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International Journal for the History of Early Comics and Sequential Art

elcome back to SIGNSs. This second issue is coming out after a quite long hiatus, since the journal
debut in 2007. In the meantime we have published two supplements: the first one (#1/01 2008)

was devoted to an Inventory of the plates of the Maison Quantin’s “Imagerie Artistique”,
one of the main producer of images d’Epinal; the second supplement (#2/01 2010) hosted an essay by Thierry
Smolderen, a Chapter on methodology related to his book Naissances de la bande dessinée, tracing some of the

main theoretical and methodological issues emerged from his research on early comics, from Hogarth to McCay.

Since the birth of this journal, many changes have occurred to the field of Comics Studies. Some new academic
periodicals have appeared, such as European Comic Art Journal (2008), Journal of Graphic Novels and
Comics (2010), Studies in Comics (2010) and online journals such as Comicalités (2010) or The Comics Grid
(2011). More specifically, publications and essays devoted to early comics—or to what others call “Platinum Age”,
from the birth of the Print Age to the 1930s—have flourished, helping to put into the limelight some relevant
moments and elements of the distant past of the medium.

The path traveled by SIGNs, a journey on the rediscovery of the historical roots of Comics Culture, is increasingly
practiced in Comics Studies, and in the last few years we have welcomed some remarkable works in the field such
as David Kunzle’s monumental biography of Rodolphe Topffer (2007), Thierry Smolderen’s Naissances de la
bande dessinée (2009) or Mark Mc Kinney’s The Colonial Heritage of French Comics (2011). These essays
have been accompanied by many reprint projects such as Thierry Groensteen’s retrospective on Alain Saint-Ogan
(2007), Fabio Gadducci’s and Matteo Stefanelli’s anthology of Antonio Rubino (2009), or Peter Maresca’s selection
of early XXth century Sunday comics (Forgotten Fantasy 2011). We believe that this historiographic trend — as
both a cause and an effect of the ongoing redefinition of Comics Culture identity in the Digital Age—will keep going
in the forthcoming decade, allowing scholars to improve their research questions: turning points and underlying
paths; archeological and theoretical issues; modern and pre-modern viewpoints and paradigms. “Here we are. ..
again”, to help our tiny community to keep writing (and re-writing) a more detailed, un-stereotyped, and possibly

useful history of comics.



Due to its inevitably ambiguous identity, as a scholarly journal devoted to an object of study whose knowledge
is shared between academics and “connoisseurs”, SIGNs has suffered a lack of organizational support. We believe
this is not necessarily a limit: as a labour of love, we still think that a similar forum may be instrumental for
investigating—removed from any “publish or perish” pressures—all the different facets of the early history of the
medium. Indeed, the contents of the current issue display the wide range of topics that need to be covered. From
the imagery of colonial broadsheets to the beginnings of a modern editorial industry in XIX™ century Serbia, from
the topic of travel in early French comics to a revisitation of Topffer’s role, the thematical and geographical span
that is offered here indicates the richness of this field. It is a variety that still differentiates, we believe, our journal

in the current editorial landscape.

There is a lot of work ahead, both documental and theoretical, in the area of Early Comics Studies, in order
to re-frame a common ground of historical data, for the increasingly comparative needs of the international
community of scholars. We hope that SIGNs will continue to help in reaching these goals, serving our community

and inspiring new researchers and lovers of comics as well.



Not just Black and White.

Divergent Colonial Period Representations of Africans
in French and Belgian Broadsheets (1880-1914)

by: Pascal LEFEVRE

Sint-Lukas Brussels University College of Art and Design & K.U. Leuven

he end of the nineteenth century saw the emer-

gence of New Imperialism: various European

countries and the U.S.A. conquered consider-
able territories worldwide for exploitation (BULLIET et
al. 2005: 750). The popular culture of this period has
often been described as a propaganda tool fostering a
biased vision towards Africa and its inhabitants: uncivi-
lized savages in need of European help (see, among oth-
ers, SCHNEIDER 1982, MACKENZIE 1984, BRANTLINGER 1985,
NEDERVEEN PIETERSE 1990, CASTLE 1996). A Belgian exam-
ple of this imperialistic vision is a Dessain broadsheet'
circa 1910, #27 of a series called Histoire de Belgique
(published for the catholic group Loeuvre du catéchisme
en exemple du Pére Vincent), which glorifies the work
of King Léopold II and his subjects in the Congo. The

following is a translated excerpt from this popular print
“There is an episode of the reign of Leopold II which is
already history: it is the creation of the Belgian Congo.
Fifty years ago the center of Africa was populated by
savage negroes who ate human flesh. Today, civilization
begins to rule there: the cross shines at the top of build-
ings, and the blue flag with the golden star* waves over

! Broadsheets were known in various countries under differ-
ent names: in French they were called ‘imageries populaires’,
‘feuilles volantes’, ‘images d’enfants’ or ‘images d’Epinal’; in
Dutch ‘volksprenten’, ‘kinderprenten’, ‘centsprenten’ or ‘man-
nekensbladen’; in German ‘Bilderbogen’.

2 TLe. the flag of the colony, different from the Belgian one.

a land that is more than goo leagues long. This rapid
transformation is largely the work of our country, its sov-
ereign and its missionaries. In 1878, after the discoveries
of Stanley, the king founded the International Associa-
tion of the Upper Congo. In 1885, the Berlin congress es-
tablished Congo as an independent nation and conferred
sovereignty over it to Leopold II. The king, with the help
of cardinal Lavignerie, strove to repress the cruel Negro
slave trade of the Arabs. Within a few years, the Congo
was freed of these hunters of humans. It was a handsome
triumph, the honor for which is mainly due to baron
Dhanis, who defeated the Arabs in several encounters.”™

The French original reads: “Il est un épisode du regne de
Léopold II qui appartient déja a I’histoire: c’est la création du
Congo Belge. Il y a 50 ans le centre de I'Afrique était habité
par des negres sauvages qui se nourrissaient de chair humaine:
aujourd hui, la civilisation commence a y régner: la croix brille
au sommet des édifices, et le drapeau bleu a I’étoile d’or flotte
sur une contrée de plus de goo lieues de longueur. Cette trans-
formation rapide est en grande partie I'ceuvre de notre pays,
de son souverain, de ses missionnaires. Le roi fonda en 1878,
apres les découvertes de Stanley, I’Association internationale
du Haut-Congo. En 1885, par le congrés de Berlin le Congo fut
érigé en Etat indépendant et la souveraineté en fut donnée a
Léopold II. Le roi s'employa, avec l'aide du cardinal Lavignerie,
alarépression de la traite des negres, cruellement pratiquée par
les Arabes. En quelques années, le Congo était délivré de ces
chasseurs d’hommes. Ce fut un beau triomphe dont I’honneur
en revient surtout au baron Dhanis qui battit les Arabes en de
nombreuses rencontres.”

[
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Afirst version of this text

was presented at the
IAMHIST-conference Amsterdam 19
July 2007,

| described the representation of
Congo in Francophone Belgian
comics of the 20" century in (Lerevae
2008).
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Figure .

Camileff, Civilisons Afrique
[Let's civilize Africa],
in'lmage pour Rire 1893.

CIVILISONS L’AFRIQUE!
(suite)

This fragment thus conforms to the descriptions
in the dominant writings on the colonial imagina-
tion of the early XX century (including the scholar-
ship of ScHNEDER 1982, MACKENZIE 1984, BOIME 1990,
NEDERVEEN PIETERSE 1990, and CASTLE 1996). However, in
reality the historical situation turns out to be far more
complex and ambiguous. While browsing through The
House of Alijn collection of French and Belgian broad-
sheets, I noticed several examples showing a different
variety of black characters and telling different stories.
This discovery became the impetus for me to begin
studying in more detail the representations of the in-
habitants of Africa in the popular prints of France and
Belgium. This is because at the end of the 19" century
both of these countries were colonising vast territories
in Africa* and at the same time they were also impor-

4

Until 1908 the Belgian king Léopold II held a position as sole
ruler over the so-called Congo Free State, afterwards the state
of Belgium took over the colony.

tant producers and consumers of colourful broadsheets.
I am very grateful to The House of Alijn in Ghent and
Sint-Lukas Brussels University College of Art and De-
sign for their generous support of this research.

l. A popular medium for the masses
Though most French and Belgian broadsheet publish-
ers had no direct link®> with the government or enter-
prises involved in the colonization, it may be still inter-
esting to consider how their publications represented
black Africans in those colonial times. Like other
media, prints offer a selective and subjective view of
their time, because they are themselves the product of
a complex culture AND aimed at a specific, contem-
porary audience. Moreover, one should also take into
account the active participation of their audience in
the making of their meaning (McQUAIL 1994: 256), an
aspect which is often forgotten or denied in studies of
colonial representation.

Previous studies of drawn images of Africans in
European popular culture offer, in fact, contrasting re-
sults. For instance, Jan Nederveen Pieterse in White on
Black (1990) claims that the image of Africa seemed the
negative obverse of white cultural identities and that
the Western popular culture positioned blacks in a sub-
ordinate role. The British art historian David Kunzle
(1990: 298-307) in his study of French popular journals,
on the contrary, suggests that the political philosophy
of the lower middle classes was far from one of uni-
formly simpleminded jingoism: “Morally and politically,
the strips offer a very mixed, often skeptical view of impe-
rialism, which corresponds to the broad spectrum of and

> Except for the Belgian publisher Dessain who published circa

1910 for Lceuvre du catéchisme en exemple du Pére Vincent (of
the Salesian order) the didactic print n° 27, referred to above,
in the series Histoire de Belgique. The Salesians of Don Bosco
became active in Congo in 1911 after an invitation by the Bel-
gian Foreign Minister. It is not sure that the print was distri-
buted before the sending of salesians to the Congo.



Gebruik makende van deze gunstig digheid, zwelgt de slang om 200 te:zeggen, in een
slok den slapenden hond binnen.

Le serpent pour assouvir sa faim, profitant du sommeil du chien Y'avale pour ainsi dire d’'un coup. .

De reiziger door het hevig trekken van de slang an de koord, die vastgemaakt is aan den hals-
band van den hond, wordt wakker geschud.

L’explorateur est éveillé par les secousses qu'il rgoit. Le serpent en effet veut se defaire de la
corde qui était attachée au collier du chien.

Verschrikt springt hij op en sleurt de slang door bosschen en vlakten naar zijn kamp.
L'explorateur affrayé se leva en sursaut, et:traina le serpent a travers les monts et les plaines pour
gagner son cnmpemem.

Alle rechten voorbehouden. TURNHOUT . — NAAMLOOZE VENNOOTSCHAP BREPOLS. Tous droits réservés.

confusion of opinion among the lower classes generally.”
Kunzle mentions, amongst others, a satirical strip con-
demning imperialism: Camileff’s Civilisons IAfrique
[Let’s civilize Africa] [Figure 1] published in 1893 in the
French comic journal LImage pour Rire. Furthermore,
at the turn-of-the-century, views on colonisation varied
considerably, something which is rarely acknowledged
in studies of colonial representation.

This study will focus on popular prints because,
by and large, art historians have neglected to study
this terrain.® Even among outstanding comics histori-

6 Rather than art historians or comics historians, it has been

mostly folklore researchers (as VANSUMMEREN 1996), fans and
collectors of broadsheets who have studied these publications.
But even amongst these numerous publications, industrial

Maar hoe stond hij verwonderd, als hij zag dat de slang eene krokodil was geworden ! De pooten
van den hond waren door den buik der slang gedrongen door het geweldig sleuren. v

Quelle fut sa surprise de voir au lieu d'un serpent tine crocodile car les pattes du chien avaient
traversé le ventre du serpent en frottant la terre.

ans such as Groensteen (2000: 18) and Kunzle (1990:
2) these broadsheets are considered of lesser artistic
importance than comics in magazines. We believe in-
stead that to discount such a large body of work inevi-
tably implies a partial view of the history of the com-
ics’ medium.

While the bulk of popular prints are seen as less ‘ar-
tistic’ and more static than the black and white comic
strips in the illustrated magazines, the broadsheets, by
contrast, usually appeared in full colour. Sometimes the
same artists worked for both media (SAUSVERD 2007: 21-
22). Furthermore, by buying these sheets young read-

prints have been considered of less importance than the older
wood- or copper prints (e.g. DE MEYER 1962: 16).

[
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Figure 2

Anon., Eene gedaanteverandering /
Une métamorphose
[Ametamorphosis], Turnhout;

Brepols n® 283,

probably first published about 1908
(Vansummeren 1996: 119).
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ers would have become accustomed to reading visual
sequences on paper—that is, accustomed to reading
comics.” Indeed, these industrial prints might even
have inspired later artists of the modern comic strip:
for instance the famous gag sequence (a snake swal-
lows a dog, Bobbie, but its feet perforate the belly of the
snake) from Tintin au Congo (1930) had an antecedent
some twenty years earlier in a bilingual Brepols print
Eene gedaanteverandering / Une métamorphose [Figure Z].
As the first large-scale mass-produced and eye-
catching multicoloured images made for a broad public,
broadsheets can without doubt serve as an interesting
source for historical research. To grasp the importance
of popular prints at the end of the 19™ century, one can
make, to a certain extent, an analogy with television to-
day. Like the many television companies nowadays, the
various publishers of broadsheets fought a fierce battle
amongst themselves vying for consumers (D MEYER
1962, LERCH 1992, VANSUMMEREN 1996, DUVIGNEAU 1999,
KoHLMANN 1999, GEORGE 2005). Companies that did
not invest in new technology and creativity lost mar-
ket share or went bankrupt. Popular collaborators were
lured away and popular formats were copied by com-
petitors. Like today where the same television formats
(reality shows, quizzes, and others) pop up in various
countries, at the time, publishers produced the same

7 The prints made children dream, as the French writer and

Nobel Prize winner Anatole France (1844-1924) testifies:
“Les papetiers qui étaient a la devanture de leur boutique des
images d’Epinal furent d’abord mes préférés. Que de fois, le
nez collé contre la vitre, jai lu d’un bout a l'autre la légende
de ces petits drames figurés. J'en connus beaucoup en peu
de temps, il y en avait de fantastiques qui faisaient travailler
mon imagination et développaient en moi cette faculté sans
laquelle on ne trouve rien, méme en matiére d’expériences et
dans le domaine des sciences exactes. Il y en avait qui, repré-
sentant les existences sous une forme naive et saisissante, me
firent regarder pour la premiére fois la chose la plus terrible ou
pour mieux dire la seule chose terrible, la destinée. Enfin je
dois beaucoup aux images d’Epinal.” (PERROUT 1985: 244)

types of broadsheets (among these were types such as,
soldiers, fairy tales, and riddles prints).

Broadsheets offered a broad spectrum of content
ranging from entertainment (humour, suspense, fan-
tasy) to news, education, religion and propaganda,
but in the first decades of the 20" century other me-
dia took over these functions and the prints gradually
lost their appeal. Broadsheets in their heyday were not
only sold by shopkeepers in the cities, but also by itin-
erant vendors who flooded out into the countryside. In
contrast to earlier broadsheets or the new illustrated
magazines, which were first and foremost targeted at
adults, the popular prints of the late 19" century were
aimed primarily at children. Gradually, didactic aims
gave in to more entertaining purposes: by the turn-of-
the-century growing numbers of humorous prints were
being produced. Most prints were about 40 cm high
and 30 cm wide, but other formats were also produced.
They contained coloured images with text under the
panels. Each sheet could tell a complete story or pres-
ent illustrations about a certain theme.

The elevated circulation figures of such prints in-
dicate that they reached a broad public, many times
larger than, for instance the satirical press. No wonder
they had some considerable cultural, political and eco-
nomical influence (GEORGE 2005: 108-112).

ll. Case study of the Alijn collection

For this study, the recently inventoried collection of
The House of Alijn, the folklore museum of the City
of Ghent (Belgium), was scrutinized: this collection
contains 2977 prints (most of them produced between
1880 and 1920), 80% of the collection coming from the
North East of France and the rest from Belgium.® With
1648 sheets from Pellerin and Pinot, the collection of

8 In 2006, I collaborated with Nele Van Uytsel and Greet Van-
derhaegen in the inventorization of the popular prints of The
House of Alijn.



The House of Alijn houses almost one fifth of the Epi-
nal production of that period.’

What is more, the Alijn collection also contains con-
siderable quantities of the prints produced by the most
important Belgian publishers: one third of all the one
third of all the Gordinne and Brepols titles. Hence, sta-
tistically, the Alijn collection is large enough to give a fair
idea of the entire scope of production in Epinal and Bel-
gium. While it is quite easy to identify the publishers of
these prints, other features such as dates and the names
of authors remain problematic. Most prints are undat-
ed" and unsigned: usually only the publisher’s name is
mentioned on the sheets. The Pellerin catalogues, con-
sulted in the Archives départementales des Vosges in Epi-
nal, helped to determine the time span in which these
prints were published. However, knowing details about
the creators is a near-impossible task as, even when the
names of the authors can be retrieved, biographical in-
formation tends to be scarce or completely lacking."

Consequently, itis not possible to know the intentions
behind a particular print. Nevertheless, it is certain that
broadsheets were produced by private enterprises with
money-making aims: they had to produce commodities
that were sufficiently attractive to consumers. Popular
prints were without a doubt marketed to a broad pub-
lic. On examination of these prints, it seems that the
audiences of a century ago also liked many things that
were inconsistent with, and/or non-reflective of, reality
(ScHNEIDER 1982: 203). Since mass media are generally

The North East of France (with publishers such as Pellerin and
Pinot in Epinal, and Vagné in Pont-2-Mousson) was the most
important producer of French broadsheets of the late 19™ cen-
tury. In Epinal alone, some 8691 different titles were produced
between 1820 and 1923 (GARNIER-PELLE & PREAUD 1901: 12).
The precise date of creation would be, of course, interesting to
know, but, more importantly, popular prints were republished
several times, which means that they were not quickly outda-
ted and were sold for several years or even decades.

One source of biographical information is SoLo (2004).

La tribu des Beni-Bouf-Blanblan, se trouvait dans ; le
marasme : depuis huit jours, pas un seul blanc & se mettre
sous la dent!.. Tout-a-coup le fils du roi accourt annoncer
a son pere qu'il vient d’en apercevoir un...

oriented to the interests of their audiences as ‘consum-

ers’ of information and entertainment, this reality dis-

tortion is evident (McQUAIL 1994: 257).

A first striking observation is that Africa, or its colo-
nisation, was not, in quantitative terms, a dominant
theme." Of the 2977 prints of the Alijn collection, only
a very limited number (less than 5%) of broadsheets
depict black people. Moreover, only a small number
of those broadsheets show explicit colonial preoccupa-
tions: there are very few representations of missionaries
or settlers.”” From the end of the 19" century and into
the early 20™ century, Africa is mostly used as a back-
drop for adventure or humour. I will therefore consider
here ‘colonial preoccupations’ in a quite broad sense.
This relatively minor interest in Africa by these popular
prints differs greatly from the considerable coverage of
Africa in the French press (SCHNEIDER 1982: 38).

> The quantity of broadsheets with black characters is for in-

stance comparable to that of broadsheets with lyrics or religi-
ous themes.

Missionaries or settlers would become more prominent from
the 1930s on in the Belgian comics (Lefévre 2008).

[
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Figure3.

Augé,

De l'ascendant de la peinture
[About the coming of painting],
Epinal: Pellerin, Imagerie d' Epinal
n 4030,

probably first published
between 1900 and 1910.

Note the name of the tribe,
‘Beni BoufBlan Blan’

[Blessed Food White White].
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Figure 4.

Anon., Un duel au Congo
[Aduelin Congo].

Epinal: Pellerin,

Imagerie d Epinal n° 395,
probably first published
between 1888 and 1910.

Figure5.

Raoul Thomen,

Marius aviateur
[Marius the pilot],
Epinal: Pellerin,

Imagerie d'Epinal n 2611,
probably first published
between 1890 and 1910.

Figure.

Anon,,

Histoire vraie sur le Dahomey
[Atrue story of Dahomey],
Epinal: Pellerin, Imagerie
dEpinal n0 402,

probably first published
between 1888 and 1910.

Various broadsheets of the Alijn sample confirmed
more or less the categories of Nederveen Pieterse
(1990): blacks as servants," as punishers," as comical
cannibals [Figure 3], as ridiculous characters [Figure 4], as
fairground attractions,' and as slaves of Arabs."” The
Dutch researcher asserts that such representations say
more about the whites producing such images than
about the blacks themselves. This might be largely
true, but in some cases, those representations do refer
to historical facts: for instance, the Arabian slave trade
of Africans is no myth but an historical fact; just as
there was also a slave trade by Europeans and Ameri-
cans, and even slavery among Africans (FoMIN 2005).
To fight the Arabian slave trade was, however, an ideal
excuse for Western powers to move into Africa at the
end of the 19™ century. Most of these classic represen-
tations of the late 19" century would survive for de-
cades, well into the 20" century, in the popular culture
of Europe and North America.'®

" One example is La mésaventure de Mr Prunaut, Liége: Gordinne

n° 102 (probably first published between 1894 and 1920).

See Le roi de la lune, Epinal: Pellerin, Imagerie d’Epinal n° 932
(probably first published between 1880 and 1887) or De prinses
Christina, Liége: Gordinne n° 385 (probably first published be-
tween 1894 and 1920).

See Jules Hénault, Jour de féte, Epinal: Pellerin, Imagerie
d’Epinal n° 364 (probably first published between 1888 and
1910) and De klimmast, Liége: Gordinne n° 395 (probably first
published between 1894 and 1920).

An example being the above mentioned Histoire de Belgique
n° 27, Liege: Hubert Dessain & Lceuvre du cathéchisme en
exemple du Pére Vincent, Salésien (probably first published
between 1900 and 1914).

For instance, in 2007 there was a row in the UK about the Eng-
lish edition of Tintin au Congo. The Commission for Racial
Equality claimed that this album contained potentially highly
offensive material. The comic dates originally from 1930 but
in 1946 Hergé redrew this story, and it is this redrawn version
that was criticized. It is interesting to see that Hergé used the
same stereotypes as some artists decades earlier: for instance,
the stereotype of the black who wants to dress up as a white,
but this results in a ridiculous effect.




IMAGERIE PELLERIN

UNE FARCE REVELATRICE

. Parmi les éléphants, ceci I; donne d C’E’MILE : A ND L|h'A£‘[0F

1 On fait aussi des neends pour aider la mémoire : RIE D'EPINAL, N° 4176

]|
S

Voyant un éléphant qui dort,
La trompe en boucle disposée,
Petit noir & min: isée
Se dit qu’il serait vraiment forl,
Profitant de la circonstance,
De faire de la boucle un neeud
Sans éveiller le paresseux.

Tentant le coup avec prudence,
Bel et bien il le réussit.

Alors tout guilleret : « Voici,

il, le mowment de rire,

s maintenant, pour souffler
i Par ta trompe, ainsi qu'aspirer,
= N Macache bono, mon gros sire!»

&
21N

I
Espoir décu, car I'éléphant,
1, en s'apercevant
a trompe ainsi nouée,
rait pas du tout faché;
11 a surtout l'air de chercher
A retrouver chose oubliée.

G 'L(F
I(”

o

Et petit noir qui le comprend,
Constate avec étonnement
Que le gros pére se demande,
Croyant bien le nceud de son fait,
Pour quel souvenir il a fait!...
Si ce nest pas une légende,
Cette farce sans précédent

Révele 4lascience un point trés important.

A drawing does not only depict something, but it
gives also a visual interpretation of the world (LEFEVRE
2007: 8). Consequently, figures can be drawn in great
variety of ways. The representations in the samples
surveyed are indeed quite varied: they range from the
heavily caricatured to the only slightly deformed [Figure
&b]. Simian-looking blacks, as Kunzle (1998) pointed
out in his study of late 19" century American comic
strips, form rather a small minority. Since the inten-
tions of the creators and the reactions of the public
of the time remain uncertain, judging the racist por-
tion of a drawing remains a difficult interpretative act.
Moreover, all these images cannot be viewed from the
same perspective because some stories were clearly
not meant to be taken seriously, while others, like di-
dactic prints, were. Humorous stories imply almost by
nature caricatural representations, not only of blacks

but also of whites—something that is often overlooked
in most content analyses. While Nederveen Pieterse
(1990) interprets almost all the images in his study as
condescending towards blacks, the Alijn sample seems
to offer, on the contrary, various counter examples; the
prints also figure blacks as inventive, clever, trustful
persons, sometimes even morally and intellectually su-
perior to a white character. Furthermore, some sheets
explicitly promote the brotherhood between blacks and
whites or an intercultural blending. The most striking
examples of these will be analysed below. They come
from two publishers: the major French publisher Pel-
lerin in Epinal, and the modest Belgian publisher
Gordinne in Liege."

¥ Note that, compared to the enormous production of Pellerin

(almost 9,000 titles), the production by Gordinne was rela-
tively constrained (about 750 titles).
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Figure .

Galco,

Une farce révélatrice
[Arevealing farce],
Epinal: Pellerin, Imagerie
o Epinal n° 4176,
probably first published
between 1900 and 1910.
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Figure 8.

Anon., Le petit Pierre [Little
Pierre],

Epinal: Pellerin, Imagerie

d Epinal n0 1145,

probably first published
between 1880 and 1900.

lll. Blacks as positive characters

A small group of broadsheets uses an all black cast: while
some of these prints feature depictions of ridiculed or
cruel Africans, other stories present blacks as ‘normal’
characters—quite comparable to white characters.
For instance, in Une farce révélatrice [A revealing joke]
[Figure 7] by Galco a black boy plays a trick on a sleeping
elephant by tying a knot in its trunk: the point is that
the awakened elephant then tries to remember what
he seems to have for-
gotten. There seems
to be nothing con-
descending in this
representation of the
African boy, he is just
a little rascal like his

fictional ~ European

and American broth-
ers (such as Max und

Moritz or the Katzen-

Mais quand la dame lui eut dit que
son visage deviendrail aussi noir que le
sien, le pelit Pierre refusa ¢nergiquement.

jammer Kids); mis-
children
have been a typical genre of the comic strip for more

chievous

than 150 years.

Most broadsheets with black characters also figure
some whites. Often there is some form of confronta-
tion occurring between the two colours, as in the Pel-
lerin print Le petit Pierre [Little Pierre] [Figure 8]. The
black character in this print is, quite surprisingly,® a
fairy who discloses herself to a white boy; he at first
refuses her proposal to exchange roles because he does
not want to become black and ugly, but in the end he

% This is the only black fairy in our corpus of prints; moreover

comparable coloured fairies appear to be absent from the fairy
tales of the period. The artists of these prints did not adhere to
the stock characters, scenes or actions of fairy tale texts, and
were seemingly free to vary themes and/or chose quite new
approaches.
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repents and comes to an understanding that it is better
to be good but ugly rather than bad but attractive. The
prejudice held by the white boy may be an indication
of a more or less widespread prejudice of the time. The
moral of the story, however, seems quite ambivalent:
while the link between blackness and ugliness is not
really challenged, the story presents a black fairy as a
forgiving and good character who educates a misguid-

ed white character.

In Histoire du petit
négre Moricot [His-
tory of little negro
Moricot] [Figure 9] an
African boy is kid-
napped and brutally
abused by Arabian
slave traders, but he
escapes and becomes
the friend of a white

= :
C’est qu'on avail dit bien gouvent 3 petit Captaln‘ Amongst

Pierre qu'il avait une jolie petite figure.
et il me voulait pas devenir aussi laid. other deeds’ the
brave boy rescues

his captain from a snake. In gratitude, the captain be-
queaths his wealthy estate to his dear black friend, who
then becomes a rich and respected plantation owner.
One could interpret this story also as a form of white
imperialism, because the Europeans serve at first as
liberators of blacks enslaved by Arabs, and because
the white captain educates the black boy. However,
in the end, the ‘evolved’ African becomes his rightful
heir. The name of the black boy ‘Moricot’ sound like
the French term ‘moricaud’ which refers to a person of
colour. Despite its title, the character’s name and some
of the classic stereotypes used, the narrative presents
a brave and trustful black friend, who can become the
equal of a rich white person. Such a statement regard-
ing black Africans seems rather unusual in the popular



Sentant que sa mort était proche,
le capitaine appela un notaire et
par testament laissa foute sa fortune
a Moricot.

culture of this period: for example, Castle (1996) in her
study of British history textbooks and children’s peri-
odicals does not mention any such potentially positive
portrayals, nor does Nederveen Pieterse (1990) in his
study, though Schneider (1982: 120) has identified one
remarkably dignified portrait of an African ambassa-
dor in Petit Journal of 1893.

Another interesting example in the broadsheet col-
lection, Petit noir et petit blanc [Little black and little
white (boy)] [Figure10], figures a black and a white boy who
were both nurtured by the same woman. The opening

11

Aujourd’hui notre petit négre est
devenu un riche planteur. Ses ser-
viteurs l'aiment profondément car
il est pour eux un malitre bon, juste
et charitable.. -

lines are as follows: “Anatole, the son of a rich plantation
owner, elevated by the European prejudices, disdained co-
loured people.” In spite of his disdain for blacks the white
boy makes an exception in the case of his black friend
whom he likes very much. One day the black boy asks
Anatole why he looks down on black people. The white
boy responds: “Because we are more intelligent than them”.
In the following panels the two boys are confronted with
various life threatening situations: each time the white
boy is scared to death and not resourceful, whereas the
black boy always comes up with an effective solution.

[
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Figure .

Anon., Histoire du petit
négre Moricot

[History of little negro
Moricot], Epinal: Pellerin,
Imagerie dEpinal n° 607,
probably first published
between 1888 and 1910.
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Figure 10.

Anon,,

Petit noir et petit blanc
[Little black and little white
(boy)), Epinal: Pellerin, Imagerie
o' Epinal n° 857

probably first published
between 1880 and 1897.

Joachim fit cacher sen camarade,
puis , s’emparant d’'un morceau de bois,
il s'avanca hardiment vers le monstre
qui voulait le dévorer.

The black boy clearly knows how to survive in that Afri-
can context of wild animals and extreme weather condi-
tions.” In the end, the pretentious white boy has learned
his lesson: he thanks his black friend by acknowledging
that his coloured friend is braver and more intelligent
than he, and by telling him that from now on he consid-
ers him as an equal. While it is not stated explicitly, it

21

Also Castle (1996: 86), in her study of British juvenile press,
noted positive descriptions of the strength, agility or ‘native
skills” of Africans, skills which would prove invaluable for
jobs unsuited to the white settlers, and essential in maintain-
ing services for white emigrants and travellers. On the other
hand, she asserts that this placed Africans closer to animals
than to the ‘advanced’ races (Castle 1996: 92).

12

Au moment ou l'animal ouvrait son
horrible gueule , le petit négre lui planta
son pieu entre les méichoires; la béte resta
geule béante.

may be understood that the white boy will change his
attitude not only towards this one black boy, but also to-
wards all blacks. This comic takes a clear stand from the
very first sentence onward, noting the evil roots being
in the education of the white boy with European preju-
dices. One might counter this interpretation by high-
lighting a text fragment that states that the black boy
“as quickly as a monkey climbs a rock”. Linking blacks to
apes is of course a classic racist stereotype,” but in this
particular narrative context it is rather meant as a posi-

22 Nevertheless, sometimes apes are also considered as model

animals, see for instance the animated Momotaro-propagan-
da films (1943-1945) for the Japanese army (ANTONI 1991: 166).



tive and remarkable quality than as a negative or conde-
scending one. Another broadsheet, La légende flamande
de l'alliance du Café et de la Chicorée [The Flemish legend
of the marriage between Coffee and Chicoree], [Figure I1]
uses human figures as representations of various con-
sumable plant types: a white girl, Chicoree, gets married
to a black man, Coffee. This marriage is presented as an
ideal marriage because, “Coffee is a brute which needs to
be seduced by a nice bit of Chicoree.” So, on the one hand
there is the classical stereotype of an uncivilized bru-
tal black, but on the other hand this story claims that
a blending of flavours—visualised as the marital union
of a white girl and a black man—is an ideal solution.
Interracial marriages were at the time still uncommon.
Indeed, even after the abolition of slavery in US, various
states voted in anti-miscegenation laws (some of which

Six semaines aprés, la noce eut lieu : fous les épiciers
en étaient et le public y applaudissait. On se disait que
jamais union n’avait été mieux assortie, car le Café est
un brutal qui gagne a étre adouci par un joli brin de
Chicorée.
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remained in force until as late as 1967).

The idea of collaboration between various cultures
and people is also the explicit theme of Les bavardages
dune boutique d’épicerie”® [Chatterings in a grocery
shop]: war is described there as hateful and the conclud-
ing moral is that all the people needs each other. All
persons are seemingly important in contributing to the
world economy. While such a representation may also
serve the colonial system, it is important to stress that
this didactic print places all people on the same level,
with no indication of inequality among them.

V. Conclusion

Since colonization involved economic, cultural and
political motives, one could, as earlier studies demon-
strated (SCHNEIDER 1982, MACKENZIE 1984, BRANTLINGER
1985, NEDERVEEN PIETERSE 1990, CASTLE 1996), expect
traces of this New Imperialism in the popular culture
of its time: a majority of broadsheets with colonial
themes did indeed serve imperialist purposes by pro-
moting the image of uncivilized Africans, but on the
other hand, various divergent prints ran counter to
this trend challenging courageously the same colonial
prejudices by offering more positive representations of
black people or even inverting the roles between blacks
and whites. The analysed prints showed—typically for
that period—a positive belief in development and good
moral conduct for whites and blacks alike. Unfortu-
nately, it is quite impossible to know how the public
reacted to these types of broadsheets. Nevertheless,
there is clearly more to find in these prints than plain
and simple imperialist propaganda: it is not just a case
of black and white.

2 Anon. Les bavardages d’'une boutique d’épicerie, Epinal: Pelle-

rin, Série Encyclopédique Glucq, des lecons de choses illus-
trées, Imagerie d’Epinal n° 3808 (probably published about
1904).
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FigureTl.

Anon. Lalégende
flamande de l'alliance

du Café et de la Chicorée
[The Flemish legend of the
marriage between Coffee and
Chicoree], Epinal: Pellerin,
Imagerie d Epinal n° 4209,
probably first published
between 1900 and 1910.
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he theme of the humorous journey,' be it mov-
ing for pleasure, exploration, quest, initiation,
or for scientific or health purposes, is the nar-
rative driving force of the great majority of the first
comics published in France, both in the album format
and when serialized (for periodicals). This is because
the 19" century that saw their birth also inherited the
scientific and geographical discoveries of the previous
century, fueling an ever stronger interest in unknown
or unexplored regions. Moreover, technical progress
and the development of new means of transport not
only gave a taste for travel, but constructed a shared
“imaginary of journey” with a large body of literature
based on the tales of these journeys, real or imagined.
In many ways, the origins of comics are directly re-
lated to the idea of travel. The initiator of this new me-
dium, the Genevan Rodolphe Topffer, in fact draws his
initial inspiration from the narratives of travel, in par-
ticular from The Tour of Doctor Syntax in Search of the

The term is used by Daniel Sangsue to define a literary catego-
ry opposed to traditional travel narrative, which he asserts be-
gin in the 17" century with the Voyage by Chapel and Bachau-
mont following the tradition until Rudolph Topffer (Sancsue
2001). In a recent thesis, Suzan Pickford, specifically inter-
ested in eccentric travel narratives, defined it as a sub-genre
of travel anti-narrative, in the Francophone, Anglophone and
Germanophone areas between 1760 and 1851 (PICKFORD 2006).
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Picturesque? that his father had reported on from a stay
in England. Moreover, the idea of the image sequence
is found in its embryotic form in Les Voyages en zigzag
[Zigzag Journeys], illustrated stories about trips to the
Alps Tépfter had made annually with students from his
school. Two of his “picture stories” [“histoires en es-
tampes”] were therefore, as a matter of course, graphic
stories of lively and incredible journeys: Docteur Festus
[Dr. Festus] (1840) sets out on a mule’s back for “a long
journey of instruction,” while in Histoire de Monsieur
Cryptogame [The Story of Mr. Cryptogame] (1845) the
protagonist embarks for the New World. With the im-

Published in 1812, this volume brings together a series of en-
gravings created by the caricaturist Thomas Rowlandson, with
accompanying texts by William Combe, originally published
in feuilleton in the periodical Poetical Magazine.

[
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Figurel.

Cover for the album

Voyage de 1840,

Rodolphe Topffer, Genéve 1840.
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petus of these odysseys imagined by Topffer constitut-
ing models, the travel adventure became the motif that
wove the patterns of comics signed by Cham, Gustave
Doré, Léonce Petit, Gabriel Liquier and Christophe.
The number of journeys in images encountered from
the period of the July Monarchy (1830-48) to the end
of the century naturally leads to questions about the
interrelationship of such works and the basis that so
closely binds the new medium to this original motif.?

The journey as narrative plot

For a means of expression that was, despite Tépffer’s
theoretical suggestions,’ still seeking its own specifici-
ties, the recurring choice of journey as a theme can be
understood firstly in the light of the actual narrative
structure that it requires. Indeed the same definition
can apply to both travel and narrative. According to
Greimas, the narrative is the representation of an event
involving a transformation, that is to say the transition
from state E to state E’. For the journey, this minimal
definition can be enough, if we consider it as moving
from place A to place B, with an eventual return to
the initial location A. In both cases, the distance be-
tween the two states, or the two places, is inclusive of
a phase of exposure or preparation, a series of episodes
or stages, and an outcome or an arrival—which may be
the beginning of a new story or a new journey. Every
story that conforms to the canonical narrative schema
can thus be regarded as a metaphor for the journey.
Conversely, all journeys are commonly reported in this
story structure. Therefore, the guiding line of the itin-

*  There would be great value in comparing the corpus of this ar-

ticle, restricted to French stories, with the earliest sequences
that developed in England, Germany and the United States.
In relation to the close relationships between these different
cultural spheres, networking these graphic travelogues would
bring new perspectives on their emergences.

See Rodolphe Tépffer, Essai de physiognomonie, Cahors: édi-
tions Kargo 2003.
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erary allowed the first comics to easily introduce im-
ages within the area of “littérature en estampes”.”

In the 1830s, a decade which saw the birth of the
history of graphic narratives, the use of the image re-
mained in fact confined to the field of fine arts, that is,
in caricature painting. During this period, the ability
to tell stories was still reserved for the realms of oral
and written literature, and was not an obvious qual-
ity of drawing. The weight of the aesthetic hierarchy,
which placed caricatures and engraved images at the
lowest level, also weighed heavily on artists, cautious
of the idea of combining the two semiotic systems
of writing and drawing and in doing so condemning
themselves to being looked down upon as mere “car-
toonists”. In fact, in their Parisian debuts, comics did
not have a proper specificity and frequently merged,
in their practice, with caricature. An album signed by
Cham perfectly illustrates this peculiar to-ing and fro-
ing between the art of caricature and that of comics in
the 19" century. It is his book entitled Ah quel plaisir de
voyager! [What a Pleasure to Travel!], published in 1855
by Maison Martinet Hautecoeur brothers.

In a vertical format—and not horizontal as the
Topfter-inspired albums—this album follows the story
of a Parisian traveling to visit Brussels. Though never
named, the character assures by his presence through-
out the journey it is a cohesive story, though one that is
not complete. Indeed, if the actantial string maintained
by the tourist itinerary requires a causal-deductive de-
velopment—specific to any narration—some pages of
the album operate at a discontinuity, and appear to
have been conceived according to the common model
of the time, that of image stitching. Many albums® by

A term used by Rodolphe Topffer to designate the picture sto-
ries he imagined.

This use also perfectly corresponds to the archaic definition of
the term “album” meaning “any group of sheets constituting a
collection, especially a collection of prints”, see (LE MEN 1987).
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Cham thus provided compilations of images grouped
under a common theme without having between them
sequential connections. In Ah quel plaisir de voyager!
the non-narrative use of text reports the salience of this
“compilatory” model. In most cases, the written sec-
tions are reduced to nominal phrases, infinitives or re-
iterated in dialogues. Sometimes even a title between
an image and a caption reinforces this autonomisation
and turns it into the vignette aside of caricature as
practiced in the satirical illustrated magazines of the
time. Hybrid, this album shows how the picture story
both inspired and received inspiration from the graph-
ics based practices caricature and comics, which were
experiencing a tremendous boom in the 19" century,
thanks to advances in printing. Cham combined these
two genres relegating the concept of literature to the
background. As we will see in the rest of the corpus
examined for this paper, however, the theme of the ex-
pedition, in its strong propensity to give rise to a nar-
rative, provides comics with an exclusively narrative
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status which differentiates them from other forms of

expression through images.”

The feuilleton of displacement

Despite some struggles, comics had wanted since their
debut to tell stories using a combination of words and
images. The story would often be that of a Parisian or
a provincial, sometimes an animal, embarking on a
journey, be it far or near, deliberately or accidentally
chosen. Characteristic of the narrative of journey, the
feuilletonesque structure—that is, a narrative broken
down into, and usually published in, installments or
episodes—governed the making of most of these earli-

7 If the narrative status of comics is not an intrinsic criterion of
definition, it does describe the vast majority of productions:
"the criterion of narrative, which seems so closely pinned to
the comic strip that it characterizes more than 99% of the
production, describes the natural inclination of the medium
more than it does not belong to its intrinsic definition”, see
Thierry Groensteen, online: http://www.editionsdelan2.com/
groensteen/sequence1/definition&origine.html
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Figure 2.

Les Mésaventures de M. Béton,
Léonce Petit, page 13,

Librairie Lacroix, Paris, s.d. [1868].
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Voyage de Paris dans 'Amérique
du Sud poussé jusqu'au Havre
inclusivement, Cham (de ...,
page 3, Aubert & C*, Paris, s.d.
[1844].
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er comics. Through the separation into episodes, made
up of chronological, geographical, initiation or loco-
motive stages, the journey allows comics to approach a
genre whose success had been demonstrated under the
July Monarchy: the feuilleton-model of the novel.® Sub-
mitted to the rhythm of publication of the reviews that
published them in installments, feuilleton-novels soon
attracted many readers, and hence, as many authors.
With an aesthetic based on the effects of découpage,
combined with suspense and surprise, they certainly
succeed in captivating a readership who eagerly await-
ed each following issue.

8

Published in 1719 in The Original London Post, the first serial
novel was an exotic travelogue penned by Daniel Defoe, The
Life and Strange surprising Adventures of Robinson Crusoe.
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In the case of the narrative of a journey in pictures,
following a relatively similar feuilletonesque structure,
each of the multiple sequences could achieve a certain
degree of autonomy thanks to their either geographi-
cal or factual unity. Les Mésaventures de M. Béton [The
Misadventures of Mr. Béton], by Léonce Petit, per-
fectly corresponds to this idea [Figure 2]. This “comical
odyssey”™ of Mr. Béton, “taxidermist of the Academy
of Sciences of Valognes” can be broken into several se-
quences, each representing a stage of the global back-
drop to the story. Thus, the first half of the album re-
lates to the concerns of Mr. Béton who is faced with the
“emptiness of his existence”, a concern which brings
him to consult a doctor who advises him to stay in the
capital. This is followed by the period of his very chaot-
ic travel. It is described on a dozen plates on which are
successively set the scenes of “bal Costant” and that of
the “Grand Théatre des Merveilles de la Nature”. This
periodisation facilitates the serialization of this album,
published by the bookseller Lacroix in 1868, over one
year in Le Hanneton illustré, satirique et littéraire [The
Cockchafer Illustrated, Satirical and Literary|, in no
less than twenty-eight issues, at a rate of one to two
plates per issue."

Inherently breakable, the theme of journey in nar-
rative provided the first comics the opportunity to
appear in the press, gaining them increased visibility
and a larger readership. This idea convinced Topfler
to pre-publish (that is, to serialize in periodicals or

It is in these terms that the album is announced in the Thédtre-
Journal edited by Alexandre Dumas, on December 20 1868.

10" Tt should be noted that the first page is redrawn for the album:
originally sporting a nightdress and a nightcap, perhaps too
much like Mr Lajaunisse, Cham’s first hero, Mr Béton, wears
overalls in the second version. Several newspapers advertised
the publication of the album, notably L’Eclipse with an extract
(in the November 19" issue) and Le Journal amusant which re-
produces the title page and states that “never has Topfer (sic)
done better”.



newspapers, before publishing as an album) his His-
toire de Monsieur Cryptogame after it was redesigned
by Cham for the newspaper L1llustration from January
25 to April 21 1845. Shortly before this, the album Voy-
age de Paris dans 'Amérique du Sud [Journey from Paris
into South America] by Cham—published by Aubert in
1844—was proposed at the same time for publication in
serialized episodes in Le Charivari, as a shorter version
with the shortened title Voyage en Amérique [Journey
to America], from December 1 1844 to January 9 1845
[Figure 3]. Presumably, the pruning of journey’s episodes
was to raise the curiosity of readers and to encourage
the purchase of the first album to free itself, because of
its journalistic distribution, from the oblong (horizon-
tal) format launched by T6pfter.

In Le Charivari, it came so that the journey was al-
ways the exception in providing opportunity for politi-
cal satire, indicating the conservative stiffening of the
newspaper after the revolutionary days of February
1848. Before their complete publication in the Revue
comique de la semaine in 1849 (a section that was most-
ly authored by Cham during this period), the episodes
of P-J. Proudhon en voyage are collected in an “Album
A un franc” [Figure 4]. The socialist Pierre-Jo-
seph Proudhon (1809-1865), the subject of a multitude

comique

of caricatures well-received by the readers, becomes
under the pencil of Cham a fictional character taken to
Belgium, Switzerland, Russia, China and even to the
moon. Stereotypes of each country and their govern-
ments gives rise to mockery of Proudhon’s most criti-
cized ideas about the family or about the property. Born
again by the odyssey in images, Proudhon surpasses
the figure of the politician to become “our traveller”;
put to the test within a comic strip, the political carica-
ture captures the reader’s imagination which now de-
codes more than just one instance of speech among the
others, with every vignette fading out the previous one,

instead putting much more into the construction of the
global sense which produces all the images.

A previously unpublished feuilleton where the car-
toonist puts himself in the scene, Voyage exécuté autour
du monde par le capitaine Cham et par son parapluie (1852)
[Journey Around the World Performed by Captain Cham
and his Umbrella], takes the time to state its lack of any
political stance, a position forced on caricature under
the Second Empire: realizing that politics, the “mine of
caricatures”, was prohibited and that caricatures of the
“Parisian bourgeoise” were already being heavily used,
Cham offers through his pencil “a walk around the
world to engage in a search for new subjects”.

In order to sustain the interest of readers, the story
in pictures must maintain a certain amount of frenzy,
even more so when it is feuilletonesque. For this reason,
the theme of travel provides the author an opportunity
to develop a considerable number of twists and turns

P.J. Proudhon, ayant rencontré Mersuce, se iy
une longue disserlation sur Yo propriéls. — Les dnux écolm
misles reconnaissent qu'ils snn!wmmélemenld ‘accord.

Etant parvenu a acerocber lu lune, nolre voyageur sy cram-
ponne avec acharnement.

P.~J. Proudhon se procure une agréable distraction en Jangant
des adrolithes 3 Vennemile plus intime qu'il ait laissé sur la
terre.

Surprise de P.-J. Proudhon en nyanl qu'il tonmﬂ de longue
date presque tous les lunati
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Figure 4.
P-J. Proudhon en voyage, Cham,
Bureaux du Charivari 1849,
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Figureb.

Des-agréments
d’unvoyage d'agrément,
Gustave Doré,

panel taken from page 3,
Aubert & C®, Paris, s.d. [1851].

Ici, Vespasie et Cesar Plumet chotsissent un harnache -
ment de touriste.

while maintaining the unity and continuity that sup-
ports the itinerary or purpose given to the journey.
Insofar as movement creates events, each expedition
sees an avalanche of adventures befall the travelers.
Thus, the trips undertaken by our paper adventurers
are invariably disrupted for unlikely reasons or diverted
from their original route, so in this sense we can prop-
erly speak of “ex-centricity”. A randomness of transport
means employed by characters was a dynamic motif
that made the action take many turns. In Voyage de
Paris dans 'Amérique du Sud, Cham used this element
constantly, so that each sequence of the album is cen-
tered on a specific vehicle. In this story, no less than
seven means of transport are used, offering the range
of means available at the time: Mr. Clopinet borrows
in succession a cab, a convertible, a stagecoach, a mail
coach, a steamer and a train, and in the end does not
even reach Le Havre and decides to walk back to Paris!
If so many vehicles were required for the Paris-Le Havre
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trip, is because they all ended up having an accident,
whether it be losing a wheel, falling in a ditch, being at-
tacked by a gang of thieves, losing the boat’s funnel, or
colliding with another train. As a true storyteller, Cham
managed the effects of disruption and surprise by us-
ing adverbial phrases that punctuate the narration. The
“suddenly”, “but!”, or “Patatral” embellish the péripé-
ties [events|—where the Greek root meaning of “falling
around, falling on” here is completely intact. A specific
use of ellipses also cultivates the effect of falling, as in
this caption in which “The carriage goes...belly to the
ground”.

Tourists and travelers

at the proof of caricature

If these trips constantly turn into disasters or never re-
spond to the wishes at the time of departure, it is be-
cause they are all carried out by characters who have a
common trait: stupidity or incompetence. Indeed, the
reduction of the character to the figure of an “anti-hero”
feeds the unfolding of the humorous travel narrative,
as summarized by Thierry Groensteen, “the vagaries of
their wanderings arise out of their inability to adapt to
the world, their blindness, their incurable distraction,
and for some, a self-complacency directly proportional
to their lack of decision™ " For the loss of landmarks
and the confrontation with an unknown universe that
this implies, the journey is the ideal topic to highlight
this trait of the characters, common to the vast majori-
ty of graphic narratives of the 19" century. It starts with
the stories and prints by Tépffer, notably with his char-
acter Dr. Festus whose “great journey of instruction” is
a completely blind one due to means of transport such
as atrunk, a haystack, a bag of wheat and the inside of a
giant telescope. In addition to having important comi-

" Reconsidering the origins of comics, Thierry Groensteen dis-

tinguishes three main theme sets: the voyage, the marvellous
and the silly. See (GROENSTEEN 1998: 15-29).



cal capital, the silly, naive or inept figure of the traveler
feeds into a particular caricature-like representation
of tourists,'> which spread through the world of letters
and arts along with the development of this new activ-
ity. From the beginning of the century in England, the
character of Doctor Syntax provided a comic image of
the tourist. Undertaking the journey in order to write
a travelogue he can publish, Syntax features the same
type of ridicule of travelers that inspired Topffer for his
tourist Dr. Festus. In his own travelogues, Tépffer also
stigmatized the character of “bad” tourists, especially
in the Voyage autour du Mont-Blanc [Trip around the
Mont-Blanc], where he engaged in a classification of
tourist “species”, classifying them according to trends
that came from physiology and inspired by Sterne’s
Voyage Sentimental [Sentimental Journey]. In Paris, La
physiologie du voyageur [The Physiology of Traveler] by
Mauritius Alhoy and illustrated by Daumier, was pub-
lished in 1841: on page 5, it states that “Living as a tour-
ist is to live as a three-legged nomad, at the same time
reminiscent of a deer for its legs, of a magpie for its
warbling, and of a monkey for its inclination towards
emulation”.® The second volume of Francais peints par
eux-mémes [French Depicted by Themselves] also in-
cluded a chapter titled “The Tourist”, written by Roger
de Beauvoir: there (on page 336 of the 2004 edition),
tourists are described as a “distinct class” making them
“one of the most entertaining parts of French society”.

Borrowed from the English term tourist—a word formed from
the French term “tour”—the neologism “tourist” appeared in
the French language in 1816 and rapidly took on a pejorative
meaning: “initially designating the rich English travellers who
crossed Europe, then any traveller moving for his pleasure,
and gradually it tended to correspond to the traveller who trav-
els to travel, i.e. without understanding” (SANGSUE 2001: 1153).
“Vivre en touriste, c’est vivre en tripede nomade, qui tient
a la fois du cerf pour les jambes, de la pie pour le ramage et
du singe pour son penchant a I’émulation”, cited from (BoyEr
2006: 186).
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It is indeed the couple of Vespasie and César Plumet,
“recently retired from lace-making” that provide much
of the comedy in the album by Doré, Des-agréments d’'un
voyage d’agrément [The Pleasures of a Pleasure Trip],"*
published in 1851 by Aubert [Figure5]. On the suggestion
of Mr. Plumet, they set out on a leisure trip in Swit-
zerland to explore the Alps. While Vespasie faints at
the slightest opportunity or cries with her face buried
in her handkerchief, César Plumet combines the attri-
butes of the grotesque tourist; first is his small stature
with his lack of height emphasized in many panels (for
example, we see only the legs of their guide); another
is his strange garb—the couple chose “tourist clothing”
elements of which, such as the cap visor and walking
stick, are overly elongated; but the most important at-
tribute are the poetic “impressions” that he believes he
is experiencing—“Here, I blush with a certain shyness
at the sight of this immensity. Above me, the Sallanche
peaks look like wooden pins, lakes like bowls of milk.
My god, make me die, I've seen enough.” On two oc-
casions, Plumet invents dangerous and/or exciting ad-
ventures which are immediately refuted by a note from
the editor: “Deceived by an overly bright imagination,
Mr. Plumet has built all of this fatal story on a foot bath
that he had taken by slipping on the gravel of the Arve.”

According to David Kunzle, this album would have been imag-
ined by Doré following a stay in Switzerland the same year, in
1851. See (KUNzLE 1990: 116). It is curious to note that an arti-
cle appearing in 1834 in the Genevan newspaper Le Fantasque,
whose signature “T.” could be extended to T6pffer since he had
already published articles in the daily, is titled Désagrements
d’un voyage d’agrémens en Suisse.

The first sentence reads “La, je rougis d’une certaine timidité
a la vue de I'immensité. Au dessus de moi, les pics d’Anterne
comme un peigne a barbe ; au dessous, Sallanches comme un
groupe de punaises de bois, les lacs, comme des écuelles de
lait. Mon dieu, faites moi mourir, jen ai assez vu.” As for the
second, “Abusé par une imagination trop brillante, Mr Plumet
a construit toute cette fatale histoire, sur un bain de pied qu’il
avait pris en glissant sur les graviers de I'’Arve”.

[
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In addition to the behavior and reactions of the tour-
ists, their exploitation of the Swiss population is criti-
cized by Doré. The satire of tourism thus also goes to
highlighting some “commodification” of Switzerland, to
which page 18 of the album is devoted. Each case pres-
ents a new specific “industry” of the country—for ex-
ample the firing of cannon, the singing of “lala hoo hoo”
by “two small Swiss”, the fight between “two Tyrolese”,
and the glass of milk—all imposed on travelers and for
which remuneration is demanded. In June 1852, a dou-
ble page of Le Journal pour rire was devoted to another
trip in Switzerland designed by Doré, Une Ascension au
Mont-Blanc, comme quoi l'on peut trouver le bonheur sous
la neige [An Assent to Mont Blanc, How One Can Find
Happiness under Snow], described as a “fragment of an
album from a young fellow, Mr. B***” who, after a fi-
nancial loss, plans his suicide high among the glaciers.
After arriving in Switzerland, the character bitterly
notes that local and typical products of the country have
been replaced by French imports: the outfit of a coach-
man of Longjumeau is a Bernese coat, the absinthe in
Lausanne comes from Paris, cheese that he is offered as
Gruyere is Brie and a mountain cottage turns out to be
a reading room where you can browse Le Journal pour
rire. [Figure 6]

These examples show how the journey was one of
the favorite motifs of the satirical illustrated press,
which had made a remarkable rise from the 1850s.
Though, even more than the tourist excursion, trans-
port itself was the subject of a considerable number
of journalistic caricatures. Stigmatizing primarily the
poor conditions of transport, Honore Daumier’s litho-
graphs are a remarkable testimony of this. In 1839,
Daumier created a lithograph depicting a bus, while
his first series of “Trains” began in 1843. In the pages
of Charivari in particular, there were many caricatures
by Daumier, Cham or Gavarni which comically under-
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COMME QUC

Pour sc détrulre, rien ne vaut les terri-
bles et giantesq
laderai le Mo
dans les moni
idées de glaciers, jo
un sou le spectacle a

colonn
nir... 1

o
surpre ant
savou avec le fils du gardien de

lonne pour
Ja colonne.

A Dijon, un aulre concierge me montre le
erane de Vinventeur de Ja moutarde.

Ces
que je viens de franchir {a limite de et

line the material discomfort of wagons, their size or
the exposure to bad weather suffered by passengers.'®
In these pictured stories, episodes related to charac-
teristics or key moments of the trip can be found used
almost systematically.

At its beginnings, the locomotives used for pleasure trips con-
sisted of three types of carriages and divided into three classes:
the coaches of the 3" class, the least comfortable, were simple
boxes with an open roof, assembled on four wheels, and with
or without benches. Covered and provided with benches and
curtains, the coaches of the higher classes were not heated
either. Against the discomfort of the cars of 3™ class, a true
press campaign was engaged in by journalists, which led to
the decree of February 29 1844, prescribing the covering of the
cars and closing them at least with curtains; from 1850 win-
dowpanes reinforced their insulation. See (VERGEADE 1990).

Pachite un album,

mots «Parlez au suisse» w'annol



E ASCENSIONAU MONT-BLANC,

I I’ON PEUT TROUVERLE BONHEUR SOUS LA NEIGE,

eent en effet
e contrce...

Fragment de Palbum d’un jeune boursi ), B*#*, — dessins par Gustave Dork.

Je mréquipe.

O dmon! ce sol libre a g
dangieavee le mac-adam de posboulevards...

The themes of promiscuity and close proximity
sometimes being badly lived amongst travelers from
very different backgrounds, particularly well described
in the prints of Daumier, are also found in most al-
bums. In the Impressions de voyage de Mr Boniface
[Travel Impressions of Mr. Boniface], that Paulin book-
store published in 1844, Cham is ironic about the lack
of space in the stagecoach that people take to get to
Boulogne-sur-Mer. Several panels show the inside of
the vehicle and the comical situations engendered by
the forced cohabitation. Hence, Mr Boniface went to
“courier Laffite et Caillard” whose coupes, the same
way as mail-coaches, offered some comforts to be paid
dearly.

Je pars & pied...

He-déeeptiont i Borne je veux essayer un Laabsinthe qu'on nvapporte
costume local, le fripier b ois veut Aauzanne
e couler wn costume de p
Lonzgjumean... Sont-ce bicu ta les fls
de Guillaume Teli1
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Non sans jeter i deraier regard sur le dernier
fiacre que je rencontre i la derniére barriere.

Farrive & Fontaincbleau. Le concierge
duchiteau me montre, non sans
émotion, la plume avec laquelle le
grand homme a signé son abdication,

A Graybre, une grosse vachére croit faire mon bon-
ient de chez heur ca m'apportant un triangle de fromape de
© Morcau, Bric... La Suisse! Ja Suisse!!!

4 L

u
stillon de * wadame v

The interior of the train used by the character in Oh
What a Pleasure to Travel! is also the subject of several
vignettes, strongly inspired by Daumier’s lithographs,
which show the array of personalities and characters
that come together in a coach. Several situations re-
lated to means of transport are repeated in comics in a
canonical way: the crush inside the carriage caused by
the sudden movement of a train, the speed of coaches
leaving no time to take a lunch break, the registra-
tion and delivery of luggage, and the payment of tips
at the end of the trip. In the Voyage a 5 fr. [Journey
on 5 francs|—published in Le Charivari and in Punch
in Paris in 1850—Cham is also ironic about the ill-
treatment of the passengers by the station staff: “Mr

[
STUDIESg IN GRAPHIC NARRATIVES

Figure b.

Une Ascension au Mont-Blanc,
Gustave Doré,

Le Journal pourrire,
n%3712juin1852.
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Figure ]

Unvoyage en omnibus,
avec correspondances
etautres agréments,
Gilbert Randon,

Le Journal pourrire,
n®103, September 171853
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Potard finds a place in a
car where we introduce
him with all the consid-
eration due a 5 franc trav-
eler.”—he is abruptly and
literally kicked into the
vehicle.” The inconve-
niences caused by these
new modes of transport
are thus the subject of a
strictly visual satire that
the “scripto-visual” me-
dium renders particularly
well. Thanks to the mul-
tiplicity of images placed
end to end, comics make
it possible to stage and
animate situations that
caricature fixes into a
single image. By draw-
ing in a series of frames
that decompose action,
the story in pictures of-
fers the illusion of a pan-
tomime or an expressive
show fit to render atti-
tudes and body language.

Narrative driven by a
serial logic, multiple ad-
ventures, caricature and
pleasant satire related
to the actual conditions
of transportation, travel
narrative in comics re-

7 “Mr. Potard trouve place

dans un wagon ou on l'in-
troduit avec tous les égard
dus a un voyageur a 5 fr.”.



unites these ingredients making it a type of reading spe-
cifically sought after by travelers: “The comic strip and
the magazine containing it became a kind of railway
literature sold in magazine or album form at station ki-
osks, mirroring the anxieties and terrors, the stop-and-
start rhythms and hectic movement of the railways”."®
The last panel of the Voyage de Paris en Amérique, in
which another convoy heading straight for that of Mr
Clopinet eventually explodes, also makes reference to a
tragic accident that occurred on May 8 1842."° A lighter
tale by Randon, in Le Journal pour rire of September
1853, gives readers a reflection on comical misadven-
tures they might encounter through the troubles of
Mr. Moutonnet conducting Un voyage en omnibus, avec
correspondance et autres agréments [Figure 7] [A Bus Trip,
with Correspondence and Other Amusements]. In a
newspaper like Charivari, the picture story in episodes
not surprisingly appeared in the Sunday issues, the pre-
ferred day for leisure travel.

Exoticism and disorientation

Addressed to a wide readership, the stories were de-
signed to respond to the desire for life abroad and ex-
oticism that still animated the second half of the 19
century. The thrill of being elsewhere and the shock

(KunzLE 2007: 149). Following negotiations with the Railroads
of North, Louis Hachette increased as from 1851 the distribu-
tion of his books by opening many kiosks in the principal sta-
tions. He also created a collection dedicated to travelers, the
Bibliothéque de chemins de fer [Library of Railroads], in which
appear illustrated guides, French and foreign novels as well as
readings for children.

On May 8 1842, more than 750 travelers were returning from
the park of Versailles by train. The 17 cars were tractor drawn
by two engines, and the rupture of an axle on the first engine
and the push of the second one caused a major crash between
the cars. The disaster was made larger (55 dead and 109 seri-
ously wounded people) by the closure of the doors of the cars
from the outside for fear of imprudence by the passengers
(VERGEADE 1990: 123).
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of the new are the emotions that both the readers of
graphic voyages and the protagonists of these far away
trips sought.

Seeing everywhere railways developing, balloons
flying, and steamships being launched at sea, they
dreamed of world tours and of foreign countries which
were no longer illusory to consider visiting one day.
Launched by the Egyptian campaign undertaken by
Napoleon at the beginning of the century, which took
the form of a scientific expedition, a taste for the Ori-
ent and its performances became a component of the
romantic movement in painting as in literature. In
comics, the theme of the Orient was introduced by
Rodolphe Topffer in an episode set in Algeria, Histoire
de Mr Cryptogame, created in 1830. Probably inspired
by the capture of Algiers by French troops on July 5
1830, a sequence where Cryptogame, Elvira and an
abbot are grappling with a tyrannical Dey, figured in
the pages of LTllustration at the same time Algeria and
North Africa were the focus of political attention. De-
livering the archetypal image of the cruel and stupid
Arab, this episode was later redrawn by Cham, slightly
strengthening the local color. By adding a crescent
moon on a turban, by replacing a straight sword with
a curved yatagan and by emphasizing ethnic character-
istics, Cham interprets some of Tépffer’s drawings but
at the same time responded to the expectations of a
readership that had a thirst for the exotic. The pages of
LTllustration actually abound with subjects relating to
the East, and a section entitled “Scenes from Algeria”
was created from the fourth volume.*® More familiar
with Algerian customs, Cham was also the author of
a collection of legendary lithographs published by Au-
bert (initially appearing in Le Charivari) and entitled
Moeurs algériennes - Chinoiseries turques [Algerian cus-
toms - Turkish Chinoiseries]; in 1847 he also signed an

20" For more precise references see (KUNZLE 1984: 151).
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Figure 8.

Les aventures de Scipion UAfricain,
Benjamin Roubaud, published in
Llllustration, journal universel,
panels taken fromnP 121,

June 211845,

MMais ipion se défie is  du bean sexe afri-
cam, il vaut Yoir la: verty, et-s'adresse cn conséquence au
‘pére, qui‘lui répond

sa furure.,

album of a story in images situated in Turkey, La Civili-
sation a la porte [The Civilization at the door].

Amused by the extravagant adventure of Crypto-
game, the public asked the newspaper’s director for a
new comic strip. The worsening state of Topffer’s health,
however, did not allow him to complete a story he had
just outlined, and it was to Benjamin Roubaud that the
commission for a new journey in pictures was given.
A correspondent in Algiers for LTllustration, Roubaud
thus portrayed Les aventures de Scipion Africain [The
Adventures of Scipio the African] who decides to travel
to Algiers impelled “by the need to feel emotions that
Paris was no longer able to rouse” [Figuie 8]. In a relatively
short plot, the value of this comic is in its representation
of Algerian folk manners, just like the illustrations for
Les Mille et une Nuits [The Arabian Nights]. The pictur-
esque, by observing the unknown and carrying out a
quest for difference, unfolds in scenes that emphasize
the local color: Scipio encounters “natives whose cos-
tumes astonish his eyes and charm his imagination”, he
smokes a pipe “in the manner of Orientals”, eats “cous-

R “

« Iipouse d’ahord, tu verras aprés. » Scipion trouve la réponse ori-
ginale. Cem:ndun'. on corsznt_a lui laisser voir le grand-pére de
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La vue de ce vieillard le décide. Scip’on épouse, ju’s il jouit de la
vue de son Africaine, e reconnait qu’il faut venir ea Afrique pour
trouver ce genre de beauté, inconau en Europe.

(La fin a un prochain ruméro.)

coussous”, goes to baths, “has a massage done in the
country’s fashion” and also marries a beautiful Moorish.

This short feuilleton of Roubaud knows a filiation
though a story “hybrid” by Monta (Henri de Montaut)
for Le Journal pour rire (1849) and reprinted for a roll-
er of Aubert’s Papier comique (1851). The Caravane de
M.Bibloteau en Afrique [Figure 9] [Caravan of M. Bibloteau
in Africa] draws up the same image of an East of fanta-
sy though an “excursion de 600 fr. en Algérie”. Scipion
and Bibloteau seem to be the ancestors of Tartarin de
Tarascon (1872) of Alphonse Daudet of whom we can
wonder, with Dominique Bernasconi, if he had not
seen the earlier drawings.* At a time when local colors,
advocated by Victor Hugo in his preface to Cromwell,**
invaded the picturesque travelogues and paintings of

other places, these drawn journeys, although some-

21 (BERNASCONI 1972: 181).

22 “Under the wand of art”,

drama selects what is “character-
istic”; the poet revives “any figure [...] with its most salient
features, the most individual, the most precise”, Victor Hugo,

preface of Cromwell, Paris : Larousse 2001, pp.61-62



CARAVANE DE M. BIBLOTEAU EN AFRIQUE (Suite

, — par Moxts

%

Etant parvenu & modérer son coursier, M. Bibloteau arrive aux Orangeries. Magnifique végétation!

Premiére renconlre avec un palmier qui n'est pas

Visite aux mines d
découvrir quelque f
rentrer daos les frai

tout & fait nain.

Mauvaise plaisanterie faite d M. Bibloteau par les Arabes, qui le metteut vis-2-vis d'un chamean
en toute liberté.

times almost a comic strip, offer a spectacle of exoti-
cism both in pictures and in narrative. Strengthening
and popularizing the myth of the stranger, the travel
in images offers however a singular funny vision that is
far from the romantic impulses.

In the confrontation with the Other and with Dif-
ference, travel in images is also one of the place of the
expression of the paradigm colonial of the 19" century.
Created in 1890 on the model of Tour du monde: journal
des voyages, journal des explorations [World Tour: Jour-
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Grande chasse donnée par un sanglier & ses chasseurs qu'il reconduit lestement jusqu'aux portes d'Alger.

nal of Journeys, Journal of Explorations] by Edward
Charton,” La Terre Illustrée [Earth Illustrated] was
a review of scientific recreation in which summaries
are mixed with exotic reports, geographical curiosi-
ties and popular fiction. Edited by Louis Boulanger, it
welcomes several times in its pages feuilletons in comic
strip, next to sublime sensational engravings which fill

% The 1860s saw the development in France of publications of

geographical and anthropological matter, intended for popu-
larization and for answering the thirst for adventure which
was born with the great exploration missions.
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Figure10.

Voyage du Haut Mandarin Ka-Li-Ko
et de son fidéle secrétaire
Pa-Tchou-Li, Eugene Le Mougl,
Garnier Freres 1885.

TNV

Le paquebot qui doit les emporter est arrivé. Du quai Ka-li-Ko le regarde par le gros bout de la lorgnette;
il le trouve petit comme une coquille de noix. Heureusement Pa-Tchou-li lui montre son erreur, il allait refuser

de s’embarquer.

the desire for disorientation and for strangeness of a
bourgeois readership. Entitled Voyages comiques—Noirs
et Blancs [Comical Trips—Blacks and Whites], one of
them offers to the readers a reflection on the fate of the
colonized peoples. The expedition is comical only in its
title as it reflects the unambiguous nationalist, racist
or militarist prejudices sometimes conveyed by these
newspapers. With the idea of “making negroes happy”
Sir Etrangle heads for “Nigritia” under the command
of three Anglo-Saxon kings. From the first frame, a cri-
tique of the will to civilize is apparent—access to civili-
zation which passes over the colonized black people, is
in the form of war, rape, ivory and slave trade. Against
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the English expeditions, this ironic satire tends to give
to France an almost providential and protective image:
Africans are finally returned to freedom by a personifi-
cation of the French Republic whose troops fire on the
“merchants of human flesh” and they do not forget to
say “thank you to France, the great liberator!”.

Already by 1846, a comic by Cham published in
LTllustration ridiculed the idea of civilizing colonized
peoples. With Episodes de I’histoire d’'une nation sauvage,
ou les bienfaits de la civilisation [Episodes of the Histo-
ry of a Savage Nation, or the Benefits of Civilization],
Cham goes much further, since it gives an account of
French who landed in North America bringing with



them corruption, alcoholism, slavery and other “ben-
efits of civilization”. The tone is boldly colonialist in
the Voyage de M. Pierre Vespuce aux Antilles [The Jour-
ney of M. Pierre Vespuce to the Antilles], signed by M.
Guesde for the text and by Edmond Morin for draw-
ings, in feuilleton in Le Journal pour rire. Predestined
by his name and encouraged by his reading, Pierre-
Tancréde Vespuce leaves “looking for fortune on the
other side of the Ocean”—the islands of the Antilles,
a possession of the first French colonial empire, and
still in French hands after Napoleon’s fall. With his
portion of racist ideas, the author (who we suppose to
be Mathieu Guesde, an owner of slaves in Guadeloupe
in 1848)* attempts to demystify the heavenly vision of
the life across the Atlantic, with his traveler sometimes
missing “Saint-Denis street and the shop of his boss,
the trader of stockings”.

With much more cheerfulness, Asia is a continent
that inspired a number of cartoonists in parallel with
the fashion of the “Japonisme” which was stimulated
by the Universal Exhibitions, a fashion that drew from
Japanese woodblock prints a new artistic sensibility in
the second half of the 19" century. Chinoiseries were
also particularly appreciated, and in 1885 Eugene Le
Mouél produced a comic book for “the children” in
which two Chinese state employees are charged by
the Emperor with taking to France the fame of their
land’s name. The Voyage du haut mandarin Ka-Li-Ko et
de son fidéle secrétaire Pa-Tchou-Li [Figure 10] [Journey of
the High Mandarin Ka-Li-Ko and His Faithful Secre-
tary Pa-Tchou-Li] begins with an animated and cosmo-
politan crossing. In Paris, Ka-Li-Ko loses sight of their
objective and things turn out badly. On the other hand,
Pa-Tchou-Li returns alone to China with the knowl-

2 He is quoted in (Lara&LARA 2010: 1888). Mathieu Guesde is
also the author, in 1862, of a Histoire anecdotique de la colonisa-
tion frangaise aux Antilles, published by the Academy of Sci-
ence in Toulouse.
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edge he learned on European civilization. He receives
honors and the costume of a high mandarin. In accor-
dance with the aims of literature for youth, Le Mouél

does not forget the moral lesson:*®

virtue is always
rewarded and the vice punished”. One year later, for
the Imagerie artistique [Artistic Imagery] of the Maison
Quantin® he also produced some pages concerning the
exotic journey as a story, Le sapeur Gruyer [The Sap-
per Gruyer|, who prefigures Le Sapeur Camember [The
Sapper Camember| by Christophe (Georges Colomb).
The later is the author of the century’s most famous of
the journeys in comic strip form, La Famille Fenouillard
[The Fenouillard Family]. Following up Une partie de
champagne [A Day in the Country], that appeared in
Le Journal de la jeunesse [The Newspaper of the Youth],
it became an intermittent, yet eagerly awaited publi-
cation in Le Petit Frangais illustré [The Small French-
man [llustrated] from 1889, before its edition in album
form by the bookshop Armand Colin in 1893. The
same publication process was then adopted for L'idée
fixe du Savant Cosinus [The Obsession of Scientist Cosi-
nus], a character who would never leave Paris despite
his desire to circumnavigate the world along the path
of his cousins, the Fenouillards. After their first trips
to Paris and on the coasts of Normandy, the Fenouil-
lards became the worthy heirs of Jules Verne’s Phileas
Fogg in their distant but fortuitous adventure: they ac-
cidentally board a transatlantic ship which leads them
to America, they encounter many peoples such as the
Sioux and Canadian trappers, Japanese, Papuan canni-
bals and peoples of the Middle East and Spain. Agénor,
though he “failed to obtain the fourteenth certificate

#  The travel narrative for children takes an appreciably different

orientation: its entertaining side did not yet mask the relative-
ly omnipresent teaching objective. This aspect of the journey
in images would require a full-fledged study of its own.

For a survey of the output of the publishing house see (Saus-
VERD 2007).
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Figurell.

La Famille Fenouillard,
Christophe,

Librairie Armand Colin,
Paris 1893.

Ayant débarqué au Japon. M. Fenouillard (qui ne transige
jamais avec ses principes, sauf quand il n’en tient pas compte)
se rend chez le figaro de I'endroit pour se faire accommoder &
la japonaise. De leur cité, ces dames sont & la recherche d'une
maison qui soit au coin du quai.

Cependant, & Ia vue de quelques indigénes encore plus
Jjaponais que lui et entrant dans une maison gardée par un
soldat de paravent, M. Fenouillard retrouve son assurance. —
Quand je vous le disais! s'éerie-t-il. — Papa a raison! reprend

Japonais de contrebande.

M. Fenouillard, modifié selon ses désirs, ayant rejoint sa
famille, juge opportun de donner quelques conseils sur la fagon
dont on doit se tenir pour avoir l'air tout & fait japonais
et par cela méme en imposer « a ces peuplades sauvages et...
peu civilisées ».

Madame Fenouillard, ironique, fait tout haut cette remarque
que pour appartenir & des « peuplades sauvages » voila des
gens qui semblent singuliérement civilisés. — Maman a raison,
disent ces demoiselles. Quant 4 M. Fenouillard, il est quelque
peu interloqué.
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Tout a coup, au son d'une musique guerriére, se mettent a
défiler des militaires vétus i enropéenne. Ils pénéetrent dans la
maison susdite. Madame redevient ironique. — Maman a raison!
glousse le cheeur. — L'intelligence de Monsieur commence it

Mais voila qu'a leur tour pcneétrent dans la maison déja
nommde, des gens idéalement japonais. Alors, madame cesse
d’étre ironique. Le cheeur stupéfait demeure muet et M. Fe-
nouillard n'éprouve aucune honte & se déclarer i lui-méme qu'il

le cheur, dont les opinions manquent décidément de fixite vaciller.

of merit in geography” in his youth, does not fail to
make scientific and ethnological observations in each
country he visits. Whether dressed as a trapper, in the
Japanese manner or with a Persian or Turkish costume,
Mr. Fenouillard always seeks to adopt the customs of
the country [FigureTl]. The bookseller Armand Colin was
also the publisher of the volumes of the Géographie
Universelle [Universal Geography| and of the journal
Les Annales de la géographie [Geography Annals], so it
comes as no surprise that the introductory text of this
album states in a sententious and ironic manner, “Book
designed to give French youth a taste for travel”.
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n'y comprend plus rien.

While mass tourism began to develop at the end of
the century, the world tour of the Fenouillard family
is to be read as a caricature of the journey undertaken
on the premise of social promotion and valorization,*
as it is suggested by the recurrent opposition between

¥ Undertaken by a “big stockholder of the Swamp”, le Voyage ex-
traordinaire et abracadabrant de la famille Grosmatou [Extraor-
dinary and Abracadabric Journey of the Grosmatou Family]
reminds by many points (by the temperament of the mem-
bers of the family and progress of the journey in particular)
the adventures of the Family Fenouillard. It was anonimusly
published in feuilleton in L'Image [The Image] in 1867, and was
maybe a source of inspiration for Christophe.



“savage” and “civilized”, and the triumphant return of
the family in Saint-Rémy-on-the Deule. A daring and
new reading of the album by Jean-Michel Hoerner also
considers the excursion of the Fenouillards as hypnotic
or dreamlike. Based on an analysis of the comic, which
he considers “more geopolitical than one may think”,
and considering the scientific knowledge of Christophe
who could not, according to Hoerner, have ignored the
work of the neurologist Jean-Martin Charcot. Hoerner
asserts that the Fenouillards were put under hypnosis
by the character Dr. Guy Mauve.?® In locating the true
meaning to the story, this hypothesis leads him to be-
lieve that it is hypnosis as a therapy that would trans-
form Fenouillards into true heroes. The criticism of
snobbish and ostentatious tourism, which fuels Chris-
tophe’s comedy, thus is the main pretext to the false
voyages of the family. In any case, we find grouped here
the themes of dreams and travel, which constantly fed
into each other.

Dreamlike and science-fiction

In some graphic narratives of voyage, the dream was
invoked at the end as an explanation and resolution for
a journey that had become too fanciful, or even dan-
gerous. It is this ingredient that gives the stories their
flexibility, providing a pretext for the invention of to-
tally inconsistent or wonderful routes. Made of mental
images, dream scenes were exceedingly well described
in a plastic manner; both dreams and journeys have
in common that they induce, in their unfolding, a loss
of bearings and control often making them into true
adventures. In the tour undertaken by Dr. Festus, the
role of the dream was already present. After the wild

*  “To the extent they resemble the “animals known as hiber-

nates”, according to Doctor Guy Mauve who assists them, they
would not travel completely in reality, they would only explore
their subconscious and would be tourists who never depart-
ed.” See (HOERNER 2007: 195).
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adventures that Tépffer inflicts on him, the character
finally wakes up in bed and “thinks he has not left the
house and, while contemplating the dawn, he thinks
of the beautiful dream that he had”. Is it because he
saw no tangible evidence of his journey that led Festus
to not believe he had traveled? Affirming the parody
of the scientific travel story, so fanciful that it has the
consistency of the dream, the dreamlike motif seems
to have entertained Topfler to the point he envisaged a
continuation in the novelistic adventures of Festus ac-
cording to which the character would have dreamed of
travelling instead of travelling by believing to dream.”

Published in feuilletons from November 8 1890 to
April 25 1891, in La Terre illustrée, the Voyage de M.
Blandureau autour du monde [Figuie IZ] [Mr Blandureau’s
Journey Around the World] is an anonymous comic in
which the subterfuge of the dream is also used to create
one of the most incongruous of odysseys.** Mr. Blan-
dureau, a former pharmacist excited by the stories
of Stanley and Nordenskjold, decides to “take a tour
around the world.” He therefore goes to the station of
Tripaton-les-Mules where he buys a “trip ticket” for
himself and his dog Totor. The ship on which he travels
is shipwrecked, yet he is rescued by a diver who brings
him to his house “three hundred meters beneath the
sea surface” to make him meet his wife “La Phoquesse”
[Mrs. Seal]. Later imprisoned on a desert island, our
adventurer is forced to marry the monkey Gabichette,

* A unique exemplary of the edition of 1833 of the Voyages et

aventures du Docteur Festus contains this note written by
Topfter on the last pages: “Second volume of Dr. Festus. Op-
posite data. He sets out, and sleeps somewhere, he dreams of
what seems to him the day before. This dream will constitute
the second journey [...]. By some artifice, he will find himself
towards the end on his mule, the day before will bind to the
dream, and he would return to his place persuaded to have
carried out his great voyage of instruction”. See (KAENEL 1996).
The many oniric ravings of Windsor McCay'’s Little Nemo made
the fortune of the New York Herald, which published them in
its pages from October 1905,
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daughter of King Singe XIV. After no less wacky ad-
ventures, Blandureau finally wakes up, safe in his bed.
By representing the mental constructs of the passenger
in a dream, this comic proclaims the demiurgic power
of drawing and shows how, not requiring an inter-
mediary between the chimeras of the mind and their
transcription, it is particularly suitable for dreamlike
narratives.”> Within the newspaper, the Voyage de M.
Blandureau is an example that satisfies both a curios-
ity regarding representations of unknown worlds and
an interest in adventure stories, a genre in full fashion
of which it is a parodic version. Moreover, a previous
feuilleton® serialized in 1874 in Le Journal amusant ap-
pears to anticipate this story. It is about Une Aventure
au Gagon [An Adventure in the Gabon] imagined by

31 Comics do not always need the oniric pretext to open the door

to the marvellous and imaginary, the motif of adventure is
enough. It is thus quite natural that Mr. Cryptogame joined, in
the digestive current of a whale, an abbot who had remained
there for several months. In his Histoire de Mr Grenouillet [The
Story of Mr. Grenouillet], album published by Arnaud de Vres-
se, Timoléon Lobrichon also plays with imagination: towed by
a whale which bit his hook, Mr. Grenouillet, an unfortunate
fisherman, thus traverses 380 miles before arriving on the
Kakaikakouka islands. There he meets the king of the natives
whom he takes for “a stick of liquorice”, whereas he himself is
regarded as “an amphibious monkey of the large species”.

Spread across several numbers, these stories show that
the Tépfferian model continues in spite of the narrative con-
centration gradually leading to a more dense comic strip. In

32

the last years of the 19th century, narratives were indeed
reduced to micro-sequences, often silent, of a single page or
of some panels. The journey becomes trivial and limits itself
to narrative initiations or funny stories. Newspapers such as
LEclipse [The Eclipse] or Le Péle-Méle offered a multitude of
these, with titles like Un aéronaute involontaire [An Involun-
tary Aeronaut], Aucun obstacle ne saurait arréter un vrai globe-
trotter [No Obstacle Could Stop a True Globe-Trotter] or Ingé-
nieux explorateur [Ingenious Explorer]. In the drawings which
he offered each Monday to Le Figaro from 1895, Caran d’Ache
still includes the motif in pages like his La sécurité en chemin
de fer [Safety on the Railroad] or Carnet de voyage dans Paris
[Travelogue in Paris].

32

Gilbert Randon. In it the scholar Bugnalarose leaves
an African Country in search of the macrodontia cervi-
cornis which is lacking in his collection of beetles. He
meets there a “Chimpanzéenne” which shows affec-
tion for him, invites him to visit her and accompanies
him during the adventure. After various events, includ-
ing a legion of his desired beetles hurling themselves
on the scholar who despairs at not having even a single
pin, a terrifying gorilla hangs by a leg the unfortunate
scholar, “more dead than alive”, down from a baobab
tree and loosens its hold and ... He wakes up in his
bed! As in the journey of Blandureau, an indication of
the nightmarish character of the coming trip is already
given from the beginning where we see Bugnalarose in
his bed, dreaming about the beetles.

The earth was no longer enough, so it was towards
the sky and to other planets that our passengers would
be sent, in parodic stories that would fall under what
we now call science-fiction. Following the success of
the novels of Jules Verne, whose Cing semaines en bal-
lon [Five Weeks in a Balloon] (1863) and De la Terre a
la Lune [From the Earth to the Moon] (1865), an entire
body of literature emerged incorporating the latest ad-
vances in astronomy to offer extraordinary and cosmic
adventure readings. Albert Robida also, author of trav-
el stories and suspense, and founder of the newspa-
per La Caricature, put formidably into images of these
technological dreams. While the Swiss Liquier Gabri-
el—known under the pseudonym of Trick et Trock—
invented a comic about an extra-terrestrial trip, Voy-
age d’un ane dans la planéte Mars [Figure 13] [A Donkey
Journey to Planet Mars] lithographed in Geneva in
1867. An animal, who is the story’s narrator, is sent by
his father on an educational journey throughout the
world. Having met a scientist who studies aerostats, he
is then suspended in a “prison balloon” filled with a
new gas which brings him up to the planet Mars where



he lives exciting adven-
tures—sometimes as pris-
oner, sometimes as king—
before being brought back
on Earth by a cannonball.
Once he lands near the sci-
entist, his Martian experi-
ence makes him answer to
his master, who asks on his
deathbed what is the best
government, that “it is the
one that we do not have”.
The new techno-scientific
utopia that enlivened the
19
here by the discovery of
the scholar who defers the
problem of “heavier than
the air” to “Mr. Nadar’—
is actually the opportunity

century—represented

for returning to a socio-po-
litical utopia, which is in-
stead gradually eliminated
from our world.

The extraterrestrial
adventure had already be-
come the setting of a po-
litical satire in Cham’s the
Journey of P-J. Proudhon.
The caricaturist appears
to have made the journey
his preferred subject, as
two manuscripts likely
authored by him are still
dedicated to the theme.®

3 Although very extravagant,

the Impressions de voyages
aériennes et maritimes de Mr.

LA TERRE ILLUSTREE

VOYAGE DE M. BLANDUREAU AUTOUR DU MONDE

Enthousiasme par les récits de Stanley, Noydenskjold et aulres,
M. Blandureau, ex-phurmacien, réve de faire le tour du monde.

[T
e |

A
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Par quel bout prendra-til le monde?
Par en haut ?

TS

Ou par-dessous?

Toul druil devunt sor!
Et & Dieu va!

SCEAUX. 1P, CRARAIRK ET F(LAL"

Et M. Blandurcau prend @ la gare de'son pays natal, —
Tripaton-les-Mules, — un billet circulaire pour lui et Tolor,
son chien.

(4 suivre.)

Le Gérant . L. BOULANGER
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Figure 12

Voyage de M. Blandureau
autour du monde,

s.n. first page as published in
LaTerreillustrée,

n°1, November 81890.
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Figure 13.

Splash page of
Voyaged'undne
dans la planéte Mars,
Gabriel Liquier,

Geneve 1867,

Nubis, le voyage dans
[Figure 14]
[Nubis, a Voyage to
the Moon], tells of
a balloon flight, that
of Mr. Nubis who
“reaches the moon”

la lune**

and is then faced
with the strange be-
havior of the “kids”
that he encounters
there. In Histoire de
Mr Jobard [Story of
Mr. Jobard], which
Aubert

published in 1840,

Maison

Cham was already
staging an attempt-
ed balloon flight, by a character of the same name who
had “newly arrived from London”, from the Champs de
Mars. In the story, after having “burned his cap from
being too near the sun”, Mr. Nubis’ failure to rise causes
the disappointment of Mr. Jobard and other spectators
who had paid 20 francs to attend the show.

A pretext for a multitude of puns—*“tombe a lune”
[falling moon / moon grave], “voulant se mettre au

A. A.N. Trouillard, épicier de la veille [Impression of Air and Sea
Trips by Mr. A.A.N. Trouillard, grocer of the Day] reports an
adventure in an hydrogen-inflated balloon. Unfinished, this
manuscript (it carries the date 1847-1848) contains a similar
sequence in the theme to the Episodes de Ihistoire d’une na-
tion sauvage [Episodes of the History of a Savage Nation], men-
tioned above, which appeared in 1846 in LTllustration. The fol-
lowing year in same newspaper Cham also signed a story of
a balloon flight under the title La Ballomanie, ou infortunes de
M. Potard [Ballon-Mania, or the Misadventures of Mr. Potard].
It is a stitched book of twenty superbly watercoloured plates,
completely unknown and without date, and preserved at the
Musée de la Cité Internationale de la bande dessinée et de
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I'image, in Angouléme.
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[want-
the
mood], “pomme de

lunatique”
ing to save
lune frites” [lunar
French  fries]—in
the manuscript, the
cosmic destination
animates the nar
rative journey of a
fantasy that recalled
the strange visions
designed by Grand-
ville for his fantastic
exploration of Un
autre monde®* [An-
other World] (1844).
The extraterrestrial
journey allows the
creation of a surreal universe with its own laws (Nubis
notes bitterly that on the moon he is paid with “prop-
erly given kicks”), and even if drawn from reality, the
raw materials transmute (he takes a walk in the “Jar-
din des plantes (de la lune)” [Botanical garden of moon
plants]). Constructing a transitional space, the marvel-
ous and astral journey participated at the high point of
a culture of strangeness and singularity that pervaded
the 19" century, and filled its travel narratives with in-
sane and monstrous creatures. Through comics, this
curiosity about the unknown and the inaccessible was
fully quenched by opening the visual component to all
aspects of the possible and the elsewhere.

In an age fascinated by geography,®® the journey

3 Considered to be one of the first science-fiction novels, LAutre

monde by Cyrano de Bergerac (around 1650) already recounts of
ajourney into space, and to the moon and sun at the same time.
The foundation in 1821 of the Société de Géographie is con-
sidered by Thierry Groensteen to be like an “act of symbolic
birth for this extraordinary passion for the planet’s explora-
tion” (GROENSTEEN 1998: 18).
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is a motif that made it possible for
the first comics to join effectively
the cultural and social landscape.
By providing a narrative filled with
connections, the journey in pictures
was readily able to be published in
the print media of the period and
reflected the emotions and expec-
tations of the readers. At the same
time as being amusing, these pic-
torial travel narratives responded
to the desire to see, explore and
dream. At a plastic level, the theme
of travel also offered the opportuni-
ty to further develop the resources
of the narratives depicted. The sen-
sation of movement, the passage of
time or the specific features of the
means of transport generate effects
of rhythm, framing and layout that
were all, previous to this period,
little explored aspects of images [Fig-
ure 3. As a medium based on gaze
shifting, comics found in the jour-
ney a proper matrix to explore their
numerous potentialities.

[Translated from the French
by Andrea Cuman;
revision by Ron STEWART]

A
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Figure 14.

Nubis, le voyage dans

a lune, attributed to Cham,
unpubished, page Z;
(ollection of Musée

de la Cité Internationale

de labande dessinée
etdelimage, Angouléme.
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Figure 1.

Impressions de voyage
de M. Boniface,

Cham, Librairie Paulin,
Paris 1844.

CHAPITRE LXXIX.

Sans avoir [ait son testament.

M. Dupiv.

- -
4y ( 2]9 , :‘d@ o P o
= \(’/ W/ 7}’?;//4’/%me_“

M. Boniface s'embarque pour Londres sur le grand chemin de fer de Folkston. La campagne semblait courir devant lui 4 raison de 40 lieues & Iheure.
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From Zmaj to Mike Misa.
Sketchingthe First Eighty Years of Serbian Comics

by: Zdravko ZUpAN

Ratsko Project, www.rastko.rs

Introduction Consequently even pinning down the names of these
efore the start of any research dedicated to the ~ early creators requires a process of comparing and
history of comics in Serbia, it should be noted identifying individual drawing styles and handwriting.
that, while the production of contemporary Despite these difficulties in researching this early

comics (which started in mid-1930s) is rela-
tively well-covered in a number of books and
articles,' the earlier period is still largely un-
known. The main obstacle to researching is
the fact that the National Library in Belgrade
was destroyed during the April 1941 bombing
and has never (as far as its collection of illus-
trated periodicals is concerned) been fully
refurbished. The only reliable sources have
been private collections of vintage Serbian
magazines and comics, the most extensive of
which was owned by Aleksandar M. Popovid¢,

who passed away in 1995.
Even when one has access to materials,
writing a history of early Serbian comics is not an easy

task, because—following a practice widespread in Eu-  period, this paper aims to take an initial step in recov-
rope—authors of picture stories would usually not sign ering its history, and making it more widely know, by
their works: not even the artists, let alone the writers. drawing on research and materials available at this
They would often hide behind pseudonyms and initials. ~ point in time to offer an English overview of the ear-

* See e.g. (DRAGINCIC & ZUPAN 1986) and, among many oth- liest developments of Serbian comics from the mid-

ers, the recent (Ivkov 1995, PAVKOVIC 2003, BOGDANOVIC 1800s to take-off point of modern Serbian comics 1934.
2006). See also the articles available online via the Rats-
ko Project, www.rastko.rs.
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Figurel.

(artoon created by writer and
painter Dimitrije Avramovic (1815-
1855), initiator of Serbian caricature,
published in 1850.
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Figure 2.

Cover of the Serbian satirical
magazine Zmaj [Dragon]. “Zmaj”
was published in Budapest and
Vienna from 1864-1871.

[tis interesting that the text

was printed in German.

Early comics

The end of the long domination of Serbia by the Otto-
man Empire came between 1815 and 1830. At that time,
it was clearly understood that the development of print-
ing technology was affecting the very modernisation of
the country. In 1831 the first printing house was estab-
lished, and three years later the first Serbian newspa-
per was published in Kragujevac, quickly followed by
others. Some of the newly established publications be-
gan then to publish modern cartoons—before that, the
only traces of caricatured expressions were to be found
in medieval miniatures and details of fresco paintings.
The father of cartooning in Serbia was a painter,
Dimitrije Avramovi¢ (1815-1855). His political cartoons
emerged in the times when “Serbian people even had
begun to use drawings in order to protect their nation-
al and political rights™ and were published in popu-
lar Serbian publications of the time—such as Sedmica
[Week], galjivac [Joker] and Sumadinka [Sumadija Girl].
Other than that, as noted by Kolari¢ in his essay “Early
Serbian Political Cartooning” (KoLARIC 1954), cartoons
by Avramovi¢ were also made and distributed among
the Serbian population of Vojvodina (then Austro-
Hungarian territory) as separated sheets of lithograph-
ic prints. These prints were often in a strip form, and
in fine calligraphic lettering; sometimes they included
extensive comments and dialogues. Many satirical
picture stories were published in newspapers and al-
manacs, especially during the revolution of 1848, but
mostly without signature. The first cartoon that “came
into focus of the wider public” (Apanja 1968: 11) was
then a 1850 piece by Avramovi¢, filled with patriotic pa-
thos, where he poked fun at the pro-Hungarian politi-
cian Sava Vukovi¢, who was presented—together with
Hungarian authorities—confiscating Serbian newspa-
pers, during the Hungarian national revolution. This

> (Janc 1968a): unpaginated, but fifth page.

38

¥ BEYY, 30 Jyna 1871,

- 3MA

JARCT 3A ALY I CATHPY.

Toauna Vil

Zur Aoflssnng der Militargrenze.

(Hemaukn — j1a nac He 61 Ko 0Geno, 1a Gynuvo.)

heniische Folge dieser illiberales
ind Auflsung Uedenken.

cartoon is also interesting as it features an early version
of the “speech balloon”, formed as a stream of words
that comes out of the speakers’ mouth. [Figurel]

The first humor

and satirical magazines

First Serbian humor magazine was galjivac [Joker], first
published in Belgrade in 1850, on November 17 (Ju-
lian calendar). Three years later, in Novi Sad, Jovan
Jovanovi¢ Zmaj and Dimitrije Mihajlovi¢ started a hu-
mor magazine titled Mese¢ar [Somnabulist], while in
February 1861 Dragutin Keseri¢ put out the first issue
of the illustrated humor magazine Komarac [Mosquito].



Jovan Jovanovi¢ Zmaj, a noted poet, was an impor-
tant figure of the early Serbian humor publications. For
almost three decades, he worked on these magazines
as publisher, editor, and very often sole contributor. In
Zmaj [Dragon]|, which he published from 1864 to 1871,
space was given to many illustrated satirical pieces,
some of which offered excellent examples of picture
narratives, often translated from various European sa-
tirical magazines. [Figuie 2] The magazine Starmali [Pre-
cocious Child], which started in Novi Sad in 1878 and
was self-published by Zmaj for another 12 years, hosted

IV. 6poj. Ba oxroGap 1879,

Tema ma wormpE mecemn 1 ¢op. Mojeama crecka.25 mow,
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10 TITALUBHA ACTPOHOM, CB. I

MAJEPOSHY TEHIEP.

Tloaa cMemHo, moaa waxocHo a6uTHje ¥ 18 durypa, 36Ba co OGHYHO Ha KAKBO]j ,CPICKO]

omnazmRCHoj Gocoant.

¥ nporpamy xaapua croji
A wyama cnupa,

Baur ,6aameenr? ko mro Tpeba
On je exumupar,
Max-mrnsaerie, Gexy momy
Ho6a maspuampas.

M po npse nek je cmar'o
Moan je a1 Typy*,
Ho ona jo 6oer crexas,
Bau wynepa Bypy-

A mam yremep* aumo ¢ enpesa
Aa ce ,aurazmupa.s

I ——
Bayae
M nane yremep* ‘naro 1064
Beh ave xopue Gpoji.

pesic — mch i ona

Ba xagpia jo moa, eroju,
AX' m oBa %o 1 cpara

Kopiy anrn no.u.

some satirical stories in sequential pictures, including
one interesting, unsigned comic page titled “An Almost
Incredible Thing Has Happened During the Waltz”.

Examples of signatures on either graphic stories or
poem illustrations are rare. Among the few authors
who did not sink into oblivion is Milivoj Maukovi¢,
a cartoonist who lived in the town of Sid. He passed
away at an early age in 1881, but years later was singled
out as “the first Serbian professional illustrator” (Janc
1968b). The obituary published in Javor stated that

5 Javor, Novi Sad, January 17 1882, 63-64.
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Figure 4. 3

In the first issue of Saljivi astronom
(May 1879), Maukovi¢ published a story
done in 16 panels Malerozni tencer
[Unfortunate Dancer].

Figure 3.

Cover of the humor
magazine Saljivi astronom
[Goofy Astronomer]
founded by Milivoj Maukovi¢
in Novi Sad in1879.
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Figure 5.

Asilent story created by Jovan Pesic
in1897 It was first published in the
Anthology of the Museum

of Applied Arts in 1960,

«The news about the death of this Serbian artist came
abruptly. He died prematurely: just a few days ago we
received a copy of a humor magazine that he self-pub-
lished and illustrated, Pavolan [Little Devil]. As a young
man Maukovié¢ went to Vienna, where he could be of-
ten seen in the taverns with his sketchbooks, copying
the drawings from the foreign illustrated magazines.
He was a self-taught artist... He didn’t have a teacher
to guide him, yet his artworks were often appearing in
satirical and children magazines and books, and his
name was known to his people... Kind benefactress
Marija Trandafil had sponsored his travel to Munich
for art studies, where he had some success. After one
year spent there, he returned to his native Sid, where
he initiated the humor magazine Saljivi astronom
[Goofy Astronomer], for which he also drew illustra-
tions, while at the same time collaborating with pub-
lishers of several other magazines and children’s books.
Lately he had opened a book shop and a printing press
in éid, but he had no luck with Pavolan, a magazine
that he founded, as only two issues came out before he
passed away».

In the first issue (May 1879) of his Saljivi astronom
[Figure3], Maukovi¢ published a story titled “Unfortunate
Dancer”, comprising of 16 panels with versed captions
[Figure 4], depicting a young man who left a dance party
after having little luck. He ends up in his bed, dream-
ing of dancing with the lady that he fancied, happy at
last...

In the early 1870s, the centre of cultural activities
among the Serbian population moved from Novi Sad
to Belgrade, and during this period many comics were
published in Belgrade’s magazines.* The last decade of
19" century also saw the appearance of satirical maga-
zines in Nis, VrSac, Stari Becej and other towns. Along

+ In the Belgrade periodicals Cosa ([Bald man] 18811883
and 1887-1888), Era ([Man fron Uzice] 1882) and Dar-Mar
([Chaos] 1881-1882) as well as in the longest-lived satiri-
cal magazine Brka ([Moustache], published from 1882
until, with some interruptions 1938).
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Ci. 2. U3 aressea Bopha Josaxosuha
Fig. 2. L’atelier de Djordje Jovanovi¢

Ci1. 3. Us aremea Bopha JoanoBmha
Fig. 3. L’atelier de Djordje Jovanovi¢

with their political cartoons, the satirical magazines
often published ones touching upon social issues or
even addressing mere entertainment. These cartoons
were not only by trained artists—in fact most of the
artwork was crude or amateurish, yet some of it ap-
pears surprisingly fresh.

Thanks to the research of Zagorka Janc, the work
of another important artist of this period, Jovan Pesi¢,
was saved from oblivion. Pesi¢ (1866-1936) started to



study sculpture in Novi Sad, and con-
Bpoj 17
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tinued his studies with the well-known
sculptor Dorde Jovanovi¢, until they
had a quarrel. Inspired by those stud-
ies, in 1897 Pesi¢ created a silent story
in 8 panels, which was published only
many years later, in the Anthology of the
Museum of Applied Arts (JaNC 1969).
The story is a witty depiction of a pre-
tentious sculptor who makes his clay

Bnarocrame;

figure of a nude woman com to life and
dance [Figure ). Pesi¢ worked for many Fob: yomssee,
magazines, and was aware of the inter-
national cartooning scene of the time,
as he was a regular reader of Punch and
Die Fliegende Blatter, as well as the Pa-
risian magazines Le journal amusant, La
caricature and Charivari (JANC 1969: 22).

The explosion of satirical magazines
continued into the early 20" century.
Among the titles were Kukurek [Hel-
lebore], Satir [Satyr], Vragolan [Wag],
Davo [Devil], Starmladi [Oldyoung], Ruza [Rose], Hu-
mor [Humour]|, Selja [Redneck], Zolja [Vespidae], Ka-
rikature [Caricature], Raketla [Rocket] and Vic [Joke].
All were founded between 1902 and 1915, mostly in
Belgrade, with exceptions such as Starmali [Precocious
Child], which was produced in Novi Sad. One of the
aforementioned magazines, Satir, was founded in 1902
by Brana Cvetkovi¢ (1875-1942). [Figure 6] He was a color-
tul personality—known for his work as a theatre direc-
tor, actor and composer, he also found his own means
of expression in painting and cartooning, along with
writing poetry and prose! [Figue 7] In fact, Cvetkovi¢ is
mostly remembered also for his illustrated poems for
children, influenced by Busch in terms of style and
form.
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Jla pexneno: pa je ITama

Myse pa cy cmerma mama

An po6 sacua! U myse ce
Kyne Gpxe.
Tama cxoun! T'nasom Tpece!
Cabmy Tpixel...

Jenra GacHa
— Bpno KpaeHa, GesonacHa —-

Hox po6 mapm, moxne maje
Tlamm npuja,
(He pexocmo Taumo, na je:
Po6 Pysnja..)

Ca6isa spusny! Ha jse moxe
Po6a cmmasm...

A Te mone uxo Bole

He cacrasu!

Neven

Neven [Calendula] was one of the most important
chapters in the history of Serbian children’s periodicals
(RADIKIC 1989, DPUrRdEV & GoLi¢ 2006). [Figure 8] It began
publication in Novi Sad in 1880, and lasted until 1908,
with some interruptions from 1891 to 1898. The maga-
zine’s founder and editor was Zmaj. Neven was a litera-
ture magazine for children, so many pages were devot-
ed to poems, but there were also articles—from educa-
tional ones to notes about the recent events (political
and cultural), biographies of the important figures of
the time, etc.—all with plenty of illustrations. Very of-
ten, Zmaj would write his poems after the illustrations
he found: he would first pick an interesting artwork,
and then write verses based on the images. [Figure ] But
there were also examples of the inverse procedure:

[
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Story by Branislav Brana Cvetkovi.
[t was published in Satir [Satyr] in 1902.
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Figure .

Branislav Brana Cvetkovi¢
illustrated this story

and wrote verses for t.

[t was published in the children
magazine Lasta

[Swallow] in 1895.

Lasta was published

in Belgrade from 1894-1897.
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34 XOOXEBAKE
:g{@oaex jeae paga KuBOTa,

Hbum aa TBOpPH A06pa Aeaa,
% A ko xuBH paan jeia
%’I‘aj je HIEU M 0A .. ...

Yuuu A06po GamieM CBOMe,
Ca 6pahom ce aeno caamu;
Csoje Gpaum, mrto je Tyhe
To unkaza TH He .. ...

Huje aocra aa je uoBek
Ter Ha oum raepas.
Tpeba aa je mopea Tora

Jom nomrTeH m ......

Pagocaag.

£y

AOCCETJbUBH JOJIE

— WIAAA ¥ TPH CAHKE —

Peh’ hy aa we Oyae rpemka,
Y kopum je rycka remsa —
T'yeka #mBa, He meuewe
3aro Joae tako creme!

Zmaj’s poem “Na$ Gaja” [Our Gaja] was illustrated in
sequential form by one Uro$ Predi¢, a famous Serbian
painter, representative of academic realism. [Figure 10]
Among several other illustrators who collaborated with
the magazine, Zmaj probably created some of the il-
lustrations himself, or did the preliminary sketches. A
number of the comics and illustrations were actually
reprinted from foreign publications. Most frequently
appearing characters in Zmaj’s illustrated poems were
animals—cats, monkeys, the ugly duckling, and oth-
ers. A story titled “Guska pijan¢ura” [Drunkard Goose]
introduces a goose that got drunk after consuming

A A C T A 29

JocerpuBiy Temeo Huje
UBya ce yye Aa pobHje —
Joae y3’o Gpumy rymy

Ila ma xopmm Oymm pymy.

TIpoHarasak CBAKH BPeAM,
Kaa ce muMe 310 moGeAu,
Ko merose Hahe ABepn
Mome pa ce kovomepm.!
6pana BPAHA:

rakija (i.e., a Serbian brandy). One of the most interest-
ing of these illustrated poems is titled “Kovac i davo” [A
Blacksmith and a Devil]: an adaptation of Busch’ story,
Zmaj introduced it as “Fictional folly, made for laughs
only”, emphasizing that it was not educational or mor-
alising in nature. [Figure 1/]

Among the magazines that followed in the wake of
Neven [Calendula], mention should be at least made of
Spomenak [Forget-me-not], published in Pancevo from
1893 to 1914 (VITOSEVIC 1984: 33), which later came to
offer many graphic stories. [Figurell]



After the First World War

The evolution of comics in Serbia was arrested from
the beginning of the 1910s until the mid-1930s. From
1912 to 1918, the country took part in two Balkan
Wars and the First World War, with human and ma-
terial casualties of enormous proportions. After the
end of the war, major social, economic and political
changes occurred all over Europe, and in the Middle
and South-Eastern Europe new states were formed.
One of them was the Kingdom of Serbs, Croats and
Slovenians, which was renamed Yugoslavia in 1929.

Pubapue.,
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U3 HHUBOTA MAJIOT'A CAME BOBA,
(Ca 20 onzka.)
— 0 HEMAUKOM. —

Jak je Guo, marmum
Ox spra macymsa.
On ma aucruk cexme,

Cexue na ce Bymba.

Cuma Bo6 je 6no
Harym mel narymuu,

Huruga my Onra
Barura y pyuu.

Kax je mmo pyjua muma
Tlopanu Becema,
Hanperak My mamm Geure

Boxanuna mema.
(mpoxyEmlie ce.)

Kax je uwo y Goj myru
Ham gemuja Cumo,
Opy®’0 ce 3xpaBo xeno, —
Ox xyrmera mTut je wumo.
RIS

SAIITO JABYKA TAJA CA JPBETA.

Ay CC PA3roBapa0 ca  CBOjUM
LeM ua My oBako peue: Jyue
" cam uurao o Ibyray u o mero-
BoM Hajeekem ofpery. A xamy xa je
mera K ToMe 00pery ymyTaaa jexna ja-
Oyka, Kojy je BuZeo. Kax je ca Jxpsera
cuaza. To menune mpe y raasy.llra je
Ty Moria jabyka xa yuumm?

Oran. Ta xaz je jaGyka nana, mo- r
KpeHyJa je y meMmy HOBY uxejy.

B exy m. Kaxsy uxejy?

Oran Ou je moueo xa mpeMuwba,
KaKBa JM je TO CUIA,WTO OBY jabyky
XoBele ca ApPBETA HA 3eMIBY?

Bexyw. ITa 3ap on To nuje 3uao?
Ta To 6u My u ja morao Omo kasaru.
Ileremxa ce npekunyra, ma nuje Ouio
BHIIe uera Xa je APRH.

Oran Hak?

B e n yuu. Ia 3a To je Mopana nact

The nations composing this state were not equal in
economic and cultural development, and were at a
much lower cultural and educational level than other
parts of Europe. According to the statistics of 1921,
the Kingdom had 12 million inhabitants and, among
the population older than 12 years, the illiteracy rate
was 51,5% (BJELICA 1988: 67).

One of the prominent publishers to appear on the
Serbian scene in the time between the two world wars
was Ivan Zrni¢ (1890-1942), who moved to Belgrade

[
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Figure 9.

During 1883 a story entitled

|z Zivota malog Sime Boba
[From the Life of Small Sima Bob]
was published in several issues of
Neven. Jovan Jovanovi¢ Zmaj wrote
verses for this story.

Asit was emphasized inits caption,
the drawings were taken froma
German magazine.

Figure 8.

Cover of Neven Calendula], popular
magazine for children founded by
the famous Serbian poet Jovan
Jovanovi¢ Zmaj in Novi Sad in July
1880. Neven is considered the most
important chapter in the history of
Serbian children’s literature. It was
published, with some interruptions,
until March 81908.
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Figure 10.

The original comic strip

Nas Gaja [Our Gajal.

The pen skecthes by Zmaj
for the cartoon also survived.

Haw I*aja.

(Ca mecer cimxa op ¥p. IIp.)

Ero BepHe ciamke | Kan ce I'aja mera, l
Hamer manor Taje: To oBako GuBa:

Haupro je wewnro, Pyke cy my octpar
Ia cag raeau wra je. Ko na wux cakpusa.

Mauky cBojy moam,
C wome HewrTo 360pn,
Ilo Gamrn je wocw, —
Hok ce ve ymopu.

Ero u y hemane

Beh je crupar’ cauxo, —
Anv xsana Bory

IlTo He uyje Huko!

Yme u na Gpoju, — ‘
Axn wa npcre camo;

Ha ce He BaGyHm, |
Bpoju moxarawuo.

from Sus$ak, an island on the Croatian Adriatic coast.’
His wife Jelena Jovanovi¢ (1893-1968) worked in peri-
odicals such as Dnevni list [Daily Papers], Jutro [Morn-
ing] and Straza [Watch], as well as Tribuna, where she
was the editor in chief. In November 1919, Jelena and
Ivan Zrni¢ brought copies of the first issue of their first
magazine, Ilustrovani list [Illustrated Magazine], from

s His love for a daughter of a Serbian Orthodox Christian
priest made him change his family name from Kornicer
to the more Serbian-sounding Zrni¢. Eventually, during
the German occupation, he was killed in the Jasenovac
concentration camp, made by the Croat fascist regime.
All of this information comes from a personal communi-
cation from his daughter Maja Zrni¢ (August 1985).
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Cax no mmary Tpaxn
Caojy Gputsy ckyny.

Bputny Huje waino, —
An je wawo pyny.

1 .na raacosupy
Tokazo Gu Ko je,

Camo na My HoTe
Harpaiuke He croje.

Jypa y my jako,
Caupa, Gpare, cBupa,

Kan my kyme npyay,
An He nmTaj KaKo.

OBo my Beh paspa:
Caj janopuiute Mére.

Taxko nam je mmo,
Can je noGpo aete.

Kopaya nonaxo;
Ma pa j’ ayna npaswa,

Ca ayaom y 3yom
He pasma Hu Tako.

Vienna (where it was printed): they were the sole own-
ers, editors, writers and even peddlers of the publica-
tion. In the years to come, the couple founded a num-
ber of publications, among which were Nasa deca [Our
Children], Zabavnik [Entertainer], Vesele novine [Jolly
Papers], Comoedia, Zena i svet [Woman and World], Ju-
goslovenske ilustrovane novine [Yugoslav Illustrated Pa-
pers], Veseli ¢etvrtak [Joyful Thursday], etc. [Figure1]
The Zrni¢ family published the illustrated children
magazine Nasa deca from September 1920 until May
1925. Along with regular illustrations, this magazine
gave space to some sequential picture stories [Figure 13,
including the first one with recurring characters. It
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CYCENMN

Ax he na ce cranu

A rixe nexasn wy
Ax be na my mpuja! |

1 Tpexo koxmuja.

Bpe, onmasm spame!
Ko e j’ 3rao ano? Hamymurs xeha,

Winu hexo raku | Sanawrukem, ga ce
Ia ce orxegamo, | Crapeju Be Bpeha.

Xa! cax hy mu mama

1 rze cycex me mox’

Axn u Ilpexo Bpar je
Jla cycruree mera.

Yoroxo Gera;

was “Putovanje oko sveta” [Travel Around The World],
written by a Bosnian Serb poet, Isaije Mitrovi¢, and il-
lustrated by a Serb from Vienna, the painter Josif Da-
nilovac.® The authors created a boy character named
Zdravko Obreti¢, who travelled all around the newly
established SCS Kingdom with his friend Celik-Laza,
sometimes reaching faraway countries as well (US, Ja-
pan, Australia, China, Egypt). [Figure 14]

¢ Josif Danilovac (1877-1928) was a painter, graphic artist

and caricaturist. He studied painting at the Academy of
Vienna under S. UAllemand, and graphic art under W.
Unger. He worked as a caricaturist in Viennese satirical
magazine Die Muskete as well as in Vra¢ pogada¢ [Sooth-
sayer|: cfr. (MIODRAG 1962).
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Tla can, eso Ipuko
Yacru ce, Becemry;
Ho, Hex my ne GOyze
Iiro my Bexos enu.

Cas ce Beh ysuo,
Te je rako Bexos

V Bmjamy maman
Tlpomao Ha 1uo.

JEAAR ITPOB.

(Kiss Jozsef)

Hukana onie

Ja mecan Guo
Anmn Oux unak
IIyr noroauo;
Motk uynorsopaa
V wenu ¢’ ckpusa
Kyna na maex
IIyr wu kasmsa,
Tyr mn xkasusa!

Hekaza ... gasHa...
Herpe naxeko

Kpaj rpo6ma rasra
T'po6 xon’o mexo.

A can peh mema

Hu kpera tamo

Ko cnasa omie

To ja smam camo,
To ja 3HaM camo!

Ta cunapam omie
Ox, majko muia!
Tpsa Te 3empba

Ox weme ckpuia

Ta jeasa vekam

Ja cpuy csove
.Onagmay om1e

Ha rpo6y TBome,
Ha rpo6y rsowe!...

Mbo Xocanyuh.

However, while the first decades of the 20" Century
saw the ﬂowering of newspaper comics in US, in Serbia
illustrated sequential stories remained fairly archaic,
with versed captions underneath the panels, or even at
the bottom of the page, obviously aimed at young chil-
dren. [Figure I0] Many children’s magazines published
material of this kind, sometimes without any text, but
this period also saw the appearance of some peculiar
stories in pictures such as those left with blank cap-
tions, meant for readers to insert their own verses, the
best of which would receive a prize. [Figure 1f]
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FigureTl.

(hildren's magazine
Spomenak [Forget-me-not]
published this story

on May 11909,
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Figure 2.

Theillustrated poem

Kovat i davo [A Blacksmithand a
Devil] by Zmaj: another witness of
Busch'influence on the medium.

KOBAY ¥ "BARBO.

Jexan bano, cpemiser pacra,
U3 nawra cc Juro mnpaso;

A Ouo je iupHe Goje,

lliTo-Ho ramy: Gam o baso.

(UsMununbegA ayxorinsa, xa cr MAx0 HacMesemo. Ca 9 cumka.)

@) ))

Kosau cexc KROJ IIAJTOBA,
Ja xoppmu HapyuduHe;

Ax u haBo cBe 3a InuMme,
Xohke ja My nany ckuHe.

Hourao je ra xonauy,
Jep Ty Bazxa neclie zencern.
Kosaua je zaumpuun’o

U now'o my iacha rpencri.

Q

Ty ce manuo Hexo Gype;
Ty On woBau xa ce cuace.
Aumn baso rpu’ 3a mume,

ITpemeke ce. mujy¥ra ce.
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BHaso nove majros mByumkar’,
Aa o1 mupume, uau empiau.
Axa, 1y cu! peue xopau,
[la baBoay noc saspru.

U To npobe, raro upobe, —
Ad v oL Kopauw KiCluTe myena
Baso Buge aa he ovrar’
WUx Ges ysa, na Ocs pena.



Croana 8

T p kK a

Hawa Jleua

H a

__Bpol.3_

M'*(’)"p y.

Trée je izaslanici celog Zivotinjskog carstva.

_Bpoj 3 Naga Deca Crpana 9

T

[
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r kK a n a m o r u

Tpue je u3acJaHHULM LEJIOT JKMBOTHHCKOT LApCTBa.

Kow BOpeHH y TpRy ce nnere,
A nocaenmwu ctuhn he 10 mete.
JlaB M Me4Ka JbYTHTO ra pye:
»He Baba TH noc’o, japuu apye!“

Konj vodeni u trku se plete,
A poslednji stiéi ée do mete.
Lav i metka ljutito ga ruze:
»Ne valja ti pos'o, jadni druze!

3Bajatak je xuTpo cruhin MeTH,
Matka Gorme uenpejx CBHjy JNeTH.
»TY mmBaTH He nomaske!

Kyuw cypaun npaso Kaye.

Zadatak je hitro stiéi meti,
Patka bogme ispred sviju leti.
»Tu plivati ne pomaze!“

Kuci sudac pravo kaze.

The early Thirties
Comics were introduced into Serbian newspapers
through the childrens’ supplements. The first daily
paper to have a page dedicated to young readers was
Politika, starting with the January 16" 1930 issue. This
supplement has come out once a week, every Thursday,
since then until the present day. It was preceded by a
“Children’s Page”, completely written and illustrated
by Brana Cvetkovi¢, in 1929, first inserted in the Feb-
ruary 21* issue of Politika. [Figure/]

With his versed comics and illustrations, Cvetkovié¢
made an important contribution to the first decade of
the Politika za decu [Politika for Children] supplement.

Nagrada je masna, slatka,
Svaki bi je rado dig’o,
Al' oprezni lisac samo
Do 3unke je sreéno stig’o.

Harpana je macHa, cnatka,
Ceaku 6u je pago pur'o,
An’ onpesHH Nucal caMo
Jlo wynKe je cpehiHO CTHI'O.

Figure 13.

Josif Danilovac was the author of

this story as well as of some other
similar stories, published in children’s
magazine Nasa deca [Our Children].
This one, published in three issues,
was entitled Trka namoru

[Race at Sea] and the text was printed
inboth Cyrillic and Latin alphabet.

Nesta¥no je more izvratilo ladu,
Te se lav i metka u valima nadu.

HecramHo je Mope usBpaTuno naky,
Te ce naB M Mewka y Banuma Hahy.
Bpoitoonm ce pecy wnp P y — se desi i pravom mornaru —
C10H cnacaBa }KUBOT CBOME jajiHOM Uapy. Slon spasava Zivot svome jadnomlcaru.

i N —Lj —

Brodol

During the same period, however, this supplement
would also publish works by other authors, includ-
ing comics biographies (probably created by Vladimir
Zedrinski) of prominent (often contemporary) figures
such as the Czech politician and philosopher Tomas
Masaryk or the Croatian sculptor Ivan Mestrovi¢. In
issue 31 of the supplement, published on August 14™
1930, appeared a strip titled “Drski obija¢ i hrabri Per-
ica” [Ruthless Robber Meets the Brave Perica], which,
for the first time, included a speech balloon. [Figure 19]
Soon other daily papers such as Vreme [Time| and Prav-
da [Justice], and even some weekly magazines, started
to publish similar supplements.
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[IyroBawe OKO CBeTa.
3apaBrko O6Gperuh y Baukoj.
Mpoxonetin paBuy Bauxy Tlykna paBaH: HUTAe Kpaja,
Op Jyunasa -ma go Tuce, A nythuke jxeha nasu.
YecTo myTa 8HOj mpokana, Bone! Bome! U rne, y uac
Yecto nyTa o)kegHu ce, Mpen wuma ce hHepam jaBu.
3npaBko 6pyke Ka6’o arpabu CByn Hecpehia oxoM mpeka
Y 3penan ra ay6ok capa, U mra 6eme Beh nomanka:
A Yenuxk ce Jlasa c Jlonom MecTo KoBe hepam nmxe
Y npuceHKy pasroBapa. O6perntia y Buc 3apaBka.
Figure 14.
Putovanie oko sveta IIIta nomaske Ty can cysa A BauBaHu BparoiaHu
| Cne moceTka Tpajku Gpara, On cmexa cy nomyuanu,
[Travel around the world] Yennuk-Jlasa Jlony auke, U cBu penom O6pernhy
was created by the poet Jlona 3apaBka 8y6’ma xBaTa. Ha jynamTBy uecTuranu.
Isaije Mitrovi¢ and the painter . . " Mchnje Mavponuh.
Josif Daniovac T e fokeaiia SovTaACre S aap sy umm B T oamme Sy 3 Ay, 4 spea imoscn Fonase

3nacHAK W ONTOBODPHA ypeNHHK Ba WTaMmnapajy W nMcT Hean 8puEh, 1MPeKTOP jyrocnosenckor ,Mnycrposanor Jlucra*, Beoroan.

Unlike similar stories,
this one had a main character.
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WIYCTPOBAHU AEYJU JIUCT. — HU3JA3H JEAAHIYT HEAEIbHO. — YPEAHMIM: JEJIEHA U. 3PHWR U I'PTYP KOCTHR. — YIIPABA JIUCTA:
BEOI'PAA, KHE3 MUIIETHHA 28. — TPOMECEYHA NPETIIATA ¢5.— AWUH.; — [NOJIYTOAHIIIHA 45.— I'OAUIIIHA 80.—

Figure 15.
Cover of the children’s magazine
gfza ce éaeuahmgraiy; E, na kRapa nyxebu Veseli tetvrtak
amro Boxkuh-Gara Hehe Aa ce cere,
uae Tako monako Aa Rpuona npukaue [JOnylTthSdﬂy],
oA bpara Ao bpara? M CJIOXHO Tolere! published in Belgrade
by Ivanand Jelena Zmi¢
in1932-1933.
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Figure 1.

This story was published
inissue 8 (April 1929) of
children's newspaper Zorica.
Editors encouraged only
39and 4" grade pupils to
describe the pictures.

Figurell.

The first addition for
children in Politika
[Politics] newspaper
was published under the
title De-ja strana
[Children's page]

on February 211929,

S OPUII A, CTD.V127.77

ﬂpBu nyT y JIOBY.

(Cruka 3a onucmBame).

Cpaku je moyerak Texax, ma HH
©0BOM JIOBIy HHM meroBum npatwo- u IV. paspena), xoj# mcruma jom
nMMA Huje G0 Jako, Kaa Cy MPBA HHCY JIOBOM and 3HAjy IWTa j€ JOB,

Uaraonn ,3opmue” (camo m3 IT1,

YT y JIOB U3WIIH. HeKa ONWIy OBY CHHKY.

Inside the Decje Vreme [Children’s Time] supple-
ment, the sixth issue on October 6" 1932, the Russian
emigrant Sergije Mironovi¢ Golovéenko’ published

7 Sergije Mironovi¢ Golov¢enko (1898-1937) spent his

childhood and early youth in his hometown, Odessa. He
came to Yugoslavia in the beginning of the 1920s. He
lived in Zagreb since 1923 where studied painting. Due
to poor economic conditions, he focused on journalism
dedicating himself to caricature and illustration. Until
his death, he had been a regular contributor of the Za-
grebian satirical newspaper Koprive [Nettle] for which
he created Maks and Maksi¢, beginning publication on
April 4 1925 (and modelled on Busch’s Max und Moritz).

the first instalment of his story “DoZivljaji Mike Misa
i majmuna Poke” [Adventures of Mickey Mouse and
Poka the Monkey]. The story (including verses written
under the panels) continued until late 1933. This was
not, however, the first story featuring Mickey Mouse
published in Serbia. After his huge success on the big
screen, Walt Disney’s character was rendered by local
artists, who would often use silent panels with verses
underneath. This is the case for the first Serbian Mick-
ey stories in the illustrated childrens’ magazine Veseli
Cetvrtak by the Zrni¢ family. The first issue of the mag-
azine came out in January 1932, and it devoted consid-
erable space to comics (albeit with no speech balloons).
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o cysue ybek cija,
cber ne kuja, mur’ ybuja
kany/matoM CMpSHYT HOC.

1 Yepea obe crpaune suve °
saene ce tomie kmime
Haw Marenu Muka Muw.

Ta orbapa anyy cmuka,
Tpaz Tac je 10 Adpika
1 apxaba Hebiaui.

Tlo rpanama MajMyH ckate,
a kpokoaun bec'o watie
W ubpkyhe nruma koc.

Obyse ra xema xiba, ¥
npeko Cabe xutpo miiba
waus Manenn Muka Miti.

Mamu Ipnai kao npace 4
¥ noroky usopiika ce,
fia ys nanvy uak wa Opl

[

Ka 3emyny &ypHo Xiita.
aepormnan rae je — mura —
sa Apkaby Hebuauw?

Gpike nero cbi Majymi
caatkoM ypMOM TPOY nyH...
.a obae je suma, Gppp!

5 Tiporieitep ce behe buje, 6
Kyp're 1ek wzo mow'o Hije,
— oarobapa napoa cab.

lpeko peka 1 Aomina,
npeko Mopa i Manuta,
jvpuo Je ‘eporran.

Anan Muko xpadpo kpov,

¥ ‘eporuian beuito ckoui
— berte myau: bau je nabl

Aami cy yy wecro buna
ek akob ny Oensuna
Aa 3a jeaaH CTUTHE AQH.

Along with Mickey Mouse, it featured characters such
as the Katzenjammer Kids (known in Serbia as Bim
and Bum), Felix the Cat (at first named Macan Marko),
and Swedish character Adamson (¢ika Tosa). The only
domestic product, the aforementioned Mickey Mouse
rendition, was created by writer Bozidar Kovacevi¢
and cartoonist Ivan L. Sengin.? [Figure 18] Kovadevi¢ wrote
verses for the first 11 instalments of the strip and was

¢ Bozidar Kovacevi¢ (1902-1990) was a noted poet, prose
writer, translator, critic and essayist; Ivan 1. Sengin
(1897-1944) was a distinguished comic artist, who gave
large contributions to the field of illustrations for books
and newspapers in Serbia, occasionally working also in
advertising. Although he is rembered as an realistic art-
ist in the world of the ninth art, he debuted with the
caricatural comic strip “DoZivljaji Mike Misa” [The life
of Mika the Mouse].
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7 M kaa cuny pyjua sopa,
onasiue 0A05ropa 2
Aubny senby Hebuuu, Aa ompoba peky Hu...

Jao, jao, nuje suao

Aa je Gam Ha MecTO nao

Kpos AypOu je rireae byan,
ar’ najbume 5a HOM KyAH
naw Manenu Muka Muui.

Jou ce Muka e ocbeers,
a kpokoaun beh ra cyects
y menyaau Ayook cboj

° To kpokoaw Gewe crapu 10
na maraue Haouap:
Ae, Aa buaum 3bepky 1y,
llito M crarku Apevex, kbapu
110 3a nokoj MOj He Mapu,
INTO Mii CMeTa Y MOM CHY.

rae aba Lpuua poue cyse
MIaAN KHDOT WTO 1M y3e,
a Tewn ux MTANA HOJ.

1 He Gojre cel Mika kase, 12

Kpokoauny mumra nuje!
Aok My 1o Rpos peGpa pije,
on OnakenuM criaba chHoM.

Ila 112k MeCTO A3 pas:
oH nepopes baail myr,

11a kpos peBpa nposop ceve,
a Lipuuu ce camo Geue
u HOj cakpu Ribyn y RyT.

C auni Mukod upiun Mam
Ha Hoja cy ysjaxamu,
na ra boae AoMy cbow.

— Hacrabuhe ce —

later succeded by Svetislav B. Lazi¢ (1896-year of death
unknown); Sensin drew the strip until issue 34 (from
January 7" until August 25™), when he was replaced by
an unidentified cartoonist, who concluded the story in
issue 52 of 1932. The magazine was short-lived: it fold-
ed in September 1933, but during its two years of pub-
lication it paved the way for later comics magazines.
Although newspapers started to publish comics in
the mid—30s, national production of comics was con-
nected with magazines. Once comics found their way
to Serbian dailies, the editors preferred to reprint for-
eign comics, which were cheaper, and generally con-
sidered more attractive. Comics by domestic cartoon-
ists were however accepted by dailies, weeklies and
childrens’ magazines—Belgrade dailies Politika and

[
STUDIESg IN GRAPHIC NARRATIVES

Figure 18.

Mickey Mouse appeared for the
first time in Veseli tetvrtak.

[t was a rendition created

by local artists.

cartoonist Ivan Sensin

and writers Bozidar Kovacevi¢
and Svetislav B. Lazic.
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Figure 19,

Issue 31 of Politika za decu

[Politika for Children] contained a strip
titled Drski obijac i hrabri Perica
[Ruthless Robber Meets the Brave Perical:
probably, the first modemn use

of a speech balloon.

Vreme had leading roles in

Duckn obkjau
4 Xpabpy MNepwua

promoting local authors,
not only by publishing

comics in their issues and
supplements, but also by
launching special comics
editions and magazines.
In 1934, the newspaper

publication of “Detektiv
X-9” (translation of “Se-

cret Agent X-9”) comics,
caused a real sensation. It
was such a novelty in Ser-
bia that a name had to be
invented for the new me-
dia. One of the editors of
Politika, Duda Timotijevi¢,

drew on the original Eng-

lish term “comic strip”,
and adopted into Serbian
language strip (to this day
Serbs and other former
Yugoslav nations use the
term “strip”, pronounced
“streep”). With this ap-
pearance, and the subse-

quent change of audience,
we can mark the end of
the pioneering period and
the beginning of a closer
connection between Ser-

bian comic publishing and

international markets.

9

Dorde Lobaceyv, a pioneer and most distinguished comic
artist, spoke about the history of the term’s usage on var-
ious occasions, e.g. in the interview with Veljko Krul¢i¢
for the magazine Istra n. 6/7 in 1986 (page 10).
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Topffer Reloaded

A Reevaluation of TGpffer's Invention

by: Thierry SMOLDEREN
Ecole Européenne Supérieure de I'Tmage, Angouléme

n the Victorian period, picture stories were usual-

ly played against the complexity of the modern ur-

ban world. Topffer, however, redefined the genre
in a radically novel way—as a means of describing the
rapid societal, technological and intellectual changes
that were transforming the face of Europe. To explore
this theme, he customized a new humoristic—and typ-
ically polygraphic—form that is generally considered as
the first “real” comic strip by late 20™ century scholars.
At many levels, Topffer’s “comics” seem, indeed, much
closer to the modern form than most of the picture sto-
ries published in the middle of the 19" century.

To define precisely in what ways they prefigure the
20" century comic strip, however, is a task in which
the arrow of time introduces a huge asymmetry.

If we adopt today’s vantage point, as most of the
scholars instinctively do, the task is relatively straight-
forward, because we're already pretty confident about
our own conceptualization; any similarity between
Topffer’s albums and the 20" century comic strip can
be seen simply as “pointing in the right direction”. But
if one approaches the problem from Tépfter’s point of
view, it becomes clear that calling him the father, or
the inventor, of the comic strip doesn’t explain anything
about his original intention or conceptualization. The
label only reflects what we know in hindsight about

53

the phenomenal success of the comic strip in the 20™
Century. The success of the form, however, is precisely
what the historian should try and elucidate.

In their book, Topffer, I'invention de la bande dessinée
(GROENSTEEN & PEETERS 1994), Thierry Groensteen and
Benoit Peeters worked very hard to overcome this po-
tential loophole. The only way to connect today’s per-
ception of the comic strip (as a flourishing, successful
modern medium), to a lone, early 19" Century “inven-
tor”, was to make Topffer the promoter of the form “as
we understand it”—an inventor motivated by a vision-
ary appreciation of its artistic potential and future suc-
cess.

The argument is quite attractive—after all, comic
strips read transparently for us, and we know how suc-
cessful and robust the form has been in the 20" Cen-
tury. It is only natural that we would think someone
was bound to invent it. In taking that stance, however,
one considerably underplays the need to explain how
the inventor came up with the original idea, and what,
exactly, that original idea was. In other words, the ar-
gument reeks of circularity. It is also factually weak,
when one considers how private Topfler’s productions
were when he started drawing his albums and how
ambivalent he was about diffusing them to the general
public, even in his later years.

[
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Topffer Reloaded
A Reevaluation of Topffer’s Invention
T. SMOLDEREN

General Note to the Illustrations

When one realizes that Topffer's invention was a charge against the original “sequen-
tial art” concept itself, the surrealistic madness of his picture Stories starts making
perfect sense. The whole enterprise can be read as a humorous “thought experiment”
that deconstructs Lessing’s views on poetry (as exposed in the Laoccoon).

The strip format chosen by Topffer is, initself, a parody of the one-dimensional
medium Lessing wanted poetry to be (as opposed to the two-dimensional world of
painting). And the foolishness of Topffer's characters is not an arbitrary kind of folly.
Depicted in clinically diagrammatic drawings, their particular brand of stupidity is @
clever variation on the stringent limits Lessing wanted to impugn on the poet: Vieux
Bois, Jabot, Festus, Cryptogamme and the others are sequential creatures, suffering
from a kind of cognitive tunnel vision that stops them from conceiving a simultane-
ous picture of the world around them. «Arrested by a spell, parked in a space without

height nor width*y, they often travel in a state of stupor (when they are not simply
thrown into a box or a sack and transported as a commodity).

Lacking the power of simultaneous vision, these creatures act blindly, monoto-
nously, according to an idée fixe. The obey the simple chemical laws of attraction and
repulsion, behaving as human molecules, subjected to the purely mechanical and
materialistic forces of causes and effect (hence the telegraph in Mr Pencil, the empty
costume of the Mayor in Festus).

To sumit up: Topffer was all but the benevolent father of the comic strip. The
medium he invented was tailor-made to desribe a disenchanted chaotic world where
the sequential rhetoric of industrial progress replaced the old and wise culture of Ut
pictura poesis - a world where the glorious allegories that made a «circumscribed
wholey of the universe are disloged by flying telescopes that make no sense at all.

The fact that Topfler did try to promote la littérature
en estampes, in the most general terms, and clearly saw
a future for that genre also complicates the question
for the researcher. It is often taken as a confirmation of
his ambition for his particular brand of picture stories.
I believe this inference is mistaken. On the contrary, I
think it is highly significant that whenever Topffer pro-
moted la littérature en estampes (in general)', he always

*

What kind of poem would we read, ask Topffer, if the poet was
forced to «dismount the winged horse of allegory», to touch
the ground and address only the real and visible truth, with no
intention of producing the image of a «whole» in the reader’s
mind? What would the world looked like if a poet accepted
Lessing’s prescriptions literally, and pushed them to their ab-
surd consequences? «If [this poet] forces himself to advance,
then, instead of a poem, we only get sad and ungrateful repeti-
tions of the real and visible truth; in all its slugging succession
of numberless incidents without a circumscribed whole, we get
fragments connected end to end and no totality, the residues of
a circumference and no centre, discarded members and no be-
ing, no figure, no life, no beauty. Because, how could it be that
so constrained by the rigorous conditions of the real and visible
truth, arrested by a spell, parked in a space without height nor
width, the aesthetic faculty wouldn’t be consequently made
inert, sterile, prevented from conceiving, as well as produc-
ing, Beauty? Of what use would be the powerful attribute of
simultaneity in a work of art that is completely subjected to
processes of successive imitation?» (TOPFFER 1998: 341-34.2).
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made sure that the reader knew he was talking either
about the traditional picture stories “of yesteryear” or
about the highly sophisticated Hogarthian form, and
that whenever he wrote specifically about his own pic-
ture stories, he always described them in self-derogato-
ry terms, as idiosyncratic “follies”.* Such reluctance, I
believe, is hard to reconcile with Topffer’s status as the
benevolent father of the comic strip.

Which brings us back to the central problem of de-
fining in a meaningful manner Tépffer’s idiosyncratic
approach to visual storytelling. According to Groen-
steen, “Topfter was the first artist to experiment the
picture story form in the full (modern) sense of the ex-
pression, i.e., by combining the analytical découpage of
action and the syntagmatic montage of the fragments”
(GRrOENSTEEN & PEETERS 1994: 98). Based on the tech-
nical language of cinematography, such a description
is—again—easy to make from a 20" century vantage
point—it seems perfectly accurate and conceptually

! See the essays Réflexion a propos d’'un programme (1836) and

Essai de Physiognomonie (1845) by Rodolphe Tépffer, reprinted
in (GROENSTEEN & PEETERS 1994: 144-160 185-225).

In (KUNZLE 2007: 122-123), David Kunzle enumerates at length
the telling “thesaurus” of depreciative terms with which Topf-
fer described his own comic albums in his writings.
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Mr Vieux Bois

(Imagine @ man who never experimented the state of flanerie. What is he? What can
he be? A stupid creature, wholly materialistic and positive, thoughtless and oblivious
to poetry; a creature that runs down theincline of its own life, without ever stopping,
changing its course, looking around or beyond it. It is an automate who trails from birth
todeath like a steam engine tralls from Liverpool to Manchester.

La Bibliotheque, Rodolphe Tpffer, Nouvelles, Lausanne, LAge d'homme 1986.

Oblivious to the obstacles, unable to change his course Mr Vieux Bois runs in a straight
line, like an automaton with the swiftness of a steam engine. His single-minded
behaviour contrasts with the observant, digressive and meditative moods cultivated by
Topfferinhis Voyages en Zig Zag. From the start, the railroad-like form of Topffer's
strips was meant to accommodate Lessing's rigid rhetoric of progressive action —asa
deliberate antithesis to Topffer's true system of values in which la flénerie played a
major role.

sound given what we know, but it explains nothing when
put in proper historical perspective. In fact, the way in
which the terminology of the 20™ century comic strip
and cinema so perfectly fits Tépfter’s picture stories is
enigmatic; it begs for an explanation that would truly
respect the arrow of time and causality.

And it also creates other difficult problems for the
historian: if it was possible “to experiment the picture
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story form in the full (modern) sense of the expression”
so early in the 19" Century, how is it that Tépffer’s inter-
est in creating a visual discourse of closely connected
actions absolutely stands out in the production of the
period? Nobody came close to him in that department,
even amongst his immediate followers. Most signifi-
cantly, nobody seemed to show a similar interest in
pursuing his prodigiously inventive brand of “analytical

[
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découpage” and “syntagmatic montage” before the last
two decades of the century, when numerous articles
and books heralded the recordings of fast-paced action
by chronophotographic and kinetoscopic techniques.

Thus, the main problem in interpreting Topffer’s
comical picture stories is to define their highly recog-
nizable way of treating a sequence of narrative events
in terms that would make sense for an early 19" Cen-
tury humoristic illustrator who clearly focused on that
problem when nobody else did.

It would be a much easier task, of course, if Topfler
had laid down his own ideas on the matter in writing

as precisely as he did on physiognomonic invention,
but apart from some tantalizing glimpses into his rhe-
torical procédés, in his Essai de Physiognomonie, a survey
of all his writings about his comic albums (and la lit-
térature en estampes in general) produces few allusions
to his very distinctive treatment of progressive action.
Given Topfler’s propensity for theorizing and the
striking originality of his approach to the montage and
découpage of visual action, his silence on the subject
is hard to fathom. It has always been a weak point for
those who present him as the enthusiastic inventor and
first theoretician of a promising new visual language.
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MrJABOT

Groping in the dark, the clueless Mr Jabot first mistakes his dog for a lighter, then tries to
putawoman's dress which he takes for his underpants. Living in the one-dimensional
world of pure progressive action, Topffer's creatures cannot stop and think and abserve

their surroundings. Trapped in a purely verbal world — «arrested by a spell, parked

ina space without height nor widthy (Toprrer 1998: 341-342) — they cannot perceive
simultaneity: they live in perpetual obscurity and can only discover the true range of their
misperceptions after they have acted upon them.
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DrFESTUS

According to Lessing, allegorical symbols and emblems can only appear in poetry if
justified as realistic props in a chain of progressive action. In other words, authority
ceases to be an idea expressed by a symbol: in Lessing's world, it becomes the costume

itself. Aninability to grasp the symbolic concept of authority logically results from such
constraints, making it natural for the hapless creatures to obey the empty gestures of the
mayoral costume floating in the wind, or to follow any impostor.

But this silence is compounded by another fact that
has been overlooked by scholars until now. In the 1820s-
1830s, any theoretical discussion on the treatment of
progressive action would have had to revolve on the
ideas put forth in Lessing’s Laocdon (LESSING 1984). In
his essay, Lessing deduces from the inherent limits of
language that a one-dimensional string of closely con-
nected actions is the only kind of imitation poetry can
meaningfully produce. A close reading of Tépffer’s Essai
sur le beau dans les arts (TOPFFER 1998: 341-342) shows his
deep disagreement with this reasoning, which he saw as
impugning a form of “tunnel vision” on poetry. Topffer
implied that if the poet followed Lessing’s instructions,
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he would be “subjected to processes of successive imi-

»

tation”, “parked in a space without height or width”,
condemned to depict a “slugging succession of mindless
incidents”. Can it be a coincidence if this description
reads exactly like a critique of his own invention?

The fact that the “Father of the Comic Strip” was a
most stringent critic of the original sequential art con-
cept thus presents another huge problem for those who
see in him a “benevolent inventor”. In truth, it points
to a completely different interpretation of his comic
albums: what if they were a “thought experiment”, a
demonstration ad absurdum of the kind of “blindness”
Lessing wanted to impose on poetry?
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The Doctor believes he has captured an extraterrestrial creature, but, of course, itis only
Mr Jolibais. Mislead from the start about the nature of the object he studies, the Doctor
mechanically applies his (sequential) powers of description, pushing the poor Mr Jolibois
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Mr PENCIL toheights of frustration. According to Topffer, the scientific method, if it is not served by

alucid, holistic, intelligenceis all but blind, and bound to fail: it will generate the kind of
absurd formulas and sterile behaviours that are the typical by-products of the empty
thetoric of Progress (and progressive action).

In that case, Topfler’s reticence vis-a-vis their dif-
fusion and the derogatory language he constantly used
about them would become very understandable. It
would also explain his silence about the real theoretical
framework behind his invention. From the start, the
whole enterprise would have been destined to ridicule
the one-dimensional discourse of closely connected
actions—the tunnel vision—that Lessing heralded for
poetry. For the author of these curious little albums, to
explain the “joke” would have been quite awkward and
self-defeating.
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Sceptics, I'm sure, will be quick to point out one
apparent weakness of this interpretation—that Topffer
never mentions the Laocdon or Lessing in his Essai sur le
beau. The last chapter of this book, however, leaves few
doubts that Lessing’s rational approach to aesthetic—
as well as his fundamental distinction between poetry
and painting, his critic of allegory, his reduction of po-
etry to a one-dimensional string of actions—were cen-
tral targets in Topffer’s mind. Indeed, the conception
of beauty that Tépffer defends in these pages seems tai-
lored to contradict Lessing’s thought and methodology
at every level.



In the crowning chapter of his book, where a direct
attack would have made his arguments much clearer,
Topfer thus abstains from mentioning the name of
Lessing. What this strategy strongly suggests is that he
must have had good (social or personal) reasons not to
attack the author of the Laocdon frontally’. In which
case, the central piece of the puzzle—the true origin
of his comic brand of progressive action—would have
had to remain hidden: he would have had no ground on
which to describe the “thought experiment” that was
at the core of his comic albums. He could only leave
a few clues, here and there, and depend on the values
he defended in his Essai sur le beau to leave the dedi-
cated reader in no doubts that his comic albums were
sarcastically modelled after Lessing’s ideas and that, as
a “new medium”, they were to be taken with a huge
grain of salt.

Comic strip scholars generally consider Topffer’s
most serious writings on the theory of art a completely
different subject matter from his comic albums, and
I am aware that the new interpretation I have just
sketched out needs to be presented in more details be-
fore it can put an end to the traditional disconnect. In
a further book length essay, I hope to show that once
the true relationship between the two sides of his work
is understood, Tépffer’s objections to Lessing’s ideas
illuminate many curious and obscure aspects of his
picture stories, where the “tunnel vision” theme is de-
veloped in all its absurd and graphic consequences. In
truth, the most surreal incidents of his comic albums
can be shown to make perfect sense when put in that
perspective.

®  Topfler was embroiled in a number of intellectual disputes in

the 1830s, and Goethe’s appreciation of his work must have
offered him an invaluable protection against his enemies. But
Goethe was also an admirer of Lessing. To contradict Lessing’s
ideas to such an extent would have been tantamount to frontal-
ly contradicting Goethe: such a reckless attitude of disrespect
would have opened a serious breach for his enemies to exploit.
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Furthermore, what we gain by this interpretation
is a historical scenario that respects the arrow of time
and causality. Topffer lived in a culture where it was
perfectly natural to try and “visualize” new ideas by
doodling schematically. Lessing’s radical views on po-
etry offered a perfect material for this kind of diagram-
matic adaptation. Topffer, however, was not a dry, hu-
mourless thinker (or his “thought experiment” would
never have had such an impact). His albums were re-
ceived as an integral part of the culture of caricature
and humoristic illustrations because the true engine
of his experiment was the “polygraphic toolbox” of the
comic illustrator, which he used with a fluency and
pertinence that the likes of Grandville, Cham, Crui-
kshank and others immediately recognized.

Drawing from the illustrated books on theatri-
cal action and gesture, the popular technical manu-
als, the metaphors of philosophical materialism, the
frenetic slapstick actions of Smollett’s novels, T6pfter
stylized and combined these heterogeneous sources
of imagery to lampoon the rhetoric of progress—the
core discourse of the industrialized world. In fact, his
picture stories were a deliberate, analytical decon-
struction of that discourse—a visual manifest that
ridiculed (diagrammatically) what he perceived as the
coordinated idioms of the modern thought. And if the
whole enterprise was based on the common character-
istic of these idioms—that they developed sequential-
ly—it was not to promote a new kind of art, rather the
reverse: it was to reflect Topffer’s scepticism about the
original sequential art concept itself. From the start,
the new language of visual progressive action Topffer
invented was ironical. It was based on the deep con-
nection he saw between the rhetoric of progress and
the rhetoric of progressive action heralded by Lessing
in the Laocoon.
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Many of the most surrealistic incidents in Topffer's picture stories derive from Lessing's
postulate that poetry cannot meaningfully describe a «corporeal whole, because the
«coexistent nature of a body comes into conflict with the consecutive nature of language,
and although dissolving the formerinto the latter makes the division of the whole into

its parts easier for us, the final reassembling of the parts into @ whole s made extremely
difficult and often evenimpossible.» (Lessin 1984: 88)

The two examples presented here appeared in the first versions of Festus and
Cryptogamme, respectively, but were cut in the published version, probably because
theirlampooning of Lessing's theary was really their only justification.

I started the first part of this article (SMOLDEREN
2010) with a declaration of faith: that the history of the
comic strip can shed new light on the modern state of
the form and change the way we see it—but only if we
don’t put the axiomatic view of the “sequential art” in
charge of the empirical research.

What that research suggests is that the creative
force behind the emergence of the modern comic strip
is the inventiveness with which the 19" century hu-
moristic illustrators combined and contrasted all kinds
of systems of representation in their stylized drawings.
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To make fun—and make sense—of a thriving modern
visual culture, they sometimes resurrected old popular
forms like the picture story.

Their polygraphic approach, however, was not lim-
ited to the evocation of “artistic styles"—it could also
play with ideas and technology. The visual tools used
by the thinking engineer and the thinking philoso-
pher were an integral part of their humoristic devices.
Topfter’s comic albums are probably best read in this
light, as an ironic diagrammatization of Lessing’s origi-
nal sequential art concept. In Topfler’s little thought
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experiment, all the characters are suffering from a
serious case of “tunnel vision”. The strictly rectilinear
strip form Tépfter chose to tell their adventures was
the perfect visual metaphor for the “one-dimensional”
prison of progressive action in which Lessing wanted to
park poetry. Tépfler’s brand of frenetic “montage” and
“découpage” was not a language he wanted to promote
(the “language of the comic strip”), but a jubilant satire
of the blind and soul-less rhetoric of progress he detested
above all.

Finally, Topffer’s pessimism was both vindicated
and betrayed by his own invention. By the end of the
19" century, in a world where science and technology
offered all kind of marvellous “new ways of seeing”
through instantaneous photography, chronophotogra-
phy and the kinetoscope, the humoristic illustrators
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noticed that pure sequential slapstick resonated pow-
erfully with the emerging culture of the moving image
and of the recorded voice. In this new spirit of techno-
optimism, the rhetoric of the mechanical “chain reac-
tion” that Topffer attacked as the worse kind of mate-
rialist and rationalist stupidity became an “enchanted
language”—the language of the mischievous kid and
genius inventor in the age of Edison and Lumiéres; the
language of the “Arroseur arrosé” and the Katzenjam-
mer Kids, which led to the creation of the comic strip
as an audiovisual scene on paper (SMOLDEREN 2006), in
the very first years of the 20" century.

Given the pivotal role the comic strip played around
1900 at the dawn of the cinematographic discourse and
the constant exchanges between comics and the cin-
ema in the 20" century, this scenario not only suggests
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a completely new way to understand the historical rela-
tionship between Lessing’s theory and the modern me-
dia of the 20" century, it also opens a new front of en-
quiry about the comic strip as a medium; as one reads
Topfler’s critique of the original sequential art concept,
one has to wonder what was lost, what was gained and
what may have been discreetly preserved by the hu-
moristic/polygraphic tradition of the old culture of ut
pictura poesis when it gave way to the new culture of
sequential/audiovisual art.
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Paola Lombroso.

Tradition and innovation in the planning of

Corriere dei Piccoli

by: Alberto CARLI

Dipartimento di Scienze umane storiche e sociali, Universita degli Studi del Molise

ooking back over Italian periodicals of the

past, it seems an obvious statement that Corri-

ere dei Piccoli was not quite the usual weekly:
it was the first and the principal publication targeted
at children by the publisher of the daily Corriere della
Sera, and thanks to this fact it also became the most
important comics magazine in Italian history. Even
though it ceased publications in 1995, it is remembered
and revered as the main venue for Italian ”fumetti”.!
Its memorable creations from its early days—between
1908 and the success of American-influenced comics
magazines in the 193os—include popular icons such
as Signor Bonaventura (by Sergio Tofano) and Marmit-
tone (by Bruno Angoletta), as well as visually inventive
series such as Attilio Mussino’s Bilbolbul and Antonio
Rubino’s Quadratino.

There were four people whose involvement was
central in the birth of Corriere dei Piccoli: the newspa-
per editor Luigi Albertini, and his brother Alberto; the
journalist and writer Silvio Spaventa Filippi, appointed

! The most recent anthology of the periodical is (Gappbucc &

SterANELLI 2008). An effective critical overview of the maga-
zine is in the catalogue of the 2008 centennial exhibition
(GINEX 2009), and unless otherwise indicated we refer to this
for all the information concerning the magazine in the present
article.
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as the first editor of the weekly; and the journalist and
psychologist Paola Lombroso who submitted the initial
project idea of the magazine to the Albertinis.>

Corriere dei Piccoli

as a pedagogical revolution

The inception of Corriere dei Piccoli represents a true
revolution in youth reading habits and materials,
as well as in the history of Italian comics. While the
Giornalino della Domenica [Sunday Paper], edited by
Vamba (Luigi Bertelli) and born only two years earlier,
can still be regarded as a outgrowth of the conception
of children’s literature in 19" century, the Corriere dei
Piccoli pioneered new areas. Importantly, one of the ar-
eas where the magazine was trailblazer was from the

2 The literature on Albertini is quite large, though mostly not

relevant enough to the purposes of this article to warrant list-
ing here. The editorial rein of Silvio Spaventa Filippi received
some attention, even if we just refer to (Fava 2003). As for Paola
Lombroso, her editorial stance has been less investigated, and
also received little attention during the 2008 centennial event
celebrating the magazine. It is this lack of recognition for her
place in the magazine’s history that was in part the impetus for
the present short note. The most relevant biographical source
for Paola, as well as her sister Gina is (DoLza 1990a), on which
we base the data about Lombroso’s life: also see (BABINI 2003)
for her role in the Italian development of child psychology and
(Dorza 1990b) for the timeline of her involvement in the origin
of Corriere dei Piccoli.
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Figurel.

Paola Lombroso

at her desk around 1910,
From (Dolza 1990a:; 246).

point of view of the audience—addressing not only the
bourgeoisie but also, at long last, the working class.

This difference is linked to Paola Lombroso, daugh-
ter of the anthropologist Cesare Lombroso. She ex-
plicitly aimed in her original publishing projects at a
weekly magazine with a differentiated target audience,
constituted not only by different social classes, but also
by children of school and pre-school age. This attention
is probably due to her pedagogical experience, devel-
oped while working in the public assistance institu-
tion “Scuola e famiglia” [School and family], created in
Turin in 1896 and aiding the offspring of the working
class of this industrial town. This specific orientation
was preserved® in Corriere dei Piccoli, this is despite the
fact, as is well-known, that once hitting the stands, the
magazine assumed a structure which was very differ-
ent from the draft originally she had proposed to the
Albertini brothers. The correspondence between the
publishers of Corriere della Sera and Paola Lombroso,
often assuming a polemical nuance, attests that she
did not willingly accept the “usurpation” of the editing
and executive duties of the weekly magazine she had
created. Moreover, the correspondence shows that she
disagreed vehemently with the drastic reorganization
on the basis of arguments about economic and com-
mercial imperatives, reasons seemingly unconnected
with philanthropic or pedagogical intentions.

The aim of this short paper is not to cast a light on
the literary and social context of Paola Lombroso, the
mature and skilled, although unlucky, creator of Corri-

It is worth remembering at this point that Paola Lombroso
was an expert in child psychology, with most of her works
already published by 1906, and that she was a veteran of chil-
dren’s journalism, since she had already actively collaborated
with magazines such as Cenerentola [Cinderella], Primavera
[Spring] and even with Giornalino della Domenica.

ere dei Piccoli. We intend, instead, to briefly sketch the
career of “Zia Mariu”—the alias chosen by the journal-
ist Paola Lombroso in answering the readers’ mail to
the magazine—as an author of children’s literature as
well as popularizer of science, describing the process
that allowed her to start her most important profes-
sional experience, between 1906 and 1908, backed by
her more than adeguate knowledge and research. In-
deed, the roots of her work on Corriere dei Piccoli can
be found there. After all, the actual long held goals of
Paola Lombroso were aimed at finding a resolution
between the contradictory positions of biological and
social determinism rooted in the positivistic outlook
on the world. Such contradiction theoretically stifled
the chances of change and dampened confidence in a
guaranteed progress. Lombroso focused on the aspects
that people’s lifetimes are more likely open to under-

going change, social conditioning and childhood, pe-




riods during which pedagogic intervention would have
more chance to succeed. From these beliefs arose her
interest in the world of children and her trust in social
pedagogy as a premise for reforming interventions in-
volving the whole society.

The cultural roots of Paola Lombroso

and the planning of Corriere dei Piccoli
This cultural substrate is essentially represented in one
respect by Lombroso’s knowledge of 19" century popu-
lar and youth journalism, in another by the interest she
invested in early psychological science. We can roughly
sketch out three stages she passed through as a writer.

Pivettove: Luigi Capuana.
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castronr, Pavers compagnial — Lu, Matla. —— G Nuxvtia, | VOlgendosi 2 me; — ma s¢ pon si dice utto 2 que
Leggenta horme. — Lo Spigotature el Mago. - Indovinetlo. | % sbradati...

) > a.:z;;ﬁt‘:::na::a;;‘; m:wml cappello
W'ora con un bambino | i mwo. fo shui b s mmma ¢ 6 avvismma.

(labano da Sesofoate)
—HE-

B rxvisuro, signor professore, mi dissse It si-

¥ 3. guora Giulisni. — Mi displace soltanto che
capiti quando questi ragarsi son il cattivi; creda che
mi fanno disperare. $'¢ mal visto fratelli chie, invece
di amarsi come dovecbbero, si ‘bisticclano continua«
mente, s accusano, si plchiino? Credo perd che la
<olps sia quuti sempee di Carlo, — aggiunsce sottoroce,
— perchd & pid astinato; € quando mi metwo di mezeo
per b pace, & sempre lul il i restio,

— Non s'ingannano anche Je mamme qualche volta?
— pensii, fissando gli ocehioni neri di Carlo; ‘poi
dissi: — Ero venuto a chicderle un placete, signora

*  Giuliani. Vorrci ¢he mi alfidasse per un'oretta quest
ragazi; 1 condurred un po’ 2 spasso.

— § fguei! — disse Lt mamma; — Iz ringrario
tanjo; ma Pippo & un pa” infreddsto ¢ ora incomincia 2 i b
far fresco, Se vool condurre Carlo, mi s un place- B
rome, anri due: mi leva di casa lui ¢ mi @ star buono
Pippa. Quand'eghi & s0lo, non &4 nols o si mene 2 Farg pochi passi, domandai a Carfino.

guardare un libro di figure, o i diverte con It xa- — Mi dici come mai la mamma vi sgrida sempre?
1ola dei colorin.. 11 t2gazzo i steinse nelle spalle.
Sinteeruppe per dire: — M dunque?
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In the first stage, until at least 1894, Lombroso fo-
cused on genre journalism, although she had begun to
take an interest in psychology and had published a few
popular-science essays. From 1894 (publication of the
book Saggi di psicologia del bambino [Essays about the
psychology of the child]) to 1904 (Vita dei bambini [The
life of children]) she was exclusively interested in sci-
ence. The year 1904 marked the beginning of the third
stage, a period when she returned to journalism and
children’s literature. This was thanks to Luigi Bertelli,
who invited her to join the editorial staff of his Giorn-
alino della Domenica. Paola Lombroso responded to his
invitation gladly:

Rispondo molto volentieri di si all’invito suo per il
giornalino. Veramente sono un po’ giu di corda perché [...]
non ho avuto piu occasione di scrivere per bambini. Ma
questa ¢ sempre stata una delle forme letterarie che mi at-
tirava di pit—e credo che potrei fare qualche cosa, adesso.*

From 1906 she devoted herself to the invention of
Corriere dei Piccoli, adopting a journalistic and peda-
gogic approach that, in one respect, drew her closer
again to the host of fervent women of the 19" century
who were active in popular fiction and journalism.
However, the same approach constituted a new con-
cept in children’s journalism, thanks to the ground-
breaking educational principles that, in accordance
with her intention as a writer, should have been imple-
mented in the new weekly publication.

Paola Lombroso, playing the demanding role of Cor-
riere dei Piccoli’s midwife, was certainly acquainted

“I gladly accept your invitation to work for your children’s pa-
per. Actually I am a bit in low spirits, because [...] for a long
time I did not have any opportunity to write for children. But
this has always been one of my favourite genres—and I think I
could write something, now.” See (Ascenzi, b1 FELICE & TuMINO

2008: 396, 555).
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Figure 2.
Anold fashioned cover
foran earlyissue of Cenerentola.
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Figure3

The first letter column by “Zia Maril”,
split between page 16and 19 on the
secondissue of Corriere dei Piccoli.
Note the large space for advertising:
both pages 17and 18

were just devoted tot.

both with the logic of popular journalism
and with the requirements of children’s
literature, as well as aware of the obso-
lete educational psychology framework
that characterized still successful works
on children’s literature dating back to the
century which has just passed. Most im-
portantly, “Zia Mariu” firmly believed that
similar publications had been unsuccess-
ful, in terms of publishing standards, also
because of their chronic lack of funding.
This was one of the main reasons lead-
ing, during the planning stage of Corriere
dei Piccoli, to the active search for support
from a widely-circulated newspaper. Ferdi-
nando Martini had succeeded in a similar
project, although on a smaller scale, al-
most thirty years before: his Giornale per i
Bambini [Children’ Newspaper| depended
in fact on the journal Fanfulla della Do-
menica [Fanfulla on Sunday] and on the
Oblieght press empire.” Paola Lombroso
proposed her projects to some important
Italian newspapers of the time: at first, the
progressive Il Secolo [The Century], which
refused, and later the more conservative
Corriere della Sera of the Albertini brothers.
Of course, Paola Lombroso did not neglect
the pedagogical role of such a publication.
Corriere dei Piccoli was intended to become

CORRIERE DEI PICCOLI

CORRISPONDENZA

ono proprio contenta. Le let-
tere dei miei piccoli nuovi
amici, le prime lettere che
ha ricevuto Zia Mariu sono
tutte allegre. Naturalmente!
11 Natale ha popolate le case
di alberi magici con i rami
carichi di cioccolatini, di
noci d'argento, di pupazzi,
—-) di automobiletti, di bestiole
di tutte le specie. Mi avete fatto tan-
to piacere a descrivermi i vosiri rega-
li. Ho ancora negli occhi un barba-
glio festoso di candelette rosse, gialle, az-
zurre, verdi. Nipotini belli, il Bambino &
stato generoso davvero! Come? Se conosco
il Bambino? Chi me lo domanda? Ah, sei
tu trotiolino? Come ti chiami?

« Sono Alberto Piontelli di Milano. Ho
nove anni. I1 Bambino mi ha portato un
treno colla stazione. La stazione & bian-
ca e rossa con le finestre di latta. Quan-
to mi piacerebbe conoscere il Bam-
binol »

CJ e,
4&??.%45‘?;71«;.

PN AT

A nche a me piacerebbe, piccolo Alberto.
Ma il Bambino ha tanto da fare, tante
case da visitare, tanti doni da distribuire,
che viene e va con la rapidita del lam-
Dpo. Brilla una subita luce, si diffonde
una breve musica ed & gia sparito. C'2 pe-
ro stato un maniscalco che I'ha cono-
sciuto. La sapete la storia? C'era una volta
un certo sor Titta cosi bravo a ferrar ca-
valli che la sua fama si era sparsa nei
pit lontani paesi. Ed egli insuperbito
si piantava sulla porta della bottega di-
cendo: « Con due colpi di martello io
foggio il ferro rovente e lo riduco a pun-
tino. Chi @ capace di fare altrettanto? »
Nessuno era capace; e se qualcuno si
provava, il sor Titta lo punzecchiava,
lo derideva e intanto si gonfiava di boria,
sempre pit. Un giorno entrd nella fucina
un bimbetto biondo, pallido, con due oc-
chi che parevano due viole:
— Volete darmi da lavorare nella vo-

stra bottega, mastro Titta?
— Oh piccolo presuntuoso, e ardisci spe-

— .
rare di lavorare accanto a me, accant 5
pil famoso maniscalco della provineis s
Non sai che io con due colpi di martey,
riduco il ferro rovente a puntino?

— E io con un colpo solo, disse il bap.
bino.

— Ah, ti voglio vedere alla prova!

11 biondino dagli occhi luminosi pres,
un ferro incandescente, e senza seryirs;
di tanaglie, lo afferrd con le piccole man;
color della cera, lo porto sull'incudine o
lo percosse con un sol colpo di martello,
ma un colpo cosi destro che il ferp,
prese la piu bella forma che si possy
dare. Poi si accostd a un cavallo che
aspettava nel cortile, gli scavezzo via
una zampa, la portd nella fucina, v
adattd il ferro, torno nel cortile, accosto
la zampa al moncherino e ve la riattacei
con miracolosa facilita.

— Anch'io, anch’'io — grido il sor Titta
Si precipitd verso la fornace, caccid le
mani nel fuoco, ne trasse un ferro rosso,
ma subito lo lascio cadere con un urlo:
si era bruciate le dita. Indurito nella su-
perbia, riprese quel metallo infuocato pa-
droneggiando il dolore con grande fatica,
lo portd sull'incudine e picchio, picchio,
picchio; noncheé due, non bastarono dieci
colpi a dargli una sagoma. Furioso per la
sconfitta, corse al cavallo, gli spezzo la
zampa, la ferrd, ma poi la gamba rotta
non si riaggiusto pii e sulle mani del
maniscalco che si sforzavano invano,
grondava il sangue dell’animale urlante
(Continua a pag. 19)

parlante

<

I

Alle buone mamme!

Perche almanaccare tanto nella scelta di un regalo per i vostri figliuoli? Noi ci siamo al-
manaccati per voi, noi studiammo sincerament
con le vostre forze e percid da pochi giorni abb

ita, ch eleganze e

e il modo di poter conciliare i vostri desideri
iamo posto in vendita un modello di macchina

Pathefono Omnibus al prezzo di L. 42

L’irrisorieta del prezzo non visconsigli dal visitare i nostri negoz ©
dallo scrivere; venite o scrivete. Constaterete cosi che il nuovo mo-
dello, Pathefono modello Omnibus, presenta tutte le garanzie di soli-

=1

funziona con

un di zaffiro

Questo

e oltre alla pro-

prieta di non logorare i dischi

scoraggia per i
ha pensato la
pid_celebri art

schi dopp] del diame!

produce la punta di metallo.

zione della voce umana. E' questa senza dubbio I’invenzione pid

sensazionale dell’epoca. L’acquisto di una macchina parlante molte volte

orredo di dischi che ¢ indispensabile. Ma a cid pure
Pathd col fare eseguire un intero repertorio

RUSO, BASSI, SCHIAVAZZI, TITTA

LVANY, BON N, di-

di tutte le opere moderne ed antiche. Questi

cie. Ogni pezzo viene quindi a costare L. 2.28. I dischi u
nano sempre con la medesima punta di zaffiro illogorabile ed ¢ l'unica
che per I'impiego dello zaffiro sopprime i suoni nasali che usualmente

 Per convincervi delle verita della nostre asserzioni potrete chieder®
i nostri cataloghi di Macchine e Dischi che invieremo gratis.

PATHEFONI DI OGNI MODELLO da L. 42 a L.

Vendita in tutto il mondo di 12.000 dischi al git

ha quella di rendere la esatta riprodu-

Sociefa Italiana PATHE F

RERES - Via Dante, 19 - MILAND

Yet, the main (and obvious to spot) difference be-
tween previous children’s papers and Corriere dei Pic-
coli is the educational psychology approach underlying
the project. First of all, the journalist has clearly in
mind the publication’s mission, that is, turning the sup-
ply of culture and news information into actual needs,

what other weeklies failed to be. However, in terms of
the contents and editorial tools that were to be adopted
by the magazine, Lombroso’s premises were more or
less the same as those supporting the children’s journal-
ism spanning the 19" and the 20" centuries.

having the readers become accustom to make use of
them for better and more responsible growth. Inducing

> For the data on Martini’s and later on Capuana’s periodicals
we refer to our own (CARLI 2007).
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1l fabbro

siguardo dattorno

e, conobhe el
cinto dagli ocehi di viola era il
Gesit e guari dalla sua boria

e lontane A quei temipi, nipotini
wiel, voi non ceravate. o si. To sono
vecchia. Mimi Lenzi di Bologna mi do

manda quanti anni ho. Tanti; figliuola,
fanti! Che viso ho? Ma il viso della {ua
nonna, cara mia, il viso di tutte le vo-
<tre nonne, nipolini miei: capelli bian
chi e occhiali d'oro. In tutti questi anni

ne ho viste delle cose! Ve le racconterdo | »

a poco a poco quando le vosire lefiere
me ne porgeranno laccasione. 11 mondo
¢ vario, pittoresco, e la vita @ infinita-
mente mutevole. Aveva forlo Arlecchino
Arlecchino era cresciuto a Bergamo col
suo musetto nero come quello di uno sypaz
zacamino, vestito di scacehelti di stofta di
agni colore che i vicini avevano dato per
al signor Battocehio padre e alla
tacchio madre e che erano po-
e non avevano panni da ve
oro rampollo,
Quando Arlecchino divenne un ragazzo
rese il capriccio di andare per il mon-
do a vedere le meraviglic che gli aveva-
1o raceontato i mereanti di passaggio con

CORRIERE D1 piccorn
SATANNO P avanti e novila Sidisse
Ecaommina e camming e camming. Eeco
Lrande citta, Anche qui eas
nibaleoni, con e .m
« SO0 ancora (roppo vicing al mio pie
SC o benso Arlecehing, B via e via e via,
Sempre porte ¢ finestre, sempre finestre o
pories Fu allora ehe Arlecehino esclano
desolato quella sua frase famosa: «F' ti-

o un Bergamo »

Ebene, non & vero, billo tu, «

padovano », che mi racconti il viaggio
o Roma, ¢

he hai fafto Iantunmo scorso.
Non ¢ forse differenza tra Padova e Ro-
ma? Tu mi serivi

viceolo

« Quanto mi piace

rebbe essere un romano antico e andare
nguerra e vedere il combattimento dei
gladiatori ». T sei feroce, giovine pa-
tavino. Ma io ho un piccolo sospetto. Mi

dici che mquum la prima ginnasiale.
1

lo. Non eredo del resto ehe i gladi
divertirebbero. 1o, vedi, ho visto le cor-
ride dei tori in Spagna, e ti assicuro che
tutto quel m i bestie e di nomini
non mi ha sollazzato punto. Ti descrive-
rei le corride se il De Amicis non lo aves-
se falto cosi bene; il povero De Amicis,
quel grande scrittore che voleva cosi be-

19

(nesta: Un giorno un- signore grosso,
Brasso, sudato, imposiava a Roma una
lellera. Doveva essere meticoloso. Aveva
gid accostata la leltera al huco, quando
gli venne |

lo di verificare 'indi

poi con g
cola busta

finite  precauzioni e rimase i, fermo,

sl
zetio che gli una letiera
impostare ¢ aspeltava che Pomone gli Ja
sciasse il posto, perdetle la pazie 3
gli grido: « Oh sor hoceio, aspettate
gnente la risposta? »

Jo come il sor boccio aspetto qualche

cosa. Aspetto tante e tante lettere vo-
stre che anno la delizia delle mie lun
ghe sere invernali.

Zia Marit.

le loro mule e i loro carri. Chissi ¢he | ne ai bambini, ed & morto la primavera
cosa si aspetiava di vedere quel briccon- | scorsa. Ma torniamo a Roma. Dici che ti
cello! Al primo paese nel quale arrivo, | divertivano i ragazzi del popolo cosi sve-
noto ehe le case avevano le porte e le | gli,
finesire come nella sua Bergamo nativa.

« e che parlano cosi pulito ». Altro
che pulito! E hanno un‘arguzia.... Senti | Tip. del Corviere detta Sera. — G. Galluzzi, respons.

seri, < che 1o s Jasciano il
oni, posson

francobolli sone gaventiti .uumm ci, €,
Fran obolll r Collezione & s g it —
¢ PC JPiccini

o mercato oo Tond i anmare

1 piena sicurezza pas-

Su_domanda n ‘wancolista, nohch da. deposito o

seelta, Faceiamo pure acquisii pid alto prezzo. Oltre a un grande assor- ;. jV
, il SR P L, S G B dite alla Mamma
E. cos'rAN'nNo Corso Vittorio Em 2 (interno) Milano
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zione per faro 182 liquori di-
versi.

Voi stessi
0 bimbi
Intestate il vaglia al
Laboratorio Chimico Orosi
MILANO, via Felice Casati, 14

Ricordatevi!
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these needs meant inoculating their seeds in people
from childhood: this entailed a wider target, so that
the Milanese publication was required to engross not
only the middle class youth (Martini and Capuana ad-
dressed mainly this social stratum), but also the lower
classes, usually ignored by other periodicals published
at the end of 19" century. This turned the Corriere dei
Piccoli into a training ground for children’s literature,
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a lookout analysing publishing dynamics
and a scientific observatory advantaged by
the tight relationship with its young read-
ers and their psychology, which was in the
focal point of “experimental” science.

To reach a socially broad section of
the public Paola Lombroso conceived,
among other things, a series of contests
with prizes. This was hardly a novelty
among publications for youths, but these
contests were aimed at reaching readers

- coming from all social classes. Moreover,

they stimulated a wide range of ages and a
diverse range of skills: «a content frame-
work suitable for two different age groups,
the first being made of “the bigger kids,
aged from 12 to 14", the second including
“the younger ones, from 6 to 8 years old”
[...] and cut out for being read by boys
and girls, by working class, middle class
and upper class children». Planning the
weekly structure and drawing up a list
of collaborators, “Zia Mariu” thought of
her sister Gina for a column about theatre
comedies. Such a feature was also typical
of many other previous publications, and
it definitively points out that Lombroso’s
journalistic tools were well-known in
children’s literature. In fact, she had in-

herited these ideas from her previous experience with
other Italian children’s papers.

As far as the contents of her literary work, during
her collaboration with Cenerentola, edited by Luigi
Capuana, Lombroso was perfectly at ease with educa-
tional realistic short stories tradition, usually perceived

[
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as a training ground by almost all the main figures in
19" century Italian youth literature. Still in 1906 she
did not hesitate in frankly proposing her plan for a pub-
lication which could «teach while entertaining». This
platitude was by this time already overused. Far from
being ground-breaking, it had been expressed with
clarity and vividness many years previously in the lead
article of the first issue of the Giornale per i Bambini
in 1881, and then turned into a cliché marking contem-
porary and following publications. Also her interest in
the foreign youth press, especially in French, British
and American papers, might allow her to be consid-
ered derivative. Capuana, when editing Cenerentola,
was already keeping up with the same countries and
genre, referring openly to these publications in the lead
article of the first issue, and praising them for their
outstanding and innovative literary and pedagogic fea-
tures. In the end, this model was once again inherited
from Martini.

Despite of, or perhaps thanks to, its roots in the
wider history of 19" century children’s literary culture,
the aim of reaching a wider public was effective. This
was also possible as circulation was supported by the
distribution machine of the Corriere della Sera. Even
if the philanthropic issues were soon left out of the
picture, and Lombroso herself moved away from the
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weekly in 1911, the broad age group encompassing and
skill forming pedagogical tools remained a fixture of
the magazine. They contributed, as much as the large
presence of comics (in the reformatted, old-fashioned
style without voice balloons) to the success story of
Corriere dei Piccoli, shaping Italian “fumetti” halfway
between the 19" and 20™ centuries towards a modern
path.
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