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Tape 1, Side 1 
1977 November 29 

 
RW: The date is November 29th, 1977. The interview is with Arthur Bimrose Junior at 

the Oregonian Building in Portland. The interviewer is Roberta Watts.  

 

[Tape stops] 

 

BIMROSE: Well, what all do you want to know? 

 

RW: Well, let’s start with where you were born. I think it was in Washington, wasn’t it? 

 

BIMROSE: Yeah. 

 

RW: When did you come to Oregon? 

 

BIMROSE: I don't remember the year now, it was probably when I was about five years 

old. 

 

RW: Your parents moved down? 
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BIMROSE: Yeah, they moved from Spokane. My dad worked for the railroad and then 

he went down with the Southern Pacific in Roseburg and came up here to Portland and 

stayed here. I just trailed along.  

 

RW: You went to school at Washington High? 

 

BIMROSE: Yeah. I actually transferred and went to high school at Grant. 

 

RW: How did you happen to get down to San Francisco? After school you just decided 

that… 

 

BIMROSE: Oh, well, yeah. After high school, I worked around at odd jobs for a while 

and went to San Francisco. I was interested in art work. So I went down to the art school 

in San Francisco, the California School of Fine Arts. At that time it was affiliated with the 

University of California.  

 

RW: That’s not the Arts and Crafts, is it? 

 

BIMROSE: No. Now they call it the San Francisco Fine Arts Institute. So I went there 

and then for a year and came back here and went to the University of Oregon and 

majored in art down there about a year. That was about it as far as education. That was in 

the midst of the Depression. That was the end of it. 

 

RW: Did you study to be, or did you know that you wanted to be a cartoonist when you 

were in high school? 

 

BIMROSE: No, no. I was more interested in commercial art and advertising. But I got a 

few jobs in that line of work, I went to San Francisco for a while. I had a few jobs there, 

but not enough to make a decent living.  
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So I came back to Portland. Finally got a job painting signs and show cards for 

Sears-Roebuck. Then I went to Fred Meyer and painted the signs for them. I got on with 

the Oregonian. I got on part-time in the photo department. Then after a few months they 

put me on fulltime as a staff artist. Over a period of time, why, I just picked up cartooning 

as I went along. It kind of developed as I worked on the newspaper.  

 

RW: So you lucked into it, kind of. 

 

BIMROSE: Yeah. I was quite interested in cartooning. So when Quincy Scott retired — 

he was a former cartoonist who retired, then they worked me in here. Before he retired, 

I’d draw one cartoon a week. When he did retire, then they put me on fulltime here. That 

was about the first part of 1949. I've been here ever since. [Laughs] 

 

RW: That’s pretty good. Were you in World War II? 

 

BIMROSE: Yeah, two years in the Army, South Pacific. 

 

RW: I was kind of curious about the cartoonist’s role in World War II. The cartoons that 

came out, from what I’ve seen, out were quite racist. I was wondering if that was 

something that newspapers kind of pushed for, or if that was just – I don’t understand 

that. 

 

BIMROSE: The racist attitude? 

 

RW: Well, just the stereotyped Japanese, that kind of thing. The whole Jap, Jersey, all 

that kind of thing. 

 

BIMROSE: Yeah, well, I think that was because after the Pearl Harbor affair, everybody 

was down on the Japs, you know. [Laughs]  
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RW: Yeah. It’s kind of funny for me to look back and… 

 

BIMROSE: Well, you have to live in those times to understand it. That just turned 

America down on all Japs and that’s why they were all moved out into concentration 

camps here in our own country. It was a regrettable thing, in a way, but at the time 

nobody trusted any Japanese. 

 

RW: Do you have a control over your work? Or are you completely dependent on the 

newspaper? 

 

BIMROSE: Well, I'm independent as far as working up my ideas. The ideas have to be 

approved by the editor of the editorial page before I can go on. But I know just about 

what to work on because I know the policy of the editorial page, so I won't conflict with 

anything they write, you see. 

 

RW: Did you ever have any problems with that at all? In the beginning? 

 

BIMROSE: Oh, somewhat at first, yeah. That’s the important thing. You’d better 

conform to what’s written on the page, than what’s unique at all. 

 

RW: Do you ever run into any stereotypes that people have about cartoonists, or 

prejudices or anything like that? It’s kind of an accepted profession. 

 

BIMROSE: Oh. Well. I guess there’s something.  

Well, of course, for politics, Democrats and Republicans, cartoonists have used 

donkeys and elephants for years. There’s no other way to symbolize ‘em outside of 

drawing a political type man or woman and then labeling them Democrat or Republicans. 
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Readers have become so accustomed to seeing elephants and donkeys they know what 

you are talking about.  

In cartoons, you use symbols so much for so many things. For a profiteer, you 

know, or that type, Thomas Nast made him famous for the dollar signs all over his coat, 

you know, he signed his coat with dollar signs. Things like that. I don’t know. I think in 

recent years cartoonists have gotten away from those stereotypes as much as possible. I 

know I very seldom draw Uncle Sam, but a few cartoonists are still using him.  

 

RW: So I guess he’s a little trite, now. 

 

BIMROSE: Yeah, it's kind of – I think it’s just gone out of date and out of style. If I want 

to pick the United States, then I'll use the caricature of an old everyday citizen and I'll just 

put U.S. on him. 

 

RW: What is the Association of American Cartoonists? What is that? 

 

BIMROSE: That's the Association of American Editorial Cartoonists. Well, it's made up 

of editorial cartoonists all over the United States plus Canada and now it has some 

members from Mexico, too; editorial cartoonists from Mexico. It's just strictly for editorial 

cartoonists. Probably, oh, 150 or 200 members total. It's not a big group like the National 

Cartoonist Society. They have a convention every year and workshops and discussions 

on new trends and how different cartoonists work on all the different papers, and so on. 

It's a good group and they manage to put out a book every year called the Best 

Editorial Cartoons of 1976, or 1977, or whichever year. Every year it comes out. They 

make a selection of cartoons of all the members around the associations. And they also 

organize exhibits every now and then. They have a cartoon exhibit going around the 

country from time to time.  

 

RW: How many cartoonists have you [Inaudible], through this association? 
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BIMROSE: I don’t know many. When the Association has conventions, they have an 

exhibit of cartoons wherever they are. They had a convention in London one year. I 

guess that’s some visibility. 

 

RW: Do you ever get any letters from people about your cartoons? Any response over 

the years? 

 

BIMROSE: Oh, yes, from time to time, you know. Usually it's on a controversial topic. 

Readers are more interested in either pro or con. On a real heated pro and con issue, 

why, if I make a picture in favor of the pro, I hear from the con. Usually you hear from 

people if you draw something they disagree with. The ones that agree with it seldom 

write. When you stir somebody up and make them mad, then you hear from them. 

 

RW: So you’ve offended people. 

 

BIMROSE: Yeah. Oh, yeah. All cartoonists do that. [Laughs] After all you can’t draw for 

a paper and get 100% approval, you know. 

 

RW: Who are some of the people you have worked with over the years that are your 

favorites. At the Oregonian. 

 

BIMROSE: I've worked with so many different editors and people here on the paper. 

There’s so many of them there, it’s quite a list. The most recent ones are Herb Lundy, 

editor of the newsroom, he's retired now; he was editor for many years. He just retired 

last year. And Bob Notson was managing editor. Then there was [Mike Fry?]. Back in the 

art department, Bill [Wiskel?] used to be art director. I was working for him. Wonderful 

guy. We were fortunate, I think, because there were a lot of congenial people to work 

with. 
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RW: Did you have a lot of training in cartooning? 

 

BIMROSE: All the training I got was right here on the newspaper, in the art 

department.  

 

RW: You just kind of got thrown into it? 

 

BIMROSE: I just kind of picked it up as I went along. 

 

RW: Where do you come up with your ideas? 

 

BIMROSE: [Laughs] Well, that's a tough one. I think everybody always wants to know 

that. Mainly, one thing that people have to understand, that cartoonists think pictures, not 

words. Writers work with words and sentences and all that, but cartoonists’ vocabulary is 

all in pictures, so I think in pictures all the time.  

Well, maybe I can give you an example. Like, recently when [Secretary of State 

Cyrus] Vance went to Red China, why, I thought I had better draw a cartoon on him going 

to Red China. So then I get to thinking in different pictures of China. I start thinking in 

things like Pagodas and dragons and firecrackers, chopsticks, chow mein, and all those 

things. You think of all those different pictures… 

 

RW: Symbols. 

 

BIMROSE: Then maybe you can put one into a scene, you see, and work the characters 

into the scene. I think I settled for a – oh, I know what I used, the Chinese Wall; the Great 

Wall of China. That’s one way of ideas coming. You pick your subject first and then you 

start thinking pictures. 
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RW: Somewhere I read where a caricature that you did of John Kennedy was sent to 

him. 

 

BIMROSE: Oh yeah. Well, every year for the Cartoonist Association, each cartoonist 

draws a caricature of a new incoming president, you see. And they put it together in a big 

folder and present it to the president. I just recently drew one of Kennedy and sent it to 

the Association’s president. 

 

RW: Did you do one of Carter? 

 

BIMROSE: Yeah. We all drew one of Carter just recently. 

 

RW: What’s the Freedom Foundation’s Award? You received that a few times. 

 

BIMROSE: Oh, yeah. That's back in Valley Forge, Pennsylvania. They make these 

awards for not only cartoonists but, oh, school programs, radio commentators, editorial 

writers, and a variety of classes. They just send out a form every year that lists all these 

categories that they give awards for. But it's really to promote the American way of life. 

That’s basically their aim.  

 

RW: Do you remember the cartoon? 

 

BIMROSE: I had a cartoon – oh, I know one of them on a Fourth of July. I got an award 

for that. I can't recall now what the other two were. It might’ve been Fourth of July again. 

It's usually something in a patriotic theme, you know. 

 

RW: Do you remember the specific cartoon? 
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BIMROSE: Let’s see. I remember the one, the first one I won, I had a drawing up in the 

sky of the signing of the Declaration of Independence, you know, John Hancock and Ben 

Franklin and all the rest of them in the group. Down below is a scene of nation's Capitol, 

with the Capitol Dome and the Washington Monument. I think it was an election year and 

something to do about – oh, I can’t remember exactly. Just something to do with the 

good government and remember our past. Good government for the future. Along that 

line. 

 

RW: What were some of the best known cartoonists in the United States? 

 

BIMROSE: Of course, Herblock of the Washington Post has been around quite a while. 

He's one of the top men. Then there’s Oliphant, [Howe?], Paul Conrad, and recently 

there’s been a lot of new younger talent as far as that goes, quite good. Jeff MacNelly 

very good. He also has a comic strip now, too. Let’s see. Of course, Bill Mauldin’s been 

around quite a while.  

There’s a new bunch of new ones coming up, lately. Old timers are fading out. 

There used to be well known cartoonists when I first started. [Daniel R.] Fitzpatrick on the 

St. Louis Dispatch. There was David Low, a British cartoonist, made quite a name for 

himself during the World War, particularly. So it isn't all confined to the United States; 

some overseas are very popular. 

 

RW: Is there a lot of demand in your work? Is there a lot of pressure involved? 

 

BIMROSE: Yeah, a certain amount. I get out seven cartoons a week, see. Most 

cartoonists work on either five or six cartoons a week, standard. There’s a few of us, like 

myself, put out seven a week. It keeps your nose down to that drawing board quite a bit, 

working up the ideas for a whole week. 

 

RW: Do you have a staff working with you? 
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BIMROSE: No, I'm on my own. I draw a cartoon in the morning and then afternoons I 

can kind of read up on news events that are coming up, so I do some research and 

background reading to prepare for the next day’s, or to draw something ahead to cover a 

week end. 

 

RW: You don't always sign your cartoons, do you? 

 

BIMROSE: Oh yeah. They’re all signed. 

 

RW: Who does the unsigned cartoons? 

 

BIMROSE: Those are usually done by the art department here. Excuse me. 

 

[Answers phone] 

 

 Yeah. Where were we? 

 

RW: Oh, the unsigned cartoons. Who does those? 

 

BIMROSE: Oh. Did you see it in the Oregonian? Well, those are usually done by the art 

department artists, usually to illustrate a column or a news story, or something like that.  

 

RW: Because I was thinking earlier of cartoons I see in the Oregonian that are 

unsigned. 

 

BIMROSE: Of course, last week, I had a substitute in here because I was on vacation. If 

they’re unsigned, why, it's usually just done by the art department staff. Sometimes they 
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sign them, sometimes they don't. If they think it's a real good job, well, they’ll sign it. If 

they think they did a lousy job, well, they won't. [Laughs] 

 

RW: But you always have to sign yours? 

 

BIMROSE: I always have to sign mine, bad or good. [Laughs] 

 

RW: When you were in art school, what did you learn? What did you study? 

 

BIMROSE: Well, I studied mostly just the basic fundamentals, like a first year course in 

art. Plaster casts and on to life drawings. And a few other courses, a water color and 

composition and lettering, and things like that. General first year art courses.  

 

RW: Yeah. Was the University of Oregon a good art school? 

 

BIMROSE: At that time it was fairly good. A pretty good art school. We had life drawing 

there and sculpture. I took a little sculpture. And painting, drawing.  

 

RW: That’s good. I wondered how it was then. 

 

BIMROSE: I don't know how it is now. 

 

RW: Well, they put a lot of their money into the architecture section, not their art 

department. Now the art department section is — there’s hasn’t been a reputation. 

 

BIMROSE: Oh, that’s it. Well, that’s strange, because originally I had planned to be an 

architect and planned to go to the University of Oregon for their Architecture School. Like 

I say, the Depression hit and that stopped all kinds of educational opportunities.  
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RW: Was your father working? 

 

BIMROSE: Yeah, he was working, but he was getting his salary cut every six months. 

 

RW: He worked on the railroad? 

 

BIMROSE: Yeah, he was chief dispatcher on the Southern Pacific. Fortunately, he 

didn't lose his job, because he had enough seniority there to stay on. They were laying 

men off right and left. The ones that had the seniority stayed on the job, but they’d get 

their pay cut every now and then. When he got down to $125 a month, that was the rock 

bottom there. I think it was about 1933. So he didn't have too much left to put me through 

college [Laughs] at that rate. 

 

RW: Oh, that’s too bad. What was the tuition like? About the same? 

 

BIMROSE: I don't recall. I know the fraternity house, it was $30 a month, board and 

room. It's a lot more than that today. 

 

RW: I think it’s about 250. [BIMROSE laughs] It’s a different time.  

 

BIMROSE: Rough. 

 

RW: Was Portland hit just as hard as the rest of the country in the Depression? Were 

they fairly well off? 

 

BIMROSE: Well, probably back East in the big industrial centers it was pretty, really, 

really bad. So many plants just shut down over there. Everybody was out of work. So, in 

that respect, I guess Portland got off easier than some parts of the nation.  
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RW: So you went to work at Fred Meyer’s, right after you got out of school? 

 

BIMROSE: No, I went to work for Sears-Roebuck. I got a job there doing window 

displays and doing show cards and price tags; $18 a week. If you were a married man, 

you got $19 a week. [Both laugh] A dollar more! I only got 18, ‘cause I wasn’t married yet.  

 

RW: You didn’t need to get married. You could just say you were! 

 

BIMROSE: [Laughs] Oh, anyway, then I got the job at Fred Meyer’s, down there on 

Sixth Avenue. They used to have a store right on Sixth there. Let’s see, what’s across the 

street from there now? It used to be the old Oregonian Building down there on Sixth. 

Anyway, Fred Meyer was between Washington and Alder, on the east side of Sixth 

Avenue. Two-stories. We had a sign shop up on the second floor right on the street. 

Three of us worked there and did all kinds of posters and banners and price tags. I took 

that job because I got $25 a week, a step up from Sears-Roebuck. 

 

RW: How’d you happen to apply at the Oregonian? 

 

BIMROSE: Well, I heard they needed a photo re-toucher. I’d done some of that, just in 

my spare time, just out of curiosity. I applied over there when I heard they needed re-

touchers and they put me on part-time to try me out. It worked out alright so they put me 

on fulltime. That's really how it all started. I got on the paper and just went on from there 

into cartooning.  

I never thought when I got into Art School that I’d be a cartoonist. [Laughs] I think 

most editorial cartoonists get in that way. Originally, they work as a staff artist on a 

newspaper. I think it’s good background for any editorial cartoonist to work for a while on 

the newspaper so they know the news process and how the reproduction works on the 

newspaper. You learn to work fast because there were always deadlines. You get used 
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to learning how to draw faster than you normally would to beat the deadlines. It's better if 

you can work on a newspaper for a while before you go into editorial cartooning. 

 

RW: Are there any schools that concentrate on training cartoonists? 

 

BIMROSE: There are a few, mostly correspondence courses. And there may be some 

art schools that may teach cartooning as a special course, maybe one or two nights a 

week, something like that. Maybe some of the community colleges do that, I don’t know. 

But other than that, I think most of them are correspondence courses.  

 

RW: Are they reputable? 

 

BIMROSE: Some of them are. It’d be better in person; personalized training. I think 

there are some schools that do have, as I say, a special one day a week course, along 

with another course. 

 

RW: What does it take to get hired as a staff artist? What sort of special background 

does one need? At least art school, or something… 

 

BIMROSE: Well, you should have some art training, sure. You should be familiar with 

reproduction and be able to do a lot of routine layout work, you know, lay out 

photographs on pages. A little re-touching, although re-touching isn't as necessary 

anymore since you use off-set printing now. It used to be cold type using zinc cuts, when 

you’d almost have to retouch, oh, 75% of the pictures people drew, so they’d come out 

properly. 

You should be able to do all kinds of sketching, maybe some cartooning; be able 

to draw charts and graphs and maps; know how to go about it and do it in a fairly rapid 

way, so you can meet deadlines. Although some of the work doesn't always require tight 
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deadlines. Sometimes you can work up to a week ahead, for a Sunday feature or 

something. Maybe four or five days ahead on that. 

 

RW: Tell me what’s changed quite a bit over the years, with the changing type of 

technology. And what has it changed in your… 

 

BIMROSE: Not in my situation, no. Artists just draw like they’ve always drawn. [Laughs] 

Years, you know. The same thing. It’s always drawn on a piece of cardboard and they 

reproduce it with a metal cut to offset… 

 

 

 [End of Tape 1, Side 1] 
 [End of Interview] 

 


	Tape 1, Side 1

