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Abstract

In the 1940s, the very first comics about the lives and works ofkmeilvn visual artists
appeared in Umerican educational youth magazines, representing the birth of the comics
genre of the artistods bi ogr ap h yhe atartdf then a u
twentyf i r st century signalled the genthird,0s
overlappingooom graphic novels about canonical painters have become important tools in
art museums' exhibitions, outreach, and education progrgmmnierming their public
relations and marketing campaigns, promotingr tb@lections, and (supposedly) attracting

new and younger audiences.

Little attention has been given these three publishing booms, and one ha
investigated the stakeholders atiekir agendas, including the political, economic, and

artistic processes involved pmoducing such graphic novels

This thesis fills the gap by -hstarigami ni
traditions regarding the adrconsidetingtow theseo g r
comics function for different stakeholders, particularly in the context of European art
museums, which eoommissioned, cfunded, ceedited and cgublished them. The
analysis of six graphic novels abdbe artistsPaul Klee, Jacqudsouis David, Salvador
Dali, Vincent van Gogh, Rembrandt von Rijn alah van Scoralefinest he publ i c ¢
status between serious artistsd biograph

products.

The PhD employs sersitructuedinterviews and questionnaires, extensive archival
researchalong with close reading, and textual and visual analyi€ombines several
interdisciplinaryand transdisciplinary approaches from different fields, most importantly
history and comictsdies, but reaching out to theories of museology (in particular curatorial
and educational programmes as well as the role of the museum shops and its products
(trans)national identitynaking, branding, marketing and public relations, and cuitural

econonic policies (connecting to notions of soft power and cultural capital)






Chapter 17 Introduction

Thetwenty-first centuryhas experieredan unprecedented publishing boofbiographical
graphicnovelsaboutcanonicalvisual artiststhe majority of wiom are painterssuch as
Bosch,da Vinci, CaravaggioDali, PicassoyanGogh, and Rembrando far, hisongoing
phenomenon compris@mos 200 suchpublicationsreleasedluring the first two decades
of the third millennium CE.* Additionally, a minimum of120 graphic novel$ at least
twenty-five of them biographicé have beerco-commissioned, cfunded,co-editedand
co-published by major art institutions, such as Mhesée du_ouvre,the Museo Nacional
del Prado the Rijksmuseum, anthe Van Gogh MuseuniWith thesegraphicadaptionof
ar t i s trmugeunis iryvtepsomote their respectieiections andttract new audiences
associated with theomics mediumSuch publicationkave become important tools in the
arti nstitut i oausrgachremdeduucdtiontprogramsies well agpublic relations

and marketing campaigns

Abouteighty yearsagq in 1942, thesarliestcomic stripsabout weltknown visual
artists appeared educationalUS-Americanyouth magazines.Two stories abouthe lives
of Leonardo da Vinci and Benvenuto Celliepresented the birth of the comics genrthef
arti st 6 sinabguratiggfisstrdspectivepublishing boont

This study hasdentified three distinct publishing boonw biographical graphic
narratives about canonical visual artigtee First Boom (1942949) consisting of comic
strips,andthe Second Boom (20a#019)and the Museum Boom (20®19)compiled of
graphic novelswith the last oneontaining publicationsommissioned by art museums.

The Europeartraditions ofbiographies of artists are more than two millennia old
The earliest complete surviving text was created by Pliny the Elder during the first century
CE, usingevenolder sources.After a silentMedieval Periogdthe practice of recording
ar ti st okeadain dueng thealtalian Renaissar@®rgio Vasari, describing the lives
of Italianartists from Giotto tdlichelangeloandCarel van Mader, who wrote about Dutch
and Ger man feve inspisetl writers ug wti todayGradually those writings

haveevolved into the standafdrm for theart-historicalar t i st 6 s monogr apl

Looking at theFirst Boom (19421949, the Second Boon(20002019, and the
Museum Boom (2002019) it become apparent thaall three usdliny, Vasarj and van

! See Appendix C for bist of these graphic novels.

2 See Appendix D for &st of these graphic novels.

3 [Uncredited] March 1942; [Uncredited] April 1942,
4 See Appendix A for st of these comic strips.

5 Pliny 1968.

6 Vasari 1998; van Mander 1969.



Manderas sourcefEven more importantlythese comic$ollow art-historical traditions of

t he art i s tusingthesame gppm@arhey and literary todlse current Second
Boomof graphicnovelsaboutcanonicalisual artistsandthe Museum Boomin particular
have beerphenomenaunprecedentedn their scaleand intenational andtransnational
dimensiors. The mounting pressure on art institutiongdmtinuouslyattract more, broader
and new audience® prove their economic and cultural value a®ture funding has
crumbledthetraditional steadfasesistancéy mostart museums to engagith the comics
medium and comic arfThus, a new type of museum publioathas emerged on the book

market,representin@gn innovativemuseological tool.

This thesis investigatethe three currently underresearchegbublishing booms in
biographical graphic narratives abotdnonicalvisual artists their connectionto, and
continuation of establishedrt-historical literary standardsind traditionsregardingthe
artistoés bi ogr.dptheymominekplorasihe cegpecavp graphic novéls

function(s)in the context of the individuaupportingart museura
Specifically, theaims of this researdrefourfold:

1 The first aim ido trace the predecessors, development, and scope of the 8atentd
Boom (20002019) of biographical graphic novels about canonical painters as well as
the overlappinguseumBoom (20052019) involving art museums. Upon discawugr
theFirst Boom(19421949) of biographical comitripsabout canonical visual artists,

identifying its scope and developmémntsalsobecome part of tis aim.

1 The second aim is to considat threeboons within the biographical traditions @irt
history. These traditions arhe anecdoteral the lifeeandwork mode] two crucial
narratological tools at the core sfichlife-writing, as well as the presentation of an

artistbs oeuvr e

1 The third aim is to examine the graphic novel form and its function in different
institutional contexts, using @rpus of selected case studgies-commissioned, co

funded, ceedited and cgublished by European art museums.

1 The fourth aim is to explora | | s t a difeerdend ihstitational @gendas, involved
in creatingthe publications from the corpushen associating themselves with the

graphic novel medium.

Thefulfilling of these foundationaims thus the research project as such, rests on
three main pillars: Firstly, sersitructurednterviews and questionnairesecondly, archival
research; thirdly, close reading followed by a textual and visual analysis of graphic narratives,
taken fromall threebooms but with a clear focus @xcorpus of six graphic novel$his

~6~



corpus resporgito the research aimshile considering the limiting parameters of a PhD
regarding time and length as well astbsearchér nguage skillslt consists of oaSwiss,
two French and three Dutchaghic novelsrom the Museum Boom published between 2008
and 2013 (Fig. 1.1).

The first pillar consists ofsemistructured interviewsconductedwith various
stakeholders involved in the decisioraking and creation of the graphic novels in the corpus.
The conversations were held via telephone or online plasfoamd in three cases, even in
person.” When an interview was inconvenient or impossible for various reasons,
questionnaires have been used to gather the required inforridtiese new primary
sources stand at the heart of this thesis. Prior to this projestichanformation including
the voices of various stakeholdarss available to scholarBhese latest firshand materials
do not onlyhighlightcontributions by various parties involved lalgoallow for an in-depth
understanding of the internal process#sthe commission, creatigrediting, funding,
promotion, and publication oftwenty-first-century biographical graphic novelsabout

canonicalisual artists

Between October 2017 and November 2048réspectivecomic artistandwriters,
commissioers, such asnuseums publishers, and funding bodjgsublishers of English
editions and comics journalists were approached for this reseArch.result, ix graphic
novelists, who had written and drawn a narratiwee writer, fourart museuns, four
publishers of original editions and threé foreignlanguageeditions and two funding
bodies were successfully convinced to participate irthe project and subsequently

interviewed.In June 2019, an additielhcomics journalisegreed tgpartake

Eleven interviewd more than fifteen hours in lengtrhave been conducted, and ten
filled questionnaires wereeceived Combined, theyrovide invaluable information and
insight into the artistic, economic, strategic, and political processes inhviolvealisingthe
respective projecBeveral email correspondences with various stakeholders have been usec
and addionally aided the research consideraklpless otherwise stated, all translations are
by theresearcherDue to restrictions regardingé length of the thesis, nall the material

is used.

" Due to legal reasons, the researcher is requireafeeep the interview files. However, for strictly academic
purposes and upon request, access will be granted. To request access, please contact the researcher via
Comics Research Hub (CoRH) homepage URL: http://comicsresearch.arts.ac.uk/ peopledftahidser
j-yu-kiener/.

8 Due to legal reasons, the researcher is required to safekeep the questionnaires. However, for strictly academ
purposes and upon request, access will be granted. To request access, please contact the researcher via
Comics Research Hub (CoRH) homepage URL: http://comicsresearch.arts.ac.uk/ people/members/tobias
j-yu-kiener/.

~7~



Extensive archival research, physical as well as orficneist he r esearchdés sec
pillar. Findings from the online archiv€&DMICBOOK+ Grand Comics Databaq&CD),
and the Digital Collections of the University Libraries of the Catholic University of America
have led to the discovery of many biographical comics about canonical visual artists,
allowing for the scoping as well as the tracing of the aftermathedfirst Boom® Research
at the British Librarygexamining theBritish educational youth magazinksok and Learn
(19621982), World of Wonderq197019795 and Ranger (19651966, hasrevealed a
completelack of similar publications in the United Kingdoifhe extensivéibliographic
database complied for this project, containing biographical graphic narratives published in
North America, Western Europe and Asia between 1942 and 20t8s enabledhe
discoery, definition and comparison of the different, at times parallel, publishing pétiods.
In combination, thihasallowed forestablishinga chronological frame and geographical
focus for the research project, and an analysis and comparison of pattereenbearly and

current graphic narrativegoutcanonicalisual artists.

Unfortunately, several individuals and institutidre/enot responddto attempts to
contactthem orstoppedeplyingat some pointluckily, online archival resourcesuch as
interviews with, articles about and homepages of individual grastsvell as institutional
websites and archivegould be accessed fdhis researchOn several occasions, the
necessity to consult such alternativerseshas revealed valuable information and details
unmentioned irthe interviews Also, appearances on social media, such as Twitter and

Facebook, and online platforrike YouTube haveprovided vital (additional) information.

The third and last of theain pillarsis the close reading and subsequent visual and
textual analysis of graphic narratives, l ookin
lives and works. Ircomparingthe findings with the athi st or i c al genres of t
biography and monograph this research revealhe extent to whichall three graphic
narrative publishing boonare linked tosuchgenretraditions.It allows the highlighting of
specificshared patterns, and the continuation and confirmation, thus approval, of established
arthistorical narratives by graphic narrative§he close reading and analysis of policy
papers, (annual) reports and press releases from govesyfugigiing bodies, yblishers,
and museumbave permittedhe determination, interpretation, and contextualisation of the

respective stakeholdéragenda

9 URL: https://comicbookplus.com/; URL: https://www.comics.org/; URL: https://libraries.catholic.edu/ (all
accessed 01/11/2020).

10 All efforts have been taken to ensuifee accuracy andomprehensiveness the data. Yet, due tearious
limiting factors this thesis cannot guarantegencedoes not argudor, the d a t abofutenesdbut
acknowledged the possibility @& incompleteness.

~8~



Thoroughly resting on this stable structure, this research determines where to
positiongraphic novels about canonical visual artists betwgebplarlya r t i st s6 bi c
comic books, history books, merchandise products, public relations and marketing strategies
and state, city and museum branding. Thus, it contributes to academic kyp@wiseveral

disciplines and fieldsas discussed below

Neither art historians nor comics scholars h@reen much attention to the
publishing boora of graphic narratives about canonical visual artidts.the one handrt
historians produce much litd¢raur e about the histories and
and monograph within the boundaries of their own disciplt@mvevernonehas lookedt

the specificomicsgentr@ f t he arti stdés biography.

On the other hanatomic biographies, memoirsidautobiographiearethoroughly
exploredby comics scholarsbut few have published articlesabout twentyfirst-century
biographical graphic novels about visual artiteese articles mainly focus on Franco
Belgian publications and hardly make twnnection to arhistorical traditions of writings
about an Malsd, dmidsohelardhip hae (extensively) explored the relationship
between the comics medium and comic art, and museums and muse€oguamgmainy
on exhibitions otomics'? However, hardly angf these studiemvestigate graphic novels
co-commissioned, cfunded, ceedited and cgublished by art museuri$UItimately, no
publicaticn hasdeat with the different stakeholders and their various agendas behind, as
well as the political, economic, and artistic processes involvertaatingsuch graphic

narratives The First Boom haseitherbeen discussed the existing scholarship.

This research fills tsse gaps. It reveals, discusses, and analyses the previously
unknown First Boomof comics on canonical visual artists @ducationalUS-American
youthmagazi nes, giving birth to t heltcansidersc o m
the scale of the boom itselaindits aftermathandintroduces the main contributors, such as
magazines and their publishers. Based on statistical evidence, this study acknowledges th:
twenty-first-century graphic novels about canonical visual artists do indeed constitute
Second Boonof respective bioggzhical graphic narrativesirenaissance of the genre after

a long breakThe Second Boom proves to be more international and transnational in scale

11 ladé 2@0; Screech 2020; Griinewald 2019, pp-255; Cortsen 20:2019; Groensteen 2042018; 2015a;
Pendergast 2016; Leroy 2012; 2011.

12 Most recently, Kim Munson (ed., 2020a) published the anthof@gyic Art in MuseumsFor an earlier
exploration of theelationship of museums and graphic narratives in an exhibition setting, see e.g. Meon
20182019; 2015; Manzanera 2018; Munson 2017; 2009; Howell 2015; Lejeune 2015; Daures 2014; Flinn
2013; Picone 2013; Duffy 2009; Roeder 2008; Brandl 2007; Hill 2007ptdb2017; 2007; Roche 2007,

For a discussion about the interplay of comic art and museum art, see e.g. Grinewald 2019; Cyrill 2017;
Holbo 2017; Press 2017; Groensteen 2015b; c¢; 2010; Kaenel 2014; Beaty 2012; Bistis 2005; Bollom and
McKinney 2005.

13 Flinn 2013.



and outputwhile having publication hot spots in certain countries. The findings link both
publishing boomgo writing traditions ofart history The specific role of European art
museums irthe Museum Boomis investigated and explained@he research also gives

voice to different stakeholders, from creators and commissioners to publishers and
promoters. Theariousinstitutional and personal agendashindjoining and contributing

to a graphic novel project are interrogated, and the individual role, status and use of each
publicationfrom the corpus in the respective museum context are highlighted and dnalyse

Therefore, this researchmainly basedn andprimarily contributesto the disciplines
of art historyandcomics studiedt considers arhistoricaltheories methodsand traditions
regarding the development anccomposition of the Western athistorical canon.
Furthermore, the thesis refers aot-historical life-writing about artists, particularlyhe
narrative structures and tools oéspectivebiographical texts from early records to
Renaissance biographies and nineteestitury monograph3he studycombines these two
aspects, analysinthe use of the anecdote and the Ifandwork modelas storytelling
devicsas wel |l as t he pr eceavredsapdrtofthgraphithar@tived s ndi vi dua
structure andexamines how comic strips and graphic novels contribuéadoenforce the
canonical status of individuals and their d&inally, the arthistorical methodof visual
analysis is frequently used throughout thesis to examingéhe graphic parts of graphic

narratives

Furthermore, this studig locatedwithin a comics studies framework.builds on
recent scholarshigbout genre in comicarguing fora new addition to the canon of comics
genresand establishing the existence of respective gspeeific themeswhen analysing
graphic narratives, this researefers to theories and discussions about narrative patterns in
comics, such as braidingp determine the level to which tleeeators have exploited the
mediumspecific advantage Also, the thesisexaminesarguments byomicsscholars and
practitionersto considemwhat certain artistic stylessuch adigne claire and infographics,
can bring to thegenre and particular publications Moreover, keen to providea
comprehensive analysis of the mateiiatluding the differentontributions from all parties
involvedin apublicatiord s p r o d u c tanddistributionthis @etearaengages with
theories oncomics work8é defined byCaseyBrienzaand PaddyJohnston a&ny labor
within the field of the cultural production of
p r o d ud,wheaeve&the material provides respective informatjamhile not primarily

focussing on this aspettFinally, this studybuilds on scholarship in the history of comics

14 Brienza and Johnston 2016, p.3.



to contextualise thevarious publishing phenomes, past and contemporargomics
exhibitions,andadvertising an@pplied comics.

Moreover, the researdboks at theoriefrom museums studies amduseology (in
particular curatorial and educational programmes, audience develognakhé role of the
museum shops and its products), (trans)nationatitgemaking, branding, marketing and
public relations, and culturgiconomic policies (connecting to notions of soft power and
cultural capital) Thus, this transdisciplinary researdeneratesecondary contributions,
highly relevanto thesefields as well agsultural studies andtultural history, visual studies,

biographystudies, and cultural diplomacy

The research corpud graphicnovelshas beerchosen carefully to keep its size
manageablend compositiorconsistent.Therefore, any form of illustrated biographical
bookshasnotbeenconsideredsuch agheThis is... series by Laurence King Publishing Ltd
and theBiographicseries by Ammonite Press, as tiraphic art does not form a narrative
in those casedictureand ¢ hi | dandgraphie nabratives targetguiedominantly
at childrenhave beerexcluded tooOn the one hand, naturallguch publications lack
complexity aad maturity in their narratives due to the targeted age groomking them
unsuitable for this researc®n the other hanthis study considergraphic novels a distinct
type of publicationMi ngl i ng t hem wi tohan aréadylweleswablished | i
museun producd would thereforehavemade little sense angrrevened an assesment of
the role and positiof graphic novels in the museum conteitso, fictional graphic
narrativesandcomic book seriesvhichmayoccasionallynentionor include a visual artist
as aminor charactersuchaz omi ¢cs strips featuring Leon
and series likehe DutchSuske en Wiské¢he ItalianMartin Mystéreand the American
S.H.L.E.L.D, havenot beenpart of the corpusTheobvious fictionality and the fact that the
artists are just secondary charastarthe narratives nmie such publications unsuitatfter

analysingbiographical patternginally, only print publicatios have beeronsidered

The resulting possibleorpus & nearly200graphic novel8 mostly about painteés
would havebeenstill too large taresearchn-depth Thus,it has beemecessary to narrow
the focusfurther. Firsty, consideringhe researchér fluency in German and English, the
body of workshas beenmeducedby language accordinglysecondy, as thearthistorical
traditions of arti st sa wdliaothgernajprityioktise gaphid n
narrative publicationsre European, ltas made sense to applymatchinggeographic focus.
Thirdly, graphic novelgo-commissioned by art museudnsnanifestationand guardians of
arthistoricaltradition® have beexhosen as appropriatestand at the core tis research
Therespective publicatiorslow the investigation of the interplay between le@sgablished

biographic standards @it historyfor recordingan artisés life and the comics mediudn
.._11.._



often deemed unworthy of their attention by art historians whodrelte and shape those
samestandards.

Consequently, thenain corpuscomprisesgraphic novelsaboutcanonicalpainters
co-commissionedco-funded co-editedand cepublished by European art museudsing
the twentyfirst century and available ieither English or Germaifhe results a body of
six graphic novelgFig. 1.1)

It is necessary tdefinesomekey terms in the context of this researélirsty, the
concept of theanonicalartist, connected to the idea of #mhistoricalcanon needto be
clarified. Secondly the differences betwe@omics andgraphic noves shall be explaineds
well assomenotionsof genrein comics In both caseghe definitions are subject to ongoing
discussios within the respective fields ort historyand comics studiesFinally, this

resear chos (oothislaidoutandi ng of

The Greek woréd U 3 [[kabidgia$ originally referredto a rule ormeasuring stick
as a Ostandardo by whThe karliesiokmosvh &rtistit gandnof meas ur e
Europe came from fiftltenturyBCE GreeceP ol y k|l ei t os of Si kyon Omade
scul ptors <call t he HAcanon,ichtheycandgamn theafgst t o it as
rules of their agt ® mb o d yhé principlés of his art in a single wai Since the times of
Polykleitos, tlis canonhascontinuouslybeen extendedgepeatedlyre-defined and lately
more and morescrutinised cortinually evolving and developing into more regional and
national canons under the umbrella ofWesterrcanon of art” Naturally,ethnig regiona)
and national identites have been of high importance for buildingcanons.!®
Consequently,hte Westerncanon as well as the specific cangimavelacked consistency
throughout history® For artworls or artiss to be canonicahasmeant setting a standard for
geatartand aesthetic value, 06t o “Yreconfrastdoesoch d ] i ndi s |
canonical artiststheir colleaguesmay have only been famous lacking distinguishing

greatness.

In referencing establishedcanonical artiss or artwork, artistshave included

themselvesn the very same canon(g)o.?! For examplePeter Paul Rubenstudied the

15 For a discussion on the meaning of canon as measuring standard, see Borbein 2019; Papadopoulos 2019.
16 Pliny 1968, pp.4243.

17Barker (1999a; b) and Walsh (1999) discuss cases of artists being added and removed from the European
canon of art.

18 Silver 2019, p.2; For a debate on the national character of canons, see Dewdney, Dibosa and Walsh 2013,
pp.99121.

19 Silver 2019, p.11; &y 1999, p.12.
20 perry 1999, p.12.
21 Silver 2019, p.7; Pollock 1999, p.4.
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Renaissance masters, such as Michelangelo and Titianacdmeved canonical status
himself already during his lifetimia referringto their style and compositiolisig. 1.21.3).
Andr ea Tomic stripChallenging the Gods. Rubens Becoming Rul§20s5)
exemplifiesRu b e ns 6 c¢ r emadterfullye(Fig I.4whike the covers ofvana and
Gradi mi r A muid | [@ahdoeghdutAA]r(2012015) depict théormation of the
canon of art byartists drawing on their predecessansd being drawnupon by their
successors, equally welFig. 15).%2 The mythmaking of a Great Artistd naturatborn
genius or suffering negative criticism and povértyasbemme an intrinsic part of the
canon(sf3 The canon of arhas beendefined,publicised ad thus enshrined throughe
artistso6 tr acclesiasticgl, pansely,waydl, Imangak national, and private
collections and commissions, which were initially displayed in a respective exclusive setting
and eventually in art museunidius, at academies and museumsre alwayst the centre

of thecanon's development, evolution, and presentgsiptt In particular the development

of print, allowing for cheaperreproductionand distributionof artworks has led to
familiarisation and canonisation bgpetition in affordable art books for a masdiance®

The artistés bi obpthapeepting aadmpublicisingrihe mptioa qf the Great
Artist, havebemme anothercrucial element in the canonisation of artistsknowledged

with book titles such aShapingthe Neer | andi sh Canon. Kar el
Boeck(1991) by Walter S. Melio® Consequently, the publishing houses have begreat
significance increating, changing, and distributing tb@non(sy’ Pragmatically onecan
therefore describe the canon as a body o
[with the general public as well as professionals] and continuing economic and aesthetic
value which their®works are seen to hol d.

The problemwith this canon @ art isthat, as it isgrounded inrEuropean notions of
greatness and aesthetic qualitferived from Greek Antiquity it is fundamentally
Eurocentri® religiously, culturally andartisticallyd and dominated byvhite men both as
criticsandartists. @nversely, iinevitablyhas beemarginalisng (if not excludng) women

and norEuropean ethnicitieand their work®f art, as highlighted by scholars of social and

ZTsurumi 6s comic strip is [Pameheustfernat(2085), whicmivas b o
commissioned by the Philadelphia Museum of Art on the occasion of their exhibii®iWrath of the
Gods. Masterpieces by Rubens, Michelangelo, and Titian (12 SeptesieErember 2015)

2 Perry 1999, p.15; Nochlin 1973, p.197; Pollock 1998.

24 Nochlin 1973, p.199; For a discussion of the interplay between art academies, museumg aruptead
mainly French and British canon(s), see Perry and Cunningham 1999.

25 Silver 2019, pp.3, 11; For a discussion about book series promoting the canon, please refer to Kitschen 201¢
26 Nochlin 1973, pp.19198; Melion 1991.

27 Pollock 1999, p.4.

28 pery 1999, p.15.
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feminist art histories such as Linda Nochlin and Griselda Pollagkin, the Smudjs
capture thse problematic aspef the canor(Fig. 1.5).2°

Therehas never begnst one single canarf artbut a multitude of canons, applying
different standards of artistic greatness and aesthetic quality, based on various local or
national, political, religious, cultural, and social noramgl identities$® However, European
art historyhas usually not engage respectfullywith 6 f o r eanogaOd the contrary
European poweractively and consciouslyestroyed oat leastuptured indigenous canons
of art in the process of various centliopg colonial campaign®. Thus, Pollock notes that
the Western or European canon of art i's Osel e
patterns of exclusigndisplaying a fear othe Othemwhile offering@ mode of worship of
t he &fTheiefer¢, acanonicalartisd a standarébearer of perceived greatness and
European aesthetic val@efias becomeiconic in the original meaning ols 8 3 s e U
[eikbnism& an image used for worshiplowever,more than a mere depiction or portrait

worshippers regard the icatself assacred

This researclacknowledges the issuessedregarding thd WesternandEuropean
white, and predominantly masculidecanorfs) of art history However, as itis not
concerned with challenging andskapingthistradition, it adopts pragmatiaefinition of
canonicalin anart-historicalcontext:consistently popular with the public and specialists for
proven economic and perceived aesthetic val@sonicalartists may be considered
commonly more populandwider known, andheir artmore expensive and profitable than
their norrcanonicalcolleagies and their work On the one handt is seen as strictly
descriptiveterm, not asan approval ofthe very same candgs). On the other hand, in the
context of European art museumsammmissioning graphic novels about European visual
artists,referring toEuropean candn) of art history is nointrinsically mistakenDespite
arguing for more inclusivarthistorical canorfs), as the existing biographical graphic
narratives about visual artists almost exclusively feature canonical individ@etisaditional
sense this thesis inevitably analgswritings about canonical artistssing Western art
historical tools such asestablishedperiodisatios and academicstandardsregarding
referencing It thus might unintentionallyepeat established tropes awntribute to the
canonisation of individuals. However, this is no conscious choice but a result of the research

material available to the researcher.

29 Nochlin 1973; Pollock 1999.

%0 For a most recent discussion on the various global artistic canons throughout history, see Silver and
Terraciano 2019.

31 For an exploration of colonial views on canons, see Terraciano 2019; Flecker 2019.
32 pollock 1999, pp B, 1314.
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In comparison, the discussion aroymassibledefinitions of terms such asomics
andgraphic novedis relatively youngHowever, that does not necessarily méaieasrt easier
to pin down No universal definition of comicexists as scholarship, looking at the entire
history of comics, has retrospealy been trying to write up a deription that includes all
essential features and holds true for most exanip@aniel Stein and JaNoel Thon argue
thatmost scholars could probalbdgree that arototypical comic consists of a sequence of
panel® unless itis a singlepanelexamplé combininganimage with texd except when
it is wordles$ into a narrativé* Suchnot entirely straightforward definitisncoupled with
the desire of the broader comimdustry and community to rebrasdmics,to be more
widelyd not least academicaflyaccepted,have led to an extensie array of terms
including sequential art angraphic narrativewhich are shorter but by no means more

explanatory

Will Eisnerclaims,6 s equent i al dscemiblediscipind @ h dte iat O
for many decades generally ignored adats a
language and vocabulargeklogdin America®By using 6sequenti al
for 0,céolne arsl vy, E casnat éaldd asart chistary inodlsded examples of
artworks arranged in sequence for centusied long before Europeans colonised Northern
America While Scdt McCloudacknowledgetheissues wi t h  Ei s 0 égether d e
with the exclusion of singkpanel comicd he nonethelessnaintairs the term3® Later,
Eisnerclarifiessequentialarta8 i mages depl oy e, ddoimm ca sape cial
sequentialaténd graphic narratives as oO6gener.i
i mages t o t P’ &teisand Tthonarmgue fodtle aisage of graphic narrative, as it
is less AngleAmerican than comic, incorporating Italidamett; FranceBelgian bande
dessinée Spanish historietas or tebeos Dutch stripboek German Bildergeschichten
Japanesenangal ~ _ ], Chinese manhua [ ] and morethusbeingthe mostinclusive
terminologyd yet excluding abstract and nerarrative example® When sequential art

emphasisethe sequentiality of images, the term graphic narrative highligbteotion that

those pictures mighell a story Both terms include a reference to (graphic) art, thus, allow

33 Sabin 1993, p.5.

34 Stein and Thon 2013, p.5.
35 Eisner 2008a, pp.xi, 1.

3¢ McCloud 1994, pp.23.

SEi sner 2008b, pp.xv, xvii; However, still somew
culture, flmandcomcs are the major conveyors of story t|
of visual arts practice, telling an abundance of stories, while also leaving the question whose culture he is
talking about unanswered.

38 Stein and Thon 2013, p.5.



(if not demand) for their inclusion intrt hstory as yet anotheanedum, using (sequential)
graphic expression to narrate a pdtgenuindy universal term has yet to be found.

In contrastjt seems easier to define tleerhgraphic novela longer than usual story
with thematic unity, often concerned with maemmplicatedopics, such as substance abuse,
sexual and physical violencénental) health issues, amhuma thus, targeted a more
mature readership, starting wigloung adultsHowever, thee is noconsensusboutwhat
page counticomic bookbecomesa graphic noveindwhethera publication thasimply
collects a series gireviously releasedomic bools counts asuch As recentscholarship

showsthe debat@boutgraphic novels' history, terminology, and definitisongoing®

Regardless otliscussions withirthe comics communityf-rank Miller and Klaus
J a n sTheilak Knight Returns 1 986 ) , and Al an Moore, Dave Gi
Watchmen( 198 7)) and ArMaus @936/1©%)é Wwimnmang thes prestigious
Pulitzer Prize in 1992 , havemarked a change in how thablic have beemperceiwng the
comics mediunt® Contrary tocommonbelief, graphic novels were created well before the
late 1980sThe termwasused already ithe 1960s and several graphic novetave been
published befor¢he late 1980s s uc h a s A®Goniract WEhi Godil@78)8 Roger
Sabinshowst hat t he &égraphic novel effectd was not
of a new audience to the medidfPublishers created and applied the graphic novel,label
associating [ adul tisassaxiatingcttein fromicomjced prorvoel s and
ther salesto new readershighroughhigh street book shefi® Although the salesave been
disappointing due topublishers' excessive use of the graphic novel |ajraphic novels
wereper manently established on the book market
what are deemed serious, adult graphic narrafies.

This research considers all formats of co@icemic strips, comic bookgqroto
grapht novels,graphic novels, webcomickjmettj bande dessinédistorietasandtebeos

stripboek Bildergeschichte, mangd ~ _ ], and manhua[ ]0 asgraphic narratives

% For an indepth discussion of the history and changing terminology and definitions of the graphic novel, see
Williams (2020)Dreaming the Graphic Novel. The Novelization of Conesviding statisticatlataon
the use of the term and number of respeqgpiublications between the miB60s and the early 1980s,
Baetens and Frey (201%5he Graphic Novel. An Introductipand Beaty and Weiner (eds, 20Q3}tical
Survey of Graphic Novels: History, Theme, and Technigoebrief overview of the debate seggér?017,
pp.1415; Duncan, Smith and Levitz 2015, pp-8@; Sabin 2002, p.162; 1993, pp-83, 235248.

40 All three examples had been serialised before they wepablished and received much more attention as
graphic novels.

“%In contrastA Contract Wit Godhad not been serialised before.

42 Sabin 2002, pp.16267.

43 |bid., pp.165167; 1993, pp.8B5.

44 |bid. 1993, pp.238236, 246247; Baetens and Surdiacourt 2013, p;3&&billiet (2010, p148) describes the
excessive use of the graphic novel term as one part of aftiickerisis of comics in théate 1980s.
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insisting that the term naturally includes far more meddifferent formas. The termcomic
strip refers toarelatively short stor of thematic unity and several pages in lengtiainly
used for specific examples of thiest Boom(19421949) publishel as part of an anthology

In contrast, longer and more complex narratieéten depicting sex, violence, mental iliness,
and various types of trauma and frequently including a ima&tative, thus, requiring a
generally more mature readersh@gbe fully understoodsuch as the examples from the
Second Boom (2002019) and Museum Boom (20@®19), arereferred to as graphic

novel

Standing between the two yet not clearly belonging to either are what this research
labelsproto-graphic novelsThe term mdicateshat respective narratives were longer than
theaveragecomic strips of the 1940s, depictexbre violence and se&ndthusincreasingly
aimed at (young) adults rather than juvenile readdrsy were released during the second

half of the twentieth century amdcluded comic booksand longer comic strips

Defining genre in comics often focuseson major thematic complexesuch as
superheroes, funny aninsahnd romancethus leaving more minao genres unexplored.
This focus might result from the fact thiaere is no universal definition of genre drahce
no definitive list as theyare subjects of constant discussion betwedne c omi cs
various communities including creators, publisherseaders,collectors, and scholafS.
Randy Duncan, Matthew J. Smith and Paul Lewl&fine genres through ses of
&onvention®focussing orive aspectscharacter typesetting, narrative patterns, thes,
and visual convention¥ Similarly, in his recent discussion on gehiia comics and
extrapolating from Peter Cooganomaedwhd i ng
admitsthat acanonical examplédo not exhibit them all , Nicolas Labarredescribesa

genreasa O cat al og odnaocermnniemdg | @nedrietl reanhe nftesa toufr

45 Most recently Labarrehas researchedomics genrestheir emergenceshaping maintenanceyse, and
functionin Understanding Genres in Comi(&020) including a whole chaptépp.129146)on6i nvi si b
g e n rDarscdn, Smith and Levit2015, ppl63-262) analyses genre in comiegtensively establishing
thed6genr e ¢ olookiegnat iTeemHsindour, Romance, Funny Animals, and Horrbefore
exemplifying their argumenfurther with a chapter each oBuperheroeand Memadr; Gardner(2013
provides a most interestiramalysis of American Romance Comics between 1947 and &2&rinevhat
sort ofgerder roles young female readers would encounter in such narratives; Hansen (2004) argues for a
separate Truddventure genre in 19408mericarcomics, providing a bibliography of respective
magazines

46 Duncan Smith and Levitz (2015, pp. 1882) record at leastighteengenres, which varies greatly from
various online platforms, frothirty -sevengenres registered by tl&rand Comics Databadavailable at
URL: https://docs.comics.org/wiki/Official_Gess_List, accessed 26/11/202thjirty -nine genres noted
by ComicsPriceGuide.com (available at URL: https://comicspriceguide.com/genres, accessed 26/11/2021),
and forty such categories available &omicBook (available at URL: https://comicbookplus.com
[?dplus=categories, accessed 26/11/20213jxeendistinguished genres on the amateur comics creator
homepagaVebToongavailable at URL: https://www.webtoons.com/en/genre, accessed 26/11/2021), and
nineteengenres known to Gene Kship bidioglaphy QoimesResaanch.oogs s
(available at: http://comicsresearch.org/ genres.html, accessed 26/11/2021).

47 Duncan, Smith and Levitz 261pp163-170.
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allowing to6 r inbreutd® Such gnre conventions are established and maintaimedgh

repetition, with each repetition strengthening the convention fuffhBotential new

additions have to find a balance between followingélmenventions (standardisation) and

introducing new idea@ifferentiation) to carve out a niche for themselves on the market,

which sometimes leads to hybridrms which can also be interpreted as -gi@nres®

Labarrear gues t hat t he f mbdel mappihggéneemas@nactikaxi&l t man o s
and a syntactic axisallows categorisingsuch hybrid narrativesas a blendnstead of

peripheral example¥.Further, the modeloregrounds that genre bounidarare notthe

result of6 @ o mogenous shatconstitited avhiatt e ri is axpectéghenitny an d

some genredeing categorised by an affexthey induce and othghby features of the

fictional setting>?

As mentioned abovearecuring problemis that certan comicsare ecognisd as
importantexample of a particular genre whilthey do not display allts characteristic®
Prototype theory provides a solution, as iacceptsparticulay most prominent,and
established exemplars of a categasa basisand subsequently positioasd judge®ther
(potential) exampleis relation to their closeness and distance to the prototygiesence*
Thus,genres ar@approachedestasb obj ect i ve i ndex to agbucol |l ecti on
as conceptual a n dwhite ialsobeingcempatible vatlmappoarioes thae s , 0
work with sets of conventior’S.Probably notcoincidentally, omicsscholarshighaslong
beenusinga prototypeapproach whetrying to definewhat comics areAt the same time,
in agreeing on the most important historical examples, worthy of attention and praise for
variousreasonsthe comics communithasessentiallypeen compiling @anonof its own

against which new publications are meadure f ol | owi ng art historyods ex

The function and use of geridfer for the various stakeholders. For audiencas, it
@uiding consumptiorand generating specific pleasiesc at egor i si ng a narratiyv
and providing informatioraboutwhat to expect® In the case of creators, gesraffer
Geproduciblen ar r at i v and g way ttogsrhnaspbe t he r e ddveile sd6 experi
publishers andlistributorsu s e i t to Ocreat ebaachdbsequerint i fy exp

48 Labarre 2020, p.3.

49 Duncan, Smith and Levitz 2015, pp7t670; Labarre 2020, p@-11.

%0 Duncan, Smith and Levitz 2015, pp5l@.86187; Labarre 2020, p.4

51 Labarre(2020, pp.34) alsodedicates a whole chapter (pp-B3) hybrid genres
52 |bid, p.4

53 For example, a secret identity is commonly regardedasdial feature of a superhero narrative yet there
are superheroes, suchthe Fantastic Fouwhose identity is very well and publicly known.

54 Labarre 2020pp.57.
55 |bid.
56 Ibid., p.7.
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adjust th@ marketingefforts®’ Also, criticsuse genret 0 6 cr ead e bd§ns o o
individual object andstrengthen and l&gmiset h e i r 0 w n magkiogghe expeoiancei n
of acultural object meaningfi@®Notad vy, o6genres and t heid@ us:e
Furthermorecomics communities constantly renegotiattablished genrabrough their

usg changingthem and creating new ones in the proc€Jhis research considerand
argues fot he ar ti st @dlistincticancs geprdbysedaon the characteristics
displayed by respectivearratives

Naturally, he discussion of different publishing booatsorequiresdefiningaboom
On the onehand, it ischaracteriseas6a sudden bound of oacti
speculatiodas well asdhte effective launching of anything with éclat upon the market, or
upon publiacndatdtamtiimmeét us gi ven t.d Thsny
researctsubscribes tthese definitions, asdeedthe publishingboons discusseaccurred
after along period with few or even nosimilar publications.Thus, the First Boomthe
Second Boom and the Museum Boamonstitute thesudden launchof a respective
unprecedentedomicsproductin specific marketd~urther, diring the SeconBoom and the
Museum Boomthe commissioners weagtively pushing these products, trying to generate
publicity and attracattention in publishinga seriesof biographical graphic narratives about

canonicalisualartistsand stagingexhibitions.

On the other handyriting aboutthe British SciFi Boom, Istvan CsicsefiRonay
describes®o om as O6éan ex pdamsdi odoma orfo noernd a t[itvhiatty]
that theprecisereasons for the occurrence of a boom ehallengingto determine®?
According to the author, the contributors tdo@om share garticular6 s pi ri t 6 t
6exciting work under fortunate circumst a
field by various stakeholdgrsuch as publishers and critfé<sicseryRonay argueshere
is an exchange between critics and creators, developing into a shared sense among &
stakeholders of 6ser vi%Hgcoacludlethat gither doomhas u r ¢

to end or turns into an agster beingstrengthene&® This thesis uses CsicseRro nay 0 s

57 Ibid.

%8 |bid., pp.78.
59 |bid., p.8.

%0 |bid., pp.89.

61 Oxford English Dictionaryfi B o @ xford English Dictionary(Oxford University Pressonline ed,
accessed 08/11/2021)URL: https://www.oed.com/view/Entry/21467?rskey=0OByuHM&result=3&is
Advanced=false#eid

62 CsicseryRonay 2003.
83 1bid.
54 1bid.
55 |bid.



definition, as the researched publishing boomgse seeminglynot triggered by &pecific
eventbut just occurred when the circumstances were fortuhbigasgssmenis especially
accurae for theFirst Boom.Fostered and formed close partnershigsetweerthe various
commissionerssuch as publishersnuseumsand funding bodigghe three Boomsplayed
out in therespective comicandbook markets as well as thmuseumworld. Particularly
during the Museum Boopthereis a shared consciousnessaong all stakeholders to create
something new and excitinfpr the individual museunand thus the publievhile also
contributing to théroadernational and internationaulturalclimate.Considering théength
of the current Second Boom (202019) andMuseum Boom (2002019) they may qualify

as the beginnings of respective Ages

Throughout the project, parts of the findings have been presantdew ideas and
approaches tested at various international academic conferAht®sComics Crossroads
2 (Courtauld Institute of Art, UK, 2016), th8ummer School Transnational Graphic
Narratives (University of Siegen, Germany, 2017), and tf& Annual International
Conference of the European Popular Culture AssociafGharles University, Czech
Republic, 2018)presentations expled specificelements of the research. Respectively, the
talks discussedhe mythologisation of canonical artists, tnaatsonal aspects of graphic
novelsabout such artists, and hdle publishing boomsn biographical graphic narratives
speak to local, (trans)national, global and European identities.

Together with Mark Hibbe and Guy Lawley, the researchehas organisedthe
FRAME:WORKSonferencgCentral Saint Martins, UK, 2017Among other aspects,
explored questions around translations dackignlanguageeditions of biographical
graphic novels from the Second Boam a paneldiscussionwith Emma Hayley the

Managing Director and Founder of publishing house SelfMadeHero.

The development, scale and aftermath of the First Basmwvell as its connections
to and use ofarthistoricalt r adi t i ons of the artistds biograp
continuation in the Second Boom, were presented atdimInternational Graphic Novel
and Comics and International Bande Dessinée Society Confer@demchester
Metropolitan University, UK, 2019) and th@érossing Borders, Boundaries, and Cultures
Studies in Transnational Comics Symposif{itondon College of Communication, UK,
2019). Large parts of these talks have been transformed into the forthcoming book chapter

ALéy of t h SeeiAgCQomics though ArtrHistory: Alternative Approaches to the



Form (202), edited by lan Horton and Maggie Gray and published by Palgrave

Macmillan®®

Individual national aspects of the Second Bodatusing on France and the
Netherlands, have been brought to thademic communitis attention A presentation at
the Comics and Nation Conferend8angor University/ Prifysgol Bangor, UK, 2017)
focused on th&ouvre EditionsandBernarYslaire andlearClaudeC a r r iLe Cieb dus
dessus du Louvr@009)in particular. The tallhas subsequently been developed iht® t
book chapter AMus®e du Louvre: When The
Problems With The Graphic Noveé Cielau-dessugiu Louvred in Framing [in] Comics:
Essays on Aesthetics, History, and Mediglt921), edited by Johanné&s. P.Schmid and
published byCh. A.Bachmann®’

At the 9" International Graphic Novel and Comics Conferer@ournemouth
University, UK, 2018), the2"® International Amsterdam Comics Conferenféije
Universiteit AmsterdamNetherlands2018), theGraphic Narratives and Social Impact
Symposiun{London College of Communication, UK, 2019), and ##" International
Graphic Novel and Comics Confereritendon College of Communication, UK, 2028
different Dutch contributions to the Second Boom wiseussedA particularemphasisay
on the Dutch Comics Network, the reasons for its creation, its formation, (trans)national
effects, and social impact and public relations use. Those parts of the talks dealing with
BarbaraS t o Xiricent(2012)have bean published asraarticle i Bar bar a St ok @
BiographyVincent A Tr an s n at indhelatérnat®m@ahdpuanal gfrComic Art
Vol.20, No.1 (2018§8

Unfortunately, due to the COVHRO crisis, talks at thEextComic 202QUniversity
of Art and Design Linz, Austria, 2020pdthe 6™ World Conference of the International
Federation for Public HistoryFreie Universitat Berlin, Germany, 202@re canceled.
However, the latter has been postponed until summeg, 208Bile the former paper
fiTransnationaler EurozentrismusGrafische Kinstlerbiografien Im Kontext von
Kunstmuseen und Deren Ausstellungspraxis [ Tr ansnat i on@dphicEur
Biographies of Artists In the Context of Art Museums and Their Exhibicactice] has

been published iRan an die WandRein in the Vitrine?! Internationale Positionen zum

%Yu-Ki ener, Tobi as J. Séeing Gomiss thwofigh ArhHistok:rAlternativesAppooaches
to the Form edited by lan Horton and Maggie Gr&yew York, N.Y.London: Palgrave Macmillan, 2022
(forthcoming).

Yu-Ki ener, Tobias J. fAMus®e du Louvre: When The I
With The Graphic Novel Le Ciel ad e s s us d un Franong fint @omnicsi Essays on Aesthetics,
History, and Medialityedited by Johannes C. P. Schmid. Berlin: Ch. A. Bachmann, 2021.

%Yu-Ki ener, Tobias J. fBarbara Stokds Gr amterhatondi ogr
Journal of Comic A Vol.20, No.1 (2018): pp.17#@88.
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Ausstellen von Comics in der padagogisthad musealen Prax{2020)[On the Wall.Into
the glass case?! International Positions about the Exhibiting of Comics edhgogical
and MuseumPractice] edited by Barbara Maria Eggert and Anna Maria Loffredo, and

releasedy kopaed?

TheNextComi2021 (University of Art and Design Linz, Austria, 202@Jd online,
offeredthe opportunity topresentnew researchbuilding on butgoing beyond thehesis,
aboutdifferent gender rolesand familydynamics featureth biographical graphic novel
about canonicalisual artistso aninternationabhcademic audiende a talk tittedRembrandt
Ein Familienmensch?Die Rolle der Familie in Graphic NoveKinstlerbiografien

[Rembrandt a Familsuy? The Role of theFamily in Graphic Novel Artish Biographies]

This Thesiss presented irightchaptersincluding introduction and conclusicemd

divided irto threethematicparts

PART Ii Settingthe Scenetroduces the reader to the key elements of this research,

thearthistoricalt r adi ti ons of writing atheSedond®8somar ti st os

and the Museum Boom

Chapter 2 traces the traditions of biographic writings about visual artists, starting

with the records oPliny the Elder, moving on to the influential accounts of Giorgio Vasari

and Carelvan Mandemsnd conti nuing to the andsincesthte6s monogr

eighteenth century and still of great relevance today. Throughout the centuries, one element
hasbeen forming the nucleus @fny f or m of artist 6Anothei ogr ap
frequent feature fuchtextshas beenthpr e sent at i on of ,ofteneafter ndi v i
anin situinspection by the authdwitht he ar t i st 0 |dfe-ambvorbngodethash , t he
become equally important based on the conviction that one can be understood through the
other Finally,themi nt er 6 s novel made a comelTheausek at t
of anecdotes and the lndwork model,t he presentation of t he
parall el s t o t htleebgsadfte\tiseal abdextualanalysis in Chaptens 3

to 5.

hy:
dual

he

art

Chapter Jollows the development of thecomigenr e of the artistés b

reveals the existence of the First Boom, a sudggrearance dfiographical comictrips
about canonicalvisual artists ineducationalUS-American youth magazines, during the
1940s which simultaneously was also the birthtleé new comics genrdt argues for the

p h e n o melassificabm as boomwhile acknowledgingts relatively small size~urther,

®Yu-Ki ener , Tobias J. ATransnational er Eurozentri smu
Kunst museen und Der eRan AnudedMarel Rein m ghe WirireX Interdatiohate
Positionen zum Ausglien von Comics in der padagogischen und musealen Peditisd by Barbara Maria
Eggert and Anna Maria Loffredo, pp-83. Munich: kopaed, 2020.
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the section scopes ti®om and traces its aftermathinvestigates the publishers and the
art. Referring back to the previous chaptefhighlights the use of Pliny, van Mander and
Vasari asghose comicstripsunderlying sourceand evidence fothe apparentuse ofart
historicaltraditionsin their creationSubsequentlythe chapter comments on the available
information about comics worker§hrough an analysis afarrativesabout Leonardo da
Vinci and Benvenuto Cellini, gernspecific tropes are reveale&inally, the chapter
discusses the parameters that quah€ group of architexts asgenre.

Chapter 4utlinesthe development dfventiethcenturyproto-graphic novelgbout
canonical visual artistbefore concentratingon twentyfirst-century publications The
sectioninvestigateghe currentSecond Boomutilising statistical methods and looking at
national and temporal patterns in the publication outpNagaly, it focuses on thenique
role ofthe MuseunBoom, duringwhich European art museums have increasingly been co
commissioning, cdunding, ceediting and cepublishing graphic novels about their
respective collections or @anonicalartist. While both booms are small in relatiom the
overall productiomf comicsat t he ti me, they are signifi
genre. Subsequentlythe studydiscusses the@enre's evolution, most importantl{he
institutionalisation that completes tlgee n rfoen@ation and confirms its position in the
canon of comics genreBinally, a brief section discusses the possible futures of the Booms
and the genre.

PART IIT The Analysis of the Corpus: The Representatibh he Ar t i st 0 ¢
Works in Graphic Novelsencompassing Chapt&r can beconsidered the core of this
researchFirst, it introduces the research corpus ofsiklicationstakenfrom theMuseum
Boom, overlapping with the Second Bopanddetailsthe criteria for the following analysis
Then it analyseshe one Swiss, twBrench, and three Dutch examples in deplie analysis
focuses orevaluatingart-historical traditionsin the graphic nove)such as the anecdote
life-and work modelandthepr esent ati on of . atrthe samel time,iitd u a
looks at comics traditions, such @ise use ofyenrespecifictrope® f t he ar ti st

comicsand discusses the available evidence of comics works

Furthermorejt explorest h e r e s p e crésearwcle, nacratodogidalcaaddsts
approaches, from preliminary study of the subjecind sources usetb the amount and
quality of support receivedn consideringbiographicalgraphic novels caommissioned
and cepublished by arihstitutionsasadultmuseum publications, the thesis apgplhe same
respetive criteriaregardingquality, accuracy and referencimgits discussion and analysis.
Moreover,the use of the comics mediymrtistic stylesand visual storytellingas well as
the blending othec o mi ¢ stytetwwi $ hd & he p oong anatheude amadr t |
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renderingof original artworksin the narrativeare discussedFinally, the graphic novel is

critiqued,and audiencesatisfaction levels and h e p u b &fterlifesatediscuss@ds

PART IIlT The Purpos®f Graphic Novelsn the Context ofA\rt Museumss formed
by two chapterseachlooking into a specific context in which theo-commissioning

museums have used thmphic novels from the corpus.

Chapter6, after giving a briefhistorical overview of comic exhibitions in US
America and Europeanalyses how the graphic novels from the corpese used in
exhibitiors. Only a singlepublication did not get exhibite@uilding on recent research on
comics exhibitionsthe shows are analysed@he location, format, length, and level of
museum involvement in the display and its promotion indicate the status and appreciation
the graphic narrative receive from the individual-coonmissioning art museum
Simultaneouslythe content and use of the meadi reveal the level of understandiofits
potential Also, the thesis payattention to what extent comics works is part oéspective
display. As the corpus conssbf examples from three different countries and types of
museumd national, municipal, and dedicated to a single &ttbe comparison of the
various shows see®xciting patterns emergingFor examplenational museumsvere
seeminglyengaging less with theomic artist andheir work than museums about an

individual artist.

Chapter7 explores thepublic relations purpose of graphic noveis a museum
context.It startswith a brief history of comic books agpublic relations toglfollowed by a
discussion about shops in art museums and the role of bogkseral and graphic novels
specifically in sucha museum shop, particularlgs a public relations tool.The most
significart part of the chaptdorms the description and discussion @oanplex network of
stakeholders in the Netherlandsipportingthe creation ofa relatively large number of

graphic novelswhichthis thesidabelsthe Dutch Comics Network

Finally, ChapteB8 summarises the findingdetaik how the research quest®inave
been answeredand provides a prospect of possible futurgerdisciplinary and

transdisciplinaryapplications of this research.

In its entirety,this thesisis of value and importance fahe current scholarship
standing as a rare acadenaoupling of art history and comics studiesThe research
communityis unaware of the First Boom @oes notconsider it worth much attention
Indeedno respective publications have come to t he
entireresearchThus,this thesisconstituts the firstever scoping, discussion and analysis
of the 1940s publishing mom of biographical comicsabout canonical visual #sts

unfolding ineducationaUS-Americanyouth magazines. Consequentip, until now,there
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is no academic realisation that tbemicsgenre f t he arti st odés biog
years old nor is the existence of gemgpecific tropes knownDiscovering, tracing, and
summarising therigins and developmenf thecomicsgenr@ f t he arti st 6s
establishingts specifictropesconstitutesa uniquecontribution to knowledgd-urthermore,
this thesis documents the continuous use and adaptatorhidtoricalnarratological tools,
patterns, and traditions, with sevegabphicnarratives directly quoting Pliny, Vasari and
van Mander Again, these facts and aspectsre not widely knownnor discussedn the

scholarly communities @rt historyandcomics studiescontributing to the respective fields

While a few publications from theurrentSecond Boonof the twentyfirst century
havereceivel somescholarly attention, the great majoritgvenot, presumablypecause no
onehas beemware oftheir existenceAfter years of meticulous online and occasional in
store researchhis thesiscan now providdor the firsttime acomprehensiveicture of thg
graphic novel publishing phenomenafithethird millenniumCE as well as the international
developments thdtaveled towards itlt also reveals the astonishing number of almost 200
publications over twenty years and previously unknown asgdectsand details regarding
the publishing countries, creators, gnublishersThis research confirathe existence of a
Museum Bom of graphic novels being -@mmmissionedco-funded, ceeditedand ce
publishedby major art museumsvhich so far hasnosty gone unnoticed by researchers
Once agairthis project brings tils long unknowrsituation to lightcontextualisesanalyss,
and discussst. In doing so, idemonstrashow major art institutions are using the graphic
novel to better their imagand attempt to engage new audiences in deploying the medium
as public relations tooFinally, in sharing theextensiveresearch database$ recorded
graphic narrativegas well as theelevantinterviews and questionnairesnducted for this
studyd providing access tthe dataupon request this thesisoffers a treasure trove of
materialfor future analysis and researéhThosenew primary sourcelsave beercomgl ed
over more than four yeaendcover the lengthyeriod between 1940 and 2018ljing the
stories of biographical graphitarrativesabout canonical artists from the viewpoint of

several key stakeholdeigcluding artists, publishers, and museums.

This thesis hopeto draw attention in atistory and comics studiel showcasing
analysing critiquing and arguing forthe comics mediut sarious uses in arthistorical
institution® from oneoff publicatiors for special occasiongnd possible exhibition

contens to longterm serief (international and transnationaalesand publicrelations

®Due to legal reasons, the researcher is required to safekempettonnaires anidterviewfiles. However,
for strictly academic purposes and upon requestess will be granted. To request access, please contact

the researcher via the Comics Research Hub (CoRH) homepage URL: http://comicsresearch.arts.ac.uk

people/members/tobigsyu-kiener/.
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producs and means to foster and celebrational identitied it wishesto start amore

comprehensivediscussion within arhistorical communitiesto reconsider thecomics

me d i u mo. Righéfullya nawasveand sequentiahrtin several mediaincludingseries
of drawings, printspaintings andtapesties, have longand repeatedligeenexamined by art
historians This study aims tencouragéhe inclusion othecomicsmediuminto art history.

Furthermore, tis thesiswants to start a discussion aboutthe mi cs genr e
biographyand its power and usefulness in delivering -hr$torical content to droad

audience as tle comics mediunfends itselfnaturally to &lling the lives of visuahrtists

blendng text and image which stand separate traditional arthistorical bibliographies.
However the genralso documents the centunyd petrification of thé&Vestern arhistorical

canon and how art history hasposedt on the comics mediurfor eight decades

At the same time, this researefuallyaims tocontribute to current discussions in
comics studiesMaybe most importantly it wans to raise awarened®r the neglected
comicsgenreo f t he ar t.iTsetefdrs, itaddsto the dispubsionaboutcomics
publishing historybetween 1940 and 2018loreover therealisationthat it had started as a
relatively minor genrgesurviving andevolving overhalf a centurybefore itsuddenlybecame
a significant publishing phenomenaran inform research into comics genrebhus,the
thesis hopgto encourage the explorationrafnor genresand their impadin comics history
and more generallywhat defines a genrand its importancethe quality ofspecific
characterisgts or thenumberof publications Also, the studydemonstratethatthroughout
itsexistencet he ar t i st 6 s hakebeengconéirmih@nd enforaridite $Vestern
art-historical canon Therefore, the researcturthers discussions about theotential
instrumentalization of the comics mediuas well agpower relations and artistic freedom
in commissioned workwhile also adihg to research intanstitutional and even national

funding,commissioningand editing Buctures and networks

Finally, with its bibliographic researctatg the thesidiopesto foster scholarly interest in

A

of

and stimulate researchirtohn e ar t i st 0 s lrelatedgemrgittagknowledges c s

the datads pos sdudtoearioum leniinmg pfdctersYetnire Isteg all
confirmed publicationsit wishesto facilitate accesso the previously neglectedhaterial,

help scholars locate relevant stories, publishers, and magazinespandtefurtherstudies

t
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and



Ay
¢ ciel
1-(1esSUS

}ouvre

/.-~" ‘

Fig. 1.1: The research corpi®p: Christophe BadouKlee (2008 Switzerland, Bernar Yslaire and Jear
Claude Carrierel.e Ciel audessus du Louvré009 Franceg, Edmond BaudoinPali (2012 France;
Bottom:Barbara StokYincent(2012 Netherlandg Typex,Rembrand{2013 Netherlands and Paul Teng
and Jan Paul Schuttegn \an Scorel. Sede Vacante 152813 Netherlands

Fig. 1.2: Titian(Tiziano Vecellio), Tityus (ca. 1563. Oil on canva§253 x 217 cii Museo Nacional de
Prado, MadridtheinspirationforPet er Paul R u loeRragétheasBoupdBt$1i121618)n
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Fig. 1.3:Peter Paul Ruben and Frans Snyderemetheus Boun611/121618). Oil on Canv&(242.6 x
209.5 cm).Phiadelphia Museum of Art, Philadelphiaspired by the arof Titian (Tiziano Vecellio),
Michelangelo Buonarotti, and Michiel Coxcénd thus placing the artist in the canonical tiaditof his

predecessors.
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Fig. 1.4: Andrea Tsurumin Chal | enging the Gods.

PRmdtheus £terrm

(2015), detailPeter Paul Rubermocesseispirational arby canonical artistJitian (Tiziano Vecellio),
MichelangeldBuonarotti,and Michiel Coxciein preparation foPrometheus BounfPeter Paul Ruben an

Frans Snyders, 1611/115618).
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Chapter 271 TheAr t i st 6s Bi ography: Traditi

The production of a biographical text about an artist, be it long or short, litergrgpiic
nonf i ction or fiction, contributes to the
publication about @erson it becomes increasingly likely thatonme literature on the same
artistwill appear. Repetition leads to familiarisation and eventually to canonisation, as Larry
Silver argues’* The artist becomes part of a feedback |oofith every appearance
strengthening his positidarther. Also, some dists actively try to achieve canonical status

in copyingthe style, composition arglibjectof already established artisaad their work,

as discussed for Peter Paul Rubens in Chapter 1

It is necessary to examine the origins, developments, and the resulting traditions of
life writings about artists. Starting with historical records from Greek Antiquity, this chapter
first examines theHistoria Naturalis [Natural History] by Roman writer &us Plinius
Secundus, commonly referred to as Pliny the Elder, and the use of anecdotes in his
biographical narrations of ancient Greek and Roman artists. After it lay dormant during the
Middle Ages, the literary interestlifie writing about artists wavived during the fifteenth
and sixteentitentury Italian Renaissance, giving rise to multiple texts by Florentine and
Tuscan authorgnspiring many more. This chapter examines Vite De Piu Eccellenti
Pittori, SculptoriE Architettori[The Lives of tle Most Excellent Painters, Sculpt@asd
Architects] by Giorgio Vasaritradng the developments that led toetlmenewed and
extensive output of biographical literature on canonical artists and its impact. Finally,
proceeding to the eighteenth and ninetleetenturies, the section explores tuueist's

monograph's birth, rise, heydays, and decline

The determining of the ancient sources, the Renaissance rediscovanodeih
day diversification of certain literary, structural and narratological elemeints ® he ar t
biography, most notably the continuous use of anecdotes and taadifeork model,
prepae the ground for the analysis of biographical graphic narratives at the centre of this

thesis’®

"1 Silver 2019, p.3.
2 |bid, p.7; Pollock 1999, p.4; Gaertner 1970, p.28.

3 Sousslouff 1997, pp.338, It was only in the late seventeenth and early eighteenth century that the term
biographywas being used wal vy , referring to 0 wrman,ielatigg t@sboety at a
|l arge and different from other I ife formsé and
period of time determined by society to be distinctly human and inclusive of the moral and material

productions of thefi e . 6
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2.1. Records about the Artist

The tradition of recordingn artisés life and worksgoes back more than twaillennia,

including sixthcentury BCE Greeknscriptions, statues, and vas@sso, it includes early

remarks by Plato, Aristotle, andtime Bible’* Howevernot much ofthemat i st 6s backgroun
and lifetime are recorded in these casesDu r i s Livds of Painteossaardd Sculptors

(fourth century BCE) shows interest in artists
6i naugurat[ing] the bs B@nfodupatelyctieltextihastomlyr at ur e or
survived in fragments. Rudolf and Margot Wittkower argue that this chanbe fourth-

centuryBCE publ i cobésedtaned i tiudet mtairkke t he status of
changed fromartisan to artist.”® He was then thought capable of inspiration, ecstasy and

divine enthusiasm in a Platonic senfleus inhabiting the same sphere as poets and

musicians.’ However, the oldésmostextensive, and most importantly, complete recdrd o

arti st s 0 Histariav Mauralis [NatutalhHestory] by Pliny the Elder (first century

CE).”® It combines various older historiographical sources on artists from between the fifth

and the fist century BCE, while Pliny also added his own acco(f@mly four of thirty

seven books deal with art history, divided by artfaynSilver Chasingl{iber XXXIIl[Book

33]), Bronze StatuarylL{ber XXXIV[Book 34]), Painting [(iber XXXV[Book 35]), and

Saulpture in Marble I(iber XXXVI[Book 36])d and recording the lives, personalities and

artworks of ancient artists.

A prominent feature of Plinyébs accounts is
particul ar event or d et Bng past ofohfs peasanality ord i vi dual 6
extraordinary skill. A choice likely copied from one of his primary sources, Duris of Samos,
who hadalready used these stories as an essential element in his wiitisgems Pliny

adopted this concept as a crucial pirtoa r ecord about an artistds |

“Wittkower and Wittkower, 1969, p.2; Plato 1949, p. 58,

to be fastened in order to keep them, and i f they are
Aristotle 1907, pp.22 3, 60 D endodved|the svooden [statue of] Aphrodite with motion, simply by

pouring in quicksilveré; Common English Bible, Acts of
Demetri us. He made silver model s of Aprdfiefonthe 6 t empl e, 8
craftspeople. 6 Availabl e at : https://www. bi bl egat

25&version=CEB (Accessed 15/10/2020).
S Wittkower and Wittkower 1969, pp-8; Kisters 2017, p.23.
76 Wittkower and Wittkower 1969, pp-3.
7 1bid.
8 Pliny 1968.

" 1bid, pp.XVI-XCIV, Pliny the Elder uses the Greek Epigrams as well as the Greek historians Xenokrates of
Sikyon, Antigonos of Karystos, Duris of Samos, and Heliodoros of Athens, and the Roman historians
Pasiteles of Naples, Varro, Cornelius Negeabius Vestalis and Licinus Mucianus as sources.

~34~



A

has influenedar t i st s6 bi ographers and monoedga aph
prominent feature in their respective writirfs.

As a subjecspecific narratological tool, anecdotes about different adfsts have
strikingly similar, even identical, content. It is thus crucial to not take them at face value but
stay sceptical of their truthfulness. Already Pliny records the samaedotes for several
artists. The painter Zeuxis painted 06a p
flew up to the wall dé and 6a boy carrying
while the scul ptor maosms wshichotneavdre birds Icaulg not p |
di stingui s K Al$or thenbromea $cuiptoe Théodoros and the marble sculptor
Myrmekides each created a tiny fewsrse chariothat6 coul d be covered
f | & Sindilarly, Protogenes and Nkas both threw a sponge at a respective painting to

create the impressior® of an animal 6s f oal

Those anecdotes from Antiquity follow a specific pattern and cover particular topics
about aspects of an ar ti s ta@9redestifaton; 2)the t
per s onds asdkupdridrity in expcatiagdartworks, and competing with other artists;
3) the individual 6s <character and perso

anecdotes from Antiquity are summarised below.

Anecdotes about an artistds youth incl
autodidact; being of low birth and climbing the social ladder; showing great talent at a young
age; being discovered by chance by some passing artist or nobleman who adopts him
overcoming great difficulties to become an aftis$.t or i es about t he ari
upbringing, and early artistic experiments and expressions, despite a poor background an
much hardship, function as prequels or omens of future success asitt adistiny.
Astrology is also frequent | § Natusabydartistioskih r o v
is much discussed, usually ifalking aboutan artwork so well executed that its content
appears to be rea alive, allowing the artists tfool animals, laypeople, clients@most
prestigiously even fellow artists. Directly linking into such notions are stories about an

80 Kris and Kurz, 1980p.33; Sousslouff 1997, p.26; Guerico 2006, p.29, Guerico sees the anecdote grounded
in a broader biographical tradition. While he still mentions PlinyBluer, he also includes Plarch and
Diogenes Laertius in the list of ancient writers who used it in their writing, and are thus to be regarded as
exemplary for its use.

81pliny 1968, pp.108.11 (Liber XXXV, I, §6566), 178179 (Liber XXXV, II, §155).
82 |bid., pp.6768 (Liber XXXIV, 11, §83), 214215 (Liber XXXVI, §43).
8 |bid., pp.136139 (Liber XXXV, I, §102§104).

84 Kris and Kurz 1980, pp.383, Such narratives about a yowsngdgifted person overcoming obstacles and
becoming successful, resemble those of Gideloen[heroes] or a divine wunderkind, and are heavily
based in mythological and monotheistic writings.

85 Kris and Kurz 1980, p.77; Sousslouff 1997, pp3B
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A

artistodés extremely high command of I ikeliness,

his artworks, exemplified in ¢hstories about Protogenes, Apelles, and Nikomathos.

Very important and frequently used is also the theme of artistic competition. Maybe
the most famous artistic rivalry is between Zeuxis of Herakleia and Parrhasios of Ephesos,
with the former believing a painted curtdiy the latter rea¥’ There were seval other
battles of skills, such as Apelles painting a finer line than Protogenes, and Polykleitos
winning a casting competitid.As mentioned in the previous chapter, Polykleites made a
statue his fellow artists orperfienrcriepdl etso oafs htihse
sculpture] inasinglewor& b e c o mi ng 3tShver pdinsstow thad this cdnstifutes
the very first European canéhContests between individual artists soon developed into a
competition of artistic schoofs.

A large number ofinecdotes are concerned with funny stories and practical jokes.
Once again, Apelles providem excellentexample in displaying finished artworks and
listening to the critique of passerg from a hiding spot? Other anecdotes tell readeabout
greedy artists and stingy <c¢clients, the noti

on

i ndi vi dual %BEamplesrinslude Zelxithy. decl ared his painting
price, 6 and Parrhasios, whwi vth agopedé&d theclser

Anecdotes exist about hypercritical artists,
obsessed artists, such as Protogenes, who continued plahtsaogwhile the city of Rhodes
was under siege by King Demetrjogho leftguards at the studio to protect the afisbn

the one hand, artists are depicted as sexually permissive and dissolute people who are in

S |

(sexual) relationships with their models, suchas Arelius 0 6 not ori ously degr ad:¢

i n painting his mistresses as goddesses and

violent to the extent of murd&?.On the othehand,artistsarediligent and hareorking, in

8 Pliny 1968, pp.124L.27 (Liber XXXV, |, §8889), 142143 (§109).
87 |bid, pp.108111 (Liber XXXV, I, §65), 120123 (§8182).

8 |bid, pp.120123 (Liber XXXV, |, §8182).

89 |bid, pp.4045 (Liber XXXIV, II, §5355).

% Silver 2019, p.1.

%1 Pliny 1968, Pliny records the Thebaattic School and the Sykonian School in painting (Liber XXXV) as
well as the family trees of the sculptors Polykles and Athanadbilesr XXXVI); Kris and Kurz 1980,
pp.123130.

92 Pliny 1968, pp.122125 (Liber XXXV, |, §85).

9 Kris and Kurz 1980, p.144, pp.1450.

% Pliny 1968, pp.104.09 (Liber XXXV, |, 862); Wittkower and Wittkower 1969, p.3.
% Pliny 1968, pp.7&9 (Liber XXXIV, 1I, §92), 138141 (Liber XXXV, |, §104105).

9 Kris andKurz 1980, pp.147153
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deep contemplation and entirébcused on their art, to the extent that they forget to eat and

sleep and occasionally even bew suicidaf’

Interestingly, theaartistgenius motifal r eady appears i n Ant.i
divine inspiration and artistic revelatiérthe marks of geniu® resulting froman ascetic
and abstentious life in poverty, bearing an unmistakable resemblance to the life of a Christiar
hermit monk®*Such devotion for art is recorded
steeped in wadteme o hi bBath us g e ioechvastediyitinge awaly i r
from work, and sculptor Praxiteles, whasehroditewas made oO6under t he

of the goddessod6 herself

Even thougheven Roman emperors, such as Nero, Hadrian and Marcus Aurelius,
were known sculptors and painters, Rome never admitted the visual arts inéotéise
liberales [liberal arts], comprised of thquadrivium (arithmetic, music, geometry, and
astronomy) concerned with measure, and titigum (grammar, logic, and rhetoric)
concened with languag&?® Consequently, the visual arts were excluded wherattes
liberalesbecame the cornerstone of Medieval Christian educ#ttarhus, due to the initial
exclusion of the visual arts from tlates liberalesin Antiquity, the ChristianMedieval

Periodreversed the fourtbentury BCE elevation of artisans to the rank of artists.

Medieval naming of artisans scarce let alore written accounts about their lives
Mostartwas created in a religious conteahd creatorsvereno longer inspired but merely
used bythe ChristianGod, who creaedthe artworks with the individual as todf&.While
most Medieval artists stayed thus anonymous, we know of several excepéiditsilarly
within the building industryThe deventhcentury architects Rainaldus and Lanfrancus left
selflaudatory inscriptions, andcgrtainmason Robert is praised in t8e Albus Chronicles
of the Abbotsas isthe twelfth-century architect Lanfret?® Further examples includiae

thirteenthcentury French travelling architect Villard de Honnecourt, whose sketchbook has

9 bid, pp.157164.
% |bid, pp.145.

% Pliny 1968, pp.136.39 (Liber XXXV, I, §102), 192195 (Liber XXXVI, 1, 820-21); Kyaga (2015, pp.14
15) explains Socrates distinguishes human (clinical) frdirine (creative) madness, or demonic
intervention, filling the arti€t an empty vessel in terms of tal@nivith godly inspiration, and constituting
a desired state of mind; Kris and Kurz (1980, pg68 74) suggest the worshipping of priestéssnd
oracles at the temples as origins of the notiativihemadnes3 true passion and enthusiasm in an ecstatic,
religious, mythical episode of creativity.

100wittkower and Wittkower 1969, p.7; Barker, Webb and Woods, 1999b, pp.14.
101 wittkower and Wittkover 1969, p.8.

102Kris and Kurz 1980, pp.884; Wood (1999, p.155) argues, before the Renaissance creativity was attributed
to God(s) alone, humans were merely rearranging what was created prior by (a) God.

103 wittkower and Wittkower 1969, p.8, 43
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survived, the fourteenthcentury illuminator Jean Pucelle, anlde GermanBohemian

architect and sculptd?eter Parlet®

Throughout theMiedieval Periodthe ancient biographical traditions and the use of
anecdotes were continued in the form of hagiographies, thstdifees of Christian saints,

allowing them to be reborn in tiigenaissance as a separate and distinct literary.¢f8nre

22.TheAr ti st 6s Life

Around 1400, Cennino Cennini argued for the renewed inclusion of painting and sculpture

intheartes liberalesnl | L i b r {Book enlAft] °Duringehe fifteenth and sixteenth

centuries, artists rose froonaftsmerto artistsonce agin. Already from the miegfourteenth

century onwards, various contributing factors led to the development of early descriptions

o f the |l ives of arti st s Ciomcadr Staria Yiprentha c h as Fi
[Florentine History] (1380s), about fams Florentine artists including Giotto di Bondone,

and Gi anl or éComment&iiTheoxCommentadries] (1440s) about the history of

art, the lives of some artists and himg#&if.

The earliest artistsoé biogr apdhappeasing 6f ul |y f
during the fifteenth and sixteenth centuries in Tuscany, were produced with an academic
institution in mind, creating lontasting concepts of the artist and the artwi8fkChe new
genre of t he raliedequslly orsearlei aogntsarpcbrgs and physical
descriptions of the artists by others, and autobiographical writfi@atherineSousslouff
analysesnd outlines the 6typical déd structure of su
2.1.), pointing out the narrati®®dependence on only two aspects: anecdotes about the

artistos |ife and HoAsotheriegsdantialoetermentavhs theisiss ar t wor Kk s

autochthong an i nnate ability, skill or tal ent base

104 1bid, pp44-45, Woods 1999a, pp.250.
105 5ousslouff 1997, p.38; Kris and Kurz 1980, pp%&?
106 Barker, Webb, and Woods, 1999b, p.14; Cennini 1899.

107 wittkower and Wittkower 1969, p.13; Woods 1999a, p.30; King 1999, p.56; Kisters 2017, p.25; On the
change of artisposition and reasons for it, see Barker, Webb, and Woods 1999a; Sousslouff 1997, pp.3
72; Wittkower and Wittkower 1969, ppdll, 229252.

108 Barker, Webb, and Woods 1999, ppli@, The first academy was tleademia del Disegnfmunded in
Florence in 1563and which was soon followed by academies in Perugia (1573), Bologna (1582) and Rome
(1593). The academies developed out of the declining guild system, replacing a monopoly controlling their
membersé6 lives with diff er etsbecathe gadyrddcal,mayas and paggah t he one
court artists. However, the new system of patronage enabled projects on a massive new scale. On the other
hand, the dominant position of workshops as exclusive places of training, learning and studying within the
guild system was replaced by academies in the Renaissance, where the artist and his training was
institutionalised once more. Yet, the process finalised a distinction between arts and craft, elevating the
artistdéds position and status once and for all

109 Sousshuff 1997, pp.124; Woods 1999a, p.30.
110 50usslouff 1997, Figure 1.
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upbringing***Whileanart st 6s pl ace of birth held, no

t he Renai s shenitc naerdiives caeatédar itleblogy of origitisThe concept of
autochthony establishes st rong bond between the art.i
and higgeographic and political) place of origin, training and watkus, it brought forward

a political function and notions of isat i ¢
production.

This Renaissance notion of nationalism bastinuously akcted the building and
defining of national canons of art histo® Sousslouff exemplifies this with the
contemporary biographical writings about poet Dante Alighieri and painter Giotto di
Bondone, both Florentines. In both cases, the Florentine biogsaghggest a divine
intervention in the respective Florentine person coming into existence as well as his work,
praising and glorifying them in both cases asfthimderof a new ordet!* Repeatedly their
respective origin is emphasised, amplified througir theolvement in the government, the
individual is portrayed as representative of the city of Florence, and the whole Tuscan regior
and state, as well as the civic life and vernacatad consequently of all its people and
citizens'® In conclusion, those biographies by Florentines about Florentines were also
mainly intended for Florentines and Tuscans to confirm to them the superiority of Florentine
and Tuscan poetry and art, thusgating and fostering corresponding feelings within the
readergl®

Sousslouff argues, due to its structure, models, tropes, and topics unigue to the nev
genr e, A nt o n iLide of\Baunediesch{c.380) sihduld be considered the very
firstmodernar i st 0 s 'Y Manaitirsteegsbsyis experiemfaneeting individuals and
seeing artworks he mentioaad uses several welhown anecdotes, such Bsunelleschi
being giftedalreadyas a child, working very quickly, and living like a heriit. While the
accounts are far more comprehensive than the records from Antiquity, they focus primarily
on the creation of the cupola of tBeiomoof Florence and the intense rivalry between
Filippo Brunelleschi and Ghiberti, pushing other details to thé lbad leaving the text

unbalanced.

1111bid, pp.4456.

1121bid, pp.4445.

113 Sjlver 2019, p.2.

114 Souslouff 1997, pp.448.
1151bid, pp.4952.

116 A similar concept regarding the audience can be found in many biographical graphic novels about canonical
painters, discussed in Chapter 5, their use in museum exhibitions, explored in Chapter 6, and their Public
Relations purpose, investigated in Chafter

117 Sousslouff 1997, pp.434.
118 Manetti 1970, pp.4@6, 52, 90, 94.



Giorgio V a s alreiVitesDe Piu Eccellenti PittoriSculptori E Architettori [The
Lives of the Most Excellent Painters, Sculptarsd Architects] (thereafteLivesg, first
published in 1550 and again as an extended final edition in 1568, is probably the commonly
bessk nown example of a coll ecti é%e assimi®enai ssance
earliermodek of artiss bi ogr aphi es, Lf&euwtBimnebeschiMach e®ii esr t i 6 s
| Commentarij and included more personal detailsi scussing an aftistos en
In addition to earlier written accounts, he used autobiographical sources, wranws,
interviews to create a compendium of essays tamge number of (mostly deceased) fine
artists?! Scholars point out that ihives Vasari always tries to critique his sources but
remains inconsistent in his efforts, leading to mistakes and neglect or misrepreseatation
some arti st s bleigfamationwasdiifieut to acquirg!?sAt the same time,

Vasar.i represents the first bi ographer who us:
ife.*He matches the artworks with their creatoro
anthropocentric qualities while the latter seems to dysgdgarate artistic and biographical

identities!?*

Vasari structures theivesin three ages, or artistic periods, with individual styles
6ordered by the biological principle of youth
fifteenth century), andmaturt y (t he si xteenth cent®*Fhg) , 6 provi
first preface educates the readers about the origins of sculpture and painting in Egypt, Nature

as the origin of all art, and the destruction of artworks, professaodsknowledge followig

Romes fall. ' T h e significantly |l onger second pref ac
i nfl uenti al painters and scul ptors and explain
6not merely narrating events but é ipsiiyo i nvesti g:
t he met hods, manner s, and means é [artists] h a

artistic enterprises é exploring their errors a

119Vasari 1998; Wittkower and Wittkower 1969, p.13; Barker, Webb and Woods 1999, p.19; Kisters 2017,
p.25.

120 Guerico 2006, p.25; Sousslouff (1997, p.77) argues in this context of \tashtis predecessors, that
already these 6earliest biographies of the artist and
myth and the history of art and the artist intertwine

121 Guerico (2006, p.34) alsmentions two separate biographies, one on Michelangelo and the second on
Jacopo Sansovino, taken from the 1568 edition of ihes

122 1bid, pp.2728; Kisters 2017, p.26.

123 Guerico 2006, pp.229.

1241bid, pp.2930.

125Kisters 2017, p.25; Vasari 1998, pp-89, 277280.
126v/asari 1998, pp-®.
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prudent decisions they somet i maish wisedydoe ¢

foolishly, with prudence, compassion, or

Repeatedly, Vasari stresses his personal connections with artists, receiving gifts from some

and inspecting historical documents and artworks himself.

6 T o d kegp tHis drawing [by Michelangelo] near me as a relic, for | obtained it from
Granacci to put in my book of drawings with others | received from Michelangelo; in the
year 1550, when he was in Rome, Giorgio [Vasari] showed it to Michelangelo, who
recognisd it and | ov&d seeing it again.o

6 [ M] oithege papers on human anatomy [by Leonardo da Vinci] are in the possession of
Messer Francesco Mel zi, a Milanese gent |
Leonardo Treatise on Paintinginthepossessi on of a Mil anese

this man, wishing to print¥his work, can

However, Sandra Kisters argues that o6a |
already or were not personally known to hindant hat he writes O6ab
without havi ng ®Asa fellow drtistand keHoolaineet drt.criic, Vasari

also aspires to teach his readers about Artrinoduci ng them to the

works and explaining the #sts' techniques, styles, colours, and inverstih

After revealing his methods in the previous two prefaces, the third preface introduces
Vasari 6s criteria for judging and rankin
g u al d Rule,eQrder, Poportion, Design, and Stydeis a prerequisite for artistic
perfection, the truthful representation of nattieAn artist can only surpass everything

done and achieved when acquiring the final and sixth quality of Freedom,

avhich - notbeing part of theules- wasnevertheless ordained by the rules and which could
coexistwithOrderwi t hout causing confusion or spoi

in every particular and a certain beauty even in the smallest details whicldemaddstrate

all of this orde¥ with more decoration.
For Vasari, the one arti st,isuihedvinéMichaangelo e n ¢
Buonarroti, w h o in alldhreg farts: pamting, scelpire, aréhitecture] at
onct¥vasatdbs underlying idea of a |linear pro

127bid., pp.4750.

128|pid., p.417.

129 |hid., p.292.

130Kisters 2017, p.26.

131 1bid., pp.4750.
132\V/asari 1998, pp.27283.
133 |bid, p.278.

134 |bid, p.282.
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in art history until this very day, with Emma Barker, Nick Webb and Kim Woods arguing

Vasari created these notions in the first pfieét is important to note that the coeqt of

ranking and glorifying individual artists, such as Michelangelo, based on subjective criteria,

represents the grounding principle of canonisation. Thus Hifitaria Naturalis which had

elevated some artists over others, in giving them moretiatteand spacd,ivesconstituted

the next significant step towardeeating the Western canon of art history asthblishing

its parameters3® While Griselda Pollock reasons that the canos 6a mode of wor shi
t h e astated bmdk ,inbAntiquity,Char |l es Sal as thinks it i's on

Vasari é that the cul t®of the individual arti s

Capt ur i ngmaaena[mamner]i refarringto his style, via an, ideally situ
inspection of the artworks, was essential to Vaséit. demonstrates the underlying idea
that artists would portray themselves in their artworks and that hence understhelditigr
is equivalent tagenuinelyknowing theformer. However, according t8alas, Vasari does

not negotiate between |ife and wdr k but often

A

Lives mirrors Historia Naturalisby showing the artistsod per sc
anecdotes with recurring maif*®*Her e Ki st er s waameciotestoldor Vasari (
written t odhriemndéryo remairhceiticed @ositu c h  a @a@wacyft s 6
One of the most popular anecdotes concerns a close relationship, sometimes even friendship,
between artist and client, expressing fame, individdatyg and respect given to the

portrayed artists.

0[] King Charles of Naples] would often stay with
Giotto paint and hearing him talk. And Giotto, who was always ready with some clever

remark or a witty retort,ansue d hi m wi th painting a%¥d pleasant,

6The King [of France, Franci s 1, who was in
affectionate visits, arrived [€é] [Leonardo] was

death. Because of this, the King arose and held his head to help him and tanstiavobr,

135 Barker, Webb, Woods 1999, pp-23.
136 pliny 1968, pp.106.17,126133, 136141 (Liber XXXV, |, §6172, §7997, §101106).

¥sal as 2007b, p.8; Pollock (1999, p.13) notes too that t
and significance ofte ar ti st 6 s [Livesawhieh cannot bé aliscassed tiis thesisdue to
restrictions, see Posselt 2013, and Gre@i6.

138 Guerico 2006, pp.290.

139 3alas (2007b, p-8) points towards the long belief of a link between life and work, citiegancient Greek
historian Strabo (61t is impossible for one to become
mand); Wi ttkower an®4Wi 2t8Kewenrent 1 ®®m9, npp.h93 context Pl
Neoplatonist idea from the firand fifteenth centuries, expressing the notion that only a man of good
character can paint art of good quality.

140Kisters 2017, pp.227.
141 |bid, p.26.
142\asari 1998, pp.2@7.
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so as to ease hi s pvine spirt, aavaralthat he could reakivedne

greater honour, expired in the arms of that king at the age of séveénty*®e . 6

The importance of such anecdotes liesheir prevailingnature reappeang from the
Renaissance onwardé! For example, Carlo Ridolfi writes in his seventeecgmtury

biography about Tiziano Vecelli, commonly known as Titian,

6[lal]nd it is told of Titian that whil e he
theenqper or [ Charl es V] picked up, and bowi
servants does not deserve such an honor.

served by Caesar. o060

The Vasarian model of writing about an artist utilises emgdidata from archival
research, historical documents, oral history and earlier written reaositsiinspection and
critique of artworks, personal encounters with individuals, and is based on the concept of the
parallel and yet intertwined biographicahd artistic identities. It soon became, and to a

certain degree still is, the standard for writing about an artist.

This influence of Vasari is exemplified in tiiéemishwriter and painter Carel van
Ma n d élet SchilderBoeck|The Book of Painting], fist published in 1604, followed by
a second complete editionin 16%8T he i mportance of the 6Du
is sometimes referred to, and his biographies is clearly expressed in the title of Walter S.
Mel i ondSh abpoionkgg t he Netherl andi sh GBoedkn.
(1991)*'However, in c dinesHeaSchildetBoeck¥tasas $é&d Ot h
of craftsmanship of hififteenth-centurypredecessors and the value of training, experience,

and hard work aboveée*®genius and schol ar shi

The sixteentklcentury topos ofhe artist as (mad) genius divino artista [divine
artist], an evolution of t he Hhseplevaded antii n o
today!*® The Renaissance, allowing artisans to be artists again, considered painters an
s c ul p tgaergrepmging the concept divine (creative) madness or inspiration with

melancholia, yet separate frdraman(clinical) madnes$>° The Renaissance artisas not

13 pid., pp.297298.

144 Such prevailing anecdotes are examined in Chaptend 3.a
15 Ridolfi 1996, pp.9495.

146 Constant van de Wall in van Mander 1969, p.V.

147 Barker, Webb, Woods 1999b, p.20; Melion 1991.
148Woods 1999c, pp.12627.

149 Kyaga 2015, pp.147; Kris and Kurz 1980, p.68.

150Kyaga (2015, pp.147, 21) explains melancholigone of the four temperaments. She cites George Becker,
in pointing out that Omodern conception of bipo
of temperament 6; Witt ko wWe AlreadyleonWattisth Albeniggests (T1e9 6 9 ,
Pictura [On Painting] (1436) that artist could consider themselvedtas deus[another god], removing
the artist from the realm of normal people
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just divinely inspire® or a possessed td@olike his medieval predecessors but divine
himself, in being the creator of a piece of art.

Several artists in theivesare awarded the status of divinity, such as Leonardo, who
0i s s o di vesbehindtalhothér ménand kleady makes himself known as a genius
endowed by Godd and Michel angel o, who &éthe mos
earth, 8 and who famousl| ¥ iafet elray&gl rée d dvwa sb € eoru ndl«
his bodily me mber s i ntact and Wi While the mimculpus f o u | odo
undecomposed body can be interpreted sig@mo f Mi chel angel o6s sainthoo

bear apparent resemblance to the life of Jesus Christ, in beirgegbohdividuals.

Van Mandemritesabout Hans Holbeithath e was born under a partic

celestial influence, d and recites the poet Ni ¢
0God had done the worKk. God al one achieved suc
intervent on in the artistos é&XAbedt®irteshasseemndly arti sti c

portrayed himself literally agivino artistain Selbstbildnis im Pelzrodelf-Portrait in Fur

Coat] (1500) (Fig. 2.2), striking a pose resemblin§advator MundiSavior of the World]

depiction usually reserved for Je<tisrist However, Woods argue8wh i | e t hi s 1 mage
seem to border on blasphemy to us, it is highly unlikely that this was the abrigin

intemtion. o

2.3. The Artistés Monograph

Whil e since the Renai ssancadtheihnembernntreasedst i n ar
significantly, it was only during the eighteenth and nineteenth century that the next

evolutionary step in theritingson artist8l i ves happened: the artistos
Webb and Woods diwggiue dphpat ha/msarhédsmost | mporta
modern adh i st or i ¢ a |'*Indeedheayily afluénced by and dependent on the

Vasarian biogaphical model, the nineteeathe nt ury arti st é6s monograph i
its motivations, degrees of insight, and specialisation due to a large number of different

authors from diverse backgroundslt combines biography and literafiction, utilising

document s and s our c exsstencepandrigcally evalupats arttvagks ar t i st 6 s

151Vasari 1998, pp.284, 414, 484, 486, 580.
152yan Mander 1969, pp.83, 36.

153Woods 1999b, p.107.

154 Barker, Webb, and Woods 1999b, p.22.

155 Guerico 2006, ppH5, The term émonogr ap keéntuny Blagurat Historg, whefeitom ei ght ee
refers to a piece of writing dealing with one particuliad alearly restricted topic. The term was first used
referring to an artistés |ife, in a review of Adam Wei
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and their attribution, compiling comprehensive lists of works in the proeeasits core is

the lifeeandwork model, suggestg an interconnection betweenthewo i n pr es et
artist both as an individual empirically linked to a body of art through historical facts and as
a personality creat ed”Asméntohey abbve, a sirilar tondemi d vy
already forms apssentiak | e me nt sbhifes.Gabrigl@aGueriGoarguedi n par t i
in comprehending the life and works of the artist as a narrative, the monograph made sens
of who an artist is by lookingt bot h creative a®d biograpl

In the late eighteenth century, many changes took phattee wakeof the French
Revolution, not just in European society but also in its art world that would directly or
indirectlyaffectt he ar tgrsa . nmoinrost |y, artistsd us.:
they soon realised that the incredfreedom from the demands of clergy, royalty, states,
and aristocracy also meant a decegl@ertainty when it came to making a living from their
art. Secadly, simultaneously with thpublic museum's birtithe hanging of the artworks
changed too, from a topical hanging to one demonstrating the lineage and genealogies ¢
artistic schoolsand individual artists' history and developmetwo notions already
encounteredn Pliny and Vasari. The resulting increased nieedesearchHedto a surgen
monograph productiot?® Thirdly, the distinction betweeartists, referring to professionals
and academics, andrtisans referring to amateupractitioners, in the visual arts was

finalised, sixteen centuries after Pliny and three centuries after Vasari.

Additionally, the emphasian the representation of artists started to séwfiay from
Antiquity and the Renaissance's artistic ida@hing for aperfectdepiction of realit
exemplified in numer ou @8 towandstbecdRomaatis noaoh af ant
artistos expr@pbiiedhe Entightenmhentenad aefined. genius anew,
emphasising rational thought and judgrandbalancingmental forces, this overly rational
notion was once again reversed, in a return of the unrestricted imaginative and divinely

inspired genius and arti¥t Due to this upsurge ioreativemadnessartistswere moving

156 1bid., pp.45, The monograph model was not exclusively used by Western art history, there arefplenty o
examples from Asia as well as Middle Eastern countries, but it was widely adopted in Europe at the
beginning of the nineteenth century.

1571bid, p.6; Salas (2007b, p® remarks that the lifandwork model has been discussed in other fields too;
for a further historic and theoretical discussion of thediigwork model, see Salas 2007a.

158 Guerico 2006, p.38.
159 |pid., p.3435
160 Kisters 2A.7, p.45.

161 Kyaga (2015, pp.X49) argues the rational genius required a synthesis of imagination, judgement, sense,
and memory. The shift back from rational to emotional was down to historic andpstitical factors;
Salas 2007b, p.10.

~45~



further and further away from sanigndconcerns aboutlinical madness increaséef: At

the beginning of the nineteenth century, 0l ege
artists é or in the Netherlands, nohmagimhers from
literary butalso artistic productiat’® As a result, more nostalgic visions about the great

masters were developing, wieere now being glorified in ways previously reserved for

classical heroes and saifté.

For example, inspired by the mesmarkable and memorable anecdotes taken from
t he portrayed artistséo bi ographi es, S 0me pai
relationship between rulers (such as dukes, kings, emperors, and popegjstad&ome
artworks show deathbestenes, sucasFrancis | Receives the Last Breath of Leonardo da
Vinci (1818) by Jean Auguste Dominique Ingres (Fig. 2.3)TdrmDeath of Rapha€l832
or before) by Johannes Riepenhausen (Figl)d2with t h e artistéos | ast p
(Transfiguration 1516-20) placed at his headdomed e pi ¢t moment s in an art
such as Pierrelo | as qu e OBalesqaimt mmassant le pinceau de Tit€harles
V. Picking up T({808) ¢ig.&%.1% Ptharsragain depist thé discovery of
the artist a a child, such a€imabue e GiottgCimabue and Giotto] (1846) by Gaetano
Sabatelli (Fig. 2.6}%¢ This nineteentkcenturycult of the artist also included contemporary
artists, such as Théodore Géricault and Bertel Thorval@é&wentually, this glorification,
heroisationand mythologisation developegpparenteligious aspects. For example, Paul
Cézanne drewpothéose de Delacrojfhe Apotheoses of Delacroigd89094) (Fig. 2.7.),
while the sculptor Antonio Canova was dismenade after his death, recalling the

distribution of relics of Medieval saints to different sites for pilgrim&§e.

The new century also brought the birth of the field of art history out of German
historicism andKulturwissenschaffCultural Studies] Their discussions on art were very

much based on the Renaissance artistds biogra

162 Kyaga 2015, pd9-21, At the middle of the nineteenth century, early psychiatrists investigated the
presumed geniusadness link from a medical point of view. A century later, a biological and sociological

approach appeared. Kyaga r ecsiuanteiso nt hfaotr sbtiupdoileasr Odsiusgogredsetre
as wel |l as that a consensus is growing that there is
resting on a biological foundation resulmearica,g i n an i nh:i

see for example Burns 1996.
163 Kisters 2017, p.47.
164 bid.
165 bid, p.48.

166 |bid, p.102, Already during the sixteenth century, Giorgio Vasari and Domenico Beccafumi depicted famous
anecdotes about ancient artists, such as Apelles and Parrhasias)téd geilings; Batschmann 1997,
pp.7780.

167 Kisters 2017, p.49; Batschmann 1997, pg8d7

168 Batschmann (1997, pp.885,1081 1 3) expl ains Canovads heart was buried i
dei Frari in Venice, while his right hand was kept bg #tcademia di Belle Artén Venice, and his
remaining body was given to the people of his birthplace Pos8aghere Canova had designe@iempio
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disci pline and its | eading scholars qui ckl
essential sources and produé&T he new di s c iofphe iartiserélisd aktnosh ¢ e
entirely on Renaissance biographies and thus depicted an artist as hermuffcarggies

that despite the criticism from some scholars, such as Aby Warburg, the nineteghth
twentiethcentury conceptionf an artist was based theVasarianmode and its fourteenth

and fifteenthcenturies predecessdrs.

Through authenticationand attribution, the definition of oeuvresecame a
distinguishing feature of monographs in the first half of the nineteenth century, promoting
the idea of thwmeuvreas a Omul ti di mensi onal whol e, 0
about the development df he arti st 6s per s on'dlThus, for ar
connoisseurs, aiming to verify originals and commpila complete chronological catalogue
of an art i ata@egueraisorthdracdame esaential for theneteentkcentury
monograph and its productidf’. From 1850 onwards, the pendulum swung the other way,
when the aspect of biography became mor e
the dominance obeuvreand eventually even placirgographyalove (art) history and
connoisseurship. This shift achieved literary popularity and esbatwider audience by
balancing the biography ammkuvre!’® Regarding this balance and the audience of the
nineteentc ent ury arti st és mon gy & thd geuvi® uequiredc o
specialised means, and therefore found its warmest reception among art historians an
c o nnoi ¥*slecontirmiesd i contrast, the study of biography verged on the novelistic

and reached a mu®h broader audience. 6

From the 1880s onwards, a publishing boom of rwdlume series on Renaissance
and modern artists occurred, aiming to introduce the historreamy artists' lives and wask

to a readership as wide as possifedided by affordable book publishing, ang for

169 Sousslouff 1997, pp.38, 798.

1701bid, p.93; Salas (2007b, ppl®) writes that already Warburg argues that biographically oriented art history
leads to heravorshipping of artists, tightly bound to the art market and occupied with finding connections
between art and life to proveanind i dual 6 s geni us.

171 Guerico 2006, pp.80, 99 6, Jo han D a Radfadl voR &rbisoaundaseirt \@ater Giovanni Santi
from 1839, a systematic and exhaustive survey o
reference work for current sclaos of Raphael anliswor ks, very much defined
was, although not using the actual term.

172 |bid., p.40.

173 |bid., pp.112, 126.
174 |bid., p.149.
175 | bid.

176 Examples of such series dliestrated Biographies of the Great Artisteries (187995),L i br ai ri e d e
series (18868.906), KunstlerMonographienseries (1894.941), andGreat Masters in Painting and
Sculptureseries (18994910); Guerico (2006, pp.14b1) talks briefly about such series; for a more
comprehensive discussion @fch series and how they influenced and enshrined the Western canon of art
history, see Kitschen 2019.
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repetition of and thus familiarisation with the canon, its artists and artworks became more

and more canonical in being enshrined in the public ihGuerico considertorenzo

Lotto: An Essay in Constructive Art Criticisfh895) by Bernard Bereson an exemplary

monographt’®It combiresart criticism and connoisseurshipa nal yse artwor ksoé st
and material qualities, subjective moods and personal vii@iwghen the sources are

scarce, Berenson relies on visual analysis of paintings, bigadi empirical approach with

Neoplatonic ideasral psychology, arguing Lotto inscribed and construct@desencento

his artwork$ the quintessence of the litadwork model*&°

With the dawn of the twentieth century, a new direction became popular-in art
historical thinking and writing: the Viennese School. It tried to distinguish itself from the
traditions ofKulturwissenschaffCultural Studies] in rejecting an uncriticaluse o ar t i st s 0
biographiesand organising and critiquing not just primary but also secondary sotifces.
Scholars started exploring the role of artists in society and culture, and their lives
increasingly through the lens of the new school of psychoanafjdsentually, more
concepts of artists appeaéethe clinically mad genius, the revolutionary, the nobleman, the
unappreciated, the loner, the bohemidhe romanti® forming a diverse list. This
6coll ection of artistsd ypdohpedple dnergirgwithéhe seen as

wider o6commun¥®ty of geniuses. 0

Soussl ouff argues that positioning the arti:
and placing the genre of the artistds biograph
therebyt e xt ual i sing the artist 6differently from o
and legendary status for the heroic affiéEor the first half of the twentieth century, this
position of the artist, their biographies and the anecdotes they comdiatatiincorporated,

remained untouched: enclosed within their own legendary and mythical realm of artworks

177 Silver 2019, p.11.
178 Berenson 1895; Guerico 2006, p.196.
179 Guerico 2006, p.196.
180 |bid, pp.194199, 213.
181 Sousslouff 1997, pp.945.
182 Sigmund Freud publishes three edition€afe Kindheitserinnerung des Leonardo da Vi#ciChildhood
Memory of Leonardo da Vinci] in 1910, 1919, and 1923 respectively; Several decades later, Meyer
Schapiro (195%6; 1955) wites two papers in reply; According to Sousslouff (1997, pp1iZ8 Schapiro
successfully argued that psychoanalytical biographies are historically unreliable; Wittkower and Wittkower
(1969, p.288) explain Schapir onalds Haovima]dverd dased in Fr eudds as
factual errors and, in addition, pointed out some methodological shortcomings of jasyatitical
procedure when used in investigating historical person
183 Kris and Kurz 1980, pp.228; Wittkower andVittkower (1969, p.95) compare the fight of the Romanticist
artists to free themselve® t he academi ¢ conventions to Renaissance a
from the Medieval guilds; Gaertner (1970) provides a brief yet helpful overviewfefatif types of artists,
offering lists of matching artists for each category.

184 Sousslouff 1997, pp.101, 111.
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and art historyfocusingon what an artist does or is, appearing almost timeless, they were
disconnected from and unaffected by general histéftes.

As a resul t, the artistds monogr aph L
hi storical writing, suffering from o6t he
defining parameters, such as concept, methods, and structure, had been exbtatuish
requiring any changes or improvemetsSince the late nineteenth century typologies had
remained mostly wunalteaned, i mMmpacar wiast o €d
and |l egitimating the r ec &pThusmmonogmphs abeut d
canonical artists, like their predecessors, were creating a feedback loop, confirming anc
enshrining the individual ds position wit!
person of already previously established status. tatehis timethe commaodification of
artists by the art market reached the monographs, assimitagnginto its apparatu&®
Using eulogy and novelistidevices the monographodés role o
(re-)confirm canonical status, uniquenessportance, and economic value gnushfor the
(re)discovery of neglected individuals, such as El Greco, Vermeer, and Let&hton.

Pablo Picasso and Marcel Duchamp are the two most prominent examples of artists
who had their significance, thus the pricetlogir artworks, heavily constructed through
monographs in the second half of the twentieth certffdiheir biographers, such dshn
Berger The Success and Failure of Picas4865),Robert Lebel $ur Marcel Duchamp
[About Marcel Duchamp] 1959), and Jerrold SeigelThe Private Worlds of Marcel
Duchamp 1995) knew the artists they were writing about very well, as did others writing
about Picasso and Ducharip Similarly, John Richardson befriended Picasso in the 1950s
and subsequently wrote seakbooks about the artist. Picasso and Duchalspbecame
their own monographers. Picasso, who saw art as autobiography, had help from Christiar

Zervos in producingicasso (1932)a catalogue inthirty hr ee v ol umes Cc OV e

1851bid, pp.109, 112.

186 Guerico 2006, pp.226, 25253.

187 bid., p.227.

188 Salas 2007b, pp-95; Kisters 2017, p.47.

189 Guerico 2006, pp.23@837;Bar ker (1999a; 1999b, pp.202) argue
century, art dealers startedremalisethat buyers could be attracted not just by famous names but also by
the special cachet of rarity and unfamiligrit 6

190 Guerico 2006, pp.26274; Already Gaertner (1970, p.30) argues that the obvious opposite of the divinely
inspired and mad artist would be the artist as businessman, calculating,-comiseious, who creates
soberly, methodically for a specific markatd willingly adapting the style to the taste of the patrons
without ecstasies, depressions or suffering, not believing in inspiration but in steady, skilful, and lucrative
work. According to him, Peter Paul Rubens, Auguste Renoir, and Henri Matisse diescription; Several
decades later Fastert, Joachimides and Krieger (2011, p.15) claim that the notion of the artist as manage
and marketing expert has become increasingly important.

191 Guerico 2006, pp.22936; for the control Pablo Picasso was exaing over his own brand also see: Fine,
Muniz Jr and Norris 2014.
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entire career ithronological but unsystematic ordé&D u ¢ h a Bojieesvalise(1935

41) [Box in a Valise] a cardboard box with sixtgine miniature replicas, models, and

colours productions of higrincipalworks, isdescribedasd por t abl e museumdé by t
hi mself whil e ot her $2°Such dusbiographical ntonographs@imeo nogr ap h

the lifeeandwork model a new meaning.

Later during the century, questions abougin and originality were asked in art
history andits monographs. Ae longneeded critique of the author and authorship was
introduced by scholars such as the Structuralists BdBarthes and Michel Foucadit
Other researchers have further explored and critiqued the artists and authorship theory, such
as feminist art historians Linda Nochlin and Griselda Pollock, and the British Marxists T. J.
Clark, exploring the socipolitical aspects of art, David Kunzle, one of the early comics
studies scholars, as well as Fred Orton, John Christie, and Nicholas!&®@arthe one
hand, theantirauthoritariarand antiintentional positions question the kéandwork model,
standingatt he heart of t R%On the dthershanthsth stancasoaiggo a p h .
against the grain of Feminist art history, aiming to highlight the individual woman artist and
her creative, political, social, and emancipatory achievements, actually eclr@ng t
monographos determinati ons fFsomchalate 10808 t he i de
onwardsthetheories and ideas of postcolonialism influehag history, forcing scholars to
rethink racial, political, ethnic, and community notions, and consilderrelationship
between identity and creativigpncerningndividual artists and their biographies as well as

the artistic canon

Since the 1990s, the monograph genre was in deblitert history seems to have
rediscovered the artist as subject and focus of scholarly interest, with the attention yet still
oscillating between the two poles of the artist or the artW8rBabine Fastert, Alexis

Joachimides and Verena Krieger argugth t hi s renewed research, a o0l

is no |l onger about o6the | ifed or é6the soul d of

192 Guerico 2006, pp.26270.
193 |pid, pp.270274.
194Barthes 1995; Foucault 1991.

195 Sousslouff 1997, pp.16910; Nochlin 1973; Pollock 1999; 2003; Pollock and Orton 1978; Kunzle 1973;
1990; Orbn, Christie and Pollock 1996.

1% Salas (2007b, pp=2) remar ks that these posi tliioknes sad wroc eqou esft i @amy
particular artwork, thus denying them any notion of divine or mad inspiration.

197bid., pp.1415; Guerico 2006, p.B6264; For Feminist art history, see for example Nochlin 1973; Pollock
(1999, p.14) who claims inspired by Sigmund Freud, wri
determined operation: on the one hand the author desires to get close to thehteron the other hand
both work and hero need to remain sacred, in order to maintain the status of a hero, who can then be
worshipped.

198 Fastert, Joachimides and Krieger 2011, pfl.I16Guerico 2006, p.284.
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social status, psychological constitution, habit and work as complex construction, in need of

acontextwalisedanalyss.t®®

At the same time, popular literature rediscovered artists too. Marjolein van Tooren
argues for a retufha boomevedof t he painterds novel, a
the nineteenth century, since the 1990s in French, Dutch aridlEligrature?® Like the
earlier original, the modern versions frequently featoppia bout t he ar t i st
studio, the mysterious place of inspiration and crealite.contemporarp ai nt er 0 s
often told by an alknowing narrator, includea n ar ti st 6s choiand be
the artist asa secondary characterften in detective stories and thrillers, as popular
themes®®The former indicates a clear interes
uses the lifeandwork model as inspiration for amorous adventures. In contrast, the latter is
mainly fictional and rather loosely attached to a (famous) name, which merely provides an
aura of authenticidkno | onger a painterds novel i n
out?°2Several parallels to modern painter's novels can be found in the analysis o graph
biographies of canonical artists discussed in the following chapters

2.4. Conclusion

Since Antiquity, there have been apparent similarities i thet bisytaghyregarding the
structure and the content. T heedotey avkidh has t r |
migrated through the various biographical genres up to the prdésemis most likely
employed initially due to a general lack of contemporary sources available to the author.
Although not always accurate, these ancient stabest an artist became a generic element
of artistsod6 biographies, portraying them

Through medieval hagiographies and enforced by the new status artists received
during the Renaissance, such narrgivehave found their way i
monographsAn ecdot es have devel oped biogtaghyvehat i n-
Soussl ouff describes as o6the dominant <cu
of the magei stidovxcei the beginnindg®Tohfe tahret ik
monograph of the eighteenth and nineteenth centuries have adoptedashdaan

biographical model and adapted it into the-afedwork model.

199 Fastert, Joachimides and Krieger 2011, p.17
200y/an Tooren 2012; 2014.
201van Tooren 2012.

202\yan Tooren 2012; 2014 ; Van Tooen r emar k sknowh at S
artists.

203 3ousslouff 1997, p.138.
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The beginning of the nineteenth century sawse in interest in Renaissance artists
and the birth of the discipline of art histpwhich immediately assimilated and incorporated
the artistds monograph as the chosen form
artworks and their attsution, advancing the studying of individueuvresSimultaneously
with multi-volume series on artists in the later nineteenth centbeymonograph genre
achieved broader literary popularity and reached a wider audience. At the end of the century,
the monograph and the Ifandwork model had reached their peak. The monograph had
become highlyinstitutionalised by the arthistorical field, and very canonicaNew
influences, idegsand approaches had no chance to succeed within the artist's monograph's
now tight frame Only during the second half of the twentieth century, the situation started

to change

Together with the canon of art history, many traditionalh&storical aspects of
thinking and writing about artists have prevailed too, such as an ongoing focus on the same
canonical artists, usually white male Europeans, an idealisation and glorification
Renaissance artists, a fascination with sad, mad, lonedRameantic artists, and the
heroisation of individual artists, their lives and works because they were mentally unstable
and unhappy. Most prominently, the anecdate the life-andwork model laveheldtheir
principal position in biographical writings about artistBhese traditions haviund an
expression in populagulturg such as comic books and graphic novels, discussed in the

following chapters.

~52~

of



\
Schematic Structure of the Artist’s Biography

Prebirth
Portents
Dreams
Signs in nature of an unusual type
Birth
Significance of place of birth
Family lineage
Naming
Youth
Signs of early promise in drawing or modeling
Discovery by a recognized artist or artistic authority
Recognition of abilities by teacher, fellow students (including
competition among artists), patrons
Virtuosity in one or more media
Early works described

ptions @fma]m commissions
es of ¢ ~ works in prominent locales or caﬂe@-

Fig. 2.1: The typical st r uc taocordingtGathdrifiegousBlaufide
Absolute Artist. A Historiography of a Concép®97), figure 1. © Catherine Sousslouff



Fig. 2.2: Albrecht DirerSelbstbildnis im PelzrodiSelf-Portrait in Fur Coat] (15000il onLime (67.1 x
48.9 cm), Bayerische Staatsgeméldesammlunggie Pinakothek Munichh The compositionsuch as
posture and hand gestustiows parallels tthat of aSalvator MundiSaviourof the World] reserved for
depictions oflesugChrist in Christian iconography

Fig. 2.3: Jean Auguste Dominique Ingreésancis | Receives the Last Breath of Leonardo da \(it818),
Oil on Canvas (40 x 50.5 cm), Petit Palais Musée des Bagaxde la Ville de ParjdParis The composition
is based on a matching anecdote whappearsalreadyin Vasar d.ises emphasising the close relationsk
between ruler and artist
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Fig. 24.. Johannes Riepenhaus@imne Death of Rapha¢l832 or before)Pen andlack andBrown Ink;
Framing Linein Graphite andBrushandGrey Inkon Paper (26.6 x 35.1 cnTjhe Metropolitan Museum o
Art, Washington, D.CThe composition shows parallels depictions of theDeath of Mrgin Mary in
Christian iconography

Fig. 2.5.: PierrdNolasque Bergere€harles Quint ramassant le pinceau de Titi@harles V. Picking up
Titian's Paintbrush]1808), Oil on Canvas (96.0 x 128.0 cm), Musée des BéaisxBordeauxBordeaux
Thecomposition is based on a mat chi rbiggraphy ef the atist
emphasising the close relationship between ruler and. artist
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Fig. 2.6.: Gaetano SabatellGimabue e Giotto[Cimabue and Giotto] (1846), Oil on Canvas (
measurements), Palazzo Pitti, Galleria d'Arte Moderna, Flordimeecomposition is based on a match
anecdote which applevasrhighlighingtteady i 8 h 6 ¥ae & c & p suhgo
age and the resulting destiny to become a great artist

Fig. 2.7.: PaulCézanneApothéose de Delacro[{he Apotheoss of Delacroix](189094), Al on Canvas
(27.0 x 35.0 cm), Musée d'Orsalaris In European art historycaronisatiors and apotheorses had
previouslybeenreserved fokings andCatholicsaintsonly.
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Chapter 37 The Birthofthe Ar t i st 6s Bi e@nraphy Com

In the early 1940s, with World War Il still ongoing, the idea of publishing cstngsabout
canonical visual artists and artworks hit the market of educational youth magazines in the
USAZThis Dbirth of the new comics genre o
respective first publishing boom, titled the First Bofunthis thesis and created enduring
genrespecific tropes, which derived from dnistorical anecdotes. The aftermath of frst

Boom lasted until the early 1970%his study only considetsographicalgraphic narratives
aboutvisual artists, whether they coveperiodor a wholdife. Thus, gaphic narratives that
justbriefly mention an individuabr their workbut do not focus on eitheor featurean artist

merelyas a secondary charagteave been excluded from thissearclf°®

Althoughmucheffort has been taken fond andrecord every graphic narrative that
matche thesecriteria, there were limiting factors, such as language barrieng, andthe
archive® ¢ o.nThus,this thesis cannot guaranieBencedoes not argue for,the
absoluteness of theompiled and discussdists of biographical graphimarrativesabout

canonical visual artistisutis aware of thel a t ppssible incompleteness.

Between 1942 and 1972, at least fesgwvencomic strips about canonical painters,
sculptors, architects, draughtsmen, asttier artistsand their works were published,
mirroring theWestern arhistoricalcanon at the timé&® Sucheducationayouth magazines
comprisedanthologies of comistrips illustrated stories, and short articles about different

subjects.

After a short but diverse First Boom (194949), its aftermath (1950972) lasted
longer but played out almost entirely in a single magadireasure Chest of Fun & Fact
(19461972).Dueto the high number of at least twerstix publications between 1942 and
1949 and the diversity inarrativesand publishers, onlgomic strips fronthe 1940gorm

the First Boom.

As discussed in Chapter 1, tsadden publishing activity ieducationalcomics
between 1942 and 1948haped by the publishers of respective cormegjazinesand
launching and establishingt h e new arti st § <learly iqaalifes @ahp hy

phenomenon as a publisg boom

204 Gabilliet (2010, pp.22-23) argues that thmtroductionof educational emics into some magazines was a
decisionbased on théprobably quite rightfullassumptiorby publisherghat parentswerethe oneswho
allow their children to buy comics angtho wouldmost likely also pay for thenThese comics were then
targeting parents and children equally.

205 For example, Leonardo da Vinci and his flying machines are mentioned in many comics, and he appears a:
secondary character in several graphic narratives.

206 See Appendix A for #ist of these comic stripPates as given in the indicia.
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NicolasLabarre explains tharchitexsd a groupng of textslinked by some sort of
shared traéi sometimes function asgenre andthroughinstitutionalisation canbecome
one?%” While the narratives compiling the First Boom and its aftermaths are certainly
architext® theyare biographical, feature visual artisted claim truthfulness, andfulfil
the categorisingfunction of a genre, theywere neverinstitutionalised they have so far
neitherbeenrecognised aa genreby creators, publishers, critios, scholarsor had they
specificcomics magazines devotedtbeem.Naturally, those narrativegialify for a variety
of differentarchitexts such asiography art history, history, science educationandtrue
adventure?®® However, his chapter shows that biographical graphic narratives about
canonical visual artistdid develop certain characteristi#th thar first appeaance such
asrelatively standardised narrative pattearsd most importantlystorytelling devices and
(genre) specific tropes. Thus, this thesis argues that$teBleiom hdeedvasthebeginning

of a newcomicsgenretheartisb s bi ogr aphy.

On reason for thementionedackinginstitutionalisatiormight have been the size of
the First Boomand its aftermathn relation to the overall comics production during the
period JeanPaul Gabillietwriting about theAmerican comic book industry of theentieth
century registes 934 annualcomic bookreleases in942 slowly rising to about1125
releasedy 1945andincreasindgastto approximately 200releasedy 1949(Fig. 3.1)?%°In
1952, the number @nnwal releasepeaked at B61, beforalecliningsteadily and reaching
1512 in 1959roughly thelevel of 1946 which was more or lessaintained until 1978
With these figuresn mind, and despite itsonsiderablémpact in creating a new genaed
establishing its characteristjgsbecomes clear than sheer numbeyshe First Boomand
its aftermatlconstitute onlyfractiors of the overallAmericancomics productiomt the time.

This section investigates the First Boom (Fig2ag) by tracing the leading
magazines, establishing the most popular artists and artworks represented, and highlighting
the similaritiesand differences in their portrayal in comparing the individual narratives. A
particular emphasis liesn analysing anecdotes, the lifandwork model, and the

development of genrgpecific tropes, deeply rooted in-historical tradition.

Various online archives have been consulted for this part of the research:

COMICBOOK+1% a valuable and extensive source for adhic strips and comic books

207 abarre 2020, pg-9.

28Hansen2004, whi |l e f oc us s i ragues fora gepaeatk tradwehturencemigearsadd
provides a bibliography of respective comics magazimasy of whichalso featuredharratives from the
First Boom.

209 Gabilliet 2010, 22, 47.
2101bid., pp.4647.
211 URL: https://comicbookplus.com/ (Accessed 03/01/2020).
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Grand Comic Database (GCBjthat provides publishing histories for various comic
magazines; andt h e Catholic Uni versity of Amer
collectiong*3that holds a complete set Bfeasure Chest of Fuf Fact (19461972) This

vast plain of primary sourcesdlowed this particular piece of comics historiography to be

unearthed and examined.

3.1.The First Boom (1944949)
Blue Ribbon Comicgol.1, No.22(March 1942) and op-Notch Comic%/ol.1, No.26(April
1942),both published by M. L. J. Magazines, Inc., contain the two very ¢ostic strips

about a canonical artist, giving birth to themicsgenre f t he ar t #4Onhgixs b
pages each, the March story featuresnardoda Vinci, while the April narrative is about
the life of goldsmith and sculptor Benvenuto Cellini. These ¢amic stripsset alasting

example regarding content, style, and narrative structure.

Cellini and Leonardo are the two most popular artists represienteel First Boom,
followed by another Italian Renaissance artist, MichelanBatmarotti Altogether, artists
and artworks from the fifteenth and sixteecgimturesfeature in at leaghirteencomicstrips
published during the First Boom, making them the most popular category of ditiisys.
were followed by eighteentland nineteenteentury artists, appearing in ten stories.

The popularity of Renaissance artists resulted likely from them having long been
written into the canon of art history, with two major contributing factors. On the one hand,
Gi orgi o LWwessaaroiuhs Leonar do and Mi chel ang
autobograply would be widely available and probably considered reliable-Hisid
source8 an essential factor for educational stof€€On the other hand, the late nineteenth
and early twentieth centuries celebrated the Italian Renaissance with variowp hicajr

series on such canonical artjsas discusskin the previous chapter

Also, Cellini and Leonardo were already widely popular in the culture and
entertainment industries at the time. The (love) life of Cellini was explored in movies, such
as The Affairs of Cellin(1934) and a few drama productions, additionally, it featured in
L'Orfévre du Roi, ou Ascanp The Ki ngbés Gol ds mbytAfexandre As

212 JRL: https://www.comics.org/ (Accessed 02/02/2020).
213URL: https://cuislandora.wrlc.org/islandora/object/cuislandora%3A9584 (Accessed 03/01/2020).
214[Untitled] March1942; [UncreditedPApril 1942.

215Vasari 1998, pp.28298, 414488; Cellini 2002;Probablythe latesieditiono f  V alsvasavaitalde at
the time, was the fourolume publication by J. M. Dent & Sons (London) and E. P. Dutton (Boston, MA
and New York, N.Y.) from 1927, with a secoerditoni n 1946 . For Celliniéos
recent edition of the time seems to haeer by the Navarre Society (London) released in 1935 in two
volumes, a reprint of a 1910 edition.
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Dumas2®Si mi | ar | vy, Leonardoo6s |ife featured in s
doaumentaries, antiterature?!’ Given the frequencyf these artist' livesasthe subject of

variousmedia, their biographiesusthave been incredibly popular and succes3flirhus,

it was the unique combination of 1) readily available sixteestitury (auto)biographical

sources, 2) the contemporary perception of the Italian Renaissance, and 3) the proof of the

economicv al ue of Renai ssance aredthesvaydotheskartistse s t hat s
to feature in comicét® Indeed, depictions of Cellini closely resemble that of a famous movie

star of the days, Errol Flynn (Fig. 3%9.

The two comic stripsabout Leonardo and Cellinfrom spring 1942became
characteristic for the First Boom. Both stories attempt to give a biographical overview of the
artistos |ife, starting in his early childhood
masterpiece, mentioning t éementhadd atworkaliratheb s mo st
proess. However, in contrast teliny and Vasari's biographical writings t he arti st és
personality is of lesser importance. Instead,Rliet Boom narrative$ocus on particular
periods in and epi smerseokgreatfriunglmor despaifr as wellas | i f e : n
|l egendary aspects of the individualds |[|ife, d
moments resembl es t h &heksife gf Braneledchdisdcnssed mthe Manet t i 6

previous chaptet*!

The foci ontriumphant, desperate, or legendary moments become apparent already

in the opening panelseonardodaVincf 1942), about the dartist, inv

216 Movies about Cellini: Benvenuto Cellini ou Une curieuse évasi@envenuto Cellinior A Curious
Escape]1904, France)Benvenuto Cellin{1908, France)Benvenuto Cellini(1910, France)The Affairs
of Cellini (1934, USA); At the ¥ Academy Awards (1935 he Affairs of Cellinwas nominated in the
categories Best Art Direction, Best Cinematography, and Best Sound Recording, while Frank Morgan,
playing Celini, was nominated as Best Actor. (URL: https://www.oscars.org/oscars/ceremonies/1935)
(Accessed 15/09/2020Qprama productions about CelliniBenvenuto Cellin{1838, France, Opera,
Benvenuto Cellin{1852, France, Playj\scanio(1890, France, Operg&),Man of His Timg1923, Australia,
Play), The Firebrand of Florenc€l945, USA, Operettal;iterature featuring Cellini:L'Orfévre du roi,
ouAscanif The Kingds Gol ds nbyAldxandre Duasc ani o] (1843)

217 Movies about Leonardo¥oli del 'Leonardo daV i n[Elights of Leonardo da Vinci] (1910, Italy,
Documentary)| | varo del | a [Thedaunch ofdhe LednardoMla Wingi9d1, Italy,
Documentary)Le tragique amour de Mona Lig&he tragic love of Mona Lisa] (1912, Franckgonardo
da Vinci(1919, Italy),The Conquest of the Ait936, UK, DocumentaryRortrait of a Geniug1943, USA,
Documentary);Literature about LeonardoThe Romance of Leonardo da Vigt®01) by Dmitry
Merezhkovsky.

218 Gabilliet (2010, p.36-37) noticed a similar connection between the popularity of gangatetscopsin
movies and radio programmes of the 1930s and 1&4@srue crimend detectiveomicsin the 1940s.

2Wi Il liams (2007, p.36) remarks that oO0Burckhardtdos notio
alive in middlebrow culture, in what we might call the
time when people gave themselves to sensyalitymat er i al i s m, and the lust of pow

1879; For a detailed discussion of visual artists in biographical movies, see Bovey 2015.

220|n the 1940s, Errol Flynn wdamous for his leading roles in swashbuckler movies, su€tapsain Blood
(1935), The Adventures of Robin Ho¢tl938), The Private Lives of Elizabeth and Es$&239), The Sea
Hawk (1940) andThe New Adventures of Don Jud®48).

221 Manetti 1970.
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(Fig. 3.4), presentSeltPortrait (c.1490¢.1517/18) (Fig. 3.5)La Gioconda(150319)
commory known asMona Lisg ( Fi g . 3.6), and thMaehisket
6Anat omy 6 &%rTHe canNosition of ¢he épening panel, as an eclectic-tiest
selection, sets an example for future comic narratives about Leonardo, and in fact, othel
artists. This observation is confirmed when we look at the opening pariat®mdrdo da

Vinci. Painter andScientist. Pioneer in Engineerif{@942) (Fig. 3.7), an&00 Years Too
Soon!(1947) (Fig. 3.8@).22 In all three cases, the opening panel does not contribute to the
narrative but sets the scene or tries to summarise it in a singlé ganemmon featuref
opening panelat thetime. Also,allt hr ee base t he arti gortéais de
Most comic strips about Leonardo during the First Boshow a reference to designs
allowing human flight, despite the lack of evidence that slesigns were ever realised or
tested.The only exception ieonardo da VinciThe Man who knew Everythinfl943)

which does notlepict but only describdse onar d o 6 s 2% Thbs| esdendlyyteen t s .
motifs in theseopening panels are standardisederms ofc ont ent , pr esent
legendary triumphand contributions to numerous fields and disciplioelsumanities and
science. This specific use and design of opening panelgicgifis¢he end of the First@m

but continued in other genresuch as superhero comics

One can observe analogous foci and sameness when comparing the three narrative
Leonardoda Vinc{ 1942) describes Leonardodés chil
discovery by Verrocchio,iwo r eal i s es 2®lhterestbdoiryadwsde ypeety iofu s .
subjects and particularly fascinated with the r fligkt,6he designs and builds a pair of
wings, making his assistant test ti@mn experiment that fails. The story also mentions
Leonardods artistic ac hAderatienottiretMag{148%)Tleh a
Last Supper(1490s) and La Gioconda??® According to the narrative, Leonardo was
convinced that the | ast wor k wo ul?dDebpi#ec o me
several factual errodshistorical, arthistorical, artisti® this narrative becametamplate
Leonardo da Vinci. Painteand Scientist. Pioneer in Engineerif§942) also shows the
discovery and training by Verrocchio and the inventions in a variety of fields. However, in
an overly liberal interpretation of hist@ypossible to interest young readers in sciénce

the story dpicts a submarine and stegrowered cannons used in military campaitffis.

222[Uncredited] March 1942.

223[Uncredited] November 1942; [Uncredited] March 19800 Years Too Soomlas even allowed to feature
on the cover.

224IUncredited] March 1943.
225[Uncredited] March 1942.
228 | bid.

227 | bid.

228[Uncredited] November 1942.
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With eight paged,eonardo da VinciThe Man Who Knew Everythi(iP43) ancb00Years

Too Soon(1947)arethe longest comistrips aboutany artistproducedetween 1942 and

197222° They both follow the narrative pattern lofonardo da Vinc{1942) althoughthe

1943 story daes not show the discovery by Verrocceimd f ocuses more on the
machineghan other comicsSuch narratological foci on specific aspects of and episodes in

an artistos | ife continued to be used througho

Comic strips about Cellini follow the same narrative patterns as discussed for
Leonardo. Howevelis artisic identity isoften overshadowed byorelegendary aspects.
The opening panel denvenuto Cellinl 1942) i ntroduces the O0famous
and |l overd and shows a Z%imgch smallegpanelrmeritieng oni st ( F
that Cellini was also artistically gifted at a young &tj€®nce againgespite taking up three
quarters of the page, the openttmes not contribute to the narrative. Tteryfocuses on
the martial and adventurous quadhtief Cellini, generating and emphasising the image of
Cellini as asuperiorand exceptional soldier while merely mentioning him as an artist.
Benvenuto Cellin{1945) follows the same narrative patterns, while the opening panel (Fig.
3.10) combines fencingnd artistic production, thus painting a more nuanced piéttire.
Nevertheless, such depictipartly suppresseSe | | i ni 6 s hyrintradecinghem i dent i ty

as Ovaliant soldier é %faring duelist é peerles.

The case is different favlasterpiece in Bronzgl947), a shorter narrative focusing
on a particular artwork by CellinRerseus with the Head of Medy4&451554) (Fig. 3.11),
while still displaying the f ocumentsofdespare Fi r st E
or triumph?23* Counterintuitively, the opening panel already reveals the narratological
climax (Fig. 3.12). The story then starts anew, with Cellini presenting his model to the Duke
de Medici of Florencewho admires yet doubts the artiltading Cellini to promise the
statueds completion, which h obstadeslmAogusti shes aft
1947, me month beforéMasterpiece in Bronz€l947),Lady of Liberty(1947)about the
respective statue in New YoHarbourwas eleased® Despitethis slightlyearliernarrative
the strip ab ohbecam€thd modébr stariss ofRhe 1950s ansl 1964sout

22%[Uncredited] March 1943Uncredited] March 1947.
20[Uncredited] April 1942.

231 |bid.

232[Uncredited] November 1945.

233 |bid.

23 [Uncredited] September 1947; Kiefer and [Uncredited] (19&3{ures an almost identically worded comics
about the exact same ineid building and releasing the tension throughout the narrative arc in the same
way but being one page londeso that it should be seen as extended atlaen (to match the elaborated
text) reprint.

235Ward and [Uncredited] August 1947.
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a particular artworkasMasterpiece in Bronzgl947)first featured certain tropesatwere

going to become genispecific asdiscussed below
Publishers

During the First Boomsevendifferent publishers producetdne educational youth
magazins, containing comic strips about canonical visual art{fig. 3.1bc). M. L. J.
Magazines Inc. publisheBllue Ribbon Comic&l9391942) andlop-Notch Comicg1939
1942),featuring amixture of action, adventures, sport, superhero, mystery, spy, war as well
as biographical narrativég® The comic stripsabout Leonardo and Cellini appeared in the
ultimate and penultimate issue of sleandividual series,and both stories remainedna
anomalyin the publishing history of the respective magazi@@ker more straightforward
educatiorfocusedpublishers of comic book anthologie®re quick toadopt continue and
develop the new genrit.Really Happenel944, 19461947)andReal Life Comic$1941-

1952) companion magazines since October 19g@@blished eight comics featuring
canonical artist83’ The publisher oReal Life Comicshangedts name several times before

it eventually called itself Visual Editions 18It Really Happeneavas discontinued in

1944 after only four issues, reappearing in October 1946 under the original name but with &
new publisher, Visual Editions Inc., until October 18#7n publishingReal Life Comics

and It Really Happenedfrom October 1946 onwards, 3tal Editions Inc. had two
magazines featuring biographical graphic narratives about famous people of (art) history
aiming at the same audience. In running an infrequent advertisement page for their
companion magazines, the company tried to maximiselés &a both series but eventually

discontinuedt Really Happened

Among all the magazinegirue Comics(19411950),r el eased by Th
Magazine Press, the publishing branch of
desire to be educatial?*°It claimed a high level of authenticityd excitemenin stating

OTRUTH is stranger and a thousand ti mes

26 Grand Comic Datadse recorded twentyo issues of Blue Ribbon Comicg19391942) (URL:
https://lwww.comics.org/series/124ds well as twentgeven issue of Teplotch Comics (1939942)
(URL: https://lwww.comics.org/series/125/), published M, L. J. Magazines Inc(all aacessed
04/01/2020).

237 See Appendix A.1 for st of publishers from the First Boom.

28 Grand Comic Database records fiftine issues (URL: https://www.comics.org/series/12490/) (accessed
16/09/2020).

239t Really Happened&/ol.1, No.1 (1944), indicialt Really Happenedo.5 (October 1946), indicia; Grand
Comic Database records altogeth@veh issues (URL: https://www.comics.org/series/19870/) (Accessed
04/01/2020).

240 Grand Comic Database records eigfuyr issues (URL: https://www.comics.org/series/271/) (Accessed
04/01/2020).
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issue No.67 (December 1947%. Very possibly due to its success, with issue N0.29
(November®43), True Comic Inc. became a %eparate si
George J. Hecht had been Head of the U.S. Gove
and edited and publisheéthe War in Cartoon$1919) beforebecomingthe founder and

publishing director of th& ar e nt s 0 anblasg publismgeSchool Managemena

magazine for school administratéfS.Unhappy with the comistrips and comic books

available at the time6consi sting | argel y wih eeryome t i ng pi c
recognises as not onl yoHercthrtuevamute du tttoe rolfyf eir mpac
thoroughly diff er? Ant explicilynhigtly ecimajienal iappeacio

particularly the two advisory boards of editors, academics and adtbarshe fields of

educati on, teacherso6é training, sebthe saries st udi es,
apart from its competitor$® However, as discussed below, firie Comis narrative on

Leonardo was Outterly impossibledé too.

Unsurprisingly the publishing histories showed some parallels to the developments
in WW 11.2% All the magazineslireadyfeatured antNazi narratives in their earliest issues,
with True ComicaNo.1 even promoting the British Prime Minister Winston Churchill as
6Wor | d He&Mith theavar Intensifying, the number and publishirequency of
educational comic book anthologies increased correspondingly and declined only once the
heroic war stories had been sufficiently explo&dn particular pirate andvestern comic
stripstook over, filling the gap left by war stories. During the veaghtcomicstripsabout
canonical artists were published, except for two all stories about Renaissance artists. In
contrast, during the pestar 1940s, eighteen narratives about artists and their works were
released, seven of which featured individuals from the Renaissance. This change in subjects
shows thatcomic strips about the artistic legends from a lgoge past were favoured

during the wa, possibly implyingt was being foughto preserve this very cultural heritage.

241 According to publisher George J. Heclitye Comicsvol.1,No . 1, Apri |l 1941, publisheros
magazineds subtitle was adapted from a quote by the po
Byron) who once wrote 60T i s sitsrtarnagneg ebrutt htarnu ef:i cftoiro nt.roud

242True ComésVol.1, No.29 (November 1943), indicia.

23 George J. Hechtifirue Comic/ ol . 1, No. 1 (April 1941)Gabiliea(2010, sher 6s addr

pp26-28) notesthat HechtalsoreleasedReal Heroes Comigcs 6 douse iplagiary oTrue Comics és
well asCalling All Girls,and6 i ssued damatemersitmallfar magazines between 19

24 bid.; This shows that already mor e Seduetionofthedecade bef
Innocent(1954), vilifying comics by linking them to delinquency, the quality of comics and their (possibly
negative) influence on children was a concern for parts of society. For a discussionssiithiseélajdu
2008; Nyberg 2017; Duncan, Smith and Levitz 20f/p.2229; Gabilliet 2010, pp41-43; Sabin 1996,
pp.6769; 1993, pp.15162.

245 |nitially, the advisory boards were listed on the inside cover together with the imprint, with time the
information was sometimes moved around to make space for advertisements.

246 Gabilliet (2010, pp20-40) providesa briefoverview of the US comics prodiien duringand aftemWW 1.
247[Uncredited] December 1939a; 193%tarrison, Froehlich and [Uncredited] April 1941.
248 For a discussion of the use of comics during WWII propaganda, see Goodnow and Kimble 2016.
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However, after the war was won, more recem more American but not WW related
stories were pushed, celelngtthe artistic achievements ofdividuals connected tthe
U.S.

Art

The quality of the drawings for the narratives varies hugely between the publishers
and throughout the decadseonardo da Vinc{1942) andBenvenuto Cellin(1942) have
very basic, at some points even cruae (Fig. 313). Except for the opening panels, the
drawingsare very flat and rudimentary in design, in many panels without any spatial
indicators to create depth. In showing medium and (very) long fhdte panelsthe comic
stripsavoid the need for detailed depons of objects, people, facial features, emotions, and
texture. A rare example of an expressive panel is when Cellini strangles a man during his
flight from the Ca&%°Aery®ragm bublitited palette, héakily g .
relying on complementary colour choices, and large monochrome but otherwise empty
backgrounds in primary colours make the lack of sophistication idrévings' execution

even more apparent.

Later, publishers ahe First Boom improved on the art in trying to add more depth
and more elaborate backgrounds as well as more architectural and textual details
Nevertheless, the style remairtarily flat with only a mediocre level of detail, avoiding
closeups and pying little attention to facial features and textures. With time, some
narratives successfully achieved expressive btaakwhite lighting effects thanks to
improved shading. Regarding the palette, aalyards the end of the decatte traditional
bright primary and complementary colour choices became more elaborambgsore and
different shadings (Fig. B5-3.16). These observations regarding style and palette are in line
with thecomics medium's general trenalsthe time Theyare a result of drictions due to

costs and available printing technology.

The overall lack of accurate details and colauns d t h e noatmessaeant v e s
thatexploringa portrayed artistodos st ylAlso, whikeshe nev
stories usually depietla fewcanonicalrtworks by an individudl the highlight(s) of their
careed , they fel shortof showing or even mentionitgh e p er s @ letédlsne dte u v r
the art correctly , and thuglid not establish an emotiondhk between areatorand their
artistic outputlt seems, de to the editorial and technical circumstances of their production,
governed by financial considerationlse comics forming the First Boom were simply not
abl e to intr oduand subsequeatlgnploy thedlifeandmer model.

Consequentlyit is doubtfulthat any of thecomics artistshadinspected any origal artin

249 [Uncredited] April 1942.



situor followed the lifeandwork modelin preparation for thegraphicnarrativéd although
the possibility cannot beholly excluded.

Throughout the decade, one feature appeared in all comic strips: a large opening
paned occasionally a whole padeexecuted immuch more refined and more precise style,
showing a portrait of the artist or the artwork at the centtieeo$tory. Those opening panels
are not part of the actual stories but merely intredihe artist or artwork to the reader. |
ot her cases, they depict the narrativebs <cl i ma
larger size, more detailed opegipanels dok extra time and effort and wetmdoubtety
more expensive. But they were produced regardless, most likely to impressdeeship
and catch their eye$hey could also aid and intensitye reading experience, as the rest of

the stories wex executed in a quicker, less detailed manner to save time and money.

The First Boom has two sides in terms of authorship and comics @arkhe one
hand,most of the strips are not signed, shrouding the identities of writers, pencilers, inkers,
letterers colourists and many mooentributors?®° Thus,once again in line with the general
trends at the time, littless known about theomics workers and their collaboration, except
for the publisherswhich have been discussed abéve.

On the other handin the six case®f a signedstripd equalling 3% of the
publications during the First Bodimit seems it waslways the artist who has left a mark
The fact thait was rather the artist@h the writer who would sign th&rip is remarkable,
as the writersareusually privilegedcreators>> However,evenin these six cases, tivast

majority of comics workers remain unnoticed and uncredited.
The Aftermath of the First Boom (19561972)

The data suggests, towards the end of the 1

biography lost its appeal for most UWagazines (Fig. 3a-b), which mighthave been a

250 Gabilliet(2010,pp.111-133), despite focussinigrgelyon the superhero genigiyes a very useful overview
of the changeo productian in the US comics industry betwe&830s and 180s. There, he dscribes
scripting,pencilling i nki ng, |l ettering and colouring as O6the five
b ook $Btienza gnd dohnston (2016, 21 argue for the inclusion afoles, such as flatter, cover
designer,editor, publisher, typesetter, translator, distritort and retailer, into the definition ofcomics
workers

251 Gabilliet (2010, pp.159-190), tracing theposition of comics bookreatorsin the US comics industry
betweerthe 1930s andthe 1990sexplains, that since the 1930s comics creators were either comics studio
staff or freelancers, with the former enjoying relatively stable working conditions and income which the
latter were lackingas they were paid per page. Until the tb@#0s, most@mics were provided by studios,
which in some cases were owned by the publishers employing all their creators, but during the second half
of the decade, more and more creators opted for a freelance career, earning bettgepagewever, as
publisher thereforeno longer held obligations towards the creatossjch acareer easily meant an

economically precarious | ife without protection of one
such as health insurance or pension fu@billietsugges s t he o6chronic inability to o
of collective professional or ganddependenositod. | ocked creato

252Brienza and Johnston 2016, p.1; Gray and Wilkins 2pAA,16117, 125127; Jameel 2016p.175176.
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response to the growing popularity of televistéhFrom October 1948 until July 1972,
almost all comicstripsabout canonical visual artists and their works appeared in the same
magazineTreasure Chest of Fun and F{&0461972), distributedia Catholicparisheg>*

It wanted to be da onwmlbdtei tcwotme cf @ btl h & ad b ji
which childre® and adult§ wi | | enj oy 2R Thdugipout dhie iddgcaddthg . 6
magazineds mission was always not just a
missionary one, asxemplified by frequent stories about the Catholic Faith, a variety of
martyrs and saintsis well as missionariés® It was by far the most enduring publisher of
biographical graphic narratives about famous historical figures, including canonical €atholi
artists many of whom were Renaissance artists, such as Leonardo and Michelangelo
creating canonical artworks for the Catholic Chufehin that senset he magazi
approach can be described as a formunélerlyingreligious autochthonyMost of the
remaining biographical comic strips about art&teweda strong connection to America,

discussed belowndhaving a classic autoditgnic metanarrative.

Over its publication history, the magazine released twsmtynarratives about
canonicalartists or artworks, including two reprirffS. The twoissue seriehe Story of
Painting (1949) is remarkable, as it mentions several canonical painters, citing anecdotes
already found in the writings of Pliny, Vasari and van Mander, discussed in theusrev
chapterr® The narrative features Apollodorus painting his famous grapes (E#). &nd
Apelles painting Alexander the Great on his horse (Fig))3%° It presents Giotto painting
a perfect circle without using a compass (Fig8Band Michelangelo working on the Sistine
Chapel (Fig. 3.9).251 Also, the story introduces Jan van Eyck as the inventor of oilipgint
(Fig. 320).2%2Finally, in its summarising verdiche Story of Paintinglosely follows

253 JeanPaulGabilliet (2010, pxviiii ) suggests that from the start of the 1950s, the increasing competition from
television made comics magazines lesaative.

254 See Appendix A.2 for bist of these comic strips and their publishers; The mentioned excepfibnilisng
Adventures in Stamps Com{€ctober 1951 January 1953), running for just eight issues and introducing
the readers to the stories behind certain staMp® (January 1953) features two narratives, one about the
Cathedral of Cologne (Napoli and [Uncredited]) and another abBerges with the Head of Medusa
(Kiefer and [Uncredited]py Cellini. Both comic strips are not particular significant, neither in terms of the
art nor in terms of the narratives

5 bid., publisherdos address.
256 Treasure Chest of Fun & Fact¢ol.1 No.1 (March 186), indicia, Companion magazines lik@ung
Catholic Messengedunior Catholic Messenga@andOur Little Messengemadet he publ i sher 6s

very clear from issue one.

257 GCD recorded 496 regular issues 19452 (URL: https://www.comics.org/series/488/) as well as twelve
additional summer issues 196667 in two volumes of six issues (URL:
https://lwww.comics.org/series/16880/) (Accessed 04/01/2020).

28 See Appendix A for #ist of related comic strips published Byeasure Chest of Fun and Fact
259[Uncredited] February1949; March 1949.

260 pliny 1968, pp.104.11 (Liber XXXV, |, §65), pp.12225, 128131 (Liber XXXV, I, 885, §93, §95).
26lvasari 1998, pp.22, 43840, 475.

262\van Mander 1969, p.5.
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Vasari, arguing that Giotto and Michelangelo desapecial attentiorfor their artistic

achievements.

During the aftermath of the First Boom, consrips featuring canonical artists
continued the established patterns of the 19%@ssing on legendargnoments of triumph
and despajravoiding the lifeandwor k mod el and not pr.esenting
Similarly, the art mostly followed that of the First Boom in terms of colours and drawing
style, slightly improving texture and details. One exceptioaalative is thé&rench painter
Claude Lorraine's lifestory, featuring rather detailed and elaborate backgrounds with
landscapes or architecture, clages with some facial expressions, and a generally softer
pastel palette with a lot of green ayellow (Fig. 321).253 Additionally, theopening panel's
usechanged withTreasure Chest of Fun and Faes it was still setting the scene lds

now more oftenntegratednto the narrative.

Interestingly, in terms of comics work, ma@trieswere signedluringtheaftermath
respectivelythirteen of twenty-one narrative® an increase t061.%. Further, of those
comicstripscaritying theartist's name, seven also identifibe writer. Thus, although most
comics workergontinued to remaianonymousthere was a trend tevealthe artiss and
to a lesser degrethewritersd an unusual favouring of the artist, as mentioned alf@ree

again, the publisher is thestknown part of the respective comics work.

Furthermore a shift towards the portrayal of more American ariistsoticeable.
During the First Boom, only three comstrips were about an Americdborn artist.
Includingthe additionalfive European artists who at least partly worked in the . 8tal
of eight out of twentysix narrativesof the First Boom héa direct connection to the USA.
For the period between 1950 and 1972, @xnic stripsexaminedhe life and artworks of
Americanborn artistsandan additional six were about individuattistsactive in the US.

As a result, during the aftermath of the First Bodwelve of twentyone comic strips
showed a connection to W8nerica. These storiesvere very patriotic in their nature
celebraédmost important national monuments and teesators, historic events and people
(Fig. 322-3.24), andtaughtthe readers why they mattereddmericanhistory and society
helping to generatea national identity They often feature an underlying notion of
autochthony, a mixture of myth and histéoycreate an ideology of origins strongly related
to, in this case, the USA but already found in fifteersthd sixteentitentury Florentine

biographies, as discussed in the previous chapt&imilar to thos Tuscan biographical

263[Uncredited] Octobet 948b.
264See Chapter 2.



writings, patriotic comics about artists from or active in the U&#ke written by Americans
for their compatriots to promote their country's artistic greatness

3.2.The Use of Anecdotes and Aistorical Tropes

The narratives of the First Boom utilise traditibaa-historical anecdotes extensively. As
discussed, theomic strips aboutLeonardo and Cellini's livelinctioned as templates for

the structure and opening panels. Additionathgy defined the most popular types of
anecdotes, which have continuedbéoused for comic narratives about other canonical artists.
Most anecdotes featuring in teriesalready appeared in sixteergbntury writings, such

as VafflelLife 6fdeonardodaVinbiand Cel | i ni 6Smewere evbni o0 g
worded (almost) identically. Over time, these anecdotes have been turned intspypaifie
tropes fothear t i st 6s bs ography comic

Such anecdotes, repeatedly appearing in catnips of the First Boom, can be
grouped into seven categaiel) Artistic Destiny, 2) Genius, 3) Powerful Clients/Friends,
4) Taking Great Personal Risks, 5) (Artistic) Obsession, 6) Revolutionising an Art Form/a
Craft, and 7) Hermitike life. Interestingly, all these categories date back to Antiquity and

haveben adopted by tdomicsgenrei st ds biography

The graphic narratives about Leonardo and Cellini feature examples of artistic
destiny. In one comistrip, readers learn that young Leonardo was already sketching from
life so well that his teacher Andr¥%ae r r occhi o i mmedi ately decl
seeing the drawings (Fig.1®).?*Anot her narrative introduc
talentsd and Ver r oc c hmanyadistiddandkssigntifipfielgsi(Hig, 6
3.16).2%° A third storyshows the respective scene much more concise in a single panel (Fig.
3.25) while also showing Leonardo surpassing his master Verrocchio at a yout?§ Hoe.

latter is based on an anecdote Vasari mentions twiceds

6Leonavidnocidja t hen a young boy and Andread:

an angel by himself, which #as much bette

060This was the reason why Andrea would ne

boy understoodthetme t t er tan he did. 6

265[Uncredited] March 1942.
266[Uncredited] March 1947.
267[Uncredited] November 1942.
268 \asari 1998, p.236.

269 |bid., p.287.



Similar anecdotes about artistic destiny can be found in cetmps about Cellini. They

show him O6amaziFigg326f heamédshess@l| (egedly o6first
mat ching hi FigB2rs*PIuch@secdetk i dempnstrate the respe:
destiny, expressed through theys' many talestand the ability to exceed the skills of their

masters at a very young age.

Directly linked to artistic destiny are stories about genius, expressed through
exceptiondl high levels of versatility and the ability to excel in many fields, often already
as a child, elevating the artists above the average human. In addition to representing him as
a painter, sculptor and draughtsman, costigpsabout Leonardo show him asbotanist,
biologist, anatomist, physiognomist, inventor, musician, astronomer, city planner, landscape
designer as well as military, civil, aerial, and naval enginEiy. 3283).2"* Once again,

Vasari might have been a source of inspiration, calling Leonardo

6a genius endowed by God [é] a very fine geomet

but in architecture [ é ma kplansgahd othestnugtured r awi ngs o f
[ €] discuss[ing] to make the River Arno a canal

for mills, fulling machines, and implements that could be driven by wa®mw e r [ é]

construct[ing] models and designs showing how to excavate and borg throumou nt ai ns é

and [who] with the use of levers, winches, and hoists, showed how to lift and pull heavy

weights, as well as methods of emptying out harbours and pumps for removing water from

great depth [é giving human kthemrbfomyaf hotees e per f ect

and of? men. o

The comicstrips push the definitions of truth and accuracy in showing machine guns,

submarines, and stegpowered siegeveaponry in actiomas well as Leonardo assembling

and subsequently testing the famous flying nrael{Fig. 3.8b, 28b-c). While this was

somewhat ironic for magazines callRdal Life Comicsr True Comicgin the latter caset

al so directly cont r adandclaimas mentioeed pbove.ICellsihiser 6 s i nt
portrayed as a geniu®o. He is shown not just as a goldsmith, but also a sculptor,

draughtsman, painter, soldier, swordsman, military strategist and musician asdwell as

certainly unexpected and slightly confusing for a youth magazine of thed @4§leat lover

(Fig. 3.9, 329).2"3

Both artists, Leonardo and Cellini, had powerful clients and feeKdowing,

befriending and working for influential patrons functioas a sign of success aadnark of

210[Uncredited] April 1942; [Uncredited] November 1945.

211[Uncredited March 1942; [Uncredited] November 194@ncredited] March 1943[Uncredited] March
1947.

272\asari 1998, pp.28286, 298.
273[Uncredited] April 1942; [Uncredited] November 1945; [Uncredited] September 1947.
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artistic andsocial distinction: Only the very best artists are asked taterexceptional
artworks for the most potent clients. Th
Simultaneouslyti pr oves the artistoés ability to
rul erds courts equal | ywnesdads khbou gowenful slients aina d |
friends demonstrate thedividual's high social and artistic statieonardo Eig. 3.3a-b)

and Cellini Fig. 3.3lab) are depicted working for the most influential individuals of their
time.?* 1 n Valsvegainids Cel | i ni 6s aut ob itakgboatthd y ,

artists' close relationshipgth their clients, such as the following.

6Leonardo, who knew that the prince posse
todiscushi s work at |l ength with the duke [ of

extensive?®”w about art. o

6[ T] hen [King Francis | . of France]Mopat t e
ami( whi ch means Amy friendod), I dondét know
who has discovered a man after his own heathat of a talented &st who has discovered

a prince who gives him so much help %% th

Taking significart risks has emerged as another trope of the comics genre of the
artistéos bi ography. Respearttiivet san ecatod rel
conviction as well as their willingness to sacrifice anythi@ge | | i roffets sumkerout e
opportunities to depict violence, and the comiigps give much emphasis to the martial
aspects of his lifeReaders witness seveadaperfectly justified killings and murders. For
example, mosharrativespr omi nently feature Cellini s
a gang Fig. 3.2), his escape fronwrongful)i mpr i sonment at Fi@ast e
3.14) andhis victory overa band of robbergF{g. 329).2’’ Cellini himself describes such

events extensively and vividly.

6[BJ]ut | decided, as soon as | <clearly s
that basket [containing 1000 gold scudi] quickly with my cape, attthguny hand on my
swor d, [ ] The scuffle only |l asted a shor
and with constant blows, thrusting and slashing, | sometimes came close to taking their lives,
and because | had handled my weapons very he}i thought | was more of a soldier than

anythif®g el se. o

274[Uncredited] March 1942; [Uncredited] November 194mcredited] March 1943[Uncredited] March
1947; [Uncredited] April 1942; [Uncredited] November 19f%ncredited] September 1947.

275Vasari 1998, p.290.

276 Cellini 2002, p.257 (I, §22).

277[Uncredited] April 1942; [Uncredited] November 1945.
278 Cellini 2002, pp.24849 (Il, 817).
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The most likely already quite inflated version by Cellini himself is further exaggerated in
the comicstrips In contrast to the graphic narrativédss artist does not mention any actual
killings or murders in his accowt even when defending his brother or himself. In
comparisonas discussed above, Leonardo takes more peaceful risks in using his flying
machire. While in somestorieshe forces his assistant to take flight by jumping off high
grownds Fig. 3.38), he does it himself in another (Fig. 3.812&).2° There is no evidence
suggesting that Leonardo or his assistant ever took,faghdiscussed below

Showing an obsession or great vision eventually has beanessentiatrope of the
artistoés biography comi c. Such stories about a
to carry their vision out with little regard to the coStheyare often exaggerated in graphic
narratives, thus overlapping withthe iska ki ng tr ope. Leonardob6s obse
flight features in every comistrip about him during the First Boom and its aftermatf?.
However, when reading Vasari, one only finds a brief ceméninspiring the

corresponding scenekig. 3.3%a-b).

6[ W] hen passing by the place where birds being
take them out of their cages with his own hands, and after paying the seller the price that was

asked ofhim,hewoul d set them free in the aif, restoring

Consequently, the idea of depicting Leonardo as overly preoccupied with flying, including
the testing of apparatuses, appgainmarily based on numerous related sketches by the artist

himself.

I n contrast, C e Pelseus with the HeddfMedisais graundedi t h
in the fact that the goldsmibha craftsmad indeed tried to become recognised as a
sculpto® an artisd using the statue to transcend this professional and social boundary. The
process of casting almost failed and only succeeded mosttically, as recorded by
himself:

06[ Ol n one occasion he [Duke de Medici] said to
out in bronze, since the rules of this craft do
the workshop caught fire, and we wereaaifrthat the roof would collapse upon us; on the

other side of the workshop, towards the orchard, the heavens were driving so much rain and

wind against me that it cooled off the furnace |
it from the fire whch, on account of the greater force of the fire in the furnace had spread

more quickly; [é] AlIl at once we heard a noi se

as if a thunderbolt had been produced there in our very presence; the extraordinary and

21%[Uncredited] March 1942; [Uncredited] November 1942; [Uncredited] March.1947
280[Uncredited] March 1942; [Uncredited] November 19fcredited] March 1947.
28lVasari 1998, p.286.
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teriifying fear this brought about dismayed everyone, and | more than other. When this
enormous noise and brightness had passed, we began to look one another in the face agai
and when we saw that the cover of the furnace had exploded and had lifted irvech a

that the bronZ% had overfl owed. 6

Scenes depicting thsetatue's creatiom f t en ci te Cellinids ac:
wording. Evidently, the comics used the autobiography as a sdtigce 85a-b).283

Anecdotes about revolutionising an art form or craft blur with narratives about
obsessiontaking risks.and being a geius, since only exceptionally gifted individuals can
achieve that. Both Leonardo and Cellini contributed to their field(s) in revolutionising ways,
which subsequently has becomecomicsgenrber tr

In closely citingCe |l | i ni 6s autobiography, the d:t¢
the comicstrips ensure that the readers understand Reeseusstatue's significarec and
dramatic creation. To be absolutely clear, the graphic narratives also explicitly mention it in
the final panelsKig. 335b, 336).284 As for Leonardo, the comistripsdepict him having
ideas to revolutionise military, civic, and naval engineering and human flight. To exemplify
his new artistic methods and technigtiesstories showhim paintingfrescos such as’he
Last Suppe(1490s) Fig. 337).2%°

Anecdotes of artists living like hermits connect to others in having a particular
religious connotation, such as genius and artistic destiny. They might also blend with
narrativesabout obsession and revolutionising the art or craft, as the former mathé¢ake
shape of a hermitke life to achieve the latter. Stories about a hetiké life feature first
in a comic about Leonardo. When labouringTdre Last Suppehe refuses to eat so that he
would not need to pause his workid. 337).28%In contrast to_eonardo, Cellini is never
depicted as a hermit, which is hardly surprisgigen his usually rather boisterous self

descriptions.

The seven types of anecdotes used in caostips representingLeonardo and
Cellini's livesconstitute theespective nartives' core The discussion above alstarifies
that some stories can fall into multiple categdriésr example, when the artist takes great
risks, he is also following an (artistic) vision or obsession. Importantly, these types of

anecdotes have becomladprints for lateccomic stripsabout canonical artists.

282 Cellini 2002, pp.324 (11, §73), 327 (§75), 3280 (§7677).
28[Uncredited] September 1947.

284[Uncredited] April 1942; [Uncredited] September 1947.
285[Uncredited] March 1942; [Uncredited] March 1947.
286[Uncredited] March 1947.
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For exampleFrench artist Alexander Gustave Eiffeslsownobsessed with the idea
of building the iconic ParisiaRiffel Tower(1887%1889), risking his own money and career
for hisconviction, while also revolutionising architecture and engineering (F8.%’ The
inventor of photography, Louis Daguerre, is honoured with a cestrifg which indicates
his genius, in depicting him excelling in different art forms, and shows hiesséd with
revolutionising imagamaking at the costs of a herdike life (Fig. 339).288 The British
architect Christopher Wren is depicted as a destined genius comparable to Leonardo,
working for most influential people, obsessed with a new layout ofilam and St . Paul 6
Cathedral after the Great Fire of 1666, risking his life sketching it (Fig).3%

As mentioned above, during the aftermath of the First Boom, U.S. educational
magazines featured artists important for a specific American canonapalting the same
tropes. Stories depictohn James Audubon, a French ornithologist and draughtsman, as
artistically destined, obsessed with American birds, living like a hermit, taking great personal
risks and revolutionising the fields of ornitholoagd drawing Eig. 3.4la-b).2%° His fellow
Frenchmarand sculptor Frédéric Auguste Bartholdi shownas a predestined sculptor,
fixated on creating.a Liberté éclairant le mondg.iberty Enlightening the World] (187#5
1886), commonly known a3he Statue of Libertymeeting influential clients, and
revolutionising the art of sculpting (Fig. 2)2° Similarly, a comicstrip about the Prussian
architect and engineer John Roebling shows him oddly obsessed with bridges and destined
to become a canonical designer, engineer and builder since childhood (RYy. 3.2
revolutionising bridgebuilding by inventing the steslire-rope?®? The DanishAmerican
sculptor Gotzun Borglumhedesigner oMount Rushmore National Memori@927%1941)
is featured obsessed with the revolutionising project, working for powerful clients, and
risking the | aRpirerodos |ives (Fig. 3.4

TheAmericanpainter Winslow Homeis presented@sartistically destined (Fig. 333,
obsessed with depicting the ordinary people of America and explicitly labelled a hermit and
genius?®*In another comigtrip, American sculptor Vinnie Ream shownas artistically

destined, obsessed with the idea of creating a statue of U.S. President Abraham Lincoln,

287[Crandall] and Goulart April 1969.
288 Cooper and [Uncredited] July 1946.
283 [Uncredited] May 1946b.

2%0 Jason Comic Art Studio [Simon] 1947; Cooper and [Uncredited] August 194 &llRowl Crandall January
1954; Ostendorf and Straley June 1967; Audubon 332 783149.

2lward and [Uncredited] August 1947; Matera and [Uncredited] April 1958; [Uncredited] May 1964.
292[Crandall] and Crandall December 1967.

293[Uncredited] December 1963Banuary 1964.

2%4[Uncredited] May 1946a.

~74~



whom she befriends personally (Fig. 84.2° The narrative about sculptor and author
Malvina Hoffman depictsdr drawing as a young girl, preoccupied with the idea of choosing
nonEuropean models and taking a personal risk in travelling the world alone as a young
woman (Fig. 314).2°6 BothReam and Hoffman are depicted as successfully and independent

artists in a pofession dominated by men.

3.3.Conclusion

The first comicstripsa b o u t canoni cal visual art.i
educational youth magazines in the USA. Those earliest stories about Leonardo da Vinc
and Benvenuto Cellini inaugurated the First Boom (19349). Therebygconsideringthe
prototype and conventits models from thdiscussionn Chapter 1they gave birth tanew
genre This chapter shows that these narratifesction as prototypefort he ar t i
biography genreAlso, they setgenrecorventionsin the aspectalreadyforegrounded by
Duncan, Smith and Levit?®’ The narrativesfrom the First Boomintroduce distinct
character typesa canonical visual artist (predominantly from the Renaissasthg main
protagonistas well asan artistic mentor and powerfulclient as secondary characters
Furthermore, the Italian Renaissarar&d the regions around Florence, Milan d&wmime
feature inmost storiesyet the genre alsallows forother setting, making that aspect less
standardisedDuring the aftermaththe settings becomdS American increasinglyThe
narrativestructuref ocuses on an individual 6s <chil d
skill, and legendary moments of great despair and tridngdmetimes centred around the
creation of garticular piece of arAlso, several prominent themesanifest ina number of
genre-specific tropes. Finally, thereseem to beno visual conventios for thear t i st «

biography comics genrexceptmaybefor showing the artist in their studio at some point

The apparent focus on European artists and artworks during the FirstrBoeats
the general ashistorical sentiment of the first half of the twentieth century, which paid much
attention to ItaliarRenaissance artists. For these casespithieableuse of contemporary
Renaissance writings as sources, such as VasariMaadler, and Cellini,md Pl i ny 6 s
writings from Antiquity, is traced by this research. In drawing from the canon of art history,
these comigstripsconfirmed the canonical status of individuals and their work, therefore
feeding back into the very same canavhile alsomanifesting it in a nomcademic

readership through repetition.

295Walsh and [Uncredited] February 1967.
2% Crandall and Brady January 1970.
297 Duncan, Smith and Levitz 2015, pp.-170.



The comicstripsfrom the First Boom about Leonardo and Cellini feature several
anecdotes taken from sixteergéntury sources. They have proven particularly influential
and havesubsequently transformed iraorementionedenrespecific tropes. Seven of such
tropes are identified and discussédtistic Destiny, Genius, Powerful Clients/Friends,
Taking Great Personal Risks, Obsession, Revolutionising an Art/Craft and Hkenhife.
Sincecomic stripsot he First Boom di d not pprsogalityoru c h
style, they made no use of the Ifendwork model Furthermore, they neither cited the
featured pieces of art correctly npresenedthep or t r a y eoduvralt woulds lie 6 s
possiblethat the comics artists examined original artwanksituand used the lifandwork
model when preparingheir narratives However, he editorial, technical, and financial
circumstanceof thest r i ps 6 wouldondtihave asked for it making such &
extensive effort seermanlikely. Finally, there is no indication that creatonformed the
narrative with their own experience as asgfistsmany Renaissance biographers of artists
did, not least Vasari and van Mand€omics workers and tlreindividual contributions
towards a narrative are generally moade explicit with the publisher being the only
exception However,almosta quarter of thecomic stripsforming the First Boonrising to
more than 60%luring the aftermathare signed by theespectiveartist Also, more than
onethird of the comics name thedividual writer during the aftermatlf\s various scholars
havepointed out, one would usually expect the writer to be privileged over thie Budisng

these numbers remarkal3fé

While the First Boom focused very much on Europe, its aftermath {19520
consisting almost entirely of one publisher and magézstefted the attention toward US
American artists and works, namely monuments and individuals living and workihg in

USA. Otherwise, the narrative patterns and tropes from the First Boom were continued.

Looking at the biographical comstripsbetween 1942 and 1972, apparent parallels
between tharthi st or i c al genre of t helalgandihesriew s
twentiethcentury comics genreo f the artistds biography
anecdotes, a similar narrative stiret, focus on canonical artworks, and an autochthonic

notion.

298 Brienza and Johnston 2016, pAray and Wilkins 2016, p.11617, 125127, Jameel 20167.175176
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Fig. 3.1: Annual numbers of comibooks releasedn the United Stated933-1970, JearPaul Gabillief
Of Comics and MerA Cultural History of American Comic BookZ009 p47), to help contextualise the
releases during the First Boom (19249)© JeanPaul Gabilliet.
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Fig. 32c: Magazines of the First Boom (194949) by publisherg(n=26), indicating the share of each
publisherwith figures rounded to the nearest tenth
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Fig. 3.3: Benvenuto Cellini in Teplotch Comics 1942 and Errol Flynn inThe Sea Hawk1940),
demonstrating likeliness betweehoth.
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Fig. 3. 4: [ Uncredit ed] BlgeadRibidn @omic¥olil,Ne.d2nMarcd 1042
[p.1], showingan opening panehot contributing to the narrative but featuricgnonical artworkssuch
asSelfPortrait (c1496¢.1517/18) and_a Giocondgknown adMona Lisg (c.1503 1519),typical during

the First Boom (1942949)



Fig. 3.5: Leonardo da VinciSelf

Portrait (c1490¢.1517/18), red and
black chalk on paper (33.3 x 21.
cm), Royal Library, Royal Museum
Turin: a canonical artwork often
featured in opening panels as well
graphic narratives about the artis
during the First Boom (1942949).

Fig. 3.6: Leonardo da VincilLa
Gioconda (known asMona Lisg
(c.1503 1519), oil on poplar (77 x
53 cm), Musée du Louvrea
canonical artwork often featured it
opening panels as well as graph
narratives about the artist during th
First Boom (19421949).



Fig. 3.7: [Uncredited] (a & w). ALeonar ddeal
Life ComicsVol.3, No.2 [No.8] (November 1942), [p.13howingan opening panehot contributing to
the narrative but featuringanonical artworks, such &glfPortrait (c1496¢.1517/18) and_a Gioconda
(known asMona Lisg (c.1503 1519), typical during the First Boom (19412949).

Fig. 3.8a: [ Uncredit ed]Truge@mi&Nobg (MaréhdMD), [pYlehawing
anopening panehot contributing to the narrative but featuricanonical artworks, such &elfPortrait
(c149G¢.1517/18) typical during the First Boom (1941949).
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Fig. 3.8b:True Comics No.58Varch 1947), coverconstituting the only exampte a narrative about a
canonical visual artisippearing on the cover of a comics anthology during the First Eb8421949)
Also, it exemplifies the genrespecific trops of Genius Obsessionand Taking Risks
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Fig. 3.9: [Uncredit ed]Top{Neich&omicy/al.1, NoB26 (Apriel842) [m1]
showing anopening panelnot contributing to the narrative, showirthe artistic identity being
overshadowed bythema i al and | egendary aspects of th



«AS A VALIANT SOLOIER - A PARING

OUELST - AND A PEAERLESS ARTIST!
E #—-

Fig. 3.10: [Uncredit edRealLde C&émicid.26 (NOBRmbeNn1845)U[p.d
showinganopening panehot contributing to the narrative but®ning the artistic identity beingushed
to the back anthe martial aspecferegrounded

Fig. 3.11: Benvenuto Cellini,
Perseus with the Head of Medus
(154554), Bronze, Piazza delle
Signoria, Florence a canonical
artwork often featured in graphic
narratives about the artist during th
First Boom (19421949).




AL THE BCLL

BENVENUTO CELLINI WAS PITTED AGANST
THE FORCES OF NATURE TC PROOUCE
HIE FAMOUS STATUE, "PIASEVS AND
THE GORSON'S WEAD*

Fig.3.12 Uncredi ted] (a & w)True @dvhaxdae.6a (Sppateeioeel947n [p,B
showing aropening panelitht he narrati vebds peak

Fig.313 [ Uncredited] (a &BlueRibboniCoreicsol.d Nal22 (Marah 1942)r
[p.2], displaying a basic coloahoice and lack of detaitgpical for the First Boom (1942949) Also, it
exemplifies the genrespecific trope of Artistic Destiny.

Fig.314 [ Uncredited] (a &ophgtch CainB¥ohlyNor26i(Apadl1942),I[pl5]
showing a rare example of an expressiv@wing and a change from the usuaty regulampanel layout.
Further, it eemplifies the genrespecific tropes of Taking Risks.
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Fig. 3.15: [Uncredited] (a & w) TreasufE Klest & tFunrayd F&bl.4, F
No.13 (February 1949), p.2dhowing a more refined asfith better shading and detadiad more colours
andtheuse ofanecdoteslreadyusedby Pliny.

Fig.316 [ Uncredited] (a &True)ComidiNg.B8QMaXxtk D47% [p.Zpbowindgs
a more refined art with better shading and details and more coldswsit exemplifies the genrepecific
tropes of Artistic Destinyand Obsession

Fig. 3.17: [Uncredited] (a & w) TreasurE Cleest 8f tFunrayd F&bl.4, F
No.13 (February 1949), p.25howing the use of anecdotdready used by Pliny
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Fig. 318 [Uncredited] (a & w) Treasurk Cleest &f tFunrayd F&61.4, F
No.13 (February 1949), p.2g8howing the use of anecdotdeeady used by Pliny

Fig. 319 [Uncredited] (a & w) Treasurk KCleest &f tFunrayd F&%6l.4, F
No.14 (March 1949), pp.123, showing the use of anecdotready used by Pliny

Fig. 320: [Uncredited] (a & w) Treasurk ICleest &f tFunrayd F&%61.4, F
No.14 (March 1949), pp.134, showing the use of anecdotdseady used by Pliny

Gomeooo’ B
EARN SOME MONEY AND THEN
Gomt( TOo 'Rouz.

GOFFREDDO...1 MUST FIND | /
HIM AND SEE IF HE wiLL IN NAPLES, ’X
TEACH ME | BELIEVE. WHY?

Fig.32: [ Uncredited] (a & w). nVa gTadasara @hestdf Fua ané
FactVol.4, No.3 (October 1948), p.28onstitiing a rare example afetailed and colourful drawings
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6 TREASURE CHEST

Fig.3.2:. Matera, Fran (a) and [ Uncr €reasuteechept of(Fumlanc
Fact Vol.13, No.17 (April 1958), p.6showing an importariyS monumentand celebrating itcreadr.
Further, it features gemspecific tropes of Obsession, Taking Risks, Revolutionising an Art or, @raft
Powerful Clientsand Friends
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ARTIST IN STEE an
BY F. E.CRANDALL T
@EN MAY 24, 1883, A WLLION PEOPLE GATHER
AT THE EAST RIVER IN NEW YORK. PRESIDENT
ARTHUR AND GOVERNOR GROVER CLEVELAND OF
NEW YORK ARE AMONG THOSE WHO HAVE COME \
1O SEE THE OPENING OF THE “EIGHTH WONDER /i A
OF THE WORLD... JOHN ROEBLINGS BROOKLYN ,
BRIDGE | - i
1
4 i
)
,“"-. 9 AT l |
1 v /A8
= - e,
\. / p
: NS 3\ THERE IT STANDS AT LAST...
JUST AS PAPA ROEBLING
T PLANNED IT. | REMEMBER
= HIS TELLING ME ABOUT THE
a3, p FIRST MODEL HE BUILT...
=
v : 50 Y o
\

WITH NAPOLEON
BREATHING DOWN J) ONE NEXT TIME. ..
OUR NECKS, YOU & THEN NO OLD PRUS
SHOULD BE PLAY- I SIAN CAN SMASH IT/
ING WITH WOODEN . -

SOME ARABIAN TOBACCO,Y YOU'VE RUINED THE
HERR ROEBLING, AND BE/ MODEL | WAS MAKING
QUICK ABOUT IT/ FfaA. FOR MY MOTHERS g

Fig.33z. [ Crandall, Reed] (a) and Frances E. Cr
Treasure Chest of Fun and Fanl.23, No.9 (December 1967), pshowing an important US monumer
and celebrating its creatdturther, it features gernspecific tropes ohrtistic Destiny,Obsession, Taking
Risks,andRevolutionising an Art or Craft.



Fig.3.2: Wal sh, William A. #@ABill 0 (Teas&e @hpstof Fusan
FactVol.22, No.12 (Feluary 1967), p.8showing an important US monument and celebrating its cre:
Further, it features gemspecific tropes of Artistic Destiny, Obsession, Taking Risks, and Powe
Clients and Friends.

Fig.325: [ Uncredited] (a & w). ALeonardo da Realn
Life Comicsvol.3, No.2 [No.8] (November 1942), [p.1}.exemplifies the genreapecific trope of Artistic
Destinyand feaures a famous anecdakeady usd twiceby Vasariin Lives

Fig.326: [ Uncredited] (a &opNhgtch CainB&¥ohlyNor2ai(Apal1922),I[pll]
It exemplifies the genrespecific trope of Artistic Destiny
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WiEac Ty PaTRONS so0N FLOCKED (YOUR ZIRET CREATION AND
TO CASTORG S WORKSHOP | ¢ A CONNOI PEELR BELISYE,
> L THANE YOUZ ) | [T MINE! STAY IN SENA
Ex9J|€IT= MAESTRO © | EMINENCE---BUT T 95we~u'o AND BEQOME
MY PARTNER!

E' THE

MO& cupeeé EX-
AMPLE OF YOUR _#£7%
ARTI-ST‘-‘-'V > g, : S| ‘:IéNOE"'BuTl r\-ow k

\ " b A HAVE LEAVE TO RETLRN

TO FLORENCE! FROM
I SHALL GO
o ROME!

Fig.327: [ Uncredited] (a &eahjfeCoriidle.26\(Novemtenld46)e[p.4} i
exemplifies the genrespecific trope of Artistic Destiny.

Fig.328a [ Uncredited] (a &BlueRihbbonfChnecgal.ly No2a (Méreh 1942),
[p.5]. It exemplifies the genrapecific trope of Genius.

Fig. 328b : [ Uncredited] (a & w). fiLeonardo da V
Real Life Comic¥0l.3, No.2 [No.8] (November 1942), [pp.2, 3].exemplifies the genrepecific trope
of Genius.
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Fig. 328c : [Uncredited] (a & Trug Comiéd8oB® (Mafah 4948), [pl4ft o
exemplifiesthe genrespecific trops of Geniusand Obsession.

Fig.3299 [ Uncredited] (a &opNhgtch CainB&¥ohlyNo2ai(Apal 1922),I[pl3]
Somewhat unexpected for an educational story and youth magazine, the artist is praigedatadover.
Further, itexemplifiesthe genrespecific trope of Taking Risks.




Fig.3.da:[ Uncredi ted] (a & w). ALeonardo da Vin
Real Life Comic&/0l.3, No.2 [No.8] (November 1942), [pp.1,,4howing the use of the gerspecific
trope of Powerful Clients and Friends

[ S N =

ok s —

Fig. 3.3b: [Uncredie d ] (a & w). fi 5 0Toue GomicaNG.58 March 1943)p [p.8]
showing the use of the gerspecific trope of Powerful Clients and Friends.

v THE FRIVATE
PE CLEMENT VL

YOU HAVE SHOWN VALOR
TO MATCH YOUR GENIUS,
CELLINIICAN YOU FIND
TIME TO PESISEN LOINS
FOR THE PAFAL MINT = /

Fig.3.3la:;[ Uncredit ed] (a Fig.33bb[ Uncredited] (a &
Ce | | RealiLifedComiciNo.26 (November B r o n Eriee CamicdNo.64 (Septembei947), [p.2,
1945), [p.3, showing the use of the genre showing the use of the gerspecific trope of
specific trope of Powerful Clients and Friend Powerful Clients and Friends.
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AFTER THE FIRET SWIFT PARRIES - I

ARE you Wit SN SAPR/S TI! AE
ENOUGH TO SV S LN HAS WOUNPED
YOU YOUNG Jf COME! A LIGHT LEARN FROM S

aJE C..xACO\\D

SLASH 15 A THI® ROGUE= ; s
LESSON WELL
7 LEARNED!

A BROKEN PATE -
FOR YOou, coxcoms! |
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AWED urP THE RA IER ! 1

ADVANCE BUT A FOOT
AND BPY TE SAINTS
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WIKE “auA 85 Ov A
errs

Fig. 3.2: [Uncredited] (a &Reallife Comicdén 26/ (Navamber 1945¢ [pli3 |
showing the use of the gerspecific trope of Takindrisks
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Fig.33: [ Uncredited] (a &BluwRibboniCoreicyol.d Nal2?2 (Marah 1942)r
[p.4]. It exemplifiesthe genrespecific tropes of Taking Riskad Obsssion

Fig.33a: [Uncredited] (a BlueRjbhon Gomiegoll,dNo.22¢Maiztal1942),
[p.3], showingthe genrespecific tropeof Obsession, inspired byumerous sketches aadriefpassage
i n Valdvesr i 6s

Fig. 3.3b : [Uncredited] (a & Twpe Comitd®IB (Marehal947), [p.2)]:
showing the genrspecific trope of Obsession, inspired bymerous sketches amdbrief passage in
V a s aliveésd s
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demonstrating the al most identi caricswstgpr di ng
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Fig.33bb: [ Uncredited] (a & TweComitdNmbd (Septembierel®4&), [p,3]
demonstrating the al most identical wording
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Fig. 336 [Uncredited] (a & w).
iBenvenuto Tap-Bldtch i
Comics Vol.1, No.26 (April 1942),
[p.6], showing the use of the genre
specific trope of Revolutionising an Ar
or Craft

Fig.33Z [ Uncredited] (a &True)ComidiNg.B8QMaXxtk 1D47% [p.ebowindgs
the use of the gemspecific trops of Revolutionising an Art or CrafHermitlike lifestyleand Obsession



ANY OF EIFFELS FELLOW
ITECTS OBJECT TO THE
TOWER, TCO. CHARLES GARNIER
DESIGNER OF THE PARIS OPERA
IS ONE,

EIFFEL WANTS TO DEFACE
PARIS WITH HIS TOWER OF BABEL.
WELL, I'VE DONE SOMETHING ABOUT
IT. |'VE SENT A LETTER TO THE

[Bur EIFFEL GOES AHEAD. HE RAISES
SUFFICIENT AMONEY, AND CONSTRUCTION
BEGINS, BY I1B87 HIS DREAM 1S GROWING

" AN INTERESTING EX- ‘=

PERIMENT, OF COURSE, HE
WILL NEVER FINISH IT ON TINE
FOR THE EXHIBITION.
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Fig. 338 [Crandall, Reed] (&) andr ances S. Goul art (w). AEiI f f

Fact Vol.24, No.16 (April 1969), [p.4featuringthe genrespecific tropes of Revolutionising an Art o
Craft, Obsession, and Taking Risks



Fig.3399. Cooper, [Sam] (a) and [Uncr edit ed Reallife)
ComicsNo.33 (July 1946), [p.2Featuringthe genrespecific tropes of Obsession, a Heriikie lifestyle,
Revolutionising an Art or Craft

Fig. 340: [Uncr edi t ed] (a & w) . Rel3iferConztiNo.31{Mayp pOA6, [p.4]V
featuring the genrespecific tropesof Genius, Artistic Destiney, Revolutionising an Art or Cra
Obsession, Taking Risks

LTOMETIMES, HIS EXPEDITIONS NEARLY
COST MHIM MIS LIFE!

Fig. 341a : Cooper, [ Sam] (a) and [ UnltReallg HappereNo.7(
(August 1947), p.3featuring the genrespecific tropef Obsession, Taking Risks, Revolutionising ¢
Art or Craft, and Hermitike lifestyle.
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Fig.341lb: Ostendorf, Lloyd (a) and George Stral
Of John Ja mBEeasurk Chest bf Bum and Fadl.22, No.20 (June 1967), p.X&aturingthe
use of the genrepecific tropes of Obsession, Taking Risksydtationising an Art or Craft, and Hermit
like lifestyle.

Fig. 342 [Uncredited] (a & w). AiThe Shrine Of I
Chest of Fun and Fact Vol.19, No.9 (January 1964), fe2Buringthe use of the genspecific tropes of
Obsession, Taking Risks, Revolutionising an Art or Ciafd Powerful Clients or Friends
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Fig.343 [ Uncredited] (a & w). Wi n sReallife GBomiodo31
(May 1946), [p.4] featuring the genrspecific tropes of Genius, Obsessi®&®gvolutionising an Art or
Craft, and Hermitlike lifestyle.

HE THINKS IS A
WEAPON OF WAR. HE'S

Fig. 344: Crandall, Reed a) and Rita G. Brady (w). AArti:c
Ho f f mEeaasue Chest of Fun and Faeol.25, No.8 (January 1970), [p,5featuring the genre
specific tropes of Obsession, Taking Risks, Revolutionising an Art or. Craft
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Chapter 47 The Evolutonof t he Arti stdés Biograp
The artistobdés biography comic seems to ha
the twentieth century. However, on close inspection, it becomes cleaaltbady since the

late 1940s, it experienced some changes and developiRi@isis chaptertraces and
examines thresignificants t eps i n the evolution of t he
proto-graphic noved, the Second Boom, and the Museum Boom.

Once again, only biographicgitaphic narratives have been included in the following
analysis While all efforts have been taken to find and record evegspectivegraphic
narrative due tolimiting factors, this thesis cannot guarantdeis does not argue fahe
absoluteness but is aware of gassible incompleteness of thata.

Between 1960 and 2000, few publicaits concerned themselves with the young
genre of t he camics This thésis ladelghosgpubticptionsthat didproto
graphic novels, @ge to their changing characteristics, such as more elaborate and complex
narratives and a slow shift inghargeted readershipsulting frommore explicitly sexual
and violent storie$% In its context, protagraphic novels are staradone narratives or part
of an anthologyhatshared aspects from 1940s comic stripsteveahty-first-century graphic
novelsyet did not clearly belong to either

After this evolutionary -emnérgegagn tha twentyst 0
first-century high street book market in the formagfublishing boom of graphic novels
about canoical visual artists, labelled the Second Boamthis thesis This ongoing
phenomenon is overwhelmingly European, consisting of almost 200 graphic, renekls
strengtheat h e g e nr erdtlse cgmcsand bool markbtough instutionalisation

With a slight delay, anothemalle publishing boom occurred when major European
art museums started to-commission graphic novels about their respective collections and
canonical artists. This current, still ongoing phenomenon, titled the tu&o»omin this
thesis shows several similarities with the Second Boom, matstlly an apparent European
focus while being distinct enough to be treated as a separate occurrence.

2% The data used for this section has been compiled over four years of mostly online research, with one
discovery often leading to another. Thus, there is not one single database that can be cited as major sourc

300See Appendix B for dist of these protagraphic novels Dat es as given i pAst he
discussed in Chapter 1, the definition of the graphic novel, thus thegrayhic novel too, is contested in
scholarship.
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4.1. ProtoGraphic Novels (19471999)

One of the most significantchangesn t he ar ti st 60 s dlringahg seeopcdhy comi c s
half of the twentieth centuryasa shift towards more extended, complex, and elaborated

narratives. In contrast to the First Boom, it was an international phewontdserved in

South and North Americ&@yesternEurope, and Asia. With the First Boom still ongoing, the

earliest examples of such extended comic stories appeared in the US anGldtsdycs

lllustrated N0.38 Adventures of Cellin[1947) andAlbod 6 @[The Golden BookNo0.166

i Le Advventureali Benvenuto CellifiThe Adventures of Benvenuto Cellini] (1949%.The

former is significantly longer than the lattesith fifty -two and thirtytwo pages respectively.

Nevertheless, both exceeded the averagepage narratives of the First Boom and were

published as individual comic bookEhe cover designs of both mirror the typical opening

panels of the FirstBoompep hasi sing Cel l inids martial skills
or despair (Fig4.1-4.2). Only in the 1960s and 197Gkeconceptothear t i st 6ys bi ogr aph

in proto-graphic novel form became widely popular

In 1961, a newly scripted and dravahlightly shorter Classics lllustrated edition of
Cel |l i ni 6s 0lalbeft lrearibg”the game ttle &gl issue nudbeas published in
six countries, contiring toemphassethe martial artskills of the goldsmith and sculptéi?
While the life of Cellini remained singular in the publishing historgt#ssics lllustrated,
two SpanisHanguageseries on both sides of the Atlantic made significant contributions to
t he genr e oofjyraphyhineprotagraphic sdvedss Onhhie one hand, the Mexican
seriesVidas llustredlllustrious Lives] included at least twengight comic books about
canonical visual artists between 1959 and 1¥74s the thirtytwo-page issues were
apparentlydistributed in the Spaniskpeaking countries dhe Americas, they reachd a
sizable audience. On the other hand, the Spanish stomabres Famosog-amous Men]
includedmultiple editions on canonical artists since the late 188@arlier editions were
sixty-eight pages in length, with later publications having page counts of about 170.
Apparently, the earlier and shorter corbmokswere simply reprinted as part of the later

and longer novel$dombres Famosos Leonardo da Vi(®003) showsthe enduring success

301 Froehlich and Katz 1947; Paparella and [Uncredif€}9; TheClassics lllustratedstory was translated
into Greek tooFroehlich and [Uncredited] 1951; The Greek edition anditheb o wki@ botheeprinted
during the 1970s: Paparella and [Uncredited] 1949; Froehlich and [UncreditedBQ975

302[Uncredted] 1961ad; 1962; Initially published in the United States of America, United Kingdom, and
Netherlands, and Sweden, Norway, and Denmark, translations appeared in Finland and Germany the
following years. Interestingly, neither the FrenChassiques lIlluses series nor the Mexicaglasicos
llustradosserie® most probably widely available throughout the Spaisisbaking countries of South
Americad included either of the two Cellini narratives.

3035ee Appendix B.4 for kst of relevant publications in theidas llustresseries; This count includes five
reprints. The series also includes a comic book each on the art historian Johann Joachim Winckelmann and
the archaeologist Erich Schliemann.

304 See Appendix B.3 for kst of relevant publications in thdombres Famosaseries.
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of the seriesSincethe 1960s and 1970s, both publishersiiratiches in Spain, Mexico, and
Argentina, and iseems very likely thahey competed with each other on both sides of the

Atlantic 3%°

Al so, Il taly was act i ve genmingotogrpphiormpvelt h e
form alive. Messagero dei RagazgiBoy s 6 M publshed tyyentsphgenarratives
over several issuas Cellini (1964) and Giotto (1966) (Fig.4).3% Such publications partly
returned to therirst Boom traditionsn their focus on the ltalian Renaissance, not least
Cellini and his eventful life, published in anthologies of educational naluseaslreasure
Chest of Fun & FactMessagero dei Ragazsi a Catholic youth magazirbstributed via
parishes featurirg stories of canonical CatholRenaissancartists creating canonical art
for the Catholic Churcpromotingaform of religious autochthony

There are also exampl®ef proto-graphic noveldrom India 3%’ The Amar Chitra
Kathaseriesteaching/oung readers abolrtdianmythologyandfolktalesas well as history
and lierature,published Rabindranath Tagore | ndi a6 s -Béaen(97®@ a Tor
thirty-onepage narrative aboudhe Indian painter, poetwriter, philosophe Further,the
Publications Division of the Ministry of Information and Broadcasttegvernment of India
releasedRabindranath Tagorél986)(Fig. 4.5) a thirty-page narrative accompanied by an
introduction anda poem.Both narratives followed the model @ilassics lllustrategAlbo
d 6 QandVidas llustresn length, targeted audiences, anddppareneducational nature.

While those longer protgraphic novelsliscussed so fatill targeted a (préteenage
audience, Japanese manga of the 1970s and 1980s included far more extensive and compl
biographicalgraphic narratives about canonical visual artists, aimed at adults thi$%me.
Kyojin Kankei ( ) [Madman Relationsh]p(1973) by KamimuraKazuo ( )

was athrew ol ume series about the private | if
) and her father Katsushika Hokugai ). A decade later, anothearrativeabout her,
Sarasuberi ( ) [Hundred Flowers] by Sugiura Hinako ( ), wasserialisedin
themanga magazin&/eeklyMangaSunday © " .. )betweerNovemberl983 and
August1987. Over the same period, the publish&oreleasedhethirty-chapterstory as a

305with already two magazines featuring a strong focus on the biographical genre in general as well as the
lives of various canonical visual artists, in particular during the 1960s and early 19%@srites clear
why the Mexican serie€lasicos llustradosiever published either of th@lassics lllustratedCellini
narratives.

306 See Appendix B.2 for &ist of Italian protegraphic novels; [Sciotto] and [Salvatico] January 1964a
February 19644l; [Mancini] and [Forina] April 1966&; For this section about Italian comiEsndazione
Franco Fosatti (FFFXURL: http://www.Ifb.it/fff/ffumetto/index.htm) (accessed 02/11/2020) éndda al
Fumetto ItalianoURL: http://www.guidafumettoitaliano.com/) (acced€2/11/2020) were used to verify
respective publishing histories and content.

307 See Appendix B.6. for a list of Indian pregoaphic novels

308 See Appendix C.1. for a list of Japanese manga about canonical Japanese artists.
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threevolume series(1983, 1985, 1987) Despite repeated and extensive efforts, the
researchecould notdeterminghe exact publishing details, suchtbenumber and dates of
issuesof Weekly Manga Sunddgaturing Sarasuberi( ). Therefore, only théhree
volumes containing the entire narratieeuld be accurately counted for this thesis.

Eventually, Sarasuber{ ) wasalsomade into the anime movMiss Hokusa(2015)

directed by Keiichi Hara (W ).

Towards the end of the 1980s, the thveimes oHokusail  ](1987) by Shotaro
Ishinomori ( . ) and the singl@olumenarrativeUnkei[ ] (1988) byTakao
Saito( > celebrated two of the countryds most ¢
and violence in the narratives made those Japanese series inappropriate and unsuitable for a
young audienceConsideringtheir length they would be graphic novels by Western

standardsHowever, such extensive stories are not uncommon for Japanese ksaga.

D

they have an international ap patanly in Clainese Ka mi mur a
butin Germanltalian, SpanishandFrenchtoo. Si mi | ar |l 'y, 1l shinomori s bo
into Spanish, Italian and Fr enc h, f @ogrdphycgnicls gldbal evoltiien ar t i st 6 s
Judging from thepublicationsavailableto this researchat least somef themanga feature

common western tropes of alikaliedhesadandlonelgr aphi es

artists, a competition betweertists, and an obsession with art.

During the 1980s and cbmicsatractedbtodezintaaestt i st 6 s b
from the comiccommunities and industrylhe first issue oRAW(July 1980) featured@he
Two-Fisted Paintersby Art Spiegelman as an insert. While the twegbage storyThe
Matisse Falcordoes not teach readers abpainter Henri Matisse's &f it explains and
depicts colour separation and prifithe comix magazinekove & Rocketsand Blab!
respectively includd narratives about Frida Kahlo (Fig6), Robert George Irwin, and
Caravaggio (Fig4.7).3°°While the singlepage story on Irwin is part of a longer one, the
other two are relatively close to the original format of the First Boom by featuringshort
twelve paged biographical and educational narratives as part of an anthology comic book.
The comicstrip about Kahlo comprised of panels heavily inspired by her artworks,
foreshadowed the Second Boom in the use of artworks as a crucial part of a nanditive
picking Kahlo, a prevailing popular choice, as discussed below. Those comix publications
differed from the First Boom in the audience they targeted. Due to their explicit depiction of

309 See Appendix B.5 for the plibation details; Several decades later, between 2012 and 2014, the ltalian
comix magaziné&corpioalso published a sixtgix-issues narrative about Caravaggio counting almost 1000
pages, see Appendix B.2 for the publication details.
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sex and violenceheywere not meant for a young readership. Indeede & Rocketstated
on the cover 6Recomméhded for Mature Rea

It maynot havebeen coincidental that around the releaddadfis A Sur vi v ol
(1985), The Dark Knight ReturnEl986), andNatchmer(1987)in graphic novel format
all of which had previously been serialiegthecomicsgenre f t he ar ti st 0s
the form of graphic novels too. In France, publications includede de Toulouse Lautrec
(1985),La vie de Salvador Da{iLl986) as welasUne Aventure de Julie Brist(19931994),
dealing with the lives of Camille Caudel and Artemisia Gentile¥¢iin the Netherlands,
Gauguin en Van GogflL990) contributed to the new graphic novel genre. The features of
those publications once again foreshadowed the approaching Second Boom, with France ar
the Netherlands being exceptionally productive, and artists, such as Vincent van Gogh, Pau
GauguinSalvador Dalprevalentsubjects. Finally, from the miti990s onwards, UBased
Paradox Press, an imprint@€ Comics,published several short consirips about different
canonical artists iThe Big Book of Weirdq4995) andThe Big Book of Ba(l1998),and
DC Vertigo released tenissue series about the-&ilhe favourite LeonarddChiaroscuro.
The Private Lives of Leonardo da Vin@d99596) wassexually explicit, violent,and
certainly not aimed at an adolescent audiéhtMevertheless, the seriesosved that the
genre hdreached the mainstreafarther contributing téhe developmenwhicheventually
ledto the Second Boom and the Museum Boom.

4.2. The Second Boom (206#019)

A

The following section traces and assesseathet i st 6s bi ography, com
the Second Boom, after its evolution discussed above. It is justified to label the phenomenor
a boom,asonce morea suddemublishing activityoccurred fosteredand shaped by the
publishersre-launchinga largely neglected product on a massive scale, tiraating the

right working conditionsfor an6 e x p| o0 s i o n,6aeGsicseryRenaydéseribes @
boom3!3While the Second Boom has been important foatlmet i st 6s bi ogr ap
this research acknowledges that compé#wdtie overall productioaf comicsbetween 2000

and 2019, the Second Bootfmas been relatively smallFurthermore twenty-nine

publications over the last three decades of the twentieth century4(8&ec) stand against

310 ove & Rocket#o.28(December 1988), cover.

311 The French sculptress Camille Claudel worked in bronze and marble in the workshop of Auguste Rodin,
whose model, muse and lover she was. The Italian Baroque painter Artemisia Gentileschi was first female
member of the academy filorence and known for her naturalism in depicting women. She was raped as a
young woman anduccessfullytrialled her rapist Agostino Tassi.

3125ee AppendiesB.5 and C.1 for the publication details
313 CsicseryRonay 2003.
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at least 199 graphic narratives during the first two decades of the tfirshtyentury (Fig.
49a-c).3*The Second Boom comprséwo distinct episodes: Phase | (268011) and
Phase Il (20122019). During the former, publishersdescovered the genrehile the latter

has seen thgenre's potentidieing fully exploited.

The statistics and assessments count separately any editions combining multiple
previous i ssue s Pascnunedgrald2d05) dndCaayaill in RKiissid20 k),
Clement Oubrei e6s and Pualbile BiO(ad®Hy aded IGi na Si ci l
Know What | Am. The Life and Times of Artemisia Gentil§2€1i9).

Phase I: 20002011

The 1990s had paved the ground for the Second Boom with occasional publications
(Fig. 4.8a).2* With the dawn of the third millennium, the graphic novel biography of
canonical visual artisesmerged*® The annual output fluctuated noticeably (Fi@a, 4.10)
during the early 2000¢\fter those cautious years, the publishers gained some confidence in
the redi scover ed arcomicstgéne The iresuimgahmiey numbers of
publications in 2004 ah2005 demonstrate a growing level of faith in the product. During
the second half of Phase |, the number of releases was relatively volatile, albeit at a higher
level, edging towards more releases every other year. Altogether there werensixty
graphicnovels about canonical visual artists published in Phase |, which equals an annual
average of five publications. Thus, it can accurately be described as a periaiscbreery
and testing of camicegermasoon estdabisising b rielatly stadle anryual

output and steady growth.

When we look at the countries Bhase | productigrseveral observations can be
made (Fig.4.11). Firstly, France and Germany together are responsible for 82% of the
publications. Secondly, with 93% of publimms coming from Europe, evidently, Phase | is
primarily European, a trend that has continued, as discussed below. Thirdly, and maybe most
surprising, the entire German output is the work of only one man: Willi Bloess. The Aachen
based art teacher hasrgta to seHpublish hisKinstlerbiografienf ar t i st 6s bi ogr aph
series in 2002. It is apparent that without the irregular publishing outbursts of Bloess, the

publishing history would appear less volatile (Ad0).2*” In France, the releases are not so

314 5ee Appendix C for kst of these graphic novels.

315See Appendix C.1 for list of these graphic novels.

316 See Appendix C.2 for list of the graphic novels from Phase |

7 n the rather conservative German comic market, still |
and (possibly as a result) with no German art museums commissioning their own graphic novels, Willi
Bloess is filling as well as bridging a gappaoblishing his series. On the one hand, there is not much in
Germany that can compare with the idea as such, except maybe for translations of foreign graphic novels, y
thus little competitod c er t ai nly at the price poirmdre,asfudwi (about A2
Forum Aachen, an art museum, is selling the books in its shop, there clearly is a market for graphic novel
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focused but spreadcrosst hi rt een publ i shers, with Del
leading the field with respectively ten, seven and three publications, which equals 64.5% of

the French production.

In examining the translation practices @traphic novels ore can highlight the
attractiveness of specific languages over othass deemed bystakeholders such as
publishers, and show and judgeboond devel of internationalisationMoreover, by
comparing such practices for several languapgdslishing and translation trends can be
determinedAn analysis oforeignlanguagesditionsfrom Phase (Fig. 4.12) reveals that
in absolute numbers$panish, English and Italiasre the most papar languagegor a
graphic novel to b&ranslate into.318 This thus indicates théte corresponding comimok
markes arefavoured over otherd his ranking is also mirrored in the translation rate: the
number oftitles availablen a particular language in relationdoemainingtotal number of
publications once any original language editions in that specific language have been
deductedFig. 412). Consequentlythe translation ratghows how much has beganslated
into a particular language in contrast to how muchdmaply beenpublishedin the very
same. The resulting figurdsighlight specific comic book markets' importantor the
stakeholdes, such as publishers, anddicate the intended audienceBor Phase |, he
number oftranslations as well as the translation rates, are relatively [berefore the
primarily targeted audiences must be speakers of otiiginal edition® language.
Consequentlyeither only small efforts were made to promote graphic savernationally

or at least such attemptsrenot exceptionally successful.

Regarding thesubjects of Phase | (Fig.13) , due to Jo®ascan Sf ¢
series (1992005), the Bulgariamerican Parisian painter Jules Pascin is most popular.
He outranks the Dutch painter Vincent van Gogh, who appears in graphic novels from
different countries. The third place is shared by the Renaissance artist Lecaafohid
the nineteentkcentury artist Henri de Touloudeautrec most welknown for his posters
and the comic artist Winsor McCay, the last two being subjects of Frenclis$oer series
by Gradimir Smudja, and Thierry Smolderen and Jeaitippe Bramantrespectively.
Another shorter series by Smudja makes the Rugsmmch Cubist and Expressionist Marc

biographies of canonical artists in the German museum world. On the other hand, the educational as wel
as entertaining approach che a way to prove the potential of comics to a wider German audience and
public as well as art institutions. The fact the series has run continuously since 2002 is indication of its
success on the German comic market and beyond, as some publicationgenoawa&ilable as foreign
language editions.

318 These figures do simply count the numbers of available translations for an individual book found through
this research, while they do not hold any information regarding temporal proximity of foreign language
edition and original.
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Chagall the fourth most popular artist of Phase |, followed by Frida Kahlo, Salvador Dali,
and Rembrandt van Rijn.

Noticeably, painters are preferrdeid. 4.14), with less than 10% of the narratives
featuring an artist who does not paint at all. Also, with few exceptions, such as Hieronymus
Bosch, Leonardo da Vinci, Rembrandt van Rijn, Jactwess David, J. M. W. Turner and
John Constable, the porteyindividuals are Modern and contemporary artists.

The Americans Andy Warhol, Keith Haring, and Winsor McCay, the Kofean
American Nam June Paik, the Mexican Frida Kahlo, and the Japanese Chinpei Suzuki (

), pupil and successor of Utagawa Hirosh{ge ), are the only notturopean
artists, appearing in 16.4% of the graphic novels of Phase |. Kahlo is also the most popular
female artist. Only five out of sixtgne (8.2%) graphic novels have a womathasubject,
two of which are about Kahlo. When omgnsidering narratives about n&uropean artists,
the gender ratio is 25% women afsP6 men, significantly more balanced than the overall
ratio of Phase | but still far from equilibrium. In its focus on modern and contemporary male
artists fromEurope, Phase | of the Second Bdbfocusingon painterd proved to be a
predominately European idea and endeavour, deeply rooted in-thstarical tradition and
canon(s) othe continent

Phase Il: 20122019
After a relative volatile Phase | (20@011), Phase Il has been marked by rapidly
increasing publications over several years, peaking in 2016, followed by stabilising numbers
of releases at a pyeeak level (Fig4.9a,4.15).31° While the average number of publications
during Phase | was five book&rannum the average has increased to roughly seventeen
books peannumduring Phase IIApparenty, Phase Ihasrepreserdgdthe heyday of graphic

novels about canonical visual artists.

For 2012, the number of publications was in the double digits for the first time. After
low numbers in 2013, 2014 set off a boom within the boom with new records for each of the
following two years. After the 201peak, 2017 had still a respectable nunmifereleases,
but the figures for 2018 and 2019 are significantly lower. This development might indicate
that the Second Boom has reached a stable plateau above the tenpéoaksium

benchmark.

Overall, at least 138 graphic novels have been releasedgiBhase |Imore than
doubling the numbers of Phase I. Hence, Phase Il has bigmurishing and fast growth
period culminating in an impressive peak, ending in a possibly stable plateau.

319 See Appendix C.3 for list of the graphic novels from Phase Il
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Such dramatic increases have only been possible because Faandefdnded its
position ashetop producer and publisher, followed by Italy, amdaequdGermany and
Spain. The fourth rank has been shared by the Netherlands and Japé&ifFighe figures
also confirm a continued dominance of European publicatidoweverthe Second Boom
has becomenoticeably more diverse. More and different countries hewetributed
increasing their absolute and relative share significantly, with only Gedmaspectively
Willi Bloessd decreasinghe output. Consequently, theoportion of norREuropean graphic

novels hasisenfrom 6.5% during Phase | to 12.3% in Phase II.

Naturally, the number of publishers has expanded too during Pha&&Fur
example, twentffour French publishers have released titles, led by Glénat witakof
twenty-one publicationd 33.3% of the French outglitthanks to its nineteeissueles
Grands Peintresseries (2012 017 ) . N o n ® conapétitor$s ha® nekedséd even
remotely as many graphic novels, with Delcourt, Dargaud, and Casterman and 21g
publishing respectively six, six, four and four albums. Willi Bloess Verlag has continued to
publish all German contributions to Phase Il, mamtgj a consisterievel of artistic output
over two decaded.he publishers releasing the most graphic novels in Italy and Baan
been Centauria and Astiberri, with five books respectively. Ranked first in their countries,
have been Lecturiex aequowith Nijgh & van Ditmarwith two releases eacim the
Netherlands and Poplar Publishing House [ . ] with four releasesn Japanduring

Phase II.

When looking at the available translatiomsnfi Phase Il in absolute numbers, the
Second Boom diversificatiois once again proven (Fig.17). English tops the ranking,
followed by Spanish and Germ&tt.Since most graphic novels have initially been released
in French, the language ranks only fourtherms oftranslations, followed by Italian and
Dutch. Howeverthe order changes slightly when looking at the translataes with
Frenchnow ranking béore German. Once again, the diversification of Phase Il becomes
evident, with significantly more editions in n@uropean languagead@different languages
in general. Also, the data shows that during Stage Il the publishers have no longer almos
exclusiwly produced for a national audience, but have increasingly aimed for
internationalisation and transnationalisation, trying to reach much broader and more global

audiences.

Regarding the subjects of Phase II, Pablo Picasso has emerged as the most popul

artist during Phase Il (Fid..18), followedex aequdy Frida Kahlo, Salvador Dali, Vincent

320 See Appendix C.3 for kst of publishers.

321 E|s fantasmes de Gau@015) by Juan El Torres and JesUs Alonso Iglesias was first published in Catalan.
Consequently, while thirteen books were first released in Spain, only tweheavritten in Spanish.
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van Gogh, and Francisco de GJyaThe third rank has been shared by Leonardo da Vinci,
Artemisia Gentileschi, Paul Gauguin, and Gustave Courbet.

These statistics reveal that specific trends have prevailed, although a general
diversification is evident. While during Phase |, 14.8% of graphic narratives were abeut non
modern or norcontemporary artists, this share has increased to 26.1% for Pl&iealHrly,
there has been a trend towards more graphic novels about artists working in other media but
painting, with norpainter narratives increasing from 8.2% during Phase | to 12.9% in Phase
Il (Fig. 4.19). Despite four women being among the top fwests inpopularity, the gender
ratio for Phase Il hashown a stark imbalance of 12.5% women and 88.2% #At@nly
among the nofturopean artists of Phaserale and female artists' ratias been closer to
an equilibrium, with 52.2% men and 47.8% wem and twelve and eleven respective
releases. These graphic novels featuringBoropeans also confirm the prevailing strong
European focus of the Second Boom. For example, the percentage of narratives about non
European artists has decreased from 18fingwPhase | to 16.9% in Phase II. Thus, while
Phase Il has made for a more diverse picture in the detail§etend Boom's overall
impressiorhas remained the same.

Summary
The Second Boom (200R2019) consists of at least 199 publications over twenty yeays (Fi
4.9a-c). Certain aspects, such as the strong European focus, in the portrayed artists as well
as the publishing countries, and the emphasis on modern and contempdeapaimars,

display the influence of lorgunning arthistorical traditions and canons (Fig20-4.21).

The main difference between the First Boom (:2929) and the Second Boom
(2000:2019) were the subjects. During the form&enaissance artists, suas Cellini,
Michelangeloand da Vinci were of high importance and featured in multiple stories across
various magazinesvhile for the latter modern and contemporary artists have been in focus.
Also, the First Boom told the lives of artists from diffetelisciplines while the Second
Boom has favoured painters disproportionally. Unfortunatelypmen artists'
marginalisatiorhas been one prevailing aspect, starting from the First Boom, thpooigh
graphicnovd , and further during the )®etleprotcd Boom. Ka
graphic noved of the 1970s and 1980s, and Frida Kahlo for the Second Boom, appeared to
be Dken artists, ticking two boxes at once, in bewg-Europearand women.

2This count considers CIl e me nissuePablogeries (204:2044), aterde Jul i e Bi r me
published in a collectorb6s edition in 2017, as separat

823 This ratio is indeed correct and occurs because one graphic novel focusses on-eoapiistand is
therefore counted once for each gender.
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As it is still ongoing, predictions regardirtge future of the Second Boonare
difficult. However,in 2020 and 202And despite the global COVID9 pandemicWilli
Bloess hasddedanotherfive narratives tdiis Kiinstlerbiografierseriesandwill probably
continue his work for the time beiny®?* Furthermore, therevere at least three Italian
publications andne American oneBritish, and one Mexicaneleas€?® Indeed thereis a

potential for more no#European publishers to jothe Second Boom.

4.3. The Museum Boom (2005019)

A few years after the Second Boom had started, several international art mbsgamso
enga@ with the medium of graphic noveds well The reasons for this are diverse and not
so much based on financial but public relations considerations, as dscusdeapter$
and?.

Possibly after becoming aware of Phase | of the Second Boom, art museums started
to cocommission, ceedit, cefund and cepublish graphic novels, triggering a parallel boom
of museum graphic novels, whittis thesiditles the Museum Boom (Figt.22a-c).3° The
following sectioninvestigateghis choice of major art museums to commission their own
graphic novel(s), scoping the size, tracing the development and determining the

characteristics of th museum publishing phenomen.

With 120 publications over twenty years, M@l s e u m B o dhvasdeen ssnallar] e
and its development more linear than that of the Second Blba@malifies asa boom for
similarreasonssthe Second Boonyet there are difference#/hile itis a suddempublishing
activity seeing a variety of creative approagcliglaunchedan alreadytestedoroductbutdid
soin an entirely new markét the museumworldd trying to reach a new public through
exhibitions and series afraphic novelsdiscussed in Chapters 5 andl® addition the
stakeholdes behind theMuseum Boonwere numeroudncluding not only publishers but
museumsindependent funding bodiesd advisorsdiscussed in Chapter 5 andwho to
varying degrees were actively involved in tiieation editing, marketingas well as the sale
of thegraphic novelWhile the Museum Boom has also been important for the gérhe
artistos Dbi ograithodgly sigoifcantlydess thgre ther Segond Bodims
research acknowledges that in comparison to the ovewatlberof comics as well as

museum publicationsetween 2005 and 2019, thkisseumBoom has been relatigemall.

324 See Appendix Qi for a list of these graphic novels.
325 | bid.
326 See Appendix D for kst of these graphic novels.
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The Museum Boom consists of two distinct periods, Stage | {200%) and Stage
[I (2012-2019) which continued to focus on Europeantfagtorical traditions and canons.
The majority of publications havewhlkeeghen about a
twenty-five biographical titles have formed a minoritluseum graphic novelabout a
canonical artist constitute a small overlap, in having been part of the Secondd3 well
as the Museum Boom. Howevehesepublications represent just 12.6% of the Second

Boom.

Stage | (20052011)
In 2005, the very first graphic novel commissioned by an art museum was released
on the mar ket , PéNdde@dciairgGlatial PetiodfcMusés du Louvre
and Futuropolis, which inaugurated a joint venture that became knolsusse Editiors
series. After a short period of discovery of the medium for the museum purpose, a testing

period with a stable annual output occurred between 2008 and 2014.P2&y4.23a).

During this period, other European museums in France, ltaly, Switzerland, the
Netherlands,and the United Kingdom started publishing graphic novets In 2008,
Zentrum Paul Klee published the first biographical graphic novel about a canonical painter,
Paul Klee, commissioned by an art museum. lItalian museums were the firstthe try
anthology formatsuch as Museo di CapodimomptgblishingFumetto al Museo. La Nona
Arte a CapodimontgComics at the Museum. The Ninth Art in Capodimor{#€08), and
Museo Nazionale Etrusco di Villa Giulia in Rome releasiiaggio Etrusco. Sei A#schi
a Fumetti [Etruscan Journey. Six Comic Frescod€2P09), accompanying respective
exhibitions and projectdwith Matisse Manga2010), Rohan au LouvrdRohan at the
Louvre](2010)andPr of essor Munakat aods (2@BLL)jcomimsdionddu seum Ad v
by the Matisse Museum in Nice, Musée du Louvre and British Museum respectively,

multiple European museums published titles by Japanese comic artists.

During Stage |, nine museums from five European countries released fourteen
graphicnarratives (Fig4.23a-b, 4.24). Similar to Phase | of the Second Boom, France
dominated the scene.he maj ority of the publications expl o
exhibition, with only four bgraphical graphic novels abaaitanonical paintér andnone
about a woman artist. While fourteen is a small data set, their charactendioegethe

overall trends of the Museum Boom.

Stage 11 (20122019)
The years between 2012 and 2017 (Big2a, 4.25a) have seen a relatively stable
annual output, whiléhe figures for 2018 and 2019 show a massive increase in publications

due to a national comic project in Italy, themetti nei MuseComics in Museumsgeries
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(20182019). Consequently, Italy has suddenly been the country with the most publications
and the annual releases of 2018 and 2019 of the Museum Boom hasdedxbese of the
Second Boom. Stage Il has marked a period of wider use and exploitation of the graphic
novel medium and its potentiddifferent museums and countries have contribubéth

nonEuropean institutions joining (Fig-25b).

The ltalianFumetti nei Museseries (2018019) was ca&commissioned by the Italian
Ministry of Culture and Tourism in cooperation with fiftye individual national museums.
In contrast, French museumsled by Musée du Louvre, have been the most active
commissioners in Stage Il (Fig.26). The idea of commissioning a series of graphic novels
for t he museum has been adopted by Mu s
MuseoNacional ThysseiBornemisza,and Museo Nacional del Prado. With Musée du
Louvre, Rijksmuseum, British Museum and Nacional Museo del Prado, already four national
museums in Europeavecommissioeda graphianovel two of them even a seridsouvre

Editionsand theEditorial Museo Nacioal del Prado

In Stage 1] seventyfour art institutions have commissioned and published 106
graphic novels, of which twertynewerebiographical constituting a drop from 28.6% to
19.8%® just onegraphic novel wasibout a female artist. Howevehe ratio would have
gone up without the Italian publishing burStomewhat against the overall trend, Centre
Pompidou has published four graphic novel biographies of canonical visual artists, making

it the museum with the ast biographical graphic novels of the entire Museum Boom.

The data for 2018 and 2019 is exceptionHl includes two massive and
unprecedented Italian outbursts tlaa¢ unlikely to repeat themselves as Euwmetti nei
Museiseries is finished, making finer developmentsardto predict. Excluding the Italian
publications, 2018 and 2019 have four and eleven publications respectively, and while the
former is relatively low, the latter is quite high for the Museum Boom. Therefore, the data

is inconclusiven terms of future developments.

Summary
During the Museum Boom (2068)19), a total of eighty museums have commissioned 120
graphic novels. Th&umetti nei Museseries (2018019) resulted in Italy becoming the
country with the most publications, pushiRgance, the most consistent commissioner and
publisher of graphic novels throughout the entire Museum Boom, to the second rank (Fig.
4.2b-c,4.27).

Overall, 20.8% of the Museum Boom have been biographical graphic novels about
canonical visual artists. Interestingly, Dutch art institutions have only ever commissioned

biographical graphic narratives, respectively seven, making the Netherlands the seconc
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largest publisher of suaraphic novelsafter France with twelve releas@sthe same time

the entire Italian output has been concerned w
collections. Of twentfive biographical stories, just one has been alzofemale artist,

Sonny Warm WNighs, Deathless Days: The Life of Georgette Gaéd4) for the

National Gallery Singapore, equalling just 4% of the biographical releases and less than 1%

of the entire Museum Boonit also constitutes thenly narraive about the life of a nen

European artist. In comparison, the biographical graphic novels about male artists have

formed 20% of the Museum Boom. Twerdpe of twentyfive biographical graphic

narratives have been about painters, once again demonstaatiagparent preference

already observed for the Second Boom.

Considering the figures, one realises that, with few exceptions, such as Musée du
Louvre (Fig.4.28), for most museums, the commissioning of a graphic novel has been a one
off endeavour. Interesigly, the ideaseens not to havefound much support outside of
Europe (Fig4.22b-c,4.27). Especially for the American market, both in comics and museum
terms, it has been surprising that none of the large museums in New York (Metropolitan
Museum of Art(MET), Museums of Modern Art) or the Smithsonian Institution has
commissioned a graphicnodeh | t hough the MET shomraghbes sel |l G
novell Know What | AmThe Life and Times of Artemisia Gentiles@119)3?” However,
the National Musem of American History, Washington D.C., part of the Smithsonian

Institution, prominently exhibits a Comic Art collection and sells comic books in its*$hop.

Due to the small number of publications during Stagetmulative analysis dhe
entire MuseunmBoom'sforeignlanguageeditionsis most effective The translation rates
have been, once more, strongly influenced by the Italian publishing outburst e2@03.8
giving a slightly distorted impression of low rates and thus a relatively small degree of
internationalisation. This distortion results froime fact thahone of the respective fiftgne
comicbookshavebeen translated. However, if tRemetti nei Museseries is excluded from
the data, the picture regarding translations represents the overall trend more accurately (Fig.
4.29). Those figuresndicate that theMuseum Boom commissionetsave considered
intemationalisationand transnationalisation crucial, while favouring English over other

major languages, such as French and Spanish.

The future of the Museum Boom is uncertain. Based on the ewaifilpublications
and commissioning museums between 2005 and 2019, it is plausible to assume that there

will be further French and Spanish publications, while the Italian production will likely

327 This observation of the museum shop was niaddtu, in early November 2019.
328 This observation of the museum shop was niaddtu, in early November 2019.
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return to a lower pr2018 level. Theglobal COVID-19 pandenma may have brought some
publication projects t@a halt, as museums might be waiting fasitors and in particular
touriststo return inmore significannumbes before launching a new graphic now&lso,

whet her the series of Mus®e du Louvre, Mu
del Prado, and Musddacional Thysse#ornemisza will be continuedill partly decide

the fate of the Museum Boo?# At least for theLouvre Editionsseries,a newrelease is
confirmed for 2021Finally, there exists a sizable potentdlnew museumshoosingto
commission a graphic novelfter all, this research has found Sgandinavian, Baltic,
Central or Eastern European, and few American and British musevesdrtributed to

the Museum Boom yet.

4.4. Conclusion

Al ready since the | ate 1940s, the still 'y
evolved. Over the second half of the twentieth centutyexperienced a silent
internationalisation, with releagdén Italy, Spain, Mexico, Argentindndia andthe USA,

and theClassic lllustratedseries bringing the life story of Benvenuto Cellini to large parts

of Europe. Those publications became increasingly longer but less frequent over time.
Simultaneously the narratives maturations included mepelicitly sexual and violent
language and references and resulted in a shift of the targeted readership from teenagers
young adults. Thus, gradually, the 1940s costiipshave grown into protgraphic novels.

Finally, at the dawn of the third milleni u m, t he a rcamicsgerdesas b i o
rediscovered. The Second Boom of almost 200 graphic novetgdas over twenty years
and remained an overwhelmingly Europgarenomenomnegarding the portrayed artists,
creators, and publishers. France hdsasednearlyhalf of the Second Boom, followed by

Germany, Italy and Spaioontributing about a quarter of publications.

Labarreargues that genres are constantly changing and aesrstéble a category
asthey are often considereti® Severalchanges are noticeable since the First Boom when
re-examining the genre conventions, explained and discussed in Chaptder 8 ge nr ¢
character type havelargely remainedunchanged yet shifted somewh&taturally, a
canonical artistontinues asa protagonistbut while the First Boom hashcludedartists and
individuals working in various media, the Second Boom favqainters. Also, the

secondary character of the artistic mentor seéermappeatessregularly, while the powerful

329\While 2020 markdthe fifteenth anniversary of theuvre Editionseries, the COVIEL9 pandemidikely
foiled any possible plans for special releases as well as exhibitions.

330 abarre 2020, p9-10.
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client type continues to feature Sinceits birth, the genrehas continuously marginalised

women and nofwhite artists.

The setting mainly the Italian Renaissancduring the First Bood frequently
featuresthe French and Parisian art sceféhe nineteentrand twentiettcenturyduring the
Second BoomThis shift might not be overly surprising, considering that almost half of the
publications of the Second Bodmve beefrrench Furthermore, the narrativastture has
shiffedtogasan arti st 0s ,aidiydutt farelpfarm patt of a namakive during
the Second BoonHowever thegenre's themdsave not change@sthe Second Boorstill
featuesthe samegenrespecific tropesfurtherdiscussed in the following chaptédso, the

visual conventiorof the genras unaltered by the Second Boom.

Importantly, n contrast to the First Boom and its aftermath, the Second Boom
managed to achieve institutionalisati@ancrucial steffor architexts to become a gerifé.
As Labarree x p | dbjyrbsnging o the fore specific architexts, singling them out and
makingt hem meaningful, [communities ardininstitut:i
the case of the Second Booreyeral publisher®iave startedch series of graphic novels
dedicatedtothgenr e of t he art i s WiliBlodssVerigg(kaipstey comi ¢, s
ComicBiografien), Glénat (es Grands Peintrgs Laurence KingPublishing Graphic
Liveg, and SelfMadeHero Art Masters. At the same timemultiple comics creatorfave
decided ¢ specialise in the new genre to some extpnbducingmore than just one
biographical graphic narrative about canoniwisiial artists, such a¥illi Bloess,Joann Sfar,
Gradimir Smudja,Tyto Alba, Barbara Stok, Typexyanna Vinci, Otto Gabos,Steffen
Kverneland,Lars Fiske Giuseppe De Narddhomas CampiJulian Voloj, Eddy Simon
Joél AlessandraAndre Houot Jocelyne Charrancd,i-An, and Laurence Croix This
institutionalisationby publishers and creatohsas for the first time in its historyfully
acknowledgdthe genreo f 't h e ar t Bssdistind ant impogansrenbtiyening
and confirmingts position & part of the catalogue of comics genres.

A few years after the Second Boom, a partly overlapping yet distinct publishing
boom occurred when major art museums startecboamissioning graphic novels for their
institutions. The Museum Boom has mirrored m&egond Boom elementsuch as a focus
on Europe in content, commissioners, and creators. However, only a fiftie dfluseum
Boom has been biographical, with the remaining publications being about a respective
museumos coll ection. French and I'talian art

commissoning graphic narratives in generéowever,France and the Netherlands have

331 |bid.
332 |bid., p.9.
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been the countries with the most biographical titles released so far. The data shows that mo:
art institutions have considered the commissioning of a graphic novelatfareleavour.
Regardless,eseral museums have started a respective series of graptals especially

in France and Spaiin commissioning graphic novelthosestakeholderacknowledge the
comics mediunand its potential for museums and ttedivery of art historical information

to a broader audiencéurther discussed in Chapses to 7. At the same timewith their
biographical graphic novels,the art museums join the publishers and creators in
institutionalisngthea r t i st 6 s [lwsgenge Mmagutdntly, theeyhawne the opportunity

to do so even outsidaf comics communities

The futureofth@ar t i st 6s bi ography comics genr €
and the Museum Boostill ongoing and thus the respective end of Phase Il and Stage Il yet
undetermined. Howevethere were several publicatiomegisteredfor 2020 and 2021
Furthermorethe potential for further publications in the genre is significdny non
Europeanpublishers and art museums haveet t o deci de whet her
comic has a future in their ey&3sicseryRonay argues a Boothatdoes not end turns into
an Age®*3Thus, f either the Second Boom or the Museum Bowere tocontinug this
thesis might be documenting the beginning ofAhet i BsogrépkyComic Age or the start

oft he ¢ omi cMuseum Ageu mo s

333 CsicseryRonay2003.
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Fig.4L AiAdvent ur e sClassfcs llDsratédNoB8 (June 1947), cover s howi ng
banishmenfrom his home towmf Florence after defending his brothiera violent streetfight, mirroring
the First Boomod striumphandslespail. moment s of

LE AVVENTURE o]

Fig.4d2fiLe avventur e diReBiet.nlulel®949A lob o«C eNodi@bniAugusi 1974),
cover foregrounding marti al an dhileaatbe showindis besiksowra

sculpturePerseus with the Head of Medusairroring theopening panels and narratives from Hiest
Boom.
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i Advent urGassicollifustr&tedNol3g8 (Acitobed 1961), covdpregrounding martial
advent ur ous ansrmprangtheopenirig pabes ahdinarrati&es fromithe Eirst Box

RAGAZZL

in questo numero

» seconda puntata

Gotto

[ 4 7,

Fig. 4.4 Messaggero dei Ragazkio.8 (April 1966), cover showing thediscovery of the artist by
Verrocchio, an anecdote alreaglyed byasari andthe genrespecific trope of Artistic Destiny.
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Fig. 4.5:H. C. JayalRabindranath Tagoré 1 986 ) , cover, emphasising
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Fig. 4.6: Bet o, Lové &nd Ratketda28 (December 1988), p.lfeaturing a narrative no longe
aimed atdolescents but mature readers.
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Fig.47. Frank Stack. fANo Hope. No Fe aBlab!/Nb.B &umerr
1995), p.73featuring a narrative no longer aimed at adolescents but mature readers
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Fig.4.8a: Annual numbers of graphic noyalblicatiors aboutanonical visual artists (1971899) (n=32)
visualsing the situation during the runup to the Second Boom (200®@)© Tobias J. YeKiener.
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Fig.4.8b: Annual numbers of graphic noyiblicatiors about canonical visual artists (197899)divided
by countries (n=32)indicating when and to what extent those regions were involved in publis
respective graphic narrativ€sTobias J. YeKiener.
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Fig. 4.8c: Numbers of graphic nov@lublicatiors about canonical visual artists (19Y899)divided by
countries (n=32)indicaing ther share ottomics publication® Tobias J. YuKiener
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Fig. 4.9a: Annual numbers of graphic naveublicationsabout canonical visual artistsiring the Second

Boom (20062019)(n=199) visualigng the situation durin_and Phasell (2012
2019)© Tobias J. YuKiener.
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Fig. 4.9b: Annual numbers of graphic noveliblicationsabout canonical visual artistisiring the Second
Boom (20002019)divided by countries (n=199 indicating when and to what extent those regions w
involved in publishing respective graphic narrati@3$obias J. YeKiener.
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Fig. 4.9c: Numbers ofjraphic novepublicatiors about canonical visual artistkiring the Second Boorr
(2000-2019)divided by countries (n=199)ndicating their share of comics publicatig®@slobias J. Yu
Kiener.
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Fig. 4.10: Annual numbers of graphic novplblicationsabout canonical visual artisthuring Phase |
(2000-2011) of the Second Boodivided by countries (n=61)indicatingwhen and to what extetttose
regions were involved in publishing respective graphic nars@v&obias J. YeKiener.

number of percentage of
Country publications Bt:fmsgﬁggg |
France 31 50.8%
Germany 19 31.2%
USA 3 4.9%
Spain 2 3.3%
The Netherlands 2 3.3%
Italy 1 1.6%
Japan 1 1.6%
Norway 1 1.6%
Switzerland 1 1.6%

Fig. 4.11: Ranking of countriepublishinggraphic noved about canonical visual artisteiring Phase |
(2000-2011) of the Second Boom (100% = GhHicating their share of comics publicatipmsth figures
rounded to the nearetenth© Tobias J. YeKiener
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Phase |

Number of
. translations
Translation .
Language into the
rate .
respective
language
Spaish 18.6% 11
English 15.5% 9
Italian 11.6% 7
French 10% 3
German 7.1% 3
Chinese 3.3% 2
Czech 1.6% 1
Dutch 1.6% 1
Finnish 1.6% 1
Portuguese 1.6% 1
Slovenian 1.6% 1
Swedish 1.6% 1

Fig. 4.12: TranslationRankingof Phase | (200@011) of the Second Booby languageswith figures
rounded to the nearest tenth

The translatiorpractices of graphic novels have been examined to show and judge the attractivel
specific languages over others and the level of internationalisation for the various. bhéoresver,
publishing and translation trends can be determined by compaénegstiitsfor several languages

The translation rate (R) indicates how popular (with a high translation rate) or niche (with a low tran:
rate) specific languages andmic bookmarketsare consideretdly stakeholdersWhen considering the
translations rate for several different laagesthey suggest whether the publicatioaisn for domestic
(overall low translation ratesy international (overall high translation rates) audiences

Thetranslation rate (R) is calculated for each language individually but follows the same formula

For example, there might have been 100 publications (P), of which 75 (X) are published in Fren
only 50 (Y) are original French editions.

P = 100(number of publications)
X = 75 (number of publications in French)
Y =50 (number of original French editions)

To determinethe number of translatioriato French (Z), the number of original French editions (Y)
subtracted from the number of publications available in French (X). The result is 25 publications.

75 (X)1 50(Y) = 25 (2) (number of French translations)

To remove original French editions (Y) from the equatasonly translations are relevaahy original
French editions (Y) are deducted from the total number of publications (P). The result is 50 public:

100 (P)- 50 (Y) = 50(number of norFrench original editions)

Subsequently, the number of French translations (2) is divided by the number-Bfemmh original
editions (P Y).

25 (2) /150 (P-Y) =50 % (R)

The resulting translation rate (R) showe thercentage of nefrench original editions translated int
French. i.e. 50% in the exampleindicatesthe attractivenessf the FranceBelgian comic book market
to stakeholders, such as publishers, and whether and how hard they were trying to push into itit Fi

allows putting the number of publications in French and the number of original French edition
perspective© Tobias J. YuKiener
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percentage
number of of the
Artist L Second
publications
Boom
Phase |
Jules Pascin 7 11.5%
Vincent van Gogh 5 8.2%
Leonardo da Vinci 4 6.6%
Henri de Toulousé.autrec 4 6.6%
Winsor McCay 4 6.6%
Marc Chagall 3 4.9%
Frida Kahlo 2 3.3%
Rembrandt van Rijn 2 3.3%
Salvador Dali 2 3.3%

Fig. 4.13: Ranking othemost populamdividualsportrayed in graphic novel publicatioalsout canonical
visual artistgduring Phase | (200@011) of the Second Boom (100% = gihdicating thegreaterappeal
of certain artists over othemsjth figures rounded to the nearest te@tfiobias J. YuKiener

percentage
: number of of the

Medium publications SBeoc(;)r:d

Phase |
painting 42 68.9%
painting, prints 7 11.5%
drawing 4 6.6%
painting,drawing, sculpture 4 6.6%
painting, sculpture 1 1.6%
painting, sculpture, drawing 1 1.6%
architecture 1 1.6%
painting, drawing 1 1.6%

Fig.4l4Ranking of individual s6 media usage i n ¢

during Phase (20002011) of the Second Boom (100% = Gifjdicating thegreaterappeal of certain‘
media over othersyith figures rounded to the nearest te@tfi obias J. YeKiener
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Fig. 4.15: Annual numbers of graphic novplblicationsabout canonical visual artistkiring Phase 1
(20122019) of the Second Boodividedby countries (n=138)indicating when and to what extent thot
regions were involved in publishing respective graphic naas® Tobias J. YeKiener.

percentage
number of of the
Country L Second
publications
Boom
Phase Il
France 63 45.7%
Italy 18 13.0%
Germany 13 9.4%
Spain 13 9.4%
The Netherlands 8 5.8%
Japan 8 5.8%
USA 7 5.1%
Norway 4 2.9%
Austria 1 0.7%
Belgium 1 0.7%
Singapore 1 0.7%
UK 1 0.7%

Fig. 4.16: Ranking of countries publishingaphic noved about canonical visual artists duriftpasell
(20122019) of the Second Boom (100% = 13B¥icating their share of comics publicationgth figures
rounded to the nearest ter@hrobias J. YuKiener
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Phase I

Number of
: translations
Language Translation into the
rate respective
language

English 29.5% 38
Spanish 23.8% 30

French 24.0% 18
German 20.0% 25

Italian 10.0% 12

Dutch 9.5% 12

Polish 4.3% 6

Turkish 4.3% 6

Chinese 3.6% 5

Russia 2.9% 4

Serbian 2.2% 3
Japanese 1.5% 2

Catalan 1.4% 2

Danish 1.4% 2

Greek 1.4% 2

Korean 1.4% 2
Portuguese 1.4% 2
Albanian 0.7% 1

Arabic 0.7% 1

Croatian 0.7% 1

Czech 0.7% 1
Hungarian 0.7% 1

Fig. 4.17: TranslationRankingof Phase Il (201:22019) of the Second Boobwy languagewith figures
rounded to the nearest tenth

The translation practices of graphic novels hbgen examined to show and judge the attractivenes
specific languages over others and the level of internationalisation for the various booms. Mo
publishing and translation trends can be determined by comparing the results for several language

The translation rate (R) indicates how popular (with a high translation rate) or niche (with a low tran:
rate) specific languages and comic book markets are considered by stakeholders. When considi
translations rate for several different laages, they suggest whether the publications aim for dom:
(overall low translation rates) or international (overall high translation rates) audiences.

For an example of how the translation rate is calculated, please see Fi@ #dlflas J. YeKiener
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percentage
of the
Artist pTJlE)rITi]cbaetiro?]fs Second
Boom
Phase Il
Pablo Picasso 8 5.8%
Francisco de Goya 5 3.6%
Frida Kahlo 5 3.6%
Salvador Dali 5 3.6%
Vincent van Gogh 5 3.6%
Artemisia Gentileschi 4 2.9%
Gustave Courbet 4 2.9%
Leonardo da Vinci 4 2.9%
Paul Gauguin 4 2.9%
Andy Warhol 3 2.2%
Caravaggio di Meresi 3 2.2%
Claude Monet 3 2.2%
Edward Munch 3 2.2%
Egon Schiele 3 2.2%
Gustav Klimt 3 2.2%
Kat sushi ka )éei ( 3 2.2%
Henri Magritte 2 1.4%
Hieronymus Bosch 2 1.4%
JeanMichel Basquiat 2 1.4%
Peter Paul Rubens 2 1.4%
PierreAuguste Renoir 2 1.4%
Piet Mondrian 2 1.4%
Rembrandt van Rijn 2 1.4%
Robert Capa 2 1.4%
Tamara de Lempicka 2 1.4%

Fig. 4.18: Ranking of the most popular individuals portrayed in graphic novel publications about can
visual artists durindPhase 1l (20122019) of the Second Bognndicating thegreaterappeal of certain
artists over othersyith figures rounded to theearest tentfil00% = 138) © Tobias J. YKiener
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percentage
number of of the
Medium e Second
publications B
oom
Phase Il
painting 90 65.2%
painting, prints 12 8.7%
painting, drawing 8 5.8%
drawing 6 4.3%
architecture 5 3.6%
sculpture 5 3.6%
painting, drawing, sculpture 4 2.9%
painting, sculpture 4 2.9%
painting, street art 2 1.4%
photography 1 0.7%
prints 1 0.7%
Fig.419Ranking of individual s6 media usage in ¢

during Phasél (20122 019) of the Second BE@% =h3p)indicating teet
greater appeal of certain media over otheii) figures rounded to the nearest te@hrlobias J. Yu
Kiener

percentage
Country nunjber of of the
publications Second

Boom
France 94 47.2%
Germany 32 16.1%
Italy 19 9.5%
Spain 15 7.5%
The Netherlands 10 5.0%
USA 10 5.0%
Japan 9 4.5%
Norway 5 2.5%
Austria 1 0.5%
Belgium 1 0.5%
Singapore 1 0.5%
Switzerland 1 0.5%
UK 1 0.5%

Fig. 4.20: Ranking of countriepublishinggraphic novepublicationsabout canonical visual artists durin
the Second Boom (20€@019) (100% = 199)indicating their share of comics publicatiomsth figures
rounded to the nearest ter@hTobias J. YuKiener
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percentage
Artist nunjber of of the
publications Second
Boom
Vincent van Gogh 10 5.0%
Pablo Picasso 9 4.5%
Leonardo da Vinci 8 4.0%
Frida Kahlo 7 3.5%
Jules Pascin, 7 3.5%
Salvador Dali 7 3.5%
Francisco de Goya 5 2.5%
Henri de Toulousé.autrec 5 2.5%
Paul Gauguin 5 2.5%
Winsor McCay 5 2.5%
Andy Warhol 4 2.0%
Artemisia Gentileschi 4 2.0%
Egon Schiele 4 2.0%
Gustave Courbet 4 2.0%
Rembrandt van Rijn 4 2.0%
Caravaggidali Meresi 3 1.5%
Claude Monet 3 1.5%
Edward Munch 3 1.5%
Gustav Klimt 3 1.5%
Hieronymus Bosch 3 1.5%
Kat sushi ka )ei ( 3 1.5%
Marc Chagall 3 1.5%

Fig.4.21: Ranking of the most popular individuals portrayed in graphic novel publications about can
visual artists duringhe Second Boom (2068019) (100% = 199)indicating the greater appeal of certa
artists over othersyith figures rounded to the nearé¢sntl© Tobias J. YeKiener
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Fig. 4.22a: Annual numbers of graphic novel publications about canonical visual artists theiktyiseum

Boom (20052019) (n=120) visualisng the situation durin@tagel (20052011) and|[Stagell (2012]
2019)© Tobias J. YeKiener.
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Fig.4.22b: Annual numbers of graphic novel publications about canonical visual artists theiklyseum
Boom (20052019)divided by countries (n=120Q)indicating when and to what extent those regions w
involved inpublishing respective graphic narratived obias J. YeKiener.
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m France
Italy
Spain
= The Netherlands
USA
United Kingdom
= Singapore

= Switzerland

Fig. 4.22c: Numbers of graphic novplblicatiors about canonical visual artisdsiring the Museum Boom
(20052019)dividedby countries (n=120Qjndicating their sharim the comics prodttion© Tobias J. Yu

Kiener.
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Fig. 4.23a: Annual numbers of graphic novplblicationsabout canonical visual artists duriggage |
(20052011) of he Museum Boomdividedby countriesindicating when and to what extent those regic
wereinvolved in publishing respective graphic narrati@3$obias J. YuKiener

percentage
number of of the

Country publications Museum

Boom

Stage |
France 9 64.3%
Italy 2 14.3%
Switzerland 1 7.1%
The Netherlands 1 7.1%
United Kingdom 1 7.1%

Fig. 4.23b: Rankingof countries publishingraphic noved about canonical visual artists duriggage |
(20052011) of the Museum Boo100% = 14)indicating their share of comics publicationsth figures
rounded to the nearest ter@hl obias JYu-Kiener
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percentage
number of of the
Museum ublications Museum
P Boom Stage
|
Musée du Louvre 6 42.9%
British Museum 1 7.1%
Musée Bourdelle 1 7.1%
Musée de Cluny Musée du MoyerAge 1 7.1%
Museo di Capodimont@Napoli) 1 7.1%
Matisse MuseuniNice) 1 7.1%
Museo Nazionale Etrusco di Villa Giuli& Museo
) . T 1 7.1%
Cerveteri, Museo di Tarquinia
Van Gogh Museum 1 7.1%
Zentrum Paul Klee 1 7.1%

Fig.4.24: Ranking of museums ecommissioningyraphic novepublicationsabout canonical visual artist:
during Stage | (20082011) of the Museum Boonfl00% = 14) indicating their share of comic:
publicationswith figures rounded to the nearest te@tfiobias J. YeKiener
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Fig. 4.25a: Annual numbers of graphic novpublicationsabout canonical visual artists duriggage |
(20122019) of the Museum Boodividedby countrieg100% = 106)indicating when and to what exter
those regions were involved in publishing respeagirgphic narrative® Tobias J. YuKiener
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percentage
number of of the
Country S Museum
publications B
oom
Stage I
Italy 51 48.1%
France 38 35.8%
Spain 8 7.5%
The Netherlands 6 5.7%
USA 2 1.9%
Singapore 1 0.9%

Fig. 4.25b: Ranking ofcountries publishingraphic noelsabout canonical visual artists duriggage Il
(20122019) of the Museum Boortl00% = 106) indicating their share of comics publicationgth
figures rounded to the nearest te@tff obias J. YeKiener

percentage
of the
number of
Museum .. Museum
publications
Boom
Stage Il
Musée du Louvre 15 14.2%
Mus ®e dbOrsay 7 6.6%
Centre Pompidou 5 4.7%
El MuseoNaciond ThysserBornemisza 4 3.8%
Museo Nacional del Prado 4 3.8%
Musée des Arts et Métiers 3 2.8%
Chéateau de Versailles 2 1.9%

Fig. 4.26: Ranking ofmuseums c@ommissioning multiplegraphic novelpublicationsduring Stage I
(20122019) of the Museum Boor(l00%= 1®), indicating their share of comics publicationgith
figures rounded to the nearest te@tff obias J. YeKiener

percentage
Countr number of of the
y publications Museum

Boom
Italy 53 44.2%
France 47 39.2%
Spain 8 6.7%
The Netherlands 7 5.8%
USA 2 1.7%
Singapore 1 0.8%
Switzerland 1 0.8%
United Kingdom 1 0.8%

Fig.4.27: Ranking of countries publishirgraphic novels about canonical visual artists dutiregMuseum
Boom (20052019)(100% = 120, indicating their share of comics publicationsith figures rounded to
the nearest tent® Tobias J. YuKiener
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percentage

number of of the
Museum .

publications Museum

Boom

Musée du Louvre 21 17.5%
Mus ®e dbOrsay 7 5.8%
Centre Pompidou 5 4.2%
El MuseoNacional ThysseiBornemisza 4 3.3%
Museo Nacional del Prado 4 3.3%
Musée des Arts et Métiers 3 2.5%
Van Gogh Museum 2 1.7%

Fig. 4.28: Ranking of museums ecommissioning multiplgraphic novepublicationsduringthe Museum
Boom (20052019) (100%= 12)) indicating their share of comics publicatiomgth figures rounded to
the nearest tentl® Tobias J. YeKiener
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Museum Boom

Number of
. translations
Language Translation into the
rate respective
language

English 30.8% 20
French 18.2% 4

Italian 11.9% 8

Spanish 11.5% 7

German 8.9% 6

Chinese 5.8% 4
Japanese 4.3% 3

Danish 2.9% 2

Greek 2.9% 2

Korean 2.9% 2

Turkish 2.9% 2

Dutch 1.6% 1
Albanian 1.4% 1

Arabic 1.4% 1

Catalan 1.4% 1

Croatian 1.4% 1

Czech 1.4% 1
Hungarian 1.4% 1

Polish 1.4% 1
Portuguese 1.4% 1

Russian 1.4% 1

Fig. 4.29: Translationrankingof The Museum Boom (2088019) by languagesexcludingFumetti nei
Museiseries (2018019) with figures rounded to the nearest tenth

Thetranslation practices of graphic novels have been examined to show and judge the attractive
specific languages over others and the level of internationalisation for the various booms. Mo
publishing and translation trends can be determinezblmparing the results for several languages.

The translation rate (R) indicates how popular (with a high translation rate) or niche (with a low tran:
rate) specific languages and comic book markets are considered by stakeholders. When consid
translations rate for several different languages, they suggest whether the publications aim for d
(overall low translation rates) or international (overall high translation rates) audiences.

For an example of how the translation rate is calcu)qtieéhse see Fig. 4.12 Tobias J. YeKiener
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Chapter 57 Museum Comics: Analysing the Corpus

The Second Boom, with almost 200 publications between 2000 and 2019, would be too
extensive to analyse in detail over just one PhD. Also, its publishers are generally not art

historical institutions. Therefer the Second Boom would constitute an unsuitable corpus.

To answer the research aimsregardindparts t or i cal i nstituti c
the corpus of case studies can only include publications from the Museum Boom.
Additionally, questions aboutrtahistorical traditions in biographical graphic novels
naturally demanded the choicedontain biographies exclusivelthereby excluding works
about a museumés collections. A final <c¢cr
in either Englid or German to allow for a close reading and subsequetepth analysis.

The case studies are analysed in this chapter, while Chapter 6 investigates their relate

exhibition® just one graphic novel was not displayed.

Despite arguing for more inclusive tdnistorical canon(s), as the existing
biographical graphic narratives about visual artists almost exclusively feature canonical
individuals in a traditional sense, this thesis inevitably analyses writings about canonical
artists using Western ahnistorical tools, such as established periodisations and academic
standards regarding referencing. It thus might unintentionally repeat established tropes o
contribute to the canonisation of individuals. However, this is no conscious choice but a

result of the reearch material available to the researcher.

5.1.The Research Corpus

The final corpus provides answers to the research aims and depicts the general characteristi
of the biographical part of the Museum Boom. It consists of six biographical graphis novel
about European canonical male painterss@mmissioned, cedited, cefunded and co

published by different art museums in Europe between 2008 and 2013 (Fig. 1.1).

Klee (2008) was created by Christophe Badoux for the Zentrum Paul Klee, Bern,
Switzerland. It was the very first graphic novel biography of a canonical painter co

commissioned by an art museum.

Le Ciel audessus du Louvr€2009) was drawn by Bernar Yslaire amditten
together with JeaRlaude Carriére for the Musée du Louvre, Paris, France. It is part of the

first and longestunning graphic novel series by an art museumEtligons Louvreseries.

Dali (2012) was created by Edmond Baudoin for the CentmgoiRtou, Paris, France.

't inaugurated the institutionds series,
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Vincent(2012) was created by Barbara Stok for the Van Gogh Museum, Amsterdam,
Netherlands. It constituted the very first Dutch graphic novel about a canonical painter. It is
by far the most successful graphic novel of the entire Museum Boom (and the Second Boom)
released in at least eighteen languages, made possible by the Dutch Comics Network

discussed in Chapter 7.

Rembrand{2013p with some exceptions discussed badowas created by Typex
(Raymond Koot) for the Rijksmuseum, Amsterdam, Netherlands. Thankspors from
the Dutch Comics Network, the monumental narrative has been released in at least ten

languages.

Jan van Scorel. Sede Vacante 152313) was drawn by Paul Teng and written by
Jan Paul Schutten for the Centraal Museum Utrecht, Utrecht, Nettheitaeceived advice

from the Dutch Comics Network.

Therefore, the corpus is a balanced mix and capable of answering the research aims
while also demonstrating and discussing the main aspects of the Museum Boom. It consists
of publications taken from ses and onehots, commissioned by national and municipal
museums, and art institutions focusing on a single individual. The inclusion of the respective
portrayed artistsd styles in the graphic novel
allows adetailed analysis of the role of original artworks and the translation into and
i nterpretation in the comics medi um. Some book
biography, while others depict a whole lifespan. Some titles have an apparentdoedjecl
educational aim and include appendices, while others focus more on an artist's emotional
portrait. The different formats and approaches reveal the advantages and disadvantages of
each method.

The artists portrayed in the corpus, taken from Westenmean as well as national
and local canons, showcase the dominance and importance of such canons of art history in
the Museum Boom. In choosing canonical individuals and their art as subjects of graphic
novels, the publications reproduce, reconfirm, andr engt hen t he canons and

position, creating a canonical feedback loop.

Although not used for the analysis, it is nevertheless necessary to point out that Pierre
Bourdieu theorised about the networks active in the construction of objedtsdanduals
in the literary and artistic field$* According to his theories, social agents, holding differing
amounts of cultural as well as social capital, occupy and manipulate the social positions of

artworks and artists in an everchanging struggle, am Bourdieu calls d6arti

334 See Bourdieu 1993; 1983.
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t a k P*hEyeryone involved in the inception, creation, distribution, consumption, and
perception of cultural products, such as biographical graphic novels, including creators,
editors, publishers, audiences, andesitcan become such a social agent. Art museums, as
institutions holding significant cultural and social power, thus probably one of the most
powerful and influential social agents in such a network, contribute considerably to the
canonisation of artworkand their creators through acquisitions, exhibitions, collections, and,
not least, book releases. Therefore, such art institutions play a crucial role in the creation o
canonical feedback loops. This research shows that since 2005 several major (mainly
European art museums, supported by a network of stakeholders, have used their culture
power to enshrine various established canons of art history in yet another medium, in co

commissioning, cdéunding, ceediting, and cepublishing respective graphic ndse

The corpus is analysed, following the same patterns and criteria for each case study
A brief introductory part gives the basic facts, names the utilised sources, including many
interviews and questionnaires conducted for this research, and entlsihwgh p | ot 6 s ¢
The anecdotes in the narrative and any similaritesth arts t or i ¢ a | tradit
biography and monograph are examined, such as using tkentHeork model and
presenting (parts of) aal lagltgd sttd saroteiustr &
and the First Boom, such as gespecific tropes, are highlighted. Where applicable,

resembl ances with the modern paintero6s n

The analysis then traces the whole project from its inception, loakitig timeline
and the various levels of engagement of the different stakeholders throughout the creatior
process, and at aspects of comics work. In particular, the roles of the respective museum
and publishers is of interest, such as in facilitatingaandd i ng cr eat or soé6 pr
in their role as editors and the hence part of the wider authorship shaping the content, and &
subsequent promoters and seller of their product. Also, the research is determined to identif
as many comics workers a®ssible, whose contributions are often overlooked, such as

colourists and designers.

Furthermore, the thesis looks at the narratological, research, and artistic approache
and formal devices used by the respective creator(s). One focus is on whethespbeted
original artin situand subsequently followed the ligmdwork model in their research, like
authors of traditionalath i st or i cal monographs. The com
possible content, are also researched in this contexedver, the thesis examines if artists

bl ended their personal style with the po

335Bourdieu 1983, p.312.
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informed the narrative as it did for Renaissahmmgraphies, such as by Vasari and van
Mander.

Naturally, the researchnalyses the inclusion and citation of, and response to original
museum art, i f and how an artistds oeuvre
embedded in the narrative. Further, the study asks if and how the comics medium and its
advantages for sual storytelling are exploited, including the wamthge relationship,
different artistic styles, page and panel layouts, and colouring to enhance the reading

experience. A focus lies on the use of tools such as infographics, braiding and rhyming.

Afterwards follows a critique of the graphic novel, focussing on inconsistencies,
mistakes, errors, and missed opportunities that affect the reading experience, on the
distinguishability and citation of original museum art, and a cleasfii@ain division. As
this research considers biographical graphic novels about canonical painters co
commissione@nd cepublished by art institutions adult museum publications, it applies the
same respective criteria regarding qualityshastorical and historical accuracgnd correct

andcompletereferencing in its discussion and analysis.

Finally, a brief considerationf the targeted as well as the likely audiences, and a
determination of the differeiperceived levels of success and satisfacioong the various
stakdnolders, is included. While great effort is taken to ensure a balanced and unbiased
description and discussion of each case study, the varying levels of available sources do not

always allow for an equally tdepth analysis of all publications.

To investigte the corpus, the researcher has collected new primary sources. Only
due to more than twenty sesstructured interviews and questionnaires, conducted with the
respective artists, museums, domestic and foreign publishers, and funding bodies he has
gainedan inside view of the graphic novel projects. These interviews were complemented
with institutional documentation in the public domain, such as annual and managerial reports,
press releases, and guidelines, as well as by scrutinising social media andgpdiarances,
providing additional information on how the various stakeholders perceived the graphic
novels artistically, economically and strategically. These new materials draw a

comprehensive picture of the graphic novel projects and their stakehaldaisssed below.

5.2.SwitzerlandKlee

The Zentrum Paul Klee in Bern-ammmissionedleefor the use in a museupedagogical
context, subsequently drawn and written by the “ketlwn Swiss comic artist, illustrator,

and graphic novel creator Christophe Badoux (128#6), aided by colourist Nora
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Weyermann, it was published by Edition Modeimspring 2008. As part of the Swiss comic
festival Fumetto 2008 the book was launched at Sammlung Rosengart in Lucerne,
Switzerland, where it also featured in a small exhibition. The segtqen pages dfleg
excluding three pages of endnotes, are &ired into eleven unnumbered chapters of five

to seven pages, mostly episodes taken from Paul Klee's life. However, the book also feature
stories without the artist himself appearing. The content reveals a noticeable educationa
interest, an approachtm@tonsti t utes one part of the bo
addition to the fact tha€leewas the very first biographical graphic novel about a canonical
painter ever cgublished by an art museum. As the only Swiss example, it stands alone in

the corpus, allowing for analysis and comparison with French and Dutch approaches.

Gaining firsthand informatiorfrom Badouxwas not an option in the casexkdée33°
Attemptsto talk to someone involved in the project at the Zentrum Paul Klee were only
temporarily successfuf®’ The publishing director at Edition Moderne, David Basler, was
willing to share some basic information about the project. The Museum Sammlung
Rosengart, where Klee was launched and a corresponding short exhibition hosted, provide:
the most substantial help and support for the research in sharing large amounts of origina
material, including Ba’addikodaly, asckieat ncaterals, a n

such as annual reports, newspaper articles and interviews, were used.

The narrative starts in Bern in 1898 when Klee is eighteen years old. The young artist
moves to Munich. Ther e, he meets his fut
Blauer Reiter[Blue Rider], which he will later join, and is noticed by the ga@teHans
Goltz, who will organise Kleebs first so
define himself artistically: during a twweek trip to the Musée du Louvre, he completes his
art-historical studies, while a short visit to Tunisia alloiee to make the step from a
draughtsman to a painter. Klee is drafted for WWI but continues his artistic work. During
the 1920s, Klee teaches at tBauhausin Weimar and Dessau, holding the position of
Meister [Master]. In 1931, Klee moves again to teaththe Kunstakademie Dusseldorf
[Disseldorf Academy of Art]. The rise of the National Socialists to power results in Klee
|l osing his job and his art bei rEgtartetokursi s c ¢

336 Christophe Badoux died from a heart attack aged+ifty in 2016, befor&leewas chosen for this research
and he could have been interviewed about the project.

337 The shop manager at the Zentrum Paul Klee at the time of the commission and execution, Helen Moser, ha
left the company. While an initial contact was established, itswaa discontinued by Ms Moser.

338 The researcher wishes to express his immense gratitude to Museum Sammlung Rosengart in sharing the
documents, which became extremely important in understanding the artist Christophe Badoux and his work
onKleeand enable much of the research.
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[ 6 De g e n e #Kleecemigratds ddern and continues to pairilee ends where it
started, in Bern, in May 1939, a year before t

Kleefollows the traditionalarh i st or i cal arti stdéds monographos
part of the portraye dasapardle te thednarrative tedrawa by wi t hi n
Badoux. As the artworks are cited on the page or in the endnotes, readers can familiarise
themselves with the compositions and subjects
monographos triadi s$ewver als pmnecewnttes about t he
creation of particular famous artworks and partly following adifiebwork model in trying
to link the two. However, it does so in a strictly historical sense, as the book does not indicate
anemd i onal ' i nk bet we e rOn thdee lmamdi witk eleven sdifi f e and
contained episodes or chapters, the book is anecdotal and could be interpreted as a collection
of short stories based on individual anecddbtesh ei r | engt hs bioggeghg mbl i ng ar
comics from the 1940s. On the other hand, the graphic novel also features specific anecdotes

and tropes welknown from arthistorical writings and the First Boom.

For example, in telling the readesto that oOal
become an artist,d being 6a talented violin p
executing drawings, paintings and sculpturékee features anecdotdarnedtropes of
artistic destiny and genié’ Also, Paul Klee is depicted as revolutionisingwing and
painting on several occasions. He develops new artistic techniques, such as finding pre
existing figures in the lines on pebbles or a marble table (Fig. 5.1) and projecting his
drawings on a glass plate onto a paper to distort them (Fig. 22¢r&ly, he moves towards
a higher level of intuition and abstraction in his art. There are also aspects of alikermit
life, in working in a darkened room on a sunny day (Fig. 5.3), reminiscent of stories of a
hermitds retreat Studidhreqaently &picted ihart lostory, mosh  hi s
prominently by Albrecht Durer (Fig. 5.4). The trope of obsession appears too, when Paul
Klee paints excessively in his late years, even risking his health. In this context, in the last
scene, taking place ®yar bef ore K|l eeds deat h, Fritz Lot mar
tell s him, 6soon you wil/|l have painted everyth
6do you real |l y3®fThsidedtasgréa( Fagti §t 63gnomany art i s
be realised and expressed within his lifetredready appeared during the First Boom in
stories about Leonardo da Vinci, Augustus St Gaudens, and Winslow Ffirally, the

S¥GEnt ar t dhegenekated Art{18 July to 30 November 193a) theHofgarten[Court Garden] in
Munich.

340Badoux 2008, p.1; Unless otherwise stated, all translations are by the author.
341 pid., p.66.
342[Uncredited] November342; March 1947; May 1946; Griffiths and [Uncredited] June 1946.
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narrative frequently features aspects of competition among fellow astistsas the various
members of th&lauer Reitergroup as well as thBauhaus

Details about how thKlee project started are not available. A pamphlet, produced
for the launch of the graphic novel, seems to explain what the Zentrum Paul Klee had in

mind when approaching Badoux:

6Because the childrends and youth litere
narrative publication about the life and work of Paul Klee, the Zentrum Paul Klee
commissioned the Zuriehased comic artist and illustrator Choigshe Badoux to tell the life

of Paul Kl #e in a comic.

The fact that Badoux previously illustrated schoolbooks and cré&atidas Fantastische
Reisg[Fatmasfantasticjourney] (20069 blending (medical) facts and educational content
with an exciting (fictional) narrative, targeting the same age grolfiee® undoubtedly
increased his chances of receiving the commis¥tbiRossibly, Badoux was approached
directly by themuseum and the publisher without making a pitch, and he and the publisher
came as a package, as discussed below. According to the cantepte gr ap hi c e
should resemble tHegauhaus t y | e, 6 Bvdd @ ligredokird[eear line] drawings
particularly wellsuited to support such a clean and sober form as well as the
abovementioned educational approach of the graphic A\Fhally, in his home country,
Badoux was already a wadktablished and successful comic artist who had already
published several graphic novels, and a vkelbwn illustratorfor Swiss newspapers and
magazines, such &keue Ziricher Zeitundie WeltwochgDie Wochenzeitunyelojournal
Bolero, andCASH andthe Swisscomic magazin&trapazin

Badoux had histudioat the headquarters 8trapazin So does David Basler, one
of the cepublishers ofStrapazinas well as a founder and the publishing director of Edition
Moderne, the publisher #fiee which isbased at th8trapazinoffice. Basler claims he was
not involved in the commissioning dflee having no restrictions or demands and not
providing any editing s ulpp@#Théseactountspictueel y
a publishing house strangely passive and uninvolved in its own business to the degree o

indifference, satisfied with not having any agency in the decisions made during the creations

343 Fumetto 2008

344 Fatmas Fantastische Rejsecollaboration with Prof. Dr. med. Nadia Khan, explaining the cerebral vascular
disorder Moyamoyagiopathyto young patients to be read befoezeiving brain surgeryMoyamoya

Center- International Competence Center for Treatment of Moyamoya Childien t he chi | dr e |
in Zurich, l ed by Prof. Dr . me d . Nadi a Khan, d
Moyamoya to your chl dr en. 6 URL: htt p:disease/meyamoyeildren® y a . n

books_176en.html (Accessed 11/08/2020).
345Badoux 20074, p.1.
346 Basler 2017.
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of its product. It is happily reduced to recetyia complete manuscript, unedited by anyone

at the company, performing the mere mechanical tasks of printing, binding, and transporting
the book to stores. Indeed, according to the publication itself, there was no editor from
Edition Moderne®*’

Such an amangement would certainly benusual as publishers carry the most
significant financial risk of all the stakeholders in a book project, as Pasigalreargues
in the context of pu¥iEves wherrsbkading the financial isksc o mi ¢ s w
with the museum, the publisher would still be interested in guaranteeing success by ensuring
quality content targeting their audiences. Furthefévre explains that publishers usually
have informal structures about which people do not want or cannotdali,fincluding for
editing, existing parallel to formal oné¥.Considering this and that Basler and Badoux
shared the office throughout the entire project, the researcher thinks it quite possible that a
constant level of exchange between Badoux and Baskurred about the shaping and
progress of the project. Therefore, ongoing editing, possibly unregistered by Basler himself,
could have taken place while there were no official meetings between publisher and artist.

Basl er &8s ac c oun lkee'sapublssitewas chgsgnenmminlhsfor pracacal K
and personal reasons: Basler and Badoux had known each other for more than a decade,
collaborating orStrapazirand graphic novel projectsr twelve years. Also, publishers will
try to commit talents to theiown company, preventing them from working for oth&?s.
Consequently, it would be plausible that either Badoux brought along his own publisher or
the publisher, when approached, suggested Bad®egardless, it should be considered
possible they came as a packafiee Zentrum Paul Klee probably appreciated the move,
since Edition Moderne was waibnnected on the comics market and could provide
established domestic and international distributidwagks, in contrast to the museum. This
arrangement also facilitated the translation of the German original into French and Italian,

covering three main languages of Switzerland.

Exactly when the Zentrum Paul Klee-commissionedleeremains unestablished,
regardlesstHelen Moser, shop manager at the time, initiated and supervised the driogect.
museumbds annual report for 2007 memgtiyems O0tshe st
report states the release and the accompanying exhititidrconcept, dating from March
2007, is already rather detailed, sketching out the content and captions, revealing the results

347Badoux 2008, back endpapers.

348 | efevre2016, p.205.

349 |pid., p.211.

350 |bid. p. 210.

351 Zentrum Paul Klee 2008, p.28; 2009, p.29.
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of apparently meticulous (art) historical and biographieakarch by Badoux, referencing

Kl eebs |l etters, di &%ltireenains urelead whetipeetkis dodurnenta r
constitutes the first draft. The second concept, from November 2007, keeps the previous
structure but contains additions, such as dmaechaptef>>The f i ni shed bo
differs again in various aspects. These findings prove that in early 2007 Badoux must have
had a relatively complete draft, editing it over the year prior to the publication. Basler states
the projedt tiwodkeud dhsmaest's estimated start was between spring
and summer 2006, with Badoux spending about a year researching Paul Klee and his life
and creating a complete concept. At that point, he seems to have received the official

commissiod and very possibly the mondyas menti oned in the mu

On 13 April 2008 Klee was launched at the Sammlung Rosengart (now Museum
Sammlung Rosengart) in Lucerf®@ The event also marked the private view of a themed
exhibition, as part of the seventeenth anruaettoi Internationales Comkfestival
Luzern (12 Aprii 20 April 2008) one of the largest and best known Swiss comic fesfi¥fals.
Curiously, whilethe Zet r um Paul Kl ee describes the |
highlights of the year, 6 its ar’imdeedenodi d
explicit publicising efforts foKlee has been confirmed for Sammlung Rosengart, Edition

Moderneor Fumetto 2008possibly due to their lack of online appearances at the’tfime.

Badoux read through and subsequently
diaries, theoretical writings, and lectures. Thus, there is no indication Badoux infoened th
narrative with his own experience as an artist. For each episoddeef there are
corresponding references in the endnotes giving the exact source, once more stressing tt
publication's educational missid.Badoux aimed to follow a biographical andltarat
historical approach, providing an opportunity to engage with Paul Klee and his work at a
deeper level, explicitly targeting a juvenile audiefé®The extensive research and
meticulous citation effort, and the fact that all three editors are atgogees of the
Zentrum Paul Klee, suggests Badoux received significant support from the museum during

%2Badoux 2007a.

353 Badoux 2007b.

354 Basler 2017.

355 The gallery is known for its substantial collection of 125 works by Paul Klee.
356 For this exhibition, see Chapter 6.

357 Zentrum Paul Klee 2009, p.29.

38 The Zentrum Bul Klee started its online social media appearance only in late 2011 Faswitto Edition
Moderne has a Facebook account since late 2010, and the Sammlung Rosengart has started online ai
social media activities in the late 2010s.

359 Badoux 2008, back endpapers.
360 Badoux 2007b, p.3.
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the process of creationle | en Moser, al so credited with O0i dege
Baumgartner and Osamu Okuda are named as etfitBhsough tlese staff members, the

museum became an active part of the wider authorship, shaping the project as it went along.

While the book is not clear about the exact roles, Moser (Shop Manager) seems to
have overseen the project, including the financial asp@atsngartner (Director Collection
and Art) and Okuda (Resear€taff), authors of several publications on Paul Klee and his
work, were likely providing research support in terms of literature and visuals. Also, they
possibly gave Badoux access to the musesm col | ect i on, all owing the
artworksinsitwtwpart of a traditional artistdéds monogr a|
Furthermore, the book thanks Angela Rosengart and Martina Kral from the Sammlung
Rosengart, Lynn Kost fronfumettq Ateliers Strapazin, and Basi Thus, while no
explicit publicising efforts can be confirmed, the book suggests that there might have been
more involvement from these people and organisations, either during the research or editing
process or indeed the nkating ofKlee One of the few clearly identifiable individuals in
the context of often overlooked comics workers is the colourist Nora Weyermann, yet no

further details about her contribution could be establisfied.

The bookds educat iimmeddtely avident. ©ha opkening gageo me s
contains a caption, stating the date and place of birth of Paul Klee, his primary and secondary
schools, the names, origins, and occupations o
his talent as a violin playand draughtsman. Such captions, representing the main narrator's
voice and providing a large amount of extra information, constitute an essential element of
Badouxds narrative style. Throughout the book,
apaal | el narrative, whi cPP*ThasareBevera typesobsuch x pl i ci t
captions: temporal and geographical indicators, openings as well as the conclusions of
episodes (Fig. 5:6.7), elaborations of scenes, and basic profiles of people at their first
appearance (Fig. 5.8°In some cases, Kée' s f el l ow artists take over
role, talking to the reader directly and about future events. On other occasions, thoughts and
guotes from Kleebds diaries and | etters replac

colouredcaptions of therarious narrators contrast with the white speech bubbles.

361 Badoux 2008, back endpapers.

362 |bid.

363 | bid.

364 Badoux 2007b, p.4.

35A per sonds pr o fnaniegearafbinta year of sidathandoccupatibrié the main text does
not mention it.
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Badouxds c ligaerchicetstgle had @ained him the namdergé der
Schweiz[Hergé of Switzerlandj®® Indeed, he considerddergé one of hisrtistic role
models alongside other famous comics creators in $shenetradition, such afRené
Goscinny®®’ Scott McCloud, as well as Jan Baetens &telien Surdiacourt, argue for the
benefits of easy identification with and of characters due to such clean drawings witld reduce
details>®*Baet ens and Surdiacourt think of it
attracting a global audience of different ages through dynamic imigasKlees cas,
Badodgnéslarecorresponds and bl endsart@mrtiee ct
importance of the line in it, which is a crucial idea frequently referred to, such as when the
artist takes watepolished pebbles from riverbeds or draws on a marble table (Fig. 5.1). Klee
describes their random pattern of tangled lines@sea z e [t hat ] contai-r
matching his | ater conviction: OArfPThaoes
bookbés endpapers show those marbled patt
for Klee and Badoux, for whom the line was essential and at the base of their art.
Interestingly, Badoux used these endpapers when signing copies, in theessaReul Klee

does in the narrative, finding and tracing figures within the tangled lines (Fig. 5.9).

Throughout his career and again when dravidigg, Badoux used infographics to
explain complex i1 deas, such as IiKhixaddsd t h
as ametaphorto picture artistic and philosophical differenéésin an episode, talking to

%66 Badoux(2015 e x p Whilé wosking inda small advertisemesitudio in Paris in the late 80ies | had to
do illustrations in the only admitted style in advertisement at this ligme claire Back inZurich, it turned
out that this fancy style earned me a |l ot of jo
Badoux, thought of his own drawings as o6woodcut

367 Badoux 2015Typographische Gelischaft Miincher2016; Badoux featured ifhe Adventures of the Ligne
claire. The Herr G. & 0C®. MAfr fc dtithe? Cqit@HmugBunt Bakek r
exploring Her ligeedickire (URL: ttpsadgvev,cartbohneuseum.ch/en/ausstajien/die
abenteuederligne-claire-derfall-herrg-co, accessed 14/10/2021puncan, Smith and Levitz 2015,
pp.362363, Sabin 2002, pp.21220, The Belgian cartoonist Hergé (Georges Remi, -198A) created
Les Aventures de TintfiThe Adventures of Tinti] as a newspaper supplement series between 1929 and
1940, which was latecollected and rpublished as albums. His precise but radically reduced drawing style
with drastically minimized shadows, yet detailed backgrounds, became kndigneaslaire[clear line]
and heavily influenced the Fran&elgian tradition ofbande dessinéand European comics as such.
Among the f ol |ligneelairg thoudh mbre cago@ndy s style, were French comics artist
René Goscinny (1926977) and his Italian parér Alberto Uderzo (1922020), who created the hugely
successful anihfluentiald s econd onl y ®© eeriddfstérik ®aauloifAsterix tha Gaul]
(1959 present). Since the retirement of Uderzo in 2011,-Yaes Ferri and Didier Conrad took ovée
series and the uselajne claire It continues to be a popular drawing style choice for creators of educational
comics, such as Will Eisner (2008a; b), Scott McCloud (1994) and John Swogger (2019; 2015; Hunt and
Swogger 2017; 2016).

368 McCloud 1994 pp.3137; Baetens and Surdiacourt 2013, p.354.
369 Baetens and Surdiacourt 2013, p.354.
370Badoux 2008, pp.6, 43.

$711bid., pp.4346; The term infographic refers to the graphic visual representation of information, data, and
knowledge with the aim to make the content easily and readily comprehensible for an audience. It is used
in graphic and information design, databsis and visualisation, graphic communication and facilitation,
as well as informational comics and graphic narratives in general, frequently termed applied comics. For
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his students at thBauhaus Klee's character demonstrates the level of activity of different
types of lines, when they are drawn, create a sertaed thereby become passive. While he

does so, he exits the academy setting and enters the realm of his own drawings (Fig. 5.10),

where space and object are only gradually defined by those very same lines he creates. In

this new realm, the thre#imensimal avatar Klee balances, walks and follows his own two
dimensional lines, which eventually outline tigosceles triangles, oma top of the other
and touching at their rigkangled tips. By filling those shapes black, they turn intcaatiee
surfaceresembling an hourglass, rendering the line invisiblepasdive while also leaving
Klee hovering in an undefined space next to it. In the following panel, the fBbmvaus

artists Walter Gropius, Oskar Schlemmer, Johannes Itten and Lyonel Feiniager, e

representing a different artistic approach and expertise, have joined Klee inside his drawn

realm, who stands in the middle of the group. While the starting point of the scene is a

classroom, as soon as Klee enters the realm of his drawing, thaj sattished he leaves
itd giving the readers the impression that Klee is talking directly to them while wandering
his lines.

Badoux©os use of t he comi cs medi um i S

depictingK| eeds t houghts and stfdrenore stmightforwardlye hi

understandable. Combining tvdimensional and thregimensional aspects in the same
panel and even allowing them to interact follows a showtell approach that would not

work as well using an exclusively literary medium. tAe same time, it is a powerful

demonstration of cognitive as well as artistic abstraction, which Badoux uses again in the

continuation of the scene: a quarrel between Gropius and Itten (Fig. 5.11). Over the course

of a page, the two artists’ heads monmio icons, expressing their fundamentally different
artistic and philosophical approaches that regularly clash @dhbaus Scott McCloud

uses a similar way to visualise abstractiobimlerstanding Comiodig. 5.12)3"2 However,

example, the archaeologist and comic artist John G. Swo2@9;(2015; Hunt and Swger 2017; 2018
who deliberately chosdigine clairefor his informational narratives, uses infographics extensively in his

applied comics, to explore local histories, explain archaeological procedures and scientific methods, and

present research, speadito diverse audiencg@sexisting as well as neivin an engaging and accessible
manner, communicating complex information easily, quickly and successfully, and giving the discipline
more visibility and new public outreach opportunities. Live visual recorgiagtices, such as graphic

facilitation and sketchnoting, representing the content of events, processes, meetings, conferences and

discussions, frequently feature infographics as well. Graphic facilitator and comics scholar Penelope
Mendoncga (2016; 202iscusses the raising popularity of live visual recordings for academic and non
academic purposes and uses infographic element in her work. Also, following the recent conference
Transitions 9. New Directions in Comics Studie$ (B April 2021)at Birkbed, University of London,

the organisers decided to publisransitions 9. New Directions in Conference Proceed{ityrig, Miers

and YuKiener 2021), exclusively consisting of sketchnotes, including several infographics, documenting
the entire event. Furthmore, Scott McCloud uses infographictlimderstanding Comidd.994) to explain

and exemplify comics histories and t-b5B)avork, sush. Al s o,

asPSThe Preventive Maintenance Month{}951-1972) and thelob Sceneseries (1967) for the U.S.
Departments of Defense and of Labor respectively, regularly feature infographics.

872 McCloud 1994, pp.5®1.
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the juxtaposition empiged by Badoux gives the example of abstraction additional meaning
and effect beyond the apparent mere rendering of shape.

The graphic novelist uses visual storytelling also to add extra expression to the
spoken words on other occasions. For example, Wa&sndinsky, when first meeting Klee,
tal ks about o6remembering the spiritual i1
the seed of the future withind. Hi s speec
straight way. Instead,x&ra swirls and spins visualise the words' eccentric and slightly
esoteric nature (Fig. 5.13n addition, the scene is somewhat removed from the narrative,
as the panel background no longer shows the interior of a café but becomes monochromot

blue, highighting those speech bubbles.

Further, Badoux employs braiding flee to enforce the significance of particular
moments and action¥3 The opening and the closing scenes feature several aspects of
braiding. To begin with, the first and the last paneKl&ed the establishing and closing
shot® each occupying a whole page, show a cityscape of Bern from the exact same angle
(Fig. 5.6): from the middle ground, the river Aare bends and flows towards the readers and
over a barrage in the foreground, the Qitly with the Cathedral of Bern, on the left, and
the unblocked riverbank, on the right, are connected by the iron Kirchenfeldbriicke
[Kirchenfeld Bridge]*"* The rhyming effect is enhanced by the fact that both panels appear
on odd page¥’® Furthermore, ashe first scene continues, young Paul Klee stands in the
Aare, his trousers rolled up, picking pebbles from the river and chatting with his friends on
the banké’® One of them, Fritz Lotmar, helps Klee out of the water and over the fencing (Fig.
5.8), whileanother friend, Herman Haller, reads to the group from a newspaper with the
Kirchenfeldbriicke in the background. In the last scene, the roles are swapped, as Lotma

stands in the Aare, picking up pebbles for his friend at the exact same spot andmwildr a si

373 Comics Scholar Thierry Groensteen explains the conceqgissiagen Systéme de la bande dessi(E399),
translatechsbraidingi n t he Engl i sh translation (Groensteen
Braiding. A Clarificat i on d58;(201B)labgues thak imagemand ieoasn
within a narrative, can communicate with each other withénlinearity of a sequence of a single strip or
page (a dialogua praesentiq as well as beyond (a dialogireabsentid, linking panels (or multpanel
sequences) which can be divided by several pages or even appear in a different publicatiomlar partic
type of repetition, braiding focusses on #ppearanceanddisappearancef an iconic motifjn praesentia
andin absentia creating dramatic potential, in bridging resurgences which then may createesor
network Groensteen (2016, pp.89, 9349 i nsists Abraiding is a supj

which is never necessary to the structuring and
narrative can only be Aunder st ood namentalayeringmgmd e r ,
deepening of meaning created by braiding, fimust
narrative, and for the work. o

374Badoux 2008, pp.1, 67.

875 Groensteen (2007, pp.14849) def i nes r hy mi n graisesathe dndnosy bfgpmevtiousr e p
occurrences in the reader, as a particular type of braiding.

%76 1bid., pp.23.
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posture to that of Klee at the beginning, who is now standing at the*Gadw it is the
artist who assists his friend to climb out of the river. When they two talk, the readers see the

Kirchenfeldbriicke in the background from the exact same asgbefore (Fig. 5.5).

Here the braiding, a quotation, wel comes th
releases them back into reality at the end. Maybe more importantly, it also emphasises the
importance of Bern and Switzerland more generally, for Plad.Kde was born in Germany
but grew up and was schooled in Bern, meeting hiddifg friend Lotmar, and returned to
the city when the National Socialists took over Germany. Further, Klee died in ltaly just
days before the city council of Bern could advdnim the Swiss citizenship, and is often
perceived as Swiss, including by Badoux, as mentioned BéfaMso, it is where the co

commissioner Zentrum Paul Klee is located.

Finally, there is another example of braiding in the first scene, focusing anistie a
aspect of Kleebs practice. The artistoés action
a sequence of four panels over two tiers (Fig. 5P4)ver the first three panels, gradually
6zooming outoé, black | i vestebepattermed pelybleggimand nd r ev e
ri pples on the water. The fourth panel shows KI
the water, between his thumb and index finger. The fifth panel explains the previous four
iImages, showing Klee standing in theer, already discussed above. Halfway through the
book, the sequence repeats itself with minor alterations: the pebbles afe dleafierence
to the deaths of August Macke and Franz Marc during the \WWhHlile the grey patterns
only become visible in thiourth panel, when Klee holds one in exact the same manner as
before®®° The reader has to turn the page to see Klee standing in the river Lech, in Germany,
yet this panel's size, composition, and angle are different from the opening scene. As

mentioned, e closing scene depicts Lotmar in the Aare back in Bern.

I n these cases, the braiding emphasises the
artistic practice and his habit of finding figures in the randomly entangled lines of pieces of
marble and pebblg§ig. 5.1), discussed above.

Naturally, a biographical graphic novel about a canonical painter contains artworks.
Deliberately, BadouxeproduceX | ee 6s pi eces of bgnetclai@¥d documen:t
Some appear on a separate page and are citedagaghens, including the respective title,
date, and what seems to be the item's inventory

377 |bid., p.66.

878 Badoux 2008, p.70; Badoux in Hangartner 2008, p.39.
37%Badoux 2007, p.2.

380 |bid., p.37.

38l Badoux 2007b, p.4.
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Other works by Klee appear in the narrative and are referenced in the detailed endnotes
Thus, al | o f n Klek areecliearly identifiable an#ét can easily be traced to the
original. Unfortunately, Badoux was less diligent regarding works by artists other than Paul

Klee, as discussed below.

Except for the very first chapter, all the episodeKlge are inaugurad by one of
the artistds works, O6exemplary for the ¢
summarising or commenting on the following chapter and occasionally reapp&aring.
Those artworks have dedicated to them a space to be admired and, stndi¢hey could
form another parallel and purely artistic narrativeaddlitionto the mixedgraphicliterary
onein the panels and the purely literary one in the captions. However, Badoux does not
completelyseizet hi s opportunity as he reproduces
about onesixth of a page (Fig. 5.15). In one case, he even only dedicatgscaigminth of
the page to a copied drawing, and only the very last chapter shows a reproduetion of
painting the size of half a pag&: Consequentlythose copied artworks, and hence the
originals too, may go unnoticed and thusappreciatedvhen flippng the pages. This
situation is particularly wunfortunat e, i

headings, complementing and commenting on the following episode.

On four occasions, the narrative lingers with a particular work of art in imgudi
closeups of it, of which only three are by Klee, the last one being by Wassily Kandfisky.
In such cases, the reader becomes a character looking at the artwork, literally adopting thei
perspective and thus becoming a part of the graphic narraivaoticeable that such clese
up encounters with artworks appear in a standardised format starting with three panels ove
two tiers (Fig. 5.16). A fourth panel shows the person whose view the reader just adopted
who comments on the piece of art. In tvases, the three closg panels showneimage

that occupies several pangla triptych8®

Whil e the detailed endnotes, incl udi n¢
and easy faefiction division and tracing of sourc&@sexcept for works not biKleed some
other aspects oKlee draw criticism. Maybe most apparent is the inconsistency in the

captions colouring: Except for Kl eebs |
purely factual information to the reader, while the main narrativegel t he st ory ¢

from a more emotional perspective in whi

382 | bid.
383 Badoux 2008pp.14, 64.

| bid, pp.24, 32, 41, 63, During KI eeupsofoanosidalt 1t c
works by Leonardo, Rembrandt and Goya are depicted.

385 |pid., pp.24, 32.
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letters and diary entries, clearly expressing personal thoughts and emotions, appear in
yellow-coloured captions, usually reserved for therator. Such and other similar examples
of inconsistent colouring coupled with the changing narrators lead to some potentially

confusing panels when it remains unclear who is talking.

For example, a cited Nation8bocialist propaganda flyer (Fig. 5.17) and two
occasions o&dditionalf act u al I nformation about a personds
and, therefore, seemingly as quotes by R#&Vhile the cited flyer would essentialfsk
for a third, entirely new caption category, the death information should be coded as yellow.
Another inconsistency in the caption occurs when Pablo Picasso visits Paul Klee,
constituting the only time an artist Klee meets in the narrative has notiotoog profile38’
It is unclear whether this exception is a mistake or Picasso's hame is deemeeksowue||
that its mere mentioning suffices. It certainly would be an odd choice for a publication
explicitly targeting a young audience, aiming to be agational as possible, and trying to

convey a biographical and a broadalturathistoricalcontext.

Another point of critique is that often the graphic novel reads like a very factual
skimming through the highl i ghgwhenardd wiyde I Kl eeds
is where as well as what he does there. Since the episodes are all closed in themselves, the
narrative feels regularly interrupted, lacking coherency. Significant changes occurring in the
characters' lives between episodes go unnoticéadam, at best, be briefly mentioned in the
captions. The two concepts, from March and November 2007 respectively, reveal a repeated
slimming down of complexity, background, and detail in the narrdtfMihile it remains
unclear how the decision to do sere reached, it is very possible that it was done on the

commi ssionersod request to reduce the costs or

Furt her , ligrezldire draw$ ariticism as welloccasionally revealing its
shortcomings, as characters, landscapes and depicted artworks appear somewhat flat. Hence,
the characters seem to age very little, as the lack of details masks the passage of time usually
seen i n a per s o nfashionfardceeedinghairknesdécane ghe indicatars

of a characterés stages in |ife. Here, the | in

Indeed, the reducdijne clairealso fails to capture and depict the penetrating gaze
of Paul Klee, so often seen on photograpttte artist (Fig. 5.18). Similarly, the style paints
a far too clean and clear picture of WWI (Fig. 5.18) and the rise of National Socialism in

Germany, further enhanced by the fact that Badoux does not use any sound symbolic words

386 | pid., pp.37, 57.
387 Badoux 2008, pp.583.
388 Badoux 2007a; b.
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or other equivalent€onsequently, unless someone is talkikiges world is a silent one,

giving it a quiet, almost peaceful, impression that ultimately fails to capture the hectic hustle
of cities and the brutalities and hdteror
rati onal romanticism, dominant in Kleebs

too rational for some episodes and scéfies.

Finally, whil e al/l of Kl eebs art useo
scrutiny does not extend taovks by other artists reproducedkitee NeitherFirst Abstract
Watercolour (1910) by Kandinsky, featuring in closgs, nor any of the works by
nineteentkcentury French painters or Old Masters, hanging in the Musée du Louvre, or the
photographs on whictvhole or partial panels are based, are cité@n the one hand, it
might be a deliberate choice to encourage the reader to find out more and identify those
anonymous works. On the other hand, it is inconsistent with the meticulous citing of Paul

K| e esdvee ar in stark contrast to the publication's very educational character.

The targeted audience fidleeconsists of young readers, starting with-frenagers.
The book6s very educational approach, t h
6Gjeurvi | e audienced in Bado #XBesmusewmtecoenins a m
6young as well as young at heartdo reade
6childrends and yout h | Basiea¢onfirme this f'vhenmu s
dechringKleewas meant f or 6 ad%®lnehaving eénspublisped in o
threéd German, French, and Italiarof the four official languages of Switzerland and

having a small print ruriKleewas mainly focusing on a national audience.

A Swiss musemn and publisher commissioning a Swiss comic artist, who writes for
a mainly Swiss audience, about an artist often perceived as Swiss (not least by Badou:
himself) recalls the Renaissance Tuscan biographies and their autochthonic notions
discussed in Chagt 23°However, Paul Klee was not Swiss, and the graphic novel does
not aim to claim Switzerland's cultural or artistic superiority, as the Renaissance biographers
did for Tuscany.

The various stakehol dersé perceladted |

determine inthe case Blee Edi t i on Moder ne ddescsitrd adsgoadt @

389 Badaoux 2007b, p.4.

30 |bid, pp.1516, 2324, 31, 57.

391 Badoux 2007a, p.1; 2007b, p.3.
392 Fumetto 2008.

393 Basler 2017.

3% Badoux in Hangartner 2008, p.39.
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as the two print runs totalling 3000 copies have soldG@trategically, the book was a

6very good6é f it weérmh plandfdr thairpple behsorstimeBadbsx hddo n g

Oal ready [ been] edited by Edition Moderned bef
Klee.3% Basler never comments on the content as he claims he was not involved in its

creation, a most unusual situation discussed abav&oAasting contact was successfully

established with the museum, whether or not the institution has been satisfied remains

unclear. HowevelC REAVI VA, the childrends muslmam attache
used some of Bado uBadlkleedBewegungim @teligRaul Kleer t o f

Movement in the Studio{13 September 2008 18 January 2009)indicating that the

museum was at least not particularly unsatisfied and saw the book as handy for museum

education purpose&lee did not enjoy an overwhelming reception by the commissioners,

as it would seem from the lack of publicising efforts. Howeore has to keep in mind that

at the time of its publications, the Museum Boom was still young, and it was still a novelty

for an art museum to commission a graphic novel.

One can assume Badoux was satisfied Witbe as its aftermath created new
opporturities for the graphic novelist. During the decade before the biographical graphic
novel for the Zentrum Paul Klee, Edition Moderne had released only two books by Badoux,
while after theKlee project, there has been a new release every two years, altogether
more books*®’ Also, during theSolothurner Literaturtage 2013Solothurn Days of
Literature],the exhibitionGraphic Novels Narrative Comics (9 May 1 June 2013hat
Kinstlerhaus S11 featured four artists who had published with Edition Moderisto@Ghe
Badoux as well as Dani el Bosshard, Matthias C
contribution to the show were several blastdwhite drawings fronKlee All four artists
were invited to join a panel discussion as part of the programme. Intghgstitis event

that Edition Moderne posted on Facebook to publicise and adverfide it.

Chri st op hlleeBas d onigxedisd new type of book at the time of its
publication, possibly even a bit daring, launched at a comics festival. It was the first time
t hat a canoni cal artistoés | i-firg-cebteycgeaphe t he subj
novel. The Zentrm Paul Klee in Bern coommissioned it to target a young audience and

fill a gap in museum education literature. From the available information, the image emerges

3% Basler 2017; However, in January 2021, the publisher still sells copies vianiesphge, contradicting
Basl erbés cl ai m.

39 | bid.

397 Edition Moderne published six books by Christophe Bad@wPO SCHOCH OPERATION "ROTER
ZIPFEL" (1999),Fatmas Fantastische Rei§2006),Klee(2008),Die Flinfte Variablg¢2010),Per Fahrrad
durch die Galax$ (2012),Stan the Hooligaif2014),Krank Geschriebef2016).

398 Edition Moderne 2013.
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that the museum was the main driving as well as editing force bélesl while the
publisher Edition Moderne was allegedly reduced to the more mechanical and logistical
task® an unusual comics work arrangement which the researcher considers unlikely. Sadly,
none of the available sources revealed further details about the work of ¢oldands

Weyermann other than her name.

The book i s di stinguished by i ts a |
characteristicallyligne claire and his occasional use of infographics. Also, the graphic
novelist employs braiding to emphasise the importafidgern and Switzerland as well as
aspects of Paul K| eesdarshedaand based dn the Igerwaitmgs ibyc e
Paul Klee himself, the book includes endnotes revealing the sources. With the artworks
pushed slightly to the bacKleeismorea bout Paul Kl eebs | ife
several key works from his oeuvié features several specific dristorical anecdotes and

comics genrespecific tropes but does not follow the {dedwork model.

5.3.Francele Ciel audessus dlLouvre

In November 2009, e Ciel audessus du Louvi@he Sky Over The Louvre] by the Belgian
comic artist Bernar Yslaire and the French screenwriter-Géaunde Carriere (1932020),

aided by French comic artist and colourist Vincent Mézil as documentation assistant, was
released. This research mainly refeces the English edition by NBM Publishing from 2011.
The graphic novel was emommissioned, cfunded and cgublished by Fabrice Douar,

from the Musée du Louvre, and Sébastian Gnaedig, from the publishing house Futuropolis
as part of the.ouvre Editiors series, running since 206%.The sixtysix-page narrative of
historic fiction is set during the Reign of Terror in the First French Republic and structured
into nineteen chapters, each between two and five pages long and usually depicting one scet
or episode, and two appendices succeeding the &tdfihe book focuses on the relationship
between neoclassical painter Jacquesis David and politician Maximilien Robespierre,
covering precisely the year before the fall and subsequent execution of Ruokespid’
Thermidor, Year Il (26 July 1794 CEY! The significance of this graphic novel for the

399 See Appendix D for a full list dfouvre Editiongpublications from 2005 until 2019; The series, initiated by
Douar and Gnaedig, currently includes more than twenty .tiRegently, Delcourt and the Musée du
Louvre released a title under theuvre Editiondabel too.

490 inton 2006, pp.22&25; Gouch 2010pp.6566, 10:103, The Reign of Terror, lasted from June 1793 to July
1794, when the Jacobin Government made terror their official policy, resulting in estimated 250,000 deaths
in France.

401 David was a loyal supporter of Robespierre and held severtitabtiosts in the Jacobin Government, yet
avoiding execution in July 1794; Edelstein 2009, pp-238, Maximilien Robespierre successfully
proposed The Cult of the Supreme Being: a combi
of ancient Grek and Roman civic virtues, providing a meodeded societhicatreligious structure after
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corpus lies in the early publication date as well as the inclusion in aloming series by
the Musée du Louvre, the very first art museum to commissgraghic novel, while also

being a major national museum. Also, the entire narrative has been drawn digitally.

Unf ortunately, a | ack of academic et hos and

presentation is all too apparent. Thus, the book also showcaseblamatic relationship
between comic art and museum art as well as potential risks for art institutions engaging in

similar publications. A version of this case study has been developed into a book chapter,

investigating several discrepancies between thgr aphi ¢ novel 6s message

brand and the neoliberalism agenda of the Musée du Létvre.

Unfortunately, neither creator was available to facilitate the research, despite the
repeated effort to contact both. Interviews with the creators, biaitaline, were used to
counterbalance this. In contrast, Gnaedig, Editorial Director publisher Futuropolis, and
Douar,Editorial Manager at the Interpretation and Cultural Programming Department at the
Musée du Louvre, werdind enough to answer a shauestionnairé® Additionally, their

I nst i online appearances, press releases and annual reports were scrutinised.

The narrativeb e gi ns at the Mus®e du Louvr e, at D a
Robespierre discusBhe Death of Mara{1793) (Fig. 5.19% During the opening of the
Louvre as a public museum, both men hold speeches, and Jules Stern, a foreign, Slavic,
orphaned teenage boy looking for the painter, is introduced. Robespierre orders David to
paint the Supreme Beifigalbeit admitting the impogslity of the task. Against the explicit
wish and order of Robespierre, David chooses Stern asatiel When Stern is denounced,
arrested, and subsequently guillotined, the painter tracks down the body and head and
reassembles his model. Robespierre officially proposes the Cult of the Supreme Being, and
the Festival of the Supreme Being is held, with taeting still unfinished. During the
denunciation, arrest and execution of Robespierre, David continues workingatim of
Joseph Barg1794) (Fig. 5.20)soon after he is arrested too.
The graphic novel features some traditionathéstorical anecdot and comics
genrespeci fic tropes, such as the artistads powe
Robespierre and Napol eon, Daviddébs obsession w
painting of Bara and the character of Stern, and the artist takim§cagt risks in opposing
the natChon&g idaemi sati on; for a further discussion of hi
Terror, see Linton 2013, pp.251, 264; 2006, p.25; G@OAdI0, pp.7374, 99101; Smyth 2008, pp.36310,
316-317; LajerBurcharth 1999, pp-80; Clark 1973, p.30.

42Yyy-Ki ener, Tobias J. AMus®e du Louvre: When The Picture

With The Graphic Novel Le Ciel adessus du Louv e o Framimg [in] Comics: Essays on Aesthetics,
History, and Medialityedited by Johannes C. P. SchniBérlin: Ch. A. Bachmann, 2021.

492 Douar 2018; Gnaedig 2018b.
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Robespierre in his artistic choices. In being historic fiction created around aumade
painting, the album does not refer to thehastorical tradition of the lifeandwork model.

At the same time, it misses the opportunitypto e s ent t he arti stods
meaningful way, as a large proportion of the features artworks lack citations. Interestingly,
in moving away from historical accuracy, claiming authenticity through a historic setting,
and showing the artigt a secondary role ordyshared with Robespiedethere are several
surprising parallels to the modern paint

The Louvre Editionsseries was initiated by Douar, in 2004, when the Musée du
Louvre and Futuropolis signed antmact over a series of four graphic novels to be co
commissioned, cfunded, ceedited and cgublished, inaugurating the project in 2085.

After separately shortlisting him, the two commissioners approached YSfaiieeady the

mus eumbs aforr200a donfirme Yshaire tas thieird contributor to this series with

a provisional title. 6 At el i e[r Dalwi d&¥°lySHiraiadkedtd bring in Carriére

as cowriter after deciding on David as the subject and the revolutionary setting. He based
his choice on seeing the moWanton(1983), which Carriére earrote, convinced he knows

the French Revolution and his views on spirituality can benefit the pf8j&imilarly, the
Mus®e du Louvre accepted Yslairebs reque
industry and his alleged expertise regarding the French Revolfidence, only the 2006
report mentions Carri r e®# the bolfowingcyeamsathei o n
reports merely state an ongoing collaboration between the artists and the screenwriter, an
an expected release for 2008, which eventually is repeatedly postpdmibi information
matches the one given by Douar, who recallt her e wer e oO0[ a] bout
proposal to Ysl*ire and the release. 6

In October 2006, Douar mentions that the narrative would be advanced enough for
Yslaire to start drawin@? Regardless, the two creators did not manage to meet thé initia
publishing deadline of late 2008, nor the updated ones for January 2009 or May the same
year*!® Eventually, the book was only published as fharth book in the series in

494 Douar 2018; Musée du Louvre 2006; Douar 2006

4% Douar 2018; Gnaedig 2018b.

406 Musée du Lavre 2006, p.103.

407 Yslaire and Carriére 2013.

498 Douar 2018.

499 Musée du Louvre 2007, p.109.

410 Musée du Louvre 2008, p.116; 2009b, p.98; 2010, p.127.
411 Douar 2018.

412 Douar 2006.

413Musée du Louvre 2008, p.116, The annual report 2007 mentions a planned release for 2008; 2010, pp.48
49, 127, The annual report 2009 mentions a planned release for late January 2009, yet clearly states th
actual release in November 2009; Douar (2@@8§irms the planned publicaticior late January 2009.
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November 2009 under the updated titkeCiel audessus du Louvrdhe museums arttie

publisher suggest different reasons for this delay. Gnaedig remembers

O0[t]he coll aboration Khide@ariere vaemoreaomplivated ai r e and
than expected. Because J&laude Carriére had never written for comics and he thought it
would be close to writing a nmMdvie script. 1t is

In contrast, Douar recalls Yslaire getting delayed with his drawings, who was working at a

different (remarkably similarly titled) series at the same time, discumded

Douar also states that each new publicati o
exhibition of the original dr dAftergnsinitdl usual |y
postponement,e Ciel audessus du Louviwas expected to be ready far Petit Desseiri
Le Louvre invite la bande dessinée (22 Januaiy April 2009)[The Small Design The
Louvre Invites The Comic] but was once again deldyé@hus, the show included only a
few of Ysl aireos *“dFoathei aotyaksreleas® iauaumrp 20@9y bdota w .
commissioning institutions posted updates on their social media accounts, the publisher six
times on Twitter in November 2009, the museum twice on Facebook on 9 Decemb&f 20009.

The YouTube channels of both organisations did not coatgimelated videos. Beyond this,

there were no further promotional or marketing actions.

According to the museum and the publisher, their restrictions and demands for
Yslaire and Carri re were minimal. cdtmmuar cl aim
blanche 6 i nc | udi n g-commliecddspests, suahn bslpags toents and féthat.

However, the stakehodderstododicensos 6thdosglenan
Douar??! Gnaedig remembers the partition in chapters and the format, were the results of

such discussiorf®2A | s o, Douar admits to requesting that
public, the building, [ or] the hisbfehey [ of t he
scenariod and the mus e*Thussteetstakemlglersrcontradigtu st dec o
their claims of a&arte blancheas evidently, they have still exercised significant control over

the various aspects of the book, including the content., Aldmecomes clear that with

414 Gnaedig 2018b.

415Douar 20009.

418 Douar 2006.

417 Douar 2009.

418 Musee du Louvre 2009a, pRor the exhibition, see Chapter 6.
419 _es éditions Futuropolis 2009aMusée du Louvre 2009t

420 Douar 2018

421 Douar 2018.

422 Gnaedig 2018b.

423 Douar 2018.
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sharing the financial risks, the publisher had to share part of its gatekeeping powers anc

influence regarding the editing procéés.

To facilitate their work, Doaur r emen
museum, gecialists for the time of [Jacqueso ui s] Davi d, of the Fr
saw Davidoés original dr &Whisigstuirispectidnlofehe Dr a
original art mirrors a crucial element of the authorial practice of traditiondlisidrical
monographers, who examined original artw
oeuvre as part of following the IHfendwork model. Havever, as mentioned, neither the

oeuvre nor the lifandwork model feature in the graphic novel.

Yslaire and Carriére were aided in their work by Vincent Mézil, who took the role of
Documentation Assistaft® Mézil, a comics artist and colourist, had wed with Yslaire
before, drawing and colouring the trilogg Guerre Des Sambre. Hugo & 12007, 2008,
2009) and Jean B a sSamhteseries and usipgarsaript byfhimYAs the i |
museum provided research assistance and access to sawdcesiginal art, Yslaire is
credited with the idea, script, text, dialogue, production, drawing, colouring, and layout for
Le Ciel audessus du Louvrend Ortho is credited with lettering, it remains unclear what
Mézild anothercomicartistin the projetd was precisely documenting or contributing. As
he was still working with Yslaire on another similar project at the time, he understood his
ideas and style. Thus, he might have drawn (less prominent) parsGiél audessus du
Louvre such as architeateis and backgrounds, while only Yslaire, the workshop leader, got

credited a possible arrangement not unique for comics Work.

Yslaire led the project in deciding on David and Robespierre as the suffects.
Carri re recall s beisnmeguiremekéThis power relatiompie c t

somewhat unusual, as the artist frequently receives less credit in comics work

424 |_efévre(2016, pp.205, 207, 210), who argues for more gatekeeping research within comics studies, explains
that publishers, who usually carry the largest financial risk in a new publication project, act aspgateke
in deciding who, what, when, and how to publish, a decision resulting from many individual choices. As
editorial guidelines are often unarticulated and opaque, involving and following formal as well as informal
structures, and are usually a compaagrst, this gatekeeping process is difficult to uncover while have a
huge influence on the comics production and market.

425 Douar 2018; Gnaedig 2018b.
426 Yslaire & Carriere 2011, title page.

427 Comics work researchers, such as Brienza and Johnston (2018) p@rhy and Wilkins (2016, pp.116,
125127), and Jameel (2016, pp.1¥%6), point out, while the authors of comics are credited with creating
a comic and somet i meisbledotes suchras Istterer @nd colnariats; ard frequentlyv
overlooked and unmentioned. Thus, as those comic workers are often invisible, Brienza and Johnston (201¢
p.3) suggest looking for and interpreting signs of cooperation and collaboration dongse accurate
i mpression of a publicationés comics workers an

428 Gnaedig 2018b.
429 yslaire and Carriére 2013.
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collaborationd®®Even in partnerships, the writer is oft
by t heé¥Taor tciosutntéer aheoideaabbr aafich express the
of a partnership, comics scholar and creator AF
team as a whol e i deQuaftriérdoyCabiéryskaiseunithe casegifei n Ys | ai r
Ciel audessus duouvred if not considering Mézil a part of the tedif.However, the

partnership between Carriére and Yslaire unfolded within the parameters established by the

latter before inviting the former, who was asked to respect these parameters, putting the artist

in a stronger position.

At the same time, the creators were also re:
While the earliest titld 6 At e | i e suggeésts aPlatvyocuded on the painter and his
workshop, the final idea is meant a@wisual) representamn of the Revolutiort*3 However,
the book is about The Terror, a periafter the French Revolution, aralbrief closeup of
two men. Interestingly, the Musée du Louvre hoskédard, Girodet, Gro§ L 6 At el i er de
David (22 September 2005 16 January 2006 [Gérard, Girodet, Gro§ Davi d 6 s
Workshop]#** Considering that it was around the same period that the project was
mentioned first, it was most likely inspired by the exhibition. Some aspects of the initial
focus on the wor ks h oapealde inftherbookdadens iexpagienaer e st i | |
picking the model (Fig. 5.21), the preparation of preliminary sketches and a drawing grid
(Fig. 5.22) for advanced sketches. Subsequently, the motive is transferred to the canvas by
assistants, leading to anderdrawing, which eventually gets developed into a fiikgged
painting with final touches of colours and sha
Observant readers can even piece together the entire studio, shown repeatedly and from
differentangles (Fig. 5.248). Here, the book missed the opportunity to be educational in

not explaining what is displayed.

In its final version, the narrative focuses more on the Musée du Louvre as an
i nstitution and | ocat i on .tionFwith sldvédnyut ofaghe t he nar

nineteen chapters, including opening and closing scenes, featuring the museum and its

430 Gray and Wilkins (2016, pp.11627) argue that the world of comics celebrates the genius of the writer
while the artistim s si gned a subaltern status and seen as an ext
trace this idea back to Romantic expressionist theory, stressing the genius of narrative conception over the
Afcrafto of materialising the very same.

431 bid., p.120, Havever, the authors also claim that, in a true partnership, the typically perceived roles of
fiwritero and fiartisto are disrupted and thus the artis
bet ween the creator s tcalabbraively breatechcohias al faut hor o of any

432 Jameel 2016, pp.18687.

433 Yslaire in Yslaire and Carriére 2009c; Yslaire in Yslaire and Carriére 2009b; Gnaedig 2018b; Musée du
Louvre 2006, p.103; 2007, p.109.

4% Frangois Pascal Simon Gérard (17I&B7), AnnelLouis Girocet de RoucyTrioson (17671824), and
Antoine-Jean Gros (1771835) were pupils of David.
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surroundings. Secondly, as a physical and cultural space for David to create his canonica
artwork® here,L 6 At e | i e ris still presBnaThirdlg, as a timeless physical and
cultural link between the post¢volutionary plot and contemporary audiences. Fourthly, as
an invitation to readers to revisit the art, spaces and places & @iel audessus du Louvre

as an appendix of some of tteproduced works from the Louvre collection, including their

| ocations, follows the story. While Ysl| ai
demands in focusing heavily on the museum, the new title was probably based on economi

considerations.

Yslaire and Futuropolis very openl-y us
volume graphic novdle Ciel audessus de Bruxell¢Ehe Sky over Brussels] (20a807).
The two projects bear a remarkably similar title, were both published by Futsrapali
feature the same main charactéules Engell Sterfrom Le Ciel audessus de Bruxelles
becomeslules Stern ie Ciel audessus du Louvr&hey look almost identical, share the
backstory of originating from the faway country of Khazaria, are laokg for a family
member, and have their speech uniquely lettered as a metaphor for their foreign accent (Fig
5.25)#3° The two creators commented on Jules Stern's repurposing by framing him as a self
portrait of Yslaire*® While Stern vaguely resembles aupger version of Yslaire, the
explanation seems more than odd, knowing the ndndaesme ans Oy out hf ul
while EngelandSternt r ans |l at e fr om G@& himatthe dharactgrdéiny a
an angelic or divine existence. This cameo asidb,er e i s no i ndica
experience as an artist informed the narrative in any way, as it often did with authors of
traditional artistso6 monographs. On the ¢
chosen to at talrremadetshipyfaniiliariwithe Gisl audesaus de Bruxelles
and trick online search algorithnig, a thinly veiled attempt to reach an audience usually
not attending the Musée du Louvre. On the other hand, it is possible to interpret the title anc
characer as references to the notion of the Supreme Being introduced after Christianity had
been abandoned.

Deciding against blending his own style with David's, Yslaire dred/coloured.e
Ciel audessus du Louvrentirely digitally. While the latter is quitesual nowadays, the
former singles the book out and allows quick changes to drawings and facilitates placing
photographic images into a scene, as discussed below. Several panels appear overly flat a
lack depth, and some are barely developed, which rbiglthe desired effect, giving it the

appearance of an unfinished sketchbook (Fig. 5.26). On the one hand, this very rudimentan

435 Stampfer 2013, p.1, The Khazar Empire existed from theseienth until the tenth century CE between
the Caspian and the Black Seas.

436 yslaire and Carriére 2009b.
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style brings the artistic aspect ofi@phicnarrative into the foreground, allowing the reader

to understand the processoddvi ng i n actually reading the art
frequent use of hatching and crdsstching. On the other hand, when lines and characters

exceed their panel and when characters consist of hardly more than a fewalmks
consideringtherepeae d del ays dur i dtgeimphessiorboban unfinsshed r eat i on
and partially very rushed album emerges. It is also possible that in overexposing his line,

Yslaire wants to prove that his digital work is still art and equally valuable and worthy of

the same level of attention and appreciation as a traditional drawing of pen or ink on paper.

Colour is deployed very scarcely throughout the narrative, mainly taking place in a
very sombre atmosphere of black lines on mute grey and yellow pages, wittooalceesd,
blue, and white highligh® the Frenchrricolore. Those colourful highlights are used to
channel the readersdé6 attention towards importa
page layout is very orderly, often a simgileeeby-threesquares grid and a splash page for
each new chapter, with relatively wide and clean gutesscept when the lines spill
everywhere. Considering this juxtaposition of drawing style, deliberate use of colours, and
traditional design, it mighie a metaphorical representation of the Terror's messy and chaotic
reality and the cleacut and idealised interpretation history gives of the French Revolution
and its consequences. It would thus be a comment on the ambiguity of the own narrative and
estdlished histories as such. However, while this interpretation is possible, the book as a

whole does not convey such a nuanced;redliéxive, and critical impression.

Yslaire exploits the comics mediumds potenit
moderagly. Regularly, the visual narrative stops and continues as text, leaving one or two
thirds of the page empty and evoking the impression of an illustrated novel (Fig. 5.26). The
scenes showing the creation of the fictional painting of the Supreme Beidepdad the
creative processes better than a purely literary description. Yet, as an explanation is lacking,
the effect is limited. There are several diptychs and triptychs, but they carry no apparent
special meaning and would have worked equally well @&slarger panel. Possibly, they
were chosen to maintain the mostly relatively regular page layout. Groensteen argues that
the regular layout allows for sudden changes to the norm and striking éffeutsed,
occasionally the rhythm is disrupted by a vamia in the layout and panel size. Certainly,
many of the chapter openings leave an impression on the reader, as each is a splash page,

offering considerably more space to the scene.

There are also two examples of braiding.eCiel audessus du Louvr&milar to

Klege the opening and the closing scenes rhyme: on the right of a panel, David is shown in

437 Groensteen 2017, p.97.
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his studio at the Musée du Louvre in front of an easel on the left, of the painting on it the
readers can only see part of the back; the artist talksrtea@te standing behind him, yet he
looks straight at the readers (Fig. 5d.9he reason for this is that both panels are based on
uncited seHportraits; in the closing scene David holds brush and pdfétie both cases,
turning the page reveals the painting on the easel to the reader. Once again, the braidin
welcomes and waves goodbye to the readers while emphasising a location, in this the plac
of work. Also, the braiding puts the finger on the oppastimnature of David, who in the
opening scene painBeath of Mara(1793) andseneral Bonapart€l79798) in the closing
scene, as well as the meaninglessness of the Terror, as everything is as it was ai the start

at least for David.

The other braidingoncerns Robespierre, who feels weakened and collapses on his
bed, where he looks out of the windows and sees a raven, covering his eyes subgéjuently.
Later, Robespierre is once again tied to the bed due to his iliness, this time being tended t
by his bBndlady and her daughter, and sees butterflies through his window
hallucinatiord before closing his eye¥? Here, the braiding shows Robespierre slowly
losing his mind, progressing from a dark omen to hallucinations, and quite literally closing

his eyesfom the Terror, suffering and chaos he is causing.

Despite its occasional political notions, the narrative offers plenty of space to
museum art. The Palais du Louvreds openir
original artworks (Fig. 5.27), sagneven multiple times. For the rest of the story, the works
appear mostly in the panel background. Naturally, Jaequess i s Davi dés art
the plot and shown prominently. A few paintings receive the privilege of a gpdasil he
Death of Marai1793),The Death of Joseph Ba(h794) (Fig. 5.20) anGeneral Bonaparte
(179798) (Fig. 5.28). The first two aniladame Charle$.ouis Trudaine(179192) are
exclusively honoured with multiple cloggs. Sketches of politicians (Fig. 5.29), the
Festivalof the Supreme Being, and uniform designs for parades are remaining traces of the
idea of representing the Revolution. Gradually, the story of the First Republic becomes a

narrative told through Jacqueso ui s Davi ddés art.

Usually, those artworks are photaghs inserted into the digitally drawn panels,
sometimes still including their picture frames. Contrasting the sketchy drawings of reduced
colour, the museum art is fully coloured and detailed enough to see cracks in the paint, excep

when an image becomepixelated. This difference in colour, texture and materiality

4% Yslaire and Carriére 2011, pp.3, 65.
439 |bid., pp.2223.
440bid., pp.5354.
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emphasises the museum art and makes its appearance and experience fuller &8l richer.
Consequently, characters and artworks inhabit two distinct realities. However, not all
original artworksare identifiable straightaway, as Yslaire simply copies several prints,
sketches and paintings into the comics medium, appearing as (part of) a panel, discussed

below.

Unfortunately, there are several aspects of the publication that draw mild criticism
for missing opportunities. For example, occasionally, the graphic novel becomes an
illustrated book, with large blocks of texts telling the story instead of drawings (Fig. 5.26),
avoiding depicting the brutal, bloody, and dramatic cruelty of The Tdma®wch cases,
Yslaire loses narrative power and makes little use of the comics medium's potential. His
sketchy style and reduced use of colour would allow for a swift and yet not necessarily overly
explicit execution. A graphic narrative about The Terror thatids depicting the subject

makes for an odd combination.

On other aspectd,e Ciel audessus du Louvravites far more severe criticism:
Firstly, for misleading readers in not declaring it is historic fiction; secondly, there are
several inconsistencigsnistakes and grave errors in the narrative, revealing a lack of

rigorous research; and thirdly, a very questionable artistic ethos in the treatment of artworks.

Yslaire suggested bringing in Carriere due to his allégedviedgeof the times and
calshe gr aphB® hoyg ghistoreal dmicf*?’However, the screenwr
alleged expertise was based orscoipting the movidanton(1983) a quarter of a century
earlier®*® The creators insist that the project is welearched, with Yslaire claiming
historians and original documents were consuttéddowever, the appendices do not
include any referenceshilist he sourcesd origins ¢fietiamai n uncl ec
divide. Fi nal | y, a Documentation Assistant does ev
accuracy, and faithfulnegsingconsidered somewhat important. With its named research
staff and appendices, the album appears very evidsasm, giving the impressiaf a
faithful graphic novel adaption of ndictional events by two famous authors, at least one
of them knowledgeable in the topic. Accordingl

page dohistoired6 [a page of dnd seasonedybythe evi ewed,

*1Yslaire was not the first one to do so in the series. Nicolas de Crécy, Enki BilatAviarioe Mathieu,
Eric Liberge andChristian Durieux set apart narrative and museum art in their albums visually too.

442Yslaire in Yslaire and Carriére 2013.

443 Gnaedig 2018b; Douar 2018; Yslaire and Carriére 2013; Yslaire and Carriére 2009c; Yslaire and Carriére
2009a, second appendix; Acding to the International Movie Database (URL: https://www.imdb.com
/name/nm0140643/?ref_=nmbio_bio_nm, accessed 02/09/2018 lmze Carriére also contributed to
War in the Highland$1999) andMarie-Antoinette(2006) set during the French Revolution.

444 yslaire in Yslaire and Carriér2009b; Yslaire iryslaire and Carriére 2013 slaire and Carriér@009c.
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authors?®Therefore, even if not officially labelled as a weadkearched nefiction

publication, the graphic novel is marketed as such.

The c¢cl aims of research and expertise,
certain expectatns of quality and accuracy, presenting and promoting a historic fiction
publicationasnoaf i ct i onal . As Jameel remarks qui't
a work may take on different meanings depending on when and where it appears, and ir
what form. So authorship is only relevant if it is relevant to the way a viewer or reader
c h o 0s e s “*%Heare autbomship sbould be understood in the context of comics work, as
defined by Brienza and Johnston, ulturall u d i
production of comics that c¢ on* 8uchhaudfiston or
incorporates the Musée du Louvre ascommissioner, who does not just lend its name to,
but also very actively shapes and edits, the project, thus cagignificant responsibility

for the final product.

Also, from a graphic novel inspired by actual historic events and marketed as well
researched, readers expect the highest degree of academic rigour as well as a noticeak
distinction between facts andftian. In reality, however, the line is invisible. Consequently,
not surprising but highly problematic, at least some readers take the album as authentic an
accurate, as the reviews on the US Publ i:
thought

@fiThe Sky Over The Louvr e éverpmasevyoflaéscinating] u]
historical/ art epi sode, € [d]lid | get a
quickly. Was | grateful for the art history lesson? Yes, and also for the wagititergs in

this book are accurately copied and for t

while Andrew Smith fronScripps Howard s convinced o[ b]oth [
surefootedness of their ex*cleailyectmdaetthata b o
Ciel audessus du Louvrs a museum publication shapes how it is perceived, read and

judged by itsaudience, and thus its meaning.

I n addition to (successfully) mar ket
image is further tainted by frequent mistakes, errors and inconsistencies. For example

repeatedly design and coabts]tousers aod footiwdaechandea r

445 Futuropolis homepage available URL: http://www.futuropolis.frifiche_titre.php?id_article=717120
(Accessed 10/08/2019).

446 Jameel 2016, p.18283.

447 Brienza and Johnston 2016, p.3.

448 The Huffington Post and Andrew Smith cited after NBM Publishing, available at URL:
https://lwww.nbmpub.com/comicslit/sky/skyhome.h{atcessed 02/09/20).8
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within a single scené? The counting of chapters and ye&is the revolutionary

calendad swi t ches bet ween Arabic and Roman number s,
Chapters 61 ®uriagracksingie teerathe pdintings, sculptures and sketches

on Davidés studio walls repeatedly change: S e
di sappearing. At | east one painting at the Lou\
panel, later appearing at different ©og r s of t he “plaNhentseiahd s studi ¢
inconsistencies occur repeatedly, they give the impression none of the various stakeholders

was paying any attention to details.

At an entirely different level of inaccuracy are the actual factual errors in ttativner
Indeed most embarrassing, two chapters showing the Musée du Louvre's inauguration
display a wrong date (Fig. 5.2%.Similarly, the Festival of the Supreme Being is dated
wronglyd by a whole decad®2Unfortunately, there are more incorrect datdschapter
headings give a Republican date, with a few having a Georgian one too. However, they do
not always match. Some Republican dates were never actualfy irggading the Louvre
opening daté as the republican calendar was only introduced in 1a88,1Year Il of the
Republic*®*Anot her grave error concerns Daviddés rol e
he was a member of the Committee of General Security and the Committee of Public
Instruction, the literature never mentions him as a member of then@@® of Public Safety,
as suggested by Yslaire and Carriére in their publications and explicity mentioned in
interviews?® Mingling the three separate committees, responsible for entirely different
tasks, shows a lack of knowledge, understanding arel This exceeding deficiency of
academic thoroughness was further exemplified in depicting David executing Francgois
G®r ar d 6 svaximilienwle Rolgespierf@ndated) (Fig. 5.29), and implying him as the
artist of several other sketches in his studic,Bu as An at ddpeetidDdeBairga g e 6 s
Fargeau(undated) (Fig. 5.2414§5°

Ysl aire and Carri re see their coll aboratio
i nterpretation of history], suggestentong t hat hi :

449 Yslaire and Carriére 2009a, ppl8, 3637, 4445.
4%0pbid, pp.3, 9, 12, 17, 20, 24, 27, 30, 33, 38, 40, 42, 46, 49, 52, 55, 59, 62, 64.
451 |bid, pp.14, 3337, 4245,

452 1bid, p.12; The album gives 8 August 1793 as opening day, while the Musée du Louveetually
inaugurated on 10 August 1793.

453 |bid, p.59; The album gives 8 June 1784 as Festival of the Supreme Being, while the year should be 1794.
454 Gouch 2010, p.55.

45 Yslaire and Carriere 2009a, p.17; Carriére in Yslaire and Carriere 2009c; YslaistaireYand Carriere
2009b.

4%6 Yslaire and Carriére 2009a, pp-22, 33, 36.
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of the past] by historiarfS! Instead, the book is misinterpretationof history, despite the

all eged research, academic assistance anc
claimed expertise. Respectable historians newent but interpret the past following a
specific work and research ethos. Such working standards exclude the fabrication of suitabls
histories but include a critical assessment of any new source material. Since the album lack
any references to supportthecreaiorsd e pi cti on of events, t he
best, and their attempts to appear credible fruitless. When characters change several timg
per scene, when artworks are repeatedly rearranged and moved while a character i
simultaneously paintingyhen established Georgian dates are wrong, and Republican dates
do not match, when information on historic characters and their artistic production is
evidently incorrectLe Ciel audessus du Louvrstretched the definition of historic fiction

to the breking point.

The worst of the graphic novel's many problems concerns the citation of artworks
reproduced as or within a panel. Such works are either ptistosyuishablen colour and
texture ornndistinguishablecopies transferred into the comics medidmthe former case,
the appendices list only a fraction of the artworks; in the latter case, the artworks are

appropriated and used without accreditation.

Photographic images adlestinguishablé their qualities mark them as obviousigt
drawnd but reades cannot always find a matching reference in the appendix. There are
more than seventy such cases of uncited artworks. Some of those paintings, prints, sketche
and statues are depicted relatively small, while others occupy (almost) an entire panel.
Chapers Il and 1ll, showing the Louvre's inauguration (Fig. 5.27), constitute an extreme
example of inclusion of uncited works: Of at least sevéimtge artworks (some appearing
multiple times), only twentnine are creditadl that is less than 40962 The appedix
contains a oO0list of works chosen by the
failing to explain the underlying rationate® Given the apparent difference in colour, texture
and materiality and efforts to quosmmeartworks, employing ah ironically nameé
Documentation Assistant, the situation remains very puzzling. In the end, at least half of the

photographically reproduced art is refused a citation.

Several prints, paintings and drawings are simply copied into the comics medium,
approprating compositions and content but remaining uncited once again. Such (parts of)

panels blend into the narrative seamlessigjstinguishablein colour or texture. In not

457Yslaire and Carriére 2013.
48 Yslaire and Carriére 2009a, ppl8, 6869.
49 Yslaire and Carriére 2011, p.68.
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declaring their origins, those panmgind appear a
creations, while their uncited status made each a case of appropriation. Once more, the
museumds inauguration provides striking exampl
Chapter 1l (Fig. 5.27) is a mere copy of Gabriel Jacques de-8abihd Salon at the

Louvre in 17531753) (Fig. 5.30). A panel showing Stern wandering through the museum

Is a simple reproductiom f Hu b e r The ®RandecGalerié sf the Louvf&7941796)

with a slightly changed architecture. At least six chapten®rethan a third open with

such an appropriated and uncredited artwork. The whole album features at least fourteen

examples of suchrtisticsourcedeingusedwithout accreditation

Ysl airebdbs practice of appropri astsiamdn wi t hout
their works, exemplifies a questionable moral stance and, thus, taints the publication and the
people and institutions involved. Naturally, even if no longer copyright protected, not citing
artworks is a legal issue. However, one hastocondidert book 6s i nstitutional
the label it is marketed with: it is against any academic and museological ethos not to give
oneds “®burgeses against any artistic ethos to c|

intellectual property, deprivinthe original artists of their rightful position as creators.

The commissioners might not be aware of any of the above attaittough they
really shoul® , regardless, their endorsement of the album approves of the involved
working practices. In a comicwor k definiti on, they ©participat
authorship and thus carry part of the responsibility for its quality, artistic practice and ethos,
andtreatment of original artworks and their creatdvimrgaret Flinn suggests th@uvre
Editionsseries wants to prove the comics medium as an art form equal to museum art and
worthy of mu s*€ kaoslderrosstint tiemariative) incomplete appendices,
artistic appropriation i.e Ciel audessus du Louvi&ill most certainly not help to adve

this goal.

The stakeholders are not worried about such issues, possibly because they consider
them unimportant for the targeted audience. The Musée du Louvre aims téectibiss the

worlds of comics fans and museum visitors, but other considesadire also involvetf?

0The [ Mus®e du] Louvre is one of the | argest
collections for the history of art, but which attracts less the young population because it does

not understand the works or f i odisstripdgivas t he muse

460 The tradition to cite works, ideas and information one draws from goes already back to Pliny the Elder and
Giorgio Vasari.

461 Flinn 2013, pp.77, 89, 92.
462 Douar 2009.
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a more fAyoungod i mage of the Louvre and c

di scover “he Louvre.©o

This stance assumes an existing distinction between comic readers and museum visitors ar
shows an enormous, and no longer sustagmabhs against both. However, the museum
does think of comics audiences as young, unfamiliar with museums, and unable to engag
or even understand (museum) art. In that case, the stakeholders might conside
comprehensive appendices, including a complsteof references and an appropriate
wor king ethos, a waste of ti me. For Futu
authorsthemselvgs and it tried O6to reach a wider
and of ¢ our $5%Both inhsatutions targeticomids fans, the museum in general
and the publisher those of Yslaire, as suggested by the recycllrg ©fel audessus de
Bruxelles Evidently, no one seems to consider that the quality of a product influences its
success. Individals fascinatetly the museum, collection or comic artist would not just buy
anything regardless of quality, even less so if they consider themselves interested in history
Therefore, FIlinnds assessment Ot heoseofuvr
introducing an elite, museummo i ng, @A hi gh chahdedesiretanheyhre i c
at attracting thédande desinepu bl i ¢ t o t he mus e ufifftloneverme s
in particular, people still critical and sceptical of the comics medium and its qualities will
not be convinced by an erroneous product that shows little to no respect to artworks anc
artists in appropriating them.

Consequently, regarding thelpli i sher 6s satisfaction, C

6 [ohégstly we hoped the book would work better. Because it was also the first cartoon
scenario of Jea@laude Carriére, who is a famous author. And then Bernar Yslaire, with his
historical serieSambrehadal ar ge audi ence who did not f

[ b]ut otherwise the book coul d® reach a ne

Nevertheless, the French print run was an astonishing 35,000 copies, of which the museur
sold around 2,000 and the pubkst20,000 copie®’ The Musée du Louvre does not judge
the satisfaction of Y s | andividealys but sseesl theCeatirer i
series as a success. Indeed, 2019 marked the fifteenth anniversary ofithe Editions

series.

463Douar 2018.

464 Gnaedig 2018b.
485 Flinn 2013, p.72.
466 Gnaedig 2018b.

47Musée du Louvre D0, p. 53) states a print run of 35,000
copies. 6; Douar (2018) recalls French sales wer
sold by the museum; Douar 2009.
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Both commissioners did not pay much attention to the single publication. Hence, as
an individual graphic novel.e Ciel audessus du Louvrdoes not have any particular
afterlife, except for occasionally appearing in exhibitions about the series. Forlexmp
the tenth anniversary of theouvre Editionsin 2015, the museum compiled a touring
exhibition, visiting two museums in Taiwan followed by four locations in Japan over almost
two years®® For Douar, the series, includihg Ciel audessus du Louvréas undoubtedly
helped his career: he rose from Assistant Head of Publishikglitorial Manager at the
Interpretation and Cultural Programming Departm&eemingly, neither for Carriere nor

Yslaire, the commission has had any noticeable influenckeeadnrespective careers.

As but one single album in theuvre Editionsseries, and due to being released one
year behind schedule, missing out on the exhib
receive special attention. Interestingly, in their parship, the artist set the parameters
which the writer had to respect. Yet, the creators made little use of the potential of the comics
medium, as occasionally the graphic novel relies exclusively on paragraphs of text to
advance the story. Coupled wittsM ai r e6s sketchy drawings, it |e
unfinished or rushed book and misses the oppo
readers. Whiletifeatures a few attistorical anecdotes and comics gespecific tropes,
the main focusliesei t her wi th Davidés | ife nor his work,

but with the museum as institutions and location.

The Musée du Louvre ebommissions the graphic novel to attract comic readers,
which it considers different from museum visitoAt the same time, Yslaire and the
publisher Futuropolis use the publications to promote other works by the comic artist. None
of the stakeholders seems to have been particu
which is questionable at least and &asily constitute a cautioning example of mistakes,

errors, and approaches to avoid.

Firstly, the piece of historic fiction is marketed as historically wneslearched and
accurate while displaying a considerable number of grave and embarrassing Srasigke

468 See URL: https://natalie. mufcoc/news/195285 (Accessed 02/09/2018); URittps://www.louvre.fr
/expositions/ddouvre-tokyo-lesbd-du-louvre-s-exposerfaujapon?ltype=archives (Accessed
22/08/2018) Referring toBande Dessinéas the Ninth ArtL. 6 OUVREe 9 xy [ L6OUVRE 9
i The Louvre Palace Opens to No. ®ured two Taiwanese cities: Taipei (Museum of National Taipei
University of Education (MoNTUE) (28 November 2015 28 February 2016) (URL:
http://montue.ntue.edu.tw/exhibit/show/16, accessed 18/02/2020), and Tainan (Tdinaa Centre, 30
April T 22 May 2016) (URL: http://digitalarchives.artcenter.ncku.edu.tw/arts/single?id=848ssed
02/09/2018; Subsequently , . . No.9 79 ' [Louvre No. 9- Manga, the Ninth Art]
was shown in Tokyo (Mori Arts Centre, 22 Jul25 Setember 2016), Osaka (Granfront Osaka Kitaiban
Knowledge Capital Event Laboratory, 1 December 20189 January 2017), Fukuoka (Fukuoka Art
Museum, 15 Aprii 28 May 2017), and Nagoya (Matsuzakaya Art Museum, 15iJ8I8eptember 2017);

The exhibition haa separate Facebook account, available at URL.: https://www.facebook.com/manga9art/
(accessed 05/08/2019).
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errors but leaving the impression of an art history lesson. As no references are included
readers are left in the dark about where to draw the-fiatitsn divide. Secondly, there is a
disproportion of artworks being reproduced and cited, witleastl half of the artworks
without reference. Thirdly, in multiple cases, Yslaappropriatespaintings, prints and
drawings by simply copying the artworks into the comics medium but refusing them a
citation. Even though such practices show a lack of as@degour and artistic ethos as

well as disrespect for the original artists and their works, the Musée du Louvre and
Futuropolis cannot deny responsibility for their product. As commissioners and editors, thus
part of the wider authorship, actively invelvin shaping the project, they have endorsed the

final product's practices and quality, now standing on bookshelves and sales tables.

5.4.FranceDali

In November 2012, the graphic novel biograpbgli, cocommissioned by Jeanne
Alechinsky, for Centre Pompidou, Paris, and Joséis Bocquet, for Editions Dupuis, was
released. The 13page narrative about the life and art of Spanish painter Salvador Dali,
created by the seasoned French graphic novalistod Baudoin in only eighteen months
with the aid of graphic designer Philippe Ghielmetti, features a tweadg appendix
including a biography and bibliography by Alechinsky. It was one of several publications
accompanying the large retrospectdai (21 November 201225 March 2013jeld at the
Mus ®e Nati onal d oéDalfparBadidoi{®ali byBauddhi2d ldovdmber ,
2012i 24 March 2013was hosted at Musée de la Bande Dessinée in Angodf@émali
inaugurated a series of at least fgraphic novels about canonical artistsprdlished by

the museum?/® However,Dali is mainly seen as an individual graphic novel rather than a

part of a serigs in contrast td_e Ciel audessus du Louvre

Unlike most examples inthe corpidgliisafullbi ogr aphy, coverir
from childhood to death. I n contrast, the
his public persona is more common. Baudoin worked in ink and brush, creating a mainly
black-andwhite narrative with carefly employed coloured highlights, makinBali
exceptionally artistic within the Museum Boom. Finally, the visual distinction of the
di fferent narratorsd and commentatorso v
images and open drawings, andthender i ng and interpretat

canonical artworks maké3ali essential for this research.

469 This exhibition is discussed in Chapter 6.
410See Appendix D.2 for a full list of graphic novel publications by Centre Pompidou.
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Very fortunately, Baudoin kindly made himself available for af@eface interview
during his residency anstitut francais du Royaurdgni in London in November 201%1
Unfortunately, the two commissioners were not available for an interview or questionnaire.
Alechinsky left Centre Pompidou, resulting in a lack of firahd information on the
museum's part, while the publisher newesponded to attempt to establish a contact. To
compensate for | acking primary sources, the co

media channels, and annual reports were consulted, as were interviews in the public domain.

Reminiscent of the subject The Three Agesvell-explored in art history (Fig. 5.31),
the narrative is preceded by three portraits of Dali at three different ages, each occupying a
whole page (Fig. 5.32@). Dali, bearing his dead younger brother's name, grows up a lonely,
violent, deeply troubled boy, aged twelve he starts painting. His mother dies when he is
seventeen. Soon afterwards, he moves to Madrid to attend art school. After his first
exhibition in Madrid, Dalimoves to Paris aged twertyo. He gets more and more
immersel in Surrealism, painting famous works, suchlasey Is Sweeter Than Blo(ib27)
andThe Lugubrious Gam@929). He shoots the movitn Chien Andalo§1929) with Luis
Bufiuel and meets other Surrealists. Dadits his later wife, Gala, but his fathegigroves
of the relationship, leading to a fallout. The arjeses on several trips to America, holding
lectures, having exhibitions, fleeing the Spanish Civil War (183®), painting some of his
bestknown works, such asPremonition of Civil War (1935), Metamorphosis of
Narcissug1937) andThe Burning Giraffd1937). In 1948, the artist reconciles with his
father and publ i shes a*?Maonyeafsdatet s sister Artn@w t o 0 S ¢
Maria publishesSalvador Dalias seen by his Sistdn revenge, DalpaintsYoung Virgin
SelfSodomised by The Horns Of Her Own Chastifb4) and disowns her. With the death
of Gala in 1982, Dafi energy seems to died. He paints his final painting in 1983, dying
in 1989.

Dali is very similar to the traditionalanti st ori cal arti stds monogr aj
relying on anecdotes to tell the artist's life, including his artistic training, and trace the
creation of @rticular artworks. While not depicting any original museum art, it names and

discusses major works and features drawings inspired by them, allowing the readers to

familiarise themselves with the artistoés subje
artistodés oeuvr e. The narrative establishes not
between the two, thus followinga ladwor k model . l ndeed, as Sal vad

autobiographical and full of personal references, the approach seena. auexample,

471 A special thankgoes to Ms. Laetitia Forst for interpreting during the interview.
472 Baudoin 2012, p.107.
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Young Virgin AuteéSodomized by the Horns of Her Own Chadli§54) was a response
Dal 26s on his sister Anna Maria pdibdes shi
several traditional anecdotes from art history, such as the coostapétitionbetween Dali,

Lorca and Bufiuel, conflict with clients, and the development of a certain eccentricity due to
fame and wealth’® Furthermore, it shows Salvador Dali placing himself in the lineage of
canonical painters (Fig. 5.33), an essenti@iant of the canon of art history: Referring to
previous canonical predecessors and their art, trying to gain status as their canonica

SuUcCCessor.

Also, the graphic novel contains some of the comics ggpeeific tropes, such as
artistic desting Dali draws and paints at a young &gepowerful clients and supportérs
Dali meets Pope Pious Xll, obsession and taking financial, artistic, and personaldrisks
he almost suffocates when giving a lecture wearing a diving helmet. Unsurprisingly, the
graphic novel depts Dali obsessed with his art and his wife Gala, and himself and his
I mmortality. Finally, i n showing Sal vadc

publication also mirrors an essential aspect of the First Boom.

Alechinsky believes that many museuwisitors must feel confused and alone in front
of artworks and wall text§* She mentions being fascinated by the easy accessibility of the
comics medium, seemingly hoping to use it to make the museum, in general, &xadi the
retrospective at Centre Poidpu, in particular, more approachabieéAccording to her, the
graphic novel project was proposed, based on the idea to see one great artist (Dali) throug
the eyes of another (Baudoin), from one human to another and linked by the artistic
process.’® Sheconsiderdaudointhd 6 a u t e[the ideal duthar] due to his experience
in (auto)biography, drawing style, and h

[Dalinian atmospheré}.’

When Centre Pompidou approached Baudoin, in late 2010 or early 2011, it already
hadecidedhavoul d be the best and [theref ¥ e]
Constituting 6a gredalitomwk o rhti unn idtaypd® uft o ro nke
to complete’’® Baudoin and the museum confirm both that research support was provided

to Baudoin, who recalls having access to

473 Already Pliny (1968, pp.16&07, 114115) records the eccentricity of Zeuxis and Parrhasios, and Vasari
(1998, pp.288, 296, 427, 438, 466) does so for Leonardorda &id Michelangelo Buonarotti.

474 Aleckinsly in La Cité 2012, p.2.
475 | bid.

478 | bid.

417 | bid.

478 Baudoin 2017.

479 | bid.
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specialists, initially working on the exhibit.i
available®®® As the Centre Pompidou owns only a hand full of works by Balivell as a

few photographs of him by Man Ray, it remains unclear to what extent Baudoin was given

the opportunity intsiy exrmame fiee Mtail gl6sstaeg i n an au
traditional d%RBaudsin alss rememinecs dnarclypahy. restrictions for the

proj ect ,care blanthe*®@nliy ®&n a single occasion, Baud
rejected when he 0drDalig ss I8 whkidh e agreet to change. However, the

demand did not comigom the French commissioners but the SpafahaSalvador Dali

Foundati on, which guards Dal26s d6artistic, cul
apparently held a strong editorial role in the project too while staying otherwise in the
backgrounl.*83

TheDali retrospective @entre Pompidou, accompanied by many publications, such
as an exhibition catalogue, illustrated exhibition guide, a monogadpWD, a smartphone
application as well as the graphic novel, received the usual publicity, while the individual
products were not separ at e |IDgliwashardiypublecided Cons e que
on its own. |t was ment asomeefdnany shoveldtes books.s e u més h o
However, the art institution did not mention it on Facebook and tweeted abouttlir@est
times around the release d4teAlechinsky tweeted a picture of herself holding the book,
promoting its upcoming relead®.Similarly, Editions Dupuisgdl i d not wr i tse about Bz
graphic novel on Facebook, and mentioned it only twice on Twitter but never on their

YouTube channet®

The most attention and publicity, certainly within the comics community, was
provided by the Mus& de la Bande Dessinée Angouléme While it did not post on
Facebook or Twitter, it uploaded an interview with Baudoin and a flip through his notebook
for Dali on YouTube, respectively in January and February 2®18also featured eleven
separate engs on its homepage, partly forming the press release, including contributions
from Alechinsky andJeanHubert Martin, theDalir et r o s phead turatoran sn

interview with Baudoin, while also promoting several related events. It is remarkable that

480 |pid.; Baudoin in Furino 2016; Alechinsky in La Cité 2012, p.2; Baudoin in La Cité 2012, p.3

481 The Centre Pompidou online collection (URL: https://www.centrepompidou.fr/en/recherche/oeuvres?
terms=Salvador%20Dal%C3%AD&display=Grid, accessed 23/10/2021).

482 Baudoin 2017; Baudoin in Baudoin and Vargas 2012.

483 Baudoin 2017; Baudoin 2013; For its missicsee Fundacié Galalvador Dali(URL: https://www.
salvadordali.org/en/dalfoundation/thedali-foundation/missiefundacional/, accessed 06/02/2020)

484Centre Pompidou 2012tsCent re Pompi douds YouTube channel was only
485 Alechinsky 2@.2.

486 Editions Dupui2012a; b.

487 La Cité 2013a; b.
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the two comics workers with the most financial risks and editing efforts involved, the
museum and the publisher, seem to have done little to mitigateisiksiand promote the
product they have helped to create, in trying to provide maximum publicity to guarantee a
successful reception of the graphic novel. Equally interesting, it was a party uninvolved in
the production and sale of the comics product, dpbgears to have put the most effort into
promoting it. However, as a museum specialised in comics, it mainly provided exposure to

a particular segment of society, comics readers.

Baudoin frequently states he neither liked Salvador Dali nor his artytartycand
just knew basic astistorical facts about the artist before receiving the commi$$iaxs he
does not believe in the concept of genius, actually detesting it, but did not want to turn down
the commission, he h&WPBawutdoifni Hd etsreea r anl[ 2e
and | ife,d 6read a | ot and watch[ ed] s o0me
Dali.**° Thus, Baudoin was following the lf@ndwork model in his research as well as in
the graphic novel. Insearcio t h e ¢ fgreang iulsed,, mMBoaaru doihamahr i e
visible,d hidden under the myths, g%Anfor
autobiographical artist hi msel f, Baudoin
artisticexpee nce to draw the artistbés portrait
by him 292

In the publication, Baudoin initially
young couple and talking rocks as parallel narrators comment on the Spanish Sartedl s
life ofand art (Fig.5.39 1 abel | i ng t h o sdforphe fosktiveehgds 6fthen t r a
narrative**®* He di stinguishes the various .Harra
Subsequently, having established Balfficiently as person archaracter, Baudoin himself

narrates the story in conversation with the woman from the aforementioned young couple,

becoming autobiographical at times in co
l'ives (Fig. 5.35). | istande rared sdentifying &ind explorihgi hims e
weaknesses, probl ems and fears, Baudoin

thus, learned to like, even love Salvador D&li.

488 Baudoin 2017; Baudoin in Furino 2016; Baudoin 2013; Baudoin in Delrieux 2013; Baudoin in Baudoin and
Vargas 2012.

489 Baudoin 2017.

490 |bjid.

491bid.

492 |pid.; Baudoin 2013.

493 Baudoin 2017; Baudoin 2013; Baudoin in La Cité 2012, p.3.
4% Baudoin in La Cité 2012p.3.

4% Baudoin 2017; Baudoin in Furino 2016; Baudoin 2013.
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Whether intended or ndbali is educational, displaying and critically dissing the
life of SalvadorDali, mentioning his most essential works, and pointing out their symbols
and meaning. In its exact chronology of events and artWoiksilitated by the appendix
containing a biography and bibliograghyt provides a good overvieof both, and invites
readers to explore the world of Dali furthBali decodes the artist Salvador Dali in naming,
explaining and tracing the origins, meanings, and resurgences of the symbols in his art, such
as the Tower, the Crutches, the Fish, the, EggAngelus(1857%1859) by Jeatfrancois
Mill et and others. However, it is also a testir
steps and rationale in the creative process, such as the need and measures to achieve distance
between Dali and himdel®® Thus, Dali is an autobiographical account of its creation, a
prevailing featu®e of Baudoinds oeuvre.

Baudoinds narrative is strong and convinci
SalvadoDali, brought to life through the combination with the unique graphic style and the
high command of the comics medium and visual storytelling. Mainly working with idk an
brust® only occasionally using pencil or pgBaudoin produced ink drawings f&rali,
resulting in very powerful and dramatic black and white aesthetics, with sporadic acrylic and
aquarelle colours reser (Rgdh3NFBaubdadli nds srdcewcn ti &n
use of colour is an excellent example of braiding, as the sudden change from the black and
white narrative creates a dramatic effect, highlighting the scene. Thus, those scenes
constitute a series of mo mefartDali ag ehhamhan anthp hasi s e
artist. Further, the motif of Dal26és O6overfl ow
i n the back and blending with images that seem
(Fig. 5.33)#%°Here, the visual storytelling reveals to the readers what is going on at the back

of Dal2d6s mind, the anxiety he is suppressing :
On the other hand, it constitutes another, slightly less obvious, exampledor hy mi ng6é i n t h
COrpus.

There is a delicate balance between Baudoin

hand, and the at times dark and heavy content, on the other hand. Indeed, some pages need
lingering or repeated reading to process the multiplertayand density of surrealist
symbolism and artistic detail¥he former isoften hidden or inscribed in the latter (Fig.

5.34), someti mes resembling Renaissance arti st

4% Baudoin 2012, pp.16212, 121.

497 Baudoin 2017.

4% Baudoin in La Cité 2012, p.4.

4% Baudoin 2012, pp.55, 63, 66,95, 108.

~180~



5.37). Dal 2?2 06s symbo Imotésmare laraided intotasnost ceraplexselfi n ¢
referencing network spanning the whole graphic novel. Unfortunately, a detailed analysis of
this network would exceed the available space. Furthermore, Baudoin employs the collage
technique too (Fig. 5.38) andykers the voices of different narrators, placing whole panels

and scenes in their speech bubbles (Fig. 5.39) or having them unfold in parallel comment:
(Fi g. 5.34). Much of Baudoinds work is v

would not raie eyebrows if hung in a contemporary art exhibition.

Naturally, Baudoin interprets Dal2ds
artists who influenced the Spanish Surrealist (Fig. 5.33, 5.34,. 33ding this, Baudoin
demonstrates his artistexperience and versatility and hints at the large amount of research
that must have gone into the project. Despite the entire book not showing a single original,
D a | &twosks guide the story from one highlight to the nBxli had based his paintings
on his dreams, a technique he called the paramoitical method, and Baudoin tried to trace
those dreams, creating pictures of what Dall in mind before his work§® Reusing this
technique, Baudoin il lustr at emss, descdbing thet e r
graphic novel as the result of his own parangiaci t i c a l me t h°6'Alsoo f C
Baudoin admits just copying existing paintings would have felt embarrassing, putting
hi mself into Dal 26s shoe sindpirasorr’@Tous, Baudain r e
cl ai ms he paranoiaertitalendethod lofethe paranoiacr i t i ¢ a?® met
Besides, the Gal8alvadorDali Foundation would have forc&hudointo pay copyright
fee for each used image, which he also avoids this Wonsequently, there was also no

need to cite any artworks.

Al t hough he decides to circumvent any
references, describes and even elaborates on a large mifiderse works he chooses to
adapt Baudoin defines &y to understanding Dadis humari®® Nevertheless, hile the
book brings forward the human behind the big name, since the underlying considerations ar
not clearly stated, readers might take interpretations by Baudoin for originals 5°@ali.
the same time, the detailedirent er pr et ati ons of Dal 26s ar
and symbols in his art, and the bibliography, including the artworks produced each year,

mean thaDalipr esent s much of t he Sdersywhaoaneasiya | 2

500 Baudoin 2017; Baudoin 2013.
501 Baudoin in Furino 2016.
502Baudoin in LaCité 2012, p.3
503 Baudoin 2017.

504Baudoin 2013.

505Baudoin 2017.

506 Baudoin 2012, pp.11112.
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find references to the originals to complement the graphic novel. Thus, after reading the

graphic novel, the audience might even recognise works by Dali by their style and subject

matter when it comes across them in an exhibition. Efffisct might not be entirely

incidental, as, for the graphic novelist, the book is more than just a biography or a dissection

of the artistdéds mind through his art: he al so
guide, enabling readerstodraap al | el s bet ween Dadamsonand Baudo
in line with Centre Georges Pompidou categorising the book as catalogue, as discussed

below.>°”

The meticulously compiled biography and bibliography, including a list of artworks,
allowaclearandeg factf i ct i on di vi s i oDaliattrécts déittlearitidism, Baudoi no
with two exceptions. Firstly, the book can be somewhat overwhelming and even confusing,
as, at times, readers suddenly encounter dense;laydted content arddconsidering the
Dalian symbolisr@ complex imagery on turning a page. The hectic and sometimes crowded
narrative, repeatedly changing pace, might leave readers with a slightly anxious impression.
When the story is not immediately straightforward to read, due to paralletinesr
unfolding on the same page but at a different point in time and indeed sometimes space, this
obscures the reading direction and may possibly deter individual readers. However, for a
biography about one of the most prominent Surrealists, those sisagcactually contribute
to the overall experience of the narrative and the main character, hence, be intended.

Secondly, despite Baudoin suggesting a dominance of his drawings over the text, the
book is heavy on and driven by teX8Especially during senes with multiple parallel
narratives, the imageext relationship fades, and the two stand more separated than together.
Such scenes or panels focus either on the text or the image but do not work together smoothly.
As Baudoin is welexperienced, he dainly knows how to avoid such imbalances, it is thus
undoubtedly an odd phenomenon. Possibly, even for him, three to four parallel voices telling

different narratives might be too many threads to braid effectively into one solid string.

Without anycomments from the commissioners regarding the targeted audience or
the | evel of satisfaction, respective assessm
mar keting of the book to 612+6 readers is an
complexity, maturity of the content, and nudity and sexual referénedthough nothing
explicit. °°° Realistically, an audience of late teens and (young) adults appears more

appropriate.

%07 Baudoin 2013Baudoin in La Cité 2012, p.4.

508 Baudoin 2013.

509 Editions Dupuis (available at URL: https://www.dupuis.com/biegatvadordali/bd/biopicsalvadordali-
dali-parbaudoin/30946, accessed 14/05/219).
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There are indications of disagreements between the museum and the publisher. Mos
obviously, the series was not continued with Editi@suis Instead, Centre Pompidou
change the partner, publishing the subsequent graphic noveldetith Sud BF° Also,
both institutions hardly promoted®ili. Given thaEditions Dupuiseleases Baudoi 6Tsois
pas vers la Couleuf2013), it would appear these two stakeholders had no issues. Similarly,
it seems that the museum and the comic artist were on good terms, as Alechinsky and Martil
contributedshort essays for the exhibition in Angouleme. Taet that the museum has
commissioned four more graphic narratives by established graphic novelists indicates

satisfaction with the first publication.

Baudoin is generally satisfied with the commission and his work. However, he is
displeased with the low French sales numberBadishas been treated as a catalogue by the
museum, resulting in a single print run only. Once this first edition had sold marked
theendobDalii n French, all owing only temporary
is plausible to assume that this arrangement caused a disagreement between the museum ¢

the publisher.

Fortunately for Baudoin, any foreiganguage éitions have not such a limited print
run, resulting in Spanish, English, German, Italian, and even Chinese translations. Severa
pieces of original art frorbali were offered and sold far 1 8 0 0 p eage at Hubdity e
& Breyne Gallery withbranches in Brussels and Paris, also offering originals from several
other publications by Baudoin, suggesting a standard procedure for his’badkserwise,
the commission by Centre Pompidou and Editions Dupuis had no prominent afterlife or
impactonBadoi nds career, a s-estaldishad arsthealaphie aodel

scene and market.

Edmond Baudoi nds g r a@plih commissianede by Cdmireo g r
Pompidou andupuis is welkresearched. It provides a twegige appendix comprised of
a biography and a bibliography, encouraging and enabling interested readers to continue
their journey into the life, mind, and art of Spanish Surrealist artist Salvador Dali. The

museum and the creator intend the graphic novel as a form of catalogue aroexgibde.

The publication is welexecuted, dividing the voices of Baudoin and the other
characters, though sometimes the parallel yet separate narratives can confuse some reade
Baudoin managed to fulfil his aim to reveal the fragile, fearful andhsimyan behind the
genius's persona. In following the traditiorldé-andwork model, presenting a large

proportion of t he @and thé reguipreude ofawealstabished st 0 e

510See Appendix D.2 for a full list of graphic novel publications by Centre Pompidou.
511 Available at URL: htps:/fwww.hubertybreyne.com/ (Accessed 19/08/2019).
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A

historical anecdote®ali is surprisingly close to atypicalth i st or i c al artistoés ma
At the same time, it features severalgenrpe ci f i ¢ tropes of artistos b

In terms of comics work, it is remarkable that those parties involved with the creation,
such as the museum and the publisher, slawly little effort to promote their product. In
contrast the Musée de la Bande Dessinédrngoulémeaided considerably with the
publicising of Dali. Although otherwise not involvedhe SpanishGalaSalvador Dali

Foundation was apparently edititige drafts.

Artistically, the book is truly unique, fully drawn in ink and only coloured to
accentuate certain scenes, constituting an interesting example of braiding. Baudoin chose
not to copy any original artworks but to comment on and interpret them, im@garat
might have inspired them. This notion possibly confuses some readers into taking the comic
artistés representation as an original. Al thou
and masterful for most of the story, on occasions, the albummwsceoather textheavy,

which then seems to function alongside the image instead of in junction with it.

The book was the first in a series of at least five graphic narrativesemissioned
by the museum. However, it appears that the collaboration meétpublisher was not free

of frictions, asDali has remained the only joint release with EditiDupuis

5.5. NetherlandsYincent

In October 2012, the 14dage biographical graphic nowéincentabout the last years in the

life of Dutch painter Vincent van Gogh, by Dutch comic artist Stépbschapprijswinner

Barbara Stok, aided by her partner and colourist Ricky van Duuren, was published in Dutch

and English®? Gert Jan PosStripintendantat the Fonds voor Beeldende Kunsten,

Vormgeving en Bouwkun@KVB [The Netherlands Foundation for Visual Arts, Design

and Architecture] (nowMondriaan Fonds[Mondriaan Foundation]), had initiated the

book>'®He commissionedincenttogether with the Van Gogllu s eum and St okds us
publishing house Nijgh & Van Ditmar in 2009. It was the very first Dutch graphic novel

about a canonical visual artist and, with the suppddeaferlands LetterenfondiEhe Dutch

Foundation for Literature], it has become the mastsssful one, currently available in at

512 The Stripschapprijss the most prestigious Dutch comics prize, awarded annually since 1974 to a cartoonist
or illustrator for his/her oeuvre.

513 Mondriaan Fonds 2012a, pp54 In 2011, theBKVB merged withMondriaan Fondswhich took over all
the projects and continues toigix Therefore, althougMondriaan Fondsis technically a different
organization, it is essentially the same organization thétireded thevincentproject; For a discussion of
Gert Jan Posb6s role as part of a ,Bee€Chagtergovernmental ca
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least eighteen languageé¥ The launch event also inaugurated the touring exhibition
Barbara Stok tekent Vincent van Gd8larbara Stok Draws Vincent van Godhp October

20127 30 August 2013 The fact that Stowas a frontrunner, her unique drawing and
narrative style, the resulting transnational succed4rafentand the differing aims of the
various stakeholders make it a crucial part of the cot{fusversion of this case study has
been published as a jour | article in 2018, i nvestiga
appeal and its role in the V&%n Gogh Muse:

Stok made herself and her work available most generously, in agreeing to a lengthy
phone interview as well as in shagisketches and photos. Gert Jan Pos, initiatefiyroder
and cecommissioner oVincent also agreed to a phone interview. Suzanne Bogman, Head
of Publications at the Van Gogh Museum, was willing to answer a questionnaire. The
museumdbs press releases, annual r efnally,t s &
Barbara den Ouden froederlands Letterenfonddso agreed to a brief intervieespite
repeated attempts, neither the publisher Nijgh & Van Ditmar nor the Mondriaan Fonds could

be reached

The narrative oVincentcover s the | ast two and a |
concentrating on his mental struggles and the brotherly love between Vincent and Theo var
Gogh, expressed in numerous letters. In Arles in Southern France, Vincent dreams of settin
up an artistso6 commune, i nviti ntggfdaraply, Ga
he creates some of his b&siown paintings, such asarvest at La Crai{1888) (Fig. 5.40),

The Yellow Hous€1888), andVladame Augustine Roulin Rocking a Cra(ll&89) (Fig.

5.41). Worried about owing his brother an increasing amount@im ey, Vi ncent
state deteriorates, further fuelled by loneliness, disagreements with other artists, and th
uncertainty about Gauguinbés answer . Firs
mental breakdowns occur. A letter from Gauguin.eagrg to come to Arles, stops one
particularly severe depressive episode. Full of euphoria, Vincent paints his canonical
Sunflowers in Vas€l888) (Fig. 5.42). When Gauguin arrives in Arles, the relationship
between the two artists is a difficult one, hsety di sagree over the
commune. The narrative peaks with a big fight between the two painters, resulting in
Gauguinbs departur e amuilatiohidarioge a padiculariy batl o r |

seizure. At the asylum in SaiRemy, his mental state slowly improves, and he paints

4'n comparison, Edward Still (2013) counted &édmor e
Maushad been translated.

515This exhibition is discussed in Chapter 6.

516 Forthe use of graphic novels from the corpus as PR teetsChapter 7.

17 Yu-Ki ener , Tobias J. iBarbara Stoko6s Graphic B
International Journal of Comic AN0l.20, No.1 (2018): pp.17Q288.
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Almond Blosson(1890) for his baby nephew named after himself. In Augerise in
Northern France, under the care of Dr Gachet, his mental health improves significantly.
Nevertheless, after a visit fromshbrother, Vincent painté/heatfield With Crow$1890)

(Fig. 5.43) and vanishes into it.

There are several myths and anecdotes about Vincent van Gogh, such as that he was
named after his stillborn brother, that he cut off (a piece of) his left ear to present it to a
prostitute as a token of love, that he only sold one painting during hisméfeand that
Wheatfield With Crow$1890) was his last painting, as well as multiple diagnoses for his
ment al probl ems. Mo s t o VinceénhTdengraphecmovdd alsof ound i n
features some weknown classical athistorical anecdotes, such e competition between
artists, particularly van Gogh and Gaugui n, al
Vincent For exampl e, Paul Gauguin comments that
beauti ful t han Monet dsd anndg?He |Ir ecnaanrbkts , k ede[pa ] inp
y o B®¥Imdeclaringr an Gogh 6éa wortHWHgesuecesBorch oMa hteerls
graphic novel hints towards his genius and canonical st&tus.

Moreover, Stokédés graphic novel wbrkipgi ct s t he g
long hours and refraining from sex to have an early start the next day, and expressing a clear
hermitl i ke vision of the %%Genrespesific tropes appeanie ( Fi g. 5
Vincenttoo, such asn obsession with his art and hievolutionising painting with his
brushstrokes and colour choicBsrthed very prominentindeellSt ok 6s book featur e:
anecdote of an artistés ment al instability, wh;
and is nowadays often titled the mad genin image and text, suggesting a strong emotional
connection bet ween v\angentisexgnplary of the lifemdwark d hi s art
model frequently used in anti st or i c al artistés monographs. [
feature of the monograp, the presentation of an artistos
limited extent as the artwork in the graphic novel remain uncited. Finally, in focusing on
moments of personal and emotional triumph and despair, the book follows the concept of

most narraties of the First Boom.

In 2009, in his role at BKVB, Gert Jan Pos aimed to promote Dutch comics on a
national and international level, initiating and partly funding, among othémsent>?
Aware that the Van Gogh Museilm gwaphthbhinkvefg] o

contacted the museum, offering to help fund the project on the condition that the comic artist

518 Stok 2014, pp. 7J1.

519 Stok 2014, pp.12Q.21.

520 Stok 2014, pp. 134, 29, 3117, 48, 5661.

2lPps 2017; For a comprehensive discussion of Poso6s rol e,
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would be Dutct??2Once his suggestion had been accepted, he proposed Stok, knowing her
and | iking her o6veryvewnyespt i Ntekysiill @al fos €y
make a pitch but won the assignmeittStok had published several autobiographical books
with Nijgh & Van Ditmar since 1998. As already argued for Badouxtded, publishers
usually try to bind a successful aatho the company, preventing them from signing up with

a competitor. Thus, it should be considered a strong possibility that the publisher and graphic
novelist came as a package in this case too. Unfortunately, it remains unclear who was
approached firsby t he museum. I nitially, the pub
meant to mirror Stokds previous autobiog
became abitlongéf>’She remembers &6the period [the
themame time the book became | onger 6 becau:
and have qui efltipremaekable ahat bathecbnimissioners, bearing the
financial costs, which inevitably go up with a more extensive narrative, suppoadd &ts
decision seemingly without much hesitation, suggesting excellent cooperation and trust in
Stokds abilities. Al so, to ensure the qu
sufficient time, guaranteeing her thirteen and a half months spveathoee years to finish
Vincent®?” While Stok points out during the interview the help she received from her partner,
the colourist, there was no further information on Ricky van Duuren and his work available
to this researcP?®

Stok states thattheV@#ogh Museum had éno strong d
an Oabsolutely brilliant cooperationd as
G o g R®Hawever, she admitstosomesele nsori ng, as she 6édmad:
anythingthemuseumo ul dn 6t >8Bjorgemea nwictohnféi r ms t hat 6
the views of the museum &bQherwisevtlrerWan@oghh 6 ¢
Museum all owed Stok o6tot al freedom, 6 th
mus eumb sl iasnhde rpbusb 6 comments and s u{dghesrt i or
institution appointed a museum researcher, assisting Stok with research, providing access t

522 |bid.

5231bid.

524Bogman 2017.

525Stok 2017, The originally agreed page count was 128, while the final count is 142 pages.
526 |bid.

527 1bid.

528 bid.

529 |bid.

530 1bid.

531 Bogman 2017.

532 Stok 2017; Bogman 2017.
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the library and historical documents, and reproductions of paimti@iven this close

cd |l aborati on, It woul d be plausible to assume
collection and could study at least part of the original artwisrlsstu when preparing for

Vincent but it remains unconfirmed. With the researcher and the publisherreSialarly

di scussed and edited her drafts, Operfectedd t
idea was not approved right away only on a single occa¥idmus, due to actively editing

various drafts, the publisher and the museum should alsmmhsidered part of the wider

authorship.

The stakehol der 6s ma r k e Vinceangwera methtivefyu bl i ci t vy
moderateNaturally, the Van Gogh Museum was involved in most of the promotion of the
graphic novel about the artiS However, the launch dfincenthappened at the museum
of Stokds hometown Groningen, with the directol
a copy during the eveft® The location allowed for the accompanying touring exhibition
Barbara Stok tekent Vinoevan Goghto be launched simultaneously at the public library
in Groningert3’ Conveniently, the show and the book were promoting each other. Otherwise,
Vincentreceived very little marketing and publicising from the Van Gogh Museum, with
only six postson Twitter between August 2009 and October 2013 and another eight on
Facebook between September 2012 and October 2013, while no related video was released
via the official YouTube channéf®In 2009, the Van Gogh Museum had started a farge
scale rebrandin@nd outreach campaign, including a new corporate identity, physical
structure, online appearance, museum education and outreach programmes, considering
Vincentas butoneaspect of this endeavour, not giving it special atterfid@ert Jan Pos
says the BVB mentionedVincenti n épress releases and newsl ette
museum and publisher to advertisetHo wever , he took Stok to oOc
meetings, 6 as a ““pragother stakéholders bmiefiy mentomet the book

laurnch onling®#?

33 Stok 2017.
534 bid.

535 For a detailed discussion on the domestic, iraad transnanal rebranding campaign by the Van Gogh
MuseumVincentwas part of, see Yiener 2018.

536 Pos 2017; Bogman 2017; Stok 2017; Alex Riger (2012), director of the Van Gogh Museum, tweeted about
this event.

537 This exhibition is discussed in Chapter 6.

538Van Gogh Museum 2009; 2011; 201¢a2013al.

539Yu-Kiener 2018.

540 Pos 2017.

541 |bid.

542 MondriaanFonds 2012b; Bieb Groningen 20123tgeverij Nijgh2012.
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Neverthelessyincentwas positively received by the national and international press,
with reviews in theNRC HandelsbladDe Volkskrant The TimesThe Guardianand La
Repubblica Stok herself has been most active in promoting her workcplarly foreign
language editions, admitting that the publicity work has cost a lot of time and energy over
the years*3She also explains that, after finishingncent she had struggled to balance
creative and publicity work for some time, not prodganew work due to a lack of sufficient
time>*l nt er e st iTochdeygelu@16d[Kapmy Anyway] is mostly a book about
making Vincent with the artist reappearing and even a panel being reused, which was

released in South Korea ¥&cent and m¢2019)>4°

When approaching and writing Vincent, Stok benefited from her ddoade
experience with autobiographical newspaper comic strips and graphic novels. On the one
hand, she 6didnét want [ her] idea of héai b
on the other hand, she 6éwanted to tell t|
creating 6a book Vincent [van Gogh] *woul
While the graphic novel i st iegmpheutdknavéboptu s t

the highlightsd in the canonical painter
extensive monographs or biographi€ddo we v e r |, she decidead to
about506 by the artist, as Othrough his ettt

Taking the letters with her, Stok even conducted a research trip to Arles aniR&aint
reading the letters ithe places of their creatidf® Thus, like Baudoin for Salvador Dali,

Stok was following the lifeandwork model during her research as well as in the narrative.

Clearly, van Goghos l etters form t hi
correspondenceamdmp or t ant narratives feature. Al :
to say things he [the artist] could neve
writings and trying O0to stay as cl°8S%he as
cites fifteen letters to achieve this, taken from the extensive correspondence between Vincer
and Theo van Gogh. Thus, touchingly and

psychological and artistic struggles, worries, and fears, as wah asstasy and despair, to

%43 Stok 2017.
%44 bid.
548 |bid.
%48 |bid.
%47 |bid.
%48 |bid.
549 bid.
550 pid.
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a large extent through his own words, also leaving some space for humorous as well as

philosophical encounters.

Stok admits that the adaptations of van Gog

some changes. [6Wiomdemty]] iag] ahrtrmal persond and
caricatured nor a hero, wa $! TeeseforeWincant |y tr i ck)
combines wo di fferent Dbiographical writing genres:

of t he | e tstinenprstationaftiee veBytsamle 6orrespondences in the form of the

biographical graphic novel.

The compelling drawings and masterful command of the comics mediMmadant
are a testimonial of Stokods ski rdesspapass qui red o
magazines, and companies, and graphic novelist. The researcher argues elsewhere that this
unique drawing and writing style won her the pitch and contributed significantly to the

publicati®nés success.

St okds signat ur efor¥ihcent @an beddsdrilmett as sirhextremes e s
version ofligne claire the benefits of which, such as easy recognisability and dynamism,
are discussed above in the analysiskéde (2008)>3Cer t ai nl vy, Stokds simpl
cartoony drawings give a friendgnd positive impression and allow the narrative to be
easily understood by any person. Thus, it provides a very intuitive reading experience not
reliant on any previous comics knowledge, keepiimicenteasily accessible for a diverse
readership. The brid colour choices, very cleverly inspired by and borrowed from van

Gogh himsel f, enhance the bookds appeal and

fal)

characters. Regardless of season or weather, Vincent always wears a blue suit (except for his
brief timein hospital), while his distinctive orange hair and beard always stick out in a panel
(Fig. 5.41). Similarly, his brother Theo is dressed in a dark green suit at all times, even at his
wedding (Fig. 5.45), and similar observations are possible for otfa@acters. During a
flashback scene, these colour schemes allow identifying and distinguishing the two young
van Gogh brothers (Fig. 5.46).

Stok 6wanted people to feel with Vincent,6 6 ¢
to silently show the passage of ne and t he p arnouiineebut@lso tadai |y wor
emphasise the emotional elements of the narrath®ur i ng van Gogho6s fits al
the panel shape, size, colouring and background, and the page layout change dramatically,

551 | bid.

552 Yu-Kiener 2018, pp.18081.

553 McCloud 1994, pp.3B7; Baetens and Surdiacourt 2013, p,354.
554 Stok 2017.
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visualising his declining mental state, constituting powerful examples of visual storytelling
(Fig. 5.47ab). An escalating angty level is indicated by dots appearing around the
characterds head, eventual ly fanrerinisoegtoft he
Da v i d Epieptid (0050 before the background becomes monochromatic, showing
erratic arrangements of zigzagsyirls and strokes and encapsulating van Gogh with
concentric shapes. Occasionally, the whole panel shows patterns of waves or polka dots, ar
ot her people become translucent before ey
two most severe mentareakdowns, the figures become distorted with oversized heads and
long arms, and the page layout is literally shattered, showing-gfmsef objects or
unidentifiable content reminiscent of primaeval soup. Stars around his abdomen and hea
metaphoricall display pain, while his eyes are often just white or replaced by swirls or x
es. Such episodes become even more dramatic and powerful when large parts of them a
silent. Particularly the two most severe fits constitute sudden changes from the otherwise
orderly page layout of rectangles and squares, thereby those two scenes are braided togett
in their unique image structures.

On a few occasions, Stok uses the same signifiers to convey a positive notion,
indicating that not every anxiety is negativel dhat her protagonist is equally immersed in
his own world during moments of despair as well as joy (Fig. 5.42). Both are closely
connected to his paintings, discussed below. Interestingly, the newly wedded Theo anc

Johanna van Gogh have the same dotsratéhem, yet colourful ones (Fig. 5.45).

Stokbés art is powerful and highly uni
throughout the book. Naturally, readers see the creation of artworks, but many paintings are
just backdrops, leaning against allwkn other cases, they become the very landscape the
characters inhabited (Fig. 5.48). Unfortunately, none of the original artworks the panels are
based on are cited, either on the page or in an appendix. Therefore, while the graphic nove
featuresalye part of van Goghdés oeuvre, the r
blend in and thus easily go unnoticed. However, as van Gogh is implicitly or explicitly
i mplied as a motifédés creator, St okLefiele s |
avdessusdulLouvr & he expl ai ns, 60t he paintings t he

are the paintings he [Vincent>**van Gogh]

In bl ending her own style with tles mo
i mpressive vVvisual storytelling. Maj or ar

state, such as the canoni@inflowers After Gauguin announces his arrival, van Gogh

555 Stok 2014, pp.8487, 93.
556 Stok 2017.
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ecstatically paints blooming sunflowers (Fig. 5.44), expressing euphodanirast, when

Gauguin departs after a fight, the sunflowers wither away and lose their petals, symbolizing

t he arti st 0sod yktasother excellehtiexample ofbraidirty)In the ca3def

Sower(1988), Vincent happily remembers his blissfaildhood, becoming immersed in his

peaceful memories (Fig. 5.46). Gauguin has arrived at this point in the narrative, but there

are first disagreements between the two artists. Van Gogh seems to seek the safe haven of

his childhood to avoid facing thepee nt i al 'y probl ematic future of
Finally, the artist walks throughhe Starry Nigh{1889), seemingly relaxed, joyful and in

good spirit, playing the violin with his paintbrush (Fig. 5.48), symbolising that he has

regained his balana@nd joy in life after a seizuieee period.

Also, another example of braiding merits attention. Each of the fifteen letters Stok
decides to cite forms one element. The script is regularly interrupted or accompanied by
individual panels relating to the demt of the respective letter. On such occasions, the text
(of the letter) dominates the image, which for the time being, take an illustrative nature.
Together those letters create a series of caring and loving conversations between brothers
(Fig.5.50)>*’

Finally, a compelling example of braiding c¢
at the hospital in SaifRémy. After admitting himself, and a failed attempt to venture outside
of the hospital to paint, the artist confines himself to the room. From thelewand always
from the same angle, the following pages depict van Gogh first just standing and later
painting at the closed window (Fig. 5.58§Finally, he stands at the open window with a
paintbrush in his hant®® Soon after, the exterior view showslased window again with
van Gogh in the room surrounded by the signifiers of a fit: he is experiencing a ré€fapse.
Through this braiding, the readers witness how van Gogh gradually reopens his window to

the world before it closes itself again.

As mention e d , al |l of the paintings are wuncited,
Gogh] or the painti ng®Theditlehblso expresses thisdewsa® 6 i n t h
does Stokbds initial idea to O6nevericalyge his | as

could have been any artist.o It was meant as a

Vincent [van Gogh] and donodot g°®¥ForStkdhe appreci a

557 Stok 2014, pp.187, 37, 40, 4516, 57, 61, 70, 71, 985, 104, 106, 107, 109, 117, 123.
558 |bid.., pp. 104, 107.

559 |bid., p.108.

560 |bid.., p123.

561 Stok 2017.

562 |bid.
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fact that van Gogh 06is now wahfhtemdust paon
about a man who | ived and wHh%On@can eadilyeseeaa n
certain autobiographical metaference in this concept, while Stok did not explicitly inform

the narrative with her own experience as aistart

Vincentis an exceptional piece of work, but it has some problems. The lack of a
bibliography makes it very difficult, if not impossible, for readers to divide facts from fiction,
while the missing citation of artworks means that they easily go wedainless the readers
happen to know and recognise a particul a

al most exclusively wusing Vincent van Go

6col oured by the ideas ofGoghtdid eoflestdnost o hisf | a
brotheroés | etters, Vincent van Gogh only
the death of bot h, Johanna, Theo van Go

deciding which to keep and to release. Consettyyean the one hand, the available letters
are a very onsided account of a twavay correspondence, which, on the other hand, has
been subsequently edited by Johanna, thus coloured in two ways.

Whil e Stok maintains the bedkdaseligivesgshe 6 n ¢
opposite impression. The graphic novel features at least thirty canonical artworks by van
Gogh, one every four to five pages. Several important pieces of art form a crucial part of the
narrative i n expr es asdsgissedalboveGAdsg, mdltple paiatimgs a |
appear in a fulpage panel (Fig. 5.48), aMiheatfield With Crowsven spreads over two
full pages (Fig. 5.43). Therefore, despi"
and not make it a story abiduis art, she almost inevitably ended up writing about his illness,
built around the theme of his selfutilation and most canonical works, like many before
her . It would seem it i's the result of
commercialized o a unigue and truly global scale, not least by the Van Gogh Museum,
demanding thaVincent6 f i t [ s ] into the views of the

worR. o

Stokbés use of drawing style and visua
of times,Vincentis inconsistent in using panel borders: Flashbacks, such as Theo telling
Johanna about his life with Vincent, and the latter remembering being rejected by a woman
are drawn with wavy borders (Fig. 5.B1) .
Theo (Fig. 5.46) and his vision of the f

563 | bid.
564 Bogman 2017.
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portraying thoughts about the past and future. Nevertheless, the narrative is still
comprehensible while perhaps momentarily puzzling.

Al so, St ok 8ignifiarsssainciedr at smesn€he postman Roulin is always
shown with either a swirl or an x for one of his eyes without an identifiable pattern or
meaning to this depiction (Fig. 5.41). The only other characters portrayed like this are van
Gogh duringhis fits and his fellow asylum patients. Thus, it remains unclear whether Roulin
is living with a dormant condition, in a permanent state of mental instability or intoxication

or whether it is just meant to be funny.

The very cartoony drawing style meanhsh a t the charactersd uni g\
Therefore, when | oo kDenOgnslag(2015), arethec mographicalo f St o k 0 ¢
graphic novel about H. N. Werkman for Groningen Museum, readers must be excused when

thinking they are looking at Theo van Gogh.

Finally, somewhat problematic and at odds with the story's seriousness, the Van
Gogh Museum6s onl i nncenth e pamah k EStBegmarfcdlls b e b k s
Vincent van Gogh: (20a1n a gkaphici nevielpvghen St facy o i lare

educational comic book aimed at primary schools and early secondary ¥€éhogrouping

the two together, she disregaMisicenb s narrati ve qualities, refl ec
of differentiation between chighplicrevel@®r | i teratu
graphic biographies), resulting in a problemat:i

This sales strategy partly contradicts the assignment which Stok remembers very
clearly: O[A] graphi c n adulshbndgobng adults Mgethkd6ent [ van
40 years] who knew Vincent [van Gogh] a bit but not too much and would like to get to
know hi A IrbcentrasteGert $an Pos and the BKVB were not targeting a particular
audience but instead aiming for a market agdaas possible and a diverse distribution
systent?® The stripintendanttried to trigger a snowball effect for Stok, usiincentas a

door opener to bring further works by her into High Street bookstidps.

Vincentis incredibly successful and available in at least eighteen languages. Baetens
and Surdicourt argue that thigne claire can facilitate global popularity in omitting
geographic, linguistic, and cultural marker8 While the term is historically linked to the

FranceBelgian tradition obande dessinge St ok 6s styl e canligiee descri be

565 Observed by the author in July 2017.
566 Bogman 2017.

567 Stok 2017.

568 pos 2017.

569 | bid.

570Baetens and Surdiacourt 2013, p.354.
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claredespite her being Dutch. € styletmake¥iiricent, St
easy to translate, not just into different languages but maybe more importantly into other
cultural contexts, making it an attractive product for the international (comics) book market.
On the one hand, the cartoony rendition of th@racters and the focus on the human aspect
of van Goghos |life suit readers from diyv
facts remain that Vincent van Gogh is a most prominent member of the Western canon of
art history, and the story does rieature any BAME characters. Nevertheless, nowadays,
more and more people worldwide can relate to challenges, problems, and fears that com
with mental health issues. In this sengecentcan help to reduce the stigmatisation of

mental health conditionghich possibly contributes to the transnational succegmeoent

Therefore, it should come as no surprise that everyone working on the project has
been very satisfied, however, each for slightly different reasons. The researcher has argue
elsewhere tht for each stakeholdevijncenntma naged to become and
as Dbusiness card, 0 successfully symboldi
mission>’* For the Van Gogh Museum, the graphic novel represents and promotes what the
institution stands for and has to offer: the most extensive collection of letters by the artist,
translated into (and interpreted in) many languages; -faostus artworks that have
achieved canonical status, not least because of successful and persistent merghandisi
a narrative that is centred around the tragic story of Vincent van Gogh, his mental illness,
the relationship to his brother, and a lack of appreciation by the contemporary art community
Bogman confirms that the nblybecausd/infeeteh s o«
great appeal to so many people, 6 receiVve
newspapers, o0 and has hel ped to r°Fatckhalsods o
remembers the museum bemungewmer gs sartdilsdr

ent huePastic. o

At the same timeéyincente mbodi es t he BKVBGO6S mission
literary qualities of the Dutch comics scene and Dutch culture in being about one of the most
canonical Dutch artists and tbestknown artworks. The international success is what Gert
Jan Pos was aiming for precisely with his strategic approach for targeted domestic anc

international distributors.

Stok is very enthusiastic about whaos:
not | i ke you get s o Mderkatishagtionlisirdoted int heriksowisgy e

571Yu-Kiener 2018, p.171.
572Bogman 2017.

573 Stok 2017.

574 |bid.
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she 6made the best possible book that [she] co
were published and international success happ¥Astbreover, althagh publicity work
demanded much time and energy for a while, she des&fibeenta s o0t he best assign

[ she] é%ler 2h0alds.,6 her O6dreamd of a Japanese edit

Vincenthas a continuous afterlife, not least through numerouwsgietanguage
editions. Also, the Van Gogh Museum has commissioned Stok with an actual illustrated
c hi |l dr e nvineent bro dekzpnnebloemgR019), available as/incent and the
Sunflowersin English. Additionally, Stok won theBeste Groninger Boeken 2ZB1
[ Groni ngends Best Vikenpwhile2he hobk| hasaegentty deatdreal in
the exhibitionArtists In Books (12 April 24 June 2018tHyundai Museum of Kids' Books
& Art (HMOKA) Seoul, South Kore&!’ The French bag manufacturer and retdilenis
Quatorzeeven launched &incentt hemed womendés handbag, and the
Vincentt he med wi ne . urquestyle Jisythe b&Bis forkhe sisudl style of the
a ni maThe Yound Vincemty Submarine, a production company based in Amsterdam

Artistically, Stok continues to use the colour scheme she develop¥thtant,and
she draws more landscapes than previct€lgconomically, she agrees that the book gave
her Oextra dlrseedpombntwihnd eout it is oO6stildl onl vy
form in a |I®®Howéveonunsheéesodfirms that o6the Vi
apply successfully for funding for her new biographical graphic novel, proving that she had

alrealy completed another similar and positively received préféct.

Bar bar ainc@ntveak thesfirst graphic novel by a Dutch comic artist about a
canonical Dutch artist, and it was the first time that the Dutch government, through the
BKVB, funded the ppduction of a comic promoting Dutch culture and graphic narrati¥es.

For the Van Gogh Museum, the commission fitted into a broader campaign to reposition and

reinvent the art institution in the twenrtiyst century.

The narrative follows the lifandwork model and features we&thown anecdotes
and genrespecific tropesAt the same time, the lacking citation for artworks prevents it from

presenting van Goghos successfully to any re.

57 |bid.
576 | bid.

577 Hyundai Museum of Kids' Books & Art (available at URL: https://www.hmoka.org/en/exhibition/past/
view012.do, accessed 07/07/2019).

578 Available at URL: https://www.submarine.nl/about/; URL: https://www.submarine.nl/project/vincent/
#synopsis (all ecessed 06/02/2020).

579 Stok 2017.

580 | bid.

581 | bid.

582 For the governmental funding for Dutch comics, see Chapter 7.
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considerable effort in the research, diligently reading the Van Gogh brothers' correspondenc:
to form tre narrative. The museum and the publisher, both actively involved in the editing
but far less involved in marketing and publicising, allowed Stok to exceed the previously
agreed page count, suggesting particular good cooperation. Her use of the comios medi
I's most i mpressive, as is the frequent us:c
mental states. Alsdyincentfeatures remarkable examples of braiding, working not only
with iconic motifs but colour, layout, and letters from the Van Goglthlers. Unfortunately,

the lacking references for sources and artworks mean didiéah division is almost

impossible, and original art might go unnoticed by the readers.

Remarkably, all the stakeholders were very satisfied Mitlicent St o k &/s c &
drawing style and easily accessible dialogues have made her book incredibly successful
with new foreignlanguages editions continuing to be published. A success that also

continues to aid Stok in her latest projects and developed into\éiowentmerctandise.

5.6. NetherlanddRembrandt

Once again initiated bgtripintendantGert Jan Pos, the graphic noR¢mbrandt
wascec o mmi ssi oned by the Rijksmuseum, Amst e
and created by Dutch comic artist and illustrator Typex (Raymond Koot) in three years,
aided by Shamrock International (Jeroen Klaver) with the lettering and Borirtkehe
design and image editir?§® In April 2013, for the reopening of the national museum of the
Netherlands after a teyear renovation period, the massive 228je narrative was released
by publisherOog & Blik | De Bezige Bip®* The semifictional grgphic novel narrates the
Old Master Rembrandt van Rijn's liflene of the most prominent figures and contributors to
the secalled Dutch Golden Age, whose artworks are the museum's highligdtdk of the
eleven chapters is named after either a persone(Elgn, Saskia, Geertje, Hendrickje,
Cornelia, Titus, Rembrandt) or an animal (Hansken, Conus Marmoreus, Rattus Rattus)
significant for the respective episode as well as Rembrandt, and examines a close
relationship or a critical moment in his life, althdugpot inchronologicalorder and varying
in length.Rembrands significance for this research lies with its scale, size, artistic quality,
and narrative depth. It constitutes another example of a national museum engaging with th

comics medium, yetery different from the Musée du Louvre commission.

Typex made himself available for an extended interview about his work, as did Gert

Jan Pos. FinallyMartijn Pronk, Head of Publishing at the Rijksmuseum at the time, was

8pogs 2017; For a discussion of Gert Jan Pos0s r o
584pps 2017.
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kind enough to fillout a questianaire®®® Unfortunately, no contact could be established
with the publisher The st akehol dersé6 online archives, ap

were consulted, complementing the available sources.

The first two chapterdilanskerandElsje taking plae in 1642 Amsterdam, follow
the elephant Hansken arriving at the port of Amsterdam, where Rembrandt sketches the
animal, and Elsje Christiaens, whom the painter meets and spends the night with, and later
sketches on thgallowsafter she is sentenced teath. The subsequent chaplantakes
place in 1629 Leiden, where young Rembrandt shares a studio with Jan Lievens; his life
long artistfriend. The fourth and by far longest chap&askiafeatures episodes from 1631,
1634, 1639 and 1642 and tells b r andt 6s eponymous first wife.

the wet nurse Greetje Dircxoés story, who start
son Titus after Saskiabs early death. The next
part, Relongt enoht sart ner , after l eaving Greet | e

inheritance.ConusMarmoreus(Chapter SevenRattus RattugChapter Eight) anditus

(Chapter Ten) are chapters of loss, respectively showing Rembrandt being forced to sell all

his possessns, witnessing Hendrickje as well as his adult son Titus dying from the plague.

The chapter€ornelia(Nine) andRembrand{ EI even) depict the artistos
living relative caring for her father, despite him growing increasingly obsessedzigome,

and cantankerous. The final chapter shows a gl

slowly fades into his studio's darkness.

Rembrandimirrors an important aspect of the First Boom in focusing on moments
of great triumph and despait. features several traditional anecdotes fromhestorical
biographies and contains multiple gesrjo¢eci fi ¢ tropes of artistos
competitions between Rembrandt and other artists, such as Lievens and his apprentice
Govert Flinck, the lattefooling his master with a painted guilder (Fig. 5.52); a conflict with
clients, such as when he hides from Commander Banning Cocq, lets clients wait, and his
paintings get rejectet® Uncompromising, Rembrandt causes conflicts with (potential)
clients anddeclines profitable business opportuniti8.When Rembrandt continues
working rather thalrinking with his friend Lievens, paints while Saskia is dying, and does
not attend the funeral dflendrickje,he is depicted as hernlike and obsessed with his
at*®Finally, as mentioned in the case of Salvad:

585 Many thanks to lan Horton for establishing the contach wit. Pronk,who isnow working at the Van
Gogh Museum.

%86 Typex 2013b, pp. 222, 2730, 3739, 4259, 8384, 9091, 124125, 136137, 152157, 161163, 197203,
226-229.

587 |bid., pp.4849, 153155, 226229.
588 |bid., pp.53, 9294, 181193,
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stubborn picture of Rembrandt has a | ong
the artist to take significant personal risks. The graphic novel matedraw an emotional
connection between the artistods | ife and
life-andwor k model . Anot her aspect of the tr
i ndi vidual 6s o0euvr e, Ranmandd Typey redsawsmeanyroagtnal p r
artworks, placing them outside the narrative similar to BadouKle® and the story
naturally depicts the Old Master creating paintings too, but none of the featured art is cited.
Therefore, significant partsof Renabn dt 6 s oeuvre are shown al
workd except for a few landscag@edut if readers try to find out more, they have no further
information provided. Interestingly, there are parallels beti®Embrandand the modern

pai nt er o6skBowingihe artist mainiythrough the eyes of the people around him, and

in being about a painter but not so much about paintfigs.

Gert Jan Pos and Typex state that the Rijksmuseum wanted a graphic novel to
accompany and celebrate its reopening aftéenathy renovation®Pr onk r ec al
Rijksmuseum contacted Mr Gert Jan Pos é |

st or yboar dtipihtenddntremambdrshapproaching the museum himself, and the

book <Remabtaedi s6 an initiative of Gerr Pt de
Regardl es s, Gert Jan Pos presented his p
viced i r e*Themuseum approvedf t he concept, but as P

of the book with Gert Jan Pos and Gerrit
had to say g &@Phksupnably atthis @mtr Ro$ suggésted T§péx he b e
y ou ¢ an 3 ashhe dr&ughtsrhad?* BKVB funded an exhibition of large charcoal
drawings by Typex, which left a positive impression on the decisiakers at the
museunt®Pr onk recalls: oO6Together it was de.:
guaranteefing] himacertamudget /i ncome for ¢é 5tAls, theo mp
mu s eum ¢ clthe] tpublisitintg enduse Oog & Blik (where Typex had signed

b e f o’ @rpnk @nd Marijn Schapelhouman, tBenior Curator of Drawing at the

Rijksmuseum, offered research assistan and basi c editing

589Vvan Tooren 2012, p.57.

50 Pos 2017; Typex 2017.

591 pronk 2018; Typex 2013b, back endpapers.
592pos 2017.

593 Pronk 2018.

594 pos 2017.

STypex 2017; BKVB 2011, p.94; Some of Typexds | s
(URL: https:/ftypex.nlfillustration/, accessed 07/05/2019).

5% Pronk 2018.
597 bid.
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i mpossibilities,Thes tPhrrosm&k metscre dwlsarilty o6t o d
check on >WYet, the niusenneclaiins not to have imposed any artistic restrictions

on the artist or interfereddi t h t he bookds content, and Typex ¢c
but O6hardly anyt%indegd Tygeoisfull ofprhise focSehapekaurnan 6

for the help and inspiration she provided in showing him the collection, a mutual fesling

thecw at or subsequently wrote Rémbrardioreturrd®s bl ur b, p
Importantly, in examining original museum am situ and acquiring a level of

connoi sseurship of the oeuvr e, Typexds resear
traditional artistsé monographs. Also, it seem
editing, yet the publisher was not. As discussedha ¢ase oKleg it is unusual and

remarkable that the stakeholder with possibly the highest financial risk forfeits its right to

control the content of one of its products, thus surrenders its gatekeeping positions.

Initially, Typex was only meant to draRembrandt while Gert Jan Pos was
supposed to write f22 Thestripintendantoriginal pitch has been extended into what Typex
describes as short story, illustrated by him, and now forms the first two chafftérs.
However, after about threaonths,Typextook over the writing too, first temporarily but
eventually becoming fully responsible for the whole book anothensixthslater®%4 This
shift in authorship contributed to tiRembrandproject taking three instead of the initially
plannedoneandalial year s. After the slightly rough star
book grew bigger and bigger, with an unstoppable Typex handing in yet another chapter
every few we ek s®®ntReromermand, it @lowediippexmere control and
freedon; on the other hand, it meant great financial difficulties for him, who was not working
on anything else during this period: o6l was ban
state%® However, as the Rijksmuseum's renovation was delayed tograpkic novel and

the museum were both ready at the same time, in April £313.

The Rijksmuseum appears not to have been ve
Despite therdbeinga f or ma | | aunch at the museum, where 6
themok to Mr JathgeSnexr aé itone SI1X ¢é [decedent of ]

598 Typex 2017; Pronk 2018.

599 Pronk 2018.

600 |pid.; Typex 2017.

801 Typex 2013bjnside front cover.

602 Typex 2017.

“Pos 2017; Typex 2013, back endpaper, 6The Story is par:
604 Typex 2017.

605 Pronk 2018.

606 Typex 2017.
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Amsterdam and a close personal fr§%@ypek of
felt the eventwasmai nly oOf or the fAboboso €é [ and]
somet hing where [he] could invite [his]
party at a club, including live music and a book sigriffigittracting much publicity, the

party alsdirst screenedhe short filmTypexTekentRembrand{Typex Draws Rembrandt]
about creating the graphic novel, directed by Lex Reitsma, and produced and supervised b
Dutch cartoonist and graphic designer Joost SwalfteThe publishing house had
commissimed the movie, supported MMIT , a Dutch IT and marketingpmpany whose

CEO Wiebe Mokken 6éhimself a big fan of ¢
as many people as possible to come in contact Retmbrandt®® The eighteeminute
documentarys included as DVDn a limited luxury edition pack dRembrandiand was
shown on the television channel NPO 2, on November.Z84f8re his work ofRembrandt

Typex had worked as an illustradob f e w n e ws p a p esrinsHolland Havetbaem a z |
s p a & keth@ weltestablished and wetionnected!? Therefore Ty pex knew

peopl e at [ Dut c h] magazines and newspape

hi msel foé util P¥Gdmwertyhibsi gnenewngjkape rwr ah é
Rembrandtc | ai ms Typex, and Pronk too recall s,
attention é by major medfd in the Nether|

The initially contracted comic book publish&og & Blik was bought up by the
literary publishing house De Bezige Bijpaking possible marketing efforts challenging to
track 5% However, Oog & Blik tweeted extensively about Typex armembrandt
particularly in the weeks following the rele8At the same timeDe Bezige Bijmerely
mentioned the book in a press release about an entirely different publf¢atimsatisfied

with the publisheroés effort and Rembrandto f

608 pronk 2018.

609 Typex 2017; Minneboo 2013a; Paradiso (available at URtps://www.paradiso.nl/nl/programma/typex
tekentrembrandt/8220/, accessed 06/02/2020).

610 Paradiso (available at URL: https://www.paradiso.nl/nl/programma/tigentrembrandt/8220/,
accessed 06/02/2020); van Adrichem 2013; 7N60 Communication (aeaf#lablRL: http://news.smart.
pr/7n60/graphimovetoverlevenenwerk-hollandsemeesterrembrandt, accessed 30/04/2019); This
informal launch party took place on 14 April 2013.

6117N60 Communication (available at URL: http://news.smart. pr/7n60/gravid-overlevenenwerk
hollandsemeestetrrembrandt, accessed 30/04/2019).

612 Typex (available at URL: https://typex.nl/free/, accessed 07/05/2019).
613 Typex 2017.
6141bid.; Pronk 2018.

615De Bezige Bij (available at URL: https://www.debezigebij.nl/nieuws/ovemaog blik-dooruitgeverif
de-bezigebij/, accessed 05/08/2019); For a further discussion about the publishers, see Chapter 7.

616 UitgeverijOog & Blik 2013am; 2014ab.
617 De Bezige Bij (available at URL:https://www.debezigebij.nl/nieuws/bije-heropeningvanhet
rijksmuseum/, accessed 05/08/2019).
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script to the French comics publisher Casterman, where it wasipedbiwith an additional
twelve-page comic about the making BembrandtLe Grand Van RyifiThe Great Van

Rijn].618

Typexds approach was partly dictated by Ger
Rembrandtad a ni ce guy 9$°Fhe sithabmresaltedir amatiteabte rupture,
as the first two chapters take place in 1642, while the story subsequently continues

chronologically from 1629 onward. Typexonsi der s Rembrandtés | ife 0
story €é& because f i r si$ somilrliws] dies,fthen his Sews wife a | t hen
[ Hendrickje, whom he neve fPPHmaoticestratdtnatchéses ¢é ev e |

very much O6the whole clich® of ®YWeaarefing][ as]
clich®s [and] sbdprediesmd neidngemé usemnropes), he a
really different, 6 what h e’?desstudies thanuReeousb r andt o f
sefportraits in preparation, as O6the only way t
his selfpor tr ait s, % HeteeTypexxfollows ithe sifandwork model in his

research just as nineteertbntury monographerdid, trying to understand an arfiss

personality through their work, convinced that the latter is an expression of the former. As

mentioned, the use of the handwork model does not extend to the publication.

Typex6s Rembr an datn feélioga without semehody erswhonrtthey
can be reflected on |i ke a mirror, o thus, t he
people around hirf?* The result is a relatively silent, sometimes even literally absent, main
character, who expressestsielf and his moods mainly through body langusigjéh Saskia,
Geertje, Hendrickjé literally the woman behind the painter and at the centre of the business
(Fig. 5.53ab)d and Cornelia, featuring very prominently, a fair parth&book is about the
womenbehind the canonical painter, how they experience him, and their sacrifices for his

careeff?®

Typex claimsémuch of the book is based on anecdotes, but hung on a historically

accurate framework of names and daomesso, 6 howeve

618 Typex 2017.
619pPos 2017.

620 Typex 2017; After the death of his only wife Saskim Uylenburgtin 1642, Rembrandt van Rijn did not
marry his longterm partner Hendrickje Stoffels, who died in 1663, his son Titus died a year before his
father in 1668; Typex in Onians 2013, "He [Rembrandt van Rijn] had a lot of tragedy, everyone around
him died,thdt s how it was in those days é But | didn't want t

621 Typex 2017.

622 Typex 2017.

623 | bid.

624 | pid.

625The narrative involving Elsje is mostly fictional and was therefore not included in the list of women.
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the artworks, as discussed belé#®Pr onk st ates the museum 0
be completely accurate in all details, we wished merely to prevent historical

i mpossi®®THe tiirest.id6t uti on told Typex it doe
book, 6 t he®3Cansequently, hedreely tomisines and rearranges various events
and dates from Rembrandtds | ife, makisng t
to get into t 2 nwahyi sofdetfheen cset,orhye. 6cl ai ms
Rembrandt. What's known are tH& oial papers, the property contracts, marriage, and death

reco™ds. o

As the appearances of many individuals are not well dnalagumented, Typex
used the faces and body language of people he already knows: his daughter for Cornelia, h
wi fe for Titusd wife, and his fatherd for
and friends of TypeX feature in a pub scene (Fig.8)3%*Addi ti onal |l y, ot h
in Amsterdamdéd has formed an autobiograpl

experience as an artist informs thws®arr;

Typex06s wuti |l i s atdiuno and wvasbal stolytelling to enhance thene
reading experiencés extraordinary. On multiple occasions, he builds an architectural
construct of panels (Fig. 5.55% In other instances, the panels and their layout mimic the
environment in which the narraé is set, such as the arrangement of panels as French
windows (Fig. 5.56) and workhouse beds, and are shapedrlist strokes (Fig. 5.57).
Some other panel borders resemble a forest (Fig. 5.58). Typex employs a chessboard patte
of colourful framed pagls and black and white unframed panels (Fig. 5.59) as well as a split
narrative, telling the same episode from two perspectives (Fig. 5.60). Also, he includes single
panels in a different drawing style and suddenly changes the page layout to intensify the
reading experience, showcasing decades of experience in the field. Also, the rendering o
the panels and page layouts stresses the importance of the image, sometimes dominating t

text, and emphasises tgmphicp art of Typexds wor k and vi

Furthemore, the graphic novelist employs braiding and rhyming, linking episodes
from various points in the narrative. For example, the first and one of the last scenes featuring

Saskia (Fig. 5.61) both include a panel, depict her face close up and lookingikamgl &m

626 Typex in Onians 2013.

627 pronk D18.

628 Typex 2017.

629 | bid.

630 Typex in Onians 2013.

631 Typex in Minneboo 2013a; Typex 2017.
632 Typex 2017.

633 Typex 2013b, pp.667, 170171, 215.
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the readers, who t ak®&Tliecates ronodly shkagt andendihée of vi e
episode about Sakia but also indicate that Rembrandt and his wife still see and look at each

other like when they first met. The scenes of Hendrickje meetilodescent Titus at the

market and him dying as a young man (Fig. 5:B6Rare similarly braided and suggest the

importance of Hendrickje for Titus in her motherly capaéifyDue to the differences

between the two scenes might also be described as rhyming. Yet another very meaningful

example of rhyming can be found in the suggested similarities between the elephant Hansken

and Rembrandt: Hansken wergdepksiathesopemingtsceoefwhilae s hi p o s
Rembrandt disappears into the darkness of his studio at the end of the book; also, Cornelia,

observes the strikingly similar look on their faces (Fig. 5.63), seeing them both as old and

tired with fantastic and legendastories told about them, and both caged in their respective

wayS®Fi nal ly, Rembrandtos studio mirror, sometim
an iconic motif braided into the whole narratf#élt is a subtle reminder of the importance
ofselfportraits in Rembrandtds oeuvre as well as

artist and human.

Typex explains that whil e iRemmhrasdtihaadt i on wor k
one style generally f or®8kottle patetieche tbak agparento e v o k e
inspiration from Rembrandt and his artworks, creating the graphic novel in shades of brown,
while using colour to highlight important moments in a panel. He chose a paler palette for
flashbacks and dream sequences to visuallthese scenes apart from the rest of the story
(Fig. 5.56). As mentioned, Typex was concerned that his story might end up too dark.
Choosing a comical and funny drawing style for
faces and build, might have beam attempt to prevent this.

Deliberately Rembrandmimics the appearance of a traditionattant st or i cal ar t i s
monograph through varioldements by graphic designer Borinka and letterer Shamrock
International, who have collaborated on several cqrejects, including comicsThis
resemblance becomes apparent at first glance, when a {eattezed case, including half
leather on the four corners and gelthbossed lettering on the cover and spine are visible
under a torn dust jacket, showing a paittof Rembrandt by Typex, repaired with tape on
the back. The unique design continues inside, revealing a woven bookmark, marked pages,
and other apparent signs of frequent use, such as torn, creased and stained pages (Fig. 5.64).

634 |bid., pp.70, 88.

635 bid., pp.129, 207.

636 |bid., pp.915, 190, 193, 23238.

537 |bid, pp.9495, 142, 160, 17273, 202, 222, 232, 23238.
638 Typex 2017.
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In fact, these are onlgrinted elements designed to give a spedifipression On the one

hand, the design pretends that the book is an expensive, exclusive, and thus credibl
publication, leathebound with an additional dust cover and gilt title. On the other hand, it
hints at the book being used regularly to look up informatmdicating a particular value

and high standing. Therefore, the stakeholder&esebrandto monumentalise the already
canonical Rembrandt van Rijn and his work furi&Such a concept is a typical feature of
atraditionalarh i st or i c al raph g welsas thes FirshBoom, gvhich both create

canonical feedback loops.

However, Typexo6s narrative style diff
narrator, and the story is experienced from a strictly neutral and observingehsah point
of view. Frequently and for varying lengths, the audience finds themselves in the head of
specific individuals, such as Hansken the elephant, a rat, Saskia, Geertje, Cornelia, Titus
and Rembrandt (Fig. 5.65). One notable narrative tool is the closergponn individuals
before taking their firsperson perspective. Another is the extreme close up, focusing the
reader so attention on smal | detail s. E

cinematography.

Naturally, Typex was wairksandshoweabesbegwingse mb 1
of them and the Ol d Masteros artistic in
of the original art is cited, neither on the page nor in an appendix. Each chapter is precede:
by a fulkpage matching image depictitige eponymous individudal Ty pex 6 s copy
original. In theSaskiachapter, spanning more than a decade, suchawings also sub
divide the different sections. The actual narrative features several paintings, drawings anc
etchings, though rarely @sominent, with the exceptions ®he Shooting Company of Frans
Banning Cocq and Willem van Ruytenbuftt42) (commonly known abhe Night Watch
(Fig. 5.66) TheDescenfrom the Crosgc.1632/33) and he Conspiracy of Claudius Civilis
(1661-62)54° Other original artworks, such e Three Treegl643), The Omval1645)
andSi x 0 s (1B45)i felature in or as the backgrounds of individual panels (Fig.%67).
While most artworks are either separatean the narrative or shown as being created or

sold by Rembranét therefore will not be accidentally attributed to Typethe landscapes

¥This monumental design and appearance were cont
softcover edition (in the musewnmdersacksdp Re mb
2019,the German comic publisher Carlsen released a hardcover edition with leather binding, raised bands
and gilt title on the spine, a cover with Ridhther on the corner and gilt title as well as gilt top, lower and
fore edges (available at URL: https://wvearlsen.de/hardcover/rembrasgtaphicnovel/111174#,
accessed 11/11/2020).

640 Typex 2013b, pp.229, 59, 192, 19203
641 |bid., p.181.
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mi g ht accidentally be taken for Typexds <creat
connection to Rembrandt. In thosases, the lacking references cause problems.

On one occasion, Typex inserts a photographic reproduction of an original drawing
into the narrativeElsje Christiaens Hanging on a Gibbgit664) (Fig. 5.68). In putting
theseventeentitenturydrawing and théwenty-first-centurycomic art on the same page
as equals, Typex and the Rijksmuseum question and negate a presumed difference,
assigning the same value to béth subtle statement about the High Art versus Low Art
divide. Ty pex O6éahaswmeortklse around the storyline, 6 try
spirit, the psychologydé6 while also telling 0:
pai nt*Thygpse.x06 woul d have wanted to écircumvent t
6rhe Night Watchis s omet hi ng you canot circumvent wher
Rembr &3Acst the chapter showing the painting is b

much of a choice.

More apparent than actuattworkor copies of originals is Rembrandt's artistic and
stylistic influence on Typex. The colour scheme in shades of brown, mentioned above, is
further enhanced by stark lighark contrasts. Remarkably, there are also references to the
Ol d Master 6s et chi n gwosingyandechaaging histpriningates,act i ce of
in sequences of moving silhouettes of people, and in the stragbtcrosdhatched shading,
both imitating the marks of an etching needl e

of selfportraits, as well as his group portraits are refergifegy. 5.54, 5.66).

On the one hand, the mirror and some disguises, essential tools fporsedits,
frequently feature throughout the book, as discussed above. The graphic novel also includes
theSelfportrait as Zeuxis Laughin@L662), which showsiat Rembrandt aspired to be seen
as the successor of one of the very first canonical painters in the historg @hather
example of an artist referring to an established artist to acquire canonicaf¥tatussing
the painting, Typex enforces Rembdan 6 s Omvthesother hand, the book cover shows a
portrait of Rembrandt, which seems not to be a copy from an original but composed by
Typex since the character gazes towar-ds his torg

portraits usually featurastraightlook as the works were created in front of a mirror.

642 Typex 2017.
643 | bid.

644 Typex 2013b, p.222; The legendary death of Zeuxis, is unfortunately never supported by any source: When
painting a picture of Aphrodite, the old lady who had commissioned it also insisted on modelling for the
painting. The apparent discrepancy betweenstigposed divine and youthful beauty of the Goddess of
Love and the wrinkled old lady made the artist laugh so hard he died.
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Finally, there is a sefportrait of Typex as part of a pub scene in Chapter Two (Fig.
5.54), which also refers to another practice of the Old Master, that of group portraits. Typex
has creted a group portrait of friends and acquaintan@smirroring The Anatomy Lesson
of Dr Nicolaes Tulg1632) orThe Sampling Official§l662) (commonly known &yndics
of the Drapers' Guilll In addition to these references to Rembrandt, the fair scen®(69)
is reminiscent of works by Pieter Brueghel the Elder or the Younger, who created famous

genre paintings of celebrating crowds of peasants.

As beautiful, impressive and wittily referencing and recrea®egbrandis, both
artistically and narratological, it has a similar problenb@<iel Au Dessus Du Louyri
not declaring its serfictional approach. It is true that in several interviews, Typex mentions
the semifictionality of the book, but unless readeradehem beforehand, they are not aware
of the bookbds nature. The precisely date
decl aring O6Typex i ved, breat hed arbg sl
contemporaries, the explicit and repeated gitof the Rijksmuseum as commissioning
i nstitution, the book design as an arti st
and redrawings, and the length of more than 200 pages, easily evokes the impression of ar
accurate adaptliiolne of o Remdd afnadrt 6By t he 6 mc
Netherlands, as Gert Jan Pos cal&tAs remarked already fdre Ciel Au Dessus Du
Louvie O6reception shapes meaning, 6 as ti me,
way it is perceived®®*Rembrandis | mpression is misleadir
artworks from different decades into single chapters, without any indication of doing so.
Apparently, O6prevent[ing] historical I mp

errors®’

Unfortunately, there is neither a biography nor a bibliograpbya list of artworks.

Thus, the average reader probably struggles to detect such inaccuracies. Typex explains |
ol i ke[ s] most people [to bsefghtawaoe®ek & hand
artworks would édburst the bubbl e*¢BY doicn
back to the original [artwor k] ,Bkactly hesvh at
Typex emphasises Rembrandt's fictionatdythe raders remains unclear. While a semi
fictional account is unproblematic, the lack of a clear mark dividing facts and fiction is not.
For most artworks, it is a missed opportunity that readers who try to find out more about

645 Schapelhouman in Typex 2013b, front inside cover; Constantijn Huygens, Andries Pels, and Hendrick van
Uylenburgh in Typex 2013lnside back cover; Pos 2017.

646 Jameel 2016, p.18P83.

847 Pronk 2018; Typex 2017; Pos 2017.
648 Typex 2017

649 | bid.
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Rembr andt 6 s o0 e uattingaeferencésl Howeaev, esing ariginaltartwasts
that the creator is no longer apparent while also not citing them is a serious issue and

essentially appropriation, even if it concejust a few works.

Maybe because each stakeholder defines theage reader differently, there are no
common concerns regarding such mixed messages. Forubeumo6 gr aphi ¢ novel s <ca
to a specific group [it] wi stheeRgksniugeumvasc | uded as
(and still % As discassed above,rGegrbJardRos @nd the BKVB had no
targeted audience but a targeted (inter)national distribution system for the’ftgirally,

Typex saw the project from a primarily personal strategic point of view:

61t was t he meaismylife pepaose t wasineveryabld to likie off my comics,

and this was my only chance. And | wanted to get abroad because there is not enough
audience in Holland. So, I needed something app
a lot of copies not lwause of the name Typex, of course, but because of the name Rembrandt,

of cour se. So é how coul d | refuse?b56

Typexds book has 61 i v eRembrapdhas beerttranslatdie st e x p e

into nine different languages, including Chinese, Spanish, &ngfid French, which means

t hat the graphic novel has achieved the <crit
p u bl i aeadhingoandiversified audien¥.For the same reason and due to a lot of

newspaper coverage, BXWeRijksmiseonvizatsypleasadwitls f i ed 6 t ¢
good sales number s i putsied htei anulsaeru m@®i ratnedr nPartoinokn &

@Rembrandsurpassed all expectations. | think it is one of the best graphic novels ever to be
published i n ®RembaMidtnaedrel aasndisi. @ di fferenced say
provided the opportunity for him to create the béwikdy. A Factual Fairytale. The Life and

Times of Andy WarhdR018), as Wim Pijbes, at that time director of the Rijksmuseum,

established the contact betwelypex and the Andy Warhol Foundation in New Y&tXk.

Typex received much attention f&embrandin 2013: itwas nominated for the
Album van het jaafAlbum of the Year] byHet Stripschapthe Dutch Comic Society,
shortlisted for theCutting Edge Awarda Belgium prize for cultural output, and won the

Dutch Willy Vandersteenprij2013 as best comic of the year, which consisted of prize

850 pronk 2018.

851pos 2017.

852 Typex 2017.

853 pos 2017.

854 Pronk 2018, emphasis original.

855 Typex 2017; Typex in Pollmann (available at URL: httpg§tpollmann.nl/volkskrant/groditht-voor-
typex/, accessed 08/ 02/ 20 2Anpyjs publsiedin at leastgix languagey pex 6 s hom
and thirteen countries. Available at URL: https://typex.nl/ (Accessed 07/08/2020).
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money and a temporary exhibition (31 Miayl June 201pat theStripdagen Haarlerf>®

The booko6s af tAdesteiFidetes Keistgethaaimet Rémibrdneltsen Saskia

[All Ye Faithful - A Christmas Story with Rembrandt and Saskia], a-frage comic strip

in the Culture section of the Dut®#RC Handelslad, published on 19 December 2013.
Furthermore,thd mst er dam Comi cs Conf e r-3Joly2015)s€do mi ¢
an altered panel frolRembrandas its official image when publicising the academic event
and invited the graphic novelist to holdSpecial Guest Presentations, titl€dmics vs.
Culture®®7In 2019, doubtlessly witRembrandandAndycontributing significantlyTypex

won thestripschapprijsfor his oeuvre.

Rembrandtco-commissioned by the Rijksmuseum and BKVK, was released for the
museum's reopening in 2013. It has a complicated history and large authorship, as the
initiators of the project eventually dropped out, and Typex ended up taking over the entire
project whle continuing with theoriginal pitch. Also, the initial publisher was bought up by
another one, but neither of them took a gatekeeping role in editing and shaping the projec
as it went along. Yet, the original publishing house commissioned a short atmvig
creating the graphic novel. Neither the museums nor the publisher actively promoted

Rembrandtleaving the creator to do much marketing himself.

In focusing on Rembrandt van Rijnoés
reminiscent of the First Boonseveral arhistorical anecdotes, as well as gespecific
tropes, appear prominently in the narrative. Attempting to avoid canonical masterpieces
where possible, the narrative does not follow a-difigtwork model. However, in his
research Typex was de to a monograph in using the {#adwork model and examining
original artworksnsituu. Expl oring the artistos |ife t
him and not being about his artworks, the graphic novel shares aspects with a moderr
p ai ntwlrAS sonenobthe featured artworks is cited, the potential to present Rembrandt

van Rijndés oeuvre is not realised.

Typex felt free to rearrange historical timelines and dates of artworks to fit the
narrative, as the museum was split between prevehtsigric impossibilities, providing
some assistance, editing, and not being interested in an accurate biography. Typex claim
the bookdés fictionality is obvious, and
However, the problem is that the fictionglis less than apparent, and the border between

facts and fiction seamless, while no biography or bibliography is at hand to aid the readers

656 Uitgeverij Oog&Blik 2013I; 2014a; 2014b; Het Stripschap 2014; Minneboo 2013b; Stripgids, available at
URL: https://stripgids.org/project/willyandersteenprijs/ (Accessed 10/10/2020).

857Amsterdam Comics Conference homepage, available at URL: http://aamt@uhics.com/conferences/
Summer2015/ (Accessed 10/10/2020).
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Almost as if attempting to compensate the audience for this dishoResthrandis a

monumental and immersivegerience full of carefully employed braiding and meaningful

visual storytelling, enhancing the reading experience with narratological and artistic details,

i nspired and influenced by Rembrandt van Rijno

monogaph.

Rembrandthas been translated into at least nine languages, satisfying Typex and
Gert Jan Pos, while also achieving much national publicity, earning Typex various prizes,

not least thestripschapprijsn 2019.

5.7. Netherlandslan van Scorel. Sed/acante 1523

In October 2013, the graphic nowln van Scorel. Sede Vacante 15@3commissioned

by Centraal Museum Utrecht three years earlier and subsequently executed by artist Paul
Teng and writer Jan Paul Schutten, aided by colourist Rathelyn, letterer Drits Jonker

and graphic designer Tessa van der Waals, was published by Lecturis in Dutch and
English®®The museunholds a large proportion of the surviving sixty works by the painter
Jan van Scorel, whose life inspired the narrati’éThe book launch inaugurated the
exhibition Jan Van Scorel. Sede Vacante 1%2Baul Teng Aan De Tekentafdan Van

Scorel. Sede Vacante 1523Paul Teng At The Drawing Tablg¢l9 October 2013 19
January 2014t the museum, which also bought all thgioal drawings by Teng for their

contemporary art collectidi®

The almost entirely fictional eightyage story took inspiration from the brief period
between August 1522 and May 1524 when the painter worked for Pope Adrian VI in Rome.
Artistically and hstorically, the narrative centres around these two men and the city of
Utrecht. Adrian VI originated in the city, while van Scorel trained, worked, died, and was
buried there. This highly 1 ocal focus, Tengds
style, and the clear fadiction division, due to an eigigage appendix of references and
artwor ks, compil ed by the exhibitionods cur at

publicationdéds unique importance for this resea

Teng and Schutten both agreed todilt a detailed questionnaire, and Hans van de
Willige from Lecturis answered a short questionnaire too. Unfortunately, no one from

Centraal Museum Utrecht was available to discuss the project. However, it facilitated t

88 Teng 2018; Schutten 2018, Both mentioned a French edition to be published in 2019, which could not be
confirmed.

9Someti mes the ard&Joanm svam nec hoorseple.ld ed
660 This exhibitionis discussed in Chapter 6.

~210~



research in establishing contact with Te
Twitter accounts, and its homepage were consulted as well as additional information

available online.

The story switches back and forth between two separateinestalhe dominant
plot follows van Scorel during his time in Italy and Rome serfAngeAdrian VI between
1522 and 1524. Howeveonequarterof the bookis set in Utrecht in 1566, featuring the
painterdéds son and former apprentice, Vici

The main narrative opens with the deatliPopeAdrian VI on 14 September 1523.
The story then jumps back to 23 August 1522, wiaenScorel is invited to Rome by Adrian
VI. Upon meeting the pope, van Scorel becomes head of the papal art collection and receive
the commission for a papal portrait (Fig. 5.70). Adrian VI mentions to van Scorel that his
predecessor was allegedly mumlér S o o n afterwards, t he p
dramatically and he diést he narrati vebds start. Van Scc
suspects. The new pope, Clement VII, is elected on 19 November 1523. Van Scorel is
arrested, trialled, and convicteof conspiracy against the church. He signs a contract,
guaranteeing his safety in exchange for ending the investigation, and leaves for the
Netherlands in May 1524.

The second shorter narrative, set in Utrecht in August 1566 during the iconoclasm,
occaionally interrupts the main story. Victor van Scorel and Anthoine Mor van Dashorst
find and discuss the contract between Clement VII and Jan van Scorel. Two men steal the
document but are confronted by a Protestant mob, suspecting them to be Catholics an

throwing them from a bridge, while the contract is blown into a bonfire.

Jan van Scorel. Sede Vacante 1528&lly features any of the traditional-arstorical
anecdotes or tropes of the artistoés miogt
this case Pope Adrian VI. Carel van Mander, a primary source for the project, as discusse
bel ow, merely writes a few sentences abol
any special relationship between the pope and the p&thiowards thend of the narrative,
van Dashor st describes van Scor el as o]
architect, é the da Vi 8 acommadngendspecifitopef’h , 6

However, the very brief moment is entirééxt-basedas namage shows the product of the

%61lyvan Mander 1969, pp.168,[ Jan van Schoorel] then went to Ven
and visited other cities in Iltaly, including Rc
Adrian VI was eécted pope. He was formerly a cardinal in Spain. He was born in Utrecht. When Schoorel
came to Rome, the Pope became acquainted with him and made him director of the Belvedere. Schoore
painted many pictures for the Pope, and made also a portrait ofdrmlife, a work which is still to be
seen in Louvain, at the college founded by Pope Adrian VI. This Pope occupied the Holy See one year anc
thirty-f i ve weeks and then died. Schoorel, after ext

662Teng and Schutte?013, p.69.
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alleged inventiveness. In being almost wholly fictional and showing hardly any art by van

Scorel, the graphic novel neither uses thedifgbwork model nor presents his oeuvre.

However, it shows several remarkably close kimir i ti es to modern painte
choosing a less weknown individual, being about a painter but not his art, assigning him

a secondary role, and having a detective story séfting.

While the book contains next to no anecdotes about van Sca@dsitfeature some
about Adrian VI, such as an extremely frugal lifestyle and funeral, him working on seven
deskssimultaneously, sadness due to the opposition by the Roman clergy, while always
following his vision for the Catholic Church. If stripped the religious context, those
anecdotes would befit a traditional-arstorical monograph: an artist living a wesksessed
and frugal but also sad life, very talerdethaybe even a geniéishe follows his artistic
vision despite being unappreciated, as notewstdod, by his contemporaries. This link is
probably unintentionally but a parallel worth mentioning. Finally, the focus of the entire
project, the graphic novel as well as the accompanying exhibition, on the city Utrecht is
reminiscent of the autochthanbiographical writings of the Tuscan Renaissance.

Centraal Museum Utrecht initiatethn van Scorel. Sede Vacante 15232010,
involving Gert Jan Pos, in asking him to propose some suitable comic &ftistawing
the museum wanted a rather traditiosgle, he suggested, among others, Paul Teng, who
subsequently won the pitch due to ®hltiiss 6ddet ail e
worth noting that Teng's very meticulous, static, and ultimately conservative drawing style
does share many elemsntith that of Jan van Scorel and the sober, stern and strict manner
of the Northern Renaissance. Consequently, Cent
based on this resemblance in the two artists

0
[Schutted asscriptwriter] €] a very accompl i sh®% hewhad t er of vy
[

earl i er cooperationo and 6Centraal Museum |
b o o ®'sThedmuseum contactdcecturis whi ch makes Opublications
exhii t i ons6 and a®Tredpulkhiesshdren@i mmedi ately [|ik
decision to do the publication was a quick one,

663van Tooren 2012, p.57.

%64ppos2017l n this case, Gert Jan Poso6s role was strictly adyv
665 |bid.; Teng 2018.

666 Teng 2018.

667 Schutten 2018Kinderen Van Amsterdart2007) andKinderen Van Nederland2008) were earlier
collaborations betweeheng and Schutten.

68\van de Willige 2017; The publisher knew Teng already f@tmps! 200 Jaar Nederlands Beeldverhaal
[Comics! 200 Years Of Dutch Cartoon@013) by Matla, van Eijck, van Helden, Polliman and van
Waterschoot, accompanying the exhibititnips! 200 Jaar Nederlands Beeldverhaal (28 September 2013
i 2 March 2014)at Huis van Het Boek | Museum Meermanno in Den Haag.
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length, and binding, were agreed, there was no opportunity for renegetfatibor the rest

of the project, Teng was the only point of contact lfecturis®’ While 2012, the 530
anniversary of Jan van Scorel 6s death, wc
and the museum agreed on 2013, possibly
becauseofthe3&a nni ver sary of & dmevenfeantaeynrglated foth&t r
graphic novef™

Like in the case ofe Ciel Au Dessus Du Louyrfrst the artist was appointed, who
then suggested bringing in a writer, and
side. Also, it is remarkable that appatgnthe publisher has only been contacted after the
museum had decided on the creator(s). Thus, the usual gatekeeping position of the publishin
house was circumvented, and the company was left to accept or decline a panttapged

project.

Tengsésse sasment, O[Jan] van Scor el i's no
[ Centraal Museum Utrecht] wished to reme
well®2Carried out 6on [ Tengods] abubsantihmauttdf o n s
documentation, which was a solid base fo
creators] would not nor maompilgdbyrana assistaat at¢the s s
museunf*Schutten confirms O6most ofthehelfBeam
The creators also went ontlareeday trip to Rome paid for by the museum to see the
locations, architecture, and art from the Vatican Museums featured in thé’bdekg
recal | s, O0[ t ] he timecensumithgpéartfwasaf uglutr,i nayr oruat heh
| ayout, and the condition of the New®%Sair
In addition, Schutten read van Mander 6s |
good number of books fainnddi muws eau mGecranaan o ¢

h e | % Tthé cordic artist remembers,

6[t]he original brief was to do a biograp
idea. It would have madedallla | b u m, al so because van Scor ¢

the walls of his studio. The interesting part was his journeyrgsdiem and his days in

569Van de Willige 2017.
670 | bid.

671 Centraal Museum Utrecht 201Zan 1 January 2013, CMU transformed from a muniajpganisation into
an independent foundation.

672Teng 2018.

673 |bid.; Teng 2013.

674 Schutten 2018.

675 Schutten 2018; Teng 2018.

676 Teng 2018.

677Van Mander 1969, p.15867 Kruse 1998.
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Rome, undePopeAdrian VI. So we concentrated on that period, and on the historical

rumours surroundin’ the death of the | atter. o

Teng recalls being O6given a free hand in ever)
restricios on arfyYyHowevveer.,6 Teng mentions that O6[i]t
museum that the book should be as historically
i mpor t an c @BAgaim thercieatnsseahink they were working unrestricted while at

the same the admitting that they were given conditions for their work. Furthermore, the fact

that the museum had already done the resdarcthe creators constitutes a significant

editing act, as Teng and Schutten had to work with what they were given. There is no

indication that they followed the lifandwork model or examined any original artwoiks

situin preparation for their work. This is hardly surprising, as both creators clearly struggled

with and seemingly even disliked their subject, with Teng thinkiga n Scor el and t he
Renai ssance arenodt sexy subjects, 6 and Schutt e
and not venyjikeablep er s o n . But he was the PpYThetedasgoni st , s
no indicationthat Teng 6s and S3ienbes, tas a&tistband wetgr pespectively,

inform the narrative in any way.

A mostly fictional storyline could have sol
Schutten O6wanted to write an exciting story, 6
contradiction to the [established] facts.iBoould have happengdh i s way, 6 whi |l e adm
6for sure it di®mnedntg hcagmfeinr mshi&Gn omahyi.nbg i n t he

what we know of [Jan van S®%HBawever]hjsstatemdnt t hat i s
directly contradicts Centraal Museum Utrecht 6s
foreword, oOwe do know a gr eat®Thecamhicagistout hi s |

explains the bookbs f oc usreatesomBadueaturetdorha® nl y t he
an interesting book, wiatomuttbergdiaoagdéteet arothi
took whilec | ai mi n g attdaly clgsé to the thes thodight truth, but has never been

p r o \P%&The résult is a graphietkctive story in a Renaissance setting. It can be described

as a youtHriendlyd there is one bare bredsb | end of Al ejandro Jodor ows
Manar ads gr aplhBorgia [hhe Badias] §2@0d,i2@08, 2008), about Pope

678Teng 2018.

67%Teng 2018; Schutten 2018.

680 Teng 2018.

%81 bid., Schutten 2018.

682 Schutten 2018, original emphasis.

683 Teng 2018.

684 Edwin Jacobs in Teng and Schutten 2013, foreword.
685Teng 2018; Teng in van Klinken 2013.
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Alexander VI, and DanBwwn 6 s popul ar Robert Langdon n
2013, 2017), turned into the movi€ke Da Vinci Cod€¢2006),Angels and Demon2009)
andInferno(2016). It also resembles First Boom comics about sculptor Benvenuto Cellini,
rich in sword fight and conspiracies in Rome and the Vatican. Finally, it confirms that

Burckhardt déds perception of the Renaissan

materialism and the lust for powét , K o6 is
Interes i ngl vy, Teng an d-coBpiracyletecttya siosy seeohs/te n t
starkly contradict Centraal Museum Utrecl

to present (art) historical research to a large audi®ideo comply wi t h-t he
hi storical information, & t he °8gppaentlg, sucty s
efforts were sufficient for the museum, which provided much publicity for the graphic novel.
In November 2012, a press releasported that Teng won tHtripschapprijs2013 and
included a few blaclandwhite preview panels of the graphic novel. The director wiate

van Scorel. Sede Vacante 1628 f or ewor d, prai sing it as
6literaltiyvalnyd tiagmusm@morted [Jan % an Scor e

Most publicity was generated bylanvdne Cc
Scorel. Sede Vacante 1523Paul Teng At The Drawing Table (19 October 26139
January 2014)including specibevents®®®Teng remember s o6a (ver.y
aired several times on national tv, newspaper ads, and an interview with the local televisior
n et w8The maseum released three short videos produced for the exhibition, featuring
Teng, Schutteand the colourist Kathelyn, on its YouTube and ArtTube charfi&Ehe art
institution, including its director, was also very active on social media, such as Facebook
and Twitter, with multiple posts and tweets between October 2013 and Januaf{j*2014.
comparison, Schutten posted four times about the same topic, respectively in August anc
October 2013%* Nevert hel es s, he thought 6t he p

686 Williams 2007, p.36.

687 Centraal Museum Utrecht (available at URL: https://www.centraalmuseum.nl/en/exhibitioreta
scorelsedevacantel523 pauttengaande-tekentafel, accessed 29/01/2018).

688 | bid.

689 Edwin Jacobs in Teng and Schutten 2013, foreword.
890 For this exhibition, see Chapter 6.

891Teng 2018.

692 Centraal Museum Utrecht 2013a; Initially released on 15 October 2013 on YouTube, the videos were also
uploaded on ArtTube on 13 November 2013.

693 Centraal Museum 20138 2014ad; Jacobs 2013a
694 Jan Paul Schutten 2018a
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acknowledging the museumbés effopubl|liwhtVyyé bheng

6wasnodt picke® up by the press. o

However,various online reviews, articles, and comments look at cultural, legal,
Catholic,and Papal histor§?® Kathostrip specialised in religious comic books, considers
the publication aaccurate depiction of the iconoclasm, acknowledging the large fictionality
and suggesting to separate fact from fiction using the app&Hdihe Reformatorisch
Dagblad too thinks the publications represent the iconoclasm, the people, and buildings
faithfully, but criticises the book's too contemporary feeling regarding some aspects of
Christian faitl®®® 0Ot her pl atforms adopt the creatorso vie
is boring and seeing no issue with the fictional representation of é9&Atg. historian
Cl audia Schipper, who writes mainly about the
view in thinking the comic is the only way to interest adolescents in Jan van Scorel,
suggesting it might introduce museum audiences to the comics médidtmechtbased
Otto Vervaart, on hisRechtsgeschiedenis Bldiiegal History Blog], provides extra
background about Pope Adrian VI, but questions whether the shown practice of confirming
a popeods death was i n'tfHelikiks Bndisl Ir eparlaicsttiisce da nadt atct
environments and suggests historians should use more iffaydésile not all these critics
seem to be talking about their respective fields of expertise, their diversity clearly shows that
the graphic novel reached into varioustp®f society.

Jan Van Scorel. Sede Vacante 1%2an illustrated story, as the teddminateghe
images while the comics medium's potential remains vasied. Rare exceptions are the
opening scene, with three panels arranged like a wiatjad(Fig. 5.71), and some silent
scenes (Fig. 5.72). For several episodes, wordless panels would create a much more dramatic
effect, but the power of the images is disturbed by the text (Fig. 5.73). Very traditional in
styl e, technicall y taisare khigh,aand posgiklyothegeason fort y and ¢

commissioning Teng, as his style mirrors Jan van Scorel.

The page layout is very regular, with seven to nine panels, clear gutters, and no splash
pages. Only the opening panel showing Rome is larger and depadsial view (Fig. 5.71),

695 Schutten 2018; Teng 2018.

8% Teng 2013; Another interview with Teng in tBeabant Strip Magazine No. 19®8arch 2014) was not
retrievable.

897 Kathostrip 2013.
598 de Bruijn 2014.
899 yan Klinken 2013.
70 Schipper 2014.
0lyervaart 2014.

702 |pid.
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whil e only Utrechtos cityscape shows its
panels for Venice and Florence are small and without any form of distinction. Such layout
choices might result from the fast pace @&f tiarrative, forcing Teng to squeeze each episode
into a small number of panels, leaving little space for atmospheric developments. Character:
and events appear less dynamic, as the panels are needed to provide a setting for dialogt
It is worth remembenig that no renegotiations were possible once the contract was signed,

leaving the creators little leeway as the project progressed.

Schutten is 6écertain that Adrian [ VI]
never proven, 6 a rstry, esgsantaly writingranother jdvertileebddk.i v e
Thus, van Scorel6s character i s a napve,
but not much ofapain@r6 dul | and néwhweweirygy [ nkeakblde @ f
mor e her oi ¢®Theceducatidnal attpnapts are stored maamhay in the Utrecht
plot set in 1566. However, they are assigned little space and only a minor role, as half of the
section is about the contract. Consequently, there are two separate narrative modes: tf
primary detective story and a secondary forceshgt of (arthistorical) factdelivery.

Interestingly, for a book about an artist who visits Rome and the Vatican during the
High Renaissance, very few artworks were depicted, proving that the book is neither about
the artists nor ¢porraitafPopehdiiank/ksis showra(Rig. SOpase | ¢
Centraal Museum Utrecht has a later copy. Indeed, it is one of only two artworks by van
Scorel shown, named and commented on in the nadathe other beingrhe Lokhorst
Triptych (1526) (Fig. 5.75). Té eightpage appendix features those two and some other
artworks. Teng <cl ai ms h déestbnowniwerld but amly then ¢ | |
portrait of Pope Adrian [VI] was done within the time frame of the story, so we made

A

references to other paintingsh er ever ®possi bl e. 6

The small number of actual artworks in the book is just one of many oddities and
missed opportunities. The stakeholders were an unusual pairing too: While the museum ha
a veryfactbasedapproach in mind, wanting and requesting-Jdmistorical information and
research to be present, the two creators thought of Jan van Scorel as boring, unsexy and du
Therefore, they decided to create what S
f a c’'®Bywidting afictionalnarrati e, t hey have moved very f
commission, since the only accurate facts are that Jan van Scorel came to Rome where |

became Papal curator and portraitist under Adrian VI. Trying to comply with the Centraal

703 Schutten 2018.
704 1bid.

705Teng 2018.

706 Schuten 2018.

~217~



Museum Ut r ec hehgéasd Sdhatteracredted ,a lodsely connected and extremely
clunkily and inelegant written second narrative, squeezing in the educational content,

missing in the other threguarters of the book. Curiously, Schutten names Carel van Mander

as the primarysasuc e, who dedicates just a few lines to
writes sever al pages about the artistds compl
East’®’

All this results in a graphic narrative that is neither talking about the lifdhnaavdrk
of Jan van Scorel. Switching between primary and secondary storylines is often confusing,
lacking markers such aschangein colour, and unexpected, often lasting but one page
before continuing the main story. However, the starkest contrastviedretthe graphic
narrative and the appendix done by the museum. The former is primarily fictional and hardly
connects to established histories. In contrast, the latter is meticulously compiled (art)
historical information about various featured figures aments, containing references and
citations, letting readers quickly pick out the few actual facts in the fictional narrative and

compare images of artworks with depictions fromdtaey.

The story alsdeaturesa relatively large number of inconsistez&i The opening
scene at Rome depicts the Papal code of arms of Adr&amV8sing the crossed keysand
the opening at Utrecht shows the citybds code of
nor Florence, both independent republics at the timey tiaeir respective code of arms, nor
is Rome's code of arms ever shown. Pope Clement VII chose his unique Papal code of arms
with his election, a change also undepicted in the book. Similarly, only some dates are exact,
while others are approximations. éther inconsistency concerns the sporadic usewfd
symbolic words, such as the ringing bells in Rome, but the completely silent rioters in
Utrecht and sacking soldiers in Rome. Also, the Sack of Rome is set apart from the rest of
the narrative as flashbackpaler in colour (Fig. 5.76), but the memories of van Dashorst
visiting Adrian VI O6s tombs are indistinguishat
i nscription on Adrian VIo&6s first tomb is trans

final tomb does not receive the same treatment.

Another inconsistency concerns the character of van Scorel, who, for the whole story,
tries to find the suspected murderer of Adrian VI no matter the costs but immediately gives
up once Clement VIl demands iinglly, the contract that plays such an essential part in the
storyuse®opeAdr i an VI 6s ful | name, including birth n
VIl is only addressed with his Papal name. Such inconsistes@essily avoidable with a

bit more aténtion to detail.

707 Schutten 2018; van Mander 1969, p.163.
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Unfortunately, the creatorso6 bias agas
graphic novel misses many opportunities: the painter travelled to Europe, the Mediterranean
and the Middle East. A less fictional but much more diverse quallg exciting certainly
more educationdl narrative could have easily been scripted and drawn. The High
Renaissance setting, includinigavel to Florence, would have provided opportunities in
abundance to depict great artworks, introducingnetoricalresearch to readers effortlessly.

As mentioned above, the comics medium is hardly put to use and work in the publication,
repeatedly ignoring possible chances to include laogde panels with cityscapes and

landscapes.

Those mismatches, inconsistencesd missed opportunities are most likely the
results of trying to reach too many different audiences, thus, not havasgraightforward
approach. All stakeholders were hoping for a large audience, not least the nitfdaum.
contrast, Schutten thinks iyc hoosing the medium of grap
were trying to O6inter es%®Tean gl aervgeenr tahnodu gyhot
would be triggered by [the book] to explo
theltalianart st udi o system to the Northern Ne
raise van Scorel 0s '{Howéver|ltlee graphit parrative spedks U
mainly to children and might attract some young teenagers but is probably ignored by (young
adults. Besides, it is doubtful to trigger amyt{s t udent s & i ntodackingt i
actual artworkd asitschildre 6 s book writing and very ru
(convincing) character developmehecturisstatest hei r 6t radi ti onal
Paul Tengdbs 6ébased bought the book, whil
book thoughcomics hop s, whi ch #avritkog fdr choldren antl iyourey. 6
teenagers, while also trying to appeal to young adults, readers of traditional museum
publications, art students, and attempting to reach as many people as possible, seemed

havetargeted a too large and diverse group.

However, with a narrative about two famous locals, and only one felanguage
edition,Jan van Scorel. Sede Vacante 1&28ffectively not aiming for a large market but
mainly a municipal and provincial audien@es a book made by a Utrecht museum, about
two famous Utrechimen, for a primarily Utrechbased audience, trying to promote and
publicise the history and art of (Centraal Museum) Utrecht, the graphic novel resembles

708 Centraal Museum Utrecht (available at URL: https://www.centraalmuseum.nl/en/exhibitiorefan
scorelsedevacantel523 pauttengaandetekentafel, accessed 29/01/2018).

709 Schutten 2018.
"0Teng 2018.
"1van de Willige 2017.
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Renaissance Tuscan biographies. WHike ppublication might attempt to trigger notions of
local pride, it is not claiming superiority of Utrecht art or history. Similar patterns are
observed for CKleedsdussqdlatmveBadoux o6s

Surprisingly, judging from the blurb, the Centraal Musdutrecht is indeed quite
satisfied with the book, which it considers O0be
of f i"Aliom, 60it praises the 6correct historical
| andscapes afdectorisdorsiderddred ap rl sj. édct O6economically
and oOarti st i cafi“lIngeedytherpublishen has reléaged two mdre gdaphic

novels about famous artists.

Schutten is Osatisfied on all/l | ¢ewas | s, excep
considered a success. There was only one problem: the print is very dark, and the colours
had to be 'thoeregvi bralnso 66not satisfied with the
on high quality but vet'Besidebsbebirepopapedmdxked ¢
about the end result, 6 since he did not get 0
publisher and states, O6compar ed®Botbcradatore ef f ort s
say they are most successful in other 8eddd are thus not hard hit by the lack of publicity
and sales. Similarly, they have not experienced any boost or facilitation of their career due
to the publicatior{!® However, according to Teng and Schutten, for 2019, a French edition
andan exhibition @ Musée de la Chartreuse in Douai was schedi3fddlespite respective

research, these two claims could not be confirmed.

Teng suggests that the reason why the publ
hopedd is that Afobtedifosthedrtpvertd laral pos arty forahe hvergge t
comi ¢cs ’’tAe¢thadsame.tifie, Schutten thinks that the fierce competition between
museums might be to blam¥.A far more convincing explanation for the underwhelming
results and responses is the lack of a straightforward approach for the project that sits
somewhere between a -lidorichléxhikitorobsochore. inteedathned an ar t

"2Teng and Schutten 2013, back cover
13 |bid.
"4van de Willige 2017.

"5van de Willige 2017, Lecturis also publish#fteronimug2015) by Marcel Ruijters arfjotr Muiller (2017)
by Pjotr Mdller.

716 Schutten 2018.

"17Teng 2018.

718 |pid.; Schutten 2018.
"%Teng 2018; Schutten 2018.
720Teng 2018; Schutten 2018.
21Teng 2018.

722 Schutten 2018.
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narratives and agmdix, collected and bound in one publication, seem to have two entirely
different approaches, existing parallel instead of together.

The almost entirely fictional graphic now#n van Scorel. Sede Vacante 152%
created by artist Paul Teng and childiem b ook aut hor Jan Paul
Museum Utrecht. It is inspired by a brief period in history when the Utttegimied painter
Jan van Scorel and Utreehorn Pope Adrian VI met in Rome, and the former worked for
the latter. The mostly maedep story is juxtaposed with an appendix meticulously compiled
by a curator, telling the reader about the life and art of van Scorel and including a

bibliography with sources and further readings.

I nterestingly, the r esearcalérlystrond. Heveas e s
the first member of the creative team, winning the pitch, bringing in Schutten, and acting as
the sole contact for the publisher throughout the book project. At the same time, the publishe
only joined the museum as commissionegratie decision for Teng (and possibly Schutten)
was made, putting it in an unusually weak position. Also, in doing the reskartie
creators, the museum determined what information Teng and Schutten were working with,

constituting an act of editing eddition to setting conditions for the content.

While the graphic novel does not feature walbwn anecdotes or tropes, except

powerful c¢clients or friends, it displays
not least in beingadetecte st ory. As the narrative 1s
art, itcannot use the lfandwor k model or present van Scc

Convinced they need to make things up to write an exciting narrative, Teng and
Schutten continued theirpreveu wor k on chil drends boo-ks,
Brownst yl e modern paintero6s novel for a r
oddities and inconsistencies. At the same time, the creators hardly made use of the comic
medi umos p wisual rstoriytellihg, Wwhah could have enhanced the reading
experience. However, misjudging the possible readership and appeal of the graphic novel
the stakeholders think the final product can reach children, teenagers, (young) adults,

traditional audieces of museum publications, art students, the art world, and comic readers.

5.8. Conclusion

The corpus's comparative analysis reveals a great diversity regarding the stakeholders
reasons for, approaches towards, styles and quality of the individudiignapvels
published between 2008 and 2013.
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Interviews personally conducted for this study with a large number of individuals
form the basis for the analysi s. The partiesé

channels anahstitutional archives, and related material accessible glae been used.

Continuing the developments of the First Boom (:2929), discussed in Chapter
3, the graphic novels in the corpus all feature the gepeeific trope of the obsessed artist.
Almost all include the ancient dnistorical anecdotes of competition between artists, a
hermitlike life, and, to a lesser degree, influential friends. The last two are also genre
specific tropes of the arti stosofalestmegdroaphy ¢ o mi
genius artist, prevalent during the First Boom, hardly feature throughout the&@fplosst,
they are hinted at but not shown. Publications that try an emotional exploration of the artist,
such asDali and Vincent alsotend to followa life-andwork model. However, several
creators foll owed the artistds monograph in th
museum arin situ and subsequently trying to understand the artist through hisdwhek
core idea of the lifandwork modé. The resulting narratives may be emotional or even
dramatic but provide no clear | ink between an
asLe Ciel audessus du LouviandRembrandtSurprisingly, several graphic novels of the
corpusshowparale | s t o a moder n p danvabh Scord. SedaVacaetd , i n patl

1523andLe Ciel audessus du Louvre

For the Dutch examples, Gert Jan Pos is a crucial figure, advising and putting the
various stakeholders in contact for all projects, iniigitiwo books himself, and even
contributing to one. For the Dutch as well as the Swiss publications in the corpus, the
museum decided on the artist without involving the publisher. In contrast, the museums and
publishers of the French publications decitlegkether on an artist before approaching him.
Only Futuropolis andNijgh & Van Ditmar were explicitly involved in the editing. At the
same time, Editione Moderne and Lecturis allegedly forfeit their gatekeeping positions in
staying out of the editing prosg, which is unusual in the field as well as doubtful in the
case ofKlee In the cases of Editions Dupuis abdg & Blik | De Bezige Bij, it remains

unclear to what extent thepaped the content actively.

For all three Dutch museums,-commissioning am@phic novel coincided with an
extensive rebranding, refurbishing, and renovation campaign, as discussed in Chapter 7.
Similarly, the two French museums were commissioning their graphic novels as part of a
series of publications. Thus, the Dutch and Seissnples were oreff projects, while the
French commi ssions had a more prolonged i mpact

relationship with the comics medium.
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Remarkably, in all the cases, the comic artists have published with the same
publishing haise before. Therefore, it is plausible that artists and publishers came as a
package in some cas@us, the commissioning and funding stakeholders have limited their
risk in hiring wellestablished creators they were familiar with from previous cooparati
The art institutions rely heavily on the
field as well as their distribution networks. In turn, the respective museum brand helps the
publications to be more successful in the nationalrednational comic markets. However,
as discussed in Chapter 7, sales are not a significant concern-domeoaissioning art

museums.

The publicity and marketing efforts for individual graphic novels vary hugely.
Interestingly, despite investing consida@mamounts of money as well as editing time into
a product, the museums and publishers are not always very active in promoting their graphi
novels. Once again, the Dutch graphic novels are exceptionally well treated ivicidet
andJan van Scorel. Sedvacante 1528ad exhibitions created for them, there was a short
movie made about Typex creatiRgmbrandt In contrast, the two French albunsg Ciel
auwdessus du Louvrand Dali, are hardly mentioned, neither by the publishers nor the
museums, desptboth featuring in exhibitions, which both draw much criticism, as
discussed in Chapter 6. The Swiss graphic nidles also featured in an exhibition but was
moderately publicised at best by the other stakeholders.

All creators and museums claim thagté were no restrictions and absolute freedom
regarding the narratives. However, the former remember cases of editorial suggestions the
they have usually followed. The latter admit to demanding the book to match their vision of
the artist or feature thestitution and its collection. Thus, there are at least implicit editorial
parameters within which the comic artists and author are free to roam. Also, all the art
institutions provided some sort of research support to the graphic novelists, giving@access
archives, libraries, and anistorical experts, thus guiding the creators in their approaches.
Therefore, the museums, and in some cases the publishers, should belong to the wide

authorship, shaping and carrying responsibility for the content ofréipdig novel.

The individual creators6 approaches a
Le Ciel audessus du LouvrandJan van Scorel. Sede Vacante 1888stituting historical
fiction examples only vaguely inspired by established historidstenindividual portrayed
artist, thus, being the least biographical graphic novels in the c&eosrandis still semi
fictional, but its narrative iIs significe
It also features a more personglpeoach, showing the human behind the big name,
something it shares witiincentand Dali. These two graphic novels also use the artists'

individual artworks to express the internal state of the painters. Very unid¢iegis an
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educational and possibly bit dry, thus not particular emotional biography, that largely

separates the life and the art, showing the latter on separate pages introducing a chapter, and

citations in an appendix. It is also the only example in the corpus that does not try to find a

new angle on the portrayed individual. In contrast, the others aim to depict an unknown side

of the respective painters, which proves difficult in most cases. Three graphic Dalgls,
VincentandRembrandtar e par tly i nf or meak adagtiststalieaturc r eat or 0 s
al ready f ouive® ,while Baadsirais thedrsly one whose avatar appears as a

narrator.

Interestingly, for the two collaborations in the corpus, and unusual in comics works,
the respective artist had a particularly pdwiposition, being chosen first and subsequently
suggesting bringing in the writer. -Baetgether, t
parameters, responding t o Lé¢Cebaudessssewlowwys de mand.
Yslaire seems to havmeen particularly dominant in explicitly telling Carriére to respect his
requirements, while fodan van Scorel. Sede Vacante 152 ngds r ol e as arti ¢
Schuttebs as writer appear to have been separa
closerwith general observations from comics studies, as usually comics workers, such as
col ourists, |l etterers, and graphic designer s,
respective indicia but never in interviews, press releases, annual reports, &s.a8tck is
the only graphic novelist who mentions the colourist on the project in the interview, possibly
because Ricky van Duuren is her partner. The contribution of comic artist Vincent Mézil to

Le Ciel audessus du Louvras Documentation Assistant rams especially mysterious.

Similarly, the artistic styles and the comics medium's use differ significantly from
one publication to another. The drawings range from a very traditional and detailed one in
Jan van Scorel. Sede Vacante 1383n artisticdy rich yet light ink drawings obali, the
monumental pencivork of Rembrandtthe personal cartoony appearanc&/imicent the
sober, infographics inspird@ine claireof Kleg, and the very sketchy digital pictureslLef
Ciel audessus du LouvreExcept for Yslaire, the comic artists at least partly adopt the

portrayed individual's artistic style, blending it with their personal one.

The creators use the comics medium to wveifferent degrees, while most use
braiding and rhyming and sudden layout changes to add drama to certain scenes. Stok, Typex,
and Baudoin show particular virtuosity and experience in their compelling examples of
braiding. Ten@ the only artist who does natse any type of braididgis essentially
illustrating a story, displaying little finery, and leaving many opportunities unexplored,
occasionally even hindering the narrative. Remarkably, the graphic novels created as a
collaboration between an artist andter make the least use of the comics medium. Again,

Christophe Badoux is holding a singular position, opting for a mostly illustrative style but
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introducing infographics elements to show, explore and make accessible the artistic ideas
and theories of Palllee through drawings.

The depiction of original artworks by the portrayed painters and their use in the
biographical graphic novels follows various concepts. Stok and Baudoin braid them
beautifully and seemingly effortlessly into the narratives to ineitiae portrayed artist's
mental state. Typex and Badoux redraw art as the inauguration of new chapters or section:s
while also placing some in the narrative itself. Yslaire shows many artworks, however
mainly as decorative elements thus without engadiagg depicts two works in passihg
his story is just not about art. Oni§lee and Dali feature a presentation of the portrayed
artistos oeuvr e, a C r u ehistarical ,rrohograpd,ndtie taothe t |
correct and complete citation of thetvaorks. While Vincentand Rembrandtmiss the
opportunity to familiarise readers with the respective oeuvre in deciding not to cite any of
the art in the booM,e Ciel audessus du Louvrenly references a tiny fraction and shows a
generally problematic tegment of original artAll graphic novels miss an opportunity of
some kind, and most feature oddities and inconsistencies that might momentarily confuse
readers but rarely severely disrupt the reading experience. However, graphic novels
constituting histdc fiction but do not point out the line between facts and fiction draw
regular criticism, as the setting of a publicaiowhen, where, how, by whom it is
released affects the meaning of a book, thus easily misleads the readers. The insufficient
citation of featured artworkss yet another serious and frequent point of critiqtiel auw
dessus du Louvieas the most severe problems due to the recurring appropriation of museum
art without citation, showing hardly any attention to details and including taetveal errors,
which do disrupt the reading experience, such as when the interior of rooms and the

charactersoutfits repeatedly change within a single scene.

Klee and Jan van Scorel. Sede Vacante 15Rainly target a relatively young
audience of childen and teenagers, while the stakeholders of the latter clearly struggle to
understand the audience the publications can reach. However, all books of the corpus aim ¢
adolescents and (young) adults, a group of visitors, who are challenging to reach for
museums and associated with the comics medium by the art institutions. Simultaneously, the

graphic novels also try to attract a gen:

Generally speaking, museums and publishers seem to be relatively datitfi¢he
products. While both appreciate considerable media attention, the former are mainly
motivated by improving public relations and giving themselves a particular image, as
discussed in Chapter 7. The latter usually aim for good sales numbers. #raamngators,
the level of satisfaction varies. Typex, Teng, and Schutten experience problems with the

publishers not being committed or experienced with comics or their print quality. In contrast,
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Baudoin sees the issue with the Centre Pompidou, allosihga single French print run.
Unsurprisingly, Stok is very pleased with the final product and its enormous success.

Interestingly, with a few exceptions, the biographical graphic novels co
commissioned, cfunded, ceedited, and cgublished by major Bopean art museums do
not | eave a mark on the creatorsdé careers or [
Typex, their respective work for the Van Gogh Museum and the Rijksmuseum, seem to have
made a difference, aiding their international breakthincargd subsequent projects.

Despite the diversity on many levels, one shared aspect of publications of the corpus
is that they reconfirm and reinforce a multitude of Western, European, national, and local
canons of art history. Another interesting similarg that the creators seem to have a pre
existing idea of an artist they seem unable to overcome: Teng and Schutten think van Scorel
is dull, unlikable and not sexy; Typex and Baudoin do not like Rembrandt and Dali
respectively for their status of geniasd their mythologization; Yslaire and Carriére
erroneously think they know The Terror and Dav
a deep emotional connection to him through his art. Such biases seem to be reflected in the

graphic novels, regardle®f the amount of research conducted.

This analysis shows that the Museum Boom is anything but homogenous. The art
museums share only the perception of comic readers as young and difficult to reach, resulting
in the notion that @commissioning a graphic novel is a viable tool to increase their
audiences in the respective segment. Among the creators, the common impression is that a
commission from an art museum is a oneexlifetime opportunity, too good to be turned
down, everif it means working within the art institution's parameters and writing about an
individual they dislike in parts. This inability to turn down a commission matches available
research on the economic situation of comics cre&t®dFar the publishers, a grhic novel

co-commissioned with an art museum is just another publication on the sales table.

) efevreand di Sal vi ads s uregoagynic itdalioh af romeshaathots and Hiwstrawrs ¢ i o
in Belgium, which seems relatable to the French and Dutch comics market as well as the wider European
and American industry, confirms that it remains difft for creators to make a living from their work. It
states that many creators work on a freelance basis or
median income. Most comic authors and illustrators receive little to no extra income fraltiesoand
sales of their work, thus rely on creative grants and artistic commissions from government agencies, NGOs,
companies, and the adverting industry.
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Sent ihr das
Liniengewirr auf
dem Tisch?

In diesem
Labyrinth stecken
lauter Figuren,

7 i
/ /

Fig. 5.1: Christophe BadouK]ee (2008), p.6, showing the young Kldading preexisting figures in
the lines on a marble table, constituting ¢femrespecific trope of revolutionising art

Ich mache eine Zeichnung auf eine
Glasscheibe, die ich dann schief vor
die Lichtquelle stelle.

Die Zeichnung verzerrt sich und so
entsteht ein vollig neves Bild, das ich
auf dem Blatt nachzeichnen Kann,

Fig. 5.2: Christophe BadouK]ee (2008), p.22, showing the artjstojecting a drawing on a glass plate
onto a paper to distort them, constituting the gamecific trope of revolutionising art

Das musst du dir
unbedingt ansehen!

Fig. 53: Christophe BadouxXlee (2008), p.22, showing the artist working indoors with shut curtait
on a sunny day, resembling the gespecific trope of a hermiike life.
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Fig. 5.4: Albrecht DirerSaint Jerome in His Stud$514), Engraving (24.6 x 18.9 cm), Metropolitan
Museum of Art, the prototypical hermit.

Paul! Mach mal Pause, die Gesundheit geht vor!
Bei deiner Betriebsamkeit hast du schon bald alles gemalt,
was zu malen ist!

Fig. 5.5: Christophe BadouKJee (2008), p.66, mirroring an aspect of the First Boom, the idea that
artistds | ife might badisticvsionsshort to realise
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Fig. 5.6: Christophe Badouklee (2008), p.1, a cityscape of Bern and different caption types (m:
narrator, geographical and temporal indicator), while also constituting a case of braiding and rhyr

Fig. 5.7: Christophe BadouXlee( 200 8) , Paul Kl eebs |l etter (|
(bottom caption), p.19.
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