MAD Magazine, he had her do the coloring for the earlier issues. They closely resembled comic books before they were resized to magazine format for publication. [footnoteRef:237] [237:  Dewey Cassell, with Aaron Sultan, Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 23-24, 28. MAD Magazine was originally published the same size as comic books, however, when the Comic Code was enacted after the Wertham fiasco, the magazine was better able to pass censorship and attract more readers by changing its format to that of a magazine. Therefore the magazine would be held to a different code, rather than the more stringent code for comic books. (Shirrel Rhoades, The Complete History of American Comic Books. (New York: Peter Lang, 2008), p. 262).
] 

Marie Severin was a colorist at EC Comics and then at Marvel Comics and beginning in 1964 she did production work for Stan Lee at Marvel.[footnoteRef:238] Severin would have to wait thirteen years before she was able to illustrate. Her big break came around the time comic super heroes became popular among college students in 1966. Esquire did an article on Marvel Comics on college campuses. None of the artists on staff at Marvel wanted to illustrate the article. Marie Severin, who was in production and coloring at this time, was tapped to do five pages of artwork for the Esquire article. Marvel’s publisher Martin Goodman was so impressed with Severin’s drawings that he asked Stan Lee why she was in production instead of in illustration. Stan Lee asked Severin if she wanted to draw instead of doing production work and she responded in the affirmative. Her first illustration job was on Doctor Strange. This gifted female cartoonist went on to be penciler for other series like The Cat, Sub-Mariner, and King Kull, as well as doing covers for other Marvel Comics titles.[footnoteRef:239]  Severin’s wonderful sense of humor plus her strong work ethic in the face of rampant sexism led to her fondness and success in working on Marvel’s parody comic series Not Brand Ecch.[footnoteRef:240] Marie Severin became Marvel Comics’ main colorist and cover designer but her most important contributions to comic cartoon art are undervalued.  [238:  Severin didn’t immediately jump from EC Comics to Timely (she worked as a productions officer at Timely before the company lost money, had to let her go, and then became Marvel Comics and re-hired her). She worked for the Federal Reserve Bank in New York in between working at EC Comics and Timely Comics before being hired at Marvel Comics (again, technically). At the Federal Reserve Bank, she was a staff artist, and helped produce (her brother did the actual art) The Story of Checks, a comic book geared towards teaching consumers about the new ABA routing codes on checks. After her stint at the Federal Reserve Bank, Severin briefly worked for Filmfax Productions doing art for the filmstrips. Then in 1965, when Timely Comics was able to reinvent itself as Marvel Comics, she came back to work for Stan Lee. (Dewey Cassell, with Aaron Sultan,  Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 51).
]  [239:  Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 103.
]  [240:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p.120, also see: Dewey Cassell, with Aaron Sultan, Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.) and Trina Robbins, “The Great Women Cartoonists Slumber Party of 1999! Ramona Fradon, Marie Severin and Trina Robbins Talk About Their Experiences in Comics.” Raleigh, NC: TwoMorrows, 2000. Robbins mentions a later body of work done by Severin for Claypool Publishers, Soulsearchers in which she did some illustrating for the series in the 1990s.
] 

After retiring, Severin continued to do art and comic work. In the 1990s, a company produced the card series Marvel Silver Age and later Marvel Legends and tapped Severin to do art for select cards from each series. Severin also continued to attend conventions and do private commissions well into the new millennium. However, since 2012, Severin has stopped making appearances at conventions, or taking commission work for private art collectors.[footnoteRef:241] [241:  Dewey Cassell, with Aaron Sultan, Marie Severin: The Mirthful Mistress of Comics. ( Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 165.
] 

	Marie Severin was the last female cartoonist for Marvel Comics for a number of years, a legacy she shares in common with Elizabeth Safian-Berube, the last female cartoonist working for DC Comics during the Silver Age of Comic Books. Safian-Berube came to DC Comics during Ramona Fradon’s last years there, or perhaps after Fradon had already left. Safian-Berube worked primarily on the romance comics, while Fradon and Severin worked on the super-hero comics.
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A page of Elizabeth Safian-Berube’s artwork. The image is from http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html











Elizabeth Safian-Berube: Last Woman Cartoonist of the Silver Age
The last woman working in the Silver Age Comics era was Elizabeth Safian-Berube.[footnoteRef:242] In the 1970s, she illustrated for Young Romance, the same series Joe Simon started in the 1940s, as well as for Girl’s Love and Girl’s Romances, all DC Comics imprints, until 1974. Safian-Berube had also drawn the syndicated newspaper strip Karen, which was printed in forty newspapers nationwide.[footnoteRef:243] She only illustrated two stories for the romance line at DC Comics since the majority of her work was one-page images, such as a horoscope page known as  “filler pages.” [242:  Some sources, including Trina Robbins during her panel with Safian-Berube, state that Safian-Berube was the last and only woman cartoonist working at DC during the Silver Age, but it seems that, according to my calculations, Ramona Fradon also worked at DC during the Silver Age, as the 1960s is part of the Silver Age. This might be a case of different people ascribing different years to the Silver Age, as we see with the other earlier Ages of Comics. For the purposes of this thesis, I will refer to Safian-Berube as the LAST woman working in the Silver Age, but not the ONLY woman working in the Silver Age.
]  [243:  Trina Robbins, The Great Women Cartoonists. (Watson-Guptiall Publications: New York, 2001), p. 102.
] 

In an interview with Sequential Crush’s Jacque Nodell, Elizabeth Safian-Berube recalled her time at New York’s School of Visual Arts fondly, because of its excellent cartooning program and Bohemian atmosphere. After leaving The School of Visual Arts with a degree in cartooning, Safian-Berube applied for work at Archie Comics as an illustrator, but was rejected. Her name came to the attention of Richard Goldwater, the publisher and president of Archie Comics, and he offered her a different job as co-editor and colorist. This was her start in the comic industry.[footnoteRef:244]  At least, this is one version of the story. [244:  Jacque Nodell, “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html>  In this interview, Safian-Berube remembered how, together with some friends, they once all skipped down the streets of Manhattan singing “We’re Off To See the Wizard” on their way to Fifth Avenue to do sketching practice, showing her spontaneous spirit.
] 

At the “Young Romance: A Tribute to Liz Safian-Berube” panel hosted by Trina Robbins at CopperCon in 2013 in Mesa, Arizona, Safian-Berube shared a different version of how she got into comics. Her father had known Jack Adler, an editor at DC Comics, and introduced the two of them. Adler had Safian-Berube do a comic to show what she was capable of.[footnoteRef:245] She was hired and worked for another editor, Joe Orlando. Safian-Berube recalled how she got tapped to do the romance line for DC Comics: “They [Adler and Orlando] loved romance novels. Joe said, “why don’t you try illustrating?” Safian-Berube illustrated a sample horoscope page, and they liked it so much that she was given the illustration job for the romance comic series on the spot.  Safian-Berube referred to herself as “an experiment” for the editors of DC, since she was the only woman illustrating at DC at that time.[footnoteRef:246]  [245:  Safian-Berube did not specify if she illustrated, inked or colored the comic but her later comments lead me to believe she colored the comic, and was originally hired to be a colorist, like Severin had been.
]  [246:   It seems Fradon had left DC Comics by the time Safian-Berube appeared, as neither woman seemed aware of the other.  Perhaps their employment periods did not overlap. However, it seems Fradon did work at DC Comics very close to the time Safian-Berube was hired, and as a result, it would seem, then, that the same men who made Fradon uncomfortable at the DC Comics’ offices were perhaps the same men who behaved more appropriately towards Safian-Berube during her time at DC. I hesitate to make this claim, but I do find myself wondering if perhaps Safian-Berube’s connections via her father’s friendship with Adler might have influenced the men’s behavior in the office, while Fradon seems to not have had anyone in her corner in that same workplace. This might account for the two radically different experiences each woman had in the same decade in the same office at the hands of what I believe were the same male cartoonists. Additionally, it might be that Safian-Berube’s job, as a colorist and as an artist of filler pages rather than actual comic book stories might have kept her from being viewed as a threat to the men of the DC Comics office, the way Fradon clearly was viewed.
] 

Elizabeth Safian-Berube is a fiercely independent woman, evidenced by her refusal to take a teaching job or complete her studies at another school after graduation.  Safian-Berube has stated that her “priorities were slightly skewed” and her decision was “a very very foolish one,” but she still decided to follow her own advice and passion and not let others sway her thinking. Instead of becoming a teacher which “provided no thrill,” she went after what she knew would be more fun: cartooning.[footnoteRef:247] [247:  Jacque Nodell, “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html>  
] 

Living by her own rules and though she was a young, single mother who was the breadwinner of her family, Safian-Berube turned down a job offer as an editor for DC Comics in the 1970s because it would have put too many restrictions on her. Safian-Berube hated having a schedule and a set routine established by someone else, preferring to do things on her own terms and to make her own schedule. Instead, she wanted to work out of her home where she could keep an eye on her infant son rather than trust him to strangers at daycare.[footnoteRef:248] Freelancing as a cartoonist gave her the freedom that she sought. This meant that she was never officially a payroll artist for DC Comics the way Ramona Fradon was.[footnoteRef:249]  [248:  Jacque Nodell, “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html>  
]  [249:  This might be still one more reason that the treatment each woman received from the men at DC Comics was so different: as a freelancer, perhaps Safian-Berube was not seen as a “competitor” for the wage work that the men on the payroll wanted (additionally, she was working on romance comics, and the men might not have wanted that job) while Fradon, if Fradon was a payroll artist, could have been seen as competing with the men for the highly valued work of illustrating super-hero comics and for the high wages that went with that type of work.
] 

It was difficult for Elizabeth Safian-Berube to be artistic on cue. Being a single mother, and the only woman cartoonist at DC Comics, necessitated that she restrict her socializing with the staff in the office.[footnoteRef:250] She did not chat with anyone nor did she attend any office outings or parties the way Marie Severin did. This was so she could focus on her son and on completing as many pages as possible. As Safian-Berube recalled, artists at DC Comics were paid per page. The more pages she completed, the more money she brought home to provide for her son. She preferred to color her own pages in. This way, she could better control the final image rather than trust someone else with this task. It might also have meant more money for her and her son.[footnoteRef:251] Later on, when her son was older and did not need constant supervision, if Safian-Berube was quick enough, she could finish her work at the office in time to go home and spend time with her son. At home, she would continue working after her son’s bedtime (she often pulled all-nighters in those days) and then go back to the office to drop off her completed pages and to pick up more work.[footnoteRef:252]  [250:  This is different from Severin’s own experiences at EC Comics, but similar to Severin’s experiences at Marvel Comics. It seems Severin was on friendly terms with people at the EC Comics office, and even attended the gatherings, outings and parties  (although I am not sure how often she was invited to participate. For example, I find it hard to believe that she would be invited on the fishing trips the men at EC took together), and was considered a friend of the men working at the offices, at least according to Al Feldstein, an editor, writer and artist at EC Comics during Severin’s time. However, Severin freely stated that she never socialized with anyone at Marvel: “You had a separation-I just didn’t feel like one of the guys, and I didn’t want to. It’s not that I was put in that position, it was just the way I felt, too. When we were working together, fine, but no socializing.”( Dewey Cassell with Aaron Sultan,  Marie Severin: The Mirthful Mistress of Comics. (Raleigh, North Carolina: TwoMorrows Publishing, 2012.), p. 57). Severin originally claimed ‘guy talk’ as her reason for not socializing with the men at Marvel but then adds that she lived too far away from Marvel’s offices (about an hour by train) to make socializing easy to pursue.
]  [251:  I say ‘Might’ because I am not sure if Safian-Berube got paid per page regardless of the final product, or if she got paid more if she also did the inking and coloring for the pages, and was therefore doing three jobs instead of one.
]  [252:  Jacque Nodell,  “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html>  
] 

 Some women cartoonists such as Nell Brinkley and Ethel Hays were inspired by Art Nouveau or Art Deco, and Elizabeth Safian-Berube was no exception. Her art still shows her strong admiration of  the Art Nouveau and Art Deco styles. A third art style influenced her work, the early 1960s “Mod” style, a creative and innovative style from the time period reflected in the magazines Cosmopolitan and Vogue.[footnoteRef:253] In effect, Safian-Berube was able to blend three disparate styles of art into one style uniquely her own. [253:  Jacque Nodell,  “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html>  
] 

Unfortunately, Safian-Berube no longer has her work from her days at DC Comics despite being hired after Neal Adams had tried to start a comic book creators union that helped to establish the practice of returning original artwork to the artist after it was printed.[footnoteRef:254] Before this time, most cartoonists did not retain rights to their original work if they worked for DC and Marvel Comics, and most newspapers as well. An exception was Rose O’Neill; the internationally recognized artist was so successful she could demand her work back from the editors. After Safian-Berube realized her original work was being taken (or stolen) she stopped putting as much effort and energy into her work at DC Comics.[footnoteRef:255]  She considers it a “crime and a shame” to see people selling her original art without her permission and without her profiting from it. At CopperCon 2013 Safian-Berube mentioned that she had managed to get nearly fifty pieces of her original work back in her possession.[footnoteRef:256] [254:  In “The Great Women Cartoonists Slumber Party of 1999! Ramona Fradon, Marie Severin and Trina Robbins Talk About Their Experiences in Comics,” Severin noted that she was present at the Marvel Offices when Neal Adams came up with the concept: “I thought, “that’s what they’re doing, they’re drawing for the conventions!” That’s when they (the cartoonists) started getting their artwork back. Neal Adams was pushing that, which everybody was grateful for him having done. (…) Neal knew what people wanted.”(p. 30).
]  [255:  Jacque Nodell, “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html>  
]  [256:  Trina Robbins and Elizabeth Safian-Berube,  “Young Romance: A Tribute to Liz Safian-Berube.” Copper-Con 2013. Mesa, Arizona, August 2013.
] 

Elizabeth Safian-Berube used her gender and young age to her advantage while working for DC Comics. She was the same age and gender as the demographic DC comics targeted and thus she knew what kind of subjects appealed to the readers of the romance comics. Yet she faced considerable sexual discrimination. Men would often try to convince her to “get on the old Hollywood ‘casting couch’” by offering her work.[footnoteRef:257] Safian-Berube’s gender and relative youth often worked against her at DC Comics because no one listened to her ideas about how to continue the Romance line.[footnoteRef:258]  [257:  Jacque Nodell, “Sequential Crush: Women of the Romance Comics-Interview With Liz Berube!” Sequentialcrush.blogspot.com. January 2012. Accessed Online, 2013. < http://sequentialcrush.blogspot.com/2012/01/women-of-romance-comics-interview-with.html> Safian-Berube is clear that this kind of behavior never happened at DC, but said this occurred elsewhere. Additionally, I kept her comments about the “casting couch,” as I am not sure if she was implying work in the comics industry or something else entirely.
]  [258:  At the “Young Romance: A Tribute to Liz Safian-Berube” panel at CopperCon 2013, the comment was made by Robbins that, “(the men at DC) thought “if you just gave her a short skirt then it (the comic) was up to date” when discussing how Safian-Berube’s ability to know what her readers considered “trendy” enabled her to draw accurate fashion pages advising her readers how to be fashionable themselves.
] 

DC Comics seemed to believe that the men at the office knew what young women wanted in a comic. In 1974, DC Comics ended the romance line and Elizabeth Safian-Berube was out of a job as a romance comic artist, but not out of work as a cartoonist. [footnoteRef:259] She went on to color for the comic company TSR and worked for Neal Adams’ Continuity Graphics. When both jobs ended, Safian-Berube stopped cartooning.[footnoteRef:260] She tried to become a fine artist but, as she told Trina Robbins at CopperCon, “I wasn’t a fine artist. They didn’t like my art because it had cartoon traits.” Safian-Berube moved on to illustrate children’s books and do small flip cards.  [259:  Trina Robbins, Pretty in Ink: North American Women Cartoonists 1896-2013. (Seattle: Fantagraphics Books, 2013), p. 118.
]  [260:  Trina Robbins and Elizabeth Safian-Berube, “Young Romance: A Tribute to Liz Safian-Berube.” (Copper-Con 2013, Mesa, Arizona.) At the Panel at Copper-Con, Safian-Berube gave a rough timeline for her career: in 1960-61, she worked for Archie Comics, then she started at DC in 1964, and from 1964 to 1968 she also worked on Karen. In 1977 she moved to Arizona, and worked for TSR and Continuity Graphics. 
] 

Safian-Berube had a syndicated newspaper cartoon, Karen, which ran in over forty newspapers. Like Ethel Hays’ Flapper Fanny and Gladys Parker’s Mopsy, the strip was about a young woman that appealed to a female reading audience because it reflected the social and political aspects of the time. Safian-Berube recalls that Karen was to have replaced Mark Trail in the New York Post, but an injury prevented the female cartoonist from submitting her work on time.  The New York Post replaced Mark Trail with another comic strip, Cathy Guisewite’s Cathy, which became a hugely popular syndicated cartoon strip. Safian-Berube had missed her opportunity.[footnoteRef:261] [261:  Trina Robbins and Elizabeth Safian-Berube, “Young Romance: A Tribute to Liz Safian-Berube(Copper-Con 2013, Mesa, Arizona.) Safian-Berube also made the claim that Guisewite’s strip was heavily based and modeled after her own strip and mused about trying again to make another comic strip. I sincerely hope she does.] 

Elizabeth Safian-Berube is now retired, but still does illustrations for children’s’ books and other art. She has recently began to attend conventions in Arizona and at CopperCon referred to this new hobby as her new life after so long away from the comic book industry. She was the last female cartoonist working at DC Comics in the Silver Age of Comic Books. There would not be another female cartoonist until the Underground Comix of the 1970s began their heyday.
Conclusion
In the aftermath of the post-war years, the main feature of the Golden and Silver Ages of Comics as it applies to this thesis is that this period in time is where we can see the most virulent forcing out of female cartoonists from their place among male cartoonists. This time period also saw female cartoonists use their cartoons more for entertainment than political activism, as in the case of  Hilda Terry and Marty Links and their teenage girl stories. 
Marie Severin and Elizabeth Safian-Berube were the last two women cartoonists to work for DC and Marvel Comics in the Silver Age. In the 1970s comics played a central role in transforming attitudes about sex and gender in the United States. The era signaled a turbulent time for female cartoonists. Comics provided an arena for the display of gender roles antithetical to middle-class norms, and made androgyny and homosexuality visible. Most notable in the 1970s was the rise of the Underground Comix, a subversive and subcultural comix genre that rebelled against mainstream American comics and society. Women forged their own collective in the Underground, rather than allow themselves to be pushed out of the mainstream comic industry. They forged new communities of fans and readers within the United States as well as across national borders. Out of this era, two women became popular newspaper syndicated cartoonists. They remain the two most prominent female cartoonists of today, Lynn Johnson, the creator of For Better or For Worse, and Cathy Guisewite, the creator of Cathy. Johnson and Guisewite both achieved high levels of fame and popularity through their respective newspaper syndicates. 


Conclusion: The 1970s Underground Comix and Beyond

In the 1970s, with the resurgence of the feminist movement, and the advent of an underground counter-culture, there was also an increase of misogyny in comics. This led to a need for female cartoonists to create their own space within the comic industry through the fledging Underground Comix community. The Underground Comix community served as a way for women to get back into the comic industry in the post-war and post-second wave feminism years after having their presence largely blocked from the industry that for decades had been dominated by males. 
The 1970s Underground Comix industry perpetuated misogyny both in how male-centric comics portrayed female characters and also by denying the publication of comics by female cartoonists, especially when those comics were geared towards a female readership. Underground Comix genre comics featured male characters beating, mutilating, raping, and murdering women in an incredible display of violence and rage against women, all thinly masquerading as “humor” at the woman’s expense.[footnoteRef:262]  In response to this trend in comix, women such as Trina Robbins (who was an Underground Comix participant before she became a comics herstorian) and Joyce Farmer started their own women’s comix anthologies, Wimmen’s Comix, It Ain’t Me, Babe, and Tits & Clits Comix.[footnoteRef:263]  These women, along with other contributing women and male feminists, worked together against the more virulent Underground Comix being created that portrayed women as ideal punching bags.  [262:  Trina Robbins, “Wimmen’s Comix.” Coppercon 2013. (Mesa, Arizona: August 2013), and Josie Campbell “Women in Comics: Farmer & Robbins on Abortion, Anger and Underground Comix.” ComicBookResouce.com, online, March 15, 2013, <http://www.comicbookresources.com/?page=article&id=44269  >
]  [263:  Josie Campbell “Women in Comics: Farmer & Robbins on Abortion, Anger and Underground Comix.” ComicBookResouce.com, online, March 15, 2013, <http://www.comicbookresources.com/?page=article&id=44269  >
] 

In resistance to these forms of violence, female cartoonists focused on issues such as abortion, reproductive rights, domestic abuse, and other themes that addressed issues of concern to women.[footnoteRef:264] Female cartoonists were also reacting to their exclusion from an industry that for decades had been dominated by men. The virulently sexist Underground Comics movement, in essence, provided the impetus for women to get involved in comics again. [264:  Josie Campbell “Women in Comics: Farmer & Robbins on Abortion, Anger and Underground Comix.” ComicBookResouce.com, online, March 15, 2013, <http://www.comicbookresources.com/?page=article&id=44269  >
] 

	Male cartoonists in the Underground did not set out to intentionally exclude women cartoonists, rather, many did not know that there were any female cartoonists. Trina Robbins recalled her experiences with the Underground male comix creators that, “[it] was a classic example of how we [female cartoonists] were shut out. Ron [Turner], didn’t know anything about who were cartoonists and who weren’t.”[footnoteRef:265] Women of the time were not being expressly denied publication in comix anthologies or prevented from joining other collectives of Underground Comix. It was just that male cartoonists were not aware there were female cartoonists working in the same industry. Joyce Farmer recalled that some of the male publishers of the Underground Comix “were willing to listen” when she showed them copies of her work, and she told them that there were female cartoonists as well as women audiences eager to buy and read narratives told from the perspective of a woman.  [265:  Josie Campbell “Women in Comics: Farmer & Robbins on Abortion, Anger and Underground Comix.” ComicBookResouce.com, online, March 15, 2013, <http://www.comicbookresources.com/?page=article&id=44269  >
] 

The wave of women comic book artists that began in the 1970s continued into the 1980s and 1990s. In the twenty years following the women’s collective Underground Comix, there was a subtle but undeniable reemergence of women in comics as inkers, writers, and editors. Moreover, America was introduced to comic culture from abroad through manga from Japan.  Manga sales figures revealed that a large audience of female readers was waiting for more narrative to be made accessible to them.[footnoteRef:266]  However, even with the increase in awareness of women’s role in cartooning and comics, there were still women cartoonists working behind the scenes who remained largely ignored: These invisible artists were the wives of cartoonists who often assisted in coloring and inking their husbands’ pages but were not paid or acknowledged by the comic companies profiting from their work.[footnoteRef:267] [266:  Trina Robbins, “Wimmen’s Comix” Copper-Con 2013, Mesa, Arizona, August 2013.
]  [267:  Trina Robbins, Personal Correspondence, March 2014.
] 

Contemporary female cartoonists now publish outside of the syndicated newspapers and moreover avoid the corporate comic companies like Marvel and DC. They do this by self-publishing their work online, although there are more female cartoonists in the print industry than ever before, according to Trina Robbins.[footnoteRef:268] This online venue of publishing cartoons has its own name, webcomics. Women are now able to avoid the pressure and strict parameters of working for a newspaper or company, being in a hostile or sexist environment, or of having their needs ignored. As webcomic artists, women cartoonists now have the control other comic venues deny them. [268:  Josie Campbell “Women in Comics: Farmer & Robbins on Abortion, Anger and Underground Comix.” ComicBookResouce.com, online, March 15, 2013, <http://www.comicbookresources.com/?page=article&id=44269  >
] 

The most popular webcomic creator today is Kate Beaton of Hark! A Vagrant, in which Beaton produces comics about the odd, funny, and outright bewildering aspects of history. This includes a strip where she has Zelda Fitzgerald go head to head with Scott F. Fitzgerald about Zelda’s own writings.[footnoteRef:269] As additional women engage in creating comics themselves there is more need to know the full history of women in comics. Today’s readers are asking who were the female cartoonists before today’s modern self-aware female cartoonist? Fortunately, more research is being done by individuals who share my interests with female cartoonists. [269:  Trina Robbins. Pretty in Ink: North American Women Cartoonists 1896-2013.(Seattle, Fantagraphics Books, 2013), p. 169-171, and Kate Beaton, Hark! A Vagrant, Strip 197, Date of Publishing unclear, http://harkavagrant.com/index.php?id=197 
] 

There are various peoples using the internet in pursuing the preservation of knowledge about women in comics and of women’s history relating to comics. An example is the successful online Kickstarter for the documentary “She Makes Comics” by the Sequart Research & Literacy Organization that chronicles past and present women cartoonists. There is also the archival Kickstarter “Nelvana of the Northern Lights” by Hope Nicholson and her partner Rachel Richey that seeks to reprint the entirety of a long forgotten Canadian super-heroine comic from the Silver Age.[footnoteRef:270] These two Kickstarters focus on fictional and non-fictional women in comics. Both were so successful that they raised more than the funds they hoped for and in record time. This shows that with  the increase in communication due to technology, people who share an interest in the history of comics are able to find information on female cartoonists and share it much more readily than ever before. This ensures the history of these women will be preserved. [270:  See: The respective kickstarter sites for  “She Makes Comics” and “Nelvana of the Northern Lights” at:  https://www.kickstarter.com/projects/sequart/she-makes-comics and https://www.kickstarter.com/projects/hopelnicholson/nelvana-of-the-northern-lights-canadas-first-super 
] 

The uneven coverage of individual artists in my thesis was because the individual histories of female cartoonists vary in the amount of information that has been preserved and what has been published.  This is true of much of the early works, which were published in newspapers ad often considered disposable and thus rarely saved or preserved for archival purposes. In addition, new works by past female cartoonists thought lost are being rediscovered, as well as long forgotten female cartoonists’ names and their work. As a result, every once in a while a collection will surface that adds a great deal to our knowledge of one or another specific female cartoonist. Hopefully, these private collections will be archived and made accessible to expand the history of female cartoonists. For example, several of the herstories of women cartoonists I recently became aware of are of the 1920s’ New Yorker  women cartoonists Helen Hokinson and Alice Harvey.[footnoteRef:271] Also more information is now available about the first Native American female cartoonist who began her work in the 1940s, Eah-Ha-Wa, also known by her English name Eva Mirabal. She was another female cartoonist who portrayed life during war times, but with the unique perspective of a woman officer stationed as a WAC at an army base in Ohio.[footnoteRef:272]  [271:  See: Liza Donnelly, Funny Ladies: The New Yorker’s Greatest Women Cartoonists and Their Cartoons. (New York: Prometheus Books, 2005), Chapter One.
]  [272:  Jina Brenneman, “Eah-Ha-Wa (Eva Mirabel) and Jonathan Warm Day Coming.” The Harwood Museum of Art, 2013, accessed online, 2014. < http://harwoodmuseum.org/exhibitions/view/108>
] 

My thesis was an attempt to document some important female cartoonists in order to help preserve their legacies for future generations of comic enthusiasts. It laid out and explained the importance of key female cartoonists not only as comic artists, but as major influences on the larger American culture both through mass consumption and through political activism. It is not enough to look at the history of women’s struggles for equality without including the history of female cartoonists because they served to both record and impact the changes in women’s lives and roles in the culture of America.
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