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HOMER SIMPSON



Greedy STUPID



Why Yellow



Eye catching color

Nothing like skin in reality

“Kinda skin, kinda hair” 





About Homer



Name of Simpons 

are all based on the

creator’s family



“He is A loving father, however 

he is often ruled by his impulse.”



“One of the greatest examples of

American manhood.”
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Father

TErrible

Arrogant

selfish

never think
HOMER
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They’re arguably the most famous 
family in television, and have been 
on our screens for more than three 
decades – but when you think 
about it, it’s quite weird that Matt 
Groening decided to make the 
Simpsons yellow.
Well, it turns out there was an 
understandable thought process 
behind the choice to make the 
Simpsons yellow – and it may have 

Groening revealed in an interview 
back in 2007 that an animator 
came up with the idea of yellow.
He said that he wanted his 
cartoon to be eye-catching. 

channels, he wanted the bright 
yellow color of theSimpsons to 
catch the eye and make them 
go back to watch it. And so, the 
iconic yellow Simpsons family was 
created.
“An animator came up with the 
Simpsons’ yellow and as soon as 
she showed it to me I said, ‘This is 

through channels with your remote 

by, you’ll know you’re watching 
The Simpsons,” he told CBBC.
That wasn’t the only reason behind 
the yellow choice though.
In his book, show writer Mike 
Reiss shared a lot of the show’s 
secrets and according to him, the 
decision to make the family yellow 
was also to do with hair lines.
Matt Groening immediately liked 
the idea of the Simpsons being 
yellow when he saw it (Getty)
He said: “Bart, Lisa and Maggie 
have no hairlines — there’s no 
line that separates their skin from 
their hair points. So the animators 
chose yellow— it’s kinda 
skin, kinda hair.”
Furthermore, there 
seems to 
be some 

logic 

choice.
Esquire reports that the color 
yellow has a unique psychological 

human brain, and 
represents optimism and joy.
It’s also the most visible color to 
the human eye because of the 
way our eyes process light, which 
is why taxis and warning signs are 
yellow.
So there you have it, a whole 

most famous family have their 
recognisable skin color.
Along with being yellow and it 
being one of the best television 
shows of all time, The 

Simpsons has also become famous 
for another thing – predicting the 
future.
Whether it’s Donald Trump’s 
presidency, the Super Bowl lineup 
or last summer’s fuel shortages, 
it’s incredible how many times the 
show has foreseen what’s in store 
for humanity
What makes The Simpsons fun
JOHN SWARTZWELDER, THE 

comedy writer best known for his 
work on The Simpsons, spoke 

major interview, 
published 

compliment, 
Swartzwelder 

said the term was “the most 
awkward-sounding word in the 
English sentence.” The next 
moment, when asked to describe 
his sense of humor, he replied, 
“Swartzweldian.”
Swartzwelder worked as a writer 
on Saturday Night Live for one 
season in the mid-Eighties, while 
he also spent time in advertising 
(he now writes and self-publishes 
comedic novels). But it was his 
work on a little-known comedy 
magazine, Army Man, that got 
him the interview with Simpsons 
creator Matt Groening and 
producer/writer Sam Simon. He 
praised executive producer James 
Brooks for securing a deal with 
Fox that prevented the network 
from meddling too much in the 
show and allowing the writers to 
run wild. He also spoke about how 
animation allowed The Simpsons 
to be more subversive than other 
programs on TV at the time, citing 

the 
excessively 
violent “Itchy and 
Scratchy” segments.
“We could show horrendous 
things to the children 
at home, as long 
as we portrayed them being 
shown to the Simpsons’ children 

our critics and foiled the mobs 
with torches. We agreed with 
them that this was wrong to show 
to children. ‘Didn’t we just show 
it being wrong? And, look, here’s 

Elsewhere, Swartzwelder spoke 
about how he always enjoyed 
writing Mr. Burns episodes and 
said he thought The Simpsons’ 
third season was its best individual 

showrunner Mike Reiss’ claim 
that Swartzwelder wrote Homer 
as if he were a big dog: “Yes, he 
is a big talking dog. One moment 

in The New Yorker on Sunday.
Swartzwelder worked on The 
Simpsons between 1989 and 
2003, writing 59 episodes, far 
more than any other writer in the 
show’s long history. His credits on 
The Simpsons include a litany of 
classic episodes, and the list of 
personal favorites Swartzwelder 
gave in the interview serves as a 
solid primer: “Itchy & Scratchy & 
Marge,” “Bart the Murderer,” “Dog 
of Death,” “Homer at the Bat,” 
“Homie the Clown,” “Bart Gets an 
Elephant” and “Homer’s Enemy.” 
(Asked about the latter episode, 
in which Homer obliviously but 
assuredly drives an upstanding 
new colleague, Frank Grimes, 
insane, Swartzwelder joked, 
“Grimey was asking for it the 
whole episode. He didn’t approve 
of our Homer. He was asking for 
it, and he got it.”)
Swartzwelder’s jokes — 
succinct, simple and just the 
right amount of absurd — were 
so singular they spawned 

“Swartzweldian.” When 
asked what he thought 

of the compliment, Swartzwelder 

said the term was “the most 
awkward-sounding word in the 
English sentence.” The next 
moment, when asked to describe 
his sense of humor, he replied, 
“Swartzweldian.”
Swartzwelder worked as a writer 
on Saturday Night Live for one 
season in the mid-Eighties, while 
he also spent time in advertising 
(he now writes and self-publishes 
comedic novels). But it was his 
work on a little-known comedy 
magazine, Army Man, 
that got him the 
interview with 
Simpsons 
creator 
Matt 

Groening and producer/writer 
Sam Simon. He praised executive 
producer James Brooks for 
securing a deal with Fox that 
prevented the network from 
meddling too much in the show 
and allowing the writers to run wild. 
He also spoke about how animation 
allowed The Simpsons to be more 
subversive than other programs on 
TV at the time, citing the excessively 
violent “Itchy and Scratchy” segments.
“We could show horrendous things 
to the children at home, as long as 

we portrayed them being shown to 

Swartzwelder said. “Somehow 

critics and foiled the mobs 
with torches. We agreed 
with them that this was 

wrong to show to 
children. ‘Didn’t we 

just show it 
being 

WHAT MAKES 
THE SIMPSONS

Since December 1989

he’s the 
saddest 

man in 
the world, 

because he’s 
just lost his job, or 

dropped his sandwich, 
or accidentally killed 

his family. Then, the next 
moment, he’s the happiest man 

in the world, because he’s just 
found a penny — maybe under one 

of his dead family members. He’s not 
actually a dog, of course — he’s smarter 

than that — but if you write him as a dog 
you’ll never go wrong.”

Swartzwelder spoke a bit about his 
reclusiveness as well (while there are few pictures 
of him, he was drawn into an episode as a David 

permission to work from home after Season Four, not 
because — as long rumored — he wanted to be able 
to smoke, but for a far more simple reason: “I didn’t 
want to go in to work every day anymore. Getting old, I 
guess.”

process as well, saying he would often rush through a 

come out with a script nonetheless. “Then the next day, 
when I get up, the script’s been written,” he said. “It’s lousy, 
but it’s a script. The hard part is done. It’s like a crappy little 

me, and then left with a tip of his crappy hat. All I have to do 

and turned it into an easy one, rewriting, overnight. I advise all 
writers to do their scripts and other writing this way. And be sure 
to send me a small royalty every time you do it.”
The making of Simpsons
Born in 1954 in Portland, Oregon, The Simpsons creator Matt 
Groening had, in many ways, an idyllic childhood. As described in 

They’re arguably the most famous 

family in television, and have been 

on our screens for more than three 

decades – but when you think 

about it, it’s quite weird that Matt 

Groening decided to make the 

Simpsons yellow.

Well, it turns out there was an 

understandable thought process 

behind the choice to make the 

Simpsons yellow – and it may have 

Groening revealed in an interview 

back in 2007 that an animator 

came up with the idea of yellow.

He said that he wanted his 

cartoon to be eye-catching. 

channels, he wanted the bright 

yellow color of theSimpsons to 

catch the eye and make them 

go back to watch it. And so, the 

iconic yellow Simpsons family was 

created.

“An animator came up with the 

Simpsons’ yellow and as soon as 

she showed it to me I said, ‘This is 

through channels with your remote 

by, you’ll know you’re watching 

The Simpsons,” he told CBBC.

That wasn’t the only reason behind 

the yellow choice though.

In his book, show writer Mike 

Reiss shared a lot of the show’s 

secrets and according to him, the 

decision to make the family yellow 

was also to do with hair lines.

Matt Groening immediately liked 

the idea of the Simpsons being 

yellow when he saw it (Getty)

He said: “Bart, Lisa and Maggie 

have no hairlines — there’s no 

line that separates their skin from 

their hair points. So the animators 

chose yellow— it’s kinda skin, 

kinda hair.”

Furthermore, there seems to be 

behind the colour choice.

Esquire reports that the color 

yellow has a unique psychological 

represents optimism and joy.

It’s also the most visible color to 

the human eye because of the 

way our eyes process light, which 

is why taxis and warning signs are 

yellow.

So there you have it, a whole 

most famous family have their 

recognisable skin color.

Along with being yellow and it 

being one of the best television 

shows of all time, The Simpsons 

has also become famous for 

another thing – predicting the 

future.
Whether it’s Donald Trump’s 

presidency, the Super Bowl lineup 

or last summer’s fuel shortages, 

it’s incredible how many times the 

show has foreseen what’s in store 

for humanity

What makes The Simpsons fun

JOHN SWARTZWELDER, THE 

comedy writer best known for his 

work on The Simpsons, spoke 

major interview, published in The 

New Yorker on Sunday.

Swartzwelder worked on The 

Simpsons between 1989 and 

2003, writing 59 episodes, far more 

than any other writer in the show’s 

long history. His credits on The 

Simpsons include a litany of classic 

episodes, and the list of personal 

favorites Swartzwelder gave in the 

interview serves as a solid primer: 

“Itchy & Scratchy & Marge,” “Bart 

the Murderer,” “Dog of Death,” 

“Homer at the Bat,” “Homie the 

Clown,” “Bart Gets an Elephant” 

and “Homer’s Enemy.” (Asked about 

the latter episode, in which Homer 

obliviously but assuredly drives an 

upstanding new colleague, Frank 

Grimes, insane, Swartzwelder joked, 

“Grimey was asking for it the whole 

episode. He didn’t approve of our 

Homer. He was asking for it, and he 

got it.”)

Swartzwelder’s jokes — succinct, 

simple and just the right amount 

of absurd — were so singular they 

Since December 1989
saddest man in the world, because 

he’s just lost his job, or dropped 

his sandwich, or accidentally killed 

his family. Then, the next moment, 

he’s the happiest man in the world, 

because he’s just found a penny 

— maybe under one of his dead 

family members. He’s not actually 

a dog, of course — he’s smarter 

than that — but if you write him as 

a dog you’ll never go wrong.”

Swartzwelder spoke a bit about 

his reclusiveness as well (while 

there are few pictures of him, he 

was drawn into an episode as a 

psychiatric hospital in “Hurricane 

permission to work from home 

after Season Four, not because 

— as long rumored — he wanted 

to be able to smoke, but for a 

far more simple reason: “I didn’t 

want to go in to work every day 

anymore. Getting old, I guess.”

into his writing process as well, 

saying he would often rush through 

and pattern dialogue, but come 

out with a script nonetheless. 

“Then the next day, when I get up, 

the script’s been written,” he said. 

“It’s lousy, but it’s a script. The 

hard part is done. It’s like a crappy 

and badly done all my work for 

me, and then left with a tip of his 

crappy hat. All I have to do from 

a very hard job, writing, and turned 

it into an easy one, rewriting, 

overnight. I advise all writers to do 

their scripts and other writing this 

way. And be sure to send me a 

small royalty every time you do it.”

“Swartzweldian.” When 

asked what he thought of the 

compliment, Swartzwelder seemed 

was “the most awkward-sounding 

word in the English sentence.” 

The next moment, when asked to 

describe his sense of humor, he 

replied, “Swartzweldian.”

Swartzwelder worked as a writer 

on Saturday Night Live for one 

season in the mid-Eighties, while 

he also spent time in advertising 

(he now writes and self-publishes 

comedic novels). But it was his 

work on a little-known comedy 

magazine, Army Man, that got 

him the interview with Simpsons 

creator Matt Groening and 

producer/writer Sam Simon. He 

praised executive producer James 

Brooks for securing a deal with 

Fox that prevented the network 

from meddling too much in the 

show and allowing the writers to 

run wild. He also spoke about how 

animation allowed The Simpsons 

to be more subversive than other 

programs on TV at the time, citing 

the excessively violent “Itchy and 

Scratchy” segments.

“We could show horrendous things 

to the children at home, as long as 

we portrayed them being shown 

t
Swartzwelder said. “Somehow this 

foiled the mobs with torches. We 

agreed with them that this was 

wrong to show to children. ‘Didn’t 

we just show it being wrong? And, 

Elsewhere, Swartzwelder spoke 

about how he always enjoyed 

writing Mr. Burns episodes and 

said he thought The Simpsons’ 

third season was its best individual 

showrunner Mike Reiss’ claim that 

Swartzwelder wrote Homer as if he 

were a big dog: “Yes, he is a big 

talking dog. One moment he’s the 

WHAT MAKES 

THE SIMPSONS



The Simpsons: An Uncensored, Unauthorized History, he grew up next to the old Portland Zoo, which, 
after reopening in a new location in 1959, became a wonderland for Groening and his friends with 
its abandoned animal enclosures.
He also enjoyed a happy home life, with his dad, Homer, mom, Margaret, and four 
siblings, including younger sisters Lisa and Maggie. It was Homer, a cartoonist and 

was possible.
But the conformity of a suburban existence soon proved dull, even to a 
young Groening. Acting out in school, he recalled having to write "I 
must be quiet in class" 500 times on at least one occasion and 
having his doodles torn up by teachers.
As a third-grader, he entered a short-story contest set up 
with the premise that a child walks into his attic, bumps 
his head and then knows what he wants to become 
when he grows up. In Groening's version, the boy dies 
from his head injury and returns as a ghost every 
Halloween, a morbid tale that surprisingly became 
the winning entry.
Groening delivered biting commentary as a 
school paper editor
By high school, Groening had learned to 
channel his subversive leanings in a manner 
that engaged his classmates. He ran for 
student body president on the Teens 
for Decency ticket, with the tongue-in-
cheek slogan, "If you're against decency, 
then what are you for?" Again, to his 
surprise, he won.
Groening went on to the liberal 
Evergreen State College in Olympia, 
Washington, where he butted 
heads with the more extreme 
countercultural types that populated 
the campus. He gleefully zinged 
their sensibilities after becoming 
editor of the school paper, at one 
point instigating a petition that 
condemned his satirization of 
communal life, while also training 
his ire on mainstream targets like 
the Washington state legislature.

wall submissions of campus 

inspired by the original works of 
fellow undergrad Lynda Barry.
His ‘Life in Hell’ comic was 
inspired by his struggles in Los 
Angeles
After graduating in 1977, Groening 
headed to Los Angeles with the 
idea of pursuing a writing career. 
He found some work along those 
lines, whipping up slogans for 
horror movies, but also took on 
a series of jobs that included 

store clerk to make a living.
Groening's rough-and-tumble 
early days in Tinseltown provided 
endless fodder for a comic he 
titled Life in Hell, featuring the 
anthropomorphic rabbit Binky. 
Along with mailing the comics 
to friends and family back in 
Portland, he attempted to sell his 
stapled-together books from his 
record store.

published comic appear in a 1978 
issue of Wet magazine. That year, 
he also began working for the 
alternative-weekly newspaper 
the L.A. Reader through an ever-
shifting array of responsibilities 
that included reporter, distribution 
manager, punk rock critic and 

the paper in the spring of 1980.
The strip gained traction after a 
shift in tone, with Binky becoming 
less preachy and more of a victim 
of the cultural and social forces 
that browbeat dissidents into 
submission. With a developing 
cast of characters that included 
Binky's girlfriend Sheba, his one-
eared son Bongo and the gay 

recurring components like "The 
16 Types of Sisters" and "The 9 

Secret 
Love 
Techniques 
That Could 
Possibly Turn 
Men Into Putty in 
Your Hands," the 
minimally drawn but 
meticulously written Life in 
Hell found its niche between 
the underground comics and 
mainstream fare.
His girlfriend built a business 
around his artwork
Groening's career got a boost 
in the early 1980s when the L.A. 
Reader hired sales rep Deborah 
Caplan, who observed that the 
Life in Hell strips were "a major 
selling point" of the paper. After 
the two became romantically 
involved, she established a 
business to promote her future 
husband's work, negotiating 
syndication arrangements with 
other publications and a book deal 
with Pantheon.
Meanwhile, Groening was up to 
his old tricks of rocking the boat, 
writing silly reviews of bands 
based on their publicity photos 
and even making up phony acts 

L.A. Reader in 1986, after writing 
a letter to the editor over a fellow 
writer's dismissal, but by then Life 
in Hell was already appearing in 
other alt-weeklies and providing 
extra income through merchandise 
sales.
Furthermore, the once-struggling 
artist was about to be presented 

with 
the business 

change his life forever.
Groening created ‘The 
Simpsons’ for ‘The Tracey 
Ullman Show’
In 1987, producers of the soon-
to-be-launched sketch comedy 
program The Tracey Ullman Show, 
headed by the legendary James L. 
Brooks, contacted Groening about 
developing short animated cartoons to 
air between skits. Realizing that he would 
lose the rights to his Life in Hell characters 
with the deal, Groening quickly created 
a new cartoon family named after his own 
siblings and parents, albeit with a "Bart" in lieu 
of a character named after himself.
The early iteration of The Simpsons was a 
crude, Neanderthal version of the family that 
would become ubiquitous in pop culture; both Bart 
and Lisa were troublemakers, and Homer was a 
barely controlled cauldron of rage. But the short clips 
were a hit with fans, and producers began exploring 

ratings.
Brooks selected his longtime colleague Sam Simon 
to help Groening develop the animated series, and The 

"The kind of character 
who never use his brain"

"One of the  
greate st 

e x ampleof
American 

man h o o d"

He is A loving 
father, however
he is often ruled 
by his impulse

The Simpsons: An Uncensored, 
Unauthorized History, he grew up 
next to the old Portland Zoo, which, 
after reopening in a new location in 
1959, became a wonderland for 
Groening and his friends with its 
abandoned animal enclosures.
He also enjoyed a happy home 
life, with his dad, Homer, mom, 
Margaret, and four siblings, 
including younger sisters Lisa and 
Maggie. It was Homer, a cartoonist 

precocious son that a career of 

But the conformity of a suburban 
existence soon proved dull, even 
to a young Groening. Acting out 
in school, he recalled having to 
write "I must be quiet in class" 500 
times on at least one occasion 
and having his doodles torn up by 
teachers.
As a third-grader, he entered a 
short-story contest set up with the 
premise that a child walks into his 
attic, bumps his head and then 
knows what he wants to become 
when he grows up. In Groening's 
version, the boy dies from his 
head injury and returns as a 
ghost every Halloween, a morbid 
tale that surprisingly became the 
winning entry.
Groening delivered biting 
commentary as a school paper 
editor
By high school, Groening had 
learned to channel his subversive 
leanings in a manner that engaged 
his classmates. He ran for student 
body president on the Teens for 
Decency ticket, with the tongue-
in-cheek slogan, "If you're against 
decency, then what are you for?" 
Again, to his surprise, he won.
Groening went on to the liberal 
Evergreen State College in 
Olympia, Washington, where 
he butted heads with the more 
extreme countercultural types 
that populated the campus. He 
gleefully zinged their sensibilities 
after becoming editor of the school 
paper, at one point instigating 
a petition that condemned his 
satirization of communal life, while 
also training his ire on mainstream 

targets like the 
Washington state 
legislature.
He also invited 

submissions 
of campus 
cartoonists, 

inspired by the 
original works of 
fellow undergrad 
Lynda Barry.
His ‘Life in Hell’ 
comic was 
inspired by his 
struggles in Los 
Angeles
After graduating 
in 1977, Groening 
headed to Los 
Angeles with the idea 
of pursuing a writing 
career. He found some 
work along those lines, 
whipping up slogans for 
horror movies, but also 
took on a series of jobs 

dishwasher and record store 
clerk to make a living.
Groening's rough-and-tumble 
early days in Tinseltown provided 
endless fodder for a comic he 
titled Life in Hell, featuring the 
anthropomorphic rabbit Binky. 
Along with mailing the comics to 
friends and family back in Portland, 
he attempted to sell his stapled-
together books from his record 
store.

published comic appear in a 1978 
issue of Wet magazine. That year, 
he also began working for the 
alternative-weekly newspaper 
the L.A. Reader through an ever-
shifting array of responsibilities 
that included reporter, distribution 
manager, punk rock critic and 

paper in the spring of 1980.
The strip gained traction after a 
shift in tone, with Binky becoming 
less preachy and more of a 
victim of the cultural and social 

forces that 
browbeat 
dissidents into 
submission. With 
a developing cast of 
characters that included 
Binky's girlfriend Sheba, his 
one-eared son Bongo and the 

and recurring components like "The 
16 Types of Sisters" and "The 9 Secret 
Love Techniques That Could Possibly Turn Men 
Into Putty in Your Hands," the minimally drawn but 
meticulously written Life in Hell found its niche between 
the underground comics and mainstream fare.
His girlfriend built a business around his artwork
Groening's career got a boost in the early 1980s when the L.A. Reader 
hired sales rep Deborah Caplan, who observed that the Life in Hell strips 

were 
"a 

major 
selling 

point" of 
the paper. 

After the two 
became romantically 

involved, she 
established a business to 

promote her future husband's 
work, negotiating syndication 

arrangements with other publications 
and a book deal with Pantheon.

Meanwhile, Groening was up to his old tricks of 
rocking the boat, writing silly reviews of bands based 

on their publicity photos and even making up phony acts 

a letter to the editor over a fellow writer's dismissal, but by then Life 
in Hell was already appearing in other alt-weeklies and providing extra 

income through 
merchandise 
sales.
Furthermore, 
the once-
struggling 
artist was 
about to be 
presented 
with the 

that would 
change his life 
forever.
Groening 
created ‘The 
Simpsons’ for 
‘The Tracey 
Ullman Show’

In 1987, 
producers of 

the soon-to-be-
launched sketch 

comedy program 
The Tracey Ullman 

Show, headed 
by the legendary 

James L. Brooks, 
contacted Groening 

about developing short 
animated cartoons to air 

between skits. Realizing that 
he would lose the rights to his 

Life in Hell characters with the 
deal, Groening quickly created 

a new cartoon family named after 
his own siblings and parents, albeit 
with a "Bart" in lieu of a character 
named after himself.
The early iteration of The Simpsons 
was a crude, Neanderthal version 
of the family that would become 
ubiquitous in pop culture; both 
Bart and Lisa were troublemakers, 
and Homer was a barely controlled 
cauldron of rage. But the short 
clips were a hit with fans, and 
producers began exploring a 
standalone series as Tracey Ullman 

Brooks selected his longtime 
colleague Sam Simon to help 
Groening develop the animated 
series, and The Simpsons dynasty 
began on December 17, 1989, 

However, the show's collection of 
memorable supporting characters 
and winking, multilayered nods 
to popular culture, arguably owes 

more to Simon and the original stable 
of writers than to Groening.
Yet Groening's DNA is all over the 
show, from the characters named after 
the streets of his hometown (Flanders, 
Lovejoy, etc.), to his selection of 
Danny Elfman to compose the iconic 
theme song, to his insistence on the 
cartoon adhering to the normal laws 
of physics despite the liberties taken 
with continuity.
Most importantly, The Simpsons 
retained the subversive undercurrent 
that has driven its creator since he 
was a bored grade school student. 
"If there's a message that runs 
through the show," he told The New 
York Times in 2001, well after he 

beyond his wildest dreams, "it's that 
maybe the authorities don't have your 
best interests at heart."

Last year, the team behind The 
Simpsons produced a video for 
the French luxury fashion house 
Balenciaga that debuted in October 
at Paris Fashion Week. (There’s a 
sentence I never thought I’d write.) 
It featured the show’s characters 
walking a runway in Balenciaga 
designs, and was, depending on 
your worldview, what you might call 
a long commercial for the brand or 
a short episode of the show. David 
Silverman, a veteran Simpsons 
producer and animator who directed 
the short, describes it as “one of the 
hardest things I ever did.” Demna, 
Balenciaga’s artistic director and, 
like a lot of 40-somethings, a fan of 
The Simpsons since childhood, gave 
note after note, trying to strike the 
right balance between caricature and 
sincere presentation of his clothing. 
“Simpsons characters,” Silverman 

proportions, so in some respects we 
took great liberties. Cheating, we call 
it.” It took a year’s worth of work and 
in the end gave the people something 
they didn’t know they needed: an 
animated Homer Simpson—a lovable 
oaf who once gained 61 pounds 
to qualify for disability so he could 
work from home—posing in a red 

recent iteration of which costs $2,850.
That the fashion industry now looks 
to The Simpsons for inspiration is odd 

" One  of  th e  gre ate st 
e xam pleof

Am e rican 
manh ood"

He is A loving 
father, however

he is often ruled 
by his impulse



way. 
And 

be 
sure to 

send me 
a small 

royalty every 
time you do it.”

The making of 
Simpsons

Born in 1954 in 
Portland, Oregon, The 

Simpsons creator Matt 
Groening had, in many 

ways, an idyllic childhood. As 
described in The Simpsons: An 

Uncensored, Unauthorized History, 
he grew up next to the old Portland Zoo, 

which, after reopening in a new location in 
1959, became a wonderland for Groening and his 

friends with its abandoned animal enclosures.
He also enjoyed a happy home life, with his dad, Homer, mom, 
Margaret, and four siblings, including younger sisters Lisa and Maggie. It 

But the conformity of a suburban existence soon proved dull, even to a 
young Groening. Acting out in school, he recalled having to write "I must 
be quiet in class" 500 times on at least one occasion and having his 
doodles torn up by teachers.
As a third-grader, he entered a short-story contest set up with the 
premise that a child walks into his attic, bumps his head and then knows 
what he wants to become when he grows up. In Groening's version, the 
boy dies from his head injury and returns as a ghost every Halloween, a 
morbid tale that surprisingly became the winning entry.
Groening delivered biting commentary as a school paper editor

By high school, Groening had 
learned to channel his subversive 
leanings in a manner that engaged 
his classmates. He ran for student 
body president on the Teens for 
Decency ticket, with the tongue-
in-cheek slogan, "If you're against 
decency, then what are you for?" 
Again, to his surprise, he won.
Groening went on to the liberal 
Evergreen State College in 
Olympia, Washington, where 
he butted heads with the more 
extreme countercultural types 
that populated the campus. He 
gleefully zinged their sensibilities 
after becoming editor of the school 
paper, at one point instigating 
a petition that condemned his 
satirization of communal life, while 
also training his ire on mainstream 
targets like the Washington state 
legislature.

wall submissions of campus 

by the original works of fellow 
undergrad Lynda Barry.
His ‘Life in Hell’ comic was inspired 
by his struggles in Los Angeles
After graduating in 1977, Groening 
headed to Los Angeles with the 
idea of pursuing a writing career. 
He found some work along those 
lines, whipping up slogans for 
horror movies, but also took on 
a series of jobs that included 

store clerk to make a living.
Groening's rough-and-tumble early 

days in Tinseltown provided 
endless fodder for a comic he 

titled Life in Hell, featuring 
the anthropomorphic 

rabbit Binky. Along with 
mailing the comics to friends 

and family back in Portland, 
he attempted to sell his stapled-
together books from his record 
store.

published comic appear in a 1978 
issue of Wet magazine. That year, 
he also began working for the 
alternative-weekly newspaper the 
L.A. Reader through an ever-shifting 
array of responsibilities that included 
reporter, distribution manager, punk 
rock critic and assistant editor. He 

appeared in the paper in the spring 
of 1980.
The strip gained traction after a 
shift in tone, with Binky becoming 
less preachy and more of a victim 
of the cultural and social forces 
that browbeat dissidents into 
submission. With a developing cast 
of characters that included Binky's 
girlfriend Sheba, his one-eared son 
Bongo and the gay entrepreneurs 

components like "The 16 Types of 
Sisters" and "The 9 Secret Love 
Techniques That Could Possibly 
Turn Men Into Putty in Your Hands," 
the minimally drawn but meticulously 
written Life in Hell found its niche 
between the underground comics 
and mainstream fare.
His girlfriend built a business around 
his artwork
Groening's career got a boost in the 
early 1980s when the L.A. Reader 
hired sales rep Deborah Caplan, 
who observed that the Life in Hell 
strips were "a major selling point" of 

the 
paper. 
After the 
two became romantically involved, 
she established a business to 
promote her future husband's 
work, negotiating syndication 
arrangements with other 
publications and a book deal with 
Pantheon.
Meanwhile, Groening was up to 
his old tricks of rocking the boat, 
writing silly reviews of bands 
based on their publicity photos 
and even making up phony acts 

L.A. Reader in 1986, after writing 
a letter to the editor over a fellow 
writer's dismissal, but by then Life 
in Hell was already appearing in 
other alt-weeklies and providing 
extra income through merchandise 
sales.
Furthermore, the once-struggling 
artist was about to be presented 

change his life forever.
Groening created ‘The Simpsons’ 
for ‘The Tracey Ullman Show’
In 1987, producers of the soon-
to-be-launched sketch comedy 
program The Tracey Ullman Show, 
headed by the legendary James 
L. Brooks, contacted Groening 
about developing short animated 
cartoons to air between skits. 
Realizing that he would lose the 
rights to his Life in Hell characters 
with the deal, Groening quickly 
created a new cartoon family 
named after his own siblings and 
parents, albeit with a "Bart" in lieu 
of a character named after himself.
The early iteration of The Simpsons 
was a crude, Neanderthal version 
of the family that would become 
ubiquitous in pop culture; both 
Bart and Lisa were troublemakers, 

and Homer was a barely controlled cauldron of 
rage. But the short clips were a hit with fans, and 
producers began exploring a standalone series 

Brooks selected his longtime colleague Sam 
Simon to help Groening develop the animated 
series, and The Simpsons dynasty began 
on December 17, 1989, when the 

show's collection of memorable 
supporting characters and winking, 
multilayered nods to popular culture, 
arguably owes more to Simon and the 
original stable of writers than to Groening.
Yet Groening's DNA is all over the show, 
from the characters named after the streets 
of his hometown (Flanders, Lovejoy, 
etc.), to his selection of Danny Elfman to 
compose the iconic theme song, to his 
insistence on the cartoon adhering to 
the normal laws of physics despite the 
liberties taken with continuity.
Most importantly, The Simpsons 
retained the subversive undercurrent 
that has driven its creator since he 
was a bored grade school student. 

"If there's a message that runs 
through the show," he told The 
New York Times in 2001, well 
after he had become wealthy 

dreams, "it's that maybe the 
authorities don't have your best 
interests at heart."

Last year, the team behind The 
Simpsons produced a video for 
the French luxury fashion house 
Balenciaga that debuted in October 
at Paris Fashion Week. (There’s a 
sentence I never thought I’d write.) It 
featured the show’s characters walking 
a runway in Balenciaga designs, and 
was, depending on your worldview, 
what you might call a long commercial 
for the brand or a short episode of 
the show. David Silverman, a veteran 
Simpsons producer and animator who 
directed the short, describes it as “one 
of the hardest things I ever did.” Demna, 
Balenciaga’s artistic director and, like a lot 
of 40-somethings, a fan of The Simpsons 
since childhood, gave note after note, 

trying to strike the right balance between 
caricature and sincere presentation of his 
clothing. “Simpsons characters,” Silverman 

proportions, so in some respects 
we took great liberties. Cheating, 
we call it.” It took a year’s worth 
of work and in the end gave the 
people something they didn’t know 
they needed: an animated Homer 
Simpson—a lovable oaf who once 
gained 61 pounds to qualify for 
disability so he could work from 
home—posing in a red Balenciaga 

iteration of which costs $2,850.
That the fashion industry now 
looks to The Simpsons for 
inspiration is odd for a group of 
characters who have, for the most 

Bart—with his skateboard and 
his malleable mind—is a proto-
hypebeast if there ever was 
one. And in a recent episode 
parodying contemporary fashion, 
The Weeknd voiced the owner 
of a white-hot new streetwear 
company, Slipreme. Adidas has a 
Simpsons sneaker line, and Nike 
has made a shoe with a Marge 
Simpson color-way (featuring 
swaths of blue, like her hair, and 
light green, like her dress), which 
fetches an ungodly average price 
of $873 on the resale market. 
From the outset, the show’s 
creators always understood its 
business cachet. In the ’90s, The 

plastic key chains—and mocked 
itself for its craven commercialism. 

encountering the latest example 
of the Simpson family selling out 
(an ad for a record, The Simpsons 

"He love his family, but he 
just don't have the brain to 

understand that"

way. 
And 

be 
sure to 

send me 
a small 

royalty every 
time you do it.”

The making of 
Simpsons

Born in 1954 in 
Portland, Oregon, The 

Simpsons creator Matt 
Groening had, in many 

ways, an idyllic childhood. As 
described in The Simpsons: An 

Uncensored, Unauthorized History, 
he grew up next to the old Portland Zoo, 

which, after reopening in a new location in 
1959, became a wonderland for Groening and his 

friends with its abandoned animal enclosures.
He also enjoyed a happy home life, with his dad, Homer, mom, 
Margaret, and four siblings, including younger sisters Lisa and Maggie. It 

But the conformity of a suburban existence soon proved dull, even to a 
young Groening. Acting out in school, he recalled having to write "I must 
be quiet in class" 500 times on at least one occasion and having his 
doodles torn up by teachers.
As a third-grader, he entered a short-story contest set up with the 
premise that a child walks into his attic, bumps his head and then knows 
what he wants to become when he grows up. In Groening's version, the 
boy dies from his head injury and returns as a ghost every Halloween, a 
morbid tale that surprisingly became the winning entry.
Groening delivered biting commentary as a school paper editor

By high school, Groening had 
learned to channel his subversive 
leanings in a manner that engaged 
his classmates. He ran for student 
body president on the Teens for 
Decency ticket, with the tongue-
in-cheek slogan, "If you're against 
decency, then what are you for?" 
Again, to his surprise, he won.
Groening went on to the liberal 
Evergreen State College in 
Olympia, Washington, where 
he butted heads with the more 
extreme countercultural types 
that populated the campus. He 
gleefully zinged their sensibilities 
after becoming editor of the school 
paper, at one point instigating 
a petition that condemned his 
satirization of communal life, while 
also training his ire on mainstream 
targets like the Washington state 
legislature.

wall submissions of campus 

by the original works of fellow 
undergrad Lynda Barry.
His ‘Life in Hell’ comic was inspired 
by his struggles in Los Angeles
After graduating in 1977, Groening 
headed to Los Angeles with the 
idea of pursuing a writing career. 
He found some work along those 
lines, whipping up slogans for 
horror movies, but also took on 
a series of jobs that included 

store clerk to make a living.
Groening's rough-and-tumble 
early days in Tinseltown provided 
endless fodder for a comic he 
titled Life in Hell, featuring the 
anthropomorphic rabbit Binky. 
Along with mailing the comics to 
friends and family back in Portland, 
he attempted to sell his stapled-
together books from his  

record store.

comic appear in a 1978 issue of Wet 
magazine. That year, he also began working 
for the alternative-weekly newspaper the 
L.A. Reader through an ever-shifting array 
of responsibilities that included reporter, 
distribution manager, punk rock critic 

spring of 1980.
The strip gained traction after a shift in 
tone, with Binky becoming less preachy 
and more of a victim of the cultural and 
social forces that browbeat dissidents 
into submission. With a developing cast 
of characters that included Binky's girlfriend 
Sheba, his one-eared son Bongo and the 

components like "The 16 Types of Sisters" and "The 9 
Secret Love Techniques That Could Possibly Turn Men Into Putty in Your 
Hands," the minimally drawn but meticulously written Life in Hell found 
its niche between the underground comics and mainstream fare.
His girlfriend built a business around his artwork
Groening's career got a boost in the early 1980s when the L.A. Reader 
hired sales rep Deborah Caplan, who observed that the Life in Hell 
strips were "a major selling point" of the paper. After the two became 
romantically involved, she established a business to promote her future 
husband's work, negotiating syndication arrangements with other 
publications and a book deal with Pantheon.
Meanwhile, Groening was up to his old tricks of rocking the boat, writing 
silly reviews of bands based on their publicity photos and even making 

writing a letter to the editor over a fellow writer's dismissal, but by then 
Life in Hell was already appearing in other alt-weeklies and providing 
extra income through merchandise sales.
Furthermore, the once-struggling artist was about to be presented with 

Groening created ‘The Simpsons’ for ‘The Tracey Ullman Show’
In 1987, producers of the soon-to-be-launched sketch comedy program 
The Tracey Ullman Show, headed by the legendary James L. Brooks, 
contacted Groening about developing short animated cartoons to air 
between skits. Realizing that he would lose the rights to his Life in Hell 
characters with the deal, Groening quickly created a new cartoon family 
named after his own siblings and parents, albeit with a "Bart" in lieu of a 
character named after himself.
The early iteration of The Simpsons was a crude, Neanderthal version 

of the family that would become 
ubiquitous in pop culture; both 
Bart and Lisa were troublemakers, 
and Homer was a barely controlled 
cauldron of rage. But the short clips 
were a hit with fans, and producers 
began exploring a standalone series 

ratings.
Brooks selected his longtime 
colleague Sam Simon to help 
Groening develop the animated 
series, and The Simpsons dynasty 
began on December 17, 1989, when 

the show's collection of memorable 
supporting characters and winking, 
multilayered nods to popular culture, 
arguably owes more to Simon and 
the original stable of writers than to 
Groening.
Yet Groening's DNA is all over the 
show, from the characters named 
after the streets of his hometown 
(Flanders, Lovejoy, etc.), to his 
selection of Danny Elfman to 
compose the iconic theme song, to 
his insistence on the cartoon adhering 
to the normal laws of physics despite 
the liberties taken with continuity.
Most importantly, The Simpsons 
retained the subversive undercurrent 
that has driven its creator since he 
was a bored grade school student. "If 
there's a message that runs through 
the show," he told The New York 

Times in 

2001, well after he had become 

his wildest dreams, "it's that 
maybe the authorities don't have 
your best interests at heart."
It’s hard to imagine just how 
unexpected the show’s 
resonance initially was for its 
creators. “It has to be timing, 

James L. Brooks, a co-
developer, along with Matt 
Groening and the late Sam 
Simon, tells me by phone. 
Brooks was already a legend 
before The Simpsons, having 
swept the Oscars with his 1983 

director of some of the best 
movies ever,” Groening describes 

he hung a comic strip from 
Groening’s syndicated Life 
in Hell. It was called 
“The Los Angeles 
Way of Death.” 
(The methods 
were, in order: 
gun, car, drug, 
sea, air, cop, 
war, failure, 
and success.) 
Brooks called 
a meeting with 
Groening, who, 
unwilling to 

"He love his family, 
but he just don't 
have the brain to 
understand that"

part with Life in Hell, created The Simpsons right 
there in the reception area, using his own family 
as models. He didn’t even change their names 
except for his own—the oldest boy on the show 
went from Matt to Bart, “which I thought was a 
funny name,” he tells me.
Homer, Marge, Bart, Lisa, and Maggie began 
life in the waning days of Ronald Reagan’s 
presidency as short segments on The Tracey 
Ullman Show, a variety series that never 
quite found an audience itself. They were 

1989, and things moved quickly from there. 
“Do you remember the movie Tootsie?” 
Brooks says. “There was a moment when 
she became a celebrity, and they show 
this montage of magazine covers? That 
actually happened to us. There was a 
magazine called Satellite Times, and they 
put us on the cover. And I put that on 
my wall. Because we were actually on 
the cover of something! And the next 

minute, the entire wall was 
covered. And then 

the show became 
whatever it was 

and is. There’s 
a moment 
that can 
happen to 
you when 



Even for a culture that’s obsessed 

w i t h  r e c y c l i n g  i n t e l l e c t u a l 

property—
we’ve seen no fewer 

than eight l ive-action movies 

starring Spider-Man in the past 

20  years—
The S impsons i s 

ubiquitous. In a bizarrely sincere 

music video for the Bad Bunny 

single “Te Deseo Lo Mejor,” the 

pop star, animated in the classic 

Simpsons style, reunites Homer 

and Marge after an argument. 

Artists mine the show for material, 

as its imagery, like Mickey Mouse 

and the McDonald’s arches, has 

become a stand-in for American 

materialism. In 2019, the designer 

NIGO sold a painting by the artist 

known as KAWS that depicts, 

rather faithfully, the cover of a 

1998 album performed by the 

show’s characters: the extended 

cast of The Simpsons posed like 

the cover of the Beatles’ Sgt. 

Pepper’s Lonely Hearts Club 

Band. (The CD was priced at 

$11.98; the KAWS painting went 

for $14.8 million at Sotheby’s.) 

And the conceptual artist Tom 

Sachs made a series of paintings 

of Krusty the Clown, the cynical, 

burnt-out host of Bart and Lisa’s 

favorite TV show, some featuring 

the hucksterish Krusty Brand Seal 

of Approval slogan that graces all 

the dubious products to which the 

clown lends his name (handguns, 

pregnancy tests, crowd-control 

barriers, et cetera): “It’s not just 

good. It’s good enough!,” which 

America might as well adopt as its 

motto.
We’re now at a point in history 

when generations of people have 

scarcely known a world without 

The Simpsons. “The f i rst  10 

seasons were a defining cultural 

phenomenon,” Sachs tells me. 

“Why was it  so important? It 

was mainstream and subversive 

at the same time. It grew out of 

punk culture and represented a 

popular mistrust of government 

and police, and the corporations 

who control them. Because it was 

animated, it got away with murder. 

It could say and show things that 

were
 to

o v
iol

en
t, 

ou
tra

ge
ou

s, 
or 

an
arc

his
tic 

for
 br

oa
dc

ast
 te

lev
isio

n. 

And
 it 

ha
pp

en
ed

 ev
ery

 w
ee

k f
or 

a 

de
ca

de
.”

At  t
he  h

e igh t  o
f  t

he  s
how’s 

po
pu

lari
ty, 

in 1
99

0, 
so

me 2
8 m

illio
n 

pe
op

le t
un

ed
 in 

ea
ch

 Sun
da

y n
igh

t. 

Sac
hs r

ec
all

s a
 m

omen
t w

hen
 

he 
rea

liz
ed

 ju
st 

how in
flu

en
tia

l 

the
 sh

ow ha
d b

ec
ome, 

ev
en

 in
 

the
 lo

ftie
st 

rea
lm

s. 
One

 ni
ght 

in 

19
94

, h
e w

as
 in

 th
e a

ud
ien

ce
 at

 

the
 N

ati
ona

l A
rts

 C
lub

, h
ous

ed
 

in 
a V

ict
oria

n G
othi

c M
an

ha
tta

n 

mans ion o
ppos i te

 G
ra

merc
y 

Park,
 w

hen R
oy L

ichtenste
in, 

the
 20

th-
-ce

ntu
ry 

pain
ter

 kn
ow

n 

for h
is 

ap
propria

tio
ns o

f c
omic 

boo
k i

mag
ery

, w
as

 aw
ard

ed
 th

e 

ins
titu

tio
n’s

 m
ed

al 
of 

ho
no

r. I
t w

as
 

a 
Sunday

 n
ight, 

an
d w

hat 
did 

Lic
hte

ns
tei

n d
o i

n h
is 

ac
ce

pta
nc

e 

sp
ee

ch
? H

e t
ha

nk
ed

 ev
ery

on
e f

or 

op
tin

g t
o m

iss
 a 

ne
w ep

iso
de o

f 

Th
e S

im
ps

on
s t

o s
up

po
rt h

im
.

Lichte
nste

in b
ro

ke d
own th

e 

barr
ier

s b
etw

ee
n h

igh an
d lo

w 

art
, h

elp
ing

 m
ak

e t
he

 m
un

da
ne

 a 

mea
nin

gfu
l s

ou
rce

 of
 in

sp
ira

tio
n—

a v
isio

n T
he

 S
im

pso
ns

 ex
ten

ded
 

beyo
nd th

e 2
0th c

entury.
 T

he 

sh
ow

 d
eb

ute
d ju

st 
as

 th
e B

erl
in 

Wall 
was 

co
ming

 do
wn, 

an
d t

od
ay,

 

33
 ye

ars
 la

ter
, it

’s s
till 

on
 th

e s
am

e 

ne
tw

ork
, a

t th
e s

am
e c

ov
ete

d t
im

e 

slo
t—

Sun
da

ys 
at 

8 p
.m

. D
ie-

ha
rd 

fan
s t

en
d t

o a
ck

no
wled

ge
 th

at 
Th

e 

Sim
pso

ns
’ f

irs
t d

ec
ad

e w
as

 its
 

cla
ssi

c e
ra,

 an
d y

et 
the

re 
is s

till 
no

 

It’s
 no

w a 
clic

hé
 to

 ob
se

rve
 th

at 

the T
he S

im
pso

ns 
accurately  ni stnemom suoirav detciderp

21st-century  h is tory,  among 

them the Greek debt crisis, the 

mint ing of a tr i l l ion-dol lar bi l l 
 e

ht 
gnir

ud 
det

alpmet
noc

 re
tal

(
Obama administration to solve 

the problem of the debt ceiling), 

and, in what could have been a 

Faustian bargain to stay on the 

air for another 20 seasons, a joke 

from season 11 about a Donald 

Trump presidency destroying the 

economy. The Simpsons at its 

best understood where the world 

was headed. There’s a season-

seven episode that I think about 

all the time, which opens with a 

bear wandering into Springfield. 

The townspeople storm Mayor 

Qu imby’s  o f f i ce ,  demand ing 

protection, so he institutes a “bear 

patrol,” which uselessly monitors 

the town in armored trucks and 

military jets. When the citizens 

discover that the mayor had to 

raise taxes to pay for this service, 

“Down w i th  taxes . ”  Qu imby 

asks an aide, “Are these morons 

getting dumber or just louder?” 

The aide checks his clipboard and 

responds, “Dumber, sir.”

All sitcoms are topical to a degree. 

Their aim has always been to 

provide a window into how a 

family or friend group lives at a 

given moment in time. But The 

Simpsons went far beyond this 

arrangement. The series seemed 

to do nothing less than create the 

world we now live in.

What is it about this show—
a 

cartoon, now entering early middle 

age, from the same network that 

gave us such world--historic turds 

as The Chevy Chase Show, Alien 

Autopsy, and Temptation Island—

that lingers in the poisoned well 

of our shared consciousness? I 

can’t remember the digits of my 

checking account, but I can recall 

various scenes from the first 12 

seasons of The Simpsons with 

a clarity that would suggest they 

were my own cherished memories. 

There’s a joke among television 

writers—
especially those working 

on animated shows—
that “The 

Simpsons already did it,” which 

has become shorthand for the 

futility of an original thought in 

a post-Homer world. In its first 

decade, The Simpsons lampooned 

nearly every facet of the end of 

the 20th century and the horrors 

it wrought, in jokes that seem 

disturbingly prescient today: from 

the misery of corporate branding 

(“We can’t afford to shop at any 

store that has a philosophy,” says 

Marge) to the folly of the justice 

system (another of Marge’s droll 

observations: “You know, the 

nearly every facet of the end of 

the 20th century and the horrors 

it wrought, in jokes that seem 

disturbingly prescient today: from 

the misery of corporate branding 

(“We can’t afford to shop at any 

store that has a philosophy,” says 

Marge) to the folly of the justice 

system (another of Marge’s droll 

observations: “You know, the 

courts might not work anymore, 

but  as long as everybody is 

videotaping everyone else, justice 

will be done”). Even the eventual 

horrors of the Fox conglomerate 

were pinpointed by The Simpsons, 

in a joke dating from when Tucker 

Carlson was writing columns for 

the Arkansas Democrat-Gazette: 

“The network s logan is t rue: 

Watch Fox and be damned for all 

eternity!”
“America has certainly turned into 

Springfield,” says Matt Selman, 

who is, along with Al Jean, the 

current showrunner. “I’m gonna 

generously say: Good people are 

easily misled. Terrifyingly easily 

misled. That’s always been in the 

DNA of the show, but now it’s 
 a 

sa
w tI
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AND e
ht 

nishow about American groupthink, 

and how Americans are tricked—

by advertising, by corporations, 

by rel igion, by al l these other 

Even 
f o r  a 

c u l t u r e 
t h a t ’ s 

o b s e s s e d 
w i t h  r e c y c l i n g 

intellectual property—
we’ve seen no fewer 

than eight l ive-act ion 
movies starring Spider-

Man in the past 20 years—
The Simpsons is ubiquitous. 

In a bizarrely sincere music 
video for the Bad Bunny single 

“Te Deseo Lo Mejor,” the pop 
star,  an imated in the c lass ic 

Simpsons style, reunites Homer 
and Marge after an argument. 

Artists mine the show for material, as 
its imagery, like Mickey Mouse and 
the McDonald’s arches, has become 

a stand-in for American materialism. 
In 2019, the designer NIGO sold a 
painting by the artist known as KAWS 
that depicts, rather faithfully, the cover 
of a 1998 album performed by the 
show’s characters: the extended cast 
of The Simpsons posed like the cover 
of the Beatles’ Sgt. Pepper’s Lonely 
Hearts Club Band. (The CD was 
priced at $11.98; the KAWS painting 
went for $14.8 million at Sotheby’s.) 
And the conceptual artist Tom Sachs 
made a series of paintings of Krusty 
the Clown, the cynical, burnt-out 
host of Bart and Lisa’s favorite 
TV show, some featuring the 
hucksterish Krusty Brand Seal 
of Approval slogan that graces 

al l  the dubious products 
to which the clown lends 

h i s  name (handguns , 
pregnancy tests, crowd-

control  barr iers,  et 
cetera): “It’s not just 

good. I t ’s good 
enough!,” which 

A m e r i c a 
might  as 

w e l l 

adopt 
as its motto.

We’re now at a point in 
history when generations of people 

have scarcely known a world without 
The Simpsons. “The first 10 seasons 

Sachs te l ls  me.  “Why was i t  so 
important? It was mainstream and 
subversive at the same time. It grew 
out of punk culture and represented 
a popular mistrust of government 
and police, and the corporations 
who control them. Because it was 
animated, it got away with murder. It 
could say and show things that were 
too violent, outrageous, or anarchistic 
for  broadcast  te lev is ion.  And i t 
happened every week for a decade.”
At the height of the show’s popularity, 
in 1990, some 28 million people tuned 
in each Sunday night. Sachs recalls 
a moment when he realized just how 
influential the show had become, 
even in the loftiest realms. One night 
in 1994, he was in the audience at 
the National Arts Club, housed in a 
Victorian Gothic Manhattan mansion 
oppos i te  Gramercy  Park ,  when 
Roy Lichtenstein, the 20th--century 
painter known for his appropriations 
of comic book imagery, was awarded 
the institution’s medal of honor. It 
was a Sunday night, and what did 
Lichtenstein do in his acceptance 
speech? He thanked everyone for 
opting to miss a new episode of The 
Simpsons to support him.
Lichtenstein broke down the barriers 
between high and low art, helping 
make the mundane a meaningful 
source of inspiration—a vision The 
Simpsons extended beyond the 20th 
century. The show debuted just as the 
Berlin Wall was coming down, and 
today, 33 years later, it’s still on the 
same network, at the same coveted 
time slot—Sundays at 8 p.m. Die-hard 
fans tend to acknowledge that The 

era, and yet there is still no limit to the 

It’s now a cliché to observe that the 
The Simpsons accurately predicted 
various moments in 21st-century 
history, among them the Greek debt 
crisis, the minting of a trillion-dollar bill 
(later contemplated during the Obama 
administration to solve the problem of 

the debt ceiling), and, in what could 
have been a Faustian bargain 

to stay on the air for 
a n o t h e r 

2 0 
seasons ,  a  j oke 
f rom season  11  abou t 
a  Dona ld  Trump pres idency 
d e s t ro y i n g  t h e  e c o n o m y.  T h e 
Simpsons at its best understood 
where the world was headed. There’s 
a season-seven episode that I think 
about all the time, which opens with a 
bear wandering into Springfield. The 
townspeople storm Mayor Quimby’s 
off ice, demanding protection, so 
he institutes a “bear patrol,” which 
uselessly monitors the town in armored 
trucks and military jets. When the 
citizens discover that the mayor had to 
raise taxes to pay for this service, they 
return to his office, chanting, “Down 
with taxes.” Quimby asks an aide, “Are 
these morons getting dumber or just 
louder?” The aide checks his clipboard 
and responds, “Dumber, sir.”
All sitcoms are topical to a degree. 
Their aim has always been to provide 
a window into how a family or friend 
group lives at a given moment in time. 
But The Simpsons went far beyond 
this arrangement. The series seemed 
to do nothing less than create the 
world we now live in.
What is it about this show—a cartoon, 
now entering early middle age, from 
the same network that  gave us 
such world--historic turds as The 
Chevy Chase Show, Alien Autopsy, 
and Temptation Island—that lingers 
in the poisoned well of our shared 
consciousness? I can’t remember the 
digits of my checking account, but I 

12 seasons of The Simpsons with a 
clarity that would suggest they were 
my own cherished memories. There’s 
a joke among television writers—
especially those working on animated 
shows—that “The Simpsons already 
did it,” which has become shorthand 
for the futility of an original thought in a 

The Simpsons lampooned nearly 
every facet of the end of the 20th 
century and the horrors it wrought, in 
jokes that seem disturbingly prescient 
today: from the misery of corporate 

any store that has a philosophy,” says 
Marge) to the folly of the justice system 
(another of Marge’s droll observations: 
“You know, the courts might not work 
anymore, but as long as everybody 
is videotaping everyone else, 
justice will be done”). 
Even the 

eventual 
h o r r o r s 
o f  t h e  F o x 
cong lomerate 
were pinpointed 
by The Simpsons, 
in a joke dating from 
when Tucker Carlson 
was writing columns for 
the Arkansas Democrat-
Gazette: “The network slogan 
is true: Watch Fox and be 
damned for all eternity!”
“America has certainly turned 
in to  Spr ing f ie ld , ”  says  Mat t 
Selman, who is, along with Al 
Jean, the current showrunner. 
“I’m gonna generously say: Good 
people are easily misled. Terrifyingly 
easily misled. That’s always been in 
the DNA of the show, but now it’s in 
the DNA of America. It was a show 
about American groupthink, and how 
Americans are tricked—by advertising, 
by corporations, by religion, by all 
these other institutions that don’t have 
the best interests of people at heart.”
I t ’s  h a rd  t o  i m a g i n e  j u s t  h o w 
unexpected the show’s resonance 
init ia l ly was for i ts creators. “ I t 
has to be timing, right?” a slightly 

developer, along with Matt Groening 
and the late Sam Simon, tells me 
by phone. Brooks was already a 
legend before The Simpsons, 
hav ing  swept  the  Oscars 
with his 1983 film Terms of 
Endearment. (“The director 
of some of the best movies 
ever,” Groening describes 
B r o o k s  t o  m e . )  I n 
Brooks’s off ice, he 
hung a comic strip 
from Groening’s 
syndicated Life 
in Hell. It was 
c a l l e d 
“ T h e 
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